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INSTR. CHRISTOPHER SMITH: ... if you do that would be cool if not, whatever. First things first I need to see about sharing my screen with you guys. Give me one sec I'm going to turn off my camera while I figure that out real quick. One second.
Test test. All right. So when I googled it it simply said click on the sharescreen button which I don't see. Let me see here. One more second.
Let can everybody see my screen there? Wonderful.
Get that closed out. Give me one second here, get that closed out here we go.
All right. Welcome everybody. I'm la glad you were able to join me here today and thank you all for taking the time to do this on Zoom. So let me see here. I'm trying to view where I can actually see people as well. Pardon me for one more second. So what we are going to do is I'm going to go ahead and go to advanced sharing options here. Can everyone see that? Yes, I hope so. Trying to pull up the chat here. Can someone turn their micro phone on and tell me yes, they can see that.
STUDENT: Yes.
INSTR. CHRISTOPHER SMITH: Wonderful, thank you. Okay. So I had you guys look at an awful lot of different articles and newspaper articles as well as this actual essay by Renisa Miwani that talked about the creation of Stanley Park and the journey of
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creating Stanley Park. I have referenced this article a couple of times before to you guys and I just wanted to make sure that everybody get a chance to take a look at it. So in keeping with the themes of what we have been discussing in terms of heritage and in terms of different ways that people different ways the governments have instituted heritage in particular kind of ways, I wanted to go ahead and share with you guys for some reason I'm not able to -- that took it out again, I am sorry. Does anyone know if there is a view where I can see you guys on side and also have my PowerPoint. This will be the only time we do PowerPoint this term. We'll go back to sharing the PowerPoint. There we go.
I do apologize for this. I have never believe it or not a presentation over Zoom where I am the host. There we go. If I pull up that can you guys all see that. Yes. So one of the interesting things about this that I wanted you guys to pull out in terms of themes and what I'm hoping is we can just have a longer conversation about this -- hold on a second. I do apologize.
So okay. If somebody can tell me when I do this can you guys see it. Real quick here I am really really sorry. I thought this was going to be a lot easier. Hold on, here we go.
Everyone can now see my screen. Thank you very much I am very sorry. Here we go. So anyway, I reference this



article a couple of times this term I'm trying to get you guys to think about is how the interconnection of the different types of representation that we talked about interconnects with one other and also through our talks with UNESCO and through our talks about government interventions and sort of certified types of what is actually certified as heritage and how this is promoted and I think that Stanley Park is a really excellent example of thinking through how those things are going to play out in a colonial setting, in a tourist setting. So I just want to share my thoughts about the article and then I'd love to hear from you guys more about what you thought of it. One of the themes that came up was this idea of post-colonialism that in fact Stanley Park was formed as a means to show that Canada has moved past these sorts of oppressive colonial government structures and is in fact moving towards this idea of multiculturism, that these totem poles in Stanley Park can be viewed as a cultural experience but Miwani points out that the land that Stanley Park is on is on Squamish land and that the Squamish people were actually -- their village was razed or literally burned to the ground they were relocated away from there. Actual Squamish Indigenous folks were moved so they could bring totem poles there plant them for tourists, the forming of a national identity this brings up all sorts of issues obviously the colonial violence with commodification. This



ties into concepts that you guys are probably talking about in other classes like salvage collecting and the way that Franz Boas and George Hunt went through the northwest coast and checked so many totem poles. One of the organizations that she was talking about that was trying to gain access to totem poles to have at their factory was a biscuit company of all places. It ties into this idea of the making of Canadian national identity and how Indigenous aspects are in fact utilized and deployed by the colonial government to form these ideas of a Canada that is both moved beyond this back water of being like a colonial site in terms of a pioneer or colonialism like an extension of England but also has an ancient past. So it simultaneously appropriating and positioning and commodifying these totem poles as Canadian national identity. I thought she did a good job of lining all that out. And so I pulled a quote from her as well that we are going to talk about here in a minute, but before we go any further I wanted to point something out to you guys which is that these -- something she doesn't particularly talk about much but I wanted to draw your attention back to this idea if you had looked on the Stanley Park website or been there you know that Susan Point and Jordan Wilson referenced these in fact made several of these three in fact of these gates. They are welcome gates and they are in three different locations on Stanley Park, I pulled the text on the



left that says there are three welcome gateways carved by Susan Point in Stanley Park ...	Reading ...	And it talks about her in terms of being although she identify her as being Musqueam, eventually they do say she is a Coast Salish artist. Jordan Wilson was talking about the movement of Musqueam identity towards a more general Coast Salish idea so it equalizes or equivocates between Musqueam Tsleil-Waututh Squamish other First Nations that are Coast Salish in the States and it becomes this blanket term of Coast Salish identity. And I wanted to ask you in the case of these three gates where again you are literally walking under the gates, walking through the gates into Stanley Park, does this work as effectively in mediating and modulating that space as "Coast Salish" space or Squamish space because again this is Squamish territory but you have a Coast Salish Musqueam artist creating these gateways to mediate that space and is it doing the same thing that Wilson had pointed out and do you think it's as effective where you move out of a completely Musqueam context. You have Musqueam art on Musqueam land with Musqueam territory into a more broad she is Musqueam but this is for a Squamish purpose, does it actually matter whether she is from that First Nation or not or is it the intentionality of the owners of the lands the original Squamish folks I am going to hop out of this view to see you guys and talk to you about that real quick.



Go ahead. If anybody has any comments.
STUDENT: It's kind of a weird balancing act because at the same time it's important to have these Coast Salish nations when we are so nominated by more northern nations but at the same time it's Squamish territory so it should have representations of Squamish people so it's a weird balancing.
INSTR. CHRISTOPHER SMITH: Well, and the other thing I was -- thanks, Cameron. I was going to point out First Nations people have always commissioned each other from other tribes to make art for their communities. So you have people who would commission Tsimshian women to weave Chilcat blankets, you have people that commission Tlingit artists to come down and make totem poles. In museums one of the ways that we see historic art being deployed when we don't know who the maker is but it's from a community you might see a Haida carved that was my change jar -- this is going excellently. I apologize for the technical problems.
Basically when you look in a museum you will often see where community usage matters, where it is a Haida rattle that was carved by Haida people by used by the Nuxalk. It's interesting because Stanley Park is deploying the same language that Jordan Wilson pointed out they were going to by calling these Coast Salish rather than Squamish or Musqueam and part of that might be that they are negotiating around the fact that it was a Musqueam artist making for a Squamish



purpose but, you know, part of it is that also this movement towards an idea of Coast Salishness in general. Cynthia, go ahead.
STUDENT: I think it's a little fend it is just like a Squamish land and so if there's Squamish people then that is okay because your example of commissioning of other nations, it's a mutual okay I'm going to commission you and you are going to be commission back. This is like I guess another nation so there's not a distinction of like hey this is Squamish land but the artist is Musqueam and they are just generalizing Coast Salish people as this ...	People then it can be seen as like ...	I guess.
INSTR. CHRISTOPHER SMITH: Native people are not a monolith yet at the same time the agency of the Squamish people to commission whoever they want to make those gates has to be respected. Right. I bring this up because this is a less complex example than we are going to get to. Did any of you guys get a chance to look at the Jamestown S'Klallum carvings. It gets pretty murky by the time we get further out what I'm try doing in presentation we are going from the very clear-cut Musqueam examples that Jordan had where not only were these Musqueam poles on Musqueam lands for Musqueam people they were referencing us historic Musqueam art and contemporary Musqueam art for specific Musqueam political end. That is a specific particular expression of what Jordan was saying in



terms of how this art is being deployed by the people from within the communities. Were any of you surprised by the history of Stanley Park. It was so violent, colonial and not just like these cool totem poles here for people to look at? Anybody have any thoughts on that.
STUDENT: I was going to say I was kind of shocked about the forced
part because I had never heard that and I don't know it might be ignorant but it was shocking that people had lived in the park at one time because they kind of covered that completely up. I think they said they burned down their houses and stuff. So like it was really shocking because idea no one told me that it seems really shady for real.
INSTR. CHRISTOPHER SMITH: Yeah, it is very violent, of course that lands would have been occupied strategic point that comes out into the water, access to the mainlands, they talked about how there was a military base installed there because, everything is the same again, they were worried about the US trying to annex Canada or British Columbia so they put a military post there. So it's all of this to market the idea of Canada in a multicultural way, in a post-colonial way but also marketing these totem poles and this art as being of this place even though it's Kwakwaka'wakw even though it's Haida. There's another book out there called Proud Raven Panting Wolf by Emily Moore ...	Talks about Sitka and Ketchican Tlingit and Haida totem parks in Alaska but that's less complex because



they were raised again in Tlingit and Haida territories they were heritage parks to preserve totem poles. What do you think about the shift preservation and tourist and marketing, any thoughts on that? Well keep the tourism in mind I'm going to jump a back on to the next couple of slides. We'll do a few more.
If you can turn on the microphone and tell me you can see this my screen?
STUDENT: Yeah.
INSTR. CHRISTOPHER SMITH: Thank you. I promise we won't be doing this again fingers crossed. So in thinking about these Coast Salish interventions like one thing that I wanted I said it the other day in class I want to make really clear and something that you know if you are thinking about taking notes on this take a note on this: in terms of what Wilson is trying to say Musqueam posts are doing, it does connect to the idea of land acknowledgments it does connect to the idea of welcome to country, it is in fact that these posts are doing that work. That is as I've said the other day they are multivocal doing many things one of things they are doing is welcoming people to the territory or land and acknowledging who is from that territory. So again that is a thread that I want you guys to follow on this. It's also interesting because I think in terms of these the gate that we have here the house posts that we have, the house posts with the beams,



the walkway into the MOA all of those things is doing the same work in a very literal way as the collar on the base of the Haida reconciliation pole on campus. It is mediating that space between these lands, the viewer, and the art object itself. It creates like a nexus. And so we are going to see how far we can take these observations from Jordan which he makes no claims beyond being his observations for that particular community but let's see how it works when you get into more complex less homogenous areas that is what I'm hoping we can do here.
I thought this was a good quote that I pulled, again I will be uploading all of this to canvass for you guys but this is an initiation rite facing the young Canadian nation then was to locate Aboriginal peoples ...	Reading ...	I'm going to throw the share off here for a second. That a powerful quote she really encapsulates a lot of fascinating observations even about museum display, historic museum displays that it is about museums were born of the notion of sharing the past, of sharing nationhood sharing conquest and colonial features we have now shifted over to ideally to a more collaborative decolonial display of cultures that is collaborative and works with communities but what do you guys think of that quote? Let me put it to you this way: one of the things that I mentioned to you guys was that in residential schools that there was still art being taught.



That there was still art being taught to young native students, they allowed elders to come in and teach totem pole carving they allowed elders come in and teach weaving sewing especially carving and those things were sold to tourists as tourist art in Alaska it allowed language to be preserved between generation when these elders would come in they would speak and in the Canadian context as well they would speak their language to the young students they would tell them this is thunderbird this is a clan, this is Raven. It was a subversive way of preserving knowledge, it was through the tourist art market and what she is say something that she is pointing out that Canada -- yes, about Canada having this idea of an ancient past, Canada is having this challenge they were trying to assimilate native people while marketing themselves as a place of ancient past Indigenous people and unspoiled wilderness they needed native people authentic, going back to the idea of authenticity native people to promote that idea, what do you guys think of that. This is all about building nationalism, this is about building the national idea of a Canadian identity. You guys ever notice Bill Reid and Kenojuak Ashevak's are both on money in this country. Enchanted owl, and Bill Reid's Raven and the first man. This is all about building an image of a
quasi-Indigenous Canadian national identity. I say quasi-Indigenous because it's an identity that everyone



shares in, they feel this is their heritage. Go ahead, please.
STUDENT: Yes can you hear me.
INSTR. CHRISTOPHER SMITH: Barely. I was just going to talk about and I think a lot of the economic ... [Inaudible] ... You are cutting in and out. I am sorry, I heard you say economic.
STUDENT: I'll type it.
THE COURT: Yes it was on recent money. I believe the Kenojuak Ashevak owl was on the hundred dollar bill. There was a limited edition bill they released but this was on paper money in the last 20 years. While we wait for that it says I also finds it ironic they are looking for premodernity while still supporting things like residential schools. Absolutely.
Leonard, go ahead.
STUDENT: I just wanted to say that it reminded me of things I've encountered in other anthropology classes before. I'm thinking specifically of this example where we looked at the US in a similar form of nationalism using black music and black culture while also criminalizing black people and I think it points to the sort of attempt to alien eighty-eight oh this is the stuff we want but we don't want to deal with the people we want to deal with what they can produce.
INSTR. CHRISTOPHER SMITH: That is an excellent point. By the way we are going to return to that kind of dichotomy and that kind of contradiction over and over again in this course because that



is about what gets deemed as an approved heritage or again how things are curated and I'm saying that as a verb curated, how things are divided and moved. One of the things we will talk about that again in the week before class but before the break where we talk about the formation of Cajun identity that comes out again which was formed out of tourism and history. Jim crow laws that designated a one drop rule for blackness in Louisiana. We will also talk about that again over and over.
Just thinking about how it is a good example of manufacturing consent with Indigenous people trying to create economic power ...	Reading ...	Absolutely. Yes, this idea that you know, any Indigenous monument will do, well, we've I mean I think this about this when I they did a better job they had in a long time when you go up to Whistler, get to the top of the mown Attorney General there's Inukshuks up there. It was interesting part of the winter Olympics but it is a very particular cultural feature. Those are the stacked rocks that look like humans on the ridges of mountains that Inuit people would make to help hunt caribou and you see them in Whistler and that is interior Salish territory.
Manufacturing consent. Also ...	Reading... that is correct, yes, absolutely. So it's also interesting because if you think about there's at least two different things to think about with Wilson's mediating of Musqueam authority



over land even in terms of other displays of art and that is that the Susan Point pieces that were on the trail that got moved into the great hall were done because they had already built the Haida village there without Musqueam consent and Musqueam was doing this as measure, like a controlling measure after the fact. And I think it's different with the reconciliation pole where you have the base because that was part of the plan to begin with, I think. But if you notice Nicky doesn't actually mention it, it wasn't right. So Nicky doesn't mention it in her article so are these stopgap measures after the fact is it manufacturing consent to say look -- again you see that again with Susan Point's gateways as Stanley Park these are measures to control that power and narrative for Coast Salish communities and representation.
Right. So any other thoughts before we move on to the next more complicated area? Again I want to thank everyone for being patient with me while I figure out Zoom. It has been a couple of years since I've used Zoom because it was I was finishing my classes during the pandemic I apologize I thought it was going to be a little less complicated but I appreciate your patience on that. Thank you.
Here we go. The next portion of this that we are going to talk about is Seattle is a gateway to the north. Once again this involves a sort of retroactive stopgap by local Indigenous people to make things right after



experiencing violence or theft under colonialism and in this case it was a bunch of businessmen in 1889 who took a steam ship up to Alaska and stole a Tlingit totem pole this ink is
60 feet tall, not a small pole they brought it back to Seattle and gifted it to the city? Pardon me? And then again once it was raised then it was a major feature of the 1909 Alaska Yukon pacific expedition and allowed for Seattle to be branded and marketed as the gateway to the north. Again we go back to this idea of tourism, branding and marketing for visitors and it's interesting because since then they have had it reproduced many times by actual Tlingit carvers and by groups of Tlingit and non-Indigenous carvers working together but it still remains a Tlingit presence on the land in Duwamish territory, the Duwamish the descendants of Chief Seattle are not federally recognized by the federal government in the States so Seattle sits on stolen land and unnegotiated stolen lands where they are not recognized.
So I thought that the Burke Museum and Robin Wright's recall were good in general except for one major thing, which is that it left out its own complicity in the creation of the idea of northern art as northwest coast art around up and down the coast from Seattle all the way up to Alaska. I want to introduce you guys to a man named Bill Holm. He was friendly and he was affable and he was very brilliant but what he did do is he wrote a masters thesis in 1962 that was



later converted into a book called Northwest Coast Art and Analysis of Form that was released in 1965. He was art historian and curator at the university of Washington at the Burke Museum. He his book which was MA thesis has been I believe published like 150,000 times it is one of the most popular books on the topic hands down. On northwest coast art widely read and published MA thesis of any time in any sort. But he developed a system an idea of what he called formline and if you look at the this photo of him here you can see over his shoulder to the right a kind of these black and red lines you will recognize these but from around Vancouver and just in general in the northwest but this is actually called formline art that is a term he coined to talk about this two dimensional design and he talked about that in a way that became standardized the became a way that everyone talked about it. This was hugely influential and gave everyone a common language from which to actually refer to pieces and to talk about the analysis of these objects but here is the catch, it didn't really apply to Coast Salish art. Coast Salish is related to what he calls the formline system but it is a different logical system and you can also see in the back there a totem pole with inverted human. That is actually a pole that he carved himself and he made this house front himself. In fact he created dozens of monumental pieces that were used at the old Burke Museum and when you



walked in Kwakwaka'wakw walk ...	Totem poles that were Tlingit or Nisga'a style all these different amazing pieces that were carved by him that was the problem he was
non-Indigenous scholar making northern style art and displaying it at a museum in Seattle. All of this had the impact of reinforcing the idea that northwest coast art was northern art was again Haida art, Tlingit art Tsimshian art and it privileged those particular styles of carving, the objects and things that were made by those communities and really privileged those three nations over anyone else. And then a few years ago the Burke Museum was remodelled and
re-installed with more Coast Salish art however it is still now home to the Bill Holm centre of Northwest Coast art they continue to focus on northern art and northern artists they do have right now a Salish blanket exhibit with the womi [phonetic] dogs and our guest for next week Elliot White Hills art and focusing on Salish but in general their artists and residents are almost always Tlingit or Tsimshian or Haida and they did publish a book called Unsettling, Art Histories on Northwest Coast is a couple of years ago Katie
Bunn-Marcuse and Aldona Jonaitis they were 14 authors of which several were non-Indigenous many were Tlingit or Haida or Tsimshian and then they had a Coast Salish curator from Vancouver and Kwakwaka'wakw Lou-Ann Neel, Ella Neel's granddaughter if the Namgis, Kwakwaka'wakw and it ignored



Coast Salish all right again and focused on northern material so it is an on going problem but it's something that I don't think it was intentional particularly on Bill Holm's part or you know necessarily the best of your recollections but I will say they privilege the northern art in particular kinds of ways.
When I do say formline art, uses terms such as ovoid trigon, primary formline tertiary space and it's a system that privileges the northern style of art which gets us to our first example outside of Musqueam territory, the Seattle Pike Place Market totem poles, these were raised about
40 years ago, 45. And they are Haida style and Gitxsan style carved by a Quinalt which is a group by Coast Salish group from Washington State and Isleta Pueblo which is southwestern US artist along with his non-Indigenous friend James Binder and they made these poles are to the Pike Place Market for Steinbrueck Park. You can see here over the years they have rotted grown algae deteriorated and it was time to have them renewed and renewed they were reinvigorating Steinbrueck Park which is a park where a lot of Indigenous parks spend a lot of time in Seattle. Where Indigenous carvings go and carve modern totem poles, they were going to clean them even raise them again and basically people were northern poles northern style poles they were worked on by non-Indigenous artists Quinalt artist who worked on them is not from here so maybe



we need to raise something that is Coast Salish and it kicked off a huge fight again it's complex because these were carved by a Coast Salish artist and non-Indigenous artist together but they do reference Gitxsan and Haida art in a particular way. I do think it's interesting in the article that talk about it mostly the people that were raising concerning about it were not Coast Salish or from Coast Salish territory necessarily although they did interview Qwalsius-Shaun Peterson and he says he sees it as a form of violence to have these poles on the land. So they are currently slated to be restored and then raised again but that could change this is going to fight been going on for several years and it is a bit more complex so my question is as a Coast Salish artist like this artist who made these Marvin Oliver, does it do the work that Jordan Wilson is talking about or do these need to be replaced or what are your opinions on that. I bring it up in conjunction with Bill Holm because Marvin Oliver was specifically a student of Bill Holm and carved in northern styles learned from Bill Holm. Okay. I'll jump off. What do you guys think?
STUDENT: Sorry, can you repeat the question.
INSTR. CHRISTOPHER SMITH: Basically I'm curious do these poles do the work that Jordan is talking about we moved from all Musqueam context to Musqueam Squamish to a Coast Salish artist carving northern style art in the Pike Place Market in a public



space. There is fight not all Indigenous people agree some say yeah those have been there forever he is a Quinalt artist put them back up others say it's violent because Tlingit and Haida and Tsimshian did come down to Coast Salish area and it was not always friendly, tribes didn't get along that way.
Did this do the work that Susan Point -- do they need to be returned and removed or can signage fix them can you put a sign next to them that states this complexity and does that do the work. I'm asking you guys to think about this as future curators possibly how would you handle it. Cameron, go ahead.
STUDENT: This kind of reminded me of something very similar that happened to my community. I live in Horseshoe Bay and for years
and years we had a totem pole that I think was Kwakwaka'wakw in style and eventually these totem poles got old and had to be brought down there was a big talk about do we get something Coast Salish done what do we do with this pole now put it back up and what we kind of eventually came to is we put it down to rest so in the park it's lying down in its own little section and it has a sign plaque on it that says it's from this artist this nation and this is when it was done and I don't think anything else has been put back up at the moment. I think there is some Coast Salish art. But rather than getting rid of it entirely or replacing it entirely with something new it's kept there but let to age and rot away.



INSTR. CHRISTOPHER SMITH: So you put up signage and like a plaque that explains who it was and you laid it to rest and eventually in the future perhaps put something else up is that is a great way to mediate that within your community space and also as a curatorial decision relating this back to idea of museums and representation. Leonard, go ahead.
STUDENT: I just wanted I was wondering if this matter was something that might or should involve discussion with the communities whose art styles these poles were emulating because I don't think that was really mentioned.
INSTR. CHRISTOPHER SMITH: That is a great question. So thank you for that, Leonard. So tying this back to our heritage greetings I'd like to point out all of these pole that is we are talking about everything that we are talking about the physical pieces themselves where they are from who carved them how they are being displayed then following up and talking about these immaterial intangible qualities about them, so that is like these poles their styles the way they are made Haida, Gitxsan, that imagery those clans styles those are all owned as intangible property, those are properties of these poles that are then in turn owned by communities. So should they have a say in it. One example I will give you is again the doors that are in the gift shop at MOA were once actually serving as a door that opened at the front of the Museum of Anthropology. Gitxsan in style



although that would have probably been removed because of this way they were mediating that towards Coast Salish and Musqueam, specifically Musqueam representation, those were actually taken down because the carvers who were Gitxsan or northern didn't have the right to carve them in the place. It was intangible property that was ownership issue with the artists and the community that they were from and not necessarily even a Musqueam representation in that instance.
STUDENT: Can I go off of the intangible thing. I think one of the articles mentioned this but there was some Coast Salish people or the people in the area who had incorporated the poles like the northern style of art into their own culture and it kind of became its own culture in itself, an own tradition of carving it for 25 years and so in a way they kind of made a little bit of that their own culture. So you are right, it should -- it would be the decision of the people involved to take it down or leave it up and I think a lot of -- there's a couple of people in article that said they consider it bad to take it down because it is their culture now, I would consider that.
INSTR. CHRISTOPHER SMITH: So these are complex. Thank you. These are complex questions that involve a lot of different consulting, Leonard pointed out you could be asking the folks who own that style of art. You could be asking the people whose land its on Duwamish even though they are aren't federally



recognized because Sno qualmish who was a neighbouring group they were all related to one another, Sno qualmish wanted to have a say. So there's a lot of negotiation that goes into this. I noticed that the person who they were actually quoting in the there was actually from if I recall right she was from Montana and then also had Alaska native arrange she was Indigenous in a position of power in hers of her administrative work with the city she was wait a minute we need to figure out something for Salish folks.
The other thing I wanted to point out to you guys was I mentioned the hat the other day. The frog hat that was stolen from -- that was stolen by an art dealer out of a commune and had reproduction made and both of them got dance they came back and said I want my fake hat. They said there isn't one. We have been dancing it. It's now our hat.
Usage and intentionality matters we are going to revisit that idea when we are talking about that community that has all of the pole that is are from the north that they are deploying for that I own representation. Alex, go ahead.
STUDENT: Yeah, I was going to go off something that had been said with from a future curatorial point of view, putting up a sign seems like the easiest bare minimum sort of suggestion.
Context is important and telling people what is going on so they have the info and can then educate themselves or stuff like that. But having literally any info that is accessible



to the public I think is a great idea. And also know, consultation, asking and opinion costs nothing you then don't have to necessarily follow through on that opinion even though maybe morally you should, no one is holding a gun to you your head and making you do it but it cost nothing to ask.
INSTR. CHRISTOPHER SMITH: Absolutely. Consultation in a situation like this is key. How do you prioritize those consultations though I am curious, how would you.
STUDENT: I don't know. I think it would really be a case by case situation. Context matters always where it's depends on the situation in this specific situation, I have no clue.
Especially like a settler and all of that. I don't know where my opinion should even fit in here if at all.
INSTR. CHRISTOPHER SMITH: No, I mean for sure that is why you get into how do you even start the process for consultation to get those Indigenous opinions you are looking for. Maybe start with the land whose land is it.
STUDENT: Yeah, start with the information you can find.
INSTR. CHRISTOPHER SMITH: Absolutely so with seat it's Duwamish and Sno qualmish can they agree on it. Work your way from there they might say we don't care what the Gitxsan or Haida want on our territory we don't know. You are absolutely right that is all about consultation in these complex situations. Thank you for that.



STUDENT: Yeah, I don't want to disregard that point because I agree but I also want to acknowledge that a lot of Indigenous communities have been being asked to do a lot of labour that sometimes they don't actually as you are saying even care about necessarily. So to a certain extent consultation is free and starting that can be free but it is not necessarily continually a free process and we should be recognizing that labour and doing something but yeah. It also just reminded me of I live in New Westminster and I have witnessed this change in how our community has consulted with Indigenous communities. We are specifically in New Westminster. It's Qayqayt Nation but also a lot of communities that have a long history here that also consider it part of their territory and so I've witnessed this shift between I would say 2015-ish where it was really like only centring Qayqayt opinions and perspectives and now it's moved to Qayqayt but also
Tsleil-Waututh, Kwantlen, Musqueam and honestly trying to prioritize a lot of the voices of communities that used the Fraser as an important trade route as well. So I think that also reflects the ways that colonial governments are trying to deal with this and figure out what consultation is actually supposed to look like and in most cases it's not just one community that has sort of an opinion or it's like much more complicated than that.
INSTR. CHRISTOPHER SMITH: Here in Coast Salish country I mean lots of



communities had overlapping seasonal territories and areas that they were using for different things lots of intermarriage lots of so it is very complex. But you guys are absolutely on the right track here. The other thing I wants to mention again because it might have gotten lost the other day is Jordan Wilson's family he is enrolled Musqueam his family is from the unrecognized Hwiltsum community that they are in the process of trying to get federal recognition and going into those sorts of negotiations and one the things they have is a totem pole that they had asked a future guest of our Bruce Granville Miller to talk about how it relates to their culture he called me he is like man it's a freestanding totem pole with multifigures kind of looks Kwakwaka'wakw I don't know it's carved by this community what do you say about it. This is good term to right down about legible sovereignty things that are understood by outsiders legibility, being able to be read by someone outside of your community as being Indigeneity or totem pole can be deployed by communities that necessarily didn't historically have totem poles as a visible indicator of Indigeneity of community of history in a way that is legible for outsiders some of these communities have been carving poles for over a hundred years now because it is what people started doing.
There's lot of intermarriage. It's a complex issue and something I think about all the time with my work and



something that I find really fascinating.
Any other thoughts before we move on to the next little part here?
Again, thank you guys for all chatting and being in on this conversation. Had a rough start but going really well, I appreciate that.
So I just wanted to point out this was just a little quick blurb here Seattle recently took down their Alaska Way viaduct and in doing so created a lot of space on the waterfront that they have now completely remodelled into a walking space. It absolutely looks like, I don't know, earth from the Star Trek series, it's from beautiful benches and places to walk where it was a really kind of gross industrial overpass before now it's this beautiful green space and something they did put in there are these figures by
Qwalsius-Shaun Peterson who is Puyallup which is another Coast Salish community from western Seattle area. These are wonderful because I think it's fascinating because they put these down on the waterfront kind of near the water taxis near the ferries where people are going to see these and again it is allowing for a Coast Salish visible presence on the land. This may not be making the political statements all the political statements that you would get in a less blended community where you have more homogeneity, again like UBC being Musqueam territory people on Musqueam lands this is



sending that message of this is a place of Coast Salish I think it does a good job of subverting expectations of seeing totem poles is somebody is coming off of the ferry or water taxi to get into Seattle this is the first thing they see it could in theory be argued that these are moderating and mediating user visitor experience in terms of visual art and Coast Salish culture here. So I just wanted to throw that out there. And that in that article it was Qwalsius-Shaun Peterson who said he is uncomfortable with these northern style artworks and that he sees it as violent. So that is something to consider.
I wanted to start with this last one here. Again, I worked with Jennifer Kramer for my masters and we worked in Bella Coola together I've worked with the Nuxalk people, I wanted to point out something. This is their gas station and grocery store on the Jamestown S'Klallum Reserve and it is more or less a replica of a Talio Nuxalk village from the 19th century. The style is Nuxalk, the totems or more or less Nuxalk or this non-Indigenous artist does blend northern material and northern styles with other groups but this is basically straight up Nuxalk to the point of him having an iteration of the sun mask right in the middle of that pole right there. The iconic Nuxalk sun mask. When I worked up in Bella Coola one of the people I worked with you know what I see this he was talking about a Coast Salish artist from



this community who had studied under the non-Native person Dale fall stage who makes Nuxalk style masks and often that young Coast Salish artist on social media is very outwardly spoken about his frustration that his community hires the non-native artists to do the work when they have trained a younger generation of artist who are from the Jamestown to do art. This answers that question of should we consult with the communities that these things are mirroring says what gives him the right to use my family's style or imagery, he was downright mad about it. So there are these complex issues but this is just one hundred percent straight up a Nuxalk village for their convenience store on reserve and then this is like in front of their band offices. You can see I don't know how familiar you guys are with Northwest Coast art you can see the formline system being deployed on the wings here you can see the formline on the totem poles on the left side there. These are very much so Tlingit/Haida style totem poles and finally you know these guys right here which are all along the road system within you first pull into their reserve, the pole on the left there is more or less Nuxalk or Heiltsuk style the pole on the right is straight up Haida style and the pole in the middle is Haida or Tlingit style. According to the Jamestown S'Klallam in their article you read they basically said we've been making these poles like this for 25 or 30 years. This is how we



express our identities but the thing is is that historically if you stole someone else's pole or style and displayed that it was actually a means by which to ridicule that person because they owed you a debt because they had an unpaid debt with you because they had shamed you in some fashion so you were in turn stealing their crest their imagery and showing it publicly until they made right with you as a means to shame them. So many northern groups and tribes and First Nations find this extremely disrespectful and again, going back to this idea of is it doing what Jordan talks about why Musqueam how far can we apply this. Is this doing is or are we going to be more cynical and saying this is being done for tourists who expect to see totem poles and all being carved by a white guy who was somewhat trained himself but also largely based a lot of his work on Bill Holm and his style of carving and painting so I want to get some thoughts on that I'm going to hop off here. What do you guys think? Is that Coast Salish art? Can the community change the intangible properties of those images intentionally to transmit Coast Salish ownership and Coast Salish political prerogatives and to clarify it was a non-native carver carving a Nuxalk style for a Coast Salish community. It's actually deeper than that. Several degrees removed. Is that Coast Salish art is it doing the same political thing that Jordan Wilson was talking about can we even know. I don't think there's any



right answers by the way.
STUDENT: I think some people are answering in chat too. Or asking questions.
INSTR. CHRISTOPHER SMITH: Yes. Okay. So it was a non-Indigenous artist carving Nuxalk style for a Coast Salish community. That is the first one there and then the next one, I mean, a lot of Indigenous folks from those communities from up north find it extremely disrespectful and in fact there's even another S'Klallam group to the north of the Jamestown S'Klallam they are the Lower Elwha S'Klallam because they are Coast Salish people what they do around town they actually carved canoes and put them up as monumental art, Coast Salish style canoes. There was a bit of controversy a couple of years ago where Port Townsend which is Lower Elwha territory has a marine boat museum and the Jamestown S'Klallam gifted them a huge monumental Tlingit and Nuxalk style totem pole to have in front of their building and the Elwha were not happy about that. And neither were the Tlingit or Nuxalk it got everyone mad it was a huge controversy so are there one the things we are talking about is intangible properties as northern style pieces these are emoting an esthetic which is intangible that is quintessentially northern made by a non-Indigenous person but then the intention of the community going back to the gateway at Stanley Park where a Musqueam person was making a gateway for a Squamish community the local Coast Salish



community says these are Coast Salish things that are doing something for our community. They are projecting our identity in a particular kind of way so they through discourse are changing or attempting to change the intangible properties of these goals right by making them into but are they successful I guess is the question.
The sort of unification of Northwest Coast formline has been an issue for a while. It's annoying to lose cultural specificity ...reading... Nuxalk and Heiltsuk, that blue that is very specific which is not related to the question but annoying nonetheless. That is the thing these things something about them evokes if you know if you have knowledge about Northwest Coast art. Everybody has a reaction to these poles tourists think they are beautiful people that are involved in the Northwest Coast art world might find them revolting or have a problem with it. I guess what I'm saying this is a intangible quality of tangible things but also from claim from the community or or less is these appropriated images are doing the work that Wilson is talking about in a Musqueam context. I guess I am curious what you think about many of you have said it's not working. As an artist it's appalling not in terms appropriation or lack of knowledge why not develop your own original style of carving ... reading... to be fair I think that they are synthesizing something that is getting towards a Coast Salish



style of their own. Which is one of the points one of the younger artists is making. If you guys red the article it certainly sounds like someone on council is friends with the white guy who was making all of this stuff and decided to hire him 30 years ago and the non-native guy who is now retired, the interesting thing is they did state that they hired another non-native guy. This was buried a little bit but they talked about the contributions of this non-native person, they were talking about the contributions of this non-native person and said he does do work for us but he is not a community member. Right. Does that make sense. It doesn't make sense but you know that is what I'm trying to get at here.
What else anybody else have any thoughts? Cameron,
yeah.
STUDENT: If the Indigenous community had been carving these poles I'd say there's some argument for it. If they had a history of we adopted this to make totem poles to have a representation of our Indigeneity, there would be some argument but by only having non-Indigenous artists carve them or even just not even having the community that these type of poles originated from involved it kind of blows the argument out of the water.
INSTR. CHRISTOPHER SMITH: Yeah. For anybody who is interested there is a person named Alexandra Peck who is the art history head of the Audain chair. She did her masters thesis on this she



sided with the community on it. Who just had their hand up it flashed and flashed away.
STUDENT: I did, yeah.
INSTR. CHRISTOPHER SMITH: Go ahead.
STUDENT: I just wanted to mention something that I have been thinking about a lot I think a lot of us have expressed discomfort with it and these sorts of stories that you are sharing as someone who works dealing with the public at MOA quite a bit I notice how much people are really seeking on authenticity and to the point where they will not even believe things that we have authenticated because they are so worried about engaging in things that are appropriated so I'm curious how community opinions outside of the Indigenous community are shifting in that way around these sorts of stories.
INSTR. CHRISTOPHER SMITH: So by the way I share your discomfort as well I just wanted to take you guys into some more complex like to see how well this holds up in more complex situations to see what is actually happening there. So one of the reasons I introduced you guy toss Bill Holm in this is for a long time his formline art and the idea of a totem pole like as they were talking about with the Alaska Yukon pacific exposition was consider the most authentic. Totem poles are the most authentic things. I do think there's some shifting around what people are expecting now. I do think people come to Vancouver and Seattle looking for totem poles. Haida is



still the standard. Cameron I wanted to say thank you for your thoughts I know we jumped to the next person. ...
Reading chat ...	But is it more tough that art styles and communities have less resources or knowledge holders who create what we know ask of Coast Salish art that is inaccessible to community. Yes, in my neighbourhood in west Seattle where my partner and I have a house there is a totem pole by a Coast Salish artist from Seattle right on top of this hill that is actually it's multifigure but it is in all Coast Salish style that relief high relief off of a back board doesn't have a lot of ovoids. All the local public art down there in west Seattle is Coast Salish but they hired Susan Point to come down and do a lot of the work. Perhaps communities can be hiring Susan Point to come in and do that work even though she is is retired but different Coast Salish to bring that work back. I want to jump off of this topic really quick and tell you guys a couple of things.
Number one I have worked on the syllabus all week I'm going to work on it through the weekend I've confirmed everybody except for one or two people we are going to be Tuesday we are going to have a final syllabus that we are moving forward with. So I want to give you that security.
Folks have asked about the test and here is what I would like to see on the midterm it's going to be worth 30 points, 10 points is matching and fill in the blank. 10 points for



short answer and two essays you pick one of them that is worth 10 points also. Some question and asking for two or three examples of something. That will be it. We will have an entire class that is dedicated to reviewing everything we've gone over. The class before the midterm is entirely spent going over PowerPoints and questions and anything you wants to ask and what you want to talk about. So you guys will be ready for that midterm in March. I confirm Nick Galanin date last entitlement I confirmed David Kirkpatrick date. The only addition that you have going to have after Tuesday perhaps is that David and I are still working out what articles he wants you to read but he is not talking to you guys until the end of March so we'll just put him in there I've got him earmarked for that day. Anybody else have any questions or any comments before we go? If you are worried about how this class is formatted or taking notes or what is going over stuff I would strong leer encourage you to see me at my office hours so I can talk to you or setting up a time for me to meet you outside of office hours so we can talk about it into my office either way. I want everybody to feel comfortable about where we are moving with this class and what we are doing and to know that everything we are discussing and everything that gets uploaded on to PowerPoints is what is going to be on the one test. Other than that it's just an essay that you can do audio short



essay or audio essay and then the final which is again like a relatively short final paper. And I will go over all of that with you. I'm also carving out a day for us to talk about the object project which I hate that it rhymes and we shall going to go over the RRN and the MOA cat and talk about that. You have been great. Thank you for your patience and help with getting this going. I will see you again in person on Tuesday you have a phenomenal day. Thank you.
STUDENT: Thank you. STUDENT: Thank you. STUDENT: Thank you.
INSTR. CHRISTOPHER SMITH: Thank you.
STUDENT: Thank you.
INSTR. CHRISTOPHER SMITH: Have a good one.
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