


**************************************
INSTR. C. SMITH: Who doesn't have their test back? Anybody does not have their test back? Everybody feeling more awake this time?
Maybe a little? It's pretty quiet in here. Where lectures go to die. So we'll go ahead and get started. So I had a lot of requests for extensions this time around and I think people were generally they are pretty tired a lot of other stuff happening. Here is what I'm going to say, I have moved the essays to be due 11:59 on Sunday. This Sunday. Rather than tonight at midnight. Rather than Friday night Sunday.
That supersedes any other requests for extensions if you had a request for an extension previously, everybody needs to have it in by Sunday. If for some reason you have a monumental reason that you can't get it into shoot me an email we can talk about it. But generally everybody by Sunday. If the thing closes and you don't have it in yet, you can email it to me but try to get it in by Sunday. I expect some of these audio files are going to be huge so it would be really great if you could upload them I think it's set to upload them if it doesn't let you do that let me know and I will try to figure that out. Anybody have any question insofar as just letting everybody know it is Sunday at
11:59 p.m. is new due date. For everybody that just came in.
Other than that. If some folks I think there's few
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more people in here than was last time, David Kirkpatrick just talked to him. He has confirmed for the 26th. David is not a museum person. David is not a curator. David is a tech journalist who writes books, articles about AI and other technologies. He is going to read the same things that I have you guys assigned for example I'm going to upload the new syllabus this weekend that is going to have basically the statements on AI from a couple of different museum associations and one article on the future of AI. The problem with finding an article that is a peer reviewed article about AI is that by time it goes through peer review and gets published it's already out of date. It was in the late 90s with computers. Like it's just turning over itself. So even this one that came out in 2025, 2026 is still speculating because it's from a conference that was in 2023. I will have some articles for you guys. David is going to talk about AI more broadly and not necessarily specifically in a museum context. It's our job to ask him questions to bring it closer to museums and heritage. Nonetheless, I think it's still going to be valuable. Is he great guy, interesting. His wife is an artist named Elena Sisto [phonetic]. David, he is not a museum person and tech journalist in the 70s he was an artist who did a super weird he was into punk rock and he was into he can tonic and experimental punk rock and different kind of music and New



York avant-garde scene and installation electronic piece that was shown at the MoMA of all things. He is an interesting guy. I've known David for 5 or so years now. Been out to visit him several times in New York. He is going to Zoom in and talk to us about AI so just wanted to preface that by saying is he not curator but does have great information.
Nick Galanin has rescheduled for April 2nd so again the syllabus has the updated Nick Galanin readings. There was a great article by Amy Lonetree about monuments. I am going to include that along with several articles about nick and some of his bios. And videos about some of his art installations as well, he will be here April 2nd.
And then April 7th, Amanda Sorensen is going to be here through Zoom. She left her job at Axiell. She accepted another position at the Natural Museum of the American Indian Smithsonian. Amanda got her MA working Sue Rowley. She is currently a PhD candidate at the UMD I school. Also lead research assistant. She has had fellowship, two of them at the museum of natural of history and had several positions at the natural museum of American Indian most recently data manager. She has worked for Axiell museum software and intern and scholar at the museum for advanced research in New Mexico. She is going to be here talking about her work, talking about databases, talking about electronic heritage but dedicate the last 20 or 30 minutes of her talk to



answering questions you from you guys about careers and non-academic career paths and working in tech a little bit more. Yeah.
Funny enough I took this photo of her in DC last time I was out there, I stayed with her for three months when and that is a Krispy Kreme hat that she was wearing....
So we talked about Amy Lonetree last Tuesday. And one of the things that I want to continue from that because we are going to talk about Ruth Phillips today what I like about paring these two readings together is they are both sort of looking critically at collaborative museum work, looking at that one from an Indigenous perspective one from a critical non-Indigenous perspective but both really critically. And I think because they both came out in 2012 and they reference one another in various oblique way, Amy Lonetree citing Ruth and Ruth talking about some different Indigenous collaboration, I think they are really good in dialogue together but to get this started and get people a little bit more interested in talking here, I'm going to start it with a story about this photo. So in 2023 I won an award at the Art Canada Institute that was a book deal. The book deal was it was $30,000 I mentioned this before, for a book to write with the Art Canada institute on Sam Elwitt.
But $5,000 bonus if you finish the book. And so I had actually spent the weekend before this in Chicago being



Amanda Sorensen's co-maid of honour in her wedding. Jumped on a plane across the Great Lakes, popped over from Chicago to Toronto. This is at the Massey College at UT. So our very first day I land I am exhausted been at a wedding all week extremely hot. Toronto in the summer. We get shuffled over to the ROM, over different places, get told by the CEO of art can a institute who he never met before we are going to have a dinner, and you have to give a five minute presentation about your work at this dinner by the way we are seating you with the people who funded your project. No pressure. So we get there, I get settled in, we do all these things run around the campus all day go to the ROM and I know Ruth because she was a very good friend of Jennifer Kramer's and Sue Rowley's former director of MOA. I get seated. Does anyone recognize this guy right here? Anybody at all? I took several sneaky photos of him. So the summer of 2023 a movie called Blackberry comes out all about the phone and there's guy name Jim Bosley that is ... he plays an outrageous version of this guy. Who is one of the founders of Blackberry who found guilty of stock manipulation, drives the company into the ground. That would be Jim Bosley. I watched this movie on the plane, I get off the plane they shuffle me over they were like this is who is paying for your fellowship by the way and I have to pretend for 3 and a half hour that is I don't know who this guy is. And it was pretty



ridiculous. I've got Ruth sitting there too. I kept taking photos it it's Jim Bosley because I seen that movie he tells me at the end, you know there was a movie that just came out and I don't know if you saw it or not but it's a pretty ridiculous version of me. No kidding that is crazy. You know, anyway. Jim Bosley.
STUDENT: Do you think the movie is ridiculous portrayal based off your interactions with him?
INSTR. C. SMITH: I mean, this is --
STUDENT: Do you think you were like this all makes a lot more sense. INSTR. C. SMITH: This is 20 years later he is sitting next to Ruth
Phillips, you know, I don't know you know what I'm saying. I think he was a lot younger and I don't know. I don't know.
But he just seemed like regular guy for the most part but anyway, wanted to share that I kept taking all these sneaky photos being oh my god, I'm from the States, people are like I don't know who that is. Blackberry. They are like a phone, you know. So anyway, there you go.
So Ruth Phillips, has a PhD in African art history from the University of London 1979 she is American but came over to Canada I believe in the late 60s it was like a Vietnam protest sort of thing was she was a professor at Carlton, director of MOA from 1997 to 2002. She founded one of the co-founders of the Great Lakes research alliance for the study of aboriginal arts and cultures, it's basically RRN



for Anishinaabe and Métis and Great Lakes region area Indigenous folks. Also called GRASAC. But that is all about the midwest and Great Lakes region of US and Canada sharing information and knowledge about objects. She was one of the curators of "A Spirit Sings" which was the museum
exhibit that was so incredibly offensive it forced museum toss start giving stuff back to Indigenous people. He she will talk about that with you about what went wrong there and to her credit she was then a key proponent in the actual MOU that led to the MOU that allows stuff to be returned back in Canada. So she was on both sides of that coin, if you read her whole book that we just read chapter 11 of she talks about that. Doing this work on the Canadian task force for repatriation. Anybody have any questions? Okay.
So we read chapter 11 of museum pieces toward the Indigenization of Canadian museums which comes out the same year as Amy Lonetree's book that we just read about decolonizing museums what did you think about in terms of juxtaposing these two article and what these two different scholars are prioritizing or thinking about in their writing? Differently or the same? Not a great start guys.
STUDENT: I think for me this one felt more like in a way like a perusal of truth or accuracy. Again multiple voices or more community voices. It's going to be more accurate representation whereas the other felt more like you know,



there's a purpose to this beyond just the truth. It's about healing, it's about.
INSTR. C. SMITH: I agree with you and I think it's really important that you bring up the idea of the truth because very specifically what Amy Lonetree said was it's important in order for doe colonization to take place museums have to speak the truth and the truth is there's all of these hardships and trauma and pain associated with colonialism and existence of these objects in museums. So she is talking about decolonizing through speaking that truth through specifically Indigenous tribunal heritage museums but also through I think two out of those three were collaborative. So it was a partnership between non-Indigenous and Indigenous institution coming together to make this third space for decolonization. You are right. And the other thing that she talks about yes accuracy, but knowledge production. There's lot of emphasis from Ruth Phillips on knowledge production, bringing in those different perspectives. Knowledge production, for sure.
Fair representation I think is concern of both of them as well that sort of meets. Anybody else?
STUDENT: This article kind of focused in a lot on the exhibition side of it, not just like the tribal museums. It talked about colonial museum and how they could help and the benefits of doing because there was some good points even though it takes longer it makes it like a better process for everybody and



it's like a negotiation. It went into how it is like a push and pull kind of thing.
INSTR. C. SMITH: Absolutely. So there's, yes, and there's several thing toss think about from throughout our course. We haven't sat down and read Jennifer Kramer's Mobius Museology. Jennifer talked about how being a curator working with Indigenous communities in this collaborative way inverse the paradigm where you end up it looks like there's two sides there's really not. You are in interplay of being in complex but one side working together. Michael Ames talked about four different kind of stages of museum development. The most recent for him which was in 1992. He died in 2004 I think.
Maybe 2006. Either way he died before this book came out. Collaborative was as far as he was going with that. Amy Lonetree comes back and says to those four I would add Indigenous self-representation in tribal museums and then with Ruth Phillips she is saying yes, collaborative but there's two types. So there's the community based and the multivocal. What I did throw up here on this part at least for you guy toss look at a little later if you want is that a paradigm shift that she's talking about is a switch of the emphasis from the exhibit as product to the exhibit as process and the learning process in pursuing like this kind of getting at a more accurate or more fair assessment of what people are doing. So she talks about this shift as



specifically doing several things. So she says there's these two models and that these are extremely fuzzy they are not perfect they don't exist in reality, there's these are theoretical models but a fuzzy line between them and basically she says in community based exhibits what you have is you have the curator as facilitator as sort of setting the stage or creating a platform for Indigenous folks and that at the end it's a radical paradigm shift of authority that authoritative voice that allows Indigenous people then to take centre stage and have final say on things like labels and names and everything else. What do you think about that?
STUDENT: When I read that I it reminded me of the Pass the Mic Foundation a lot because it quite literally is giving a stage but in a different kind of way, and it was immediately what I thought of.
INSTR. C. SMITH: Absolutely. That is precisely what -- so then we can say if you are going to mention these in any of your essays, I was hoping you would pick that up. Pass the Mic and Portugal the Man are then doing community based model. Let me ask you guys she addresses this later on, does it actually shift the power? Does it actually radically give Indigenous people the power back or is the very structure of the museum and the methodologies that are almost always western so ingrained in power structures and hierarchies? Does it give them the power? Can they --



STUDENT: What I got from it is that I think she's really saying that this is -- has to be a shared kind of power.
INSTR. C. SMITH: Right.
STUDENT: Because yeah, inevitably you are working with a framework that in of itself for example in archaeology is values certain times of knowledge production so you can't just not negotiate with that because then you wouldn't have that platform. So yeah, I mean, no you can't have absolute power but thing is the point, not to have anyone have absolute power.
INSTR. C. SMITH: You end up with what she ends up saying is hybridized models. I think really important point to make about this idea of hybridity and about power is that one point that Jennifer makes frequently in her work is that no matter how much you share that power or that platform as an anthropologist, expert curator, ultimately you as this curator as the scholar as researcher are going to publish book and it, articles on it give talks about it while you can do your best to ultimately you are going to make money and fame off of that and the community may or may not see
ninety-five that certainly collaborators often won't much I think there's some restorative work that has been done in historical context. Like for instance who is familiar with Aaron Glass from New York? Aaron works -- he is a UBC alum, he has worked extensively with Kwakwaka'wakw communities about the Hamatsa and someone found how many anthropology



majors? Most of you. Franz Boas being the father of North American modern anthropology had an informant as they used to say whose named George Hunt who was actually a Tlingit and English man, his mother was Tlingit from Alaska his father was British Hudson Bay company employee. He lived in Alert Bay in Kwakwaka'wakw territory. He married -- he was from a high status Tlingit family, married into a high status Kwakwaka'wakw family and all of the descendants are Hunt family and Henderson family. I feel like any time you meet a Kwakwaka'wakw they have a Hunt connection. Anybody from that region. But it became apparent pretty early on that George Hunt was this driving force behind Franz Boas's collecting for the American museum of American history, writing, understanding of potlatches and yet he was sort of relegated to a quasi-anonymous role as being remembered as like, I don't know, informant. Indigenous informant. And it's pretty clear from letters and from different works that Hunt saw himself in a different way, right. So in the last several years in the last 20 years I've seen a lot of reframing of hunt as ethnologist himself with Aaron Glass's work he has elevated George Hunt to full collaborator status with Boas and one of the ways to do that he was able to find a book that was the book on Kwakwaka'wakw ceremonial life that Boas produced and Hunt had written in marginalia all of these corrections and notes about it. They took that book



and did an exhibit about it at the Bard Graduate Centre in New York where Aaron teaches and it travelled back to U'umista and was there as well. This is a reframing of this sort of idea of correcting that kind of power imbalance in these relationships. I mean, it is interesting about a question of whether you can truly share that but, if you listen to anything Jennifer ever written about or take one of her classes she'll talk about that power imbalance, nonetheless the still arrive at hybridized points. The other person she talks about is couple of exhibits one of which is Anthony Shelton, he was the husband of who was supposed to be teaching this Nicky Lavelle. He was the director the MOA for quite a while. 2004 to 2021 or 22. He was there for a good long while. She says about multivocal is that you have this collaborative process but then rather than it being a western sort of framework that is being presented over to Indigenous people to shape and shift how they wish that you are presenting both western ways of knowing, western epistemologies western frameworks alongside and layered along with Indigenous epistemologies at the same time. Any questions about those two different frameworks? Okay.
So collaborative work as a whole and this is both models, shifts from a product based focus to a process based focus that the journey and all of the learning and relationship building and all of the opportunities for



education and is really the point and that the exhibit is not a stopping point but rather a point for more collaboration and more work down the line. What did you think of? Can you think of an exhibit where that was the case? Or one that you felt did that really effectively?
STUDENT: Nuxalk, Jennifer Kramer was -- I'm blanking on his name. INSTR. C. SMITH: Clyde Tallio.
STUDENT: Yes, they worked directly together and were collaborators and she gives him credit even in her little tours of it and yeah very much demonstrates further collaboration.
INSTR. C. SMITH: Absolutely. So Jennifer and Clyde have been collaborating with each other for 15 years now, 16. Clyde is pretty young, I don't think he is quite 40 yet. Pretty young Indigenous scholar. Jennifer has been doing work among the Nuxalk for over 30 years.	this Heiltsuk exhibit that Ruth Phillips talks about is interesting. In 2002 there was this communal community based Indigenous exhibit on the Heiltsuk who were by the way central coast neighbour with the Nuxalk. Very closely related, speak different languages but interconnected including sharing land and material culture.
The other thing that is interesting is in her stipulations to distinguish between different models Ruth Phillips is very careful to say this is in 2012, very careful to say there's different nuances between different collaborative types of work and picking apart how different epistemologies are



presented. But Pam Brown who recently retired in the last five or so years at MOA is a Heiltsuk community member and MOA anthropologist curator. Did you think that was getting lumped in with community based. Again it's this idea that you are a non-Indigenous person in a western framework giving space to an Indigenous community. This is done by someone who was from that Indigenous community, is that different and how. How that might that not work with her model she presented herself? I don't think she was like wrong about it I don't think there was a way to talk about it necessarily
14 years ago. But do you think that would matter? Is it different?
STUDENT: I mean, depending on how collaborative it is it still could very much centre one person's perspective of their culture instead of a community's perspective.
INSTR. C. SMITH: For sure. But it is interesting, I agree with you but if this distinction that she's drawing is epistemologies and how frameworks are presented then there's an epistological and practice based difference I would argue that Pam had a more Indigenous sort of perspective and was bringing something a little bit different there. You might also notice a lot of parallels with the Nuxalk Strong exhibit in the description of this. I spent several minutes looking for any evidence online about this exhibit. Anybody? You guys Google it? I was trying to find a photo of it to use for



this slide and this is the only thing I came up with which is from I believe the CMH when it was there. So here is a question for you, the parallels are basically very specifically Ruth Phillips talks about how the museum anthropology then becomes a longhouse and last Tuesday we talked about this last class we talked about this how there was the chief was there, speeches were given, potlatching, gifts were shared, it was witnessed there's such an emphasis on witnessing you think about how Bruce Miller talks about it. Everyone witnessed in this was in fact the first definitive Heiltsuk exhibit but also a Heiltsuk exhibit that was for Heiltsuk people to come to at the MOA. Nuxalk Strong was this first solo Nuxalk exhibit that was all about Nuxalk work... the chief of the Nuxalk people, Newcomb Like [phonetic] is his name, passed on his name to his heir and there was gift giving and speech giving all day thing people ate shared food, it transformed MOA into a Nuxalk longhouse in much the same fashion but there was something really interesting that she brought up about this, I am curious what you think about that. Which is at what point does a exhibit, I want you to think about this in a couple of different ways, at what point does an exhibit need to be legible for
non-community members. This was all about Heiltsuk people, celebrated Heiltsuk people there was a criticism when it moved out of Vancouver it became illegible to the public that



it was mystifying to these other museum goers. My question is does that matter, do these other museum goers, if the point is process and not product, does it matter if it's legibility or not to non-Heiltsuk members and to further to that I had worked on this the labels with Jennifer for Nuxalk Strong. One of the things that Jennifer and I had lengthy conversations about with Clyde was the degree to which he wanted to incorporate Nuxalk language. How many of Nuxalk people speak or read it, how many non-Nuxalk people read or speak it. What do you want the general public, is this an opportunity to extend olive branch and show some amount of culture to a non-group member or does it matter that it's fulfilling a more particular need for the community. What do you guys think?
STUDENT: I visited a Nuxalk exhibit within my context of linguistic anthropology class so we were particularly looking at the language doing analysis of its use and we found that to be really important because it teaches people the language and it is used to communicate there's a language ideology within the use of the language so you communicate theory epistemology and their way of viewing the world through specific terms and term that is are used in the Nuxalk exhibit that are not easily translated to English. And they do a lot of communicating in terms of Nuxalk values and the exhibit values and substance. And it gives people an



opportunity to open up a new way of thinking about the world through the language and learning what it means. So if it was all in Nuxalk that would definitely create barriers for learning but I think that other class analysis their use of Nuxalk was done in ways that one aren't easily done in English and you would be leaving stuff out if you were just doing it in English, and two, they are presented in a way that even if you don't know the language you are learning something.
INSTR. C. SMITH: Absolutely. And the interesting thing too that that brings up is in a truly deeply collaborative community based project it's still multivocal. It has to be. Because it is still communicating something. Whether even if it's impenetrable completely in Heiltsuk or in Nuxalk, the esthetics of the art the arrangement, the flow all of that in Nuxalk Strong you have where you were walking through the mountains into the valley, it opens up. It's still communicating epistemological and cosmological features of Nuxalk culture and world view.
STUDENT: I wanted to add on this it reminds me of land acknowledgement where they don't owe you comfort in any way. It also like even though if you completely lost while experiencing it you can still be inspired to go research it more. Something like that.
INSTR. C. SMITH: Absolutely. Speaking of MoMA from the beginning of the



class, go walk through the MoMA and see if that is penetrable at all. Do you think those modernist that are making this work owe you any explanations or offer it to you. I can tell you they don't. It's okay for these things to be mystifying to an outsider they don't have to offer confer, they don't have to teach. That was one of the big questions. And also connects then to Amy Lonetree's point which is that in spaces such as tribal museums you don't owe that comfort to the viewer. It can be about truth telling it can be about healing it can be about uncomfortable truths and that they don't owe that kind of comfort or level of explanation or level of belonging to non-community members. It can be okay. This was something that was touched on I didn't -- mentioned this a dozen times didn't love the Acadiana article that we read I do think one thing they pointed out was where she was talking about an exhibit that was split between Cajun and creole which again I this insane, not a great way to present that she agreed. But that it white washed slavery in very particular ways because it didn't want to make anyone uncomfortable you can't have this conversation about race in Louisiana without talking about slavery yet it was trying to create this space that hiss tore sized and heritagized Cajunness and Creoleness divorced and devoid of uncomfortable conversations about slavery and the south in general. So that is something I think it really important to think about



is that you don't owe folks Indigenous communities do not owe non-community members that comfort or comfortability.
However, this is a point that unfortunately has to be made now versus even in 2012, museums all over the world that received money from the United States government received letters at the beginning of last year said we are no longer supporting this because it's DEI. That you mention that it's a native youth program, that it is an urban youth program, that it is for an LGBTQIA2S+ scholarship, whatever it may be, museums all over the world including here in Canada got these letters and so it put museums in this uncomfortable position of trying to serve communities and suddenly you did have to take white gays into account in terms of how to present something that is still a net positive for a community that is going to help that community that is going to embrace that community, that it going to support them in some meaningful way while still having to navigate around western white sensibilities and sensitivities about race or DEI as it were. Unfortunately that is not something that Ruth would have seen coming at all in 2012.
STUDENT: I would also add I was at archaeology day on Saturday and one of the speakers was talking about ethics in something but she particularly mentioned because she was working in United States that certain vocabulary is too woke that the DEI people don't even know about it so they weren't getting



flagged they weren't getting their funded restricted because they were using a particular language that if you word searched the hot topic vocabulary for DEI it wouldn't come up but it was still super woke and so they were flying under the radar for now. You are sigh seeing people shape their thing or getting even more abstract almost in inventive.
INSTR. C. SMITH: It's not like the DOGE bros that are looking for stuff are critically-minded people on the planet. Not looking for sophisticated language. I will say if you are feeling like staring into the void, you can pull up the list of words that they do flag, women and Black and native, LGBTQ, equality.
Community was one of the words. I don't think they check those things necessarily. But yes, it is that is a thing that people can navigate and certainly Indigenous folks in other communities have navigated oppressive systems such as the potlatch ban of the Indian Act and others for centuries. I think there will be resiliency that survives on the other side of this. These are things that had to be taken into account that weren't on the radar then.
What else did you think about her two models theory or proposal? Framework. Did you guys think of any other models that exist out there that she did not flag or catch or are worth mentioning? One obvious one is because this came out the same time Amy Lonetree's Indigenous museums are doing something slightly different. So we will keep rolling.



So she did offer a couple of precautions. One thing that Amy Lonetree kept saying in that article that we read from her the chapter which was the introduction was that she is you have to be careful to not be too celebratory of collaborative work, that you can't turn into a whitewashing innocent making celebration of oh my god look, where we are we made it when there's so much that is still in the world that needs to be addressed while colonialism is still ongoing, while people are still living the trauma that was and is visited on them daily. That is an important point.
And even Philips here makes, I'll read this... "collaborative paradigm...[READING] ...present." So you do need to make clear you are not just presenting one perspective. It's not just the Nuxalk capital T capital N, perspective, that you need to make clear what those floors are. This plays directly into reflexivity and positionality. That is all this really is. What she's saying is even when you are working collaboratively, even when you think this is the thing where I'm going to fade into the back and let all of these other community members take the fore, you have to be honest and reflexive and she gave an example at the Glenbow where there is a rule where individual scholars that work there can't be in labels or photos or credit in that way, at the end of this exhibit a big photo of bunch of Blackfoot community members and no non-Indigenous members



that worked from the museum. And it gives this impression that it was all Indigenous and that there was no any kind of white or western or non-Indigenous involvement in the project itself to produce this exhibit. So she cautioned against that. She is if the actual processes of research exchange and negotiation are not made clear the exhibit will end up occluding its own constructive pluralism. You end up under mining your own framework that you are trying to present in the first place. And sabotage the public's ability to appreciate its dialogic achievement that you are coming together to bring in hybridized process and product to them. And since collaborative exhibits model an ideal... that the partners would usually like the public to take home and apply in other social interactions, such silences are in the end self-defeating. At the end of day this is a really fancy wordy way of saying you got to be reflexive and be honest about who is doing what where when and why otherwise you are undermining your own point about reflexivity and knowledge sharing and community based collaborative work.
"Multivocal exhibits also carry their own characteristic dangers ... [READING] ...stimulating." What does that mean?
STUDENT: Able to be understood but also engaging.
INSTR. C. SMITH: You are supposed to -- that this contrast enriches the experience and engagement. That it's actually enriching



that, it's producing this enriched engaging yes, absolutely.
And if you make obscure that if you obscure that then what is the point. You are undermining your own methodologies. What else. "If they are too successful in reconciling and aligning factual perspectival doesn't seem like it's a word ... [READING] ...of conflict." So in other words, we've come together and we've presented this message to you and remember shaking hands because everything is good now. Colonialism is done. We have solved it, everything is good. You don't want to give that presentation either. So which actually I want to come back to that let's put a pin in that. "Successful efforts to maintain multiple perspectives evenhandedly can risk confusing and frustrating visitors." So again sometimes these conflicts are worth talking about.
Often they are, often irreconcilable perspectives can have these engaging fruitful and productive dialogues out of that rather than this kind of sameness smoothness. "Exhibits that attempt to denaturalize the presence of foreign objects in western museums can...[READING]... which they were obtained."
So the way she ended it there is was a little surprising to me when I read it she's basically saying not everything in museums are stolen sometimes you want to have a conversation about how something is not stolen. But you can also end up celebrating too much your collaboration and



obscure the fact in this thing was in fact stolen. Since 2012 there has been a fruitful dialogue between a lot of different communities about how there is no such thing as an ethically transferred object under something like the Indian Act. Under something like colonialism that in fact there was always a power differential that precluded that kind of ethical transfer even if somebody said that they are giving it over freely that in fact there was in an unequal system there is no equality, and even something sold or given so still be viewed as stolen today because it was taken under colonial pressure. Similarly she's also saying hey sometimes stuff was given sometimes stuff was shared and it was meaningful but again that was a discourse that is kind of emerged since 2012 that is a bit more complex.
STUDENT: I don't remember if she addressed this in the chapter but I can imagine that if exhibits failed to be transparent about those processes of collaboration it can do way more harm than good to the communities that are collaborating.
INSTR. C. SMITH: Absolutely.
STUDENT: Because with your example with the Glenbow how they ended with basically using a photo of Blackfoot community to as credits for the exhibition, if the exhibition is inaccurate frustrates visitors for whatever reason it's the community that is going to take the blame because that is what the public is given.



INSTR. C. SMITH: Absolutely. 100 percent. And yes, and by the way, speaking of it I hate it I don't hate it. Let's kick these guys a little bit more. When you drink the sauce a little bit too much to the point where you are saying hey, by the way, we are collaborative, look at all of these community member that is we talk to even though most of them or from 2,000 miles from here have nothing to do with this community. You end up with these guys, you end up doing what they did say you are presenting this as collaborative or removing yourself which is the example in Glenbow. The slightly different thing is celebrating you are doing this work when in fact you are doing harm to the community you are not representing the community that is present. You haven't talked to them. You are presenting kind of an idealized presentation. I hope someone in this room does a review of this. I don't have time to do it otherwise I would. Guys, it is real bad. And also not to sell the story on you, there's sea lions everywhere, it's beautiful it's sunny, the goonies, that house is there, Kindergarten Cop was filmed there. Weird Funky seaside Oregon town, not quite seaside but the ocean is down river that way. You end up doing harm because you are presenting this there is a way which this can be misrepresented and misconstrued to give the appearance of doing this work or obscuring the work that actually did happen and presenting it as something else. Which is



something you want to avoid. In fact I did pull together a couple of different examples here, we talked about Nuxalk Strong a little bit. This was another exhibit I worked on with students from 4431 earlier this year last year, and this is interesting because this was actually what Philips would have called a multivocal exhibit. Did anybody get a chance to see we come from great wealth? Anybody know the story.
STUDENT: I was in the class so. INSTR. C. SMITH: That's right.
STUDENT: There was the... pole that was coming down in Stanley Park.
Not in great repair so it had to come down. MOA's collection on loan over to Stanley Park. And Sue who spoke to us, was standing beside one of the family members of Emily Neel her granddaughter and this was September, 431 had just started and was hey, would be cool if my kids did an exhibit with this. She said that would be great and it sort of snowballed from there.
INSTR. C. SMITH: It did. So Stanley Park had the Kakaso’ Las totem pole which is also Emily Neel's name. Basically coming down belonged to MOA, was getting returned to MOA. Luanne Neel the granddaughter of Emily Neel was there at the removal and returned to MOA and, yes, Sue had been talking to me and class what are we going to do for exhibit. The reason it's multivocal and not fully collaborative it was Sue's idea to do the exhibit she asked. He we were working collaboratively



with the Neel family, David, Luanne, and closely at the end of the day she got approval on themes on titles on artwork that was used but it was being generated by the students themselves and it was being presented in a classic curatorial sort of manner. That was a great show, great exhibit. But it was a multivocal exhibit in that sense. We did do our best to sort of present it in a as close to the family's voice as you can but without appropriating the family's voice in that way. It was presented as these are the students from
431 doing this work. So it was a cool exhibit. Really fun. Anybody have questions or ideas? Anybody going to incorporate any of this into their essays at any point? Some of these discussions.
STUDENT: The way that people pressure to frame it reminds me a little of my work where some of the people above me they are supposed to design exhibits or design activities or events around the museum and -- okay, I hope I'm legally allowed to shit talk my work. Anyway, but our boss she worked for Amazon before she worked here even though we are a non-profit she is very profit minded. It shows up in these projects where they are like we get these little packets if there's an event happening tells you what the event is what its background is importance, how to talk about it what it's going to look like the itinerary and then there's goal that is 30 percent of visitors will have learned something about salmon.



40 percent of visitors will be encouraged to buy a salmon can from the gift shop and it's like that kind of thinking and you I can tell that the people above me who are being forced to design it this way are going to have to do a followup report of what the profits are how many people attended, how great of a success it was for their midterm review or something with my boss and it's such a... way of framing things and very much removes it or it quantifies community participation and it doesn't involve people's voices really. It involves numbers and statistics of ratings and surveys. They make me put out so many surveys. And it's like that is not a functional way to demonstrate community engagement and demonstrate that the community engaged. We did a lucky not workshop. It was great. People were engaged and learned lots about it, but it was like the way my boss is going to have to frame that workshop to the bigger boss is going to not be able to be critical or constructive. It's going to have to be so capitalistic.
INSTR. C. SMITH: So tying this right back to our themes in this class at the end of the day we were talking about these as discourses of heritage and the two drivers of the heritage industry of which museums are part is the economy and tourism so at the end of the day tying this back to the grants that museums have to write, this idea of do you have to make exhibits comfortable for the general public, do you have to make



exhibits profitable. The answer is kind of yes because unfortunately even meeting Jim Bosley, he paid for my book project. At the end of the day there's a product that comes out of it. You can say that the focus is on the process, embrace that, celebrate that and embrace that and dig into that but at the end of the day you have a product and you are a product and this is the idea of heritagization is the packaging of culture, the packaging of these into products.
Into some thing in packaged in the present for some purpose and that purpose is often money making. Or at a minimum not losing a bunch of money. Whether it's money making or just as close as you can get to even there's still a product involved. And again, even going back to the ACI book project, I was so excited to write this book oh my god, I'm going to be able to give it back to the community. At the end of the day it was a product that was expected to be delivered. By the way, just a little cautionary tale, that book never came to be. I ended up I'm still working on that project because someone in the company that was very high up in this non-profit involved themselves in a massive scandal involving a curator from AGO Wanda Nanabush. Secretly got her fired. Hyperallergic picked that article up. CBC, art newspaper, artnet, it was everywhere. Woke up one morning my mailbox was absolutely exploding. There were requests for hyper allergic to interview me, I had nothing to do with it.



It was a small company and only four or five fellows and so I ended up leaving before the book was finished because I didn't want anything to do with any of that scandal. And I couldn't work for someone that had undermined an Indigenous scholar in that way. I did I can talk about it though I don't talk about it too much I left without signing an NDA, another tip for you if you are ever in that situation. So you can talk to somebody else about it. I took the writings I had for that, I applied for the Bill McLinon award, I won it and I'm going to use that this summer to finish that work and return it, not a big showy book, but it is going to be able to -- do an article give a talk up in Kitselas and a talk in Terrace. But it does come down to money and products at the end of the day.
So okay. There was one other thing I was going to mention to you guy BC this tying it back to Amy Lonetree I wanted to return back to some of the things she had said in about healing and about this process of a museum creating space as a means or a space for healing. Do you guys think it's possible because even the way that different absolutely ethical and moral and good scholars view how they make things in terms of an exhibit, varies wildly. So as we were saying Ruth Phillips is prioritizing knowledge, new knowledge production, this idea of the process but the process as a means of knowledge production. As a means of understanding



each other better. Which I think is a completely noble and understandable and good pursuit but do you think that a museum space like MOA even working in a collaborative community based model can it become a place of healing in the same way that a tribal museum can? Amy Lonetree didn't think so. What do you guys think? I think the Nuxalk strong exhibit did a lot of work towards that. I think a lot of Nuxalk people felt moved to be seen in that way and have the there was coverage from CBC and coverage from CTV and Indiginews and all these platforms were celebrating Nuxalk, art and people in a way, there were hundreds and hundreds of people that showed up for the opening. Much bigger than we were expecting. And I think that that is powerful and I do think that specifically that exhibit, specifically MOA is generally in a position to have those kinds of dialogues in a way that maybe some other museums aren't or aren't willing to go to. You can think of about in terms of the MOV with Bruce Miller. So his applying of Indigenous law to repatriation for this Squikwai [phonetic] mask is obvious nod to epistemologies and healing and cosmologies because it was something that was reintroduce into the community in a culturally appropriate way that didn't force them into the position of having to please or reshape themselves to fit the model that the museum was presenting which as we saw with the Haisla was a traumatic they were getting this totem back but



having to contort in various ways. They weren't allowed to do whatever they wanted to with their pole that was taken the they weren't allowed they had to make another one to give back to this museum. It wasn't just an unconditional gift or unconditional return. And it wasn't returned in a way that aligned with their values or cosmology or world view. So I do think there are ways that museums can work collaboratively to create those kind of healing spaces. The return of the skull that Bruce was talking about was obviously a very powerful healing moment. There is a little museum in Kitsilano that I mentioned once or twice before called Hastings mill museum and it is a BC Women's society museum.
It's basically I hate to use the word sorority that is basically what it is of women you have to be born, a woman who was born in BC to be part of this organization. They have a huge collection of baskets and totem poles and figures and carvings and head dresses. There's some human remains in there. They have gotten rid of some of the human remains and returned them back. There's mortuary objects. They called me one time, Bruce lives down the street from them too and said can you take a look at something for us it was a box about the half the size of this table we are trying to figure out what this is, it was a giant painted hand painted sign on the top of this box that read Haida mortuary box. I was like, well, have you called the Haida about it yet, no that



is a great idea and they returned that earlier this year that went back earlier this year was returned to the community.
There's some other things that are little bit more obscure that are more esoteric that need to be returned. I mentioned to you once that in the 19th century newly Christianized Indigenous folks would commission marble carvings from Italian stonemakers in Victoria and Seattle to use as grave markers. And they would hire -- it was often Tsimshian and Gitxsan people that would do this these maquettes that were carved out of wood that were sent to the stonecutters who would make these monument sized stone grave monuments and ship back to the community. What happens to those wood figures. Sometimes they end up entering into the market at model totem poles sometimes they end up back in museums unless there is a context where it's clearly what happened you often won't know what those are they exist as a model totem pole. However the hasting mill museum has one that is a very famous Gitxsan monument and I knew what it was and it had the date on the bottom, the information on bottom. I told her this isn't exactly a funerary thing, but not one, we should return this. It's also from a small Dene community, Athabascan Dene community that has been absorbed by the Gitxsan in the last hundred years there's people from that community that are descended from that original community that would like to have this. There's not a lot of material



culture from that small Dene community. When I went to meet with more of these ladies from this museum they felt very strongly Indigenous people owed them some sort of education they need to teach us about this. No they don't. Well they owe us there was all of these things they felt they were owed. They don't owe you anything. And in fact they don't owe you comfort it can be extraordinarily emotional union uncomfortable experience to return something you don't know how it's going to do they don't because you have never been confronted with a remain from your grandparent that someone had on your shelf for a hundred years. Most people aren't expected to ever have that happen to them. That is something Indigenous people do live with that is what a return is sometimes. So we got into a bit of an argument over. That I am helping them return that object but I guess my point was not to Amy Lonetree's point and joining these two dialogues between Philips and Lonetree, colonialism and one thing I disagreed with I realize this is more of a British perspective she is using from her British education she uses the term post-colonial a lot. Post-colonial state and in North America make we all knows colonialism is a ongoing process that is not post-colonial, no one in is in
post-colonial state people are still here on this land and colonialism is ongoing process rather than finite state of being of which we have past. So I think there is a good way



to bridge the ideas between Lonetree and Philips in terms of what healing and community can come out of well done community based and even multivocal exhibits because I think the Kakaso’ Las did a really great job of presenting Emily Neel in a different way she's been presented before. A lot of personal items from the family that were shown she's often shown with modern totem poles or masks we had linens and bags and clothing that she had made for family. There was a tie that we had found. Stuff like that. And I think that that can be a good space for healing and also be a good space for those kind of die looks so both can be true. You are looking to celebrate the process to generate new knowledge but along the way you have to remember in this isn't just a celebratory critical theory, it's people's lives, people's belongings their culture and deeply personal to the Indigenous folks who were involve ND this process.
Anyway, we got five ten minutes before we get kicked out so I will be up here to answer questions about your essays if you want. And yeah, they are due Sunday, 11:59 please try to get them in by then unless you have a good reason, shoot me and email but I'll be looking for those.
You have a great weekend. Thank you for today.
****************************************** LANA GRACE ALLEN, RPR, RCR.
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