

*********************************************
INSTR. C. SMITH:	Is Ellie in here? No. How about Lynnette? All right guys, we are going to go ahead and get started. So our guest today is going to be Nick Galanin who is a Tlingit and Aleut artist from Sitka Alaska. He is also in the subpop signed band Ya Tseen and will be joining us today. What I was hoping we could do is ask has everybody had a chance to look at the videos that were in the syllabus and check out some of the articles there about him. Okay. And everybody kind of late but it was only a few pages did you get a chance to look at the Amy Lonetree. Okay cool take a look at that later. I just spoke to nick a few minutes ago his family is gathering herring eggs in Sitka, so he will only be able to talk to us for about 30, 35 minutes but better than nothing which is great. And I think Megan Spencer who is a scholar and art historian who works with Tlingit art is also from Alaska teaches at Capilano University will also be joining us today. I don't know that she will be talking so much that she just wanted to Zoom in and hear what nick has to say.
All right. So that is going to start at 3:45. Does anybody have any questions before we get going here real quick? Last week coming up. Everybody excited, freaked out. Has anybody had a chance to go and do the students satisfaction surveys yet? Those are your Canvas. If you get a chance fill those out. Love to hear what you have to say.
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Although this class has been somewhat chaotic because of how it came to be, I hope everybody really enjoyed it. I have, really appreciate everyone. All right.
STUDENT: I am in 431 museum curatorship class at the museum of anthropology. We have a student exhibit opening on April 9th at 6:30 it's been about an 8 month process and it's finally open to the public. There will be snacks and some talks if anyone is interested in seeing or taking the class with the teacher.
>> What is your exhibit about.
>> It's coming together the objects we meet and the storyings they carry. Alejandro is in it too. It's basically we've' selected each student there's 16 of us selected an object that doesn't have a whole lot of information on it from the archive and spent the last 8 months researching and about the importance of stories and what we can learn from the things that are in the exhibits.
>> What did you pick.
STUDENT: I picked embroidered textile, mine is largely about attribution.
We also have Instagram. MOA 431.
INSTR. C. SMITH: I think I follow that because I TAed that class a couple of times. Now you can stare at yourselves the whole time.
I'm going to make this a little.
>> Can I say what my favourite piece in the museum. It's called the Skagit atlatl. An atlatl is a throwing stick and it's in the



what are the special collection Northwest Coast special collections was found in the 1950s in the Delta of the Skagit River and I've written an atlas with a communities of that area, so I've been working in that area for 45 years and I've got a plan. The community setting up a kind of a centre including -- not a museum but going to be a multipurpose centre and I want to have it repatriate today that community. That is my plan.
INSTR. C. SMITH: When I was doing my fellowship at the Smithsonian there are atlatls that are used primarily by Yubek and Aleut Anunga people that were designed to throw very far from a seated position in a kayak and then Tlingit people who were Northwest Coast folks have these atlatls as well that are carved and paid that are this long and for the longest time scholars of Northwest Coast art history and archaeology have said those are not functional atlatls those are things that come down through trade from the north into Tlingit territory and were non-functional. And while I was there there were several Tlingit people and archaeologist there who were 3D printing scanning and printing copies of them and using them to chuck spears in the yard in Sutland Maryland which is most of the Smithsonian Museum the natural Museum of Natural History, they had a big white moose shaped sculpture out there throwing these spears out and proved that they were functional and not ceremonial from spiritual warfare for



medicine men. We had lunch out there, they would hand us the atlatls.
>> Of course they are functional.
INSTR. C. SMITH: You never know. So technically the Zoom call starts at 3:45 so we have a couple of minutes. Nick's band Ya Tseen is on subpop records. If you want to grab one on the way out.
Did you listen to KXP the Seattle based college radio
not-for-profit down there. He has been Ya Tseen been in the top 10 for last several months now, so pretty exciting for him on top of being a world renowned artist and activist.
>> Can I ask what the other student who is part of the show, what did you pick.
STUDENT: I chose a covert fox from I think New Brunswick and mostly I'm talking about the way people talk about tourist art versus specific ... ceremonial belongings and how art and physical heritage changes over time with different cultural ...
>> Great.
INSTR. C. SMITH: Is that a topic is that near and dear to my heart.
There's a patch that is empty back there. I do want to thank everyone for being flexible this term while we figured out everything. It was obviously things I could control, things I couldn't control. You never know, everyone has been flexible and cool to work with. I appreciate that. I hope you enjoyed it as much as I have. It's been a lot of fun.
STUDENT: Do you know if the herring are they harvesting it with on the



kelp to dry it out.
INSTR. C. SMITH: What they do in Sitka you take hemlock branches and lay them out the night before you cut these huge hemlock branches that look like Christmas trees you lay them out in the bay the night before and they show up and spawn and the entire bay becomes milky with herring spawn and they lay eggs on your branches and then you pull those out of the water and then you process them and put them in Ziploc bags and bring them to potlatches distribute them to elders really good on salads.
STUDENT: I work at the cannery when you talk about herring processing.
How do you they processd them, do you know.
INSTR. C. SMITH: Trim them down you try to get as much of the basically don't want anything woody in your Ziploc bag, you can have them on the needles but you don't want them on the woody part and then you just stuff them into Ziploc bags and freeze them.
STUDENT: I thought hemlock was kind of toxic.
INSTR. C. SMITH: There's a bush and evergreen that is called hemlock. The bush flower is poison. But the other hemlock tree is just an evergreen tree that is halfway between a pine tree and cedar kind of. Like a chiropractor prospectus.
STUDENT: Do they catch the herring fish themselves.
AUBREY: But the eggs are the primary subsistence. There's commercial herring fisheries and subsistence traditional foods.



STUDENT: Do they harvest the oil in the herring like oolichan.
INSTR. C. SMITH: Yeah, primarily you get oolichan oil that you process, herring eggs and oolichan oil. The Athabascan have rakes that capture smelt which are an oily candle fish as well and you process those into a jar.
STUDENT: Yeah, the cannery they processed herring for their oil. INSTR. C. SMITH: Yeah. So herring eggs and oolichan oil.
>> Got a question over there, Chris.
STUDENT: I don't have a question but I'm just excited for the next year because I went to Seattle in okay I got to see one of began anyone's works at the Seattle art museum.
INSTR. C. SMITH: Was that scream until you --
STUDENT: No, it's called I think architecture of return. It's that blue.
INSTR. C. SMITH: Blue laundry blueing and has escape route out of the museum for stealing objects back.
STUDENT: It's a very snarky piece and I really liked it.
>> I'm going to Seattle in a few weeks should I go see that.
STUDENT: Yeah, definitely. The Sam is very interesting. It's scale I don't think we have something like that in Vancouver. It's like weird to have Northwest Coast objects Fransisco Goia, Monet, all in the same building. Yeah, I really enjoyed my visit there.
STUDENT: I don't know is the exhibit at the Vancouver Art Gallery right now also some of Nick Galanin's work. Video piece. I can't remember.



INSTR. C. SMITH: We who have known the sea. We who have known saltwater.
We who have known tides.
STUDENT: I when and saw it right when it opened. And so it was really nice. Definitely like a little bit of a different tone than some of the other works that we looked at for this lecture but I think it's just as interesting.
INSTR. C. SMITH: I think everything that Nick does is fascinating and you guys can ask him about anything you want the original plan for this talk was that he was going to be speaking the same week we looked at the removal of monuments and that he was putting up monuments on the lands that are Indigenous so we were going to look at that as the repatriation of land and discourse which is what aim yes Lonetree talks about but you can talk about anything with him. With his art if you want.
STUDENT: Just for you I am curious, is there an artwork of his that really stands out to you that you feel is really memorable.
INSTR. C. SMITH: Someone gifted him a polar bear rug they are protected and it was this huge polar bear rug and he took it and he actually had it half of it taxidermied where it's like a rug that comes up out of 9 ground it's this massive bear and it is awesome I saw that. I saw that in Minneapolis when I was down there to art conference and it was incredible. He also has a piece called White Carver where he has this
non-Indigenous guy cashing and middle in the dressed up like 19th century barbershop guy waxed mustache and he sits there



and carves in the middle of his show throughout the whole process. He also has the hidden Indian series where he takes masks that are Indonesian that are copies of Native American masks and he paints them to match 19th century wallpaper and puts them on the wallpaper you see them at a certain angle but not straight on. It's interesting work. Nick does big fan of his band also. I like Nick's work. The interesting thing about to me about Nick's process about everything he did say he would be closer to 4 o'clock so we are still fine here. But is that his music and his monumental sculpture and jewellery that he makes and totem poles and customary art that he makes for his community and jewellery for his family and huge installations in New York and Sidney and Paris are all sort of about the same kind of process and the same artistic practice that is about land and Indigenous sovereignty and visibility and culture and he will be in Dubai one week and then back in Sitka collecting herring eggs the next. It's really fascinating to see that. Previous generations of Indigenous artists at his level nobody has been at his level is he continuously in the top 10, list of artists is that they felt they had to choose between being Indigenous or being a world class artist you have Fritz shoulder and you had TC cannon and you had these artists who would say I am a artist who happens to be native not a native artist but Nick embodies all of that into his practice which



is fascinating and amazing to see. A funny book end to have him one of the second to last speakers when Eric came talk to us, he and I were talking about Nick and how Ya Tseen his band has been touring with Portugal the Man, and that was part of this Alaskan sort of Indigenously focused Alaskan kind of music movement with them and he is like you should have Nick on I didn't want to bother him he had this record coming out, to have him the second to last class and Eric Howk the first is interesting. Symmetry there for you.
STUDENT: What is his education, you said do you know if he had fine arts education when we talked with Eliot it was like we talked about a lot about the role of Emily Carr for him. As education. What is his.
INSTR. C. SMITH: When I do the introduction I was going to read that but Nick has MFA and from New Zealand so he got completed his MFA in Indigenous arts in New Zealand in 2007 so he had one for quite a while. He did last year got a PhD from an honourary PhD from my alma mater university of Alaska Anchorage which is great. I knew it was going to be dodgy getting people to actually come for the last getting on towards summer people have stuff they have to do. Unfortunately earlier this week it was that Danielle's grandmother was not doing well, that was completely unexpected and unfortunate but getting Nick for half an hour, 45 minutes or whatever we get him for.
>> I got a question for your class how many of the folks have been to see



Elliot's though at the Bill Reid.
INSTR. C. SMITH: They were there on opening day.
>> I was there. STUDENT: We saw you.
>> It's downtown, it's fun. You ought to go. INSTR. C. SMITH: It is a really good show.
STUDENT: He is in the exhibit too.
>> What did you pick.
STUDENT: I picked a canoe shaped bowl that has the face of a woman and a bear. Argillite sorry.
>> Where was it made?
STUDENT: Skidegate, Haida Gwaii.
INSTR. C. SMITH: I knew it was the same talk that I gave briefly here just to the good things we can chat it's not awkward just waiting. We are not sitting here in awkward silence because that would be awkward.
STUDENT: Are you going to come to our exhibit opening. INSTR. C. SMITH: Is it April 9th.
STUDENT: Yes.
THE COURT: I will try.
STUDENT: Bruce will you come to our.
>> I'll drive Chris if I don't know if my schedule but I'd like to come and I could bring him.
INSTR. C. SMITH: There we go.
STUDENT: We have some Ted Talks presentations happening next Tuesday.



Two of us have already gone but there's the rest of the class going on Tuesday, what is it 9:30 to.
>> Who teach that is Jennifer Kramer, is that her course?
INSTR. C. SMITH: I thought that was Nick signing on but David Kirkpatrick texting me.
>> Do you work at the cannery in Steveston.
>> Do you know about the building with the chained fence around it. INSTR. C. SMITH: You should give a talk there.
STUDENT: The construction one that is under construction.
>> I'm thinking of the one that is a boardwalk and there's bunch of houses that.
STUDENT: Britannia shipyards, yes.
>> Do you know the building at the far end with can I say this? INSTR. C. SMITH: Yeah.
>> It's got a chain fence around it. STUDENT: Yes.
>> I'll tell you the story Harold Steves is an old man formally on the council there he knew about the building and he brought me in down there and I made an interpretation to the city of Richmond and what I told them was it was a place where Indigenous fishing people were working in the 1880s or 90s.
I wrote to the council that there are no original old time longhouses from early days and there are lots of modern longhouses but that is the only transitional longhouse they were surely doing ceremonial life in there. The city wanted



to destroy it they needed to preserve it I've been working on that project with them I think I've got them they are going to save it now the question is how are they going to save it that is another debate but I wrote them very emphatic about it. A archaeologist Len Ham had been working down on that area 30, 40 years ago I used Len Ham's work to make a case to the city to save the building.
STUDENT: Yeah. I appreciate it. It's good to have places to point people to go because we talk about the Indigenous cannery workers and fisherman and that transitionary period of they had their fishing traditions in back millennia and bam, Europeans and then it was like kind of Funky co-existing and then within the Canadian government was enacting all sorts of licence like we have at the museum temporary exhibit by Rosemary Georgeson who a very cool curator from Galiano and it's called The Water We Call Home and the about the implication of fishing licence and restrictions on fishing that was targeted at Indigenous people there was overfishing and the government blamed the Indigenous people rather than the companies who were reason on how they literally gave them boxes of spam hey we are starving you won't let us fish what we eat to sustain ourselves they didn't know how to open the spam it was not traditional to the diet. It's harsh... tradition. I like to tell the people about the Britannia shipyards area and look at the physical heritage that is



still in Steveston not just the photos.
>> That building I was mentioning. They are going to consult with the tribes locally and make it interpretative centre because there's almost no Indigenous presence other than what you are saying down there. There is a house that one of the chiefs that I work with from the Holitzum [phonetic] that his family occupied right next to the Chinese houses.
STUDENT: There's still a lot of Japanese descendants from working in the cannery and same with Chinese and European in the area but you do not see a lot of Indigenous people we offer free admission.
INSTR. C. SMITH: We got him.
>> Thank you. Cool.
INSTR. C. SMITH: Absolutely. They Nick, can you hear me?
>> You are muted.
>> There. Is that better. House's it going.
INSTR. C. SMITH: Hey, it's good. Thank you for agreeing to do this today.
>> Yeah.
INSTR. C. SMITH: So I've been telling the class about you already they have looked at several of your major pieces and saw some of the material that Peter Blum your gallery put out. Can you see the students.
>> I got you all.
INSTR. C. SMITH: Okay. Good. All right. So everybody want to take a



minute to thank this is Nicholas Galanin he is a Tlingit Unangax artist and musician and activist and scholar and my mesh tour to know him for many years now we first started working a bit together when I was at Sealaska Heritage Institute back in 2017. Since then over the last
several years I've had the pleasure of helping his family find material made his his grandfather and father and helping them come back to his family and enjoy get together see the amazing work that he does. Last year he received honourary PhD from university of Anchorage he is again a museum signed subpop records had a new album come out with his band Ya Tseen and has amazing work. And huge honour to have him here. Nick what the students have been looking at is we are looking at your monumental sculpture that you've been doing for the last several years now and we were specifically looking at monuments that were being brought down colonial monuments that have been brought down over the last
several years from 2020, 2019, 20182017 and looking at the reasons for bringing those down how monuments become problematic in terms of being on the land and promoting and celebrating colonial histories, but I also wanted a chance for the students to see an Indigenous artist who is putting monumental work on the land and marking the land as Indigenous land. And in particular we looked at in every language there is land we also looked at never forget. Can



you talk about some of the work that you have done in monumental scale and how that differs with your practice with smaller pieces in galleries.
>> Sure. Kind of curious if I can swap my camera to my phone on Zoom somehow. I'm in my studio right now so I can share with you some of these projects that are happening in here. Let me just sign in real quick. Let me know if the audio ... it worked. Yeah, this is so obviously jewellery is I did my bachelor's degree undergraduate in jewellery design in silversmithing: these are just projects I'm working on right now. Can you hear and see me all right.
INSTR. C. SMITH: Yeah, we can. STUDENT: Yes.
>> Two larger projects. This is Bootia [phonetic] that I'm working on right now. This is 25 foot Ixoty [phonetic] totem pole or Kootéeyaa this is directly I would say this is part of an extension of that work from jewellery to obviously monumental scale work that is continuum with the culture and history of the work we do. The reason this is kind of important in the conversation is because this is the training of work that I've been trained to do from my family lineage and I continue doing the work. Things that I recognize while I study in the cultural artwork was that our objects are in these museum spaces -- let's see if I can turn this back. Heavily fetishized, they are anthropology institutions all of those



things we've had to navigate just to access, you know, these cultural got apples and at hue is what we call it cultural objects where we had to learn to navigate institutions this type of work was heavily fetishized by the market of Indigenous art by anthropology, by all of these things and part of my progression as an artist was to critique these institutions and these spaces even institutional spaces like you are in, the universities and academic settings. All of these conversations tie together certain ways. For me recognizing what histories are told are not told in land, so you talk about some of the monumental work like shadow on the land and excavation and bush burial, I don't have photos of that or you want me to pull up photos on line if you recognize the work by me mentioning.
INSTR. C. SMITH: They looked at those as well if you would like to pull that up and talk about it that would be amazing.
STUDENT: I'll see if I can switch to my computer.
INSTR. C. SMITH: Thank you. Can't hear you. Hasn't switched over yet I don't think fully.
STUDENT: How about now. INSTR. C. SMITH: Yeah.
>> Great. One second. Grant access to screenshare with you. I might have to quit zoom and re-enter. So bear with me.
STUDENT: You can try co-hosting.
INSTR. C. SMITH: Let's see when he comes back here. Host tools.



STUDENT: You have to wait for him to come back in and you can edit and be a co-host. It makes it easier.
STUDENT: Let's try that again.
INSTR. C. SMITH: One of my students was telling me that he has got it we are good thank you.
>> Got it. So yeah, we'll go right to that work for now because I'm speaking about it. Let's see if I can make it larger for you. Is that playing. Perfect.
INSTR. C. SMITH: Yes, it is.
>> So shadow on the land excavation and bush burial was a specific engagement with monument hence the narrative of what purposefully remembered or acknowledged in these government colonial narratives and spaces. I think this was in 2020. I was brought out to so-called Australia to site visit and meet with some Indigenous Aboriginal communities. I'm always interested in the narratives of a place and what is -- what narrative might be chosen, what narrative might be forcefully remembered through intentional amnesia and propaganda. A lot of the monuments that we see everywhere, they have a very specific intent. With this particular one James Cook is up on this -- with a plaque on the statue that says discovery.
And this was coming up on I believe the 220th or forget which year, 150. It was coming up on the anniversary of the celebration of cook landing in what is now so-called Australia let's say. And cook is still much like Columbus if



we look at the even the Columbus statue that was recently put up in front of the White House, was part of telling this narrative of discovery. The myth of this and the trouble with it is that it's erasing people and their history. It's purposefully and intentionally erasing it in promotion of maybe nationalism or ideas of white supremacy embedded in this violent colonial project. A violence surrounding this is exploitation of lands, it's exploitation of people and removal of people from place. This is still ongoing today as we look at the violence that the US perpetuates in other nations of countries. I wanted to create an excavation of this statue's shadow, the shadow is a reference to I guess the shadow cast upon these communities through this colonial violence. I chose to work with archaeology as a medium with the understanding that even archaeology as a process is upheld often upholds white supremists ideologies or ideas of other cultures and peoples as maybe in very specific cases non-human even, dehumanizing people so the part of the history of Australia was referring to the Aboriginal people as ... Terra Nova us is very similar to manifest destiny in the US and North America. And this idea that these Indigenous people are fawn nah to the land which in an attempt to dehumanize people it -- it's part of the process of committing genocide when you dehumanize them that is still going on today even as trump refers to people south the US



Mexico border as animals specifically in a form of dehumanizing. So the concept of this work was to dig this excavation of the shadow deep enough to bury the monument. While you are doing this kind of work and digging, you are going to find especially on Indigenous land you are going to find history of community, of people. Particularly in
so-called Australia. You are going to find evidence of one of the oldest known communities and civilizations on this planet. So the amount of hubris and amount of purposeful amnesia required by government or history, we even claim discovery while ignoring all of these things intentionally, it's kind of the lie that has been sold to a lot of us who have come through public school systems in different forms of accessing knowledge of history. It's done in this purposeful way. So I had another version of this work which I don't know if you have seen the photos of on shadowed land. I don't know if I have images of that in this presentation.
Unshadowed land is another -- Andrew Jackson statue and in that work instead of excavating it in archeological style, that earth was tilled and in the shadow and I grew -- I collaborated with Catawba people which are Indigenous people in north care oline a and we grew their Catawba corn, traditional strain of medicinal corn that has a lot of importance to their culture and survival and community. It was thought to have been extinct but that particular strain



of this corn but somebody had seeds and we found those and grew this food in the shadow of Andrew Jackson. Which is kind of a reference to resilience and being able to survive and provide sustenance to community under the oppression of in this case US government. Andrew Jackson was the president at the time during the trail of tears and amongst other forms of violence specifically towards Indigenous communities Andrew Jackson was also around when the removal act was taking place.
At the end of that when we grew the corn the community harvested this and there was a feast. So it was, yeah, it was kind of a further iteration of doing this work directly in earth and in the land. Let's go back here well quick. So we are talking about these things and the land and I was just actually in the boat today we are harvesting herring eggs which is the seasonal work we do here. And I like to include that in these conversations because it's really important to understand the connection that we have to place and how we do this work within our communities. And it is deeply connected to all of these conversations. It's deeply connected it even monuments because we fought to exist in our homelands. This is village site in Douglas in Juno.
This village was purposely burned down to make way for a boat harbour. That was in the 60s when that was burned down and nothing was addressed to the community about that. I was



brought in to carve Kootéeya as a healing pole for that, a 42 foot pole that was raised on that site. The gentleman in the hat with his arm up was a child at the time when that village was burned down so it was really important to be able to be part of this to hear the stories, to do the work, to strain apprentices and raise this on -- back on their village site.
And in 2017 a bronze statue at a time where a lot of these monuments were being fleshed and around that time frame where like confederate statues or even recently just sites of
-- I mean the sites were become sites of protest and contention, 2017 the state of Alaska in Juneau commissioned and raised a bronze statue of William Seward who was responsible for the quote/unquote, acquisition, the purchase of Alaska from Russia. This exchange drew boundaries and shifted I guess who all these images people had to navigate on our own ancestral home lands. This is unceded Indigenous land meaning that we did not cede ownership or give ownership to any nation let alone the US government. So Russia sold something that was not theirs to sell. The part of the response from Sealaska Heritage through American monuments funded project was to create Kootéeya totem trail to represent all of the Indigenous communities and tribal lands that are here on our ancestral homelands and I believe they are trying to do 30 of these Kootéeyaas. This is one of them that we raised this one in 2023. And the one I'm working on



now that I showed you in my studio is one that we are going to raise probably in '27. Same part of that project. Just important work for our community to practice letting culture and to visibly recognize and place our history and stories into the land so, yeah, this project here is in every language there's land ... which is to scale, so it's about
30 fetal, the material for this project was diverted from the US Mexico border wall construction. There's one very specific company that makes this core tense steel with
anti-climb plates at the top. To basically draw and place a border on the US and Mexico and. That border wall doesn't just cut through land, it cuts through culture, it cuts through language, this to me land and language is directly connected to each other and hundreds of Indigenous languages are being split by these border walls. These constructions. Not only are communities being split but migrations and movement from all of the other beings that we share land with. Animals and all of those things. Directly again tied to this violent history of the US that still continues even as we look at things like ice agents that are becoming more and more present in these spaces and particular communities that are targeted by this violence. So we don't have a lot of time so I'm going to let you guys have some questions if you have them or anything.
INSTR. C. SMITH: Well, Nick, thank you so much for talking to us. That



is an amazing bit of information that you shared and images. And I know several of the students had mentioned that they have seen your work here at the VAG right now and also at the Sam. Does anybody have any questions for Nick? That they would like to ask. If you can come up here and little bit hard to hear otherwise.
STUDENT: I guess I'm more just specifically wondering to hear a little bit more of your journey working with all of these big fine art institutions and how you've been navigating and that kind of curious have you found that that changed over the course of your career as an artist.
>> Sure. I think it's always changing. Some of this stuff is the larger work that I do that was the never forget project with desert
X biennial, that was a huge under taking it required -- the proposal was submitted when I invited to create work for it, it was submitted three years earlier to before it went up because they wanted it in the biennial prior to it. We realized it would be tough to succeed at it without giving it time to plan it out, find funding, find support. Sometimes getting over that first hurdle is tricky. It's kind of like, I don't know, public art especially too, sometimes they require proof that you've done this before. If you've never done it, how are you going to have that proof. Trying to get access to that first hurdle can be tough, once it's there it becomes more accessible. It's varies for everybody's path



and journey is going to be different. As far as institutions have changed. Yeah, there's always change. There was time where land acknowledgments were not common and there's a time where land acknowledgments became critiqued and saying why are you acknowledging it this land what are you doing, what is the action that you are doing for these communities and I think that is kind of the big shift that is still being the kind of asked of these spaces.
INSTR. C. SMITH: Thank you. Anybody else? Leonard go ahead come up here and get closer to the mic.
STUDENT: Hello. Thanks for your presentation. I've been wondering about this idea of public art and we've talked a bit about this some of the tensions and having something be public as in meant for a lot of people but then also represent for example a minority group. So from what I've seen it feels like in your art there's a lot of thought and back story that goes into it that doesn't necessarily get displayed on the surface when people see your artwork. I'm wondering what is your process with that and deciding what do I want to show, what do I want to not show.
>> Sure. I think as far as public art the challenges of that are specific sometimes. One is accessibility, two is, you know, obviously engineering and safety and whatever these materials may be. The other part that I have to be really aware of I feel like is that it's a public space so people aren't



necessarily always even trying to visit the work. They might be passing by and engaging in it in that way as well. Which is very different than doing something that in a gallery space where someone is specifically entering to come see.
And there have been challenges a lot of the engagements of some of this work I've invited artists to like in every ... land I was invited by artists communities impacted by or stories of their migration and movement and how they came to get to where they are now. There's an artist that I wanted to engage the work with their practice and I feel like Amelia Rohaws is the artist was speaking about. Emilio has this project that involves borderline on the body and I don't know if it was scarring or tattooing which means that your blood or bodily fluid is going to be present in that process. And that is very hard for an institution or a space to engage in that practice because of liability or this or that. And is also very hard to engage this that in a public space because again somebody might not be even wanting to be coming across this work but they are travelling or commuting or who knows what. So those things are always something to be mindful of. As far as layers, I feel like for me because I do work with concepts specifically, I like to research place before I start my, I don't know, my proposals or my drafting of my ideas, there's room for intentional storytelling and layering of something and it doesn't have to be revealed or read as in



a very immediate way. Art can be very powerful in a lot of ways where things are done in layered processes, I suppose. Even that shadow on land and excavation and bush burial, the title of that, bush burial that I referenced in that excavated piece is there's a painting in the national gallery in Australia that in Sidney called a bush burial. So I was referencing that painting. That painting was done by a settler who created this scene of the first settler
non-Aboriginal white bought the ... being buried in soil on the land in so-called Australia and it was a fabricated image but it was this idea of trying to plant this, I don't know, this root of ownership even in a way of this land has, so I wanted to include that in the title of that work. Not everybody may get it but it's there and it allows for this access of deepening our conversations around what the work is engaging which is history and place. So.
INSTR. C. SMITH: Awesome. Thank you. Do you have time for one more question.
>> Sure.
INSTR. C. SMITH: Lizzy, go ahead.
STUDENT: I don't know if I need to stand up. You said you did a lot of your work and research and learning in Australia. How do you find the difference in approaches to ingenuity in the academic world and sphere globally just different places.
>> I did research for that specifically because I was doing work there.



I get to travel often to places. I just came back from cutter for a project that I'm doing up there. I was in
St. Louis for a project and I'm going to -- I mean, this work brings me all over the world and I love being able to engage with communities in that way. Specifically to research and learn about place and I think that is a form of higher learning to be able to deepen my understandings of community when I get to go visit with these places. So yeah, that is an important living part of this practice. You know, when I was studying in an institutional space like I did my masters degree in alat that row awe New Zealand, that also was a very specific time period of knowing, oh, this is focused time for me to deep dive into working process, materials, acknowledgy, education and working with peers that I'm with. And doing so in that space is a form of getting to utilize my time without the necessity or need of having to survive like outside in a working practice where you have to exist and pay bills and do the other things. Not like you have to do those things in school, but the practice of your time there is very specific I think.
INSTR. C. SMITH: Thank you.
>> I don't know if I answered that all, but yeah. STUDENT: It's a hard question to answer.
INSTR. C. SMITH: Anybody else have a quick question?
STUDENT: You use a lot of subversive techniques in your art. How does



that play out or contrast with more traditional techniques that you use when it comes to art. I guess traditional ways of thinking or is the subversion more traditional than I feel like we realize. I feel like the modern aspects of your art are very subversive. How does that contrast with the not so modern aspects of your art.
>> I don't really believe that it's binary of this is very specific focused and this is something that is not. They are not separated. There's continuum and I feel like the word customary is almost a better term than tradition. Tradition creates this idea of border or boundary, I don't really feel like -- I feel like if I had to explain my practice briefly that I remove border from many things. From the ideas that you think might be of what it might be or could be or should be. Even my music practices that way where I say genre, most genres. So yeah, I don't see a separation between them. I see different forms of direct engagement like this Kootéeyaa that I'm carving right now is very closely linked to like a cultural visual language that is specific for and from my community. And it engages that. I'm not -- I think somebody can spend a whole lifetime in that space and still be very fulfilled and can still grow as an artist. So yeah, I don't know.
INSTR. C. SMITH: Thank you so much, Nick. Is that all the time you have, I know you have to go out and get process wag the herring.



>> Yeah, I forgot to get going.
INSTR. C. SMITH: Thank you so much for coming to speak with us I appreciate this was wonderful [applause]... if you want to follow him is he on Instagram Facebook with band Ya Tseen as well as Nicholas Galanin you can follow there as well, you have a great afternoon I appreciate this.
>> Thank you.
INSTR. C. SMITH: All right. That was pretty cool huh. Very, very cool. I don't think Megan Spencer made it on there. Does anybody have any questions or comments on thoughts following up with Nick?
>> I liked you got to see his gallery. I mean, his working area. You got to see his studio, I meant. That looks very cool.
STUDENT: I like what was said about the there's no dichotomy in his work of traditional or modern. The ways that it can be easily push into a corner where that is how people conceptualize of your work.
STUDENT: Like I feel that is something so common in Indigenous art is that idea of how you are presenting yourself. Or how your art is taken in and that idea of the separation between what is fine art and how people value fine art versus how people value the way things that are what they consider cultures the way people engage this that.
INSTR. C. SMITH: What I find fascinating about Nick but one of the things is is this idea that his music and his monumentality of his



work and totem poles that I makes, the site specific installations that he makes the jewellery, all of it it's all work the music, working towards the same practice, all working breaking down borders as he said of cultural practice and again many Indigenous artists even 20 or 30 years ago felt they had to identify themselves as artist first if they were going to be successful in the commercial market. Nick is I got to process herring eggs but I'm also in cutter and New York and Sidney. If you guys want to see something interesting too in 2019 Nick was included in the Whitney biennial New York he was one of the first Indigenous artists there was Stephen Jackson under the name Jackson Polas with his artistic collective new red order and they were both featured in the Whitney biennial in 2019 and it came out that one of the board members of the Whitney had been producing the mustard gas that was being used on water protect tors in the da coat as. I think it was called jungle land. So he removed his work along with several other people and pressured through this public removal of work pressured the Whitney to actually remove that board member who had a ton of attention at that point and stepped down. And there's been several times where something problematic has been come out from an institution and Nick removed his work and pushed forward a dialogue that resulted in someone stepping down from a board of an institution. His work is fascinating. I



am glad we were able to see him today. I'll spend about five, 10 minutes outside if anybody needs to talk to me and thank you for coming in today. We have some free stickers over here. Knock yourself out.
STUDENT: Thank you.
*****************************************
