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ABSTRACT 

The relationship between photography and Fust Nations peoples in Canada has 

been the focus of three recent exhibitions which 1 discuss in this thesis. The exhibitions I 

consider are: "Emergence fiom the Shadow: First Peoples' Photographie Perspectives," 

which is currently installed at the Canadian Museum of Civilization in Hull, Quebec (23 

October 1999 - 2 Ianuary 2001); "Lost Identities: A Journey of Rediscovery," which was 

held at Head-Srnashed-In Buffâio Jump, a UNESCO World Heritage Site near Fort 

MacIeod, Alberta (2 June - 3 1 October 1999) before traveling to various commwiii+es in 

western Canada; and "Aboriginal Portraits from the National Archives of Canada," which 

was shown at the National Archives in Ottawa (15 May - 29 Septernber 1996). 

The majority of the photographs that appeared in these exhibitions were made 

dunng the late-nineteenth and early-twentieth centuries in Canada by Euro-Canadian 

photographers, and were drawn fiom archivai and museurn collections across the country. 

This thesis considers each exhibition separately, discussing the curatoriai aims of and 

installation techniques used in each show, and examines how each exhibition is used by 

contemporary First Nations peoples as a means of recomecting with their cultural and 

ancestral past. 
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Images have consequences in the real world: ideas have red ts .  

Daniel Francis, The Irnaginary ~ndion' 

A photograph is a meeting place where the interests of the photographer, the 
photographed, the viewer and those who are using the photograph are ofien contradictory. 

John Berger and Jean Mohr, Another W q  of ~elli~>gz 

Introduction 

The relationship between photography and First Nations peoples in Canada is 

complex. Almost since the invention of photography First Nations peoples have been the 

subject of photographs made by Euro-Canadians. As 1 demonstrate in the following 

discussion, much of the resulting imagery is stereotypical and, at times, overtly racist. As 

photo-historian Lit Wells notes, "photography grew up in the days of Empire and became 

an important adjunct of iniperialism, for it retumed.. .images of native peoples which 

fiequentiy confirmed prevailing views of them as primitive, bizarre, barbaric or sirnply 

picturesque.'d Recent ly, ho wever, many contemporary artist s of Aboriginal descent have 

taken up the medium of photography in order to explore issues of identity and belonging. 

In many ways, this can be seen as a response to the way photography has senred 

historically to cccolonize" Aboriginal peoples.4 This thesis is a site of intersection 

between these two points. 1 examine three exhibitions that have looked to histoncal 

' Daniel Francis The Imaginary indian: The Image of rhe indian in Canadian Culture (Vancouver: Arsenal 
Puip Press, 1992). 194. 
' John Berger and Jean Mohr, Another Wqv of Telling (Cambridge: Granta Books, 1989), 7. 

Liz Welis, ed, Photogrcrphy: A Crifical ~ntroLhtctiorz (London: Routiedge, 1997), 58. 
In her article, "A Curator's Perspective: Native Photographers Creating a Visual Native Americitfl 

Hiaory," Theresa Harlan points out, "in 1990 while the world celebrated the 150" anniversaxy of 
photography, Native Americans quietly ceIebrated the second generation of Native photographers" 
(EXpomre Fail 19931 : 12). 



depictions of First Nations peoples by Euro-Canadians as a means of reasserîing Native 

identity and connecting present-day Aboriginal audiences wÏth the past 

1 have attempted to discern throug!! the course of my research whether or not the 

process of revisiting these photographs actuaiiy offers new ways of understanding this 

body of Magery, or if in fact these exhibitions simply re-present cuItural stereotypes in a 

new guise, despite curatorial aims to the contrary. As Leslie Deveraux wonders in her 

introduction to Fields of Visiorz: Essays in Film Smdies, Visual Ailthropoloay and 

Photography, is it even possible for an image to "avoid the place of stereotype already 

prepared for it by the power relations ofthe past?"5 It is this inquiry that has formed the 

basis of the folIowing discussion. 

In this thesis 1 explore three recent Canadian exhibitions: 'Zmergence f?om the 

Shadow: First PeopIesY Photographie Perspectives," which is currently installed at the 

Canadian Museum of Civilization in Hull, Quebec (23 October 1999 - 2 Jmuary 2001); 

"Lost Identities: A Joumey of Rediscovery," which was organized by Head-Smashed-h- 

Buffalo Jump, a UNESCO World Heritage Site near Fort Macleod, Alberta (2 June - 3 I 

October 1999) and is currently on tour; and "Aboriginal Portraits from the National 

Archives of Canada," which was shown at the National Archives of Canada in Ottawa, 

Ontario (1 5 May - 29 September 1996). Al1 three exhibitions centre on photographs of 

First Nations peoples taken by non-Native photographers in Canada. 1 examine how 

historical and anthropological photographs of Native peoples are being used in 

exhibitions to explore issues of ideniity for contemporary First Nations audiences 

Leslie Devereaux and Roger Hîlhan, eds., Fiel& of Vision: fisays in Film Sîudies. Visual Anthropology 
and Phorography (Berkeley: University of California Press, 1999, 10- 



through a study of both the varÏous curatorial techniques employed in the shows and the 

ways in which the curatonal practices employed differ from traditional presentations of 

Native imagery. 

In recent years the ways in which museum exhibitions impart information has 

become an object of study. Exhibitions are now considered agents of discourse in and of 

themselves, forming a type of public history. The way objects and images are presented 

in museums is never f?ee of bias; as Ivan Karp and Steven Lavine argue in the 

introduction to their anthology, Erhibiting Cultures: The Poetics mtd PoIitics of Mueum 

Diqhy,  "the vev nature of exhibithg makes it a contesteci terrainyd In the case of 

exhibitions that delve into issues of race and identity, it becornes especially important to 

understand how these exhibitions have been put together, as they have the ability to 

promote or lessen existing cultural stereotypes. In these types of exhibitions, curators 

take on the role of "cultural broker," becoming central players in the ''broader stage of 

global po~itics.777 

Traditionaily, the lives and cultures of First Nations peoples have been displayed 

almost excIusively in anthropological and natural history museums where they have been 

represented not only apart fiom dominant Western-European and settler societies, but 

also as e x i h g  in an 44ethnographic present" - an indeterminate past outside historical 

tirne. Often exhibitions have not differentiated the many diverse cultural groups that 

comprise Canada's First Nations. Instead groups have been merged into what art 

6 Ivan Karp and Steven D. Lavine, "Introcfuction: Musewns andMulticulWsm," in fihibiting Cultures: 
The Poetics and Politics of Museum Display, ed. Steven D. Lavine and Ivan Karp (Washington D.C.: 
Srnihonian Institution Press, 199 l), 1. 
7 Mari Carmen Ramirez, 'Brokering Identities: Art Curators and the Politics of Cuitural Representation," in 
Thinking About Exhibitionq ed. Reesa Greenberg, Bruce W. Ferguson and Sandy Nairne (London: 
Routiedge, 19%), 2 1-22. 



historian Mari Carmen Ramuez has termed a homogenous, riielted identît~. '~ A 

conventional exhibition of First Nations cuitures inevitably included anthropological 

data, cultural artifacts, and descriptions of ancient c~storns.~ It may have offered 

interesthg information to scholars and casual visitors aWce; however, this was generally 

all that was included in such exhibits There was often no indication that First Nations 

peoples, lives and cultures continued to exist and thrive in the contemporary world. The 

message implied in this type of display was that First Nations peoples existed entirely in 

the paa.10 Historically, messages such as these were naturalized by the presumed 

authority of the muse- and as wch were conhually reproduced." It is tme, as Daniel 

Sherman and k t  Rogoff argue in their 1994 publication, Museum Culture, that 

"huseums both sustain and constmct cultural master  narrative^."'^ This is why it is 

crucial to unravel the way museums present the world, for an understanding of museum 

culture" is " a  prerequisite to changing it."13 While many exhibitions continue to 

perpetuate the stereotypical notions Euro-Canadian society holds of Fim Nations 

lbid, 24. 
For discussion of the way First Nations cultures have been represented in Canadian museums and 

galleries historicaüy, see Ruth B. Phillips, "Fielding Culture: Dialogues Between Art History and 
Anihropology," Museum Anthropologv 18 (1994): 39-46, Diana NemVoff, "Modeniism, Nationalism and 
Beyond: A Critical History of Exhibitions of First Nations Art," in Thinking About Exhibitions, ed Reesa 
Greenberg, Bruce W. Ferguson and San& Nairne (London: Routledge, 1996), 41 1-436, and James 
Ciifforci, "On Ethnographie Allegory," in Writing Culture: The Poetics and Politics oJEthnography, eci 
James ClilFord and George E, Marcus (Berkeley: University of California Iiess, 1986), 98-12 1. 
IO Johannes Fabian bas discussed at lenglh the ways in which anthropoIogists have utilized the construction 
of time to relegate the Other to the realm of the pst. See Time and the Olher: How Anthropology Makes 
ifs Object (New York: Columbia University Press, 1983). 
" Ruth B. Phillips, "How Museums Marpinalize: Naming Dornainn of Inclusion and Exclusion," 
Cambridge Review (February 1993): 6-10. 
12 Daniel J. Sherman and Int Rogoff, eds., Museum Culfrire (Minneapolis: University of Minnesota Press, 
1994), xi. 
I 3  Sherman and RogofS Museum Culture, x k  



peoples, rnuseums are aggressively moving away fiom this type of exhi'bition practice 

and, instead, are developing more inclusive curatorial sîrategies. l4 

In their recerit publication, Chdengrhg Racism in the Arts, Carol Tator, Frances 

Henry and Winston Mattis discuss the 'emerging crisis in representation7' that is 

occurring in many Canadian cultural institutions. Institutions such as museunis and 

galleries, which have long ben  revered as cultural or scientific authorhies, are now being 

"scnitinized, challenged and redefined as to their role, fiinction and meanuig."" in 

general, these institutions are constructs of Euro-Canadian society, and have traditionally 

excluded al1 but the most privileged voices of their own culture.L6 However, as Geraid 

McMaster, former curator of contemporary Indian art at the Canadian Museum of 

Civilization, notes, 'Despite their long and complicated histories, many institutional 

spaces. -. are beginning to reexamine themselves in light of rapidly changing cultural 

While this "cultural revolution" is being fought on a number of fionts in Canada, 

one of the most significant concerns Aboriginal representation in art galleries and 

l4 Severai authors have wrirten about the myths and stereotypes European dtures have held about First 
Nations Peoples. Ideas such as "the noble savage," "the Indian pruicess," and "the stoic Indian" continue 
to be perpetuated through various media. See Daniel Francis, The Imaginay Indian: The Image of the 
Indian in Canadian Culture (Vancouver : Arsenal Puip Press, 1992); Robert F. Berkhofer, The White 
Man 's Indian: Images of the American Indian,/rom Columbus to the Present (New York Vmtage Books, 
1979); M o n  A Mihesuah. American Indians: Stereotypes and Realities (Atlanta: Clarity Press, 1996); 
Madyn Burgess and Gai1 Guthrie Valaskakis, Indian Princesses and Co-rIs: Stereotypesjhm the 
Frontier (Montreai: Oboro, 1995): Deborah Doxtator, Flufls and Feathers: An Exhibit on the Symbols of 
Indianness, rev. ed (Brantford, Ont-: Woodland Culturai Centre, 1992). For specific discussions of First 
Nations representahon in Canadian muse-m, see also the special issue of Muse 6,2 (Fa11 1988) which is 
dedicated to this subject. 
" Carol Tator, Fratlces Henry and Winston Mattis, Challenging Racism in the Arw Case Studies of 
ConrrovergJ and Conflct (Toronto: University of Toronto Press, 1 W8), 3, 
l6 See Pierre Boutdieu and Alain Darbel The Love ofArt= European Art Museum and their Public 
(Cambridge: Polity Press, 199 1). 
"~era~d McMaster, "Museums and Gaileries as Sites for Artistic interventioq" in The Subjecfs ofArt 
History: Hisroncal Objects in Conternporq Perspectives. d Mark A Cheetham Michael Ann HoUy and 
Keiîh Moxey (Cambridge: Cambridge University Press, 1998), 259. McMaster is currently Deputy 
Director, Cultural Resources, Smithsonian Institution. 



anthropological museums. Kistorically, large urban institutions - what James ClBord 

has terrned "majority museums" - have provided little opportunity for Aboriginai voices 

to be heard.18 Traditionaily, exhibitions dealing with First Nations peoples in Canadian 

majority museums have fiftered the depidon of very diverse and dynamic cultures 

through narratives and cultural practices that, in the end, only serve to reinforce the 

situation of these people as an ahistorical, exotic Other to Euro-Canadian culture. It is 

oniy in recent years that consideration has been given to curatond techniques that allow 

First Nations peoples opportunities to become active participants in the way their Lives 

and cultures are represented. 

While it can be argued that the concept of the museum and the displays within its 

walls are determined by Western culture, the fact remains that majority museums in 

Canada, such as the Art Gallery of Ontario, the Royal Ontario Museum, the Canadian 

Museum of Civilkation, and the National Gallery of Canada, are seen as showcases of 

Canadian culture for both the domestic audience and the vast number of international 

visitors who flock to museums each yetidg Canada has an official cultural policy of 

multiculturalism, which a h s  to "encourage and assist the sociai, cdtural, economic and 

political institutions of Canada to be both respectfil and inclusive of Canada's 

-- - 

l g  In hiS article, "Four Northwesi Coast Museums: Travel Reflections," James Ciifforci makes the 
distinction between "majority" and "minority" or " t n i "  museums: "Speaking schematically, majority 
rnuseums articulate cosnopolitan culture, science. art and humanism - often with a national siant. Tribal 
museums express local culture, oppositional politics, kinship, ethnicity, and tradition-" He a h  discusses 
general characteristics and agendas of both types of institution. See James Clifforci, "Four Northwest Coast 
Museums: Trave1 Re£lections," in Ejchibiting Cultures: The Poetics and Polih-CS ofMuseum Display, ed. 
Ivan Karp and Steven D. Lavine (Washington D.C.: Smithsonian Institution Press. 1991), 255. 
19 Many contemporary artists are turning to alternative venues such as culturai centres speciEically for this 
reason Ln Canada, there are approhtely fifteen to twenty of these Abonginali)perated museums, and 
there is a sense that these centres are more in touch with the reality of Aboriginal peoples in Canada than 
most "non-native" museums. To differentiate between these and "non-nativen museums, Deborah Doxtator 
has pointed out that in Abmiginai cultural centres, "Elciers, not books or University graduates, are perceived 
to be a core part of the museun." See Deborah Doxtator, "The Implications of Canadian Nationalism for 



multicdtural chara~ter.'~~ In response, such instimtions as museurns and art galleries 

have begun to rethink their mandates, practices and curatorial strategies so as to put an 

end to exclusionary practices and representations that have not until very recently been 

called into question.21 

While the need for increased Aboriginal representation - for diversity of voices in 

general- has been recently recognized, the logical extension of this recognition, the 

actuaI implernentation of diverse and revised curatorial strategies that facilitate this 

inclusion has rarely occurred in majority art rnuse~rns.~~ The recent symposium, " A  

Working Discussion on Aborigind Representation in the Art Gallery," was organized to 

bnng together artias, academics, and museum professionals to search for practical and 

immediate ways not only tu increase the inclusion of First Nations cultures in Canadian 

galleries, but also to give more control to Aboriginal peoples over the way these 

exhibitions and installations are organized and implemented? The opportunity for First 

Nations peoples to assert control over the ways in which their histones and cultures are 

Abonginal Cultural Autonomy," Curarorship: lndigenous Perspectives in Post-Colonial Sbcieties, 
Proceedings (Ottawa: Canadian Museum of Civilization. I994), 65.  
'O The Canadian Multiculturalism Act can be found the World Wide Web at 
www.solon,org/Statutes/Canada/En~isNC/CMA~html (URL last consulted 3 November 2000). The 
Canadian Multimlturalism Ac1 was passeci into law in 1988? and solidifiecl what bas corne to been seen as a 
key component in Canada's distinct national charmer, Se.  also the Annual Report on the Operan'on of the 
Canadian Mu lticulturalism Act, 1 998-1 999 (Ottawa: Department of Canadian Heriîage, 2000). 
Such scholars as Jon Stratton and Ien Ang have ouuined some of the inherent problems with 
multiculturaiism as official cultural poLicy, in particular the way it can be understood "not as a plicy to 
fmer  cultural Merences but, on the contrary, to direct them into safe channels," and argue that it is 
impossi'ble to include Aboriginal cultures within a multicultural policy "wïthout erasing the memory of 
colonial dispossession, genocide and cultural l o s  and its continueci impact on Aboriginal life." Jon Stratton 
and Ien Ang, "Multiculturai Imagined Communities," Continuum 8 (1994): 153-155. 
21 See for example, Canadian Museums Association and Assembly of First Nations, Turning the Page: 
Forging New Purtnerships between Museums and First Peoples (Ottawa: Task Force on Museum and 
First Peoples, 1992). 
22 Gerald McMaster, Towards an Aboriginal Art History," in Native Americmt Art in the Twentieth 
Century, ecl W. Jackson Rushhg XII (London: Routledge, 1999), 81-96. 
23 This symposium was organized by Shannon Bagg, Brian DonneUy, and Lynda Jessup @partment of Art 
at Queen's University). and was hosted by the Art Gallery of Ontario and the Vancouver Art Gallery on 3-5 



represented will assist in facilitating the move away fiom the current imbalance of power 

that is embedded in the representational pradses and policies of Canadian museums and 

gaileries. The means to achieve this goal are necessarîly as varied and diverse as the 

communities involved. The three exhibitions 1 discuss in this thesis have responded to 

this challenge by considering issues of identity arising out of historical photographs of 

First Nations peoples taken by non-Native photographers. 

In the case of these exhibitions, the use of the photograph is important. After its 

invention in 1839, photography was by far the moa  comrnonly used medium for 

depicting non-Western cultures. From the early days of photography, European travelers 

to  Afnca, Asia and the Americas began to take pictures of the land and its inhabitants. 

The photograph was immensely popular because of its relative affordability and 

perceived veracity; tme-to-life pictures of fa-off lands could now be collected by most 

everyone in Western society. The camera lent views of distant people and places a "new 

authenticity" that, in cornparison, previous visual traditions could not offer. 24 There was 

a sense of irnmediacy and trutffilness that informed the way these images were read by 

nineteenth-century audiences. The photograph's a t tachent  to  a real worid referent 

fbeled beliefs in the canera's ability to present accurate and factual representations of the 

world in fiont of its lens. An excerpt fiom an 1860 article on photography attests to t h :  

The p hotograph. . . cannot deceive; in nothing can it extenuate; there is 
no power in this marvelous machine either to  add or  take fkom: we know 
that what we see must be TRUE.. . .Lake and rnountain, glen and river, 
picturesque waterfds and gigantic cataracts, spacious harbours, populous 
cities - al1 the glones of Nature and of Art - are here brought so vividly 
before the eye that we seem to have joumeyed with the traveler and worked 

- - -  - 

March and 24-26 March 2000, respectively. See Lynda Jessup with Shannon Bagg, ed, On Abonginal 
Representation in the Gallery (Hull, Quebec: Canadian Museum of Civilization, 200 1 .) 
24 W e k ,  Photography, 60. 



with the artist2' (origïnai emphasis) 

Of course, this veracity was an Uusion that was fed by belief in the inherent accuracy of 

the mechanical workings of the photographie process. In actualîty, the scenes the camera 

recorded were every bit as constnrcted as a drawing or an engraving. As Joan Schwartz 

has argued, photographs taken of distant locales and their inhabitants "were sites - 

defined by Western needs, beiiefs and expectations - where distant facts were 

transformed into Western fi~tions.'"~ 

Hinorical photographs made under these conditions are cenaal to al1 three of the 

exhibitions 1 am focusing on in this discussion. The curators of these exhibitions believe, 

however, that these photographs can aiso serve as a means for contemporary First 

Nations audiences to re-connect with their ancestral and cultural past. The exhibition 

venue itselfis significant in this process, for, as Elizabeth Edwards has argued, a 

p hotograph' s ''material forms," which play a crucial role in photography 's relationship to 

rnernory, are "enhanced by its presentational f~rms. '"~ In other words, the way an 

exhibition is put together, from the selection of images and the fiaming techniques 

employed, to the actual space in which the exhibition is installed, helps to determine the 

way any given image will be read and understood within the context of that exhibition: 

"The forms in which images are displayed and used follows their Function, a cultural 

expectancy bringing together physical form and cultural f~nction.'"~ 

'5 "America in the Stereo~cope," Art Journal 6 (1860): 254; quoted in Coiieen Skidmore, " 'Ail that is 
interesting in the Canadas': William Notman's Maple Box Portfolio of Stereographic Views, 1860," Journal 
o f  Canadian Studies 32 (Winter 1998): 82-83. 
2'5 Joan Schwartz, "The Geography Lesson: Photographs and the Construction of Imaginative Geographies," 
Journal of Histoncal Geography 22 (January 1996) : 30. 
" ELizabetth Edwards, "Photographs as ûûjects of Memory," in Material Memories, ed M Kwuif C .  
Breward and J. Aynsley (Mord: Berg Publishers, 1999), 222. 

Ibid, 223. 



As 1 show in the foiiowing discussion, each of the three exhibitions has taken a 

different approach to the exploration of cultural identity that arises fiom revisiting these 

historicd photographs. 'Emergence from the Shadow" integrates early twentieth-century 

anthropological photographs ofNative Canadians with photo-based work by First 

Nations contemporary artists in order ta demonstrate how "fhe past influences the present 

in both cultural and artistic t e r m ~ . " ~ ~  ' b s t  Identities" replaced the conventional 

exhibition label ident-g artist, date and medium with "%te-on sheets" that 

encouraged members of Alberta's Aboriginal communities to identify people in the 

photographs and to share stories and family histones. ccAborighal Portraits" also 

reconsidered the labels ofien assigned to historical photographs of Native Canadians, but 

located the process of ccre-naming' in the curatonal rather than comrnunity realm by 

providing carefb1Iy researched, contextual infiormation for each image to count er the 

more stereotypical (and in many cases non-existent) titles that had onginally been 

assigned to the photographs. What remains constant in the three shows is the use of the 

photograph, which suggests its relevance as a medium to the exploration undertaken in 

each exhibition. Thus, an important part of my study involves an examination of 

photography's relationship to issues of memory and identity, and to the ways in which it 

has been employed in each of the exhibitions. 

Literature Review 

Photography of First Nations peoples has a long and complicated history in North 

America, and in recent years has been the subject of a number of scholarly publications. 

29 JSThomas, "Emergenœ fiom the Shadow: First Peoples' Photographie Perspectives" 
http://www.civilizati~n.ca/membrs/~h/jaillu/jailline~html (üRL iast consuiteci 5 ]DeCernber 2000). 



Paula Fleming and Judith Luskey's 7he North American IndimL in Emly Photogrqhs 

and Alfred Bush and Lee Clark Mitchell's The Photogrqh and the Arnerican Ihdian are 

two exarnples that consider the "capacity of the photographs thernselves to teach us to see 

p s t  the captions with which they were ~abe led . '~~  However, most of these studies deal 

with photographs of First Nations peoples in the United States; relatively few explore this 

type of imagery in a Canadian context. 

One of the few studies to focus on historical photographs of Canadian First 

Nations peoples is Brock Silversides's 1994 book, n e  Face Pullers: Phofographzttg 

Native Canadians, 118714939, which deals primarily with photographs taken in Western 

Canada and how these photographs served to '&cite the imagination of white Canadian 

~ociety."~' Silversides's study is divided into four chapters, each d d m g  with a specific 

attitude Euro-Canadians held about First Nations peoples, and how each attitude was 

aided and perpetuated through photography. 

The introductory chapter, entitled 'Tirst Contact," discusses photographs that 

were made primarily in a documentary trzdition. Silversides argues that ccphotographers7 

and white society in general, were genuinely curious about the Native lifestyle and 

appearance. They wanted to explore and mord  wative] dress, hairstyles, homes, 

methods of travel, and their modes of worship.'"'* This sense of curiosity is manifested 

through the countless photographs and stereographs made on the Canadian prairies in the 

second half of the nineteenth century. In this chapter, Silversides has inchded a 

Alfied Bush and Lee Clark Mitchell, The Photograph md the American Indian (Princeton: Princeton 
University Press, 1994): NV, Pada Richardson Fleming and Judith Luskey, The North American Indians in 
Early Photographs (Mord: Phaidon Press, 1988). 
3' Brock Silversides, The Face Pullers.. Photopaphing Native Canadia.. 1871-1938 (Saskatoon: Fifth 
House Publishers, 1994), 1 1. 
32 %id, 15. 



reproduction of Charles Horetzky's "An encampment of Cree Indians" which is believed 

to be "the first photograph of Native people taken in the old North-West Territories 

(fig. I ) . ~ ~ ~  

Silversides7s second chapter, "A Dying Race," shifts emphasis fkom these 

exploratory photographs to those that have more of an anthropological intent. Due to a 

widespread belief that Native North Amencans were a dying race, many photographers 

"developed an urge to capture a record of the 'famous' Indian leaders for poste* and 

'representative' Indians for anthropological purposes."4 The photographs in this chapter 

are primarily studio portraits in which Native sitters are dressed in distinctly non-Western 

clothing, and posed against a stark backdrop. Many of the sitters are unidentified, and 

often the photographer would add captions to the image to ernphasize the photograph7s 

anthropological intent. A photograph taken by George E. Fleming of an unidentified 

Cree man is a good example of this practice (fig. 2) .  Fleming has posed his sitter in 

profüe to ensure Lhat bath the intricate detailing of the man's clothuig and his physical 

features would be emphasized by the studio Iighting. While Fleming did not feel it was 

necessary to record the man's name' he did inscribe the phrase "One of the Past" at the 

bottom of the image, indicating his belief that First Nations peoples were a dying race-35 

Silversides7s next chapter, 'Transition," focuses on photographs that show First 

Nations peoples being assidated h o  Euro-Canadian ways of life. As Silversides 

FoUowing the North-West Rebellion of 1885.. .white society was 
confirmed in its view that the Indian was iike a child who could be 
led by either good or evil influences. A concertai effort was thus begun 

33 Ibid, 16. 
34 Ibid, 57. 
35 Ibid, 81. 



to assimilate the Native people into the mainStream by engaging in 
cultural remodeling. 36 

This section has many photographs of Fust Nations peoples in Western dress, driWig 

cars, fanning, and attendmg church services. There are also several photographs of First 

Nations cmdren at both residentiai and industrial schools, institutions where students 

would have been taught slalls and aîtitudes deemed acceptable by the settler society. 

Silversides argues that "ccolonial sociery has dways been concerned about docurnenting 

the progress of its trappings and ideas, especially when they are used to 'civilize7 another 

culture.'737 The photographs included in this chapter demonstrate that this was the case in 

Western Canada. A particularly poignant exarnple of this is the "before" and "'after" 

photographs of a young boy named Thomas Moore that were included in an 1897 report 

tc the Department of Indian Affairs to demonstrate the success of the Regina Industrial 

School in "civilizing" t heir students (figs. 3, 4). 

In his last chapter, '"lnventing the Legend," Silversides points out that, while the 

"noble savage7' had dl but disappeared due to such coercive assimilation practices, 

'%hite society still had a certain fondness for this make-believe chara~ te r . '~~  The 

photographs in this section demonstrate Euro-Canadian society's paradoxical attitude 

towards First Nations peoples. On the one hand, it wanted the Native population to take 

on the ways and customs of dominant society, yet at the same t h e  it had a nostalgie 

yeaming for what it believed in contrast to be the "authentic Indian." Staged photographs 

of Abonginal people in elaborate "'Indian costumes," in fiont of teepees and in wildemess 

ibid, 99. 
37 lbid 
38 Ibid, 145. 



settings were extremely popular despite being "a fictional treatment based on a slim 

margin of historical veracity and a great deal of wishful thinking.'Jg 

Ln both The 1magÏnm-y Indian: The Image of the Indian in Canadian Culture and 

C o m g  People: Photographi~ig British Columbia First Nations 1860- 19-10, Canadian 

historian Daniel Francis discusses the distinction between the haginary Indian fabncated 

by White society and real First Nations peoples, stating that 'Tndians, as we think we 

know them, do not e ~ i s t . ' ~  Marcia Crosby has ais0 written about this construction and 

argues that the haginary Indian 'functioned as a peripheral but necessary cornponent of 

Europe's history in North Arnerica - the negative space of the 'positive' force of 

colonialist hegemony.'*l Crosby and Francis have demonstrated how much of the 

imagery of Native peoples that permeates the collective consciousness of Euro-Canadians 

is that of the Imaginary Indian - denved fiorn a long legacy of stereotypical depictions of 

First Nations peoples by Euro-Canadian artists and photographers. 

The work of such scholars as Silversides, Francis and Crosby has provided a good 

introduction to this body of imagery in a Canadian conte* and forms a basis for a study 

such as mine. These authors expose many of the cultural myths surrounding the creation 

and collection of photographs of First Nations peoples. What they have not adequately 

investigated, however, is the use-value of this type of imagery for a contemporary 

Aboriginal audience, which is what 1 discuss in this the~is.~' 

39 Ed, 146. 
" Daniel Francis, llte Imagincuy Indan: The Imoge of the Indian in Canadian Culture (Vancouver: 
Arsenal Pulp Press, 1992): 4-5. 
4 1 Marcia Crosby, "Construction of the Imaginary Indian," in Vmcower Anthoiogy: The Institutional 
Politics ofArt, ed. Stan Dougias (Vancouver Or Gallery, 1991), 269. 
42 Use-value h a Uanest concept, and is &stinguished h m  exchange-value in îhat "the former is a 
judgment about the uSefilllless of an objecf the latter is what that same object WU fetch in exchange on the 
market." See Gordon h k s h l i ,  ed, A Dictionq of Sociology (Mord: Oxford University Press, 1998), 
93. 



Partial RecuZZ, a collection of essays edited by Lucy Lippard, is a key publication 

in this respect because it addresses photographs of First Nations peoples by non-Native 

photographers and explores ways in which these photograp hs are constantly being 

reinvented and afTorded new levels of The idea of reinvention is significant 

to my study because the exhibitions 1 am discussing have ail located histoneal 

photographs of First Nations peoples in contexts other than those for which they were 

onginally intended, thus contributing to a redefinition of meaning. With the exception of 

Lippard's introduction, the essays in Partial Recall were written by First Nations 

contemporary artists who were asked to select and write about a photograph of their 

choice. Such artists as Jolene Rickard, Jaune Quick-To-See Smith, and Gerald McMaster 

have contributed essays in which they engage with and respond to historical photographs 

of First Nations peoples, a process which had the result of "merging distant and recent 

mernories in response to one single f h ~ n e . ' ~  

There have also been a number of publications in recent years that have 

concentrated on the relationship between First Nations peoples and such cultural 

institutions as museums and art gallenes. Muse, the journal of the Canadian Museums 

Association, pubfished a special issue in 1988 entitied 'Museums and First ~ations.'** 

Essays by such schoIars as Deborah Doxtator, Rick Hill and Ruth PhiUips deai with a 

43 Lucy Lippard, ''Inimduction" in Partial Recall, ed Lucy Lippard (New York: New Press, t992), 14. 
lbid, 13. For example, Gerald McMaster's essay "Colonial AIchemy" takes as its subject a team 

photograph h m  the Indian Inciustrial School in Battleford, Saskatchewan, McMaster's home tom. It was 
taken in 1897 and shows eleven boys posed in front of a large trophy, each one wearing a medai pinned to 
bis football uniform. The photographer carefully recorded the names of each boy on the team, and 
McMaster recognized many of the sumames fkom growing up in Battleford He nctes that students at the 
Indian Industrial school were forced to leave their famities and traditional ways of Me, and wfites of the 
inherent contradictions he sees in this photograph, "The boys were proud in their bearhg as winners of a 
game; yet in a larger sense they were iosers- The trophies, rnedals, and clothing suggest a colonial alchemy 
in process. Against this stands an aura of defiance, a personal and t n i  identity maintairid in the face of 
forced assimilation and accuituration." (83). 



wide range of topics - f?om the repatriation of cultural artifacts to the strong colonial 

legacy of the museum system - that conhue to characterize the relationship between 

First Nations cultures and museums in  anad da? Tom Hill, guest editor of the issue, 

argues that 'cmuseums have been manifestations of a coIonial society for too long." 

According to Hill, ''it is in the best interest of all museums in Canada with First Nations 

collections t O open their boardroom doors and provide opportunities for creativeiy 

exploring and expanding new re la t ion~hi~s . '~~  This collection of essays is significant 

because in rnany ways this can be seen as the starting point for mauy of the negotiations 

between First Nations peoples and the museum system in Canada that continue today. 

Native Ar t  in the Twentierh Century: Makers, Meanings, Histories, edited by W. 

Jackson Rushing DI, and Ruth Phillips and Christopher Steiner's CO-edited volume, 

Unpackhg Culture: Art and Commodzty in CoIoniaI and Postcolonàal Worlds, are the 

two most recent studies to take a critical look at the representation of First Nations 

peoples in Canadian cultural institutions. Native A r t  in the Twentieth C e n w  is a 

collection of essays that seeks to celebrate the 'Wality of contemporary Native art " as 

well as the place Native artists have claimed '5x1 prestigious galleries and museums" in 

recent years.48 Unpacking Culture is concerned with breaking down the ngid 

classification systems that have traditionally dictateci that cultural objects fiom non- 

Western societies would be valued either for aesthetic rasons (as "art"), or for culturai 

45 Muse 6 (Fa 1988). 
46 See for instance, Deborah Doxtator, The Home of Indian Culture and Other Stones in the Museumn 
(26-3 1); Rick Hiu, "Sacred Trust: Cultural Obligations of Museums to Native People" (32-37); and Ruth 
PhülipsT "Indian Art: Where do you put il?" Muse 6 (FaLi 1988): 64-71, 
47 Tom Hill, "Fi Nations and Museums," Mme 6 (Fali 1988): 2. 
48 W. Jackson Rushing iII, Native Amencan Art in the Twennéth Cen* (London: Rouîiedge, 1999), i. 



reasons (as ccartifactsy7).49 While midies such as these have heiped open much needed 

dialogue between First Nations artists and museum professionals, their focus has been 

almost entirely on the situation of art and objects made by First Nations cultures in 

museums and galleries. There has been little critical attention given to the exhibition of 

photographs of Fist Nations peoples by non-Native photographers. It is the issues of 

representation arising out of the exhibition of this type of irnagery that 1 explore in the 

following discussion. 

"Emergence from the Shadow" 

Tmergence fiom the Shadow: First Peoples' Photographic Perspectives" 

combines photographs of Abonginal peoples taken in the early twentieth centuxy by 

anthropologists Çom the GeoIogicaI Survey of Canada with photo-based work by First 

Nations contemporary artists. Two major objectives have been undertaken in t his 

exhibition: the linking of past and present, and the use of images of Native peoples by 

Euro-Canadians as a site of empowerment and exploration for contemporary First 

Nations audiences. "Emergence f?om the Shadow" explores "themes of cornrnunity and 

continuity" and demonstrates "ho w the past influences the present in both cultural and 

artistic t e ~ n s . " ~ ~  m e r  it closes at the Canadian Museum of Civilizatioq there are plans 

to instail 'Emergence from the Shadow" at the Native-run Woodland Cultwal Centre in 

Brantford, ontario.'' Curator Jeff Thomas feels it is important to take this exhibition and 

49 Ruth B. Phillips and Christopher B. Steiner, "Art. Authenticity, and the Baggage of Cultural Encounter," 
in Unpacking Culture: Art and Commodi~  in Colonial and Postcolonial WorZds, e d  Ruth PhiUips and 
Christopher Steiner (Berkeley: University of Caiifomia Press, 1999), 3. 

Thomas, "Emergence fiom the Shadow" website. 
JeEThomas, personal corrwponden~ with author, 5 k m b e r  2000. There are also tentative plans to 

install "Emergence h m  the Shadown at the McCord Museum in Montreal and at the Museum of the 
Amencan Indian in New York City, although there are no dates confirmeci for these venues yet. 



these photographs to the communities who are represented in them and plans to facilitate 

community involvement through a series of workshops and lectures while the show is in 

Brantford. 

'Fmergence fiom the Shadow" is currently instailed in the Fust Peoples Hall of 

the Canadian Museum of Civilization. Upon entering the first part of the exhibition, 

viewers encounter a large selection of historical black-and-white photographs taken by 

four members of the Geological Survey of Canada in the early-twentieth century: Charles 

Marius Barbeau (1 883-1969), Sir Francis Knowles (1886-1 953), Harfan Smith (1  872- 

1940) and Frederick Waugh (1872-1924). The photographs are grouped according to the 

photographer who took them, and are accompanied by a brief statement about each 

photographer anid his relationship to the people he photographed. The second section of 

the exhibition space is devoted to photo-based work by six Fust Nations contemporary 

artists - Barry Ace, Mary Anne Barkhouse, Rosalie Favell, Greg HiIl, Shelley Niro and 

Greg Staats - aRi of whom use the medium of photography to explore issues of personal 

and cultural identity facing First Nations peoples today. 

The boundaries that are so often set up between past and present in museum 

exhibitions are bïumed in "Emergence fiom the Shadow," as images of Fust Nations 

peoples made diuring the early decades of the twentieth century are integrated with 

images made by First Nations peoples in the 1990s (figs. 5 ,6 ) .  The t w ~  sections of the 

exhibition are joined by a ckular path through the exhibition space that serves to suggest 

continuity between past and present and stands in marked contrast to more conventional 

curatorial approaches, which use linear progression to nmate the exhibition. The 



physical layout of the exhibition also encourages viewers to make this connection 

between past and present b y integrating historical and contemporary phot ographs. 

In the installation of "Emergence fiom the Shadow," anthropological photographs 

also exist outside of the fiames conventionally employed to present them. This is an 

important aspect of Thomas's curatorial approach, and it is reinforced through the use of 

a unique and effective visual metaphor. In instaliing 'Emergence Erom the Shadow," 

Thomas selected five historicd photographs fkom the collection of the Geological Survey 

of Canada that he considered to be key to understanding this exhibition - one image 

drawn from each grouping of anthropological photographs, plus an additionai photograph 

by Frederick Waugh - and set them at intervals throughout the show. Each photograph 

was accompanied by a text panel explaining the imagery and was set apart by a projected 

circular enlargement of the sarne image, resulting in a ccspotlight" effect (fig. 7). The 

images are Iocated in the middle of the exhibition space and, when projected, are visibIe 

fkom both the hiaoricai and the contemporary sections of the exhibition, thus bridging the 

past and present. For Thomas, this presentation of the imagery stands as a symbolic 

challenge to "traditional fiaming techniques and institutional authority by giving the 

photographs a feeling of openness, and to create new 'objects' for viewing, by niggesting 

the possibihties of new aories arising from thern.'''' The highlight suggests an existence 

of meaning beyond the confines of the conventional context in which these photographs 

were made and intended to function. The photographs exist LiteralIy and metaphorically 

outside the usual frames that have corne to be associated with a presentation of this type 

of imagery. In his seminal text on photography, Graham Clarke has explored the 



relationship between the way a photograph is fiamed, and the ways in which fiarning 

techniques can be understood as a "cultural (and ideological) way of shaping the 

~ o r l d . " ~ ~  As Clarke has pointed out, a tiame can be equated with control; to remove the 

fiames, as Thomas has done, is to symbolically remove (or at least reduce) the controiling 

aspects of this type of photography, opening it up for new interpretations. Thomas's 

technique offers a different way of "shaping the world," as he demonstrates that images 

can h c t i o n  and exist outside the fiarnes so often imposed on them through their 

institutional context. 

The historical component of 'Energence fiom the Shadow," which Thomas has 

titled "Through the Anthropologist ' s Camera.," features photograp hs taken by members 

of the Geological Survey of Canada who employed the medium of photography as part of 

their fieldwork. Due to its perceived ability to capture a true-to-life glimpse of people 

and places in fiont of its lens, the camera has continuaily been used as a means to 

document, and thus exert control over, non-Western peoples. John Puitz descnbes this 

process in his book, n e  Body and the Lem: Photogrqhy 1839 io the P resent: "As a tool 

for literalïzing stereotypes and for exercising symbolic control over the bodies of others 

in the form of their photographic surrogates, photography played a central role in the 

formation of ~olonialisrn."~~ Photographie expeditions to document Canada's Native 

peoples were often justifïed for scientific reasons, and anthropologists £kequentiy 

accompanied survey expeditions on trips to western Canada to ensure that Canada's 

- - 

52 Anna Hudson and Jeff Thomas, "Edmund Moms: Speaking of First Nations," in On Aboriginal 
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Civilization, 2 0  1)- 
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original inhabitants were studied, documented and classified in much the same way - and 

for many of the same reasons - as the surrounding geographical formations.s5 

On the text panels for "Emergence fkom the Shadow," however, Thomas argues 

that photographs taken of First Nations peoples in these contexts can offer "more than a 

simple anthropological record." He insists that "the photographs provide a window to the 

past, enabling us to become better acquainted with the Lviiig and breathing people they 

portray."s6 The context in which these images were made seems to negate any potential 

for this, as these photographs are visual renditions of the power relationships that existed 

between Euro-Canadian society and Native North Americans, yet an examination of 

some of the "fieldwork portraits" included in this exhibition does well to support 

Thomas's claim- 

For example, Harian Smith's photograph of Ws .  Eliza Moody (1 922) is very 

much a portrait of an individual, despite being labeled a 'YieIdwork portrait" (fig 8). 

Moody has a soit, shy smile and looks as though she is quite cornfortable being 

photographed by Smith. Thomas points out that Smith meticulously recorded extensive 

personal and comrnunïty information with each portrait he took, and routine@ gave 

copies of his photographs to the people who agreed to pose for hun, indicating that he 

saw the First Nations peoples he photographed as more than just anthropological objects 

of s r ~ d ~ . ~ ~  Indeed, the photographie evidence in this exhibition Uldicates that these four 

men - Barbeau, Knowles, Smith and Waugh - shared a good rapport with the 

--- - - -- 
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communities they photographed. Even though these photographs were made in an 

anthropologicd context (these men were, after all, employed by the Geological Survey of 

Canada) they have much more than documentary evidence to offer. 

In his curatorid approach, Thomas emphasizes both the role of the sitter and the 

photographer in each image, thus reinforcing the idea that a relationship existed between 

the two. In addition to giving information about the photographers and the circumstances 

under which the images were made, Thomas wants to make it clear that 'Yhrough this 

photographic record, the sitters have, in effect, ensured that evidence of their world 

would be guarded for future discovery by their  descendant^."^^ This attention to the 

sitter, or the subject of the photographs, is what sets Thomas's curatonal approach apart 

fiorn that guiding more conventionai museurn displays. By drawing ow attention to the 

subject as well as to the photographer, Thomas is, in effect, calling attention to the 

various different readings that can be made of the s m e  photograph. 

In this exhibition, Thomas has paired several of the historical images with 

contemporary ones, a selection of photographs in which he sees thematic commonalities. 

For exarnple, Harlan Smith's Portrait of Chef Wallking Buffalo (Assiniboine) and Fm@ 

(1925) and Greg Hill's Indian/Alien #2 (1999) are juxtaposed to suggest the way in which 

ideas of the cCa~thentic Indian" are addressed in each piece (figs. 9, 10). Smith's portrait 

of a seemingly ccauthentic7' Native f ~ l y  - visually identified as such by the teepees in 

the background and by their distinctly non-European clothing - presents a view of First 

Nations people as the exotic Other of Euro-Canadian society. This type of stereotypical 

portrayal is precisely what Hill attempts to undermine in his work as he questions both 

the existence of the "authentic Indian" - a stereotypical construct fabricated to seil 



Hollywood films and plastic action figures - and the society that continues to perpetuate 

this notion. Hill's piece comprises three large panels, each a bnghtly-colore& digitaily- 

altered photo-transparency of a small, plastic Indian. Each plastic Indian is the kind of toy 

that many children grow up playing with, and perhaps the ultimate iconic Indian figure, 

except for the appearance of antennae that identiw the Indian as the 'calienyy in the title. 

Hill descnbes the significance this piece holds for hirn: 

For me, these plastic Indians represent childhood mernories and fears. 
They were objects that most children were familiar with, although few 
knew anything about the people these figures represented. One could 
inspect them closely, searching for clues of their identity. The 'Made 
in China' label and the grotesque facial features, however, led me to 
believe that these were actudly extra-temestrial Indians: alien invaders 
that others somehow confùsed with me." 

Thomas's pairing of these two images is effective in that it asks viewers to acknowledge 

that Smith's black-and-white ''documentary" photograph is as constructed as Hill's 

digitally-altered one, and that Chief Walking Buffalo and his family were also being 

pictured as "dien" Others. 

The artists represented in the second section of the exhibition, 'Perspectives h m  

the Urban Frontier," have adopted the medium of photography to explore a number of 

subjects pertinent to First Nations peoples today. For example, Mary Anne Barkhouse's 

series 'Wolves in the City" uses a recurring image of a wolfas a "metaphor for how 

society has treated aboriginal people.yd0 Barkhouse sees the figure of the wolf as " a  

surrogate for the displaced" and argues that it "represents the renewed presence and 

empowerment of 'other' within the global arena.'*' Métis art ist  Rosalie Favell has drawn 



upon cultural and historical images of "heroes" to challenge stereotypical representations 

of First Nations women. In her self-portrait, Utzti~[ed $1 - PIain(s) W&or AH&, she has 

aligned herseifwith the media icon, Xe& Warrior Princes, in order to convey the idea 

of the Indian hero (fig. 11).  Whiie FaveIlYs work often contains humorous elements, her 

message - that of empowement and self-determination for Fist Nations peoples - is 

clearly articulated through her photographic images. The six contemporary artists 

involved in this exhibition have a l l  drawn upon historical and cultural influences in their 

work to "effectively explore and critique the world beyond the borders of modem 

rese~es- '*~ 

Thomas likens the installation of 'Emergence fiom the Shadow " to an '"old 

family photo album" and notes that the blending of the historical and the contemporary 

""creates a sense of inter-generationai family reunion." 63 He writes, 

unlike the more widely-known images of "Indian Chiefs" and 'hrriors," 
the everyday appearance of the individuals portrayed in these photographs 
opens the window to new perspectives of First Peoples. By juxtaposing these 
photographs with works by conternporary artists, new meanings emerge within 
the context of today's First Peoples self-detedation rnovernex~t.~~ 

The images in this exhibition span generations; several decades have passed between the 

making and the viewing of some of these photographs and as a result, it is important to 

consider the role postmemory plays in the construction of meaning. In her shidy of 

family photographs, Marianne Kirsch defines postmemory as being Yistinguished from 

memory by generationai distance and from history by deep personal connecti~n. '~~ 

Photographs have the ability to confer visual evidence of past generations, and through 

Ibid 
63 Ibid 
64 Ibid 



this various levels of persond connection are possible for each viewer. For some 

viewers, persona1 connections can be made through the photographs in these exhibitions 

because they may contain recognized ancestors. For other viewers, this connection is 

made oc a more general level and is related to broader signiflers of identity such as place 

or cultural background. Postmemory enables these connections to be made across 

generations. Hu-sch discusses what she calls the "photographic aesthetics of 

postmemory," which is "the photograph7s capacity to signal absence and Ioss and, at the 

sarne time to make present, rebuild, reconnect, bring back to ~ i f e . ' ~  It is the notion of 

postmemory that allows Jeff Thomas t o  successfUy achieve his curatorial goal of 

demonstrating the "deep bond that exists between modem First Peoples and their 

ancestors" through the installation of 'Emergence from the ~hadow. '*~ 

Postmodem photographic theory has broadened the understanding of  the way 

meaning is created in imagery. Two kndarnental ideas regarding the production of 

meaning in photography can be found in most all postrnodem texts. First of  all, on its 

own, a visual text, such as a painting or a photograph, has no meaning- It is shaped by the 

societies and institutions that use and value it. Photography is "indistinguishable from 

those institutions or discourses that choose to make use of it.'*' Secondly, the meaning 

of an image is not at aU static or stable: it can and does shift depending on who is doing 

the viewing and in what context it is seen. As photo-theorist AbigaiI Solomon-Godeau 

65 Marianne Hirçch, Fnmiiy F m e s :  Photography, Nwative and Postmemory (Cambridge: Harvard 
University Press, 1997), 22. 
66 Ibid' 243. 
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writes, "photographic uses, and the meanings ascrïbed to them, are constantly in flux.'" 

Even the most seemingly static representations are actually the site of a multiplicity of 

rneanings which are not at aU fired or constant. The conte* in which an image is seen, 

what Solomon-Godeau has termed the ccsurrounding editorial environment," will 

undoubtediy "influence the way in which these images will be read and interpreted.'770 

Photographs such as the ones taken by the Geological Survey of Canada of Native 

peoples have a different set of  meanings when they are hung in a museurn display among 

photographs by contemporary First Nations artists than they would as illustrations in an 

anthropologist 's field book. 

"Lost Identities" 

"Lost Identities: A Journey of Rediscovery" was exhibited at Head-Srnashed-In 

Buffalo Sump fiom 2 June to  3 1 October 2999, and then travelied to various Abonginai 

communities in southern Alberta and northem ~anitoba." Head-Smashed-In Buffalo 

Jurnp, the institution that organized the exhibition in conjunction with Alberta 

Cornmunity Development, is a historic site celebrating the history and culture of the 

Plains people who, for thousands of years, used the cliffs surroundhg the site as a 

69 Abigail Solomon-Godeau, "Who is Speaking Thus?: Some Questions about Documentary Photography," 
in Photography ut the Dock: Essays on Photographic Nistory, Institutions. and Practices (Minneapolis: 
University of Minnesota Press, 1 9 9  l),  169-1 70. 
70 Ibid, 179-180. 
" ARer the installation at Head-Srnashed-In B a o  Jump, "Lon Identities" tmveled to four resenations in 
souîhem Alberta: the Blood (Kainai) from I l  November 1999 to 28 Jauuaxy 2000, the Peigan fiom 7 
February to 20 March 2000, the Siksika h m  8 May to 19 June 2000, and the Stoney h m  1 October to 15 
November 2000. It was also exhibited in Browning Montana h m  1 Aprii to 30 A p d  2000, and at the 
Calgaq Stampede h m  7 July to 1 2  Juiy 2000. Further exhiiition venues are also king planned 



Buffalo lump, literally nuining bison off the cliffto their deaths as an efficient means of 

hunting." 

' 2 o a  Identities" was comprised of sfty-six photographs, each accompanied by a 

'%rite-on sheet" upon which visitors to the exhibition are encouraged to record names, 

locations and details, essentidy dIowing the stories of the people in the photographs to 

be told and their voices to be heard (fig. 12). Twenty-six of the photographs were kamed 

enlargements that were mounted on the wail. There were also three smaller portfolios set 

up on tables in the centre of the exhibition space, each one containing ten photographs. 

In some of the communities in which this exhi'bition was instded, there was also an 

interactive computer temiinal where community members could input nories and 

information relating to these images.TJ The alln of the exhibition was to "strip away the 

layers of meanhg the photographers left on their pictures.. . [to] . . .gather more 

information about what is in the photographs.. . [and to] help the pictures and the people 

in them speak for thernsel~es."~~ This was facilitated not only through the installation, 

but also through community activities organized in comection with the show, such as 

oral history projects in which Eiders were encouraged to participate in videotaped 

i n t e ~ e w s  as they went through the exhibition.75 

'2ost Identities" was inspired by a travehg exhibition of Nicholas de 

Grandmaison's portraits of First Nations peoples £iom southem Alberta, which was 

7' Archeologicai evïdence found in the area suggests that this site began tc be used in this way 6000 yeaf~ 
a o. For more information, see the Head-Smashed-in BuffaIo Jump website, www. head-ded-in-con 
7FXcst Identities: A Joumey of Redisaivery - Information Kit," Alberta Co-unity Development., 
Edmonton, 1999. 
74 Text panels h m  the exhiiition 'LLost Identities: A Journey of Rediscovery," Head-Srnashed-In Bunalo 
Jump, Fon Macleod, Alberta, 2 Jme to 3 1 October 1999. 
75 uLO~t Identities- Information Kit-" 



organized by the University of Lethbridge in 1997.'~ De Grandmaison sketched and 

painted many First Nations peoples fiom the Blackfoot, Stoney and Sarcee Reservations. 

However, as historian Hugh Dempsey points out, he ' kas  not reaIly interested in his 

Indian subjects as individuais.. . [and] ofken he made no effort to find out whom he was 

pinting."" Despite t h ,  when the exhibition was installed at Head-Srnashed-In Buffalo 

Jump, many visitors fiom the surrounding First Nations communities were surprised and 

delighted to be able to identiQ family members and ancestors in de Grmdrnaison's 

canvases. In spite of his cavalier attitude towards his subject matter, de Grandmaison's 

images stï i l  hefd persond meaning for mernbers of the co~munities in which he had 

worked. As a result, '2ost Identities" project leader Eric Waterton writes, 'People took 

yellow stickies and wrote on them or wrote people's names on the exhibit labels.. .It 

happened by accident, so we said why not do it on purpose?"78 And so, the idea for 'Zost 

Identities" was born- 

The photographs exhibited in "Lost Identities" were taken in southem Alberta by 

a number of different photographers. The First Nations peoples who inhabited, and 

continue to inhabit this area are collectively referred to as the Blackfoot Nation, which is 

comprised of three distinct bands: the c'Blac1600t proper" (Siksika), the "Bloods" 

(Kainai) and the cTeigan7' (~ekuni).'~ The photographs in 'Ust Identities," taken 

between 1900 and 1930, depict members of the BlacHoot Nation, and are aii h m  the 

photographie collection of the Provincial Archives of Alberta. As part of the "irnagined 

76 The exhi'bition, "Living Images h m  the Ebst,'' was orgmked by the University of Lethbridge and 
exhibited at Head-Srnashed-in Buffalo Jump h m  3 May to 3 L August 1997. 
77 Hugh A Dempsey, History in their Biood: The Indian Portraits of Nicholas de Gronhuison 
(Vancouver/Toronto: Dougias & McIntyre, 1982), 24-26, 
78 "E.uhi'bit AimS to Redismer Abonginai Identities," Aiberta Connections 5 (Summer 1999): 6. 



geography" of Western Canada, images of First Nations peoples f?om this geographic 

region were avidly collected and widely circulated in a variety of medias0 

The image of the Lmaginary Indian was used to promote tourism in Western 

Canada, and photography played an integral part in this process. The Canadian Pacific 

RaiIway, which was completed in 1885, actively partïcipated in this process; the 

cornpany "@aduaily realized that the Indians were a surefire tourkt attracti~n."~' The 

CPR sold souvenir photographie portfolios of Native peoples taken dong the rail line by 

such well-known photographers as William Notman and Alexander Henderson, and quite 

often these photographs %ere the first encounter many eastem Canadians would have 

with the Indians of the f i ~ n t i e r . ' ~  The CPR alço was involved in the instigation of 

'Tndian Days7' in Banff: Alberta, a festival started in 1894 that has since been credited 

with securing the commercial success and popuiarity of Ban£Fas a major tourist 

destination." Douglas Sladen, a British tourist who traveled Canada in 1895, described 

the popularity of photography arnongst his feliow traveIers, and the fascination with First 

Nations peoples for European tourists. "The average passenger," he mites, 

would as soon think of going without antibilious medicines as without a camera. 
Whenever you stop at a station, di the steps getting down are packed with people 
taking pot shots with Kodaks. American chîidren learn kodaking long before they 
leam how to behave themselves.. . .Crosshg the prairie, every operator imagines 
he is going to kodak an Indian; but the wily Indian sits in the shade, where 
instantaneous photography availeth not, and if he observes himselfbeing "tirne 
exposed," covers b s e i f  with a blanl~et .~~ 

~~~.headSrnaShed-in,corn For more information see also, Hugh Dempsey, Indian Tnbes ofAlberta 
(Cal- GIenbow Museum, 1986). 
'O Schwartz, "The Geograpby Lesson," 16. 
'' Francis, The Imaginary Indian, 179. 
82 ibid 
83 E.J. Hart, Eke Seffing of Canada: The CPR and the Beginnings of Canadian Tourism (SanfF: Aititude 
Publisfiin& 1983), 160. 

Douglas Sladen, On the Cars and Ofl(Lond0n: Ward, Lock and Bowden 1895); quoted Daniel Francis, 
The Imaginary Indian, 4243, 



Tourists were often disappointed to find that the I m a m  Indian they sought on their 

travels was not to  be found.'' Another British traveler, Edward Roper, wrote in 1890 of 

Blackfoot people he encountered on his travels through Canada: cMany of them were 

partly civilized in dress, though ragged and duty, there was very iittle of the picturesque 

about them. Some few had good faces, but the ideal Red Man was not there."" 

In addition to geographic location, the photographs in the exhibition are 

thematically iinked by two significant factors: they were a l l  taken by non-Native 

photographers, and no information (or very Little) has been recorded about the subjects of 

the photographs. As Shirley Bruised Head, a member of the curatorial team for '2ost 

Identities'' has pointed out, the specific identity o f  the people in the photographs was not 

a concem for photographers who 'GIere probably more interested in providing generic 

photos to a ready market.'J" The lack of information accompanying the photographs is a 

problem, not only because as archival resources these images are incomplete, but more 

importantly because the people looking out at us fiom the photographs have been 

silenced. Through the installation of the exhïbition, the curators of '2ost Identities" 

aimed to communicate the idea that "presenting Aboriginal people as nameless 

representatives of broad cultural groups helps to perpetuate real individuals as unreal 

A century later, the tourist in- in Canada continues to draw upon romantic mythology associated 
with First Nations peoples, a fàct to which a recent article in the hrktional Post attests. The article 
encourages tourists to visit Eagle's Nest hdian Village in Southem AIberta, which gives Msitors an 
opportunity to "live like the natives once did - bunking in tipis, paddliag canoes and sharing sacred 
traditions." The camp's owner, Jack Schneider, states that visitors, in particular European tourists, "are 
looking for the romantic image of the noble savage ... .It's romantic to see some of it and partake in it" It 
wouid seem as though littie has changed since Siaden and Roper went in search of the imaginary Indian on 
the Canadian prairies over one hundred years ago. See Monica An- "A Romantic Ideal," Nafional 
Post Online, 12 August 2000, www.nationalpost.com 

Edwarci Roper, By Txack and Trail: A Journey Through Canada (London: W.H Ailen and Co., 189 11, 
1 18; quoteci in Daniel Francis, The Irnaginary Indian, 18 1, 

"Exhiiit aims to RedisCover Aboriginal Identities," 6. 



~ t e r e o t ~ ~ e s . ~ ~  With no individual identity afforded them, the subjects of the 

photographs were locked into the roles photographers irnposed upon them. These images 

are less about the way these people actually were than about the way the photographers - 

and, by extension, their Euro-Canadian clientele - wished to see them. 

Professional photographers on the Canadian prairies stood to make a sisnificant 

amount of money by selling photographs of Fust Nations peoples. Ernest Brown and 

Hamy Pollard are two of the best known examples ofphotographers who operated 

commerciaily successfûi sîudios in Alberta during the early decades of the twentieth 

c e n t ~ r ~ . ' ~  A strikuig portrait taken by Pollard in southem Alberta provides an example 

of a Sitter who has been identified through the exhibition process (fig. 13). At the 

opening of '2ost Identities" at Head-Srnashed-In Buffalo Jurnp, the man in this 

photograph was identified as Aakamahstookü or Many Mules, a member of the Blood 

(Kainai) nation- From the information recorded on the photograph's accornpanying 

'kite-on7' sheet, we now know that "this man owned rnany mules on the Blood Resewe 

in the early 1900's. He was a warrior prior to the signing of Treaty 7. He became a well 

known f m e r  once the Bloods were seîtled in the BeIly Bune ares.'"' 

Father Jean Lessard's 1939 photograph of nine school girls at the Crowfoot 

School in Cluny, Alberta, is another example of people who have been identified (fig. 

8s "hst Identities - Information Kit." 
89 Emest Brown arrivai in Edmonton in 1904, and immediately began w o M g  for Charles Mathers, who 
was operating a very succesgul business out of that city. When Mathers retired, Brown bought his 
photography studio as well as his collection of photographs, which included several "indian views" that 
Mathers used to seil in souvenir albums. For more information about Emest Brown and Charles Uathers, 
see Brock Silversides, fie Face Pullers, and Eric J. Holmgren, "Ernest Brown, Photographer," Alberta 
Nistory 28 (Autumn 1980): 16-19. Hany P o h d  wofked out of Calgary anâ, in addition to operating a 
p o d t  studio, he o h  photographed members of the B W o o t ,  Stoney and Sarcee nations in Southern 
Aiberta. For more information on Pollard, please see Wendy S- Medland, "Harry Pollard, Photographer," 
Alberta History 29 (Sprbg 198 1): 20-28. The Emest Brown collection and the Hamy Pollard collection are 
two of the major photographie collections at the PnMnciai Archives of Alberta in Edmonton, 



14). '' Lessard was an Oblate pnest who spent thirteen years working at various 

residential schools across Alberta. The Roman Catholic, AngKcan and Methodist 

churches operated several residential schools for First Nations chîldren in Albert% the 

fist of which was established in 1882." Photography was routinely used to demonstrate 

that Native peoples were being assidateci into White culture, attesting to the success of 

institutions such as church-run residential schools, which operated on the assumption that 

in order for Native people to survive, they would have to adapt to the ways of the settler 

society. The resulting photographs had the effect of making First Nations peoples appear 

'less Native" in the eyes of Europeans and Euro-Canadians and thus served as &el for 

the myth that Abonginal peoples in Canada were a 'kmîshing race."" The intent of the 

residential schools was to ''impart an academic, agricultural, and domestic education to 

Indian youth. To do so, administrators felt they had to rernove the children f k n  their 

families and previous ~ifest~les.'"~ While this photograph was taken at one of the 

church-nin schools, it is refreshingly candid and does not overtly propagate negative 

ideas about First Nations peoples. Rather than a stiff, stereotypical portrayal, we see 

instead nine young children enjoying a smny afkernoon playing in the snow. However, it 

is significant that the names of these children were not recorded until the installation of 

www.head-smashed-in,comm Treaty 7 was signed in 1877 by the Blackfoot, Sarcee and Stoney nations in 
southern Alberta- For more information see Hugh Dempsey, Indian Tnbes ofAlberta- 
'' Many of Father Jean Lessard7s photographs are in the Oblates of Marie Tmmaniiate Collection at the 
Provincial Archives of Aiberta in Edmonton, 
92 There were nineteen major residential schools and thnx indusuial schoois in Alberta, For a complete 
listing of the schwis by location and by religious sffiliation, see Brock Silversides. The Face Pullers, 99- 
100. 
93 For discussion of this aspect of photographs of Fùst Nations peoples, see Alfred L. Bush and Lee Clark 
Mitchell, The Photograph and the Amencan Indian; Theresa Harlan, "A Curator's Perspective," and Peter 
Go14 "Returning Photographs to the Indians," Studies in Visual Communication 9 (Summer 1983): 2-14. 
Gai1 Valaskalns's article, "Paralle1 Voices: Indians and mers, Narratives of Culturai Stmggle," Canadian 
Journal of Communication 18 (Summer 1993): 283-296, points out that this is a contuiuing ptoblem, one 
that resmhs in land claims, treaty negotiations and fishing disputes in presenîday Canada. 
" Silversides, The Face Pullers, 99. 



'2ost Identities" at Head-Srnashed-In Buffalo Jump, sixty years after the photograph was 

taken Whiie the identities of the young girls were excluded fiom the archival record, 

this exhibition has proven that they were not altogether 'lost7' - eight of the nine have 

been identSed by visitors to the show. 

The response to ' Zost  Identities" has been very positive. M e r  the exhibit opened 

at Head-Srnashed-In Buffalo J m p ,  it was estimateci that sixty percent of the photographs 

have been identified.'' However, as the exhibit organizers have acknowledged, it is 

diflicult to ver@ the information provided on the '%te-on sheets" that accompanied the 

photographs. Photo-archivist Marlena Wyman, who is also a member of the curatorial 

team for '2ost Identities," writes, 

The information given really cannot be verified, since there is no 
verifidon mechanism. These photos are very old and were unidentifid 
when we received them. 1 will be handling this in the same way as I do 
other additional information or corrections that researchers give us on photos 
fiom time to t h e .  The information wiil be added with an annotation of the 
source, without giving the person's name for privacy r e a ~ o n s . ~ ~  

In many ways the active participation of these communities in the relocation of identity - 

in the symbolic repatriation of this body of irnagery - is as significant as the information 

itself. The people in these photographs have been identined through community 

involvement in and interaction with the exhibition. This is an important part of the 

reclamation by First Nations peoples in southern Alberta of previously '‘lest" aspects of 

their history, and one which the curatorial tearn for '2ost Identities" hopes will serve as a 

mode1 for other institutions in  anad da.^' 

95 Eric Waterton, personal correspondence with author, 23 August 2000. 
% Marlena Wyman, personal wnespondence with author, 21 Augusî 2000. 
97 "EXhit aims to RedisCover Aboriginal Identities," 6 .  



Lucy Lippard bas argued that the construction of identity is a double process, one 

that combines both 'hamingY3 and "'teiiing." Lippard understands narnhg to be ''the 

active tense of identityy'"s and telling the process of "kderstanding and drawing 

strength fbm one's past, one's cultural history, beliefs and values.yyw In situations where 

these processes are encouraged, 'ccommunal identity is forged and history is 

re~om~rehended."'~ The installation of 'Zost Identitiesyy allowed both these processes to 

take place, and as a result played an active role in the reclamation of identity for many 

members of the Blackfoot Nation in southern Alberta. 

"Aboriginal Portraits" 

The curators of ccAboriguiaI Portraits fiom the National Archives of Canada" 

drew upon what they saw as the 'kealth of photographic documentation on Canada's 

Aboriginal peoples" in the collections of the National Archives of canada. 'O1 The one 

hundred and forty photographs setected for the exhibition ranged from early 

daguerreotypes to photographs taken by First Nations conternporary photographers such 

as Shelley Niro and David Neel. Like the other two exhibitions 1 have discussed, a large 

number of the photographs exhibited in "Aboriginal Portraitsy' were taken by nomNative 

photographers. Curators Edward Tompkins and Jeff Thomas wanted to emphasize 

through the installation of this exhibition that "although the popular Indian photographs 

were taken by non-native photographers for a non-native audience, this does not mean 

98 Lucy Lippard, Mxed Blessïngs: Nav Art in a Mu~hhcrdturd AmenCa (New York: Pantheon Books, 1990), 
19. 
'9 ibid, 57. 
'* ibid 
101 Edward Tompkins, "AborigÎnai Portraits." Aboriginal Portraitsfiom the National Archives ofCanada, 
promotional pamphlet. Ottawa: National Archives of lanada, 1996, 



they are without importance for the Aboriginal community today. ,>lm The images in the 

exhibition were divided into three thematic sections - portraits of First Nations peoples 

taken by Edward S- Curtis, photographs of "sigdicant events in Cariadian history 

uivolvhg Native peoples," and "documentary images 6 o m  everyday Me" - and each of 

these sections was displayed in a separate exhibition space.lo3 

In the nineteenth century, it was common for photographers to document 

Abonginal peoples for posterity, providing a visual rendition of  the "saivage paradigm" 

as they sought to a way to record the existence for fiture generatioms of what was 

perceived to be a dying race.Io4 The most fmous  example of photo*graphy being used in 

this way can be found in the work of Edward S. Curtis, who traveled throughout North 

Arnenca photographing Native peoples between the years 1896 and 1930.'~~ Curtis's 

photographs remain extremely popular despite the fact that they are increasingiy 

rewgnized as inaccurate, staged, and stere~typical. '~~ He wouid travel wîth props, 

costumes and wigs, items he felt would help to capture the essence o f  the "authentic 

Indian," ifonly for the moment the photograph was being made. Cinrtis would 

deliberately constmct his photographs so as to eliminate ariy signs orfcontemporaneity or 

Western influence, for in his view the "authentic Indian" existed in a7i indetenninate past, 

'O2 Jeff Thomas, uLiiminance: Abmiginai Photogxaphic Portraits," The Archivisrt 1 12 (1996): 7. 
'O3 Susan Close, "Aboriginal Portraits h m  the National Archives of Canada," Archiva~u 42 (Fall 19%): 
149-50. 
104 The idea of the salvage paradigm is clearly articuiated in James Clifford's Mtings, as he discusses the 
practiœ of anthropologists colleaing objects and arrifhcts h m  cultures they belLieved were Qing. 
See "On Ethaographic Ailegory," in fi'nting Culture: The Poetics and Politics oof Ethnography, ed. James 
CLfEord and George E. Marcus (Berkeley: University of California Press), 98-122; and The Predicamenr of 
Culture (Cambridge: Harvard University Press, 1988) 2 15-25 1. 
1 05 For de- of Curtis's pbotographic projeci, see Mick Gicüey, Edward S. Curn'is und the North Amencan 
Indian, Incorporated (Cambridge: Cambridge University Press, 1998). 
'O6 ChriStopher Lyman's book, The Vanishing Race and m e r  ïZlu&ons: Photopaphs of Indians by 
Ehvard S. Curtis (New York: Pantheon Books, 19821, gives a detailed account of Curtis's Me and work 
includuig maay of the controversiai and quesiionable practices in which he (and m a q  other photographers 
of the time) engagd 



sometïme prior to European contact. His photographs had very littie to do with the 

actualities of Me for Fkst Nations peoples in North Arnenca. Curtis's photographs 

ob jec te  the people posed in fiont o f  his camera, and give no indication of their day-to- 

day lives. As First Nations curator and photographer Jeff Thomas puts it, 'UThat was the 

reality that F ' i  Nations people were facing at the time that Curtis was rnaking his 

photographs?"107 

The National Archives of Canada has a large collection of photographs taken by 

Curtis of First Nations peoples, and several of these images were included in 'cAborigllial 

Portrait S." Curtis's 19 14 photograph, A Nakoatok Chief's Daughter, British Columbia, is 

typical of his photographic approach (fig. 15). This photograph was taken in Seymour 

Inlet, British Columbia, on the occasion of a potlatch. The female subject, who is 

"enthroned symbolically supported on the heads of her slaves," would have appeared 

overtly exotic to Euro-Canadian v i e w e r ~ . ' ~ ~  The photogravure process has aestheticized 

the overd  scene by adding subtle layers of texture to the surface of the image. The 

aesthetic qualities achieved through this process have the effect of fùrther distancing the 

viewer from the subject of this image by lending it more of an CCartistic" tone. log 

In contrat to the section of the exhibition emphasizing Curtis's work, the 

remainder of ccAbonginal Portraitsy' features the work of several photographers fiom 

different regions of Canada. While they are not as  formulait as Curtis's images, many of 

these photographs nonetheless stand as visual testirnonies to the way Euro-Canadian 

'O7 Hudson and Thomas, "Edmu11d Morris: S-g of First Nations." 
'O8 National Archives of Canada website, www.archives.ca (LJRL W consulteci 29 November 2000). 
'* The photogravure pn~ess is a three--step photographic process in which the negative is uansferred onto 
a copper plate and then printed, often onto texrured paper to fbrther enhance the "artistic" effect of the 
image. This technique was favored by Edward Curtis, and it is still possiile to order hand-printed 
photogravure prints h m  Curtis's negatives. For more information on this process, see www-curtis- 
collecti011,com. 



society chose to see First Nations peoples. A case in point is the photograph entitled 

Indm assembled ai Shqmnapi Point for a pow-wow held in honarr of the visil of 

H.R H. the Duke of Connvall nnd York. Cai'gq. A Alberta, September 28, 1901 ( fig. 16). 

Here, the photographer has taken great pains to record details about the Royal visit, but 

did not bother to record the narnes of the Blackfoot people who are in the photograph. 

Thomas points out that, while photographs like this are not studio portraits (as were many 

of Curtis's photographs), they are still staged, and do not relate to the everyday lives of 

the people they depict. He points out, 

During this time, the group of Blackfoot needed special permission 
fkom the local Canadian government Indian agent to l a v e  the reserve. 
After the 1885 Saskatchewan uprising, the Canadian government' s 
Department of Indian Mairs developed tactics to prevent the movement 
of Aboriginal people between reserves. In this case, permission was 
probably required to leave the reserve to entertain the visiting dignitaries. 
Once they were finished they would return to the reserve and assume 
their daily lives. . . . 110 

While the photographs in this exhibition reveaI much about the prevailing 

attitudes of Euro-Canadian society toward First Nations peoples, one of the main 

curatorial aims of this exhibition was to allow the photographs to be seen in a new light. 

As the curators explain, "this exhibition is designed to break d o m  some of the common 

stereotypes surrounding Aboriginal society. An important aspect of this process is 

revealutg the humaniiy of the people in the l 1  The original captions and 

descriptive language accompanying the photographs were often derogatory and 

reproduced negative stereotypes and assumptions heId about First Nations peoples by 

rnembers of the settler society. In order for these stereotypes to be stripped away, the 

"O Thomas, "LUIIilniilloe," 11-12- 
" ' "Pride and Dignity," text h m  the online exhibition, www.archives.ca (LRL last consulted 20 August 
2000). 



curators argue, it is crucial that the Ianguage of description be changed. The labels that 

were origindy assigned to the photographs in the exhibition need to be questioned and 

changed in order to stop the perpetuation of stereotyping, for, as Lucy Lippard argues. 

'labeiing is the socid mire fiom which individuats and groups must extricate themselves 

in the process of self-narning. ,i 112 Through carefiil research, the curators were able to 

revisit many of the old labels and make changes that reflected more positive attitudes 

towards Native peoples. In "Aboriginal Portraits," a new caption for each photograph 

was rnounted next to the original inscription in an effort to force viewers to recognize the 

power inherent in the labeling process. Thus, a 1895 photograph by Humphrey Lloyd 

Hime originally accompanied by the inscription, "An Ojibway squaw with Papoose," 

was accompanied as well by the caption, "An Ojibwa woman and chiid, Red River 

Settlement, Manitoba, 1895" Although the narnes of the woman and child were still 

unknown at the time of the show, the seerningly smail change in the caption had far- 

reaching implications (fig 17). By revisiting the descriptive text associated with the 

photographs, the curators hoped "to return some of the individuality of each 

subject.. . .The addition of these secondary captions was significant in providing more 

context for the 

The identity of women in particuIar is excluded fkom much of the documentation 

and inscriptions that accompany historical photographs of First Nations peoples by Euro- 

Canadian photographers. This was a particular area of concem for the curators of 

ccAboriginal Portraits." As Jeff Thomas points out, 

In general, photographers have shown Abonginal women as subservient 
to a dominant male figure. The caption usually identifies the man and leaves 

"' Lippu4 Mixed Blessings, 36. 
' l3 Ciose, "Aboriginal Portraits," 148. 



the woman nameless, often referred to as "squaw or d e  of" M a y  times 
women have been pictured sitting on the ground and looking away fiom the 
camera. WhiIe neither wodd be uncommon in the Aboriginal world, 
when the portraits were taken out of the community and displayed they 
were usually captioned as squaws, a dismissive term that robs women of 
their dignity, power and humanity. "4 

There are, however, instances where the identity of some of the women in these 

photographs has been recovered through research connected with the exhibition. For 

example, an 1890 photograph taken by the Vancouver photographic fkn, Trueman and 

Caple, was origindy labeled, 'W.W.M. Police, Indian Scout, Dog Child and Squaw, 

Blackfeet Indians, Gleichen, Alb." The caption has since been revised to include the 

identity of Dog Child's wife and now reads: 'Dog Child, a North West Mounted Police 

Scout, and his d e ,  The Only Handsome Woman, members of the BlacHoot Nation, 

Gleichen, Alberta, ca. 1890 (fig. 18)." Until the language of description changes, it is 

vimially impossible to break down the stereotypes which surmund and contain 

photographs of Aboriginal women. ' l5 
An examination of the "aboriginal portraits7' in this exhibition raises an important 

point, namely that the social conventions surrounding photographs of Native and non- 

Native subjects have historically been quite different. As was the case in Europe and the 

United States, photographic portraiture in Canada was immensely popular in the 

nineteenth century, particularly among members of the middle class. Such photographs 

held social significance; as John Tagg has argued, in the mctorian era, '20 'have one's 

portrait done' was one of the symbolic acts by which uidividuals fkom the rising social 

'14 Thomas, "Luminance," 11. 
115 The stemtypes munding Fust Nations women was the focus ofuXndian Princesses and CowgUls: 
Stereotypes fiom the Frontier," a travebg exhil'btion organized in 1995 by the Presentation House G d k ~  
in Vancouver. A catalogue written by curators Gai1 Valaskakis and Marilyn Burgess was published. See 
Indian Princesses and CowgirIs: StereotypesjPom the Frontier (Monireal: Oboro, 1992,) 



classes made their ascent visible to themselves and others and classed themseives among 

those who enjoyed social stat~s."~'~ However, this function of photography was almost 

entirely limited to Euro-Canadian society. Photographs of First Nations peoples in 

Canada from this t h e  period were generally much more iconic than individual and, as 

Thomas notes, are most often described as c%eldwork portraiture," implying a different, 

anthropological fimction for the imagery. Il7 In her article, "Studio Indians," Margaret 

Blackman offers an analysis of British Columbian photographer Hannah Maynard's 

curiede-visite albums, and demonstrates how a photographer's approach ofien shified 

depending upon the cultural background ofthe subject in fiont of the lem (figs. 19,20). 

In the case of Maynard's cartes-de-visite of First Nations peoples, most have been 

photographed "barefoot, a few men are pantless, and many of both sexes are wrapped in 

blankets; unlike the whites who appear before the photographer's lens the natives are not 

18 ouffiîted in their choicest finery. For the most part, moreover, photographs of Native 

peoples were not taken in studio settings, but outdoors, presumably to emphasize yet 

another culturai myth about the Indian, an af3.n.i~ with nature. Blackman demonstrates 

how, in order to capitalize on a market hungry for images of the haginary Indian, such 

photographers as Maynard would often rephotograph studio portraits of Native sitters 

against previously photograp hed views of Native villages or wildemess scenery (figs. 2 1, 

22)- 

Brock Saversides has argued that one of the chief reasons photographers would 

seek out First Nations peoples to photograph was because of the potential hancial gains 

yielded by the resulting imagery. As he points out, "the availability of Indian scenes in a 

' l6 Tagg, The Burden ofRepresen1 ation, 3 7. 
I l 7  Thomas, text panels h m  "Emergence h m  the Shadow." 



photographer's advertisements usually guaranteed a steady flow of curiosity, if not 

bu~iness.""~ In the course of his research for the exhibition ccAboriginal Portraits fiom 

the National Archives of Canada," curator Jeff Thomas has also discovered this to be 

true- Thomas noted that many photographs of Fkst Nations peoples can be found in the 

Copyright Collection of the National Archives of Canada and points out that 

'photographers registered these images for copyright protection because of their potential 

market value."120 This market value, of course, benefited the photographer. In general, 

First Nations peoples did not receive compensation for their contribution to this imagery, 

even though the redting photographs ofien proved to be cornmerciatly s~ccess fu l .~~~  

"Aboriginal Portraits" in Cyber-space 

In a review of "'Aboriginal Portraits," Susan Close lamented the fact there was not 

a 'lasting record of this provocative Perhaps in response to this, or perhaps 

fùeled by a wiçh to have these images accessible to a wider audience, sixty of the 

photographs found in "'Aboriginal Portraitsy' were incorporated into an Intemet exhibition 

,3123 cailed "Ride and Dignity. This cyber-exhibition has allowed audiences who may not 

othenvise have been able or willing to visit the National Archives to view many of the 

photographs exhibited in ""Aboriginal Portraits." 'Tride and Dignity" provides the 

possibility of a lasting alternative to the temporary exhibition. (Aimost five years later, it 

is still possible to 'ikit" the show.) People living outside the National Capital region as 

"' Blackman., "Studio Indians," 69. 
I l 9  Silversides, The Face Pullers, 3. 
"O Thomas, "Luminance," 14. 
"' Silversides, The Face Pullers, 6-9, 
'" Close, "Aboriginal Portraits," 150. 
'" ''Bnde and Dignity" can be accessed t b u g h  the National Archives of Canada website, 
www.archives.ca 



well as people who, for whatever reason, wodd not be cornfortable in a traditionai 

museum space are aiso given access to this exhibition. lZ4 In his article on Jeff Thomas's 

photographic and curatonal practices, Barry Ace notes that Thomas '%as always been 

concerned with the intimidaihg posture of the traditional gallery space and the lack of 

M a n  presence viewing his works within the exhibition space. ~7125 

Internet exhiiitions are an increasingiy cornmon way for curators to move out of 

the realm of conventional museurn space- In fact, many argue that oniine media and new 

technologies can be used to democratize the museum experience because exhibitions in 

cyber-galleries "get away fiom the reified concepts of authenticity, aura and origuiality 

Y, 126 which have been, untif recently, the basis for the museum's clah to knowledge. In 

his famous essay, 'The Work of Art in the Age of Mechanicd Reproductioq" Waiter 

Benjamin argued that photography was instrumental in breaking down the aura of 

originality that surrounded a work of a d 2 '  In much the same way, the technology of 

the Internet has facilitated a means to break down the aura of authority that has 

traditionaily been associated with museums.12* As with many technological developments 

in history, however, it is important to note that within the reaim of cornputer technology, 

there exists an inherent level of class bias based on economic and social factors. While 

Internet exhibitions do allow a significantly larger number of people to "visit" the 

1 24 For a discussion of the demogmphics of museum visitors, see Pierre Bourdieu and Alain Darbel, The 
Love of Art. 
I 3  Barry Ace; inter/SEmN J e f ï  Thomas," www3 .sympatico.ca/onon&gall 
126 Andrea Witcomb, The End of the Mausoleum: Museums in the Age of Electronic Commurnication," 
paper dehered at "Museullls and the Web 1997," Los Angeles, 16-1 9 Mar& 1997; quoted in Isabelle 
Rieusset-Lemarié, "Web Museums and Memory in the Age of Digital Multimedia Networks (Extensions of 
Walter Benjamin's Insights)," paper delivered at "Museums and the Web 2000,* Minneapolis, 16-19 April 
2000, www.archimuse.com. 
'3 Waiter Benjamin, "The Work of Art in the Age of Mechanical Reproduaion," in Art in Modern Cufîure, 
ed Francis Fraxina and Jonathan Harris (London: Phaidon Press Ltd, 1992), 297-307. 



material, they exclude members of society who do not have the economic, technical, or 

educational means to access the intemet. 

Conclusion 

There were many reasons why non-Native photographers looked to First Nations 

peoples for their subject matter. These reasons ofien overlapped, and always shifted 

according to the needs of dominant society. The resulting photographs have continually 

been used to exert control over Native peoples and to perpetuate stereotypicat 

constructions of them. As DanieI Francis has argued, 'khen they drew the Indians or 

took their photographs, artists Like Paul] Kane, [Edward] Curtis and the rest were taking 

possession of the Indian image. It was now theirs to manipulate and display in any way 

they wanted- 3,129 

In v w n g  degrees, the photographs that appear in the three exhibitions 1 have 

discussed are ail visual renditions of the culturd hierarchies and power relationships that 

characterized the interaction between First Nations peoples and Euro-Canadian society in 

the nineteenth and twentieth centuries. One of the main reasons why the use-value of 

these images for First Nations peoples has not been adequately explored is because of the 

cultural conte* in which they were made. Many First Nations peoples are justifiably 

hesitant to interact with this body of imagery. As Theresa Harlaq a First Nations 

photographer puts it, 

How much can we learn from photographs taken of Native Americans 

- - - - 

'XI For discussion of the role of technolog). in Qmocratizing the viewing of art, see John Berger, Wqys of 
Seeing (London: British Broadcasting Corporation, 1 W2), 7-34. 
'= Francis, The Imaginary Indian. 43. 



by Euro-Americans? My answer is very little. -. -The fixation of the Euro- 
American arts and photographic community on irnagery created by Euro- 
Americans with Native American subject matter disaiiows and invalidates 
Native voices and visions. . - . 130 

This is echoed by Tuscarora photographer Jolene Rickard, who iikens the process of 

searching for individuai meaning or identity in photographs taken by non-Native 

photographers to " % m g  to see your face in a shattered ~nirror."'~' The question becomes 

whether or not it is possible to separate these images from the conte* in which they were 

made. 

To establish the ways in which an image's meanings are determined, it is essential 

to consider the various points fiom which meaning onginates. In her introductoly essay 

to Partial Recall, Lucy Lippard has identified three basic levels of Cc~ultural space" that 

ùiform the production of meaning in the photographic image.'32 The three levels - 

subject, photographer and viewer - contribute to the understanding of any given image at 

any given time. However constant the existence of these three Ievels of cultural space, 

the resultant reading of visual imagery changes depending upon a variety of factors. 

Edmund Moms's 1909 photograph of White Buffalo Calf contemplating his own 

painted- pomait demonstrates the fluidity of the relationships that exist between subject, 

maker and viewer of an image (fig. 23). In this photograph, White BuEdo Caifis at once 

subject and viewer of the painted image as well as the subject of the photograph. 

Edrnund Moms is the artist, photographer and viewer, and in many ways also an invisible 

subject of the photograph; this image is reproduced in publications about Moms and is 

- - 

130 Theresa ~Wlan, "A Curator's Perspective," 15. 
13' Jolene Rickard, "Guest Essay," Native Peoples (Aprii-June 1996), 5; quoted in Lucy Lippar4 
"independent Identities," in Native American Art in the Twentieth Century: Makers, Meanings. Histories, 
ed W. Jackson Rushing IlI (Landon: Routkdge, L999), 143. 
13' Lucy Lippard, ''Introductioxq" 35. 



found among the collection of his papers and documents at the Provincial Archives of 

Manitcba. As a contemporary audience, we dso contribute to the meaning of this 

imagery, b ~ g i n g  our own experiences, as well as our social and cultural biases, to bear 

in our readings of the photograph- 

There always exists an interplay between the three levels of cultural space that 

Lippard discusses, but in the exhibitions discussed here it is the subject - not the 

photographer, nor even the photography s status as object - that is emphasized. It is the 

people in the historical photographs who become the focal point in the exhibitions. This 

viewpoint is complemented in 'Ernergence fiom the Shadow" and "Aboriginal Portraitsy' 

by the work of contemporar-y photographers of Aboriginal descent, but ultimately, al1 

three exhibitions are concemed with recontextualinng historical photographs of First 

Nations peopies by non-Native photographers to h d  meaning in them for contemporary 

Aboriginal audiences. A multiplicity of meanings does exist in the reading of visual 

texts, and images can fiinction in many contexts. 

The historical photographs of First Nations peoples that are ïncluded in the 

exhibitions 1 have discussed can act as a means for a repatriation of social and cultural 

identity for contemporary audiences. This process is dependent upon the institutional 

context in which the photographs are seen. The degree to which this process wîil occur 

wili undoubtedly vary arnong viewers, depending on their level of engagement with the 

imagery, but 1 would argue that presenting this matenal in a new Light has far-reaching 

implications. These images can be reinterpreted; old meanings are not replaced, but 

instead added to. As Rochelle Kolodny puts it, ''history cannot be rewritten or 



revisualized; but perhaps some of it can be re~lallned."'~~ While it rnight not be possible 

to change the circumstances in which these photographs were made, it is possible to 

extract the person fiom the stereotype. 

Harian and Rickard are understandably angry that photographs made by non- 

Natives, such as Edward Curtis, continue to be exhibited and collected when the work of 

contemporary First Nations artists is al1 but ignored, especially work (such as 

photographs) that does not fit Western society's perception of what constitutes traditional 

Native art.'34 However, it is possible to consider this body of histoncal imagery in a way 

that affords the subjects of the photographs a chance to be heard. 'Zmergence from the 

Shadow," "Lost Identities," and "Aboriginal PortraitdPride and Dignirÿ' all shared a 

concem with changing perspectives. The aim of these exhibits is not to celebrate the 

photographer, to perpetuate the idea of the Imaginary Indian, nor to appreciate the 

aesthetic beauty of the photographs. Instead, they encourage viewers to look beyond the 

cultural baggage associated with this imagery. They re-present pictures of real people, 

and allow their voices to be heard, and their stories to be told. Writers such as Daniel 

Francis have done an excellent job of describing how the Imaginary Indian has been 

created through photography in Our society. These exhibitions have taken this one step 

further and symbolically returned these images to the people they represent. As James 

Clifford has noted, even the most stereotypical representation of someone is stili a 

representation of sonreone. L35 

133 Rochelle Kolodny, review of From Sire to Sight: Anthropology. Photography and the Power of Imagery, 
$ Melissa Banta and Curtis M. Hinsley, Muse 6 (WinterIJanuary 1989): 86. 

Janet C. Ber10 and Ruth B. Phillips, Native North Amencan Art (Mord: Word University Press, 
1998). 32. 
13' James Clifford, "Four Northwest Coast Museums," 230-232. 



In his essay, T o u r  Northwest Coast Museums: Travel Reflections," ClifTord 

recounts a visit to a smalI Native-run cultural centre on Quadra Island in British 

Columbia, where he discovered a postcard featuring a photograph taken by Edward 

Curtis for d e  in the gift shop. ClifEord was at first disappointeci to fïnd this photograph 

for d e ,  especiaily at this particular location, and wondered why 'ne had bothered to travel 

''A the way to Quadra Island to encounter these well-known, even stereotypic faces. 2,136 

As he turned the card over, however, he discovered not only the generalized caption 

Curtis gave this photograph, 'Nakoaktok Chief and Copper," but aiso additional 

handwntten uiformation offering more details about the identity of the person depicted on 

the fiont of the card: 

the Nakoaktok are identified as Kwakw_akaYwakw (Kwakiutl); and the 
caption continues, 'Hakalaht ('overall'), the head chief is holding the copper 
Wamistakila ('takes everything out of the house'). The name of the CO per 
refers to its great expense, which is valued at five thousand blankets.13 P 

Upon seeing the additional description, ClifSord reaiized that in the particular context of 

the cuIturai centre the meanings generated by this photograph were less about Edward 

Curtis than about the individuality of the man in the picture. In this context, he notes, the 

man is seen as 

an individuai, a named ancestor. What the image communicates here 
may be quite dserent from the exoticism and pathos registered by an 
audience of strangers.. . -1 can no longer forget the questions of kinship and 
ownership that must always surround objects, images and stories collected 
fiom living traditions.. . . 138 

What 1 have attempted to demonstrate in this thesis is similar to Clifford's revelation. 

Beyond the layers of cultural baggage accompanying photographs of First Nations 

ibid, 230-232. 
"' ibid, 232. 
13' ibid 



peoples taken by non-Native photographers exist stones, histories and identities that 

should, whenever possible, be brought to light. This is what the curatoriai strategies 

employed in "Emergence from the Shadow," 'Zost Identities," and "Aboriginal Portraits 

fkom the National Archives of Canada" have attempted to do- 

In the introduction to Museum CuZturey Daniel Sherman and Irit Rogoff argue that 

"the classification of an object involves the choice of a particuIar kind of presentation, 

which then establishes a museological context that provides the object with meaning. ml39 

1 would argue that the curatorial strategies employed in the three shows 1 have discussed 

allow this body of imagery to stand in marked contrast to the conventional ccmuseological 

context" of photographs of First Nations peoples by nomNative photographers. The 

presentation, context and Ievel of audience involvement is very different. These 

exhibitions have moved beyond the confining h e w o r k  of traditional museum displays 

to S o r d  opportunities for some of the social and cultural biases entrenched in the 

institutionai systems to be broken down. This is an immensely important undertaking 

because, as Tator, Henry and Mattis argue in ChuIIengrhg Racism in the Arts, cccultural 

representations echo social realities. ii1M 

Whiie the exhibitions discussed in this paper al1 experimented with new curatonal 

strategies that attempted to include more Native voices in Canadian cultural institutions, 

the majoriîy of Canadian museums and gallenes have not begun this process in any 

recognizable way. In addition to reinstalling permanent collections and temporq 

exhibitions so as to shifi focus from a Eurocentric to a more inclusive history, galleries 

and museums need to rnake a cornmitment to increase the number of First Nations 

139 Sherman and mgoff, Museum Culture, xi-.xi 
'* Tator, Henry, Mattis, Chaiienging Racism in the Arts, 7. 



peoples on their staffand advisory boards, so as to ensure that more diverse perspectives 

are a~hieved. '~~ As Gerald McMaster argues, ''Our collective histories are inextricably 

tangled. Together we make history. ,7142 

Unfortunately the ImagÏnary Indian is stili a part of that history, as demonstrated 

by an occurrence recently witnessed by a colleague. While visiting the Museum of 

Civiiization with her brother, my fiend encountered a group of school-age children who 

were visiting the museum as a surnmer camp activity. Led by their camp counsellors, the 

children were gathered around one of the totem poles in the Great Hall of the museum 

"'playing Indian." With their hands to their mouths, they were c'hootingyy and ''hollering7' 

- their rendition of the Irnaginary Indian's battle cry. This was occurring just a few feet 

from the entrance to 'Ernergence from the Shadow," an exhibition that attempts to break 

down such stere~types.~" 

Despite incidents of this nature, exhibitions such as the ones discussed in this 

thesis remain vital tools in the process to eradicate racial stereotypes in this country, The 

curators have turned to the people and the cornmunities to whom this history belongs, 

allowing their voices to be heard. They have taken an important first step in aEording 

First Nations peoples in Canada an active role in writing theü history and detennining the 

ways in which their cultures and stories are presented. In each exhibition new ways of 

seeing photographs are enabled, which in tum opens them up to the possibility of new 

14' An example of a project that aimai to faciiibte ihis was the "Blacldoot Elders Project" at the Glenbow 
museum in Calgary in 1985-86. This project hired Elders h m  the BlacZâoot reservation in southern 
Alberta and, in doing so, "presented a unique opportunity to record for the first time the conceptual 
framework which the BlacHwt elders themselves employ in their own interpretation of BlackEioot material 
culture .... [TJhe pmject itseif was an important means of acknowledging the validity of these interpretations, 
whereas prwiousiy this had been the almost exclusive domain of non-Indians within the museum context," 
See Elizabeth Chmhiii, The Blackfioot Elders Project: Linking People and Objects in Museum Researc&" 
Native Studies Rw-ew 3 (1987): 75. 
14' McMaster, "Museums and Galleries as Sites for Artistic Interventioq" 25940. 



interpretations. These exhibitions not only help to consmict positive, new identities for 

contemporq First Nations audiences, but also serve to deconstruct the ways in which 

these images have been understood and presented in the past. 

'43 1 wodd iike to thank Kirsty Robertson for bringing this to my attention. 



Fig. 1 - Charles Horetzky, An Encampment of Cree Indians near present-akzy Venniliorz, 
Alberta, 1 87 1 (National Archives of Canada, CS 1 8 1 ) 



Fig. 2 - George E. Fleming, One of the Past (A Cree Indian), c. 1900 (Saskatchewan 
Archives Board, R-B 9206) 



Fig. 3 - 2710ma.s Moore before being admitted IO the Regina Ihïh~sn?~uI School, 1896 
(Saskatchewan Archives Board, R-A 8223-1) 

Fig. 4 - ntornas Moore. posing in the reguIation suit wom by young boys at the Regina 
Industrial School, 1 896 (Saskatchewan Archives Board, R-A 8223 -2) 



Fig. 5 - Im~aIZation of Emergencefrom the Shadow, Canadian Museum of 
CiviIizaîion,H~~II~ Quebec, 2000. (Photograph by author) 



Fig. 6 - InstafIation of Emergence from the Shadow, Canadian Museum of CiwVIIization. 
Hull, Quebec, 2000. (Photograph by author) 



Fig. 7 - I.aIIafiafion of Emergence fi-orn the Shadaw showing backir enlargement, 
Canadian Museum of CiviIization, Hull, Quebec, 2000. (Photograph by auîhor) 





Fig. 9 - Greg Hill, I d i d A l i e n  #2, 1999. ("Emergence fiom the Shadow" website 
www. civilization.cdmembrs/fph/jaillir/jaillinee html) 

Fig . 1 O - Harlan Smith, Portrait of Chef Walkikg BuflaIo (Assiniboine) and Fmily ,  1 925 
(Canadian Museum of Civilization, No - 3 45 70) 



Fig. 1 1 - Rosalie FaveIl, Untitied f i  1 Plain(s) Warrior Artist - Series, 2 999. ("Emergence 
fiom the S hadow7' website www.civilization.ca/membrd@h/jaillir/jaihee html) 



Fig. 12 - Example of 'Mite-on" sheet - '2ost Identities" exhibition, Head-Srnashed-In 
Buffalo Jump, Fort Macieod, Alberta. 



Fig. 13 - Harry Pollard, Aakmahstookii (Uany Mules), c. 1900 (Provincial Archives of 
Alberta, H. Pollard Collection, P 182) 



Fig. 14 - Father Jean Lessard, Crowfoof SchooI, Blackfoot Mission, Cluny, 1939, and 
accompanying '%rite-on" sheet from '2ost Identities" exhibition. (Provincial 
Archives of Alberta, Oblates of Marie Immaculate Collection, Ob 104 1 7) 



Fig. 1 5 - Edward S. Curtis, A Nakmîak Chiefs Dmghter, British Columbia, c. 19 14 
(National Archives of Canada, PA-03 9457) . 

Fig. 1 6 - William Notman (for the Topley studio), Indium assentbled Shaqanmpi Point 
for a pow-wow held in honarr of the visit of H.RH The Duke of Coma22 rmd 
York, 190 1 (National Archives of Canada, PA-012 122) 



Fig- 17 - Humphrey Lloyd Hime, An O j b  Womm and ChiId, Red River Secfiemeni, 
Manitoba, 1895 (National Archives of Canada, C-000728) 



Fig. 18 - Truman and CapIe Studio, Dog Chi14 a North West Mounted Police scout. and 
his wwe, The Only Handsome Wuman, members of the Blackjioof Nafion, 
Gleichen, Alberta c. 1 890 (National Archives of Canada, PA- 1 95224) 



Fig. 1 9 - Hannah Maynard, George and Catherine Steh'y, c. 1 869 (Provincial Archives of 
British Columbia, Catalogue no. 1 8346) 



Fig . 20 - Hannah Maynard, Narive Pedlws, c. 1 869 (Provincial Archives of British 
Columbia, uncatalogued CO tlection) 



Fig. 2 1 - Hannah Maynard, H&dQ- Washe~woman, Mury, cc. 1 865 (Provincial Archives of 
British Columbia, PN 53 1 0) 



Fig. 22 - Hannah Maynard, H a i h  Mary (composite pho~ogrqh), c. 1884 (British 
Columbia Provincial Museum, PN 53 1 1) 



Fig- 23 - Edmund Moms,  White Buffalo Calf(ChiId-Unistaipoka) viewing hisportrit, 
c. 1909 (Provincial Archives of Manitoba, uncatalogued collection) 
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