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Sti:i6 People and Cultural Identity

Sté:16 people live along the shores of the lower Fraser River watershed, from the mouth of
the Fraser River to just above the town of Yale. The traditional language of the 5t6:/6
people is Haly 'eméviem. This language is also shared by their neighbours on the southeast
coast of Vancouver Island. from the Malahat o Nanaimo. Halg'eméylem is one of the
distinet languages which make up the larger "Central Coast Salish” area. which includes the
Straits Salish people of the Saanich Peninsula. Victonia, Bellingham, and Semiahmoo Bay:
Nooksack people from the Nooksack River watershed: Clallam people from the northern
shores of Olympic peninsula: and Squamish people [rom Howe Sound.  Although these
neighbouring peoples have different languages. they share many cultural traditions. including
art. Thus "Coast Salish art” is often referred 1o when speaking about the art a S5t4:{/0 person
has produced. The St6:46 are thus, part of a larger cultural continuum,

Art produced in the Sro:/6 tradition has a set of rules and forms which define it as a distinct
art form. This art is distinct from the traditional work of other Northwest Coast peoples
such as the Xuada Huida or Kwakwaka walkw, although in some formal respects common
themes in traditions can be seen.

Distinctive Sto:46 art traditions extend far back into antiquity, with the earliest examples
dating back over 6,000 years. Of course. changes have occurred in both form and style of
art over this very long period of tme, as artists continue to innovate and express themselves
and their culture. The traditional St6:16 art can be looked at in a number of different formal
categories, including: ancient art, two-dimensional design and sculpture, basketry, and
textiles.

Discussing $t6:/6 artistic traditions is difficult to do respectfully and with authority without
being a cultural "insider". To facilitate this, below is provided a discussion Sto:10 artistic
traditions from a number of perspectives. These perspectives are provided to give a rich and
diverse sense of the meaning and complexity of these artistic traditions. Although at one
level, the objects shown in the figures speak for themselves, these voices give the pieces
additional cultural voices and meanings.
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Stan Green on Traditional St9:/6 Design and Form

Stan Green is a contemporary artist who uses the traditional forms and designs of his people
- the Sei:16 people - in his work. He studied at the Northwest Coast art school at K'san
where he learned from such masters as Robert Davidson. The Salish style of art has become
his specialty. The tollowing discussions come from an interview recorded with Stan Green
regarding Sto:/6 artistic traditions.,

Formal Elements of Salish Design

Well, I went 1o the carving school up at Hazelton and before I went there T only
carved a few pieces where 1'd look at them in pictures and figured out the carving.
When [ went the K'san school they taught me there was a set way. Robert Davidson
said that it was like the ABC’s of carving. You follow your rules and out pops a
piece. And it was the same way when I came home. [ tried to learn about the
Salish. And there was nobody I could really talk to. T talked to a number of the
Elders. There wasa't anybody reliable that could tell me what were these elements on
this old carving, or the spindle whorl or such. I went to the libraries and museums
and I studied the pieces. There seemed to be a set pattern down. the same way as the
northern pieces. If vou study the northern pieces. they have the ovoid, the u-shapes
and the s-shapes. That's what they teach vou.

When you look at the Salish pieces and repeatedly. you see the oval, [or the main
source taking place of the ovoid. They have a split-u shape, a softer-u shape. West
Coast people have a similar idea of a soft split-u shape. Not the same as the Salish,
but their own different stvle. Another thing that distinguishes it, parallel lines, the
splits, the crescents. They ail add up and make the Salish design. So, if you study
the old picces you can see all these down on the old carvings where they show the
designs, the ratties, the masks. the spindle whorls. You can see that in the style of
carving of the faces. How the faces are carved, the strong brow, the slender nose,
the small mouth, the head.

A lot of the carvings... I'm not even sure what the word is... the proportion of the
carving are almost natural. Natural where. the body is split in six different sizes to
measure everything. In the Haida the carving is split into two, the head is half of the
size, the rest of the bodv is the other half. Tsimshian is split in thirds. There is a
third for the head. a third tor the top. and a third for the bottom. But the Salish
design is pretty well proportioned, almost natural, how its split in six differeat parts.
The design isn't as abstract as the northern pieces.
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The northern pieces to me. vou have o be able to understand the design. They are
all very close, the birds, the owl. the hawk. the cagle. There’s only very subtle
differences in the beak. and sometimes in the claws, or the cars. that distinguish the
birds. The animals. the bear. the beaver, the woll, they are all very similar in style
and design. Again, it is only the spout, the ears and the claws which distinguish the
animals. The Salish. to me. they are a little bit more natural in form. If vou got an
animal with a long tail. you can see it climbing down. the otter, or a beaver, or a
wolf, that is verv simple in form. vet very distinctive with what they were rving o
poriray.

The Popularity of Salish Design

The stone bowls, the spindle whorls. the design on the picture shown there [wooden
howl, Stan Green catalogue] same idea on wood centuries or generations later.
Somebody that was talking to people and passed on down. and just through our
generation and my grandfather’s generations, it was lost. Over the past five
generations it was completely lost, where the only way you could learn about that was
to go into the museums or the libraries and study it. Today the people are picking up
on it again. like in this picture here [spindle whorl from inside cover ot Gufstaison
1980]. A number of the artists that are doing Salish. which is very few, they are
starting to put out the Salish again, where you look at it and say "Well that’s Salish™.
When I first started doing Salish. people would look at it, even my own Salish
people, and [ would show them a design that [ did, and "would you be interested In
purchasing this print?” And [ would show it to them and they would look at it and
say. "Oh. that’s nice Stan, but have you the red and black ones? Those are the kind 1
like." Today is very similar, but there is a lot more people understand that we have
our own style, and we are starting to get reaily proud of it now.

=
The Diminishment of Salish Artistic Traditions

A lot of it had to do with residential schools and the coming of the missionaries,
that’s where a lot of it went in. The government made their own stop a long time ago
... the rules and restrictions that were put on them, the children being taken away
from their homes. And that’s where the traditions and the culture were lost. We
weren't aliowed to participate in it any more and when [ was a young boy, it was
onlv just a few things that people would talk about.  And some of them were the
family wavs that give us the spwdovxwey, the syiwmexwises, the longhouse. But the
vast majority was never talked about. That dances. the rituals, the culture. the
ceremonies, the heliefs were talked about very little.  And now . wday also. not many
ol the parents ol the people understand the culture and teach it to the children. There



has been programs like what you are doing here [the St0:/6 Curriculum Consortium],
that help the people to understand about it. A lot of times the children learn
something about the people and they go happy and tell their parents about it and the
parents maybe heard about it a little bit a fong, long time ago but never ever talked
about it or a large majority never knew about it until then. And that’s the sorry part
about our people now. A lot of them don’t understand Salish, what it is to be Salish.

o
Stories and Arr

This one here is "Lost in the Fraser”. This is one of my own designs. After I did
the "Spindie Whorls" [ was working with a company in Vancouver. They were people
that. .the public was like sucking up. here i1s a Salish artist finally and doing Salish
work. And they were buying up my work pretty good all of the time. Then I wanted
to do a square. reclangular picture, I says. All of the artists, they said "No., just stick
to the spindle whorl design the people know you of your people [Salish]. T said "well
all of the other tribes do rectangle. they do any kind of picture they want to do.”
They said no. So [ went home. [ had this one piece and 1 brought it down to them
and showed and explained to them what it was. They thought it was a strong design
and a nice design and what it is the background is out in the Fraser river. The fish i
the front here are the sturgeon. The man in the middle here holding on to the
sturgeon with his hands forming the fins on the surgeon. Is pushing himself out.
There was 2 man that drowned in the Fraser river and he lost his life. A lot of the
peopie along the side of the river, the fishermen, a lot of them lost there lives. They
had to learn to respect the river. If you didn’t respect the river then it take vour life.
To ease the people’s minds, there's a sturgeon that went up, if somebody got lost in
the river, they were alright. But the surgeon people went and they took them. They
took them to the bottom of the river. The bottom of the river was a village there and
he lived there then, that fisherman. And he was alright. That was the only wav ol
easing the peoples minds that "all my sons drowned in the river and ... There’s a lot
of stories like that the animals taking the man to the other world where the people go
and they die. But they say that when you die, we go the other world and I'm going
to be with my grandmother, my mother. my father, I'm going to be there with them
when [ leave this world. We will all be together. And so our life goes on, on and on
again. It's a part of the wav of life, a part of beliet.

Hands of History - Transcript of Rena Point Boulton on Basketry

Rena Point Boulton learned the art of basketry from her mother. She weaves coil-wrapped
cedar root hasketry, which is one of the most distinctive and traditional technigues of the
Sto:1o people. She was filmed by the National Film Board of Canada for Hands ot History.




The following transcript documents some of her perspectives on basket making.

P

Being obedient to the teaching of my Llders

[ was considered a great find in the 1950°s and 607s, that I stll remembered how to
weave bullrushes. [ was found weaving a basket that [ had dug the roots and split.
and everybody said "Oh, we have an expert here, an artist.” I had never considercd
myself an artist. | was only doing what [ was taught to do. But because no one else
was doing what [ was doing, I was called an artist.  To this day 1 don’t think of
myself as an artst. [ just think of mysell as being obedient to the teaching of my
elders. And I'm passing on my teaching to the next generation.

bt M

Baskets were of use to the people

Everything that [ learned to make were of use to the people. The baskets were used
for cooking, for carrying water, for picking berries. The open weaves were used tor
washing fish-heads. for washing clams. for washing seaweed. The blankets were
used for ceremonies and for bedding. The mats were used for ceremonies.  You
stood on them when you received a name. This was an honour to stand on the mat of
an elder who wowve this with her hands.

Status of Artisans

They were special people in the village these canoe carvers, or house builders or
basket weavers, blanket weavers. They were treated with great respect. The people
looked upon artists as almost holy. They were revered. And if they didn't have
imaginations thev wouldn’t hold a position like that. They had to be unique like that,

vou know.

Buskers and Politics

My children were growing up and going their own way. so | got involved in Indian
politics. [ did this very rebelliously because [ knew 1t was against the law for us to
do this sort of thing. We were not ailowed to. It was in the Indian Act that we were
not allowed to participate in any kind of tunctions. weaving Indian garments. or
anything to do with potlatching. But I wanted to prove that it wasn't wrong. So very

-]



openty [ made skirts out of cedar bark and capes and [ dressed my children and we
performed. And because 1 did this, a lot of political people saw me do this, they
were at the festival, so | was asked to take part in the cultural revival of our people,
so I did this.

b ¥
Discipline, Busketry and Making a Living

Well, the first thing [ learned was discipline. I was made to sit certain lengths of
time when my grandmother told me stories. [ was allowed to help her to tease wool
that she was working on. But learning to sit for great lengths of time was the hardest
for me. But as ! grew older, it became casier. 1 was not allowed to play with other
children until 1 learned obedience. And then I learned to spin wool on my knee with
a spindle whorl, which we call sélseltel. And then [ learned to weave on the loom
and to knit sweaters.

The first group of baskets I remember I finished, with a mat. I brought them down w0
the arts and crafis society and [ went there and sold them. And 1 ftelt like a traitor.
After they wrote out the cheque and gave it to me [ went and sat in the car and | was
sitting there alone, and I started to weep, you know. And [ feit as if I had soid my
elders down the river, because here thev had given me this beautitul art and [ was
selling it. I felt so guilty and [ sat there and | was crying away and my husband came
and he looks at me and he said "What's wrong, dear?" you know and I toid him,
"Well I don't feel right about selling those baskets.” And he told me "Well in the old
davs we would have been taken care of. People would have made sure you had a
good place to stay and food, but today it is not like that. You have to seil them in
order to make a living if this is what you are going to do for a living."

Anabel Stewart on Salish Weaving

Anabel Stewart. from Chilliwack, is one of the original women who participated in the Salish
Weavers Guild. This group of 8t4:10 women got together in the late 19607s to revive the
distinctive art of Salish weaving. At the time, only one woman, Mary Peters was still living
who learned the techniques of weaving trom her ancestors. Working with local resident and
Indian activist Oliver Wells. the Salish Weavers Guild produced a generation of successtul
weavers. many of whom are passing the traditions on today. Anabel’s words come (rom a
conversation she and [ had about teaching weaving in the schools.



Learning to weave

[t takes quite a while to learn. U'm still learning on lots myself. [ learned from
watching Mary Peters for the first weaver. I picked up a lot of tricks. just watching.
She was the only one weaving and Oliver Wells seen her and [ don’t know what he
was doing up in Seabird but she had a weaving on her loom. So he got her talking
about it. He got the wool there not the rags she was weaving with. But her rag
weavings were nice. Like I've never tried weaving with rags yet but may be in the
old times my great grandmother did hey. She had weavings that she gave away.
people like Amy Cooper , she had the last one that [ knew of. [ don’t know it it’s in
that museum, [ got to find out.

He got different people interested. Martha James was the {irst one that he approached
to do weaving and she talked to me and Irene James. And there was a few more after
that but we were the first ones to start again. The ones that were involved with the
Salish weaving when we first started | a lot of them are gone, hev. A lot of them
weren't invoived with, believe in their belicts. Die their wool. doing their own jobs.
That’s how come I didn’t learn how to spin. Just the weaving.

&

Traditional materials and uses of weavings

They used the mountain goat and dog to make this fibre and the weavings that they
used in potlatches. The chiefs wore them. [f vou look in the history of the valley
and you see these chiefs, they all had these blankets on. They all had them. I see
old pictures and when 1 really look, all the chiefs or whoever, they had these
blankets. [ think even at Coqualeetza. they say it is the meeting place here, you
know Coqualeetza. The chiefs used to come down here and meet. [ think long time
ago they used to really use the blankets so they can keep warm. [ see people, even
voung ladies with it wrapped around their shoulders. And they all look long, they
nad big blankets.

Muaking u weqving

This is the tree-floating bar here that the thread is put on. [ usually have a thread
hanging from here. This bar is in the middle here. From the top bar, I hang a thread
down about four inches or something. Then you tie vour warp. tie it on there on the
bottom bar. Then vou go just go to the top and go down the back. and go over this
middle rod, and keep going back and forth. When you are eventually done the
weaving then vou take your rug off, vou just pull this bar out and the weaving opens
up with loops. That’s how vou do that.
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When you work vou have to move the middle bar along. [t has to be able 0 move. |
usually work from the top of that bar. Then I work up towards the top. Mary Peters
used to work down but when we started. we all worked up. 1 don’t know why, but 1t
works for me anyway.

I start weaving from the lelt side. [ get the threads and work haifl way then go
around once. Then I start stitching one way go around and then start back. Cover
vour warp with the welt threads. I just keep going until I get down to the end and
then I go around. Then I go back. This is twining.

iy 9
Muaterials used for weaving roday

I usually use the four plv, Mary Maxim, four ply heavy wool. Usually 1 like to stick
with white. Sometimes white is hard to come by. For the warp I used to use, what
did they call that, it's just about like rope. Jute. It works out alright but it’s really
hard on vour fingers. It will wear your fingers out fast [rom rubbing on that.

For the welt, [ use sheep’s wool. This is spun for weaving and it usually is a fite
thicker than how it is spun for Indian sweaters. Twice as thick, usuvally. Alter you
get it spun and vou do the dving.

Dying the wool

We usually get what ever we are going to dve what colour we are going to dye the
wool. Like the gold and that, you can get it from flowers like Dahlias, or goldenrod,
that’s for the golden colour. The greens you get from barks, and you have to know
where to get these things. The cedar bark makes a red. it's real deep red.

You have to boil it in an iron pot. You have to leave it in there a long time. [f you
use other kinds of pots and you can use salt. It you use the salt to hold the colours it
changes them. If vou put the salt into a yellow dye bath, it will change to green.

hr

Designs on Sulish weavings

We were told when we started to weave, to pick our own design. We had our own
design that we done. As you go on with your weaving you pick up little tricks on
how to put vour design on there. You don’t put vour design on [irst you work it into
vour weaving, Like the diamond. vou start off with one thread and vou leave it
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hanging and you come back and pick it up and just keep adding on. on each side of
that diamond. Then vou go in from the where your diamond goes in, stitch on hoth
sides. 1 work through the rug and my patiern goes on as [ weave,

We were told 1o make our own design like vou know figure out some pattern that we
could put on our weaving. [ come out with a couple of patterns at that time of my
owil. The one that | started with is a Wells rug. The reason why [ call it the Wells
rug is that Oliver Wells and his wife decided to keep the rug here instead of selling it
They were in the business of selling. When I did this weaving they decided 10 keep
it. 1don't know if Oliver's daughter Marie stiil has it or what they did with all the
old weavings, but he had a lot. Any pieces that he saw and that he liked, he kept.

I usually have my own design plan, [ just have to figure how the big the rug is going
to be. And I have to break it down like in half and work it out how wide it is. Then
[ put in markers for my diamonds. [ usually have diamonds on there. | mark them
and for every colour, this one colour carries along to the fourth warp before I start
my design. Then I put on my warp and work it this way and bring it here and leave
it with the string hanging down. Then [ put on the other colour. [ carry it along and
have the centres of the diamonds marked. [ always have to come back and count so
the design is not off. Then I put on another colour and carry that along and weave 1t
again. Then when 1 come back I'm going over one stitch ¢ach time on the one side
and | take this one and I'm coming one stitch that’s going in until I get to the end. 1
have one thread on top. ['m coming this way see this one thread just go right over
that.

I keep working it until it’s finished. Then if [ want another colour I just put it on.
Threads draw real easy sometimes you pull them and down like I put them over my
warp. [ pull them down if I need it you have to break them. You have to break
them and sometimes when you're pulling it down. it will catch another thread and
they will join. So they join quite easily. Just pull the thread around and they are
joined. Put one side in and twist it and you go it’s joined.

2
The meanings of the designs

Thev have diiferent meanings just about every where that you go but diamonds 15
mostly used on the weavings and [ heard that it is ever lasting life. The other
diamonds are friendship. People in Coqualeetza they had a hook with the meanings
on there. This weaving of mine that [ call the Wells rug. When they put a name on
that they call it the butterfly rug. It doesn’t look like a butterfly but that’s what thev
called it.

There's a lot of people that would like 1o know meanings what designs are and that.



But mostly they are just designs.

Learning by watching und doing

If vou are really interested in weaving vou can't learn it right away. You have to
come and it’s better if vou can see somebody doing it show that you can catch on
Faster. When [ learn the basic stitch on the loom, and that was just the basic, no
pattern. You have learn and mavbe see somebody try to put the pattern on to have
some idea how to put it on. You can't just go there o a loom, and 1t’s going to come
to vou. You have to see somebody do it. And me. myself 1 would like to see
somebody do the twill weaving. [ have been wanting t get into that. [ tried a tew
stitches but 1 don’t carry it through when [ was done.

Anything that you do with crafts, I think that you need somebody to show vou then
vou will know. It’s better than the trying o tigure out from one book. If they are
interested in learning then they can. [ guess that’s about it.

i ¥

Two Sxwayxwey Stories - Chief Richard Malloway and Wayne Suttles

The Sxwayxwey mask is one of the most well known and beautiful objects of the
St6:16 artistic tradition. It is very special and deeply spiritual mask. Below are two different
stories about the Sxwayxwey. The {irst was told by the late Chief Richard Malloway about
the origin of the Sxwavxwey that his family carries. This story is a published account which
he told to Dr. Norman Todd in order to teach people about the mask. This story is printed
here to further that teaching. The second story is one told by the anthropologist Wayne
Sutties describing a Sxwayxwey dance. Dr. Suttles has studied Coast Salish culture has
attended many Sxwayxwey dances. His perspective is one of the observer. Knowing both of
these stories gives a much broader understanding about the mask than looking at its formal
"artistic” features alone.

The Origin of the Sxwayxwey, Narruted by Chief Richard Mualloway

The Sxwayxwey was picked up by two voung girls. They lived at Harrison
Mills. and where they picked it up was at the mouth of the Chehalis and Fraser
Rivers. where it comes together there.  And these girls happened 0 be - T know they
called them - old maids. 1 don’t know how old they were, but they weren’t married
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you see - they were single. and their brother was single too. Seems to me there was
three in the family.

These girls were out fishing, and while they were fishing they caught
something very heavy on their tishing line. so they pulled it in -- they didn’t get
scared and let it go -- they pulled 1t in. When it came out ot the water there came
those spinners we use now in the spiritual dance. There were four spinners. and they
were spinning as they came out of the water.  As it came out of the water, whatever
was in it slipped away, so they pulled the mask and spinners out of the water. and
took it home.

The spinners were fixed to a band at the top of the mask. and they gave this to
their brother, who used it just around the river. At that uime, there was a lot of
fighting among the Indians and when he was down the River one time he was
cornered by the enemy. He had no way to get away, so he jumped in the river,
When he went in the water, the band came off his head and started floating down the
river, and the people who were after him shot at it, and he got away. 3o the feathers
and band saved his lfe. and that's why we came to treasure these feathers, and when
we started using feathers on our spiritual uriforms we used one on each uniform.

So that’s how we came to use feathers, although they don’t reaily belong to
the Fraser Vallev, but they belong to the Eastern people. We treasure them because
thev saved a life.

When you see a Sxwavxwey dance today it’s all girls who sing the song, for
the simple reason that it was girls who picked it up.

Later on those two girls got married and left home. One of the giris got
married in Sumas (Kilgard). One of them got married there, and then the other got
married down at Musqueam. and she went down there. From there her daughter
went across to Duncan, and that’s how the Sxwayxwey went from Harrison to
Musqueam and then to Duncan.

The girl who went to Kilgard had a daughter, and she got married and came
up to Chilliwack. She came over this way., and made a home just about where [ live.
And they started the masked dance there, and my great-grandfather, he was the head
of it. He used that mask. but I don’t know if he was the one who married this girl or
not. His name was Yukpalem, Yukpalem was his name. I know the name and
passed it over to my brother (Vincent Malloway).

[ tried to find out who were the descendants of these people. and [ asked the
people who tve over there at Harrison Mills. "You know anything about these girls.
and the young man?® Nobody secems o know anvthing about it. [ suppose that all of
them were wiped out, so [ couldn’t get any satisfaction out of it
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My mother told me the story that T am telling. 1 don’t know about this other
Sxewayxwey mask down there at Laidlaw. I never heard about this until after my
brother Bob Joe had passed away. He was married to Amelia. and she came from
Laidlaw. She was the one that told the storv to Wilson Dutf when he came up here.
[ think that story comes from Laidlaw.

My mother was born in Chilliwack, on the Skaw reserve in 1876, and this is
her story -- the Chilliwack story. I know the song of the Sywayxwey and [ recorded
it. Tt says that the brother has a stomach of stone. That means that he in unfriendly
and nobody likes him. and he doesn’t like women.

We are trying to revive the Sxwayxwey here, and. vou know the rules of the
Indians are strict. You have to belong to the family which found the mask it you
want to use it. This is one of the reasons | want to record this. Since the mask came
up here to my family we have the right to use it.

At a Sxwayxwey Dance, written by Wayne Suttles

The time is the latter part of the last century. The place is a 516:[6 village on
the Fraser River. It is just before dawn. The houses of the village stand in a row,
end to end. their walls an almost solid front of great cedar planks. Their roofs are
nearly flat and thin smoke rises here and there from gaps between the roof planks.
Inside, the people - hosts and guests - are sleeping on the bed platforms. Suddenly
there is a thunderous crash. Someone Jhas raised one of the heavy roof planks and let
it fall. We hear chanting. The sieepers awaken, knowing that the family whose turn
it is to potlatch today will be using the Sxwayxwey.

When the sun is up and the people have bathed and eaten, the potlatchers
begin bringing out blankets and hoisting them up to the roof of their house. They
place a canoe in front of the house and pile more biankets and other things in it.
Beside the door they set up a cubicle, a kind of roofless tent, of poles and blankets,
and nearby they set up a long box drum. Neighbours and guests gather to watch,
filling the space between riverbank and houses.

Toward midday the event begins. From time to time sounds have been heard
coming from the cubicle. Several women sit beside the drum and one begins a steady
beat. Now a tigure emerges from the cubicle. [t is a Sxwayxwey dancer. High on
his head he wears a wooden mask. painted black, red and white. It has a round face
with a pair ol horns rising upward and a long, broad lower jaw and tongue extending
downward. Its eves project on stalks like the eyes of a crab or snail. Its nose 1s the
head of a bird and the wps of its horns are also birds” heads. The mask itselt 1s
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topped bv feathers and lexible wands bearing wfts of white down. Around the sides
of the face and under the tongue is a semicircular ruff of stiff feathers. evenly
trimmed. A cape covers the back ol the dancer’s head and his back.  Around his
body are cords with large white feathers hanging from them. and on his legs, leggings
of white downy bird skin and anklets with deer hoof rattles. He carries in his right
hand a rattle made of a pair of wooden hoops strung with big scallop (Pecten) shells
and in his left hand a hemlock bough.

He advances. dancing with short prancing steps, raising his right arm along
with his right knee and his left arm along with his left knee. After a few steps
forward he retreats in the cubicle. He advances and retreats a second time and a
third. and then with the fourth advance he continues onward. he is followed out by a
second dancer, who likewise makes three starts before proceeding on the fourth. A
third follows. doing the same, and then a fourth. Now all four are dancing around
the canoe in a counter-clockwise direction. We see that the dancers wear shightly
different masks and differ a little in stvle of dancing. As they dance they shake their
heads. the motion of their heads and bodies causing the tufts of down on their crowns
to sway and the feathers on their bodies to rise and fall.

Now the dancers move to the door of the house. A boy and a girl come out,
covered with strands of mountain goat wool. The dancers escort them to the canoe
and seat them on the pile of wealth. Now the women at the drum begim a song. The
dancers bring their rattles down hard with each beat.  As the song ends they converge
on the children. They pull back and converge again and again and on the fourth time
stand over the children and brush them with their hemiock boughs. The song and
brushing are repeated three more times. Now the dancers move [faster around the
canoe. People come out and hand them blankets, which are taken from them by
helpers. Finally, one by one the dancers return with a shuffling gait to the cubicle,
each advancing and retreating and entering, now exhausted, on the fourth advance.

Next the potlatchers themselves, the parents of the children. come out with
their speaker. There are interruptions {rom the relatives who give wealth 10 show
their support. After these speeches. the potlatchers’ speaker cails the names of the
invited guests, important persons from other villages. and the potlatchers give each a
gift from the canoe. When this is done, the speaker explains the reason for this dav’s
gathering, the bestowal of hereditary names on the children. Some of the guests reply
and receive more gifts. The potlatchers now mount the root and throw down the
blankets piled there for the throng below to scramble after. This day’s potlatching is
over. Feasting and games will follow. Tomorrow will be another family’s turn.
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