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INSTR. C. SMITH: Not how I would have designed the class. I could change the speakers and the readings but I wasn't allowed to change the way the class is rated or structure or anything like that. Definitely not how I would do it. Surprise. The lecture no one saw coming. I hope the rest of my speakers don't cancel or flake out on me because I don't know how many lectures I can pull out of thin air at the absolute last minute that are relevant to the class. You know, we are going to do our best.
STUDENT: Who bailed out?
INSTR. C. SMITH: Danielle Gendron unfortunately sounds like her grandmother is not going to make it. I don't know what is going on: I had to react quickly to get something on the screen. Surprise, yeah.
All right. So I'm going to go ahead and get us started today. Danielle Gendron unfortunately could not make it she had to cancel last minute which is okay. She is having a family emergency so that is not great. But I do have this other lecture that I gave a couple of years ago that really is relevant to this class and kind of connects to the work that Bruce does and talks about museums and Indigenous law and definitions of art versus belongings and so -- and gets into the sticky quagmire of intracultural appropriation, what happens when one clan from one group
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steals from another clan from that same group and what happens legally when that happens. How much of NAGPRA is actually enforceable when where and without community support. So that is something we'll talk about here in a few minutes. I have a couple of announcements to make. Nick Galanin is going to be here on Thursday. Megan Spencer is joining. She wanted to hear him speak too. She is from Alaska. Teaches at Capilano University at North Van. Wrote the book Painful Beauty about Tlingit beadwork artists that got a Smithsonian award. Great friend of mine, lives here in van. So she is going to be on Zoom with Nick on Thursday. I checked with nick he said he is on board so it's really good.
Amanda Sorensen will be here virtually on April 7th confirmed with her. She will be here and then we have one more class after that. I wanted to talk to you a little bit about how we are going to wrap up classes and what to expect. First and foremost I want to debrief about David's talk because it was so strange he only got to talk for half an hour I feel we were hitting a good point and then it was over. So I wanted to follow up about that, sort of debrief about that. First and foremost you guys have reviews for me on your Canvas, you can say what you think about the class.
I know it was chaotic, I know that, you know, at times it was like a little bit reactive to again people cancelling or just in general to put this class together last minute, but yeah,



if you guys could, reviews are available. I think it's student satisfaction reviews are available I think through April, please take a look at that and give an honest review of the class and how you think it went.
So there's that. Those are available on your Canvas. 2, if you haven't -- there's one or two people out there, if you haven't spoken to me yet and haven't turned in something that is already passed due please send me an email about it and have a conversation about it. Don't avoid me because you are afraid I'm going to whatever. Just come talk to me about it or send me an email so we can get that resolved. I said this to the class last week I'm going to say it every week until we are there, the absolute drop dead date for the final paper is April 16th. There are no extensions past that, there can't be I pushed the due date into the finals week.
So there's already like a week long extension built in and I need to time I have to have time to mark those papers and get your final grades in by I think the second week or third week of May. Anyway, it's really close. So April 16th absolutely have to have your papers in. If you haven't turned in your proposal yet, I still need you to turn it in one way or the other because I need to know what you are going to be doing for your paper and talk to you about it. That is a requirement. So even if you feel like it's too late to bother turning it in I still need you to turn it in it's a



critical component of the final paper.
So there's that. Does anybody have any questions? As I said, next class we have Nick Galanin coming, Tlingit artist. I am going to share an Amy Lonetree article. It's
really short for you guys to read about monuments. That is a followup to the decolonizing text that we read a couple of weeks ago that will be appropriate along with please take time to click through Nick's artistic practice and the websites and the videos that are on the syllabus before the class. I believe Bruce will be joining us for that again because he likes coming in here and listening to other people talk and I also like I said Megan Spencer will also be joining the Zoom.
The final class is going to be just a review and sort of a debriefing about the whole class in general on the I think it's the 9th. It's also going to be an opportunity for you guys to talk to me about your papers. Your final papers. So that will be the last time you see me in person. And I want too give you an opportunity to check in and actual talk with each one of you about that we are going to be going over broad themes about the class and all of that. That is what we will do for the final class. Does anybody have any questions about that?
Okay. I wanted to debrief you guys and talk a little bit followup about the talk from David. Obviously that is



not what I had in mind when I invited him to come speak to the class was not him rushing in and talking for half an hour. Someone asked him a very good question about inherent biases in AI programming which I think was a really good question. Unfortunately it was right before we had to break out of here. That is not how I wanted that talk to go but it illustrated something I think is important. David is a good friend of mine. I have known him for 6 or 7 years now.
Several things I would like to point out about him, although he is a good and ethical moral person and in fact he is a quaker, his whole life philosophy is about doing good in the world which is why Bruce was here for that talk because he is also a quaker. He wanted to be here to meet and talk to David. But David is also a 73 year old white tech journalist multi millionaire who lives in New York. His reflexivity or vision or view of community issues, racial issues, social justice issues, all of that is it's frankly limited and that is one the things that I -- reason why I wanted to have that dialogue with someone who is -- he is an AI expert I wanted him to share with you about implementations and things on the horizon and what these folks want and I want you to take that with the tools you have as anthropologists or as social community activists or social scientists or historians to think about how to frame that in terms of decolonizing AI. Can you decolonize it. Is AI the final boss of colonialism



as this consuming carnivorous cannibalistic machine that appropriates everything. There are articles about decolonizing AI. I was going to share them on the area we share articles but David as good and moral and ethical as is he is not thinking about that therefore it's not getting done because is he probably one the better people in the tech world. He is like I am not a bad guy. There is guy that wants to people to work for tokens a dollar a day. He said that. That is the bar, but David is a really nice guy but not thinking about those kind of social issues. That is why one thing I will say our department does not do a good job talking about AI. If you do hear about it, it's about how you should or had you had not be using it to write a paper and not how you are going to have to live with this for the rest of your life maybe in your field and how you are going to protect yourself and the communities that you work with.
Your intellectual property, your work that you are doing, the communities IP, communities cultural property, how do you manage data sovereignty in the face of a technology that is all encompassing and does nothing but consume data. That is what I wanted to the conversation to be but we didn't have time to get to that. David is as nice as they come he is not reflexive at all. He is not thinking about community. One of the things that someone said he is not reflexive absolutely not but at the same time because he doesn't have



those skills because he is not an anthropologist he is again a 73 year old white multi-millionaire that lives in New York. I think that is why spaces with AI and technology need focus like us people that actually do work with communities. They need to hear our voices need to hear Indigenous communities voices, need to hear allies voices social scientists people who are going to do that work and democratize that in reality. And again I love David, I really do he is a good friends of mine so when I say this I mean it from a place of love even when he was oh, racial bias in AI technology we already handled that. If you recall back to Amy Lonetree's article where she said don't be too celebratory of collaborative work because there's work to be done. It's not like we did this one time and now it's great. Which again these folks are going to need to hear from folks like you.
That is why I wanted him to come in here he is not a heritage person or museum person he is working in an industry that is going to eat ours. In a literal sense. I think it's important to have those kind of dialogues and connections.
Anybody have comments, thoughts, considerations?
STUDENT: I'm wondering what your conversations with him have been like?
Regarding.
INSTR. C. SMITH: Leading up to this point?
STUDENT: Or just regarding this idea of reflexivity.
INSTR. C. SMITH: I had a two hour conversation, gave him a chance I like



to point out he came right off of a plane didn't eat anything went straight to a Zoom. And he just gone through several TSA checks in Houston to New York. He was not maybe the sharpest I've ever seen him be. I did have a talk with him that night about two hours long after he had a chance to eat I told him David my concern and your concerns are probably not aligned in the sense that he is like I'm worried about fascism. Everybody is. He is like I'm worried about freedom. We are also worried about freedom, but we are worried about the homogenizing effects of something like AI that is going to flatten and consume everything. What about there's good feminist perspectives about consent to be used and talked about with AI that he is not thinking about at all. Do we colonize it. He says what do you mean decolonize. There's this structural violence of colonialism built into this technology because it's not only is it designed to consume and appropriate but it was written and designed by people who want to consume and appropriate and has all of their biases and magnifies it. He is like his suggestion was I think Indigenous people might have to move their files and data on to good old card stock Dewey decimal. He is probably not wrong. That is a way to protect it from the net is to take it off of the net. One of the ways that Musqueam people are trying to fight having Sxwayxwey masks published is to not allow them to be photographed anymore and



one by one say I want you to take that down one by one. So I don't know that David could be super reflexive about that.
He and I have had strange conversations over the years we are in Battery Park New York once one afternoon, gone to NMAI right there in New York and somehow Elon Musk came up. The difference between David and is he knows Elon Musk and I don't, but I told him what I thought of him which is what you might suspect, and he was like well you know I mean he is a weird guy but at the same time he has got this file on his desk that says how to save the world. I mean, who cares.
You know, he is like a cartoon villain. It's ridiculous. Six months later he comes back to me and says you are right about Elon Musk, that guy is nuts. He was offended he thought people's criticism about Joe Biden was ageism, not ability. There are things that are generational differences between him and I and you guys and him that are insurmountable. Nonetheless if nothing else I hope it demonstrated that there is a need for voices from people like us in that field. That that is an actual need. There needs to be consultation, needs to be interventions needs to be a decolonial process that happens and where do you start. I don't know. Like anything I think it starts with grassroots activism but I think communities will have to look at taking their stuff off the net because at the same time there is this equal and opposite drive to actually democratize things,



not to just take it and make it available to everyone but to democratize accessibility to archives, to data, to objects in the museum system in anthropology in the field in general which is that a move to open source publishing, a move to open accessibility for databases for images, unfortunately that becomes fodder for this other thing that is equal and opposite force at the same time. I don't know how to reconcile that. I do know that it is a conversation that I think everyone needs to have more and for longer.
Unfortunately we didn't get to have that long of a conversation with David about it. Any other questions? I mean the other part of that is you don't have to be a monster to be part of a system that is doing terrible things. David is a nice guy but part of a system that is not doing great stuff. Anybody else?
So today as I mentioned I don't know some people might have come in later Danielle Gendron had to cancel. I'm giving a talk I gave several years ago in an anthropology class that I was TAing. We are going to go over it. It's going to go over a few things but called Northwest Coast art contested ownerships intersecting regimes and the materialization of law. And basically and we've had more talks here at this point. Some of this might be redundant but the Northwest Coast culture area designated for shared environmental and material culture, it is a contested region,



people argue that that kind of culture group regionalism espoused by Boas and other folks is outdated. Nonetheless roughly from Yakutat Bay, Alaska down to northern Oregon from the northern Yakutat Tlingit down to the Chinook people in Oregon. It does flatten diversity. It is where you would start seeing these things you hear a totem pole being iconic or emblematic of Seattle or of Vancouver where obviously here Coast Salish posts had house posts which Jordan Wilson talked about. It is composed of dozens of nations and languages and language groups. There are three broad sections right.
Roughly from the Haisla and Heiltsuk and Tsimshian north is northern. Haisla, Heiltsuk, Nuxalk, Gwawaenuk, Kwakwaka'wakw, those are central coast and then you get to the southern coast which would be like Coast Salish and Chinook. I think Chinook is something else too, Columbia River areas. These three broad categories. One of the things that Jordan talked about in his writing was the transformation of objects that are Northwest Coast based community objects into transformation into art being redesignated as art. Recontextualized. I am dubious of this there is no word for art in Indigenous languages. I think you can fight with people like that all day because there are esthetic evaluations of objects. Obviously some artists were more successful than others. Communities would travel from one group to another to hire artist from a particular



community because they liked what they did. Tsimshian artists for instance were really very -- their work was prized on the coast where Tlingits would have Tsimshians make beautiful bentwood boxes. Haisla folks would make boxes for everyone up and down the coast. They had huge trees. There were esthetic evaluations that are made and certain groups were privileged over others. Even though they may not have this decontextual idea of art, there was ideas of esthetic value an value associated with esthetic beauty. So that's clear. But in a community based kind of customary way Northwest Coast cultures objects that were made generally fall into a couple of different categories but one of those categories would be that they represent crests or clans or ancestors or spirit beings that have again there's a wide variety of that but in the northern part of the territory you tend to hear from Tlingit, Haida, Tsimshian clan-owned objects. The central coast family based prerogatives.
Southern coast is more about interactions that community members have had with supernatural beings or ancestors had with supernatural beings. These different ways, but they do represent intangible prerogatives that are owned by individuals families or clans. And that ownership people are very serious about and have been for a long time. If someone displayed your crest that was not from your clan or your house, then they were shaming you. And you would have to go



burn their village down or something. It required a response. Usually a violent response. Or if you did beat someone else in battle or if they owed you money or if they in some way let you down, it was a good reason to appropriate their crest in a way that mocked them in a ridicule fashion. Put it on a post and put it out on front where you would welcome people so everyone knows what the clan did. In southeast Alaska there is a Tlingit clan that has a button blanket that has a huge octopus squid devil fish in English on there that capsized a boat and killed someone. It was the fault of one of the other fishermen from a different clan so they have this removable devil fish on the back of this blanket that gets danced and talked about that talks about the debt that gets owed that would be removed. Nobody paid it. It's about 150 years they are still arguing about it so it doesn't look like it will be resolved any time soon.
Sealaska Heritage Institute has that button blanket and holds it in stewardship.
There is a William H Seward pole, the guy who was in the cabinet of Abraham Lincoln. He purchased Alaska. Alaska was called Seward's Folly, they thought it was a worthless desolate wasteland. Nonetheless Seward showed up where he met a Tlingit chief Ebbets the father -- grandfather of Mary Ebbets who would become this progenitor of the whole Hunt family of Kwakwaka'wakw artists. And George Hunt himself.



So Chief Ebbets gives a potlatch to William Seward to illustrate for him his wealth and to try to instigate a reciprocal relationship with Seward who shows up and gets given all of these blankets and money and all of this food and he is like these guys are great and he goes back to Washington DC and never comes back. So he never comes back to repay or reciprocate that relationship. So they made made a William H Seward ridicule pole which was a guy sitting on a box all stylized Northwest Coast which a pointed basketry hat. Well, a couple of years ago they re-did that pole and it was artist named Jackson Polas [phonetic] who is Nathan Jackson's son he did it with huge bloated face and warts and this gigantic head tiny body. It was based on William H Seward's caricature but clearly mocking him.
After the Exxon Valdez oil spill in 1989 an Eyak community made a ridicule pole for the Exxon oil company.
And again did it by showing the tanker and Exxon symbol and all of that. Finally there was an artist in southeast Alaska Tommy Joseph who is a Tlingit artist in Sitka made a Donald Trump and governor Mike Dunlevy ridicule pole except he made it where he could carry with him at protests got a gigantic Trump head, tiny hands he made it with a chalkboard in the middle he would write whatever terrible thing Trump had done recently. This is an ongoing practice in Northwest Coast communities with that dialogue. So if you are displaying



someone else's crest and in an inappropriate way, the assumption is you are shaming them in some fashion. Okay. At least in Tlingit territory.
Because these objects represent individual rights and privileges to be displayed by certain clans. They also communicate information and as Bruce Miller pointed out in the Sxwayxwey story about how he repatriated that, when they are witnessed in a longhouse they become law they are witnessed paid for through a potlatch and are affirmed by that witnessing through that process. That is an important thing to think about.
So just talking about imagery in Northwest Coast art there's a specific ownership of stories or crests they can represent land or territories like this Tlingit house here which is a transitional style of house, it is a clan house but it is obviously more of a western style home that has this panel as an entrance pole on the front and creature at the top represents a mountain, Mount Fairweather, that is visible from Huna [phonetic] that belongs to the Tahltan Clan. It denotes status and position. It's sort of all of these at once. That is something important to think about.
As I mentioned there's different categories of Northwest Coast art. Especially when talking about repatriation with NAGPRA these categories really matter in NAGPRA you have to demonstrate it's something of cultural



















EMILY. ...

patrimony and means a sacred object which can be called also treasures or paid for things like in Tlingit a sacred object is called ut oo [phonetic] which means purchased paid for thing. It was paid for in a literal sense in a potlatch money and goods were distributed when this was brought out almost all Tlingit crests were paid for by blood clan member or ancestor generally someone died if there is a a story about a crest. Also sham antic objects, funerary objects associated with the dead or burial rights.

INSTR. C. SMITH: Great question. They made their own but thinking back to this idea of intangible when you create that image it might as well be the same thing. We were talking about the two hats, I don't know if you were here for the two hats this was danced now her both that thing.
EMILY. ...
INSTR. C. SMITH: They made a new one but it is the image that is owned.
It's the image and it's the design and the story that it owned. Therefore they are mocking this other group and everybody would know what that is.
So all of these things can be summed up here in BC as what you would call belongings in different way. Belonging is sort of a broad term that is used here. But in terms of NAGPRA you are going to need to demonstrate one these.
Generally speaking. There's also objects made for sale to



outsiders. Which again when I was talking this last class I mentioned actually Bruce mentioned that for instance I go and give back things that are made for sale that were made by family members of people that are descendants today those can be powerful to return but they are not federally mandated to return. In general you have a hard time convincing museums to return those kind of objects back to community members.
It's a difficult thing. So these are the different categories of objects. And objects can move between these categories and can occupy more than one at a time. These are not mutually exclusive. You could have a sacred object that is funerary, shamanic are almost always funerary because you would bury the objects with the remains of the shaman away from the community at least in Tlingit culture generally speaking. Be under a big tree far out from the village where it couldn't do any harm. But that also made shamanic objects easy targets for unscrupulous anthropologists and collectors who would show up they could sneak in this middle of the night and take that stuff. That is a thing. Sometimes those boxes of shamanic material and funerary material still show up.
I got a call from the RCMP in Victoria a couple of years ago because someone their grandfather or
great-grandfather had been a logger on Vancouver Island and had this box, bentwood box this his closet. This big. And



when he died they were cleaning out his stuff they finds this painted bentwood box they open it up there's human remains in it. It was from the mid to early 19th century. They took it to the RCMP who were like this isn't a murder thing this is a cultural thing so they called the local Coast Salish community who was like that a northern box not ours. He found it somewhere else and brought it with him. So they contacted me I was like that is a Tsimshian box but Tsimshian today is like 14 or 15 different tribes across two countries. You know you are going to have a hard time. And I think ultimately what they did is contact a Tsimshian council and they contacted them and I think they ended up doing DNA testing on the remains to figure out if there's a descendant group to give it to. Nonetheless going back to that idea if a community or if a tribe another tribe or another nation makes something particularly well or attractive you can have someone who is being commissioned to make that who knows who the remains belong to. My point being that that was a shamanic funerary box that this guy took home and at least while he was displaying it turned it into art in his house which is it's gross but it is what was happening.
I want to show you this picture. This is James Rudolf. He was born in 1858. He died in 1933 he was a Tlingit carver born in sit can but lived in Juneau Alaska he with was a prolific carver of model totem poles. And in 1931



when this photo was taken he was getting ready to sell these model poles to ship them off to the Paris exhibition. Even in 1931 and there was a article about him in the Juneau empire that talked about him being the champion of totem poles and that he was this well known carver. So there is him I love this photo with his family and a kind of shows that he is doing this to support his family and obviously these things are staged but that this is something he was doing to make a living. He also carved the Thunderbird screen that we are going to be talking about. So before we get into the Thunderbird screen one other thing I would like to talk about is these are model poles by James Rudolf in the present. Some of his totem poles look like. Very distinctive.
Tlingit people have a moiety system meaning that they are divided into two halves you are all born either Raven or Eagle. And it follows your mother's line. Matrilineal. And even if you are mixed your father or mother is from another nation or not Indigenous, generally speaking in your community you will be adopted by the proper clan or an uncle from either if it's your father who is not Indigenous then you would be adopted -- have your mother's clan. If your mother is not Indigenous you would be adopted into whatever clan is opposite your father's. To make it a proper marriage and give you your clan.



Tlingit people are exogamous. They marry outside of their own group. They are matrilineal. They are divided into various subclans under Eagle and Raven. Here in Canada you'll see Tlingits use Crow and Wolf a lot if in the Yukon or Wolf and Raven. It's not so much on the coast. Tends to be Eagle and Raven similar to Haida. Tlingit and Haida have switched clans. You will have moiety which is either the Eagle or Raven and underneath Raven will be a series of subclans so it's usually non-predatory animals under Raven for the Tlingit system. Raven, sockeye salmon, one for each of the five species of salmon. Or it will be Raven whale or Raven frog or Raven beaver. Under Eagle it will be Eagle shark or Eagle bear or Eagle Thunderbird.
So for this story you need to remember that Eagle shark and Eagle Thunderbird are under the same moiety.
Tlingit people are also members of discrete house groups by that I mean a hierarchy of clan systems where you have your moiety and then you have your clan, so you would be in this case taak [phonetic], Eagle moiety, then Thunderbird haish hit [phonetic] is the Thunderbird clan, Eagle Thunderbird Shangukeidi, and under that you would have the Thunderbird house which would be like haish hit [phonetic] and then for shark, you know, you would have Eagle as your moiety, Eagle shark for clan which is called Wooshkeetan and then underneath that you would have a house and generally



speaking there's shark named houses. I think shark is toos so would be toos hit [phonetic] in this case the Wooshkeetan have haish hit they have a Thunderbird house. How did that happen.
Let me check the year. 1885 the Wooshkeetan Eagle shark clan of Juneau commissioned a full size Thunderbird house from James Rudolf. So he paints this huge house. This is a bit more like a regular clan house than you would see in that first photo I showed you where there was windows and two two storeys this is moving towards a western style home so this is painted on planks. You can see the planks that this is painted on. And it's a Thunderbird with a whale-sharky kind of creature. These on the side are sharks here on either side. Whale there, Thunderbird in the centre, sharky sort of figures all around the top there. You have bear. On each side of the Thunderbird head. Then on the end if you look at the circular things that come down he has painted on house posts like in an old actual house post. He painted them right on. There's this innovation similar to what Jordan Wilson is talking about house posts can move and become different things. This is the pillars with the house posts of Thunderbird screen in the middle and James Rudolf who was from the Raven clan did this in 1885. He was commissioned to do it. In Tlingit culture you will commission someone from your opposite clan to make your art



for you. Because it then becomes convenient to pay that back at a potlatch which is hosted back and forth between the clans you commission it from the opposite clan because you are going to pay back the opposite clan when you have a potlatch. So this is made in 1885 for a new house for the Thunderbird house for the shark clan. This is a conflict over a crest so the two Tlingit clans Thunderbird clan called Shangukeidi and shark clan Wooshkeetan clash over the use of this Thunderbird crest. The Eagle shark clan of Juneau build a new house for the Thunderbird screen in 1885. The Eagle Thunderbird clan dispute the right of the Eagle shark clan to use the image. The Eagle Shark clan claims that a grandfather of the chief that the chief's grandfather from the Shangukeidi gave him the right to use it by gifting a drum with the image on it. Because of how Tlingit clan systems and marriage patterns work there is a special relationship between grandparents and grandchildren where someone from the same moiety are even the opposite moiety can grant a small object to their grandchild to display or use in ceremony. A drum, a bib, octopus bag. In Tlingit it's called duchkan [phonetic]. The special relationship between a grandchild and grandparent. You can have a small thing.
So basically this chief of the shark clan was gifted a drum and he took that design from the drum and built an entire house starting a whole house lineage with it. And so



they were not happy about that. So around 1960 the screen is taken down and stored. Literally planks taken out and stored the grandson of the original house caretaker has possession of screen. By that I mean the western lineal grandson of the chief that founded the house. So his grandson has it. Again because of how the Tlingit clan system worked it should have moved to a nephew and nephew but instead it moved directly lineally in a western law sense to a grandson. So the Eagle shark clan the Wooshkeetan, the shark people Sue the grandson because they want this screen back. So it's resolved in 1990 by a judge that the screen must be sold and split the proceeds. Because this case happened mere months before NAGPRA passed. It would have seen this returned back to the proper clan. However, the judge was trying to be like I don't know Solomon and the Bible we are going to split the proceeds whoever loves it going to I don't know. But it's sorry, this very like biblical sort of we must sell it and split the proceeds between whoever. That is what he decides. The Alaska state museum was given the right of first refusal and they failed to bring up the funds. They didn't do anything. I know the guy that didn't do it he didn't do it. So they didn't raise the funds and he didn't secure that to stay in Alaska. The screen was sold in Sotheby's in 1991 three months after NAGPRA passes and the Thunderbird clan still maintains ownership of the image. They were in the



background being I don't care what you do with it it's not legitimate and we don't want it to stay here. So there's a bunch of different interests within the same everyone is like native are a monolith they are really not. In this case it's Tlingit Eagle clan members from two different clans fighting over the use of this image and while the lineal descendant grandson said it's mine, I inherited it from my grandfather the Tlingit people who should have inherited it who were the lineal descendants through a Tlingit matrilineal uncle to nephew clan distributed lineage saying no it's our the background Thunderbird people saying we don't want anyone to have it with becomes this absolute political hot potato.
Here is a picture of it was put right on the cover of the Sotheby's catalogue and sold. It disappeared for a solid
30 years. The reason I was even on to this at all no surprise here the model totem pole maker is someone who I was looking into and doing research and came across this crazy story about this Thunderbird screen and the one of the descendants of this Thunderbird house approached me when she saw my work say hey can you do some investigating on this. I found out somebody in New York bought it. This thing is huge. It's as long as this wall over here. And several feet higher in the middle it is gigantic. Somebody bought it in New York. Had it in their secret bunker. I don't know. Until it pops up in 2017 the LACMA, LA County Museum of Art



we are buying this Thunderbird screen. This is in the middle of ownership of Indigenous art display of Indigenous art in museums there was a movement at this time from Indigenous folks that are curators like at the met my friend Katherine to reframe Indigenous art as American art that the MET museum moved North American Indigenous art in the Dyker collection over into the American art wing and reframed Indigenous art as American art. And partially because up until that point the MET being the grandfather of all old school systems had oh god, the Rockefeller wing of African oceanic and Native American art. At least put in the American wing. Obviously that was hugely controversial. There was a lot of Indigenous people who didn't want their art displayed as American. I like to point out that absorbed a lot of Canadian art into the American wing as well that is Canadian Indigenous First Nations art and Inuit art we are definitely not American. So it was this controversial thing. And because an art museum isn't going to get this nuance correct they were like we need to go out and buy a gigantic Tlingit piece of art and put it in our American wing just like the met is doing. They bought you'll note Xeitl hit they have the Tlingit name. They had some anthropologist art historian who I'm not going to name. They looked up James Rudolf, looked up the story and published the story of the ownership dispute. They did all the research. They have the ownership dispute, how it was



moved to a grandson. They have how it was ended up in court for the shark clan. How the Thunderbird clan wasn't happy about it. They thought this is extra spicy. 100 percent we need to own this. They buy it and they publish all of this controversial information about it in 2017. And they install it in the museum and this is from I want to read this because this is the blog post LACMA buys Tlingit Thunderbird. Should LACMA ultimately show the Thunderbird screen alongside
so-called American art. It would be the collection's most monument American painting. The freaky fractal faces of Tlingit art were once praised as modern, now they are just as easily read as postmodern. Metaphysical quality of a staring creature is not to be denied. 2017. LA County Museum of Art one of the biggest museums in the US.
So ultimately I sent all of this to sea Alaska heritage institute which is the not-for-profit wing of the Tlingit and Haida corporation in Alaska I think I explained this to you but in Alaska there's only one reservation and it is the Metlakatla Tsimshian folks who moved there in 1887 with a missionary. All other Alaska native groups have for profit corporations they had a land settlement in which 1971 called the Alaska Native Claims Settlement Act in which 13 for profit corporations were formed, a billion dollars and 999,000 acres were distributed between these 13 corporations but it extinguished Aboriginal land claim to title up there.



Instead of tribal groups the way you would think here in Canada or reservations they have corporations. So I sent this to Sealaska Heritage Institute, the not for profit. But there's a catch. Sealaska Heritage has been ran by two people one of their names was David Catzeke [phonetic] who was a Shangukeidi clan chief, the Thunderbird clan chief and now Rosita Worl who is not a chief but a powerful member of that clan also Thunderbird. They were like oh, yeah, that's terrible. Wish somebody could do something about that. Ow awful for the whoosh key tan. But you can see how this object has been now twisted and reconfigured into a "once praised as modern now easily read as post-modern with a freaky fractal faces of Tlingit art" this is on the LACMA. This isn't some backwoods, funny community based cabinet of curios. This is the LA County Museum of Art. This is The West Coast MET.
STUDENT: They are calling it freaky.
THE COURT: They are redefining it as Jackson Pollack instead of -- and they even published all of the controversy around this object on their blog. They know that this was this contested thing they know that it's harming this community. They know they want it back they know where it came from who made it. It's not whether or not they could find who to give it back to it's they chose to buy it and redefine it in this way. So before we go any further anybody have any questions or



comments? Fair enough. Going back to this.
STUDENT: You said that you sent that information to them they were great sorry that is happening, because that was basically being well, the one who was the chief was we don't want this image being used in this way so it's LACMA it's whatever it's over there.
INSTR. C. SMITH: Right. Out of our hair. So from the Shangukeidi both people ran Sealaska Heritage Institute ever, David Catzeka and Rosita Worl are both Thunderbird clan members they were like that's terrible. Man. I hate it. For them. Geez, I wish someone could do something. So by the way, celebration who anybody here been to celebrations big Tlingit in Haida Tsimshian buy annual festival in every two years there's a celebration with a capital C huge intertribal dance festival that takes a week or two. Keeps getting bigger and brings people from all over there a publication that goes with that and sea Alaska puts that on and has these interesting little tidbits this one is about Tlingit property law which gets into some of the stuff that Bruce Miller was talking about. This is an Indigenous Alaskan native justification for the claims settlement act. People will come back native people didn't have a conception of property. They didn't own anything. Tlingit people have been very careful to say we owned everything is the thing. So this was published I thought it was funny this was like 2018 the year after LACMA



picked that up. The legal principles governing clans ut woo [phonetic] which is the purchased thing, crest objects... [reading] ... you can own something you can use something and then whatever indemnify means. Under Tlingit law two clans have an ownership interest in their ut woo. The Wooshkeetan screen which was located in Juneau and which was the subject of legal dispute provides an illustration of this principle. The Wooshkeetan maintained ownership interest in the screen and a usufruct right of the Thunderbird crest.
The Shangukeidi hold ownership of the Thunderbird crest on the screen ... they were like you can own the screen but don't own the image or the name. Which is getting into intangible versus tangible. You have the physical object but you don't own the rights to the crest. This ownership right persisted in the duplicate and was made of the original screen. Anthropologists concur that the Tlingit have a plexiform of property ownership. It goes into dry language about Tlingit clan ownership. My point being even this after the screen pops back up in LA gets shoehorned into this note that was in the celebration catalogue to be oh by the way we are still not going to help you go get that screen because you shouldn't have it. So we've talked about different kind of repatriation throughout this. Obvious Leon this might surprise you guys my area of expertise is Indigenous art and repatriation and representation in museums, I know. We've



talked about it every which way but I thought this was a cool thing to share with you because when you hear about NAGPRA, they think NAGPRA that is what we need is a federal law that can compel repatriation. But it comes into conflict with Indigenous law frequently and if you don't have community will to actually repatriate that, they can gum up the works and cannot happen. In that sense the Canadian system where sure I am sure MOA would like to hear from one clan that is aggrieved they are going to hear from the clan that owns that thing that wants it back and give it back to them probably.
Or Bruce would. I don't know let them fight it out in the longhouse. I am not sure what Bruce's answer would be. It would be some kind of resolution. Right. So just wanted to talk about that. Anybody have questions thoughts ideas I was going to do if we ran out of time this was going to be it.
We've got 15, 20 minutes. If you've been in anth431 you've seen this but I was going to go over it again. Anybody?
Questions? Nothing. Okay.
I will upload that so you can check that out. And then I was going to show you this. The other day we'll start there. We were talking about looking at objects particularly that headdress and how you look at the headdress in order to return something back to a community that you start with something that decontextualized shows up in an office in Toronto three months later you have it back in a community.



How do you bridge that gap. I know that contemporary museum practice often focuses on critical theory. I think obviously the critical theory is also extremely important to understanding the ethics, and the mechanics of how these things work but I am a big proponent and briefer of good old fashioned object based skills. I think it is something that has been lost and that people obviously need. I get calls constantly from all over the place because people don't have those skills it's something I can do. While you are think being your final project and whether you are going I guess you've all turn ND your whatever but how many of you turned in an object for your final paper? Okay. Yeah. A few people. No matter what you are thinking about analyzing let's take a look at this. What do you think this is?
STUDENT: Halibut hook.
INSTR. C. SMITH: We will do the next one. What do you see about it?
What can you clean from this? What do you get from it? Take a look at its physical features about it.
STUDENT: There's definitely two types of maybe that is a salmon at the top or maybe a halibut. I don't know. It looks like there's a bowl at the top.
INSTR. C. SMITH: In this case they carved it out to be lighter. It's hollow. You can see that is where the knot for the lead line tied into there. That is parts of it.
STUDENT: It look like it's been used.



INSTR. C. SMITH: What do you get from that where you picking that up.
STUDENT: Wear on the sides of it and definitely in the front there's discolouration it looks like it was something that was used rather than just for display.
INSTR. C. SMITH: You are seeing a bicolour there darker and lighter. The way these things work they don't look the way they are actually used. What about this what is being emphasized in this photo and the way this is being displayed and photographed?
STUDENT: The carving.
INSTR. C. SMITH: The carving. So that is a dog salmon. Dog salmon in Tlingit culture have a Raven for a fin. So it's got the dog salmon have a crazy nasty hooked beak after they have been in freshwater for a while also known as chum. They are they are trying to keto or keta. Fancy it up to sell it to tourists now. Anyway, so yes, the carving is being highlighted here. The way these actually work is that lead line that you see tied into that hollow there is what is tied to the main line of the sea floor and so this thing will flip over and float and it's shaped like that so the hook part is what floats at the top and so a halibut will come along and open its mouth and it sucks this whole hook in realizes it's just suck ND a hook it tries to spit it out that hook grab it is behind the Gill plate. It's absolutely wonderful technology in terms of engineering. It's crazy good. But if you displayed this



with the line straight down on the carving upside down, this is being recontextualized as art in this photo and even though this is was maybe a cultural photo for a museum they are still showing it in a way that privileges the esthetic side of this carved salmon. Clearly this was made to be beautiful. I've seen Funky halibut hooks a lot of time it's a uncle hacking one away, sticks a hook on it, ties a squid to it throws it into the water. This is a very nice object that has been used. You get the abrasion in the elbow there where it gets sucked in. The whole time the halibut is trying to kick it out the halibut's teeth are a sandpaper so it's working away on that so this has been used. What do you think about the age?
STUDENT: I have a slightly different comment. I was going to mention how it's two pieces rather than one bent piece. I think it's more southern nations sometimes have a single bent.
INSTR. C. SMITH: One single bent absolutely. So I have a conspiracy theory about halibut hooks. Want to hear it? I worked at HSIC Sealaska Heritage Institute back in 2017 and so halibut hooks that are called Tlingit, they generally are called Tlingit or Haida halibut hooks don't make sense as Northwest Coast technology because Northwest Coast technologies are entirely based on the steaming and manipulating of wood and other materials into bending. This is two pieces of wood stuck together that have two different densities which is why



they flip over and float the way they do. What is interesting is that these hooks are found from the Tlingit and a little bit in the Haida mostly the Tlingit north all the way out to the Aleutian Islands for the Aleuts, Yupik and Chupik people. In general if a Tlingit person comes up with a technology that is useful and good and makes sense, again the older hooks that you see in wet sites in archaeology are a single piece of word that has been steamed and bent into a U-shape almost, like a three quarter circle with a hook with a barb. This is something that shows up in the mid 19th century. Early 19th century. If something is developing Tlingit territory it moves south because they are going to marry Haida and Tsimshian folks Heiltsuk folks and work it's way down marriage systems. They are exogamous. They don't tend to marry Yupik or Aleut or Chupik people because they didn't have a clan system. Not only could they not figure out to had marry them they thought they were like didn't know how to marry right. They thought it was backwards not to have a clan system.
So these wouldn't move north and into Eskimo territory. So my belief is that they were developed in Aleut Eskimo territory and moved their way further south into Tlingit territory through Russians enslaving Aleuts and people bringing them to sit can to capture sea otters. And had them hunting sea otters for this Chinese northwest sea



otter pelt trade. They dumped a bunch of Aleuts off in San Francisco. There's still descendants. We have a two
clan system in which two opposites come together and that you can carve on one of these, you can't carve on one of the bentwood ones it gives you a whole pay let area to carve. We worked with communities there was still families using these so we worked with them to teach ear communities to use them. He is I named that after my ex-girlfriend and he all of the hooks are named after he said ex-girlfriends and it's a funny comment but you realize he is naming them after names of the opposite moiety because he is giving them Tlingit names from the opposite moiety he says yells [Indigenous spoken] which is I am sending you down to fight. There is this aspect that mirrors the cosmological of the two things coming together as a whole, of the two moiety systems. This would excite a Tlingit person because they could carve on it and mirrors their marriage patterns and naming their hooks after their opposites. So I think these did come down. The other thing is the Tlingit name for this halibut hook is the exact same name and is the same name for the circle halibut hook, the older and the same name used today that is just the circle metal hook that they use. It's you call your iPhone a phone nothing like the phone your grandparents had. I think this was the new technology that moved into the area and I would also like to point out Aleut and Eskimo technology is finding



pieces of wood on the beach you don't have wood growing there. Finding good pieces to make whatever you are doing. Whereas in southeast Alaska and British Columbia all you've got is giant trees. You don't need to put together two different types of trees. Two other fascinating things about this. That haven't been commented on. Anybody else see anything else? Kind of a big one.
STUDENT: I was going to comment on the extra wood that is wrapped around the end of it.
INSTR. C. SMITH: What is that. STUDENT: Assuming repairs.
INSTR. C. SMITH: So pretty much. In a way. As these are used over time saltwater gets into them messes with the floating and messes with the buoyancy. You are rubbing these things down with fish oil and sale oil to keep them buoyant but at the same time that saltwater and constant drying and wet really does mess up the wood so if the wood originally was made where it would flip over and balance underwater we sent cameras down to see that happen by the way. This has got wood float toss added to it they are even carved aesthetically as these spikes so this is being modified over time. There's one other thing on it that is not like the others. What is it?
STUDENT: Rope itself.
THE COURT: The cotton rope. Not something from the mid 19th century.
This is something that has been cared for and modified over



time that tells you that this was privileged that this was he is esteemed piece something that was aesthetically cherished by this family. They did put these together like that. You do see the spruce root twining around the floats but then you have the cotton. So when you are looking at objects think about how they lived think about why they have what they have. What would be the purpose for that. Over time what does that mean. What does it mean about how the object is valued. What does it mean about how it's travelled or been used. How is it being valued. Good job on that we've got is this fun. Everybody enjoying this? Which one of these is fake? Anybody?
STUDENT: The one on this side.
INSTR. C. SMITH: Over here. Yeah, that's correct. Why? STUDENT: Eyes are what is even happening there.
INSTR. C. SMITH: It's got weird pinching in the corner of the eyes. Some other stuff too. If I Zoom in here. Oh my god I'm discovering fire every day.
STUDENT: What kind of wood is that.
EMILY: Looks like they tried to make it look more weathered and gritty and real to maybe pass it off as real. It's been done with so much care that it looks smoother in the quote/unquote fake.
INSTR. C. SMITH: It's interesting yes I think that that is a thing that often happens with these. In this case it's just an accident



funny enough. You know why? Take a guess. Look at this.
STUDENT: Used the wrong wood.
INSTR. C. SMITH: Look at all those pores. This is palm wood staying out of Indonesia. These Indonesian carvers are amazing carvers but what happens is these unscrupulous dudes here in the northwest in Alaska and BC send books of contemporary art over to Indonesia to Bali, they reproduce them in this palm wood. This is by the way Norman Tate mask. If you look there's no Northwest Coast piece of wood that is used in art historically has an open grain. They are all closed grain, smooth, cedar not open grain. Alder, birch, none of them.
Maple. You can see this is alder and not open grain at all. There's no dots or stippling or anything like that. But they are really good carvers and frankly, it's easy to deceive and sometimes happy accidents happen that is actually looks weathered. We already in this one the other day skip that you can see the close up of the glitter there. Here is another piece that I worked on. This chief right here is named Jimmy John. The artist. Here is Jimmy John wearing that headdress with a trail in the 60s, wearing it. Here he is on a post card and here it is showing up at first arts.
So one of the things that we can tell here is that you get in you start looking at you match these golfs up you match the grain up between these and you can really get in and just count these, how close they are. All of these different data



points to match these up. So that is one example. Here is another one. I told you the Jimmy John lived to be 112 years old. This is him 12 years before he died. 100 years old in this photo. And in this photo he is carving that mask. And this mask showed up at first arts. Again no information. I said my god that is a Jimmy John mask. I said that is from the famous Ulli Steltzer photo that was published in a book called Indians at Work she went around took photos of native artists doing what they were doing. She gets this photo at Jimmy John 100 years old. This is that same guy in the 60s. He was 70 years old mid career. This is him in the 60s.
Here he is coming into I don't know 80s. Anyway. Late 70s. So I said that is the same mask and I said I also happen to know that same mask was in a Indigenous museum in show water bay tribe in Washington. My partner and I she is a marine biologist, chemist, if we have time we go out to the Washington coast will go stay in the Shoalwater Bay reservation they have a nice hotel we like to spend our money with Indigenous communities they used to have this museum and had this post card I saw this one day and I was like that is a same mask I tucked it away in a file. When this finally shows up I said I already have a file on that. And literally getting into matching the grain so what we see here is the Ulli Steltzer photo, you can see the grain that split down the middle of the killer whale, it's still here he refilled



it with wood filler and used a stain on it to make it darken but you can see since then he also added abalone to the eye, painted it but that wood grain is the exact same. I also matched up on all three this stain on the tooth in the photo of Ulli Steltzer's photo when it was being processed. In the photo Ulli Steltzer's in real life. But I matched that up.
Finally my boss likes to send me things in Toronto. That have no context whatsoever ha that she is like do you know what this is. It was this bad of a photo I could make out this said Christopher right here it vaguely looked like it looks like Alaskan woodblock print from an organization called Sunnerit Associates [phonetic] which was funded by the Indian arts and crafts board in 1968 in Nome, Alaska.
Christopher is a pretty unusual name for Inupek [phonetic] person. I could make this out I figured out this was ... I went to the national museum of American Indian I put in Christopher Alaska and came up with Christopher Kozuna [phonetic] who was this artist and I said that say that is right there. So mystery solved. Anyway, that all of our time. Thank you guys so much I see you on Thursday we are going to have Nick Galanin here and thank you for humouring me while I fill time when folks can't come. Thank you.
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