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ABSTRACT OF THE DISSERTATION

Indigenous Artists, Ingenuity, and Resistance at the California Missions After 1769, by Yve
Barthelemy Chavez, Doctor of Philosophy in Art History, University of California, Los Angeles, 2017.
Professor Charlene Villasenor Black, Chair.

This dissertation aims to place California Indian agency and artistry at the forefront of California
mission art studies through close analysis of Chumash and Tongva practices at four of Southern
California’'s missions: San Gabriel, San Buenaventura, Santa Barbara, and Santa Inés. Although the
mission churches and their decorations reflect European stylistic influences, all twenty-one mission
sites are the products of California Indian ingenuity and resistance. By examining primary accounts
and ethnographic sources, this dissertation presents an Indigenous reading of Chumash and Tongva
dances, stone sculpting, basket weaving, and painting carried out under great adversity at the
missions. After entering the missions, California Indians continued to practice their ancestors'
traditions that pre-dated the Franciscan friars' 1769 arrival. California Indian artists also combined
local materials with European and Mexican styles, which gave their art and the mission buildings a
unigue appearance. This dissertation draws upon decolonizing methodologies, rooted in
interdisciplinary studies, to deconstruct Eurocentric biases in archival sources and romanticized
misunderstandings in historical scholarship about mission art and California Indian contributions. The



traditional art historical tools of formal analysis and iconography bring to light the artistic talents of
California’s first peoples and dignify Indigenous art on its own terms. No end date is given in this
dissertation's title because California Indian art survived and the descendants of the people who built
the missions are continuing their legacy today. Readers will find a new perspective on the missions
that seeks to honor the California Indian people who bravely expressed their beliefs and traditions
through art in these contested spaces.

The dissertation of Yve Barthelemy Chavez is approved. Committee: Stella Nair, Dell Upton,
Benjamin Madley, Charlene Villasefior Black (Committee Chair). University of California, Los
Angeles, 2017.
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INTRODUCTION
Indigenous California and the European Invasion

This dissertation raises new questions and considers alternative possibilities regarding the roles
California Indian artists played in Southern California's missions. These missions are typically



associated with the Spanish influence brought to California in 1769, despite the fact that California
Indians built these historical structures. While California's first peoples left evidence of their culture in
the form of baskets, sculpture, rock paintings, and regalia, these materials have not been seriously
considered as primary sources in research on the missions. A close study of artworks in the missions
illuminates California Indian resistance to assimilation, as well as their appropriation of foreign ideas.
Therefore, this dissertation suggests that we look at the missions as sites of acculturation, in which
California Indians selectively borrowed Catholic ideas and European practices, which they
incorporated into their existing traditions. Examples from the missions in the Chumash and Tongva
regions are highlighted to exemplify Indigenous ingenuity.

This approach yields a number of new questions. Why did Chumash dancers perform traditional
dances on Catholic feast days? Why did Chumash weavers at Mission San Buenaventura weave
their names into baskets? Is there a connection between sculptures made at Mission Santa Barbara
and pre-1769 Chumash stone charms? Is style a reflection of an artist's ethnicity? These questions
guide this dissertation which argues that California Indian artists pursued new artistic avenues and
that they responded to current artistic trends in late eighteenth- and early nineteenth-century New
Spain. This study aims to place Indigenous agency and artistry at the forefront of California mission
art studies. This dissertation provides the first close study of Southern California’'s mission art from a
California Indian perspective and it shows that mission art and architecture is rooted in the heritage of
California’s first peoples. It brings together the traditional art historical tools of formal analysis and
iconography with decolonizing methodologies in its study of California Indian art.

The twenty-one Franciscan missions impacted the lives of hundreds of thousands of California
Indians. This dissertation does not attempt to cover all the tribes or missions in California. A project of
such magnitude would not do justice to California's diverse Native populations. Therefore, | chose to
focus on the missions within my ancestors' Tongva homeland as well as that of their Chumash
neighbors. North of the Tongva homeland that encompasses present-day Los Angeles County and
parts of northern Orange County, the Chumash peoples of what is now Santa Barbara County were
instrumental in the construction of Mission San Buenaventura (Ventura, CA), Mission Santa Barbara
(Santa Barbara, CA), and Mission Santa Inés (Solvang, CA) (Figures 1-2). | focus on these missions
not only because of their rich artistic collections, but also because the Chumash are some of the most
culturally relatable groups to the Tongva in California. The Chumash, Tongva, and their Acjachemen
neighbors of Orange County believed that their primary deity, Chinigchinich, originated at the village
of Puvungna in present-day Long Beach, CA.1 They traded natural resources, including the shell
beads they used as currency; they painted and carved pictographs and petroglyphs in local caves,
and they wove baskets as gifts and for daily use.

As a California Indian (Gabrielino/Tongva) scholar | seek to change the study of California mission art
and Native American cultures by contributing my Indigenous perspective. | employ the first-person
voice because of my deep personal connection to the California missions, specifically the San Gabriel
Mission where my Tongva ancestors were baptized beginning in the late eighteenth century. My
ancestors, like California Indians throughout the current-day state of California, endured forced labor,
violence, and cultural genocide at the missions. My goal is to honor my ancestors and other California
Indians who were brave enough to express their views and traditions within the contested spaces of



the Franciscan missions. Until now, no Native American art historians have written about the artistic
traditions of California's first peoples who lived during the Spanish incursion. | hope that my
dissertation will initiate new, and much needed dialogue regarding California Indians' artistic reactions
to foreign ideas at the missions. Thus, | try my best to make it clear whenever possible that | am
expressing my own views by engaging the first-person voice. As Indigenous studies scholar Margaret
Kovach (Plains Cree and Saulteaux) has written of her own work, using the first-person "has the
additional benefit of keeping me grounded ... Using the first person honours the experiential while
engaging the abstract and theoretical."2 | draw from my experience as a member of the
Gabrielino/Tongva community and descendant of Mission San Gabriel survivors to write about
mission art as the embodiment of resistance.

Historian Devon Mihesuah (Choctaw) has pointed out that there is not one American Indian voice or
perspective.3 Even within Native American communities individuals have unique views of their culture
and history. The descendants of the California mission Indians have vastly different views of the
missions, Spanish colonization, and Catholicism. Publications by California Indian scholars such as
English professor and poet Deborah Miranda (Ohlone/Costanoan-Esselen Nation), anthropologist
Deana Dartt (Chumash), Native American Studies professor Edward Castillo (Luisefio-Cahuilla),
archaeologist Tsim Schneider (Federated Indians of Graton Rancheria), sociologist Jonathan
Cordero (Ohlone), and activist Rupert Costo (Cahuilla) reveal a spectrum of attitudes towards the
missions.4 Ethnic Studies scholar Olivia Chilcote (Payémkowishum) and assistant curator of Mission
Dolores, Vincent Medina (Chochenyo Ohlone) have also written and spoken out about California
Indian identity in connection to the missions.5 Our ancestors who lived during the invasion that
occurred almost 250 years ago also had differing perspectives. Yet, their insight offers valuable
information regarding California Indian rituals, basket weaving, stone carving, and identity formation
that occurred after the missionaries' arrival. | also engage the theoretical frameworks of Indigenous
and decolonizing methodologies to emphasize that these were traditional California Indian practices.

Methodology

This dissertation is the product of focused research in international and local archives, investigations
of museum collections, long drives up and down the coast of California visiting the missions (often
multiple times), attendance at conferences and exhibitions related to California mission studies,
conversations with colleagues about the missions and Native American art, and close reading of
artworks. My master's thesis research on coastal Southern California Indian basketry also laid the
foundation for the chapter on baskets at Mission San Buenaventura. My interviews with basket
weavers and scholars were immensely insightful and | am grateful for the knowledge they shared with
me.

As an art historian with training in Native American and Latin American art, | diligently read what my
scholarly predecessors have written about California Indian art before and after 1769 as well as art
from the missions of New Spain. | studied historical texts with vastly different portrayals of California
history and consulted anthropological studies of California. | turned to interdisciplinary writings on
decolonizing and Indigenous methodologies and sought out examples of their use in art historical
scholarship. | found that these methods are not typically used in art history, and when they do appear,



scholars use them to explain twentieth-century and contemporary artistic practices.6 Scholarship that
engages decolonial and Indigenous methods has been extremely useful as | strive to determine a
methodology that works for this study of California Indian art. | am one of the first people to use this
methodology in art history, especially on the art of the missions. Drawing inspiration from my
predecessors, | define my method as a scholarly approach that deconstructs primitivizing narratives
about Native American art and illuminates Indigenous agency through close study of art within the
context of established Native American practices and ways of thinking. My historiographical critique is
a decolonizing method because | assess Eurocentric biases in the scholarship on California mission
art. This dissertation represents the ingenuity of artists working in different mediums and subject
matters beyond what is typically associated with the missions. My work is original because it
incorporates other art forms into the discussion of the missions, particularly regalia and dance. | look
at other sources that record these California Indian practices, such as anthropological studies and
ethnographic accounts, whereas other art historians have focused on European sources.

Decolonizing and Indigenizing methodologies support the argument that Native art-making at the
California missions was subversive. Indigenous studies scholar Linda Tuhiwai Smith (Maori) argued
that, "decolonization is a process which engages with imperialism and colonialism at multiple levels."7
Borrowing from Smith's approach, | critically analyze the oppressive impacts Spanish and later
Mexican colonization had on California's first peoples. | also draw inspiration from the work of
Botswanan educational research scholar Bagele Chilisa, who argued that decolonizing research
makes the voices of marginalized peoples heard on their own terms.8 My research focuses on the
years of Spanish incursion in California beginning in 1769 through California's 1850 statehood, which
is why | seek to subvert imperial narratives and liberate the oppressed voices of California Indians.
The few publications that discuss Indigenous artists and art from the California missions use
pejorative language to describe Native-made works as "primitive" or "crude."9 Such an approach
dismisses the skills and artistic training California Indian men and women underwent before Spanish
colonists landed on California's coast. Moreover, it sustains the outdated notion that European art is
the standard by which all other art should be judged. Rather than attempting to equate California
Indian art with art of the so-called west, | strive to bring Native American art from the California
missions to visibility and to dignify it on its own terms.

I am not simply advocating for the inclusion of California Indian art in the fine art canon. Rather, | am
pushing to increase the visibility of California Indian artworks, mainly from the Chumash and Tongva
communities of coastal Southern California, as the embodiment of Indigenous worldviews and artistic
creativity. The work of artist, activist, and scholar Dylan A. T. Miner (Wiisaakodewinini) on
contemporary Native American visual culture is particularly helpful in articulating my analysis of
Indigenous art from eighteenth- and nineteenth-century California. He called for an approach rooted
in Indigenous ideologies and academic theoretical frameworks. He has stated, "To fully comprehend
any creative expression, one must contextualize its production within correct cultural parameters."10
Like Miner, | seek to acknowledge Chumash and Tongva visual and material culture on its own terms.
| also strive to underscore the ingenuity of California Indian artists whose lives were turned upside
down in the face of European imperialism.



Artist and educator America Meredith (Cherokee Nation) traced the marginalization of Native
American art to the late eighteenth century. She has written, "Art for art's sake' -- that visual art
should have no utilitarian purpose -- was proposed by Prussian philosopher Immanuel Kant in his
1790 Critigue of Judgment and echoed by many others in the following century."11 Meredith pointed
out that European Americans familiar with this concept typically devalued non-western objects, such
as those made by Native Americans, by calling it "craft." Art historian Nancy Marie Mithlo (Chiricahua
Apache) has explained that ethnic, or Native American artists' work is rarely taken seriously in the fine
arts world. She argued, "In the Native American arts market, these tensions may be described as the
fine arts/crafts divide. Native American crafts are assumed to be communally based, historically
accurate, and tribally specific. If Native American artists wish to exhibit under fine arts imperatives,
they must become white by rejection of their tribal status ('I'm an artist first, an Indian second')."12
"Indigenous Arts, Ingenuity, and Resistance" challenges this assumption -- that the innate Native
American-ness of the artists' work made it a craft, thus excluding it from canon of the fine arts. On the
contrary, as Mithlo has shown in her study of contemporary Native American art, it is
counterproductive to separate the artist's identity from his or her art all for the sake of meeting the fine
arts criteria. The objects examined here are linked to the California Indian communities from which
their makers came. The communities recognized these artists and treated their art with high regard.
At the missions, California Indian artists appropriated foreign ideas into their art. So, why not
appropriate the foreign (western) canon of fine art to include Native American art? Before doing so,
other factors need to be considered. Meredith has insisted: "Let us define our art on our own
terms."13 This approach is also challenging especially for communities that lack pre-existing
terminology for art.

In her Art Journal article, "The Trouble with (the Term) Art," art historian Carolyn Dean questioned the
meaning of the word art in non-European contexts. She suggested that scholars use Indigenous
terms that are like art when describing the creative output of non-European (originally, non-English
speaking) peoples.14 Individuals from multiple communities lived at each mission settlement, so it
would not be fair to choose one group's language for this study. Mithlo, however, has pointed out that
the act of not providing an alternative word for art is also problematic. "It also fosters a dangerous and
inaccurate belief that Native artists are unreflective about their own art production or that they lack
clear aesthetic criteria."15 We may never know which terms late eighteenth- and early
nineteenth-century California Indian artists used to describe their work. Yet, late nineteenth-century
California Indian accounts provide some insights regarding the terms their ancestors used to name
objects and ceremonies. Ethnographic studies can thus help to situate Chumash and Tongva artistic
practices within an Indigenous framework. California Indian artists were not simply bowing to the
commands of mission leaders. They actively subverted an oppressive power structure by creating art
that embodied sacred traditional beliefs. Thus, the following chapters treat the dances, regalia,
baskets, sculpture, architecture and paintings examined as art. Chumash and Tongva artists made
objects and performed in Native spaces where they practiced traditional beliefs and values.

Spain attempted to acculturate and control Indigenous populations in the Americas, but Native
American peoples continued to make art. As Mithlo has pointed out, western policies aimed at
destroying Native American cultures failed. She cited art historian Margaret Archuleta (Tewa) and
legal historian Rennard Strickland (Osage and Cherokee) who attributed the failed policies of cultural



genocide in America to the power of Native art. They argued that "the determined effort to destroy
Indian culture and break Indian pride. And art — The Native American Fine Art Movement — was one
of the reasons for the failure of this cultural genocide."16 By 1846 when the United States invaded
California and effectively took it from Mexico, California's first peoples had spent seventy-seven years
resisting Spanish, Mexican, and Russian policies, not including Spain's sojourn in the sixteenth
century. California Indians decolonized sites of contact, mainly the missions, by performing traditional
art practices within these contested spaces. | use the term ‘contested’ to subvert the one-sided
narrative of the Spanish conquest.

California Indians comprised much of the population at each mission, and they constructed and
decorated most of the buildings. The California Indian laborers built edifices using local materials
often within the boundaries of pre-existing aboriginal villages. Before the Spanish invasion, California
Indians relied upon environmental markers such as mountains and water to designate space. They
also used local materials such as tule (a native rush) to build their homes. Place was not just defined
by where people slept at night, but also by the physical landscape they inhabited. When the
Spaniards arrived in California and other parts of the Americas, they asserted that American Indian
land was available for them to claim as their own. Ethnoecologist M. Kat Anderson has pointed out
colonists exploited the land that California Indians actively cultivated. "Through twelve thousand or
more years of existence in what is now California, humans knit themselves to nature through their
vast knowledge base and practical experience. In the process, they maintained, enhanced, and in
part created a fertility that was eventually to be exploited by European and Asian farmers, ranchers,
and entrepreneurs, who imagined themselves to have built civilization out of an unpeopled
wilderness."17 Unlike Europeans who decimated natural resources, California Indians engaged in
land management activities that stimulated new growth and resources. The groves of trees and fields
of wildflowers that colonists saw were the product of California Indian stewardship, not simply
unattended land. Yi Fu Tuan argued that open space "is like a blank sheet on which meaning may be
imposed."18 The Spaniards treated California's landscape as wild, undeveloped space that they
quickly exploited through the introduction of foreign plants and livestock. These foreign invaders
compromised California Indian lifestyles and decimated the resources upon which they depended for
food, currency, basketry materials, and body coverings. California Indians reacted by continuing to
make baskets, sculpture, shell beads, and regalia in their villages and at the missions. They also led
revolts, ran away, refused to work, and sought leadership roles all while suffering from disease and
starvation.

Hybridity

The few studies on the Indigenous-made art of the California missions focus on works that reflect the
intersection of California Indian and European ideas and materials. In colonial Latin American studies,
scholars have proposed multiple terms to describe these types of artworks, including mestizo,
tequitqui, Indo-Christian, and hybrid. Art historian Charlene Villasefior Black's thought-provoking
essay on "Race and the Historiography of Colonial Art" called for a shift away from using these words
to describe colonial-period art.19 Similarly, this dissertation explains why race-based terms are
challenging and proposes alternative approaches to discussing Native-made art.



In 1942, Mexican art scholar José Moreno Villa first used the Nahuatl term tequitqui to describe
colonial architecture and sculpture in Mexico. He argued that the proportions of tequitqui sculpture
are primitive because of their Native influences.20 Thus, tequitqui implies that European art was
superior to the Native arts of Mexico. Tequitqui is also inadequate because it dismisses the cultural
diversity of Mexico's Indigenous populations, which spoke other languages beside the Aztec
language, Nahuatl. While current-day scholars rarely use tequitqui, with a few important exceptions,
that are discussed shortly, some continue to use the equally problematic term mestizo.

Historically, mestizo referred to people of mixed racial ancestry in Latin America. However, by the
twentieth-century art historians Alfred Neumeyer and George Kubler used mestizo in their
descriptions of sixteenth-century architecture and ornament in New Spain. According to Neumeyer,
the mestizo style of architecture was characterized by flattened ornamentation. Neumeyer asserted
that Indigenous craftsmen denigrated European architecture by adding flat and reductive
ornamentation to Baroque and Renaissance-style churches. Neumeyer acknowledged the presence
of Native influences in sixteenth-century architecture, but he did not categorize it as Indigenous art.
Instead, he saw it as the intersection of two cultural styles, which he labeled "Mestizo or Criollo or
Indio-Hispanic."21 In his work on Mexican colonial architecture, George Kubler pushed this idea
further by arguing that European styles replaced Indigenous designs.

Kubler would be one of the first art historians to question the utility of these terms, specifically,
mestizo, in his 1959 study of colonial Latin American art. He suggested using the term 'provincial
highland' to describe architecture.22 Though not a racially based concept, "provincial highland" does
not encompass all the groups that mestizo excludes, especially those outside the Andes. Thus,
scholars proposed Indo-Christian as an alternative category.

In 1999, art historian José Manuel Aguilar Moreno briefly addressed the concept of Indo-Christian
mestizo art, which he described as the "product of a new rising identity based on the fusion of Indian
and Spanish bloods."23 Aguilar Moreno based his definition on the concept that colonial art
represents the artist's mixed identity rather than the meeting of two artistic styles. Mexican scholar
Constantino Reyes-Valerio, however, suggested that Indo-Christian art represents the changes
Indigenous art underwent after Christianity arrived in the Americas.24 Moreno Villa argued that the
presence of Native influence in sixteenth-century art was anachronistic, but Reyes-Valerio believed
that it was natural for artists to include Indigenous elements. The term Indo-Christian references
Indigenous agency and ingenuity, yet "Christian” reinforces European hegemony in the early modern
Americas. In addition, some artworks that represent Native American materials and ideas, but which
are not Christian, would not fit into the Indo-Christian category. Indo-Christian, like tequitqui and
mestizo is a racialized term that, when used to describe art, implies that style reflects the artist's racial
identity. This approach is problematic for it assumes that an artist's race dictated how his or her art
would appear. Villasefior Black has argued that using race-based terms to describe colonial art is
"antiquated, prejudicial, and patronizing."25 She criticized early scholars for "likening mestizo art to
mestizo children," for doing so suggests that "colonial art history is the bastard child of the
discipline."26 By conflating art with racial mixings that resulted from colonial intermarriage
perpetuates racist hierarchies in which pureblooded Europeans ranked at the top. Scholars have
guestioned the implications of hybrid and hybridity for similar reasons.



In 2006 art historians Carolyn Dean and Dana Leibsohn highlighted the problematic nature of
hybridity, which perpetuates a hegemonic relationship between European colonizers and Indigenous
colonial subjects.27 Their discussion of colonial mindsets is particularly insightful when one considers
the reception of art in eighteenth- and nineteenth-century New Spain. Dean and Leibsohn asserted
that the so-called hybridities or ethnic mixings we see in art from the years of Spain's imperial
expansion were not viewed as particularly remarkable at that time. People and materials circulated
with frequency throughout the Spanish viceroyalties. As a result, artists embraced new approaches to
making art, which resulted in objects that diverged from European conventions. Dean and Leibsohn
pointed out that "hybridity” is a term that first appeared in sub-altern studies and it "emphasize[s]
structures of power that center and marginalize."28 They saw hybrid as a term that deals with issues
of race rather than culture. Meanwhile, English and American literature scholar Homi Bhabha defined
hybridity as a signifier of cultural difference, but within hybridized spaces culture is not hierarchical.
Bhabha wrote, "This interstitial passage between fixed identifications opens up the possibility of a
cultural hybridity that entertains difference without an assumed or imposed hierarchy."29 Bhabha's
cultural space is a site where practices are shared instead of separated. Hybridized spaces represent
the emergence of new identities that are not authentically one or the other. Mimicry, unlike hybridity
implies colonial hegemony.

Bhabha's mimicry theory reflects the influence of Caribbean scholar Frantz Fanon and author V. S.
Naipaul. Bhabha writes, "What | have called mimicry is not the familiar exercise of dependent colonial
relations through narcissistic identification so that, as Fanon has observed, the black man stops being
an actional person for only the white man can represent his self-esteem."30 Fanon argued that in the
twentieth century white men imposed an identity of Otherness or inferiority upon black men. He wrote,
"For not only must the black man be black; he must be black in relation to the white man."31 Fanon
explained that a black man's consciousness of his own body is based on an awareness of how he is
different from white men. Likewise, the main character of V. S. Naipaul's novel, Mimic Men, sees
himself as one of the mimic men of the New World.

A mimic man is not only someone who copies or emulates the mannerisms of others, but he is also
someone who bases his identity upon that of other people. Naipaul's protagonist, Ralph Singh, a man
of West Indian origin who was born in the Caribbean and lives in London, shapes his identity after the
London dandy. The character Singh states, "It was up to me to choose my character, and | chose the
character that was easiest and most attractive. | was the dandy, the extravagant, the colonial,
indifferent to scholarship."32 Here, Singh actively chose to mimic the dandy; no one forced him to do
so. Naipaul has ascribed agency to Singh who attempted to be someone he was not, both socially
and ethnically. Bhabha expanded upon this notion of mimicry by describing it as a symptom of
colonialism. He wrote, "colonial mimicry is the desire for a reformed, recognizable Other, as a subject
of a difference that is almost the same, but not quite. Which is to say, that the discourse of mimicry is
constructed around an ambivalence; in order to be effective, mimicry must continually produce its
slippage, its excess, its difference."33 Mimicry is about making the colonial subject follow the
colonizer as a model. Yet, while mimicking the colonizer, the colonial subject cannot be the same or
equal to the colonist. Thus, mimicry opens space in which colonized people have agency.



Art historian Angélica Afanador-Pujol pushed the concept of mimicry further in her investigations of
the Uanacaze family tree in the Relacion de Michoacan. The Relacion de Michoacan is a
sixteenth-century manuscript that documented the customs of the P'urhépecha-speaking nobility of
what is now Michoacan, Mexico.34 "The Uanacaze were the leaders of a group ... who had allegedly
migrated to Michoacan and conquered its local population."35 One of the artists responsible for
illustrating the "Relacién de Michoacan" modeled his or her depiction of the Uanacaze royal lineage
after the Tree of Jesse, replacing Christ's lineage with Uanacaze leaders. Afanador-Pujol has argued
that the unknown, "indigenous colonized" artist who made the image of the family tree appropriated
the European image of the Tree of Jesse and created something new -- "an indigenous sign."36
Building upon Bhabha's approach, Afanador-Pujol ascribed agency to the colonized artist who did not
simply copy an imported European model. California Indians, likewise, appropriated European motifs
and ideas at the California missions. However, their approach was not mimicry. Instead, they
selectively borrowed and appropriated European ideas which they incorporated into art they made for
the missions. Chumash and Tongva artists rooted these new art forms in their communities'
ideologies. This Indigenous characteristic of mission paintings, sculpture and architectural ornament
sets these works apart from their imported counterparts. They cannot be called hybrids.

Some Latin Americanists continue to use hybrid in their work, yet others are reconsidering its
repercussions. Art historian and curator llona Katzew, for instance, has critiqued the term and its
implications for the Native peoples of the Americas. "Their relationship to the conquerors cannot be
reduced to one of victors and vanquished; it entailed a delicate process of cultural negotiation, mutual
accommodation, and exchange (rather than syncretism and hybridity), a dynamic that gave rise to
vital works of art rich in interpretive possibilities."37 With this in mind, neither hybridity nor hybrid are
appropriate terms with which to describe the California mission art under discussion. Doing so would
deny the California Indian values and ideologies that inspired the artworks' creation.

In his work on contemporary Native American art, Miner deconstructed hybridity, which he described
as "an empty signifier."38 He argued that hybridity is not a useful term for studies of Indigenous art for
it perpetuates the negative impacts of globalization. Instead, he called for scholars to engage Native
art through an Indigenous discourse. Though focused on contemporary practices, the issues Miner
raised are relevant to California Indian art in the missions. California Indian art existed before
European colonization. Therefore, it would not make sense to call it by a new name, especially one
that privileges an outdated conception of European progress. Hybridity implies that non-western art,
in this case, Native art, improved through contact with European art. This dissertation examines
Indigenous-made art from the missions as the continuation of pre-existing artistic traditions, which
Spaniards saw as early as the sixteenth century.

Chronology

In 1542, Seville-born explorer Juan Rodriguez Cabrillo led an exploratory expedition that sailed along
the coast of present-day southern California (Figure 1).39 Since they did not discover gold, this group
of Spanish explorers left California in 1543 in anticipation of finding resources in other lands.40 In
1697, Jesuit missionaries established the first Catholic mission of sixteen in peninsular California,
which is also known as Baja or Antigua California.41 Then, in 1767, Spain expelled the Jesuits from



its territories.42 Historian David J. Weber explained that "Carlos Il had charged the Jesuits with
sedition, but this appears to have been a pretext to eliminate the privileged and wealthy religious
order that the king's ministers regarded as a powerful obstacle to urgent secular reforms."43 The
following year, Franciscan friar Junipero Serra of Mallorca, Spain and fifteen additional Franciscan
friars arrived in Loreto to oversee the Jesuit missions. The Franciscans only established one mission
in Baja California, Misiébn San Fernando de Velicata, before they moved north to claim Alta, or Nueva
California.44 In 1768, the Spanish government ordered visitador (inspector) José de Galvez to
occupy Alta California and defend it against Russian invaders.45 By January of 1769, an expedition
consisting of three ships and two land excursions, overseen by captain Gaspar de Portola embarked
northward from Baja California.46

On July 16, 1769 Fray Junipero Serra established Mission San Diego de Alcala. This was the first of
nine Alta California missions Serra oversaw in his role as father president of the California missions.
The other eight missions include: Mission San Carlos Borromeo de Carmelo (1770), Mission San
Antonio de Padua (1771), Mission San Gabriel Arcangel (1771), Mission San Luis Obispo de Tolosa
(1772), Mission San Francisco de Asis (1776), Mission San Juan Capistrano (1776), Mission Santa
Clara de Asis (1777) and Mission San Buenaventura (1782).47 After his death in 1784, Serra's
successors established eleven missions in California under Spanish control. These include: Mission
Santa Barbara Virgen y Martir (1786), Mission la Purisima Concepcion de Maria Santisima (1787),
Mission Santa Cruz and Mission Nuestra Sefiora de la Soledad (1791), Mission San José de
Guadalupe, Mission San Juan Bautista, Mission San Miguel Arcangel, and Mission San Fernando
Rey de Espafia (1797), Mission San Luis Rey de Francia (1798), Mission Santa Inés Virgen y Martir
(1804), and Mission San Rafael Arcangel (1817). Father José Altimira founded the twenty-first and
northernmost mission, San Francisco de Solano in the Pueblo of Sonoma in 1823 after Mexico
gained control of California.48 By 1821 Mexico won independence from Spain, and Mexican
authorities gained control over California. Subsequently, the governor of California, José Maria de
Echeandia, initiated the legal emancipation of California Indians in the missions in 1826.49 California
Indians either petitioned for their emancipation or used the decree as leverage against the abusive
priests.

In 1829, the Mexican government expelled the Spanish missionaries from California and replaced
them with Mexican-born priests.50 However, the missions did not become parishes until after 1834
when the new governor José Figueroa implemented the plan for secularization that lasted through the
1840s.51 Secularization sought to turn the mission churches into parishes overseen by lay priests in
place of the Franciscan mendicant friars. Then, in 1846, the United States declared war on Mexico
and invaded California.52 In 1848 Mexico signed the Treaty of Guadalupe Hidalgo, which made
California a United States possession. In 1850 California became the thirty-first state in the union.
James Wilson Marshall's 1848 discovery of gold in California's American River brought a new group
of colonists to northern California who contributed to the California Indian population decline.53 By
the early twentieth century, California's Indigenous populations had not only endured forced religious
conversion and assimilation, as well as a drastic population decline. Before 1769, the California
Indian population was perhaps 310,000 and by 1845 the population had fallen to roughly 150,000.54



Biologist Sherburne F. Cook conducted one of the most extensive studies of historic California Indian
population numbers in the 1970s.55 He estimated that the population of California Indians was about
310,000 before Spanish contact in 1769.56 Previous scholars had proposed more conservative
numbers. For instance, in 1905 ethnographer C. Hart Merriam suggested that the population before
the Spanish incursion was about 260,000.57 In 1925, anthropologist Alfred Kroeber proposed that the
pre-contact population consisted of about 133,000.58 Cook set out to disprove these numbers.
Though Cook's estimates remain debatable, his study of California Indian populations underscored
the inconsistencies in the historical record that prevent modern scholars from gaining a clear picture
of Indigenous life in California under Spanish and Mexican rule. Cook observed that the mission
baptism books only recorded the names of individuals who were baptized, so it is challenging to
determine how many Indians remained unconverted.59 Even though death records, like baptismal
books, did not account for unconverted Indians, it is clear that the California Indian population
declined. The baptized people were almost exclusively from the coastal region.

Scholars also disagree about the size of the population after California became a state in 1850.
Anthropologist Russell Thornton (Cherokee) argued that the number decreased to about 85,000 in
1852, two years after statehood.60 Historian Albert L. Hurtado, however, noted that "the population
fell by 80 percent to about 30,000."61 While scholars continue to disagree about the rate at which
California’s Indigenous population declined, California Indians are still here because our ancestors
fought to survive.

Today, Southern California Indian communities follow current-day tribal political structures. In the
eyes of the federal government, a group is a "tribe" when it has been recognized in federal courts or
by an act of the United States Congress.62 This approach not only sustains the federal government's
hegemonic relationship over Native American peoples, but it also dismisses the cultural complexity of
Indigenous groups. Legal scholar L. R. Weatherhead has eloquently explained this attitude: "Once
recognition is established, it is not necessary to inquire further. It is clear, therefore, that in the case of
recognized tribes the legal label 'tribe’ when applied to them does not necessarily contain any
ethnohistorically valid meaning."63 Moreover, the federal government does not account for the
groups that remain unrecognized. Today, there are 109 federally recognized tribes and another
seventy-eight groups petitioning for recognition in California.64 Native groups, regardless of their
federal status, have adopted modern tribal systems of governing to represent their members.
Therefore, when discussing current-day groups, such as the Tongva and Chumash, | refer to them as
tribes. These modern-day groups represent the descendants of multiple pre-1769 villages who
shared common languages or who lived at the same missions. Much of what we know about
pre-1769 California Indian society comes from early explorers' journals.

Historiography

Accounts by early visitors should not be overlooked in a study of California and the missions: English
sea captain Francis Drake (1569), Spanish explorer Sebastian Vizcaino (1602), Jesuit administrator
and historian Miguel Venegas (1767), Mexican soldier José Velasquez (1785), American trader
Harrison Rogers (1826-27), German poet and botanist Adelbert von Chamisso (1816), French
naturalist and explorer Eugéne Duflot de Mofras (1840s), American lawyer and politician Richard



Henry Dana (1859-60), British naval officer Edward Belcher (1839), and California statesman
Benjamin David Wilson (1840s-70s). Indeed, most written information on California before the
twentieth century was told from a non-Native perspective. This dissertation attempts to acknowledge
the main primary sources on California through the nineteenth century, but mission researchers will
find that this is not an exhaustive historiography.

Historians working in the late nineteenth and early twentieth century, as well as modern-day scholars,
have written extensive studies of primary sources. One of the earliest historiographies can be found
in Hubert Howe Bancroft's seven volume series on The History of California, published in 1886.65
Bancroft's series offers a detailed history of the foreign invasion, colonization and policies established
in California through the end of the nineteenth century that set the stage for future investigations of
California history.

Between the 1890s and 1920s, Zephyrin Engelhardt, O. F. M., a Catholic priest and historian of the
Franciscan Order published a series of books on sixteen of the twenty-one California missions as well
as a four-volume series on the Franciscan missionaries who served in lower and upper California.66
In the latter series, Engelhardt consulted friars' and administrators' letters, archives, reports, early
settlers’ accounts, as well as Bancroft's early publications.

In the 1960s, another Catholic priest of the Franciscan order, Maynard J. Geiger, published
extensively on the missions. For his biographical dictionary of the Franciscan missionaries, Geiger
consulted the main archives of California materials for information on the lives of the friars who served
in the missions.67 Although the records of some friars are missing from the archives, Geiger tried to
present as comprehensive a study as possible. Whereas Geiger and Engelhardt focused on the
Franciscans' accomplishments, other scholars addressed the California Indian experience at the
missions.

In 1943 Cook published one of the first anti-mission histories in his study on California Indian
populations.68 Cook's work influenced journalist and lawyer Carey McWilliams who, in 1946,
published a critical study of Southern California in which he compared the Franciscans' treatment of
California Indians to that of the Nazis who operated death camps.69 Author William E. Coffer
(Choctaw/Cherokee) stated in 1977 that when the Franciscans established the California missions
they "instituted a new system of genocide."70 In 1984, historian James J. Rawls also penned a
critique of the California missions that he supported with first-hand written accounts of European
explorers who described the Franciscans' harsh and slave-like treatment of California Indians.71
Three years later, Native American scholars, Rupert Costo (Cahuilla) and Jeannette Henry Costo
(Cherokee) took a similar approach in their critical recounting of California mission history in which
they argued that the missions were sites of genocide.72

In 1995, historian Robert H. Jackson and California Indian scholar Edward D. Castillo
(Luisefio/Cahuilla) published a study on the impacts of the missions on California Indians in response
to the Vatican's early attempts to canonize Junipero Serra.73 Also in 1995, historian Lisbeth Haas
published a study of identity in southern California beginning in 1769.74 Focusing on Southern
California, Haas argued that "Violence toward the Acagchemem and other indigenous peoples was a
constant element of this society from the conquest forward. The missionaries came with soldiers, who



used force to put down any overt resistance to their presence."75 Supported with evidence from
friars' and government officials' letters, California Indian and early female colonists' accounts, Haas
presented a nuanced perspective of identity politics in California.

Primary accounts are the focus of Spanish language scholar Rose Marie Beebe and historian Robert
M. Senkewicz's work on California history. In 2001, Beebe and Senkewicz translated a series of
firsthand accounts told from the perspectives of both European/Mexican and California Indian men
and women.76 Then, in 2006, they published the translated testimonies of women who lived in
California between 1815 and 1848.77 By summarizing the lives of these historical figures and
translating their accounts, which were typically recorded in Spanish, Beebe and Senkewicz helped
bring to light the sources that are often overlooked in studies of early California. Meanwhile, historian
James A. Sandos's 2004 publication considered the relationship between California Indians and
Franciscans and incorporated ethnographic sources.78 The following year, anthropologist and
archaeologist, Kent G. Lightfoot published a monograph on the Spanish and Russian incursion into
early California.79 Lightfoot examined the impacts of cross-cultural contact on California Indians by
turning to Native and non-Native sources and archaeological evidence. Lightfoot's interdisciplinary
approach has been a valuable guide for this dissertation's investigations of Chumash and Tongva art
and material culture.

Historian Steven W. Hackel's study of Costanoan and Esselen peoples at Mission San Carlos
Borromeo is another useful model for studying specific culture groups and missions.80 Hackel cited
primary accounts such as those written by Georg Heinrich von Langsdorff, Pedro Fages, and Jean
Francois de la Pérouse to highlight the continuity of Costanoan and Esselen cultures in the Monterey
Bay region during the mission era. Similarly, historian George Harwood Phillips examined the history
of foreign colonization amongst Southern California's first peoples between 1771 and 1877. He used
primary sources, such as Harrison Rogers's diary from 1827, to underscore Tongva agency as well
as the violence Southern California Indians faced.81 In his recent book, historian Benjamin Madley
reaffirmed the violent reality California Indians faced at the missions and during the Gold Rush.
Madley's extensive investigations of primary sources and twentieth-century publications yielded a
much-needed exposé of the genocide inflicted upon California's first peoples between 1846 and
1873.82 His examination of population statistics is a valuable resource for highlighting the obstacles
Indigenous peoples faced in maintaining their cultures.83 Most recently, historian Kelly Lytle
Hernandez addressed the California missions in her 2017 publication that characterized the San
Gabriel mission as "the first experiment in human caging in Tongva territory."84 These recent
publications demonstrate a shift towards critical mission studies, an approach that influenced this
dissertation.

Understanding the history of the missions is vital to any study of their art. However, | am not
attempting to rewrite California mission history, but rather to provide a new perspective on the art that
illuminates the contributions California Indians made. Thus, | turned to archival materials and original
documents in an attempt to find references to California Indian art. | found that such references are
almost non-existent. This dissertation incorporates primary sources, including non-Native and
California Indian accounts, anthropological and archaeological evidence to contextualize its analysis
of Chumash and Tongva art.85



Chumash and Tongva art in the historical record

Members of the 1769-1770 Portola Expedition recorded some of the first written accounts of
California Indian art and architecture. These descriptions appear in the diaries of Lieutenant Pedro
Fages, engineer Miguel Costanso, Fray Juan Crespi, and Fray Juan Vizcaino.86 All four accounts
embody Eurocentric views of California Indian peoples. For instance, neither Crespi nor Costansé
recorded the names of the weavers who made the baskets they described. Instead of trying to find
out what the people called themselves, Fages referred to all of California's first peoples as
"Indians."87 By treating the California Indian inhabitants of each mission as members of one
homogeneous group, Fages dismissed the cultural and linguistic diversity of California's Indigenous
populations.

Although not as descriptive, Fray Luis Jayme and Fray Francisco Garces also mentioned California
Indian practices like basket weaving and canoe-building.88 Meanwhile, Fray Pedro Font, who served
as chaplain during Don Juan Bautista de Anza's second expedition through California from 1775 to
1776, wrote about the Chumash people of Mission San Luis Obispo.89 Font's diary as well as later
accounts recorded by European explorers Archibald Menzies (1794) and Georg Heinrich von
Langsdorff (1806) provide some of the richest descriptions of California Indian artistic practices
witnessed at the missions.90

Nineteenth-century accounts like Louis Choris's 1822 diary of his travels confirm that California
Indians continued to perform some traditional customs, such as basket weaving and dancing in the
nineteenth century.91 By the 1830s, while studying at the Urban College of Rome, Luisefio scholar
Pablo Tac wrote the first known Indigenous account of California's Native people.92 In his notes, Tac
described the Acjachemen dances and language that he knew while growing up at Mission San Luis
Rey de Francia, where he was born in 1822. Then, in the 1870s a team of researchers interviewed
elders for Hubert Howe Bancroft's publications. For instance, Thomas Savage interviewed Ohlone
elder Lorenzo Asisara in 1877 about life at Mission Santa Cruz.93 In 1878, Julio César
(Luisefio/Acjachemen) recounted his life at Mission San Luis Rey de Francia for Savage.94 In the late
nineteenth century, anthropologist John Peabody Harrington interviewed Maria Solares (Chumash),
Fernando Librado Kitsepawit (Chumash), Lucrecia Garcia (Chumash), Juan de JesUs Justo
(Chumash), Simplicio Pico (Chumash), Juan Meléndrez (Tongva), and José de los Santos Juncos
(Tongva). Scholars have attempted to decipher Harrington's complicated and extensive notes, which
are stored in the National Anthropological Archives, Washington, D.C. In 1979 and 1981,
anthropologist Travis Hudson produced two publications based on Harrington's notes from his
discussions with Chumash elder Fernando Librado who provided the richest explanation of Chumash
artistic customs.95 Fernando Librado was born sometime between 1804 and 1820 on Santa Cruz
Island and lived until 1915, which meant he saw nearly a century of the changes Chumash culture
underwent.96 During his childhood he lived in Ventura and spent time at both Mission San
Buenaventura and Mission Santa Barbara.97 Librado shared his memories of life at these missions in
an interview J. P. Harrington conducted between 1912 and 1915. Librado, who is a frequent source of
information on Chumash culture for this dissertation, confirmed the names of the Chumash artists
who worked at Mission Santa Barbara. This has not been the case for artists associated with other
missions. Some studies, however, have attributed artworks in the missions to California Indian artists.



In 1955, Swiss scholar and artist Kurt Baer wrote the first art historical publication on a California
mission.98 Baer identified imported and locally made artworks in Mission Santa Barbara's collection.
Baer ascribed six objects there to California Indian artists: the so-called "Indian” tabernacle (Figure
3), three sandstone statues (Figure 4), an "Indian" picture frame, and a bear's head waterspout
(Figure 5).99 In 1977, Hudson revisited Mission Santa Barbara's art collection in an article focused on
Chumash stone masons.100 Hudson identified the pages within Harrington's field notes in which
Fernando Librado recounted the names of the Chumash stonemasons who carved statues at
Missions Santa Barbara and San Buenaventura.

Hudson and astronomer Ernest Underhay drew upon Harrington's interviews with Fernando Librado
and Maria Solares, as well as archaeological evidence, to explain the Chumash belief system in a
separate publication.101 They identified instances in which Chumash and other Southern California
Indians continued to make and perform ritual art (rock paintings, feather poles, sand paintings,
regalia, and dances) after the Spanish invasion.102 Around the time anthropologists were publishing
on California Indian art and material culture historians and art historians were searching for examples
of Indigenous survivals in ecclesiastical art.

Francis J. Weber, a historian of the missions, wrote an article in 1965 on the Via Crucis, or Stations of
the Cross paintings, at Mission San Gabriel. George Harwood Phillips also wrote about the paintings
in 1976. Phillips argued that a Native American artist painted the fourteen Stations of the Cross
paintings that are currently housed at Mission San Gabriel (Figures 6a-n).103 Art historian Norman
Neuerburg raised new arguments about the paintings in 1997.104 Neuerburg examined baptismal
records in his attempt to identify the artist who may have painted the fourteen canvases. In his
iconographical analysis of the paintings, Neuerburg asserted that more than one California Indian
artist painted the scenes.105 These artists, he believed, would have received training from one of the
priests or a visiting artist.

The Stations of the Cross paintings are not the only works that Neuerburg attributed to California
Indian artists. He also suggested that California Indian artists must have played a role in making
murals, paintings, and sculptures found at the missions.106 In 1989, Neuerburg and his co-author,
archaeologist Georgia Lee, identified additional examples of artworks at the missions, which they
asserted are extensions of pre-Hispanic California Indian artistic customs.107 These examples
include the Chumash sombrero hat-shaped basket (Figure 7), Mission Santa Barbara's statues
(Figure 4) and fountainheads (Figure 5), and the shell-inlay tabernacle (Figure 3) at that mission.
Some of these objects reappeared in late twentieth- and early twenty-first-century publications.

In 1994 archaeologist and anthropologist Mardith K. Schuetz-Miller linked specific California Indian
artists to objects and architecture at the missions.108 Her research utilized primary source evidence,
such as baptismal and marriage records, and twentieth-century California Indian accounts.
Schuetz-Miller only identified the names of sculptors and carpenters, so her publication did not cover
all the artworks attributed to Indigenous artists. Her findings also reinforced the fact that only the
names of California Indian artesanos or artisans, not fine artists, appear in the historical record. Such
instances of California Indian names appearing in mission-period letters are rare.



In 2009, architectural conservator and historian Edna E. Kimbro and archaeologist Julia G. Costello
wrote a study of the twenty-one Alta California missions and their art.109 In the same year, art
historians Clara Bargellini and Michael K. Komanecky co-edited a catalog for the exhibition, The Arts
of the Missions of Northern New Spain, 1600-1821 that seriously considered some California Indian
artworks made at the California missions.110 The catalog includes an entry that Komanecky wrote on
Mission Santa Barbara's shell-inlay tabernacle, which is considered to be a piece that a California
Indian made at the mission.111 Anthropologist Janice Timbrook also contributed an essay on the
provenance of the Chumash "presentation” baskets and the British Museum's padre hat.112
Timbrook published an updated article in 2014 that revisited the baskets.113 Another contributor to
the catalogue, art historian Pamela Huckins, filed her dissertation in 2011, providing a much-needed
overview of ecclesiastical art in the twenty-one Alta California missions.114 In the same year,
historian Joanne Mancini published an article on Fray Pedro Cambon, which touched upon
California’s place in the Manila galleon trade.115 A close study of imports from Asia through the
Manila Galleon trade remains to be done. This dissertation aims to fill in the gaps in California mission
scholarship through its case studies of Chumash and Tongva artistic practices.

Chapter Overview

Chapter One examines Tongva and Chumash material culture before missionization while advocating
for an Indigenous history of California mission art. It consults ethnographic sources, mainly Native
accounts recorded by non-Native anthropologists, to underscore California Indian perspectives on the
mission experience as well as ancestral beliefs. These sources include Fernando Librado's accounts
of Chumash culture in the Santa Barbara and Ventura regions and Pablo Tac's descriptions of
Payomkowishum traditions which are closely related to Tongva practices. Previous publications
looked for examples of Indigenous survivals at the missions without placing them into the context of
pre-1769 California Indian practices.

Chapter Two presents a case study of Chumash body adornment and performances within Mission
San Buenaventura and Mission Santa Barbara. It examines these mission spaces in light of
geographer Yi Fu Tuan's theories on place. The Chumash and Tongva peoples celebrated their
religious beliefs through performances, which the missionaries, administrators and explorers
witnessed in villages and at the missions. Non-Native accounts indicate, however, that these
witnesses did not necessarily understand the significance of California Indian dances, nor did they
attempt to learn about them. Ethnographic accounts from California Indian informants offer specific
explanations of the dances and why they were performed. These sources also included descriptions
of the regalia dancers wore, which can be seen in explorers' drawings as well as artifacts. Though
used at the missions, dance regalia and instruments rarely appear in publications on the missions.
Feathers, animal bone, cordage, and other ephemeral materials likely disintegrated and were
unavailable to capture the attention of art historians. Moreover, California Indian musical instruments
and regalia that did survive were seen as remnants of California's pre-Hispanic past. We know they
were used, and likely made at the missions, so why should we not talk about them within the context
of the missions? Ceremonial materials were central to the California Indian experience of the
missions because they facilitated conversion. Chapter Two provides the first art historical examination
of California Indian [text cut off in source at this point; the remainder of Chapter Two and Chapters



Three through Six, the Figures section, Appendix A, and the Bibliography were not retrievable due to
the PDF-text extraction limit encountered]
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