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it's time for you to listen for a minute

Cause this is where | share bits and pieces of my truth
What | know and don't know about life

It's time to think back

To remember who we were

Whoever that may be

Take back what we dream

And say what we mean

[ want to know more

You want to know more

But | always feel like obstacles are stopping me

And could it be that I'm trying not to see

Creating diversions convenient to me

Running away hurting my people, my family

And those most important Lo me

Well | can't do that anymore

Because I'm guessing through experiences and lessons
And I'm stopping the cycle and sending the message
And U'm trying every day | walk this earth

To stay away from what's bad for me

And the only way | can do that

is by recognizing the strengths we have

Power in numbers

We got ... power in spirit

| got ... power in music

| got ... power in my voice

Hear it}
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The Canadian landscape is shaped by its colonial past and present (Mac-
key 1999, Young i990), its global identity as a multicultural nation (Ban-
nerji 2000, Day 2000), and its proximity to the United States (Théberge
1997, Krims 2000, Pegley 2008). So too are the contemporary Indigenous
youth music cultures within Canada’s borders influenced by the effects
of these discourses and the processes by which they are mapped onto the
geographical, social, cultural, and political landscape. For local music
cultures across Canada, globalization continues to have a profound im-
pact on the way that cultural forms and practices - both those forms and
practices signifying the “traditional” and those understood as “contem-
porary” - are adopted, adapted, and developed, particularly in regions
that are isolated from major urban “cultural” centres.* Despite the fact
that the consequences of globalization and its impact on local music cul-
tures are often complex and contradictory at best (King 1997, Guilbault
1993, Taylor 2001), the globalization of popular music cultures such as
hip hop contributes to provocative ideas of hybridity (Bhabha 1994), to
the cosmopolitan citizen (Kristeva 1991, Derrida 2001), as well as to the
bleeding of identities and cross-cultural identifications {Diamond and
Witmer 1994, Mitchell 2001, Bennett and Peterson 2004). The emergence
and continuing rapid growth of a vibrant Indigenous hip hop scene in
the prairie provinces, specifically in Saskatchewan, illustrate these very
things. And if hip hop is a “vehicle for global youth affiliations and a tool
for reworking local identity all over the world” (Mitchell 2001), we need
to think about why and how hip hop culture created by Indigenous youth
living in Saskatchewan is an important cultural site for new dialoguces
concerning complex issues of identity, community, politics, and citizen-
ship within the context of Canada?

In contemporary Saskatchewan many unique, rich, and complicated
narratives of “traditional” Indigenous musics are represented - narratives
that have developed out of, or in spite of, the horrific circumstances asso-
ciated with colonization, settlement, and a federal policy of assimilation.
These narratives can be differentiated from those of other regions within
the context of present-day life in the prairic provinces. Today, music and
cultural practices represented as “traditional” (e.g., drumming, round
dance singing styles, powwow dancing, etc.) continue to play a primary
role in the preservation of identity, culture, and resistance for Indigen-
ous peoples. And yet many Indigenous youth living in Saskatchewan are
turning toward the arts practices of hip hop culture (rapping/emceeing,
pjing/beat making, break/hip hop dancing, and graffiti arts) as a way
to express and make sense of present-day lived experiences, including
the ongoing legacies of state enforced residential school programs and



ather practices of colonization, the current climate of contentious gov-
ernment initiated eruch and reconciliation processes, and systemic issucs
of racism, ﬁo,..c_.__.,._ and violence faced by young people today. These ¢y-
pressions are, as suggested in the title of this chapter, “bits and picces
of truth,” a E:.E& that reworks the second line of Saskatchewan emcee
Eekwol's lyrics to her song “Apprento,” presented above

One outcome has been the emergence of a different and arguably “new”
tyle of hip hop. Similar to other musical genres that have been barrowed
by Indigenous artists, this style of hip hop combines local, cultural, and

regional elements with current global hip hop forms and stylistic trait
_::, what makes it so interesting and provocative is that this new stvle
of hip hop allows for a rethinking of everyday life for young Indigenous

people living in Saskatchewan today.

Taking into account the relevance of hip hop culture on both a local
and global scale, in this chapter 1 address the significant impact of hip
hop culture created and practised by Indigenous youth living in Sas-
catchewan. To shape this discussion, 1 begin with the following :: es-
tions: How does hip hop play an integral role in narrating colonialism {as
experienced today) in Saskatchewan? How does hip hop as it is cr _M:cn_.
produced, and consumed by Indigenous youth challenge contemperary
Canada to think about "Aboriginal” politics currently and in the future
rather than think of colonialism as relevant only to the past? In what
ways does hip hop contribute to the struggle for decolonization in Sas-
katchewan?

Through a contextualization of the places and spaces in Saskatchewan
where hip hop culture thrives,” interviews with artists, organizers, and

young people participating in hip hop, and an analysis of :Em:;__
amples from Saskatchewan emcee Eckwol, I argue that hip hop is a con-
temporary example of a culture of sublimation through which Indigen-
ous youth living in Saskatchewan convey the no_:_.mn:m:c:m. struggles,
resistances, and celebrations of their current lived experiences while
simultancously attempting to acknowledge and respect the (hi)stories of
their ancestors.

The Many Spaces, Places, and Faces of Hip Hop Culture
in Saskatchewan

Contrary to its mythic identity as a ubiquitous flat prairie landscape used
solely for agriculture, Saskatchewan is geographically diverse with a top-
ography of partial desert conditions ucir in the badlands, occan-like
ficlds of wheat, barley, and flax, rolling hills and numerous fresh-w
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ariculture, Saskatchewan is geographically diverse with a top-
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of wheat, barley, and flax, rolling hills and numerous | csh-water

lakes, heavy forests, and dense and unwieldy bush and rocky mining ter-
rain in the northern part of the province. For such a great and diverse
landmass, the province's population is small, just over :5 million mark
with almost half of the population living in the cities of Regina, the cap-
ital of the province, and Saskatoon, the corporate big business centre of
the province. Smaller cities, towns, and reserves dot the vast amounts of
highway and grid roads running north and south or east and west. And
yet one can travel for hours only to come across a signpost, a cluster of
vacant buildings, or the remains of an old house or barn. The remaining
evidence of once thriving settler communities amounts to abandoned,
decrepit, and boarded-up buildings, which followed the amalgamation
of schools, post offices, and other services, along with mass purchases
of farm land by large agri-businesses and the decline in the use of the
-ailway. The uncertainty of crops, the rise in farming costs, and the de-
pressed markets for wheat, barley, flax, canola, and other crops have cre-
ated difficult socioeconomic conditions for independent farmers, and this
has led to a growing pattern of relocation - from the rural to the urban.
Saskatchewan is home to numerous rural reserves® (some of the poor-
est in Canada) and twenty-eight urban reserves.® The provincial borders
cross through Cree, Saulteaux, Sioux, Anisnawbe, and Dene ter iu_.mmm.
and the communities are divided into Treaty Areas 4, 5, 6, 8, and 107 Ap-
proximately 142,000 Indigenous people live in Saskatchewan, and in the
20006 census collected by Statistics Canada, approximately 12 per cent of
Canada’s Indigenous peoples were living in Saskatchewan® which at the
time equalled about 14 per cent of Saskatchewan’s total population.” _.#,.
2045 it is predicted that the number of Indigenous people (including First
Nations, Métis, and Inuit peoples) will increase to 33 per cent of Saskatch-
ewan’s total population.!” These kinds of statistics are important for
couple of reasons: first, following the reports about the trend toward
rise in “Aboriginal” populations, we arc witnessing a variety of responses
illustrating what one could interpret as white-settler anxiety; second, the
landscape - social, cultural, geographical, economic, and political - has
historically had a considerable influence on cultural and arts practices
Today, its effects are clearly evident in how the culture of hip hop has de-
veloped and is understood throughout the province.

Hip Hop in the (Neighbour)hood
Hip hop culture seems to be everywhere one turns these days in Sas-

katchewan. Over the past five years, many hip hop-related community-
based arts projects, school _:.o_oﬁ.,n_ public awareness events, perform-



ances, and hip hop-affiliated businesses have sprung up in the major
cities of Regina and Saskatoon, in smaller cities and towns, including
Prince Albert and Moose Jaw, as well as in some rural communities.? 1,
Regina and Saskatoon there are hip hop events (often break battles o
rap “warz”) held at cultural exchange centres, restaurants (like Selam, an
Ethiopian restaurant in Regina), or community halls, which bring artists,
listeners, and dancers together on a monthly basis. Other smaller com-
munities (Prince Albert) and some of the reserves (White Buffalo) also
organize and present hip hop events, although these are not scheduled
quite as regularly. There are many hip hop shows presenting local, na-
tional, and international talent throughout the province. Online, there
are many list-serves, websites, social network sites, and forums dedicated
to hip hop culture in Saskatchewan and its connections with hip hop in
Canada and around the globe.

Over the past few years, there has been a significant increasc in the
number of free public workshops focusing on one or more of the four
primary hip hop elements (pjing, rap, break dancing, and graffiti). Many
of these workshops are geared toward Indigenous youth and/or voung
people living in the inner cities and are sponsored by arts organiza-
tions such as Paved Arts (in Saskatoon)' or Common Weal (in Regina
and Prince Albert). Other workshops are spearheaded by community
neighbourhood organizations that hold weekly or monthly sessions on
the hip hop elements as a way to support the interests of young people
specifically from their neighbourhood. One of the most important pion-
eering community projects in Saskatchewan was the Prairie Roots Pro-
ject: A Provincial Youth Hip-Hop Community Collaboration (Prp). The
prP was created under the umbrella arts organization Commeon Weal.
Common Weal’s vision and mandate is “to engage communities and pro-
fessional artists to come together and create art ... [to] inspire ideas for
social change through art ... [and to] empower people - and their com-
munities - to tell their stories in their own voices.™

For the pre, the primary goal was to organize hands-on workshops ol
the hip hop creative elements as a way to promote social change and fos-
ter connections between established and emerging hip hop artists and
youth, offering access to arts practices that may not otherwise be avail-
able.”” In the liner notes of the first PrP €D, the initial project coordinator,
Oin Nicholson, provides the parameters for the project: “The "hands-on’
collaborations between established and emerging artists and youth pro-
vided a forum for skill development and voice, while promoting access,
diversity and inclusion. The project covers a broad spectrum of content:

the social-political history and crea
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sity and inclusion. The proj

the social-political history and ereative process of hip- -hop, production,
recording, performance and product development” (Nicholson 2003),
The sites for the project were in three locations: Rezina, Saskatoon, and
Prince Albert. The programming included workshops, mentoring, access
ta equipment and materials, facilitators, and recording a compilation ¢b
presented as part of the Saskatchewan Centennial Celebrations with the

Saskatchewan Jazz Festival. In Nicholson’s words, “the project was suc-
cessful in that it connected youth from across the province in a m aning-
ful experience, and provided a forum for the voice of youth and Saskatch-
ewan hip hop, promoting understanding of their unique culture amongst
each other and with other Saskatchewan communities” (Nicholson 20035).

When 1 spoke with Nicholson at the Regina site about the prre, he

maintained a positive, almost idealist vision of the project. And yet, when

asked about issues of sustainability and gender representation, his re-
sponses became vague and he offered a comment about some young
women who had been into the space the day before participating in some
hip hop dance.® When | asked whether these women were also break
dancing, the answer was no, they were practising hip hop dance. His re-
sponse spoke volumes about the ongoing gendering practices often asso-
ciated with hip hop culture and its arts practices. Hip hop dance is a com-
plex dance form that demands competence, skill, strong cardio vascular
fitness, creativity, and rhythm. Yet, because of certain break styles, which
demand specific acrobatic and s strength movements, break is a form that
is often gendered as masculine, whereas hip hop dance is often repre-
sented as the feminine dance in a culture that generally offers very little
space for women's participation.

Nicholson opened up more about some of the issues s concerning ac-
cess to the project as our conversation continued. Some of these issucs
were about gender and the importance of drawing on women artists to
facilitate workshops and to act as role models, as well as about other con-
cerns such as access to the project sites. Although the rry held workshops
around the province and the three project sit
geographically located in the southern, central, and northern parts of the
province, it was not always easy for young people living in smaller com-
munities or on reserves to travel to the sites. Different events and work-
shops do travel to more remote locations, but an important aspect of the
PRP was its mandate to enable access to the sites and equipment and to
facilitate participation both within and outside of specifically designated
and organized sessions. Another consideration was that cach site did
not necessarily contain the same type of physical space or technological

s were established in cities




equipment; one location may have had a concentration on graffiti ares,
whereas another location focused on recording and production.

For Nicholson, and many of the other artists and youth who partici-
pated, the project “created a spark of creative, positive and conscions
cnergy that has already started to have a residual eftect” (Nicholson 20053,
In response to a paper presented in June 2008 at a conference held at the
University of Saskatchewan in Saskatoon, hip hop emcee Eekwol spoke
about the significance of the pre and the positive impacts it had on Sas-
katchewan communities:

[W]ithin the last maybe [our or five years, we've really started to
see these programs popping up everywhere, and it's really nice

to be consulted when these [programs] are coming up in youth
facilities and schools ... When 1 started eleven v_m.ﬁ.m ago, there was
absolutely nothing like this. Hip hop and rap were considered a
horrible, horrible genre, negative, gangsta’. So _F been spending all
these vears trying to prove that it is a positive form o?z_s.omm_::
that young people relate to because of the oral practice ... the
storytelling that’s involved in it and the way we can relate our
experiences through it.

Hip hop projects/workshops help artists like Eckwol and organizers like
Nicholson to demonstrate that hip hop can be a positive and socialiy con-
scious cultural expression rather than tied only to media representations
of gangs and violence. For Eekwol, hip hop also allows Indigenous youth
to connect with each other and their Indigenous cultures through the
practice of storytelling, which is so much a part of her Cree culture.

Ceep It Simple™ A Hip Hop Education

Hip hop is also becoming more visible in Saskatchewan in some of the
high schools, not only because of the commercial success of the hip hop
fashion that many students are wearing but more so because of the im-
plementation of hip hop programs in the curriculum or extracurricular
Saskatchewan schools are welcoming hip hop projects
or clubs as a way to create and/or hold students’ interest in subjects such
as English, poetry, music, arts, and social studies. Hip hop is also being

activities, Some S

used, however problematically, to offer incentives to keep students in
school, as well as to provide an alternative for students who do not neces-
sarily identify with or participate in conventional extracurricular activ-
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ol as well as to provide an alternative for students who do not neces-
v identify with or participate in conventional extracurricular activ-

like soccer, band, or basketball. Robert Usher Collegiate was one of

the first schools to initiate hip hop programming in Regina (2005-006)."
By introducing hip hop and creating a break-dance crew as an extra-
curricular activity, vice principal Corrine Miller had greater success in
keeping students in school and working on their studies. Her rules were
simple: participation in the club was open to all students who maintained
passing grades and attended classes. What she saw was an improvement
of about 20 per cent in achievement and a significant rise in regular
attendance.

In March 2006 1 presented a community talk on Indigenous hip hop in
Canada as part of the Nourishing Food Bank lunchtime community ser-
ies, and prior to the event | was invited to speak on the Canadian Broad-
casting Corporation's (CBC) Saskatchewan morning show to discuss
hip hop and respond to the aired csc radio documentary on the Usher
Collegiate hip hop club.’® During this segment, radio host Sheila Coles
explained that most of the students who participated in the club were
Indigenous youth, and then she asked why I thought Aboriginal youth
in Saskatchewan are drawn to hip hop culture? In my response, I offered
four thoughts. First, there is a productive (and perhaps innovative) aspect
in allowing young people agency around how they connect to school,
politics, culture, social relations, and the various artistic practices they
enjoy. Second, hip hop culture offers a wide varicty of entry points that
are fairly accessible (physically and economically) - a person can partici-
pate by rapping (or writing rhymes), dancing (break or hip hop), painting
(graffiti arts), bjing, or creating music or beats in other ways - for ex-
ample, by beat-boxing or by using free downloadable software programs
- or one can engage in the role of audience (giving “props” and appreciat-
ing other’s attempts or skills).”” Third, it is not surprising that marginal-
ized communities from all over the world identify with and adopt the so-
cially conscious politics of hip hop and the mythologies surrounding its
origins. Hip hop is a culture that has a context - it comes from a specific
time and place and has evolved out of many cultural practices that came
before it, practices that also have histories. Early hip hop represented a
new form of cultural and political expression for disenfranchised Al-
rican American and Latino youth living in the South Bronx (and then
elsewhere in the United States) during the late 1970s and carly 198os. For
Indigenous youth living in Saskatchewan, there are identifications with
these roots/routes of hip hop culture, including similar stories of margin-
alization, segregation, poverty, and racisin, as well as strong identifica-
tions with stories concerning the importance of community ties, acts of
resistance, and empowerment through creativity and music.*” Finally, |
made the suggestion that Indigenous youth living in Saskatchewan need



avoice - not necessarily a voice tied to words but a voice rooted in more of
apresence - and that these young people need to be heard by an audience
who will listen to their stories and engage with them in dynamic and re-
spectful conversation. Hip hop programs found in Saskatchewan schools
scemingly have the power to offer a fulfilment of these needs while also
offering a critical injection of arts programming into an arts curriculum
devastated by ongoing budget cuts.

For these reasons, the Scott Collegiate/inp Labs Hip Hop Project was
faunched in the fall of 2008. The project is a collaborative initiative be-
tween the high school and the Interactive Media and Performance (1mp)
Labs, which are housed in the Faculty of Fine Arts at the University of
Regina™' Scott Collegiate is the only high school located in the North
Central neighbourhood of Regina, made familiar to the nation as onc
of Canada’s most notorious "hoods in a controversial issue of Maclean’s
magazine published on 15 January 2007. The majority of the school’s stu-
dent population are Indigenous and live in North Central.* Scott Col-
legiate offers students project-based learning as a way to manage and
reduce problems associated with regular attendance and with students
completing work in the classroom or at home, achieving (and maintain-
ing) passing grades, and acquiring hands-on skills. These projects also
aim to assist students in their understandings of self-preservation, self-
esteem, and “positive” life choices.?

Given that one of the primary mandates of the 1P Labs is to build
bridges between the surrounding communities and the University of Re-
gina, the partnership with Scott Collegiate (both teachers and students)
Wils an exciting opportunity. As part of the project, it was decided that
the students would come and work in the 1M Labs at the university two
days awecek for three hours cach day during the fall 2008 and winter 2009
semesters.” During these sessions, the students had the opportunity to
work with and were mentored by local, national, and internationally rec-
ognized hip hop artists, as well as with the 1mp Labs’ rescarch assistants,
and had full access to the technologies required for the creative practices
of hip hop culture. And although there are myriad tensions and contra-
dictions within such programs, this new hip hop-“positive” curriculum
has enabled the students (and the school) to work against stereotypes and
generalizations mapped onto hip hop culture, the neighbourhood, and
Indigenous youth.* The project has also become a blueprint for similar
projects that are being developed in other high schools and elementary
schools around the province.
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“The People / The People / It's all about the People™

A number of successful Indigenous artists living in Saskatchewan create,
produce, and perform hip hop regularly, cither independently or as part
of a larger group. As expressed previously, many of these up-and-coming
and established artists, including emcee Eekwol, producer Mils, and rap-
per InfoRed, participated in the PrP and continue to act as role models in
their communities and across the region. These artists are often invited
to cities, towns, and reserves to facilitate workshops on the arts practices
associated with hip hop, to perform, to host events, and most import-
ant, to mentor young Indigenous people through music.”® Since moving
to Saskatchewan in 2004, what 1 have observed from some of these art-
ists is the emergence of an arguably new, provocative, and hybrid music
culture - one that combines aspects of music, dance, language, stories,
"with elements

T8

and performance practices that signify local indigineity’
of global hip hop culture.

For some, the burgeoning Indigenous hip hop scene in Canada rep-
resents the globalization (read Americanization) of Indigenous youth.
And yet Tony Mitchell, along with many other scholars,® challenges such
simplistic readings of the impact of globalization on new local hip hop
cultures, arguing against “the prevailing colonialist view that global hip-
hop is an exotic and derivative outgrowth of an African-American owned
idiom subject to assessment in terms of American norms and standards”
(Mitchell 2001, 1-2). Rather than view the appropriation of hip hop aes-
thetics, styles, and artistic elements as diminishing cultu al identity, it is
critical to recognize that “the commercial packaging of hiphop asa global
commaodity has acilitated its easy access by young, people in many differ-
ent parts of the world” (Bennett 2004, 180), and as cultural theorist Andy
Bennett has also noted, “such appropriations have in cach case involved
a reworking of hip hop in ways that engage with local circumstances. In
every respect hip hop is both a global and a local form” (Bennctt 2004,
180). Young people from all around the world with diverse cultural, so-
cial, economic, and political backgrounds are drawn to hip hop because
the culture allows for a confluence of a multitude of national, regional,
and cultural sensibilities with its aesthetics, styles, and pleasures.

For media theorist Murray Forman, “Youths who adhere to the styles,
images, and values of hip-hop culture ... have demonstrated unigue cap-
acities to construct different spaces, and, simultaneously, to construct
spaces differently” (Forman 2002, 3). Although Forman's study on hip hop
focuses primarily on the politics of place, race, culture, and identity in



the United States, his statement challenges the notion that hip hop cul-
ture, and the spaces within which it exists or is constructed, is only about
appropriation o mimicry. Rather, the adaptations of hip hop culture
by voung people to include local cultural practices, sounds, vernacular,
landscape, politics, etcetera demonstrate an interconnectivity between
local and global discourses. What has become apparent is that “hip hop is
culturally mobile” and that “the definition of hip hop culture and its at-
tendant notions of authenticity are constantly being ‘remade’ as hip hop
is appropriated by different groups of young people in cities and regions
around the world” (Bennett 2004, 177). Indigenous hip hop artists, audi-
ences, or participants living in Saskatchewan may at times draw on and
adopt hip hop aesthetics, stvles, and performance practices found within
..::E.F.mr Australia, the United Kingdom, Germany, Japan, New Zealand,

Turkey, or other regions of Canada; there are, however, elements that are
distinctive, being generated from the local vernacular, landscape, cul-
tural practices, politics, and place.

The combining of culturally (and locally) specific elements with main-
stream styles is not a new practice. In her research on Indigenous women
and music, ethnomusicologist Beverley Diamond states, “Contemporary
First Nations, Inuit, and Métis women may choose to be primarily clas-
sical or folk musicians, reggae or blues artists, or rappers. But many
i fact most in some part of their work - draw upon a combination of
culturally specific elements and mainstream styles, creating syntheses or
stark juxtapositions in some cases that are unique in feel and in message.
while contributing to a redefinition of the genres in which they work”
(Diamond 2002, 12-13). This redefinition of genres that Diamond refers
to is what interests me. T'his “redefined” hip hop, which I am arguing is a
new style, _.oz_.omo:? a dramatic shift in the way that young Indigenous
people living in Saskatchewan are telling their stories - stories that are
steeped in a colonial history and a colonial present as well as stories that
offer counter-resistance to the national discourse on Aboriginal youth
living in Canada today. The discourses associated with global hip hop

: cr young Indigenous people living in Saskatchewan a relatively new
oral culture (building on older cultures) and encourage the articulations
ol both unique and shared sensibilities.

For an excellent (and innovative) example of what this redefined hip
hop sounds, looks, and feels like, 1 want to shift the focus away from
broad contextualization of hip hop in Saskatchewan and look at hip hop
emcee Lindsay Knight (a.k.a. Eekwol) and at some specific examples from
her 2004 album Apprentice to the Mystery and from lyrics on her 2007

album The List, which she recorded wi
Mils).
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buin Apprentice to the Mystery and from lyrics on her 2007

album The List, which she recorded with her brother Justin Knight (a.k.a.
Mils).

“Keepin' It Real”; Eekwol Redefining Hip Hop Culture
Eekwol’s family is from the Muskoday First Nation in northern Saskatch-
ewan, near Prince Albert, the small city where she grew up. Curre ently,
however, she resides in Saskatoon, and her brother Mils, with whom she
works closely and performs regularly, lives in Prince Albert, 134 kilometres
away. As a young teenager, Eekwol listened to “old-school” hip hop em-
cees on mixed tapes shared between friends: “around here [...] we didn't
have much access because Internet wasn't around and when it was avail-
able ten, fifteen years ago, it was limited. If some kid in the hip hop scene
went to Calgary or somewhere and picked up a cool underground tape,
we'd dub it like thirty times just to listen ... So I'still have a _9 of my old
dub mix tapes” (interview, 18 June 2008). For Eekwol, being able to ac-
cess rap and hip hop music is key, and she and her friends found ways to
access and then share the music, even though it often meant having to
listen to recordings dubbed multiple times, resulting in a dramatically
reduced quality of sound. There was something in rap that compelled
her; as a teenager, Eekwol identified with some of the stories, but she also
respected the skills it took to create a flow. "Since | was tw elve or thir-
teen and started listening to all these emcees, 1 was [...] amazed by the
vay that they could throw words together and [...] create this imagery
E:_ these stories, and talk about issues [... T :n_ very first ¢ 1 bought was
Public Enemy, Fear of a Black Planet, 1990.” These musical experiences
had a substantial impact on the creation and shape of her carlier music
as they do on her music today. She explains, “You can just sort of feed off
the rebelliousness and social and political issues of the African American
movement, because that’s where hip hop originates. I drew on that quite
a bit as well as underground hip hop, the kind that never made it to the
mainstream, because of those issues and the discussions that went on
within the lyrics.”

Eekwol's early relationship with hip hop culture, however, is filled with
contradictions. When 1 asked her why she thought Indigenou youth
living in Saskatchewan have such an intense _.n_w:o:m_:_u with hip hop
culture, and whether it was a result of the many workshops, role mod-
els, and mentors like her, Eckwol quickly sidestepped taking any credit.
Rather than drawing a route back to the unders rround hip hop scene as

expected, Eekwol suggested that the r,_:vcn_::m:_. of hip hop among




igenous youth in Saskatchewan is to some extent an outcome of the
SHC

ss of commercial hip hop: “A lot of times the commercial is really
negative, but at the same time, it's relatable. When I was a teenager | lis-
tened to Tupac. That's what ] loved. Tupac. | related [...] Hip hop is a re-
latable genre because a lot of the people who are doing hip hop are in
the same sort of social struggle, whether or not they're recognizing it or
doing anything to change it.” And vet an ongoing concern for Eekwaol is
vouth who identify with the stereotypical and overly romanticized ex-
periences represented in much of commercial rap and hip hop today.
Whether young people can consciously recognize these identifications
while also seeing the potential for transformation, rather than just glam-
orizing the violence, is crucial. Given her status as an emcee and a role
model in Saskatchewan, Eekwol feels a sense of responsibility to convey
something more positive. “When [ see inner-city kids, Indigenous or not,
doing positive for the underground conscious hip hop, that's when | feel,
okay maybe they are getting a little bit of what we tried to do back in the
day or what we do now. | can only hope that’s where that is coming from.”

Taking her responsibilities as a role model seriously, Eckwol incorpor-
ates socially conscious elements in her music and her everyday living,
Along with the emcees she listened to in her youth (underground and
commercial), she is “inspired by people who stand up and take action for
what they believe in for the good of their people, like Leonard Pelleticr,
Malcolm X, Vine Deloria Sr. and Jr., Alfred Taiake and so many young
people who are starting to speak about correcting and creating an aware-
iess of history” (interviewed in Sealy 2007, 29). Rapping into a micro-
phone while on a stage or recording an album has become a critical place
from where Eckwol feels comfortable to speak out:

It doesn’t take a genius

to see the situation
Oppression class systems
control of the nation

We want to be equal

but it just don't cut it

All my good people

it's time to rise above it ..*¢

For Eckwol and other young Indigenous people living in Saskatchewan,
hip hop is a “safe” place to talk about politics and all of the other issues
that people are afraid or unwilling to discuss openly. In an interview with
freclance journalist David Sealy, Eckwol explains, “I'm all about honesty.

I grew up in an environment where pe
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I grew up in an environment where people didn't talk about the problems
even though there were huge elephants in the room. | grew up around ad-
dictions. To survive that you have to be honest with yoursel™ (Sealy 2007,
29). Eekwol’s albums focus on a number of these elephants in the room -
issues that are difficult, painful, and challenging to take on - while also
including moments of celebration and reclamation.

" .

Creating a Place: On Being a “Girl" in Hip Hop

As a woman who writes, produces, and performs in hip hop both as a solo
artist and in collaboration with male artists, Eekwol works against the
grain and the stereotypes associated with the genre. Her identity as an
Indigenous woman in a music culture that is still dominated by men has
been at times both liberating and frustrating, as she explains:

1 get endless requests to drop a verse, requests from all over. And 1
used to find that very rewarding. But a lot of the times I'd be doing
it for free. Now I've got this huge stack of cps that I'm on, but |
started to realize why I'm asked. Because I'm well known, but also
because of my novelty status as a female emcee. A lot of times that's
the only reason they want me on their track. When | started com-
ing to that realization, 1 was like, oh, okay - that's not what I want.
(Interview, 18 June 2008)

=

Although Eekwol is considered by many of her peers to be a “dope,” or
highly skilled, emcee, hip hop culture continues to be harsh to women (in
Saskatchewan), representing women who participate as novelty hgures,
objectifying them or treating them differently from their male counter-
parts, offering less opportunity for them to perform or gig, and devalu-
ing their skills. She vocalizes her (rustrations with these sexist attitudes
when she asks, “Is it because | write good lyrics oris it because 'm female
and Indigenous, filling a category no one else is occupying at the mo-
ment?” (interviewed in Sealy 2007, 20). The difliculty for Eekwol - and
for many other women who create and perform within musical genres
that are represented as masculine arenas and that are heavily guarded by
industry gatekeepers who continue to perpetuate normative standards -
comes down o issues of access, opportunity, networking, and collabora-
tive partnerships.

When questioned about how her gender influences or plays a role in the
creation of her music and what it means in relation to how she is treated
in the scene, Eekwol’s discomfort with normative ideas of gender caiegor-
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izations and behaviours is evident:
up my whole life hanging out with guys, and even that term ‘tom _5“...
don't like, because then you're saying I'm more like a guy.” When pressed
for more on the subject, mmwéc_ is able to quickly M:.zn:_mﬂn the contra-
dictions in attitudes, behaviours, and expectations that are informed by
gender norms. At the same time, she also speaks about her ability to avoid
being completely overwhelmed by such oppressive frameworks:

it’s totally there. There's no getting around it. But when 1 write
lyrics, I'm not consciously thinking from a “woman'’s perspective.
'm not trying to be, *1 am woman, hear me roar” type of thing. To
me, the issues don't have gender. Like, [ guess, “Let’s Move™' for
example. We all have to move and my :Emmn S m?qmv_m reflected just
that. All of us, we can all do this; we can all work together. Or elsc
the stories reflect people, not men and women. Unless ... One of my
more recent songs is the “men” song that stems from a more per-
sonal place. There are a lot of guys that rap about their girlfriend or
their mom [...] But at the same time that doesn't really pigeonhole
he guys [...] If they're talking about a woman, people aren't saying,
vou know, that’s a guy rapping

"

The contradiction that Eckwol highlights is typical of the normative

nder roles that are prominent in vap and hip hop narratives. Why is
it still that when a man raps about a woman he cares for, he is repre-
sented as a compassionate and upstanding guy, in spite of rap’s prevalent
narrative of objectification and sexualization of that woman, but when a
woman raps about a man, it tends to be read as sentimental, emotional,

C
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or a manhunt?*

On 2 April 2008, during the faunch of the 1mp Labs, Eckwol was one of

ten hip hop artists who participated in the roundtable discussion on hip
hop in Saskatchewan (and the enly woman).* Her initial comments con-
cerned gender and some of the issues she faced because she is a woman
who likes to rap and because there are so few women who participate
the scene living in Saskatchewan:

[TThe thing about hip hop here is that there aren’t many girls

who are doing it. It's kind of a lonely thing, because whenever I'm
somewhere else where there are girls that are rapping or break
dancing or whatever, it's always _.:.# this automatic connection. It’s
like this vibe, like we're doing this, and you know it would be nice

to have more.
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» April 2008, during the launch of the 131 Labs, Eekwol was one of
» hop artists who participated in the roundtable discussion on hip
1{and the only woman).™ Her initial comments con-

ender and some of the issues she laced because she is a woman

to rap and because the

sare so few women who participate in

living in Saskatchewan:

e thing about hip/hop here is that there aren’t many girls
doing it It'ykind of a fonely thing, because whenever I'm

o

¢ where there are girls that are rapping or break

o orwhatever, it's always just this avtomatic connection. It's
i wwe're doing this, and you know it would be nice

The loneliness that Lekwol discussed openly during the roundtable is
something I asked her about in a follow-up interview. Here she reflects on
the reasons why so few women participate in the scene:

[1]t is lonely because there’s really very few and it's just cool thai
have a little cousin who's taking that on. But to say “taking that on,
...) well, why does it have to be that? She loves the music. She loves
to create lyrics. She loves to put them to a beat. Why does she have
to also take that on? It's not really fair. It's just not fair! [She laughs.]
You know?

The hip hop scene constantly reminds Eckwol (and other women who
participate) that she is a woman, that she is different and not like every-
body else. “1 get a lot of respect to my face from all these guys [...] but their
true feelings come out in different ways: ‘you're pretty good for a girl.”
Eekwol openly challenges this sexist myth, offering yet another ex ample
of why she is sought out as a mentor and role model.

Contradictions and Tensions in (Saskatchewan) Hip Hop Culture

The contradictions surrounding hip hop culture are highlighted in Eck-
wol’s experience. Clearly, some hip hop in Saskatchewan is being cre-
ated in order to critique colonialism, and yet predictable and depressing
patterns concerning gender norms and constraints continue to exist. To
avoid being identified within this category of “woman,” carly on in her
carcer Eckwol changed her style and donned hip hop fashions that hid
her shape:

I'd rock the baggay clothes - baggy jeans and big hoodies and I'd do
that so | wouldn't get placed in the “hoochie” category, like I have
to hide my body in order to get respect. Then you learn to question

these things as you get older: Why are we doing all this? Why are we

”

workine so damn hard to, you know, be accepted? And now | dont

5

give a shit.

This is the attitude - self-reflection, a critical engagement with her sur-
roundings, and a genuine appreciation for those 2:: respect the people
around them - that comes through clearly in Eckwol’s lyrics:

from the roots/to the trunks/to the branches/to the leaves
the change 1 want to sce is the change I got be



from the roots/to the trunks/to the branches/to the leaves
all in together we're just planting the sceds™

In 2004 Eckwol released Apprentice to the Mystery, her first full-length
solo album. The album, which was co-produced by Eekwol and Mils h.?
Mils's production company), won the award for best rap and hip hop al-
bum at the 2004 Canadian Aboriginal Music Awards. The co-production
and the development of Mils's own production company conveys the im-
portance of the b1y (do-it-yourself) aesthetics of hip hop culture. It also

speaks to the significance of having access to technologies used to cre-
ate hip hop tracks today. "We have industry-standard recording equip-
ment that can be used anywhere. We've recorded in hotel rooms. Thanks
to technology, it's easier for broke artists to collaborate and create high
quality music. We produce albums on a small budget that are comparable
to what you hear on the radio” (Eckwol, interviewed in Sealy 2007, 31},
EE:m into account this comment, I asked Eekwol about the technolo-
s of production and how much easier it seems for young people to cre-
ate ::u hop tracks today. In her response, Eeckwol speaks out against wh

she feels is a common misconception:

People say nowadays there’s no real hip hop anymore and that the
young generation they have no idea what real hip hop is. But 1 like
to argue against that idea. [Fip hop] comes from passion, it comes
from within, and cither you're good at it or you're not. Technology
has always been advancing ever since the beginning of time, right?
So I don't think it’s fair to these young kids [...] veah sure, they can
make a beat a lot casier than my brother could’ve made a beat ten

years ago, but they're still using the talents and the passion that

comes with hip hop.

The D1y component of hip hop is also indicative of Eckwol’s political
ideology concerning the commercialization and “selling out”™ of hip hop
1d the representations of hip hop in the mainstream. And although she
argues against the problematic misconception that all mainstream hip
:c_w is “bad” and “a sell-out” and that all underground hip hop is “good”

and “socially conscious,” Eckwol admires and respects originality and
thoughtfulness in other hip hop artists’ work. “Everything comes from
somewhere right? So a lot of times we have outside _:::EF sand we end
up utilizing them in our own way and that’s what is happening with hip
hop, with the different cultures within the culture of hip hop.” For Eck-

wol, the artists who have something
on their histories, culture, and loc
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wol, the artists who have something original to say are the ones drawing
on their histories, culture, and lacal politics:

[This music] sounds difTerent from something coming out of

the Bronx, and that works as long as you continue to have that
respect for where the music comes from. [ always push that idea
everywhere [ go. It’s always one of the first things I say about hip
hop. 1 do hip hop but | know where it comes from. It doesn't come
from my history, my background. But | can relate to it because of
ts oral history, my oral culture, the oral storytelling traditions, the
social politics and stuft like that.

Hip hop is an oral culture, having developed out of a long history of oral
traditions. This orality, in Eekwol’s opinion, is one of the forces drawing
Indigenous youth to hip hop culture. It is also a sign of understanding for
some elders and other community members that Indigenous youth are
not turning from their cultural history but incorporating the past with
the present and future:

| have this notion in the back of my mind that our ancestral history
runs through our blood and our spirits, and 1 think a lot of the
times youth relate to the storytelling aspect [of hip hop] because of
the storytelling traditions. And maybe they have it in their ancestral
knowledge and maybe it comes out, and maybe that’s an actraction
that they can't fully comprehend yet. | like to think that.

From the title of the album Apprentice to the Mystery to the lyrics, the
metaphors, and the sounds, Eekwol embraces the culture of storyeelling.
Throughout the thirteen tracks, she tells stories, some m::%mcmm.ﬁ,_: al
and others fictional representations of other peoples’ lives. In the track
titled “Apprento,” Eekwol begins using a spoken-word style rather than
a straight-up rap. Accompanying her voice is a strong bass line that feels
as though it is breathing with each movement as well as synthesized key-
board sounds. At various points throughout the introductory section,
rattle sounds fade in and out. As Eekwol speaks the lines, “Because I'm
sons,” the keyboard becomes more

auessing through experience and les
present, increasing in volume, introducing additional melodic sounds,
building the tension through dynamics and an ascent in pitch. Eckwol’s
voice becomes stronger and fuller as she drops to the lower part of her
vocal range, participating in the building of tension. When she arrives
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at the phrase "We got power in numbers,” she is joined by another voice,
that of award-winning round dance singer Marc Longjohn. His vocaliza-
tions give weight to the meaning of the line. Eckwol is speaking both ljt-
erally and metaphorically.

Eekwal continues with the line "We got ... power in spirit” and then

shifts from “we” to *1" in the lines “l got ... power in music/1 got ... powerin
my voice.” Literally, her voice sounds as though it is becoming moie power-
ful as additional effects and filters are added, along with a slight echo,
Her enunciation of “l got™ in each phrase becomes crisper, and she holds
onto the last word of cach phrase (“music,” “voice,” or “it”), extending the
length of the sound and emphasizing the lyric. When she gives out the last
line, “Hear it,” there is a slight pause, followed by a heavy bass beat drop-
ping on the first count of the next measure as she begins to rap the verse,

These changes in her vocal style cause a renewed sense of urgency, and
her rap demands the listener’s attention. The melody, played by a synthe-
sized kevboard, moves up and down the scale, contributing to a continual
forward rhythm that complements Eckwol's style of vocal delivery. The
bass beats remain heavy and fat as she offers narratives of the complex-
ities of identity, loss of culture, responsibility to one’s culture, anxiety, the
seduction of power, money, confusion, and the possibilities of empower-
ment that come with the passing of wisdom down through the gener-
ations from the elders to the rest of the community. For Eekwol, these
are her “truths,” bound by what she knows, what she does not know, and
what she hopes to come to know - the mystery.

As she arrives at the chorus, Eekwol implicates herself in the stories

and then goes on to explain how she makes herself accountable:

So what I'm doing is
Observing the mystery
Understanding the mystery
Following the mystery
Becoming the mystery

I'm nothing without the mystery
I know nothing about the mystery
A tiny source of the force of this universal history

Here, her vocal style changes again. The chorus is sung in a lyrical style,
the syllables becoming more fluid, which gives a sense of inward reflec-
tion. The bass lessens and the melodic synthesized sounds that had a
strong presence at the beginning of the tune return. As she builds to the

second section of the chorus, her inu
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style changes again. The chorus is sung in a lyrical style,

t_:_:: more fuid, which gives a sense of inward reflec-

and the melodic synthesized sounds that had
nee at the beginning of the tune return. As she builds to the

second section of the chorus, her intense rapping voice, clear enuncia-
tion, and rapid delivery style return. It is at this moment that Longjohn’s
round dance singing builds in volume. Longjohn’s voice is present at vari-
ous moments throughout the track, sometimes barely audible, but at
points of intensity his vocalizations are strong, offering an integration of
narratives - an interconnection of “traditional” and “contemporary” In-
digenous cultures. There is a synergy between past, present, and future
and Eekwol needs/wants/hopes to understand the mystery in order to
embrace/challenge/resist past and present - and most important, to cre-
ate change for the present and future.

In the remaining tracks of Apprentice, Eekwol interrogates, confronts,
and seeks to transform. She continues to tell complicated stories con-
cerning renewed spirituality, community crisis, sickness, healing, apol-
ogies, loneliness, strength, alcoholism, love , suicide, nurturance, death,
celebration, and mourning. In the track “Too Sick,” her emphasis is on
breaking free from cycles of violence:

too sick to stop this cycle
hammer this nail into my head
living in the cost of a culture loss
some say I'm better off dead*

“Too Sick” is literally about domestic violence, and metaphorically, it can
be understood as representing cultural abuse and hatred. It is a familiar
story of violence toward women perpetuated by men who claim to care.
This narrative calls attention to the devaluing of Indigenous women from
outside and within. “Too Sick” is a song of crisis - a song that challenges
the listener to remember the hundreds of Indigenous women, the missing
women, the lost women, the dead women, who have disappeared from
their homes and communitics across Canada.™ Eckwol deconstructs
these conventionally gendered narratives as a method for (re)shaping dif-
ferent narratives for herself, other young Indigenous women, and the

of the community.

The politics of place and combining of cultures is prevalent in Appren-
tice, as Eekwol incorporates new hybrids of musical genres and sound-
scapes, namely hip hop combinations of rap and ren
well as Indigenous vocalizations and aspects of Cree language
is also an inclusion of instrumentation that is not usually found in com-
mercial North American mainstream (or underground) hip hop. In adc
tion to more conventional-sounding hip hop beats, the listencr also he:
an organ, a flute, a guitar, rattles, and traditional druims, many of F._F_,f.c

nging styles as

There




digitally sampled or synthesized. The listener is reminded of both Felk-
wol’s roots and routes in all of her lyrics. She challenges the listener to
really hear her stories and to embody the affects of the storytelling act
and the storyteller's meaning. Eckwol puts herself, and her contradic-
tions, out there, simultancously becoming vulnerable and powerful
she dares the listener to reflect and to move.

IHip hop is the genre that enables Eekwol to convey the contradictions
and burdens of the current colonial situation in Saskatchewan. From
within hip hop culture, she has begun to think about decolonization and
the possibilities of what this might look like: “I can only speak for my-
self, but I do try to use music as a tool to try to comprehend exactly what
needs to happen to decolonize, to decolonize myself and to try to tallk
about it, to try to get that discourse going [...] whether it be music or not,
maybe ceremonies, a resurgence of the ceremonies and the desire to learn
and relearn the ceremonies and revitalize the language. That's starting to
happen quite a bit.” Decolonizing actions are subjective; they are social
but also personal and psychic. For Eekwol, hip hop culture presents many
possibilities for reflection, speaking out, and _.nE_.:m:m to a place out-
side of colonial history. In her music, she fights against a reified identity
bound te a historical past and represented ﬁ_:.o:m: a colonial lens. She
breaks out of this narrative. But at the same time, she is compelled not
by music alone, nor does she believe that hip hop culture holds all the an-
rs: “Music itself is obviously a good tool. But it’s not enough. We still
need the action because we speak it. I can speak ; to death, and I will, hut
the action has to be there. We have to live it too.”

SW

Conclusion

Clearly, from the examples provided throughout this chapter, contempor-
ary hip hop practices in Saskatchewan contribute to a current dialoguc

pericnced today. Indigenous hip hop artists liv-
ing, producing, and performing in Saskatchewan, like Eekwol and Mils,

on colonialism as it i

complicate the discourse on Indigenous youth in Canada - so much so
that during past Canada Day celebrations outside the provincial Legisla-
ture Building in Saskatchewan, hip hop artists have performed u_c:m.f.a...
Indigenous “traditional” drummers and powwow dancers. Indigenous

youth are adopting a culture and adapting this culture to represent their
lives. They are constructing spaces differently and in so doing telling new
stories. Cultural anthropologist Julie Cruikshank suggests, .mﬂcaﬁ allow
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something new each time, providing raw material for

developing philosophy” (Cruikshank 2002, 154). The stories being told in
the hip hop scenes in Saskatchewan are diverse, contradictory, political,
and at times, fantastical.

The discourses surrounding hip hop culture in Saskatchewan are in-
credibly contradictory and tension-filled. As 1 argue in other works, hip
hop programs in Saskatchewan are successfully used as incentives to keep
young people in school, while at the same time, hip hop is represented by
the media through a lens of racism that draws connections between hip
hop, gang culture, and Indigenous youth.* Hip hop is used to critique
colonialism by some artists, participants, and community members, but
the culture also holds strong to gender norms and constraints, promo-
ting male dominance, marginalizing women in the scene, and devalu-
ing women's contributions. Thus the question of mimicry - and whether
or not hip hop in Saskatchewan is just caught up in the sensationalized
and romanticized “bling,” “booty,” and violent images of American main-
stream hip hop - cannot be answered with a simple yes or no.

As | have demonstrated, there is a new, “redefined” style of hip hop that
has developed in Saskatchewan, and this hip hop is what Tony Mitchell
(2001) describes as an example of “glocal” culture, a culture that repre-
sents a dynamic relationship between the local and global, a culture that
is in flux. In a keynote talk given at the “Critical Race” conference, held at
the University of Regina in May 2006, Indigenous studies scholar Emma
LaRoque argued that Indigenous youth need to embrace cultural styles
that speak to current lived experiences. She was not suggesting that his-
torical practices be abandoned, but her argument takes into account the
understanding that culture, arts practices, and communities are not sta-
tic. Indigenous hip hop is a relatively new form of popular culture, which
oflers the potential to challenge the reified identities and cultures that
liberalism within a multicultural framework invites. In the music dis-
cussed throughout this chapter, for example, it is evident that Eckwol's
(and Mils's) hip hop does not solely focus on the preservation of past
traditions but also attempts to explore the complex experiences ol In-
digenous youth living in Saskatchewan today, which include community
workshops based on the hip hop arts, hip hop programs and projects in
schools, hip hop-affiliated media and businesscs, and hip hop perform-
ances. Eekwol tells stories, and these storics and performances are in-
and her

formed by her surroundings - her community, her experiences,
history. Eekwol’s music is politically, sociz Iy, culturally, and ethically rel-
evant to today.

However, because the possibilities for identifications on an interna-
tional seale are extraordinary and vast, it is essential to understs nd, as
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Andy Bennett has determined, that “the localization of hip hop, rather
than being a smooth and consensual transition, is fraught with tensions
and contradictions as young people attempt to reconcile issites of musical
and stylistic authenticity with those of locality, identity and everyday
life” (Bennett 2004, 180). It is essential that we understand the complex-
ities of what this may mean in relation to the social, political, economic,
cultural, and geographical landscape of Saskatchewan. Even the few cx-
amples offered here for analysis show the soundness of the argument that
hip hop culture in Saskatchewan is a possible strategy for decoloniza-
ion. Hip hop culture has been redefined in Saskatchewan - adopted and
adapted - to reflect local Indigenous culture, politics, and experience, as
well as other hip hop cultures from around the world. Within this new
style of hip hop, there are some intelligent, thought-provoking, critica
and complicated narratives being conveyed. Old stories are being retold
through innovative and new hybrid forms, and current experiences are
being (re)shaped and expressed as new stories ready to be told and to be
heard.

NOTES

The stories told within this chapter are only glimpses into the diverse and eve
ing hip hop cultures in Saskatchewan. I want to express my deep gratitude to all
the hip hop artists and enthusiasts who shared their stories with me and gave me
permission Lo interpret these stories and contextualize them within this collee-
tion of music narratives, To convey these stories ethically, | must acknowledge
that L write as both insider and outsider. 1 am an insider because | am a long-
time lover of liip hop, as well as a facilitator of hip hop workshops and a producer
of hip hop shows in Regina, Saskatchewan. And yet | am an outsider because ]
moved to Saskatchewan in zoo4 and because 1 am someone who speaks from a
place of privilege, a trained popular music scholar working in one of the three
universities in Saskatchewan, and a non-Indigenous woman. Knowing these
things, many people shared their stories with me, granting me permission Lo
retell their stories in academic-speak, a form of language that is for the most
part foreign to the culture of hip hop and to many of the young people who par-
ticipate in this culture. 1 have a deep appreciation for these stories (the “truths,”
the “fictions,” the "in-betweens”), and | have a profound respect for these story-
tellers and the roles they carve out for themselves.

“Apprento,” from Eekwol’s Apprentice to the Mystery (2004).

Generally, the cities in Canada that are represented as major urban cultu
centres are Toronto, Monureal, Vancouver, Calgary, Winnipeg, and Edmonton.
Cities such as Saskatoon, Regina, Halifax, Victoria, St John's, and Quebec City.

although large and unique, tend to fall outside of such categorization.
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1 contextualize Canada both as a liberal pluralist nation-state with a contested
state-initiated policy on multiculturalism and as a neocolonial state still in the
process of decolonizing (psychically, geographically, culturally, and socially),
These :#_:mm grassroots community arts-based projects in urban centres and
on reserves, education-oriented hip hop projects in inner-city schools, dance
mnwmm::.cm. music festivals, businesses affiliated with the hip hop scene, home
production studios, online forums, and live concerts.

For a complete list of the reserves found in Saskatchewan, refer to The Encyclo-
pedia of Saskatchewan at http:/fesask.uregina.ca/home.html (accessed 21 June
2011), to the First Nations Bands of Saskatchewan website at
heepe/fwww.sice.sk.ca/bands (accessed 21 June 2011), or to the Government of
Saskatchewan website at hetp://www.gov.sk.ca (accessed 21 June 20171).

An urban reserve is defined as “land that has received official Indian Reserve
status from the Federal Government and is located within a municipality or
Northern Administration District” (Lorne A. Sully and Mark D. Emmons, Urban
Reserves: The City of Saskatoon’s Partnership with First Nations, 6, quoted in West-
ern Economic Diversification Canada - Saskatchewan Region 1999). For more
information on urban reserves in Saskatchewan, refer to _:5 Jiwwwavd.ec.ca/
_._:m\_.nmnmm‘c:\:_._um:L_.nmE;.nm (accessed 21 June 2011).

Ocean Man First Nation, Pheasant Rump Nakota Nation, and White Bear Firs
Nation are all located within the arca of Treaty 2 but are signatories of Treaty 4.
Similarly, Red Earth First Nation and Shell Lake First Nation are in Treaty 6 but
adhere to Treaty s5; see http://www.sice.sk.ca/bands (accessed 21 June 2011).

For more information concerning the percentages in other provinces and ter-
ritories, refer to http://wwiwia. statcan.ca \r._._m:m:\_mn:ﬁ_mco\um:;v...f,_.ﬁ\m?:._.mm_5_\
tables/tablea.htm (accessed 21 June zor).

For more information about the concentration of Aboriginal peoples living in
Canada, refer to http://wwwiz.statcan.cafenglish/censusor/Products/Analytic/
companionfabor/canada.cfinis (acce sssecd 21 June 2o11).

For more information, refer to “Aboriginal Population Trends,” in The Encyclope-
dia of Saskatchewan at http://esask.uregina.cafentry/
aboriginal_population_trends.html (accessed 21 June 2011).

For examples and theoretical analyses of how these have influenced culture and
arts practices in Saskatchewan, refer to Rogers and Ramsay (forthcoming).

The businesses range from beat making and production studios to graphic de-
and dance

sign and record stores, skate shops, n_o:::m stores, live music venues

and performance companies committed specifically to the styles of hip hop. For

a complete list of current businesses, refer to the “Friends and Affiliates” section

of the 1M Labs website, _:.::\\:;..;c.m:_E,mnﬁra_ﬁﬁ_m;u:n:#,_._,:_._:m:nn.ﬁ.:: {nc-

cessed 21 June 2o11).

An example is the K-Beez Cook-Out hip hop events that were held at the White

Buflalo Youth Lodge and sponsored by Paved Arts.

http:/www.commaonweal-arts.com (aceesse ed 21 June zo11).

Some of the artists who participated in the initial Prairie Roots Projectw
, Aries, Truth, Merky Waters, Cappo, Lok-1, Eekwol, Tallisman, and osho.
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] u..u.wcn_ Nicholson about gender representation because of the glaring absence of
women each time | visited the Regina site.

Usher was a high school located near one of Regina's industrial neighbous Thoods

and drew a student population from diverse socioeconomic backgrounds ang

cultures; however, due to budget cutbacks, Usher Collegiate was one of three

schools to close in Regina in 2008.

Produced by Jennifer Canal for CBC Saskatchewan.

By making this suggestion, I am not in any way downplaying the importance

of the rituals and expertise that go a along with being an audience member of

music culture, At the same time, :;ﬁc_ knowledge does not always preclude

voung people from actively participating as audience membe

The new global hip hop culture is indeed an integral part of what Paul Gilyoy

(1993a) has referred to in his work on the “Black Atlantic” as the “routes” of

African-derived hip hop. For another current example of how hip hop culture

is being appropriated as a strategy of resistance, see my paper with Sheila Petty

on the Hip Hop Parliament, which was initiated in Nairobi, Kenya (Marsh and

Petty 2010).

lFor more detailed information, refer to

_::u JAwwwiinteractivemedia ,:::vn_ formance.com (accessed 21 june 2011),

For the full article, "Canada’s Worst Neighbourhood,” see

htepy/fwww.amacleans.ca/article jsplcontent=20070115 _139375_139375 (accessed
21 June zoii), and for the follow-up article, published 29 January 2007, see

_:::\\ﬁ.s.;,._:m_n_rm:m.nm\mu.:n“c._%wno:F._.;ﬂwooqom.,.ol_accvo.-ﬁccmm

{accessed 21 June zoir). To read the article “Article Stirs Flot Debate,” i

in the
Regina Leader Post, see hitpy/fwww.canada.com/reginaleaderpost/news/
viewpoints/story.himPid=3sfdeero-ic28-4¢8b-9b3f-brogg2a83158 (accessed
June 2on1). One year later, on 17 January 2008, Maclean’s published the article
“Regina One-Year Later: Residents and Local Leaders Have Done Much to In
prove Life in North Central™; see htep://www.macleans.cajcanada/opinions/
article.jsplecontent=20080117_95971_95971 (accessed 21 June 2o0m1). In my article
“Keepin® It Real?: Masculinity, Indigencity, and Media Representations of Gang-
sta’ Rap in Regina, Canada” (Marsh 2o11), 1 analyze the original Maclean’s article
within the context of place making and also discuss the racialization of urban
ghettos in relation to Indigenous bodics.

The Albert Scott Community Centre, attached to the high school, houses day-
care [acilities and a police detachment, speaking to a number of other social
and systemic issues that these young people face in their daily lives, During my
first visit to Scott Collegiate, | asked about the needs for both the daycare and
the highly visible police presence on school property. One of the teachers sug-
gested that the daycare services were used mostly by members of the community
and that the police presence was overstated and then completely absent by the
middle of the day. And yet, while visiting the school at various times during the
past two years, | have scen and worked with a number of pregnant students and/
or young mothers, and | have witnessed a strong police presence ~ police officers

detaining young men in the parking lot for a variety of reasons.
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A third version of the Scott Collegiate/1np Labs Hip Hop Project occurred in the
winter of 2010, and a fourth seament of the project took place in March zo11,
For a critical analysis of the Scott Collegiate/iMp Labs Hip Hop Project, along
with a theoretical discussion of the complexities and contradictions of integrat-
ing hip hop programs into innercity schools in Canada, see Marsh (2010).

For a detailed discussion of how the media constructs narvatives concerning In-
digenous bodies and hip hop in Regina, see Marsh (2011).

“The People,” featuring Def3, from Eelkwol and Mils's The List (2007).

Giving back to one’s own community and the surrounding communitics is in-
deed an essential component of the musical carcers of most of the Indigenous
artists with whom | have had the privilege of working within Saskatchewan.
This aspect of Indigenous music culture is not unique to the artists working in
hip hop but is evident in most genres of popular music.

Other scholars who contribute to this dialogue in Mitchell's Global Noise (2001)
are André .M. Prévos, Ted Sedenburg, David Hesmondhalgh, Caspar Melville,
Mark Pennay, Claire Levy, Mir Wermuth, Jacqueline Urla, lan Condry, Sarah
Morelli, lan Maxwell, and Roger Chamberland.

“That's Just Me,” from Eekwol's Apprentice to the Mystery (2004h

“Let's Move,” lrom Eckwol and Mils’s The List (z007).

Ta read more of this interview, refer to my “Interview with Saskatchewan Hip
Hop Artist Lindsay Knight" (Marsh 2009).

For more in-depth discussions of this argument, refer to Shaviro (zooes) and Rose
(1994).

“Roundtable Discussion on Hip Hop in Saskatchewan,” at launch of 18P Labs,
University of Regina, 2 April 2008, organized and facilitated by Dr Charity
Marsh. The participating artists were Eckwol, Mils, b} Quartz, Etea, Arics,
Truth, Merky Waters, and Def3.

“The Tree,” from Eekwol and Mils’s The List (2007).

“Too Sick,” from Eckwol's Apprentice to the Mystery (2004).

For more information and a list of women who are missing, see
http://www.missingnativewomen.ca alert.html (accessed 2t June 2o11),
htep://www.amnesty.ca/campaigns/sisters_overview.php (accessed 21 June
zo11), and hetp:/missingwomen.blogspot.com (accessed 21 June 2011).
Supported by the Saskatchewan Arts Board, Eckwol is currently working on a
new hip hop album entirely in the Cree language.

See Marsh (zo11).



