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Preface

You have just opened an educational resource of elementary-level lesson plans that have British Columbia’s history as their content and critical thinking as their methodology. 

This resource is the product of two years of workshops conducted by the “TFU” (Teaching for Understanding) professional development network, which resulted in lesson plans developed by partner groups of teachers and curators. Curators provided primary source material and historical content and teachers provided the appropriate educational framework and lesson focus. The TFU model of critical thinking was used to phrase the lesson as an open-ended question to stimulate students to discover their own thoughts and answers about complex historical issues which are still evolving or continue to happen here in BC. 

The professional development workshops were challenging, stimulating events for the participants; the lesson plans we hope provide you with useful content and exciting ideas to take to your students. 

We would be interested in your comments or feedback and any examples of student work produced out of using these lessons. Please contact

The British Columbia Museums Association

204 – 26 Bastion Square

Victoria, B.C. V8W 1H9

e-mail: bcma@museumsassn.bc.ca
tel: 250-356-5700

The teachers and curators of the BC TFU Steering Committee and Regional Coordinators
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An Introduction to Teaching for Understanding (TFU) History

--Peter Seixas, Faculty of Education, University of British Columbia
Most teachers and students can readily identify what is most deadly about the study of history in schools: the meaningless parades of names, dates and events to be memorized. But in running quickly away from that prospect, it is a bit harder to define what it is that we actually want from history lessons. One response is “engagement.” We might “engage” students in memorizing historical names, dates, and events through a Jeopardy game. We might “engage” them by telling fascinating stories about the past… or by dressing up as characters from history and acting in role. Each of these has the possibility for engagement. But each still begs the question, why learn history? Why not tell fictional stories, stage fictional drama, have a science quiz? “Engagement” is not enough of an answer: we must be “engaged” for some further end. What—if anything—is important for us in learning about the past?

In contemporary culture, we are faced by a series of driving questions whose answers help us to orient ourselves, in terms of who we are, what we are doing, and how we relate to others. These questions of historical consciousness include the following:  

1. How did things get to be as we see them today? Which aspects are signs of continuity over time and which, signs of change? 

2. What group or groups am I a part of, and what are its origins? 

3. How should we judge each other’s past actions, and therefore, what debts does my group owe to others and/or others to mine?

4. Are things basically getting better or are they getting worse: progress or decline. 

5. What stories about the past should we believe?

6. Which stories shall we tell? What—about the past—is significant enough to pass on to others, and particularly to the next generation?

These are questions that historians deal with, with nuance and complexity based on years of questioning, thinking, reading and study, but they are also questions that all of us must deal with in one way or another. In the complex, multicultural society that we live in, the answers are not easy nor “given.”  The role of school history is less to provide set answers, than to help students gain the tools to deal with these questions in more knowledgeable, thoughtful, and sophisticated ways. They are questions that we care about. So it’s not the case that they don’t need real answers. They do. It’s just that different people, with different perspectives, are likely to answer them—with good reason—differently. And that is why simply providing students with one set of answers, or helping them to do well on a Jeopardy quiz (or Dominion Institute questionnaire), or teaching them one narrative of Canada’s past, may be important, but it is not enough: we should not set our history standards that low. Teaching students to deal with big questions that help them to orient themselves in time, is what we mean by “teaching for understanding history.”

Some Central Concepts

For several decades, British educators have attempted to move history education beyond the memorization of facts and stories, through the use of what they call “second order historical concepts.”  These concepts are central to historical thinking, but in a different way than substantive or “first order concepts” like “revolution,” “assimilation,” or “democracy.”  The latter concepts are just as important, but they are not ones that define how we understand the past, how we do history. The second order concepts that the TFU Workshops explored include the following, which correspond, in a rough way, to the questions of historical consciousness posed above:

Continuity and change

How foreign is the past? Students may mistakenly assume that things in the past were basically similar to things in the present, only they looked a bit different. For instance, they may imagine that being a medieval serf was a job, not understanding that the whole set of relations of production was entirely different from a modern wage-labour economy. An extreme version is “Flintstones history”: the notion that people in the past went about life in ways that are basically the same as our own, but they just dressed up differently. Part of the task of teaching history is teaching how fundamentally things have changed, how foreign the past is.

Empathy/perspective taking

Closely related to this, indeed part of the same task, is to help students try to reason from the perspective of those in the past, those who were living in very different conditions, with ideas very different from our own. This is not an affective challenge (as the term “empathy” might suggest), nor a challenge to take an imaginative leap. Rather, it is the challenge to use evidence to start to reconstruct lost worlds. We cannot do this without an awareness of the hindsight that we exercise in the process of reconstruction.

Evidence

A useful distinction can be made between reading for “information” and reading for “evidence.”  A clear example of the former is the way we use a telephone book: we look up a phone number for a specific purpose. Moreover, unless we get the message “this number is no longer in service,” we do not interrogate the construction of the phone book, or ask other kinds of questions of it. Unfortunately, many students’ experiences of school history textbooks are similar: they use them to look up facts to regurgitate for chapter review questions or tests. School textbooks are designed as compendia of information. But reading a historical source as evidence is quite different: here we question who wrote the passage, in what context, for what purposes. We may use the source as evidence of something that the author never intended, or indeed never thought about (e.g., as evidence of the author’s beliefs about race).

Moral judgment

Moral judgments in history move us into a very tricky, but very important, area. They need to be seen in the light of what was said about empathy/perspective taking and evidence above. It is very easy to accuse 19th century men of sexism, or BC’s colonial settlers of racism. But imposing our own early 21st century moral frames on people of the past is like shooting fish in a barrel. Before using history to inform our own moral understandings, we need to take into consideration the contexts within which historical characters’ decisions were made. This is not to say we should maintain moral neutrality in the face of brutal slaveholders, enthusiastic Nazis, or marauding conquistadors. History does offer us a way to enhance and enrich our own moral frameworks, but we need, again, to move forward with an understanding of the operation of our own hindsight as we do so.

Progress and decline

The concepts of progress and decline bring an element of moral judgment to the concept of continuity and change. Progress and decline can pose as universal frameworks, but the more careful historical thinker will add the questions, “progress for whom” and “progress in what” to add complexity and nuance to the exercise. Technological progress may be accompanied by environmental decline. And there may be significant debates over what constitutes political or economic progress. These are all important questions for lessons in history. 

Significance

We cannot teach or learn everything that happened in the past. So there are important choices to be made as we think about what is significant in the past. Should we concentrate, for instance, on political leaders or on broad social movements? Some students think that what is in the textbook is, by definition, what is significant: if it were not significant, why would it be there? At the other extreme, some students think that what is “interesting” or important to them is historically significant. This is ultimately an unproductive approach to the problem of significance. Our notions of historical significance will reflect our values and thus, like the concepts of progress and decline, will introduce contentious and debatable (and therefore educationally interesting and important) issues. The most advanced understandings of historical significance will link what is interesting and important to us in our own lives to the largest frameworks and questions of global continuity and change.

The Teaching for Understanding Model

These concepts are central to the Teaching for Understanding workshops that developed the following lessons, but there were a few other important sets of ideas that should be mentioned.

The second set of ideas we used to develop the lessons was from McTighe and Wiggins’ Understanding by Design Handbook (Alexandria, Virginia: Association for Supervision and Curriculum Development, 1999). The key strategy that we took from them was the idea of “backward design” for unit and lesson plans:  

a. define what is worth understanding in terms of generative topics framed as big issues or questions.

b. think about what students might do or make to provide evidence of understanding.

c. as the final step, plan the processes through which students will come to understand (through engaging lessons and units).

McTighe and Wiggins call this backward planning because, to put their ideas in more common terms, designing the assessment comes before the design of instruction.

A third set of ideas had to do with the incorporation of materials, documents, and other resources from archives and museums. The second-order historical concepts become most meaningful when they are used with primary historical sources. Some of the greatest repositories of these sources are archives and museums, and so we sought to establish new ties between teachers developing history lessons and people who work in British Columbia’s museums and historic sites.

And finally, we knew that it was necessary to remain cognizant of the Integrated Resource Packages, and particularly, their Prescribed Learning Outcomes, if the lessons were actually going to be used in British Columbia.

To summarize, the Teaching for Understanding History model consisted of:

· second order historical concepts

· backward design

· museum artifacts and archival documents 

· British Columbia curriculum documents.

We hope that you find the following lessons both useful in themselves, and generative, in their ability to help you think about designing new lessons of your own.

Using this Guide

This resource has been created to help secondary teachers in British Columbia give their students a better sense of the province’s history and heritage. It consists of seven lesson plans that use the “Teaching for Understanding History” pedagogical approach and employ primary and secondary materials provided by the members of the BC Museums Association. British Columbia’s past becomes meaningful for a twenty-first century student through the use of private journals, old photographs and newspaper articles. The lessons, each specifically designed for a particular grade level, cover a range of topics and time periods. Students have the opportunity to read excerpts from the journal of Captain George Vancouver and see the BC coastline and First Nations people as they appeared to him when he first set eyes on this part of the world. They learn about BC’s entry into Confederation through the working diary of J.S. Helmcken, read letters written by a Penticton soldier while serving in the trenches during World War One, and take a virtual tour through an art gallery featuring the works of Emily Carr. By discovering how real people represented their world through pictures and writing, students have a chance to develop a meaningful personal understanding of various aspects of this province’s history. 

There are seven lesson plans included in this resource. In addition to incorporating a TFU methodology, they have been specifically tailored to address provincial Social Studies learning outcomes dealing with the history and the development of communities in British Columbia. For this reason, lessons have been written only for those grades that focus on such outcomes (e.g., grades nine to eleven). 

Format of the Lesson Plans

Each lesson has been organized in the following format, to make reading and implementing the procedures as straightforward as possible: 

· Overview: offers a summary of the lesson topic and instructional strategy(ies) employed

· Time Required: provides time parameters for the lesson as well as any other scheduling information the teachers may find useful

· Essential Question: poses the main question the students are expected to focus on over the course of the lesson 

· Rationale: provides a brief explanation of the purpose and value of the lesson in relation to the TFU model

· Curriculum Connection: lists the Socials Studies learning outcomes addressed by the lesson

· Materials and Resources: lists the websites (if applicable), handouts, teacher resource materials and assessment tools employed in the lesson in the order in which they are used 
· Procedure: provides the step-by-step procedural information needed to carry out the activities involved in the lesson
· Assessment: offers a possible method for assessing student achievement of the lesson’s objectives, incorporating the assessment tool included with the plan

· Extension Ideas: suggests further activities meant to reinforce achievement of the learning outcomes addressed by the lesson or provide segues into related social studies topics
The lesson procedures incorporate a variety of instructional strategies designed to stimulate the students’ interest and foster awareness and appreciation of what British Columbia’s past was really like. Some require the students to work independently and focus on their own research and presentation skills, while others involve group activities designed to foster teamwork and collective decision-making. These strategies include:

· visual analysis (e.g., The British Columbia of Emily Carr, The Passing of an Age: The Impact of Technology on the BC Interior)

· role play (e.g., The Passing of an Age: The Impact of Technology on the BC Interior)

· key inquiry (e.g., Sunken Treasures)

· on-line research (e.g., Sunken Treasures, The British Columbia of Emily Carr, BC Joins Confederation)

· group presentations (e.g., Sunken Treasures)

· journal writing (e.g., Vimy Ridge: The Battle that Shaped a Nation)

The lesson plans come equipped with all the handouts, teacher resource materials and assessment tools needed to conduct the suggested procedure. Each lesson requires approximately one to three hours of class time, and can be completed over the course of two to three classes. Recognizing the variety of scheduling systems that exist within BC schools, the lessons have been organized in flexible procedural steps that enable teachers to choose their own break points and decide how much time they wish to devote to lesson activities during any one class. 

Using the On-Line Resources 

The lessons in this publication are designed to make the most of the growing wealth of historical photographs and primary documents being compiled by the BC Heritage Digital Collections project. Some of these lessons, (e.g., The Passing of an Age: the Impact of Technology on the BC Interior, Vimy Ridge: The Battle that Shaped a Nation) contain all the necessary images and information in the form of handouts and are entirely self-contained. They can be presented by teachers without requiring students to use computer technology. Other lessons are based on on-line resources that students will need to access at the BC Heritage web sites where they are featured (e.g., the virtual tour provided on the Kilby General Store site).

In the computer-supported lessons, it is not necessary for all students to have continuous access to a computer throughout the entire lesson. Rather, the lessons have been designed so that students conduct on-line research or complete a computer-based activity only once or twice throughout the entire procedure. The computer research or reading analysis assignments have all been designed to take less than forty-five minutes to complete, so students can complete them during one class period or a session in your school’s computer lab. The procedural steps involving the use of a computer might be seen as useful pause points in the lesson, allowing the students to carry out the on-line activity at home or during out-of-class research time at the school or local library. 

The British Columbia of Emily Carr

A Grade 10 Social Studies Lesson
BC Archives – F-07756
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A Picnic with the Indians and Old Billie Dog – Queen Charlotte Island
The British Columbia of Emily Carr 

(A Grade 10 Social Studies Lesson)

Overview of Lesson

Emily Carr is recognized internationally for her paintings of British Columbian First Nations people, places, and art. Through this lesson students gain understanding as to how Carr’s art was shaped by her perception of the First Nations lifestyle and art, and how this perception permeated her representations of British Columbia. Through in-depth analysis of her paintings, students learn how to interpret visual art as an historical source of information about the artist who created the work and the society in which she lived. 

Historical content for this lesson provided by Emily Carr House Historic Site, 207 Government Street, Victoria, BC, V8V 2K8. (250) 383-5843

Organization and Scheduling

This lesson will take three to four hours of class time.

Essential Question

To what extent does Carr’s art represent the culture and lifestyle of BC First Nations people in the early 20th Century, and to what extent how does this reflect the views of 19th century immigrants to British Columbia?

Rationale

By engaging in an analysis of Emily Carr’s work, students are expected to gain awareness of how Canadian art mirrors and shapes the Canadian identity. They will also deepen their understanding of the role of women in British Columbia’s past as well as the interaction between Aboriginal people and Europeans during the 19th and early 20th centuries.

This lesson engages students in addressing the TFU issues of evidence and moral judgment.

Curriculum Connection

The following Learning Outcomes are addressed by this lesson in whole or in part: 

Social Studies, Grade 10

It is expected that students will: 

· identify the changing nature of families and women’s roles in Canadian society (Society and Culture) 

· assess the interaction between Aboriginal people and Europeans (Society and Culture) 

· describe contributions made by Aboriginal people, the French, and the British to the development of Canada (Society and Culture) 

· demonstrate awareness of ways the arts mirror and shape Canadian society (Society and Culture)

· identify and clarify a problem, an issue, or an inquiry (Applications of Social Studies) 

· plan and conduct library and community research using primary and secondary print and non-print sources, including electronic sources (Applications of Social Studies) 

· generate and critique different interpretations of primary and secondary sources (Applications of Social Studies

· assess and defend a variety of positions on controversial issues (Applications of Social Studies

· plan, revise, and deliver formal presentations that integrate a variety of media (Applications of Social Studies) 

Materials and Resources

· teacher resource: Impressions of the Dzunuk’wa, or Wild Woman

· teacher resource: Emily Carr—A Brief Biography

· student handout: Interpreting the Art of Emily Carr

· student handout: Suggested Emily Carr Pictures for Analysis

· student handout: Emily Carr—Background Research

· student handout: The BC Legislature Mural Debate—Part 1

· student handout: The BC Legislature Mural Debate—Part 2

· assessment tool: Understanding Art as an Expression of Culture

If students do not have access to computers for research purposes, you may want to make colour copies of the paintings and photographs listed on the handout: Suggested Pictures for Analysis, and distribute them to students. You may also want to give them copies of the teacher resource: Emily Carr—A Brief Biography, and allow them some time in the library for researching Aboriginal history. If you are pressed for time and students have already covered British Columbian and Aboriginal history in the late 19th and/or early 20th century, you may want to skip the research and have students conduct the visual analysis, drawing on their own knowledge and understanding. 

Procedure

1. Introduce and display the Essential Question where students can see it as they work through the lesson. (To what extent does Carr’s art represent the culture and lifestyle of BC First Nations people in the early 20th Century, and to what extent how does this reflect the views of 19th century immigrants to British Columbia?
2. Begin by engaging students in an image analysis activity. Have students examine Emily Carr’s painting, Zunoqua of the Cat Village. You can do this either by providing the online version, available through the Vancouver Art Gallery collection (http://collections.ic.gc.ca/totems/exhibit/kwak/xwintro2.htm), or by printing the picture onto a transparency and showing it on an overhead projector. Write the following two questions on the board: 

· What do you see in this painting?

· What impressions or feelings does this painting invoke?

Allow students time to jot down their answers on paper, then discuss the picture briefly. During the discussion, you may want to ask the following questions: 

· What is the character or image in the foreground?

· Is the figure male or female?

· Is the character friendly or dangerous?

· Is the character moving or still?

· What might be the structures in the background?

· What are the images hidden in the growth? What are they looking at? How do they make you feel?

3. Now show them the photograph of the Dzunuk’wa (Wild Woman of the Woods) figure (http://collections.ic.gc.ca/totems/exhibit/kwak/xwintro2.htm) that was the basis for the figure in the painting. Ask students to examine this image and record their answers to these questions:

· What do you see in this photograph?

· What might be the connection between this photograph and the previous painting?

Once students have finished writing, discuss their responses to the preceding questions. 

4. Inform them that the painting was done by Emily Carr in 1931, and was based on the wooden house post in the photograph, which Carr sketched on location in a Kwakwaka’wakw village on the north-western tip of Vancouver island the year before. You may want to show the location of the traditional Kwakwaka’wakw territory in BC (http://collections.ic.gc.ca/totems/map/kwak.htm) and the location of the village in question (http://www.bctreaty.net/files/stat-isl.html). 

5. Ask students if they have ever heard of Emily Carr, and what they might know about her. Elicit comments, correcting any misperceptions students may have. Let them know that she was a well-known British Columbian artist who lived in Victoria, and that much of her work incorporates elements of BC coastal First Nations art. The painting they examined, Zunoqua of the Cat Village, is a good example. Tell them that Dzunuk’wa is an Aboriginal name for “The Wild Woman of the Woods,” a powerful being that figures prominently in many British Columbian First Nations belief systems. Show them the painting again, and read them the first paragraph from the teacher’s resource: Impressions of the Dzunuk’wa, or Wild Woman. Let them know that this is Emily Carr’s own account of her first impression of the wooden figure in the Kwakwaka’wakw village. Ask them:

· How does the painting reflect those feelings?
· Does the figure seem feminine to them now?
· How does that definition of the “Wild Woman of the Woods” conflict with Carr’s perception of the mythological figure? (the Dzunuk’wa was actually a violent, terrible figure, who captured and ate children)
6. Tell students that Carr was mistaken when she identified the figure carved into the wooden house post as a Dzunuk’wa. This is because she often travelled to remote First Nations villages without a guide to help her correctly identify the figures she would see carved into totems and house posts. Show them the photograph again, and let them know that the wooden figure on which Carr based her painting was actually that of a male ancestor that lived in the home that once housed the wooden figure. Instruct students to take a closer look at the photograph. Ask them:

· What has happened to the house that this house post once supported? (This house was abandoned and left to go to ruin.)

· What might have happened to the people who once lived here?

7. Inform students that works of visual art are not just pictures or sculptures that are pleasing to the eye. They can contain a lot of information not only about the subject of the art, but also about the artist and the society in which the artist lives. As a class, discuss what Zunoqua of the Cat Village might tell us about Emily Carr, her understanding of First Nations people, and British Columbia in the early decades of the 20th century. During the course of your discussion, you may want to ask students to consider the following: 

· Is the Dzunuk’wa figure portrayed in a positive, negative or neutral way? 

· What might this tell us about Carr’s perception of the “Wild Woman of the Woods”?

· What might this suggest about her perception of the feminine? 

· What represents the human world in this painting, and is it portrayed in a positive, negative, or neutral way? 

· Why are the buildings whole in the painting, when they had literally fallen to pieces in the real village?

· How is the natural world represented in this painting, and is it more or less powerful than the human world? 

8. Organize students into small groups (three to four members). Distribute the handout: Interpreting the Art of Emily Carr. Inform them that each group will be responsible for conducting its own analysis of one of Carr’s drawings or paintings. Go over the handout, explaining any new concepts or words (e.g., aesthetic). 

9. Distribute copies of the handouts: Suggested Emily Carr Pictures for Analysis and Emily Carr—Background Research. You may choose to assign particular paintings to student groups, or allow them to make their own choice. Try to ensure that each group analyses a different painting. 

10. When student groups have finished their analyses, have them present their work to the class. Instruct “the audience” to consider the themes listed at the bottom of the handout: Interpreting the Work of Emily Carr and take notes on what information their peers provide in relation to these three themes. 

11. Once the presentations are complete, engage the class in discussion. After briefly reviewing the different social messages that students were able to identify in Carr’s work, ask them if during the course of their research they came across any mention of Aboriginal images being the property of specific families. Invite comment, and then inform them that the right to carve or otherwise depict many Aboriginal images (e.g., supernatural beings, family ancestors) was an inherited right that was passed down from generation to generation. Other people were forbidden from using such images—yet Carr included many such images (such as the Dzunuk’wa, for example) in her art. Did she have the right to do this? Have the students consider the positive and negative consequences of Carr preserving these sacred Aboriginal images in non-Aboriginal art. 

12. Ask students to consider the extent to which their own modern perceptions of British Columbia’s past play a role in their interpretations of Carr’s work. When interpreting history, the perceptions of the interpreter play just as great a role in influencing the interpretation as the social context of the historical work itself. It is good to be aware of one’s own ethnocentricity and question one’s own assumptions when attempting to understand past cultures. Take a moment to explain what “ethnocentric” means. Ask the students to consider for a moment their own modern perceptions of women and First Nations people. How might these perceptions have affected their interpretations of Carr’s work?

13. As a way of bringing the past into the present, distribute copies of the handouts: The BC Legislature Mural Debate—Part 1 and The BC Legislature Mural Debate—Part 2 and go over them as a class. Write the following statement on the board: “Be it resolved that the images on the mural are offensive and demeaning to Aboriginal people, and therefore should be removed.” Assign pro and con positions to the student groups, and give them some time to prepare their arguments. Have pro groups match up with con groups and conduct a debate. Depending on the time available, you can make this debate as formal or as informal as you wish. Debrief the debate when students have finished. During the debrief, have them consider the following question: 

“Does the controversy over the mural tell us more about Aboriginal lifestyle, European perceptions of the Aboriginal-European relations in the 19th century, or modern perceptions of Aboriginal-European relations?”

Assessment

· Distribute the assessment tool: Understanding Art as an Expression of Culture. Have students refer to the notes they took on the group presentations in order to complete the self-assessment portion. Students should submit the assessment tool along with their notes and group presentation. 

· When assessing students’ group and class work, consider the extent to which they: 

· participate in class discussion

· articulate their position on a controversial issue (e.g., the mural) and defend it

· back up their opinions with historical facts

· demonstrate awareness of various positions on a difficult issue

· demonstrate awareness of how their own modern perceptions might influence their understanding of past cultures. 

Extension Activity

· If possible, take students on a field trip to an art gallery or museum that has Emily Carr’s work on display.

· Take students on a field trip to the lobby of the BC Legislature to examine the mural first hand.

· Take students on a field trip to an art gallery with First Nations art on display.

· Have students conduct research on how Emily Carr’s work influenced subsequent generations of Canadian artists (e.g., Canadian composer Jean Coulthard or Vancouver singer/songwriter Veda Hille).

· Have students conduct research on the influence the Group of Seven had on subsequent generations of Canadian artists (e.g., Toronto alternative rock band, the Rheostatics).

Teacher Resource: Impressions of the Dzunuk'wa, 

or Wild Woman

"Like the D'Sonoquas of the other villages she was carved into the bole of a red cedar tree. . . . No violence coarsened her; no power domineered to wither her. She was graciously feminine. Across her forehead her creator had fashioned the Sistheutl, or mythical two-headed sea serpent. One of its heads fell to either shoulder, hiding the stuck-out ears, and framing her face from a central parting on her forehead which seemed to increase its womanliness." 
Carr 1941:57 

Carr is mistaken. The inside house post represents a noble male ancestor of the Gusgimaxw family that owns the house and the privilege; he is holding a copper under his left arm and is wearing a sisiyul headdress. 

"As I grew older, my apprehension about masks changed to awe and a different understanding of their significance. Each mask took on the life and spirit of the persona it represented. Dzunuk'wa took on the spirit of womanhood gone mad, one who defied the most primal maternal instinct to protect children and instead threatened them." 
Chief Robert Joseph, Gwawa'enuxw tribe, 1998:22 

Dzunuk'wa was a giant female figure, twice the height of an average human. She has a black, hairy body, pendulous breasts, sleepy eyes that are said to glow like coals set in sunken eye sockets and pursed lips which indicate her cry "uu-huu-uu." 

She creeps through the forests searching for children whom she captures and carries in a basket on her back to her remote house deep in the woods. There she plans to eat them. One child always manages to outwit her and escape; eventually Dzunuk'wa is killed by a warrior. Those who vanquish her assume the Dzunuk'wa as a dance privilege or represent her as a crest image on a totem pole, house post or potlatch figure. 

It is said that Dzunuk'wa has poor vision and is somewhat stupid. She can be put to sleep if one points an index figure at her and slowly moves it in a circular motion. She steals smoked salmon and other food from humans. When she is in difficulty, she will reward those who assist her with food or other wealth. She controls the water of life and can bring back the dead by sprinkling this magic liquid on them. Her power is such that her very presence causes mortals to swoon or have nightmares. 

Carr's first significant encounter with a Dzunuk'wa image came in 1912 at Gwa'yasdams, a Kwakwaka'wakw village on Gilford Island. The twenty foot high carving had been erected in anticipation of a marriage transaction between a chief and his father-in-law. Carr had no idea of the meaning of this figure, as her subsequent correspondence with [anthropologist] C.F. Newcombe reveals. 
Newcombe's instruction allowed her to identify and comment briefly on Dzunuk'wa in her 1913 Lecture on Totems. Much later, in Klee Wyck (1941) in the chapter 'D'sonoqua', Carr created a romantic impression of her own relationship with the 'wild woman of the woods'. She expanded her 1913 narrative with two additional accounts about carvings in Tsaxis (Fort Rupert) and Xwatis where she sketched in 1930. 

The Fort Rupert Dzunuk'wa house post was part of a surviving house frame that she described as follows: 

"It was in one of these empty skeletons that I found her again. She had once been a supporting post for the great centre beam. Her pole-mate, representing the Raven, stood opposite her, but the beam that had rested on their heads was gone. The two poles faced in, and one judged the great size of the house by the distance between them. The corner posts were still in place, and the earth floor, once beaten to the hardness of rock by naked feet, was carpeted now with rich lush grass. 

"I knew her by the stuck-out ears, shouting mouth, and deep eye-sockets. These sockets had no eye-balls, but were empty holes, filled with stare. The stare though not so fierce as that of the former image, was more intense. The whole figure expressed power, weight, domination, rather than ferocity. Her feet were planted heavily on the head of the squatting bear, carved beneath them. A man could have sat on either huge shoulder. She was unpainted, weather-worn, sun-cracked, and the arms and hands seemed to hang loosely. The figures were thrust into the carven mouths of two human heads, held crowns down. From behind, the sun made unfathomable shadows in eye, cheek and mouth. Horror tumbled out of them." 
Carr 1941:50-51 

The house had belonged to Chief Nakapenkim; Kwakwaka'wakw artist Mungo Martin later inherited that chiefly name and built a smaller version of the house in Thunderbird Park, Victoria, in 1953. Carr is incorrect in attributing the "pole-mate" as a raven. It is a huxwhukw, a cannibal bird of the middle heavens, said to use its long beak to crack open its human victims' skulls so that it can devour their brains. 

The final description refers to her experience at the Xwatis, called by Carr the Cat Village: 

"Like the D'sonoqua of the other villages she was carved into the bole of a red cedar tree. Sun and storm had bleached the wood, moss here and there softened the crudeness of the modelling; sincerity underlay every stroke. 

"She appeared to be neither wooden nor stationary, but a singing spirit, young and fresh, passing through the jungle. No violence coarsened her; no power domineered to wither her. She was graciously feminine. Across her forehead her creator had fashioned the Sistheutl, or mythical two-headed sea-serpent. One of its heads fell to either shoulder, hiding the stuck-out ears, and framing her face from a central parting on her forehead which seemed to increase its womanliness." 
Carr 1941:57 

As Chief J.J. Wallas of Xwatis and many other knowledgable Kwakwaka'wakw experts have indicated, the carving represents a male ancestor. It bears none of the distinguishing features of Dzunuk'wa (sunken eyes, pursed lips, pendulous breasts). 

Teacher Resource: Emily Carr—A Brief Biography

Emily Carr, known as Millie to her family and friends, was born during a stormy winter's night on December 13, 1871. She was raised by a frail mother and a stern father in traditional English ways. Emily was the youngest of five sisters, and called herself “Small,” though she was older than her brother. Young Emily became the favorite of the family, especially of her Father. Emily walked with him to and from work everyday and helped him in the garden. Surrounded by British Columbia's rugged landscape, Emily developed a passion for nature, animals and art. 

When her parents died during her early teens, Emily escaped her oldest sister's strict rule by leaving to study Art in San Francisco. She later studied in Paris and London, where she was hospitalized for stress relief. She was told by the doctor that it was urban living that caused her stress, and that she should avoid living in big cities. 

After teaching Art to children in Vancouver, Emily returned to Victoria in 1913. To earn money, she became a landlady. She called her home the “House of All Sorts.” For twenty years, she worked as a landlady and as a breeder of dogs. In later years she took up painting once more. Her meeting with The Group Of Seven influenced her profoundly. Emily enjoyed living with her sister Alice and taking camping trips, during which she painted her beloved forests. At the age of seventy, due to failing health, Emily was told by her doctor to slow down. Her need to remain creative prompted her to start writing. She received the Governor General's award for her first book, "Klee Wyck." 

Emily Carr spent her last days at a home for the elderly and infirm, run by the Catholic nuns, The Sisters of the Love of Jesus, in the building that today is known as the James Bay Inn. The Inn was built in 1911, on Section LD57 of Beckley Farm. The address today is 270 Government St., Victoria. The Sisters took over the building when it was known as the James Bay Hotel, in 1942. In 1943, the building becomes known as St. Mary's Priory Sisters of the Love of Jesus guesthouse. It is here that Emily Carr died, on March 2, 1945. She is buried in the Carr Family plot at the Ross Bay Cemetery.

Emily Carr was a warm, independent, strong, modest, and extremely creative Canadian woman. She brought Canadian art to a new height, bonded with the First Nations people of British Columbia, and warmed our hearts with her stories.

From: http://www.tbc.gov.bc.ca/culture/schoolnet/carr/family/emily.htm#bio

Student Handout: Interpreting the Art of Emily Carr
As a group, decide on a painting or drawing by Emily Carr to use for your visual analysis. Some important things to remember when conducting this kind of study are: 

· artists do not always choose to represent events as they actually happened

· light, colour, and style create the “mood” of a painting or drawing. The way the artist uses these elements is just as important as the image he or she chooses to depict

· images in paintings may be altered or changed to represent the social and political purposes of the artist (e.g., a famous painting of the death of the French commander, Marquis de Montcalm at the Seige of Quebec, shows him dying on the battlefield when in fact he died the next morning in Quebec)

· any cultural expression, such as a book, film, or painting, should always be considered in the context in which it is expressed.

When analysing the picture, carefully consider: 

· the details of the work

· who or what is the subject of the picture?

· what is happening in the picture?

· what is in the foreground of the picture? What is in the background?

· what style elements does it employ? 

· geographic data

· where is the scene of the picture?

· how is the natural world depicted?

· how is the human world depicted?

· how do the human and natural worlds interact?

· historical data

· how accurately does this art represent the reality on which it was based? 

· what can you learn about the people or images represented in the picture?

· what views were held by society about the people, images, or themes used in this picture at the time it was created?

· sociological data

· if people are represented in the picture, what purpose does their presence serve?

· is what they are doing of any historical, sociological, or aesthetic significance?

· the emotional context of the picture

· what feelings or impressions does it evoke? How is this achieved?

· the picture’s aesthetic qualities

· what are some of the ways the artist has made this painting artistically pleasing?

· what stylistic elements does it employ? Is there any particular artistic philosophy associated with this style? What can this tell us about the culture in which the picture was created?

· the artist’s perspective and purpose

· why do you what does the artist wish us to think about the subject?

THEMES TO CONSIDER: 

· The role of women in early 20th century British Columbia: Emily Carr was considered an “eccentric.” Why? What was her perception of the “feminine?” How did she conform to and/or reject the traditional female role of her day?

· Aboriginal/European interaction: in her travels, Carr interacted with many different First Nations people. What were her perceptions of them? How does she portray their lifestyle? Can you identify any messages about the effects that Western expansion had on Aboriginal peoples in her paintings?

· Canadian Identity: in her work, Carr strove to represent British Columbia in a specifically Canadian artistic style. What aspects of Canada does she reflect in her paintings? How might her paintings have helped to define what it means to be Canadian? Why do you think the artist chose to paint this subject?

· Do you think the artist has a positive feeling for the subject?

Student Handout: Suggested Emily Carr Pictures for Analysis

· Pow Wow Platform, Alert Bay, undated
http://collections.ic.gc.ca/totems/exhibit/kwak/yalis/painthtm/02159.htm

· associated photographs: 

http://collections.ic.gc.ca/totems/exhibit/kwak/yalis/pn_htm/00255.htm

http://collections.ic.gc.ca/totems/exhibit/kwak/yalis/pn_htm/00835.htm
· Thunderbird of Wawkyas, Alert Bay, 1912 
http://collections.ic.gc.ca/totems/exhibit/kwak/yalis/painthtm/02157.htm

· associated photograph: 

http://collections.ic.gc.ca/totems/exhibit/kwak/yalis/pn_htm/02061b.htm

· Old Indian House, 1912
http://collections.ic.gc.ca/totems/exhibit/kwak/gway/painthtm/42351.htm

· associated photographs: 

http://collections.ic.gc.ca/totems/exhibit/kwak/gway/pn_htm/06065.htm

http://collections.ic.gc.ca/totems/exhibit/kwak/gway/pn_htm/00235.htm

http://collections.ic.gc.ca/totems/exhibit/kwak/gway/pn_htm/00042.htm
· D'sonoqua, 1912
http://collections.ic.gc.ca/totems/exhibit/kwak/gway/painthtm/00933.htm

· associated photographs:

http://collections.ic.gc.ca/totems/exhibit/kwak/gway/pn_htm/02450.htm

http://collections.ic.gc.ca/totems/exhibit/kwak/gway/pn_htm/14714.htm

http://collections.ic.gc.ca/totems/exhibit/kwak/gway/pn_htm/15562.htm http://collections.ic.gc.ca/totems/exhibit/kwak/gway/pn_htm/02432.htm
· Indian House Interior with Totems, 1912
http://collections.ic.gc.ca/totems/exhibit/kwak/tsad/painthtm/4238.htm

· associated photograph:

http://collections.ic.gc.ca/totems/exhibit/kwak/tsad/pn_htm/00244.htm

· House Front, Gold Harbour, 1912
http://collections.ic.gc.ca/totems/exhibit/haida/tcaal/painthtm/42334.htm

· associated photograph:

http://collections.ic.gc.ca/totems/exhibit/haida/tcaal/pn_htm/09059.htm

· Totem Walk at Sitka, 1917
http://collections.ic.gc.ca/totems/exhibit/totem/sitka/painthtm/94554.htm
· associated photograph: 

http://collections.ic.gc.ca/totems/exhibit/totem/sitka/pn_htm/0558.htm

· Kitwanga pole, 1928
http://collections.ic.gc.ca/totems/exhibit/gitxsan/gitwan/painthtm/00585.htm

· associated photograph:

http://collections.ic.gc.ca/totems/exhibit/gitxsan/gitwan/pn_htm/08582.htm

· Blunden Harbour, c. 1930
http://collections.ic.gc.ca/totems/exhibit/kwak/baas/painthtm/4285.htm

· associated photograph:


http://collections.ic.gc.ca/totems/exhibit/kwak/baas/pn_htm/00258.htm

· Vanquished, 1930

http://collections.ic.gc.ca/totems/exhibit/gitxsan/gitwan/pn_htm/08582.htm

· associated photograph:

http://collections.ic.gc.ca/totems/exhibit/haida/skedans/pn_htm/00552.htm
Student Handout: Emily Carr—Background Research

In order to interpret Carr’s work, it will help to know more about her life and times. The following websites may prove helpful to you in your research. 

On Emily Carr’s life and art

· http://www.tbc.gov.bc.ca/culture/schoolnet/carr/

· http://www.emilycarr.org/
The role of women in early British Columbia

· http://www.bcarchives.gov.bc.ca/exhibits/timemach/galler10/frames/index.htm (BC Archives Time Machine site—Women in BC History. Contains some good information)

On the Group of Seven 

· http://collections.ic.gc.ca/heirloom_series/volume6/24-31.htm (Canada Digital Collections site commemorating the 75th anniversary of the first Group of Seven public exhibition)

· http://www.mcmichael.com/group.htm (the story of the Group of Seven, presented on the McMichael Canadian Art Collection site)

· http://www.tomthomson.org/g7room.htm  (Tom Thomson Memorial Art Gallery collection of Group of Seven works, contains biographies of the different artists)

On BC First Nations History and Art

· http://www.bcarchives.gov.bc.ca/exhibits/timemach/galler07/frames/index.htm (BC Archives Time Machine site on the history of BC First Nations peoples—comprehensive)

· http://www.civilization.ca/cmc/cmceng/grandeng.html#menu (Canadian Museum of Civilization—features BC Aboriginal art, along with some explanations of the meaning)

· http://www.museevirtuel.ca/Exhibitions/Haida/java/english/home/index.html (Canada Virtual Museum site on the people of Haida Gwaii)

· http://www.virtualmuseum.ca/Exhibitions/Inuit_Haida/english.html# (Canada Virtual Museum site on the people of Haida Gwaii)

· http://www.civilization.ca/membrs/fph/tsimsian/socintre.html (Canadian Museum of Civilization exhibit on Tsimshian society culture—one of cultural groups whose villages Carr visited were Gitxsan, part of the Tsimshian people)

 Student Handout: The BC Legislature Mural Debate—Part 1

Chek TV News April 6, 2001

Debate Over Breasts In The B.C. Legislature Stalled

“Mural Said To Be Historically Accurate But Offensive”

The BC Legislature is known for its unique architecture, stained glass windows, ornate ceilings, marble lined library, pristine chamber, and…naked breasts? One of the murals in the lower rotunda depicts local native women helping white settlers more than100 years ago. And it depicts them as being topless. 

Painted in 1932, the mural has been criticized by some native groups as offensive and historically inaccurate. Now, a panel of experts has recommended the mural be removed, at a cost of $300,000. It’s something the NDP government wants to push through in the dying days of its mandate. 

"This matter was referred to the legislative assembly management committee, a non partisan all party committee. The problem is that the Liberal Opposition has decided for its own reasons that the committee will not meet," said Nanaimo MLA Dale Lovick. 

"They refuse to attend and without the Liberal’s representatives the committee has no power to take action."

(From:

http://www.chektv.com/ca/news/stories/news-58390120010406-180421.html)

SEE THE MURAL AT:  

http://www.parl-bldgs.gov.bc.ca/galleries/murals/index.htm
Student Handout: The BC Legislature Mural Debate—Part 2
Chek TV news, Victoria  

April 11, 2001

Natives Hold Protest Against Legislature Murals

“First Nations Summit Says Murals Are Historically Inaccurate"

First nations leaders are calling for a mural painted in the Legislature over 70-years ago to be removed. They say it's offensive and inaccurate because it shows bare-breasted native women in subservient roles to white settlers and Wednesday they took their case to the front steps of the legislature. 

"With respect to the murals, we feel that we’ve been very clear about our feelings [about them] and the message they send to the rest of the world -- having those kinds of symbols in the seat of the B.C. government that says this is the relationship between aboriginal and non-aboriginal people," said Kathryn Teneese. 

"Granted it’s history, but it’s not an accurate reflection of history." 

But a panel of expert's report on the mural concludes the depiction of naked breasts and the women doing subservient appears to be historically accurate. It even suggests the women may be slaves of local aboriginal bands, not of the settlers. 

"They said that there’s no basis that that may be true. I mean, it was an assertion by the panel," said Robert Sam, Songhee’s Nation Chief. 

The issue is clearly a sensitive one, and it’s become a political one as well with the Premier wading into the fray. 

"They want these removed I believe that British Columbians, being fair minded, would understand that issue and that’s why I believe it would be a very good gesture on our part," said Premier Dosanjh. 

It will cost almost $300,000 to remove the mural and the panel of experts that advocates its admits that could end up destroying it. 

It's concerns like those that have the Liberal Opposition suggesting the whole matter be referred to a legislature committee. 

"These are not my buildings or any one group of British Columbians’ buildings, these are the parliament buildings of B.C., they belong to the public and the public deserves to be included in this discussion," said Gordon Campbell. 

 It's unlikely a decision will be made before the next election, which means a Liberal victory would ensure no final decision would be made on the mural's fate for weeks, if not months. 

(From: http://www.chektv.com/bc/news/stories/news-64902020010411-190410.html)

Assessment Tool: Understanding Art as an 

Expression of Culture

For the student: answer the following questions in order to assess what you learned in this lesson. 

1. What are some of the ways painters convey mood and emotion in their work?

2. Provide a specific example of how Emily Carr’s work reflects her understanding of women’s role in society. How did her perception of the feminine differ from that of her contemporaries? How does that differ from your own perception of the feminine?

3. Provide a specific example of how Emily Carr’s work reflects the impact that western expansion had on Aboriginal society. 

4. How is Carr’s work uniquely Canadian in nature? Provide a specific example in your answer.

5. Provide a specific example of how your own modern perception of women, Aboriginal people, and/or what it means to be Canadian may have influenced your understanding of the past. 

For the teacher: complete the following table

	Student Achievements
	Student Self-Assessment
	Teacher Assessment
	Comments

	I can explain some of the techniques painters use to convey mood and emotion
	
	
	

	I can explain how Emily Carr’s work reflects the changing nature of women’s roles in society
	
	
	

	I can explain how Emily Carr’s work reflects the impact that western expansion had on Aboriginal society
	
	
	

	I can explain how Emily Carr’s work was uniquely Canadian 
	
	
	

	I am aware of how modern social perceptions may influence our understanding of the past
	
	
	


Rating Scale: 
4— Outstanding



3— Good



2— Average



1— Poor



0— Not submitted
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