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Introduction


Brian Adams and Sarah Stacke


In the 1940s, on the Blackfeet Nation in Montana, Ella Mad Plume Yellow Wolf candidly photographed her rich community life and work as a rancher, intentionally creating a visual legacy for the next generations. At the same time in western Canada, James Patrick Brady used his camera as a tool to advocate for the rights of his fellow Métis. The images he made of people connected to the land encapsulate the self-determination he championed. And in Perú’s Sacred Valley, Aymara and Quechua members of the Cusco School of Photography welcomed families and compatriots into their studios, generating diverse portraits that challenged simple narratives about their country. During the century preceding these photographers’ work, and into the present, Indigenous people have embraced photography, authoring a multitude of experiences.


In Light and Shadow: A Photographic History from Indigenous America offers an extensive collection of images that emphasizes the depth of Indigenous photography originating in the Americas and Hawai‘i from the 19th century forward. Along the way, we highlight that learning photography is often a family affair within Native communities, passed from one generation to the next. The artists and images show how the camera is employed as a means of Indigenous power and visual sovereignty.1


Photographs made by Indigenous people do not only serve as counterhistories to settler-colonial narratives. They generate a photographic record that enriches Indigenous lives, societies, and collective well-being. Indigenous photographers are expressing their subjectivity—reconstructing and driving the portrayals of themselves as individuals, their identities in a wide sociopolitical landscape, their communities, and their relationships to the environment. These artists and images are reclaiming cultural spaces and histories while developing fresh visual languages that arise from the storytelling and imagery of their forebears.


Though long known within Native circles, the number of Indigenous American photographers receiving recognition in the wider art, documentary, editorial, and commercial realms has increased with each decade since the 1980s. This is thanks to the hard work of Indigenous artists, curators, writers, and scholars. This book is a part of that larger conversation and follows vital publications and exhibitions, including Silver Drum: Five Native Photographers (1986), A Circle of Nations: Voices and Visions of American Indians (1993), Our People, Our Land, Our Images: International Indigenous Photographers (2006),2 Yuyayninchis: fotografías inéditas de César Meza y Horacio Ochoa (2020), Through a Native Lens: American Indian Photography (2020), Speaking with Light: Contemporary Indigenous Photography (2022), and In Our Hands: Native Photography, 1890 to Now (2023).


In 1993, exposure, a popular photography journal, released an issue entirely dedicated to Native American photography. In 1995, Aperture magazine did the same, and in 2020, they reflected upon Native North America. The library of monographs illuminating the work of Indigenous photographers is expanding. Examples include Martín Chambi: Photographs, 1920–1950 (1993), Menadelook: An Inupiat Teacher’s Photographs of Alaska Village Life, 1907–1932 (2016), Dana Claxton (2021), Wendy Red Star: Delegation (2022), as well as the many other titles included in this book’s notes and bibliography.


In early 2020, with the 400th anniversary of the Mayflower’s arrival to North America looming, we began developing a photography project that looked at the evolution of Indigenous American identity and representation. It was named “The 400 Years Project,” and we commissioned original photo essays, licensed existing ones, and created a digital library of Indigenous photographers from the 19th century to the present. Commitment to the craft was the library’s criterion, and this resulted in a collection of images by enthusiasts to professionals.


The main goal of this project was to contribute to a comprehensive understanding that Indigenous people across North and South America and Hawai‘i have been making photographs for their own purposes since at least the 1860s. Over time, we believe the archives will reveal Indigenous photographers who were creating imagery in the first two decades following the daguerreotype’s 1839 introduction in Paris, after which it spread across oceans and barriers with astonishing speed.
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Alia Kipp-Heavyrunner rides her horse, Martini, at her family ranch, Blackfeet Nation, Montana, 2020. 
PHOTOGRAPH BY WHITNEY SNOW (B. 1991), BLACKFEET NATION.








We compiled a list of historical photographers who had, through research prior to ours, been noted. Seeking to add names and Indigenous-led photo publications (such as yearbooks) to the catalog, we consulted Native communities and networks, historical societies, museums, and government and university archives. Much of history is written from encounters with the archives, which are themselves political and cultural constructions. The gradual uncovering and awareness of early Indigenous photographers are confirming the breadth and bedrock of the canon and, at the same time, interrogating the logic and limits of national and dominant institutional archives, where Indigenous photographers are often not credited, if they are included at all.


With a focus on the relationships between the photographs and their makers, In Light and Shadow is an expansion of the work we began with the 400 Years Project in 2020.


Selecting the photographers for this book, we considered Indigenous society or nation, geography, and generation. While it is evident that Indigenous people have commissioned photographs of themselves from non-Indigenous practitioners since the 1840s, the earliest photographer mentioned in this book is John Kanipo‘okalani Meek Jr. II, a Native Hawaiian who opened a studio in Honolulu in 1867. Meek auctioned his negatives in 1869 and they have yet to be recovered. The oldest images presented here were made by Jennie Fields Ross Cobb (Cherokee Nation), George Hunt (Tlingit), and B. A. Haldane (Tsimshian) in the 1890s. From this time forward, each decade is represented, as well as numerous technologies (glass plate negatives, celluloid films, digital) and genres. We include family pictures, ethnography, documentary, portraiture, landscape, multimedia, and fine art. Many of the artists work across multiple platforms.


Each entry is accompanied by a text with a biographical sketch and information about the photographer’s practice or, in the case of group projects, the scope of the final outcome. For several of the earlier photographers, this is their first publication outside hyperlocal media. Details in images are read for the insight they provide into historical context and place. Visual metaphors drawn by photographic compositions are studied. Most of the contemporary texts are informed by interviews the authors conducted with the photographers. As much as possible, the historical texts were shared with and shaped by a descendant, an associated person, or the related archive.
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Two young women inside B. A. Haldane’s photography studio, Metlakatla, Alaska, c. 1910. 
PHOTOGRAPH BY B. A. HALDANE. COURTESY OF KETCHIKAN MUSEUMS. KM 2018.2.30.90








Outside of quotations, capitalization and punctuation do not always heed a conventional style guide. They reflect artist and descendant wishes, feedback from trusted sources, Indigenous style guides, and the authors’ best judgment at the time of publication. With the exception of quotes, we do not use extractive or violent language common to photography: take, shoot, capture, subject. These terms have been questioned since the nascent days of the medium, yet until relatively recently, the movement to shift away from this language has not gained acknowledgment outside of small circles. In 1847, the Sandwich Islands News admitted the “ominous sound” of asking “whether you have ‘been taken yet’ or ‘when are you going to be taken,’” when inquiring if you had visited the local daguerreotypist.3 Moving away from this oppressive photographic vernacular is one way to acknowledge how Indigenous people across the Americas and the world have been affected by the camera’s use as a weapon of colonialism. Photographs have played a role in government surveys, scientific and missionary activities, expansionism, and tourist spectacles. The camera has invaded sacred and private spaces. In the early 20th century, it was used as an instrument to erroneously proclaim Indigenous people a “vanishing race,” and it has abetted the enduring conceptual erasure of Indigenous people from their lands and cultures.4


This book is not an exhaustive list of Indigenous American photographers. Many more exceptional contemporary photographers are working across the Americas and Hawai‘i than we were able to include in these pages. In addition to the early practitioners acknowledged here and elsewhere, there are unlimited collections from the 19th and 20th centuries lying in wait in institutional, community, and family archives. With the establishment of Indigenous newspapers, a demand for Indigenous photojournalists was created and prodigious archives, still mostly unexamined, were generated.


The artists and images of In Light and Shadow demonstrate that the canon of Indigenous American photography has been developing on its own terms since the 19th century. The work here centers Indigenous communities and stories and rewrites history. It is influenced by ancestral memory, transformation, healing, astute observation, imagination, kinship, and continuity. As photographer Nīa MacKnight says with prescience, “We turn to our ancestors’ photographs to remind us of where we came from and why we’re here today.”
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JENNIE FIELDS ROSS COBB


Cherokee


Cherokee Nation


Tahlequah, Oklahoma


United States


The life of Jennie Fields Ross Cobb (1881–1959) raises questions about what it means to be a “first.” Did her wish to create photographic tapestries of her Cherokee Nation community interlace with some sense that she might later be known as the earliest Native American woman photographer on record?


Cobb began experimenting with photography around 1895, yet the majority of her images were made between 1902 and 1905. Before getting married and turning her attention to teaching at Cherokee Nation public schools, she made images that anchored her deep sense of place, while simultaneously conveying an intention to narrate the complexity and beauty of her surroundings. Through intimate images of people and interior spaces, Cobb’s work became vital to a wider illustration of life in the initial years of Cherokee Nation, established in 1839. Her inner fire and a playful sojourning spirit seemed to inspire her documentary and portrait photography beyond any sense that her work would later be considered pioneering.


Cobb studied at the Cherokee Female Seminary in Tahlequah in the mid-1890s, graduating in 1900. Although little information is available about her personal life, some suggest that her father gifted her with her first camera. Through photography, she sought to document her community just as they lived—in everyday rhythms and social spaces. While she artistically orchestrated some encounters, her work largely turned to creating images of unprompted daily existence.


Many of Cobb’s photographs focus on women—at school, at play, and in private life. The images she made reflect an intimacy with those she photographed, along with an evident ease of relations that allows the viewer to feel almost a part of the scene. In a picture of two women peering through an open window at the seminary, Cobb’s consistent attention to detail shows up in the relationship between the leafy windowsill plants and the dormant vines hanging from the building. Even at a distance, the photo conveys the connection between the photographer and the people she’s photographing. Another image places the organic shape of a young woman’s hat against a bleak sky; her layered dress and the wintertime trees communicate the cold weather. While the house in the background is unidentified, according to Jon May, photo archivist at the Oklahoma Historical Society, “it was probably a residence near Park Hill in the Cherokee Nation (present Cherokee County, Oklahoma).”1


In a 1902 photograph that has become a signature of the collection, three friends walk along the Ozark and Cherokee Central Railway under construction in Tahlequah. And in the leisure of summer, Cobb made a striking image of a group of women swimming in what is likely the Illinois River. Scenes like these could only be made by a member of the community. These photographs reflect Cobb’s own spirited character and a break away from the more serious trends of the time.


Cobb’s photos speak to a sharp ability to place people in contexts that provide important historical commentaries. An independent woman photographer, she placed women in the city, engaged in flaunting their public selves by promenading through the streets in fine attire. Her photographs often depicted women in transit, rather than the posed formality of imagery typical of this era. This collective work points to a clear interest in telling a story of modern Cherokee womanhood. According to Joan Jensen, “Cobb’s Cherokee women defied the stereotypical photographic views of Native women of the time. They were poised, self-assured, fashionable, confident carriers of two cultures.” 2


Through Cobb’s life work, both Cherokee identity and the emergence of a dominant U.S. sociocultural landscape can be recognized. According to Karen Shade-Lanier, Cobb’s work showed a segment of Native American culture “largely assimilated in dress, custom, language and religion to European-American ways. Yet, their Cherokee heritage was part of a fundamental identity uniting all Cherokee people, traditional and progressive, even as their government was soon to be dismantled to make way for Oklahoma statehood.”3 Cobb’s photographs show a fusion of cultures that now reflect the complexities of power and identity inscribed in the struggles of many Native American communities to date. These images can be interpreted today as symbols of resilience and survival. Shade-Lanier surmised, “Just as the Cherokee Nation and its people survived U.S. attempts to dissolve its government and recovered to become the strong sovereign body it is today, Jennie Cobb’s work withstands the ages. As a photographic record of life, they defy simplified attempts to define the Cherokee experience. As a collection of Cobb’s memories, her photos reveal a dimension of humanity connecting Cherokee people today to their shared past.”4
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Two women look out a window at the Cherokee Female Seminary, Tahlequah, Oklahoma, c. 1896–1905. 
PHOTOGRAPHS BY JENNIE ROSS COBB. JENNIE ROSS COBB COLLECTION, OKLAHOMA HISTORICAL SOCIETY. COLLECTION NUMBER 2013.626.3, 2013.626.28, 2013.626.18, 2013.626.35
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Woman in front of an unidentified house, likely near Park Hill, Oklahoma, c. 1896–1905.
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Friends walk along the Ozark and Cherokee Central Railroad under construction, Tahlequah, Oklahoma, 1902.
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Women swim in what is likely the Illinois River, which runs through Tahlequah, Oklahoma, c. 1896–1905.








Across Cobb’s photographs, a clear thread of continuity can be seen in her wish to “preserve a piece of her people’s heritage.”5 She is often referenced by her documentation of Hunter’s Home, considered “the most opulent house in Indian Territory.”6 It was here, as a young woman, that she made a closet into a darkroom to process her glass plate negatives. The home, where Cobb and her family lived from 1894–1907, became a symbolic site for her identity as a photographer. “Quite literally, she maps out the domestic scene with her lens. The fact that her family did not own Hunter’s Home is moot—this is her space, and she stakes claim to the entire estate through her photography.”7


Cobb saw her photographic work as part of a contribution to a larger historical record of Cherokee society. A member of the elite herself, she engaged with political life, including work with the Cherokee Temperance Society. From 1949 to 1959, she was the curator of Hunter’s Home, her former residence, and a newly established historic site, where she used her own photographic collection to faithfully restore the interior. A study of Cobb’s collection today shows how she made use of her own identity—both as a woman and a member of upper-class society—to tell a wider story of Native American life. She became “a leader in the preservation of her family’s and tribe’s heritage.”8 While she most likely did not see herself as a pioneer, Cobb’s life work certainly displays a deep commitment to documenting her own signature outlook on celebrations of life—in women, community, and a wider Cherokee Nation.


—Jennifer Natalie Fish
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RICHARD ALBERT THROSSEL



Cree


Apsáalooke Nation (Crow Nation)


Montana


United States


“It somehow felt spiritual to find her,” says Apsáalooke (Crow) artist Wendy Red Star about locating a photograph of her great-great-grandmother, Her Dreams Are True (Julia Bad Boy), in the Richard Throssel Papers at the American Heritage Center, University of Wyoming. “Throssel’s portraits of women are extraordinary,” she adds.1


From 1902 to 1911, Richard Throssel (1882–1933), who was, in his own words, of “French canadian cree parentage,”2 lived on the Apsáalooke reservation in south-central Montana, where he produced a distinct body of work marked by familiarity. He arrived there from Roy, Washington, just 20 years old, needing a drier climate for his rheumatism. Along with his older brother Harry, he found employment as a clerk with the Bureau of Indian Affairs (BIA) Indian Service office. But Throssel’s most sincere ambitions lay in the arts.


Throssel’s “artist’s life,” reported the Billings Gazette, began with his residence among the Apsáalooke.3 Under the mentorship of the prolific Joseph Henry Sharp, who was then based on the reservation, he pursued painting and drawing. At the same time, he bought a small camera and learned photography by studying magazines and textbooks. In 1904, Throssel married Florence Pifer, an Indiana-born white woman who reportedly spoke the Apsáalooke language and taught it to her husband. They were debating the economic viability of painting while starting a family, when a persuasive event occurred in 1905: Photographer Edward Sherriff Curtis passed through the reservation. It “was a revelation, indeed,” wrote Throssel later. “This was really the starting point in my work.”4


Curtis is a monumental and controversial figure in the history of photography. Historically, his portfolio has outweighed those of his Native contemporaries, many of whom were working in the same locations Curtis visited. When Throssel met him, he was in the midst of a 30-year project that encompassed 40,000 photographs of more than 80 Tribes. His efforts culminated in The North American Indian, published from 1907 to 1930 in 20 volumes. In the decades Curtis spent producing it, he was trusted by some Tribal members, invited by others, kept out, and thrown out. Curtis is rightly slammed for his “lack of ethnographic veracity.”5 He staged and retouched photographs for dramatic effect. He avoided and eliminated signs of modernity. He used a soft focus that obscured details and lent a quality of romance and nostalgia to his images. Collectively these techniques—rooted in the pictorialism movement of the time—espoused the widespread and harmful belief that Native Americans were facing extinction. “While mistaken in his conviction that he was recording the last days of a ‘vanishing race,’” writes art critic and curator Lucy Lippard about Curtis, “he was right in believing that his photographs would be invaluable (not infallible) documents of a historical process of representation.”6
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Throssel Photocraft Company trademark, c. 1911–33.








The commercial success Curtis achieved in his lifetime was attractive to Throssel, and the influence of his imagery is particularly apparent in Throssel’s close-up studio portraits of men in traditional adornment and regalia. Throssel’s training with Sharp is evident across the collection. “When he began to photograph like a painter, using an artist’s knowledge of light and composition… and a personal technique evolved from experimentation, he made pictures of real beauty,” proclaimed the Yellowstone News.7 Mostly, it’s Throssel’s Cree heritage and genuine relationships with the Apsáalooke, formed in the time he lived with them, that characterize his images.


With his eye for gesture, hundreds of photographs showing everyday activities—cooking, bathing, playing games, arrow making, hunting, horseback riding—are infused with a relaxed kinship. He lingered on tipi-filled landscapes and paid close attention to ceremonies and public events. He didn’t eschew Western wear like cowboy hats and button-down shirts. Women appear unguarded in many portraits and candid moments. Captions Throssel typed point to the respect he held for them. “The woman of the camp takes up her portion of the work, for she is the real worker,” reads part of one. An image of a mother holding her newborn inside a tipi flooded with light is paired with the words, “The Modern Madon[n]a pictures the home life of one of the younger women. To say she is proud of her baby is needless, for Indian parents rarely punish a child for any offense.”8
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Making sausage, Apsáalooke Nation, c. 1905–11. 
PHOTOGRAPHS BY RICHARD THROSSEL. RICHARD THROSSEL PAPERS (2394), AMERICAN HERITAGE CENTER, UNIVERSITY OF WYOMING. AH02394_1547, AH02394_0274, AH02394_0775, AH02394_0884, AH02394_0648, AH02394_0292, AH02394_0726, AH02394_0893, AH02394_0645
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A portrait of Mint, an Apsáalooke man, Apsáalooke Nation, c. 1905–11.
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An Apsáalooke woman, Apsáalooke Nation, c. 1905–11.
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Two children on a horse, Apsáalooke Nation, c. 1905–11.








The Apsáalooke adopted Throssel in 1906 and gave him a parcel of land. The decision was propelled by the Dawes Act and the politics of allotment. Inviting him and others into the Tribe helped the Apsáalooke by increasing their property and reducing acreage available for public sale. Throssel’s Apsáalooke name was Esh Quon Dupahs (“Kills Inside the Camp”), also spelled Ashua Eshquon Dupaz.


Until 1909, when Throssel was hired by the Indian Service as a field photographer, he pursued his personal photography on “sundays and after hours.”9 In 1910, he was assigned to illustrate an Indian Service lecture meant to battle the spread of tuberculosis and trachoma in Native nations. The photographs Throssel was directed to make (and stage) portrayed traditional activities the government deemed “unsanitary,” like sitting on the ground or sharing a pipe in ceremony. Alternative images he made promoted conventional household scenes—for example, dining around a table draped in cloth and set with chinaware. With a goal of acculturation, the illustrated lecture traveled across the country, leaving “cultural destruction in its wake.”10


In 1911, Throssel resigned from the Indian Service. He, Pifer, and their two daughters moved to Billings, where he opened a commercial photography business called the Throssel Photocraft Company. Leveraging his Indigenous heritage, he marketed his personal collection of images featuring Apsáalooke life. His most well-known product, in which he strived to meet the commercial likings of his early 20th-century Euro-American audience, was a set of 39 idealized photographs called the Western Classics from the Land of the Indian. He frequently returned to Apsáalooke Country with hopes to “complete the set of pictures” he started there.11 He wrote short stories about Apsáalooke battles and lore, and he worked as a photographer and photoengraver for the Billings Gazette. After Throssel was issued U.S. citizenship at age 34, he advocated for the Apsáalooke and, in an effort to affect policy, served two terms as a Montana state legislator. In 1933, at age 51, he died from a heart attack, leaving behind a multidimensional portfolio of more than 1,000 images he made with the Apsáalooke.


In a brief autobiographical statement, Throssel alluded to the way his heritage contributed to his career: “Doubtless my Indian blood gives me a keener insight to the lives of the Indians and brings me much more in sympathy with them. At the same time the interpretation of these things comes easy because of the understanding of the white ways and methods.”12


Despite his efforts, Throssel’s pictures did not gain wide recognition in his lifetime. In 1997, Peggy Albright authored Crow Indian Photographer: The Work of Richard Throssel. The impressive biography preceded a 2003 exhibition at the Smithsonian National Museum of the American Indian: Telling a Crow Story: The Photographs of Richard Throssel.


—Sarah Stacke
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Bather, Apsáalooke Nation, c. 1905–11.
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Her Dreams Are True (Julia Bad Boy), Apsáalooke Nation, c. 1905–11.
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Chief Medicine Crow, who is in mourning following the death of a son, Apsáalooke Nation, 1908.
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Apsáalooke dancers, Apsáalooke Nation, c. 1905–11. Caleb Bull Shows with drum; standing (left to right): Harry Bull Shows, son of Caleb; Frank Hawk; man once identified; Mortimer Dreamer.
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BENJAMIN ALFRED HALDANE HENRY S. HALDANE



Tsimshian


Tsimshian Nation


Annette Island Indian Reserve, Metlakatla, Alaska


United States


Around 1900, Benjamin Alfred Haldane (1874–1941)—nicknamed B. A.—composed a self-portrait inside his studio in Metlakatla, Territory of Alaska. Seated in the center of the frame, he placed two cameras and a pair of slide lanterns to his left. On his right he arranged a megaphone, a gramophone with multiple earphones, and an open case full of wax cylinders.


The portrait expresses Haldane’s love of photography and music, and his steadfast resistance to the colonial rule of William Duncan, the local lay missionary. Haldane, calm and intent, chose to rest his right arm on a model totem pole that displays his Laxgyibuu (Wolf Clan) crest at the bottom. “In this image, B. A. confidently positions himself as physically and metaphorically supported by our cultural values and beliefs,” says Mique’l Dangeli, a Tsimshian art historian raised in Metlakatla.1 Haldane’s seemingly small act continued Tsimshian “ways of being and knowing,”2 despite Duncan’s strict governance that tried to outlaw traditional practices, demand Christian living, limit education, and enforce a self-sufficient cash-based economy.


In 1887, when Haldane was 13 years old, his family joined more than 800 Tsimshian people who, accompanied by Duncan, left Metlakatla, British Columbia, in search of government-sanctioned land rights and founded Metlakatla, Territory of Alaska, on Annette Island. The community, highly publicized as a Christian utopia by assimilation-minded media, gained federal recognition four years later and established itself as the Annette Island Indian Reserve, the only reservation in what is now the state of Alaska.


At age 16, Haldane began making portraits using homes, textiles, and the forested land as backdrops. He described himself as self-taught,3 though he may have traded techniques with his older cousin Henry S. Haldane (c. 1858–1936), a priest turned photographer with a much smaller existing archive than Haldane’s. By 1910, Henry was living 15 miles south of Metlakatla in Ketchikan, where he worked at the Salvation Army and as a fisher.4


B. A. Haldane opened his studio in Metlakatla in 1899, if not earlier, advertising himself as a “Scenic and Portrait Photo-Grapher.” He acquired props, painted backdrops, and decorative flooring, and his sitters used the space to emphasize and record their prosperity—both wealth and abundant loved ones. Haldane’s business attracted community members, including the family of Dangeli, who grew up with images he made of her grandmother and great-grandparents. Other Native clients traveled from neighboring communities, perhaps drawn by the opportunity to have their portraits made within the walls of the only Native-owned photography studio known on the Northwest Coast at the time. “B. A.’s photography was a medium through which they could construct the telling of their own histories,” says Dangeli.5


Regardless of Duncan’s efforts and sweeping false narratives, the Tsimshian of Metlakatla did not reject their Tsimshian identities after participating in their conversion to Christianity. Haldane’s photographs attest to this. Outside of his studio, he made portraits of Tsimshian and Nisga’a people dressed in ceremonial regalia, attending Potlatches (then illegal in the United States and Canada), and declaring Clan lineage and status with ceremonial belongings. As a child, Dangeli’s grandmother Corrine Reeve wore petite gold bracelets engraved with the family’s Laxsgiik (Eagle Clan) crest. She had them on when Haldane photographed her on a boardwalk with her arms wrapped around a hefty bouquet of summertime flowers. “Seeing the bracelets,” recalls Dangeli, “was a visual affirmation for me of my great-great-grandparents’ efforts to maintain and instill our clan identity into their grandchildren during one of the most intense times of our cultural oppression. Their resilience is the reason for the survival of my family’s clan identity today.”6
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B. A. Haldane self-portrait inside his photography studio, Metlakatla, Alaska, c. 1900. 
PHOTOGRAPH BY B. A. HALDANE. COURTESY OF KETCHIKAN MUSEUMS. KM 89.2.14.21
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A fishing party at Skeena River, British Columbia, with men from Metlakatla, Alaska, and Port Simpson, British Columbia, 1908. 
PHOTOGRAPH BY HENRY S. HALDANE. NATIONAL ARCHIVES, SIR HENRY WELLCOME COLLECTION. NAID 297546








In addition to having a four-decade career as a photographer, Haldane was a gifted musician, composer, and band director. He played the piano, pipe organ, cornet, trombone, and violin, and he taught music (and made photographs) in Alaska Native and First Nations communities in southeast Alaska, Washington State, and British Columbia. With eleven children, Haldane was a leader in Metlakatla’s civic affairs, especially the movement, against Duncan’s wishes, for an improved education system. Haldane’s own formal schooling ceased when Duncan expelled him after he finished third grade, claiming “there was nothing more” for him to learn.7


In 2003, exactly 163 of Haldane’s glass plate negatives, probably a fraction of what he produced in his lifetime, were rescued from the flames of Metlakatla’s waste facility by resident Dennis Dunne. It was just one year later that Dangeli learned about Haldane’s photography practice, igniting a 20-year-long mission to uncover and share, through his pictures, stories of the Tsimshian of Metlakatla’s cultural continuity and opposition to Duncan’s colonial code. A large part of her research is locating Haldane’s photographs in scattered archives, often reattributing his name in the process, and then reclaiming copies of the images for Metlakatla families. “Enabling B. A.’s photography to re-acquire a living context requires bringing his images and their history home,” she says.8


—Sarah Stacke
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A family in regalia, likely in the Nass River valley, British Columbia, c. 1899–1910. This glass plate negative was rescued from the Metlakatla waste facility in 2003. 
PHOTOGRAPH BY B. A. HALDANE. COURTESY OF KETCHIKAN MUSEUMS. KM 2018.2.30.54
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Six women and a child in front of a home, Metlakatla, Alaska, c. 1890–99. 
PHOTOGRAPH BY B. A. HALDANE. COURTESY OF KETCHIKAN MUSEUMS. KM 2018.2.30.66
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Fred Eaton, Mary Eaton (seated), and a friend inside B. A. Haldane’s studio, Metlakatla, Alaska, c. 1900. 
PHOTOGRAPH BY B. A. HALDANE. NATIONAL ARCHIVES, SIR HENRY WELLCOME COLLECTION. NAID 297587
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Two young men inside B. A. Haldane’s photography studio, Metlakatla, Alaska, c. 1910. 
PHOTOGRAPH BY B. A. HALDANE. NATIONAL ARCHIVES, SIR HENRY WELLCOME COLLECTION. NAID 297540
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GEORGE HUNT



Tlingit


Kwakwaka’wakw Territory


Vancouver Island, British Columbia


Canada


In the mid-1890s on Vancouver Island, British Columbia, Franz Boas and George Hunt (1854–1933) held a cloth backdrop behind a Kwakwaka’wakw woman sitting on the grass. She’s spinning yarn and rocking a cradle hung over a branch, using a thin cord tied around her toe. Boas and Hunt confront the camera, while the woman looks at the spindle in her hands. Rows of fresh wooden fences and a house with pillars are visible behind the staged scene, visualizing the encroachment of settler society.


Boas, widely known as the father of American anthropology, and Hunt, a Tlingit ethnographer, worked together for more than 40 years, recording and collecting the Kwakwaka’wakw culture of the Northwest Coast. Hunt (also named Xawe, ‘Maxwalagalis, K’ixitasu, and Nołq’ołala)1 was the son of a Tlingit mother, Anislaga (Mary Ebbets), and a British fur trader, Robert Hunt. Although Hunt was not Kwakwaka’wakw, he was raised among them and Anislaga’s Tlingit relatives in Fort Rupert, participated in Kwakwaka’wakw customs and ceremonies, and spoke Kwaḱawala. He was also fluent in Tlingit and English. Both of Hunt’s marriages were to high-ranking Kwakwaka’wakw women—T’łaliłi’lakw (Lucy Homiskanis) in 1872 and Tsukwani (Francine T’łat’łaławidzamga) in 1916.


Boas and Hunt made significant contributions to the ethnographic records of the Kwakwaka’wakw Nation. The first book they coauthored, The Social Organization and Secret Societies of the Kwakiutl Indians, a seminal anthropological work, was published in 1897. In the decades they collaborated, Hunt produced “tens of thousands of hand-written manuscript pages”2 with descriptions of Kwakwaka’wakw lifeways, now archived at the American Philosophical Society (APS), Columbia University (where Boas was a professor), and the American Museum of Natural History (where Boas was a curator).


Hunt was an aggressive collector of ethnographic objects from the Northwest Coast, possibly responsible for 80 percent of Kwakwaka’wakw material culture found in museums today. He incorporated ample photography into his work, imaging Shamans, rites, and other Kwakwaka’wakw practices. Boas frequently requested photographs of particular items,3 and when he published Hunt’s images and texts, he often did so under his own name.


From 1911 to 1914, Hunt was the principal assistant to Edward Sherriff Curtis, who was in Kwakwaka’wakw Territory making photographs for Volume X of The North American Indian and filming In the Land of the Head Hunters, a silent movie featuring an entirely Kwakwaka’wakw cast. Hunt’s wife Tsukwani was intensely involved in both productions. She modeled for photographs, acted in the film, constructed traditional garments, and advised on cultural details.4


Hunt’s letters and field notes reveal he depended heavily on his mother, sisters, and especially his high-status wives for access to information and insight throughout his relationship with Boas. Their crucial offerings, however, were “accorded neither authority nor authorship” in the publications, observed scholar Margaret M. Bruchac.5 This history, brought to light by Bruchac and others including Sarah Hunt, Lucy Homiskanis and Hunt’s great-great-granddaughter, can be read in the photograph of Boas and Hunt standing over the Kwakwaka’wakw woman with the yarn. With a cloth, their bodies, and their eye contact, the men are creating a frame around her and claiming ownership of the data she is presenting.


The work that Boas and Hunt did together has come to be known as salvage ethnography, a problematic practice focused on the collection of Indigenous cultures believed to be rapidly disappearing, rather than in motion. A photograph Hunt made on the coast around 1900 shows canoes and longhouses made of cedar planks, the traditional dwelling of the Kwakwaka’wakw. Two totem poles are visible on the horizon. The photo is, hauntingly, void of people.


In 2015 and 2016 the APS was invited to attend two Kwakwaka’wakw Potlatches. For these traditional gift-giving and feasting ceremonies, the APS prepared and gave away books compiled from hundreds of pages of unpublished manuscripts written by Hunt in Kwaḱawala and English. The books contained stories, family histories, maps, and depictions of late 19th- and early 20th-century lifeways. It is “precisely” the Kwakwaka’wakw, said the APS, who are the intended audience and authorities of these manuscripts.6


—Sarah Stacke
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Kwakwaka’wakw woman spinning yarn and rocking a cradle using a cord tied to her foot, Vancouver Island, British Columbia, c. 1894–95. Franz Boas (left) and George Hunt are holding up the backdrop. 
PHOTOGRAPH BY OREGON COLUMBUS HASTINGS. AMERICAN MUSEUM OF NATURAL HISTORY LIBRARY. IMAGE 11604
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Scene at the coast with canoe, longhouses, and totem pole, Vancouver, British Columbia, c. 1897–1902. 
PHOTOGRAPH BY GEORGE HUNT. AMERICAN MUSEUM OF NATURAL HISTORY LIBRARY. IMAGE 104466








1















STOOWUKHÁA (ASTUTE ONE) / LOUIS V. SHOTRIDGE



Tlingit


Klukwan, Alaska


United States


Prompted by members of the Tlingit community, in 2006 the Penn Museum began preparing the Louis Shotridge Digital Archive, a project rendering 570 collected objects, 2,600 written documents, 500 black-and-white photographs, and eight sound recordings, accessible online. Some of these Tlingit items have now been repatriated; others are in dispute.


For 20 years, from 1912 to 1932, Louis Shotridge (c. 1882–1937) was a staff member at the Penn Museum in Philadelphia, working as a curator, collector, and exhibit preparator. Over half of his employment was spent doing fieldwork among his own people in southeastern Alaska. His early work at the museum and on expeditions was in collaboration with his first wife, Kaatxwaaxsnéi (Florence Dennis), an ethnographer and accomplished Chilkat weaver, who died from tuberculosis in 1917.


Shotridge was born in Klukwan, Alaska, into a leading Tlingit family. His mother, Kudeit.sáakw, was a member of the Killer Whale Fin House of the Kaagwaantaan Clan. Tlingit society is matrilineal, and Shotridge followed Kudeit.sáakw into her house group and Clan. His father, Yeilgooxú, was the Hereditary Chief of the Whale House, and belonged to the Gaanax.teidi Clan. Shotridge attended high school in the nearby town of Haines, at the Presbyterian Mission School. Later, he enrolled in Penn’s Wharton School of Finance and Commerce and attended lectures by anthropologist Franz Boas at Columbia University. For two months, Shotridge and Boas collaborated on the study of Tlingit phonetics.


Shotridge’s purchase and collection of sacred material culture for the Penn Museum has led to a controversial legacy within the Tlingit community and among academics and journalists concerned with the history of anthropology. In an argument for a broader understanding of the sociopolitical context in which he worked, Maureen Milburn states, “Louis Shotridge participated actively in both the anthropology museum system and the multiple facets of Tlingit society.”1


By the late 19th century, radical change and incessant attempts to assimilate Indigenous societies were underway. Congress passed the Religious Crimes Code in 1883, banning Native American ceremonial practices and dancing. Christianity and patriarchy were promoted. Social customs and Native languages were stifled. “European contact created conflict between the Tlingits and the newcomers, but it also created conflict within the Tlingit community, by presenting an array of new choices, options, and strategies for addressing the forces of change,” said Tlingit poet and scholar Nora Marks Dauenhauer and her husband, Dr. Richard Dauenhauer.2


With descriptive titles, the 500 photographs Shotridge deposited at the Penn Museum are a detailed visual journal of his fieldwork. He photographed local events, like sports competitions, parades, and funeral processions, and daily activities such as fishing and boating. With few exceptions, the portraits he made show Tlingit people in Euro-American-style clothing. When photographing an object, he often placed it against a dark cloth backdrop. Masks, ceremonial hats, and carvings are common, reinforcing his interest in recording with both images and words the art, politics, and history of the region’s most prominent Tlingit Clans. He traveled by foot, dog sled, horse, and in a boat he named Penn, photographing the mountainous coastal landscapes of southeastern Alaska. Self-portraits reveal a tall man with a penchant for tweed, a camera bag slung over his shoulder.


In 1930, Shotridge was elected Sitka Grand President of the Alaska Native Brotherhood, the oldest known Indigenous persons’ civil rights organization in the world. Two years later, amid budget cuts at the museum, his curatorial position was eliminated. He eventually secured employment in Sitka as a government salmon cannery inspector. While on the job in 1937, he was found at the bottom of scaffolding with a broken neck. He died in the hospital 10 days later, survived by his third wife and five children. As befits his contentious life story, theories later developed about the nature of his fall—was it cosmic retribution, murder, or a terrible accident?


—Sarah Stacke
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Gu-tin, Haines, Alaska, 1917. 
PHOTOGRAPHS BY LOUIS SHOTRIDGE. COURTESY OF THE PENN MUSEUM. IMAGE 14721, IMAGE 14827, IMAGE 14954, IMAGE 15041, IMAGE 14775, IMAGE 1511, IMAGE 14899
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