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CORRECTIONS: 
On page 12 of ,he Summer 200 1 issue of IAQ (val.J 6 , no. 2), 'he calltian 
for the photograph in the Arctic Artistl)' advertisement should have read 
Sedna and Child by Charlie Inukpuk, Inukjuaq, HJO" c. 1960. On page 37, 
The Owl by Kenokjuak Ashevak , Cape Dorset, was erroneously printed in 
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It Happened 
In Canada, the federa l Department of Indian and 

Northern Affai rs' Ind ian and Inuit A rt Centre has 
long se rved as a buffer between Native art ists and 
mainstream culture. In concrete tenus, th is means that 
the depanmenr has been wi lling to fund development 
and promotion and co support research. Indeed, I 
suspect that Canada leads the world in the support 
it provides to indigenous artists and art isans. Some 
Canfldian Inuit artists are barely coping with materia l 
shortages, but they arc, on the whole, we ll served by 
a communi ty cooperative system and government 
depa rtments at severa l levels provid ing market ing 
and other kinds of support for thei f work. 

• 

It goes without saying that the political climate in 
Canada is also favourable to the production of a free 
an. I remember comments from Nat ive art ists several 
years ago following a world symposium of indigenous 
art is ts in Ottawa. Th e Canad ian part icipants were 
astonished by the lack of basic freedoms of ind igenous 
artists in ce rr.ain counlTies, where people are told what 
to make and how to make ie. A lthough Canadian Inuit 
sometimes complain that they are held back by market 
demands for "saleab le" subject and mate ria ls, this is 
restrain t of a rather d ifferent order. T here are always artists 
who want to push the boundaries of what is acceptable to 

the market - and the best succeed. 
Most hand icraft is labour-intensive and, because the 

artisan typically must compete with cheap, mass-produced 
"craft" items, remuneration is often inadequate. In 
Ca nada, however, a highly organ ized marketing system 
ensures that Inuit artists and art isans receive relatively 
h igh pr ices for thei r work. T hei r situation compares 
favourably to that of indigenous peoples in South Afri ca, 
fo r instance. Faced with a lack of employment, South 
Afr icans have, li ke Canad ian Inu it, tu rned to the 
production of stone carvings. But wi thout a supporting 
structure and profess ional promotion, they are hard-pressed 
to rece ive the equiva len t of $8- 1 0 Canadian for nicely 
worked , mostly souvenir-quali ty stone scul ptures. 

I was amused last year to be asked by a Latin American 
delegate at a Heritage Canada meeting of professionals 
involved in supporti ng indigenous arts how we "ever 
managed to market that la sculpture that happened to be 
in the meet ing room} for $8,000 [my est imated retail 
price)." T he speake r was on ly partly joking; the challenge 
for everyone in the room was how to promote and market 
ind igenous work in a way that would provide at least a 
living wage to people with few or no alternatives. 

It is not easy to answer that quest ion. I th ink it has 
something to do with people like the late Alma Houston 

E D T 0 R A L 

Canada 
who once to ld me that she and her husband James had 
decided righ t at the beginning that they would treat Inu it 
art as the best art anywhere wou ld be treated. They had 
the support of some progress ive thinkers at Ind ian and 
Northern Affairs who were determined that th is new art 
be protected from exploitation and handled in only the best 
venues. Consequently, not only do some very fine works 
by Inu it receive h igh prices, but mundane product ions 
that would fa ll into what I would call the "original souveni r" 
ca tegory are h ighly priced compared to work from 
elsewhere. I don't th ink the skill and workmanship is very 
different although, wi thout support and encouragement, 
South Africans, fo r instance, are not likely to spend time 
and energy doing more experi mental and creat ive art. 

Were Canadians just lucky to have had people with 
an artistic sensitivity involved from the very beginning? 
Hav ing been in the position for many years now of 
petition ing for support for In uit art ists, I am only too 
aware of the pressure to argue economic impact. More 
often than not, however, I have encountered people who 
do unde rstand the importance of art and that indicators 
by wh ich to measure effects are hard to find. Only ra rely 
have I encountered fu nctionaries who ins ist that it 
should be poss ible to say whether o r not Inui t art has 
improved as the resul t of government support . T his is a 
meaningless quest ion. We can ask whether the position 
of art ists has improved. Are they better able to support 
themselves? Do they have more control over their lives? 
We can ask whethcr sales have improved, but we can no 
more say whether Inuit art has "improvcd" than we can 
say whether Canad ian or European art has improved. 
So, yes, we are lucky in Canada to have enlightened, 
progress ive th inkers prov iding public sec to r support 
for Inuit art. 

Although the Canadian model is of interest to people 
in other countries, the fear is that it was so specific to 

condit ions in Canada that it cannot have the same 
impact elsewhere. But, sti ll , people working together and 
sympathetic governments prepared to provide h igh-leve l 
promotion - always an expensive item - cannot help but 
better their position. It happened in Canada. MM 
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F o c u s 

Contemporary Artist: 

Taleelayuk, 1991, Toonoo Shorky, 
Cope Dorset (serpentine; 11 x 

2.25 x 5.5 in.). 

C'-r'-~q,. 1991. ) L..o ~<l'P, 

P"'lL:!.c. 

Photo: lorry Ostrom. courtesy of OlAND 
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Born in 1970 in Cape Dorset, Toonoo 
Sharky began to carve when he 

was only 10 or 11 years old. It was 

not long before private collectors and 
public institutions began collecting 
his work. As John Westren, showroom 
manager of Dorset Fine Arts, said in 
a recent telephone interview, Toonoo 
Sharky is now on the "must have" 
list for many major Inuit art galleries. 

Looking at his sculpture Taleew)1uk 
( I 991), it is easy to see why. Sharky 
achieves dynamic surface tension 
through angular composition, careful 
piercings and the use of a variety of 
materials. He seems to have an instinc~ 
tive understanding of the strengths and 
limi tations of his carving materials. 

Marc London of Gallery Elca 
London in Montreal has had his eye 
on Sharky)s work for some time. He 
likes "the fact that there is always 
something new and different" in 
Sharky's work. "At the same time," 
he adds, 

1 t is recognizable Q5 being the work of a 
particular artist. There is continult)', bur 
there is abo change. In ocher words ) he 
is unlike a growing number of carvers who 
do che six~inch model and the eigh[~inch 
model and the IO-inch model- the same 
/)iece but in several different price points. 
He is still inspired. He still fee~ chnllenged 
to go out and tot) himself to do something 
new and different and better and more 

complex. He is unlike many carvers who 
have been cutting comers recently in 
terms of being in a hurry to get their 
works to market as it were. 

In works like Spirit Owl, Sharky 

challenges us to explore his sculpture. 
The owl is standing on one leg, wings 
outstretched and body turned in vari
ous directions. The stone's subtle 
colours contrast with the bird's 
intense eyes. Complex composition 
coupled with the sculpture's careful 
balance typifies Sharky's use of 
ambiguous space. 

Pat Feheley of Toronto's Feheley 
Fine Arts particularly appreciates 
Sharky's originality: "It is hard to 
differentiate because he is technically 
one of the finest of contemporary 
sculptors. But primarily it is the 
originality - the thought that goes 
into it." 

Public response to Toonoo Sharky's 
work varies. Fcheley notes that it 
takes a client with a special eye for 
Inui t art to appreciate Sharky's work; 
London observes that "people respond 
to the fact that they arc very dynamic 
compositions. Even if they find that 
some of his work is far too aggressive 
for their taste, they respond to his 
technical mastery and the composi
tion, etcetera. Again, it may not be 
the kind of piece that everyone wants 
to own, but they can certainly admire 
his work. And then there are the 
people who flip for it and decide 
that they must own it." 

Man Spirit, 1991, two views. Toonoo Sharky, 
Cape Dorset (white stone; crystalline 
alabaster; 11.25 x 7 x 7.9 in .). 

<I'tJcnt>< ( 'Io0""\.,. 1991. )"-..D l..,<JbP. P"\.,L~.c. 

Photo: lOllY Ostrom, courtesy of OlAND 





Inner Spirit, 1996, 
Toonoo Sharky, Cope 

Dorset (serpentine; 
18.5 x 5.5 x 6.5 in.; 
Notional Indian and 
Inuit Art Collection, 

Deportment of Indian 
Affairs and Northern 

Development). 

t.:-.... / "c-b"o-"t.. C"'crt><. 
1996. ) .. ...0 ",<l"p, 

P"t...6,c. 

Photo: DlAND 

Toonoo Sharky's first solo 
exhibition is evidence of 

a generally favourable 
response to his work. 

Held in 1998 at the 
Canadian Gui ld of 
Crafts in Montreal, 
it mainly featured 
his transformat ional 
imagery. " It was a 
very successful 
show," said Nairy 
Kalemkerian, 
manager of the 
guild. "Everyone 
was very taken 
with it. I person' 

ally think that 
he is a highly 

gifted artist." 
After just 
three 
weeks, 
almost 
all of 
his 
pieces 
were 

sold, 
including 

an acquisi
tion by the 

National 
Gallery of 

Canada for 
its permanent 

collection. 
Man Spirit 

conveys a sense 
of vulnerabil, 

ity. Sharky's 
intuitive 
use of the 
translu
cent stone 
again 
creates an 
ambiguous 
space with 
the inter, 

action of 
these two figures. 

H is controlled approach, with simple 
subdued gestures, shows us another 
side of his art. His work is not so 
much a sentimental interpretation 
of Inuit mythology and imagery as a 
challenge to our expectations of 
Inuit art. Indeed, fe llow artist July 
Papatsie thinks that Sharky is an 
artist who "contradictls] the common 
perception that Inui t art is simply 
arctic an imals in scenes from the 
past" (in Papatsie and Ace, 1997: 4). 
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Nigel Reading of Vancouver's 
Spirit Wrestler Gallery says, "I just 
think that he is so important at the 
moment because he does reflect the 
future of Inuit art. There is a lot of 
pressure on an artist like him to pro' 
duce great works and a lot of people 
around him are watching what he is 

doing .. I th ink keeping his work 
imaginative and keeping that same 
quality of fin ish is really essentiaL" 

Sharky is producing art in a 
somewhat precarious era for Inuit. 
Reading notcs that the curren t 
generation of Inuit artists has some 
big shoes to fill. "I certainly hope 
that he can continue to produce 
great work in the future because 
the re is going to be more and more 
pressure on him as he really rises 
to the very top .. That is the problem 
for second,generation artists .. There 

are a lot of galleries trying to find 
great work and there are fewer and 
fewer of the great names around 
to produce it.. So the pressure rises 
on the second,t ier artists who are 
working the ir way to the top. They 
have a big vacuum to fill.." 

When talking about his future, 

Sharky, who says he likes to make 

"different things as much as possible 

... .. but like[s] carving head figu res 

and faces" (in Feheley and Boyd 

1988), said that the only thing that 

would change his work is "the people 

who are steering me towards other 

kinds of work or the buyers who 

want different kinds of work; other

wise, I'll probably remain the same." 

However, he also says "I'm not just 

carving for the money itse lf, but 

to help others, especially my 

family. Before, it was for 

the money." 

Sharky's work makes 

us look again .. As Westren 
says, "He is only 31 or 32 

years old, and that is one 
thing that surprises people 

because he has reached a 
level of maturity that most 

artists don't reach until they 

are in their forties or fifties .. " 

On one level, Sharky takes an 

innovative approach to subject, 

style and medium; on another level, 

he alludes to issues surrounding Inuit 

identity and culture ........ 

Spirit Owl, 2001, Toonoo Sharky, 
Cope Dorset (stone and bone; 
15 x 14 x 7 in .. ). 

C"cr"t.. t> 'J\-o;I<l<, 2001, ) ... ...0 

~<lbP. P"t..,6'. 

Photo: Courtesy 01 Golerie Elce london 

Jessica Tomic-Bagshaw is a graduate of 
the Inuit An Foundation's Cultural Industries 
Training Program and an intern at the Canadian 
Museum of Civi!ization . She recently obrained 
a B.A. specialising in art history from Carleton 
University in Ottawa. 
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Cultural Ambassador: 

BY MATTHEW FOX 

Unbeknownst to most in the Inuit 
aft world - ga llery owners, curators 

and, of course, the artists themselves -
Inuit art and culture have a se lf
appointed ambassador working out 
of an auroglass shop in W innipeg, 
Manitoba. 

As unlikely as such a scenario 
might seem, 49-year-old carver Alex 
Alikashuak has lived and worked in 
Winnipeg for most of the last seven 
years. "I am down here as a living 
representative for Inuit artiSts," says 
Alikashuak, who has previollsly lived 
in R<1nkin Inlet, Whale Cove and 
Arviat, small communities on the 
west coast of Hudson Bay in Nunavut. 

Alikashuak feels that living in a 
large urban centre (Winnipeg's popu
lation is 630,000) brings him closer 

to his audience. "Liv ing in Winnipeg 
allows me co help expose Inuit art by 
being a living example in the big city." 

A likashuak explains his art first
hand to various audiences - curators, 
art dea lers, collectors and students -
thus educating an art market that 
would otherwise learn of his cul ture 
only through second- or thi rd-hand 
channels, something with which 
he's obviously uncomfortable. 

By rent ing space from a friend 
who owns Wholesale Auto Glass on 
Winnipeg's Logan Street, Alikashuak 
is access ible to the public and wel
comes visitors to his studio: "Make 
sure you mention the name," he 
emphasizes. "I want people to come 
by and visit me - that's my chance to 
explain what Inui t art is all abou t." 

This open-door policy harkens 
back to his chi ldhood in Rankin Inlet 
when he watched and learned from 
such established artists as Ttktak and 

inuk, 2000, Alex Alikashuak, 
Whale (ave/Winnipeg 
(stone; 10.25 x 6.75 x 2 in.). 

t:.~~, 2000, <Ir~' <l .... r~b;<I\1" 
n~p~~·/[>.t,,"-o-N. 

Pilclro: Denis Drever 

• 
I as ua 

Kavik. "I think I was II years old 
when I made my first carving, when 
my cousin [and now established artiscj 
George A rlook and I were still kids," 
Alikashuak recalls. "If I remember 
right, I think a teacher bought it for 
a quarter. Things went on from there." 

Although he has carved from an 
early age, Alikashuak immersed 
himselffrolll 1979 to 1983 in the 
Inuit land claims negotiations with 
the Canadian government that led to 

the creation ofNunavut. During this 
period, he gave development as an 
anist lower priority. " I've always 

done a bit here and a bit there," he 
says. "But I never really took it on as 
a profess ion fllll~time until 1993." 

At the conclusion of his political 
career, A likashllak took stock of his 
options. "Coming from a small com
muni ty of 300 people, there's not lots 
to do if you don't have the training 
of a mechanic or an employee of some 
sort," he recalls. "So I decided, 'Let's 
try carving for a while and ~ee how it 
goes.' The response was really good, 
so, from that point on, why should I 
do something else for a living?" 

Wi thin a couple of years, 
Alikashuak moved twice - from 
Whale Cove [0 A rviat [0 Winnipeg -
and it wasn't long before he made an 
impact on the art-collecting world. 
"Alex fi rst came here in i 995 and 
he brought some very interesting, 
intricately caryed pieces in walrus 
bone," remembers Faye Settler, owner 
of Winnipeg's Upsta irs Gallery_ "I 
was very taken with him." 

Alikashuak developed a working 
relationship with the Winnipeg~ 
based art wholesaler Canadian A rct ic 
Producers and individual gal leries 
such as Settler's. His early carvings 
some were whimsical, others abstract -
employed a variety of materials, 
including walrus bone, soapstone 
and antler. His style was deen1ed 
original, but his subject matter was, 
and rema ins, more traditiona l. "The 
main themes I work in are the spiritual 
themes: the shaman, Sedna, mythical 
kinds of things," A likashuak says. "I 
do a lor of abstract hunters, mother~ 
and~child pieces and fathers and sons 
- family pairings." 

Tronsformafion, 2000, 
Alex Alikashuok, Whole 
Cove/Winnipeg (wQlru~ bone; 
12.5 x 3.5 x A in.). 

<lV~;-'IIo<"'c- <l~ \l" 2000. <l .... r~' 
<lLr~b;<l \l, . n~p~~~ /[>.t,,"(1"N. 

Pilclro: Denis Dreve! 
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Alikashuak is not tempted to 
make poli tical statements with his 
carvings despi te his long association 
with the land claims negotiations. "I 
don't allow politics to interfere with 
my personal work. What I carve comes 
from my soul and heart. I believe that 
every person who has that feeling 
shouldn't have any inspiration other 
than what's coming out of themselves," 
he says. 

Once established in Winnipeg, 
A likashuak's work quickly att rac ted 
attention . Settler moumed a solo 
exhibi tion of his work at the Upstairs 
Gallery in March 1997. His unique 
sty le set him apart early in his full-time 
carving career. "I didn't see him 
influenced by anybody," Settler says. 
"He can be very sophisticated and 
original in subject matter. The 
faces are wonderful; they all have 

"My preference is to experiment 

with whatever materials the 

planet has to offer" 
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movement. There are very few original 
carvers today who aren't doing things 
that everybody else is doing." 

At about the same time, other 
gallery owners and curators were 
also nming this new artist. Harold 
Seidelman purchased several 
Alikashuak carvings for his Toronto
based Images A rt Gallery. "His work 
and style, 1 really liked," he says. 
"A lex has a very good sense of 
composition and reminds me of one 
of (he older Puvirni tuq artists, Eli 
Sallualu. They [such Puvirnituq artists 
as Sallualu and Levi Pirti, whose art 
has been compared to the surrealists 

(above) Family, n.d., Alex 
Alikashuak, Whale Covel 
Winnipeg (walru5 bone; 
dimen5ion5 unknown). 

'b(C~Jcrfc. J> ~...;, b "i"'C) IIo, <l'-c- "~ 

<I'-c-' br<lll.. n·p~-.:!'/J>L:l.Lo-N. 

(left) Man and Woman, n.d., 
Alex Alikashuak, Whale Covel 
Winnipeg (walru5 bone; 
dimension:; unknown). 

<I'tJC <lL <1"'0.."'. [>L...;,'b'"f'C)1Io 

<1'-c- '~ <1 '-c-'br<lllo. 
n"p~-,:!·/J>.6."rrN. 

Photo: Denis Olevel 

Dali and Goya] were unique in the 
field, and I don't think Alex was 
imitating anything. He has a very 
good sense of composition, very 
good sculptural qualities and a lot 
of negative space . Very few artists 
would carve like that." Commenting 
on his originality, Settler compares 
him to Cape Dorset's Oviloo Tunnillie, 
a highly successfu l contemporary 
Inuit artist. 

Alikashuak was, however, influ
enced and inspired by some other 
well-known artists . "A lot of them afe 
back in Rankin from my childhood 
days - people like John Kavik and my 
uncle, John Tiktak, and the old, old 
Rankin first-generat ion artists. I get a 
lot of my inspiration from thei r work." 
He also credits h is cousin , George 
Arlook, for his development. "I get 
a lot of encouragement from George, 
and with us encouraging each other, 
we've got nothing to do but try harder 
every day." 

Asked if he consciously carved 
more abstractly than many of his 
contemporaries, Alikashuak simply 
says, "It's just something I was born 
with, something I naturally started 
doing. It seemed to come abou t 
naturally, and I stuck with it." 

Al ikashuak has employed an 
abstract style throughout his relatively 
brief career and across the range of 
materials he has used. While many of 
his soaps tone carvings, such as Inuk, 
retain a chunky, solid quality balanced 
by his use of negative space, he foHows 
the natura l lines offered by a piece of 
aged walrus bone in Tramfonnacion to 
achieve a much different composition. 
In 1998, when in Buffalo, New York 
for a carving demonstration, he told 
the Univepiit), at Buffalo Reporter, 
"When I pick up a stone and start 
working it, I never know what it will 
be. As I carve, a form takes shape. 
Each stone possesses certain unique 
characteristics and has a purpose." 

Alikashuak has always been open 
to working with new materials. Over 
his career, he has used aged walrus 
bone (excluding the tusk, he is quick 
to point out), antier, marble and a 
range of soapstones, including a rusty
brown Russian variety to which he 
was introduced in Finland in 1996. 
There, A likashuak was participat ing 
in Stone Village, an international 
carving demonstration event organized 



{above) UntMed, 1995/96, 
Alex Alikashuak, Whale 
Cove/Winnipeg (whale bone; 
dimensions unknown) 

(\:lc....CT J <J<n'b 'f'C)V,. 1995/96. 
<k-~~ <l'-('""b,J<1V" n~p~."J~. 

Photo: ConodKJo Alcli< rImers 

Ifm 6ght) Untitled, 1995/96, 
Alex Alikoshuok, Whole 
Cove/Winnipeg {whole bone; 
dimensions unknown} 

(C'-r V,1\<lCT'" CTv,<v,)<lcn'b 'f'C)V,J 
1995/96. <lr~~ <jrb,-t<l~. 

n~p~."J~. 

f'frlllo: (onOOion Ar(oc rImers 

annually by a Finnish stone fireplace 

manufacturer. Lately, Alikashuak has 
been primarily using walrus bone 

and soapstone, though living in 

Winnipeg provides him with 

access to a wide r variety of 

materials and tools than he 
would have had in Nunavut. 

"My preference is to experiment 

with whatever materia ls the 

pl anet has to offer," he says. 

In addition to his 1997 solo 
exhibition, Alikashuak's work has 
been featured in several recent 
exhibitions. His sculpture entitled 

Uni ty was included in a recent 

exhibition organ ized by the 

Department of Indian Affairs and 
Northern Development thar travelled 
internationally. Alikashuak is a lso 
represented in Northern Mosaic, a 
Z4~piecc mu lti ~media collection 

organ ized by Indian and Northern 

Development Canada's Inuit Art 

Centre and on semi~permanent display 

in th e new federa l government 

building in Iqaluit. Seidelman, 

who purchased a number of 

A likashuak's carvings when 

he first encountered h is 

work in the mid ~ 1990s 

and is looking to comple~ 

ment those with more 

recent examples, 

is planning a solo 

exhibition at his 

Images Art Gallery 
wi th in the year. 

Working in southern 

Canada h as prov ided 

A likashuak with oppor~ 

tun ities and exposure 

that would be imposs ible 

to duplicate if he were 

living in Rankin In let or 
Whale Cove. Travelling 

to exhibitions and festivals in 

Florida, New York, Mich igan and 

Finland has allowed him to share ideas 

and adv ice with sculptors from at! 

over the world. A likashuak is also 

plugged into W innipeg's diverse 

Aboriginal arts community from 

which he garners inspiration, ideas 

and support. "There are a lor of other 

Aboriginal artists [in Winnipeg] like 

the Cree and Ojibway. When I look 
into their work, it encourages me to 

see if I cou ld explore that in my 

own medium." 

In addition to bringing him closer 
to his audience and providing him 
with an opportunity to better expla in 
his art, working from an urban centre 
has other benefits. "Work ing here rin 
W innipeg], the good weather season 

is a lot longer than up north," he says. 
"You have access to everything you 
need , like materials (lnd tools to get 
the job done well. What encourages 

me to work in the city the most is that 
I'm a representative of my people in a 
big city on their behalf." Asked if that 
is a heavy burden, Alikash uak replies, 

''It could be if you tried to take it in 
one big bite, but if you take it a day 
at a time, it's not so heavy anymore," 

While living in Winnipeg has 
provided Alikash uak with many 
opportunities, it's not a move he 

reco mmends young a rtists make in 
the hope of acce lerating their caree rs. 
"Living in a big ci ty can be very hectic 

and, here, nobody cares about you. If 
you go broke or something goes wrong, 
then you're on your own. I wou ld 

encourage the younger artists to stay 
up north and do the best they can ." 

In the futu re, Alikashuak would 
welcome the opportunity to put on 

more demonstrations and semin£lrs for 
thc public. "For every show we do, wc 
get more and more people coming by 
and getting exposed [to the art and 
culturel I think that helps a lot." 

Any future growth of Inui t art will 
depend heavily upon artists who, like 

Al ikashuak, make the effort to bettcr 
understand thci r audience and work 
to ensure that the public is 
well~educated about theif art 
and cul ture. "They' re big 

plans," Alikashuak acknowl~ 
edges. "I recognize it's one 

thing to think that big, but 
it's qu ite another to actually 
make it work." 

To facilitate that, he has a 
few words of advice and encour~ 

agement for h is fe llow Inuit artists: 
fe 's a wugh business out there. LeL's do 
it right and make sure (hat the quality is 
good enough so that demand remains the 
same and maybe even gets higher. Lee's 
not go out and do a rush job and do a 
piece that will be sitting on the shelf 
forever. Be a good representative of Inuit 
art and hO/>e for the best in the future. 

Words becoming of an ambassador 
of his art . ....... 

Matthew Fox is a fcmller lAQ editorial 
assisftnu . 
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DEALER s C H 0 C E 

Anilnik Peelakt'~~....Jk 

COMMUNITY 
Qi k'q tatj uaq/lqalui t 

BORN 
1950 

MEDIUM 
Scul ptu re 

HAS BEEN CARVING 
SERIOUSLY SINCE 
Early 1990, 

1 4 I VO L 16 , NO 3 FA ll 2001 

BACKGROUND 

Anilnik Peelaktoak was born at 
Avaraqtuq near the community of 

Pangnirtung. As a child he lived on 
the land with h is family learning the 
Inuit way of life. His father taught h im 

the intricacies of hunting and Hshing 
and respect for the land and animals. 

When he was e ight years old, 
Peelakroak's family moved to 
Qiqiktarjuaq [then Broughton Island1 
where he attended school and learned 

to speak English. After finishing his 
education, Peelakroak worked in a 

variety of jobs until the early 19905 

when he rediscovered his passion for 
carving, an occasional occupation for 

much of his life. His powerful works 
are visions of traditional Inu it ways. 
Images of wildlife exhibit an intimate 
knowledge of each animal, and family 

scenes recall memories of his early life 
on the land. He now lives in iqaluit 
with h is family. 

HONOURS 

For the past decade , Peelaktoak's 

sculpture has been included in 

exhibitions both in Canada and 

f 



the United States. In 1995, t h e 

Governor General of Canada 
presented a sculpture by Peelaktoak 
to the president of Ko rea. In February 

2001, Peelaktoak's first solo show was 
held at the Inuit Gallery of Vancouver. 
His work continues to be included in 
exhibitions and is sought by collectors. 

PHILOSOPHY 

\\'lhen I start a carving, I examine ,he 
.stone shape VeT)' carefully ro see what 
i, may look like. I only s<ar' when I 
am $atisfied that what 1 have chosen to 

make is within the stone. I tTy to carve 
chings I like. What I enjoy making most 

are legends (ff stories, and things that show 
traditions from the past. But I eSIJeciaIly 
enjoy making carvings of legends. When 
1 first begin the carving) it is very difficult 
to get an idea of how to carve a legend, 
but when it Starts to come OtH the way 

I want, i['s very exciting. Sometimes my 
feelings give me a new direction of what 
1 am going to make, and, sometimes, 
when 1 am about to carve, it gives me a 
berter feeling that 1 might not have had 
before 1 starred. Carving is a way of 
using your imagination. Sometimes ljfe 
gets a biliJard, and when I am nearl), 
done a carving, it helps me to relax after 

an intense rime. Carving keeps me learn
ing; it keeps me !caming all the time. 

NOMINATED BY 

Melanie Zavediuk, director of 
the Inuit Gallery of Vancouver, 
who says: 

Initially , Anilnik's work drew our 
a[[mrion because of his technical carving 
ability and great composition. He's able <a 
capture movement and tension beautifuUy 
in his form s. His sculpture shows great 
observation of the world around him. 
His images of arctic wildlIfe reveal an 
intimate knowledge of each animal and 

its character, and his family scenes recall 
memories of his early life on the land. 

As we saw more of Anilnik's work, we 
began to ex{JeTience the traditional /nuit 

Friends For Now, 2001, Anilnik 
Peelaktoak, Oikiqlorjuoq/lqoluil 
(serpentine ond antler; 
15 x 18 x 9 in.). 

A'ba..~~ La..~t,a.. 110. 2001. 
<JLo-"'o-lio AC'-~)<JIIo. 

'fI'P'"'C..,J<Jq,/6 'b" -,t,'. 

way of life through his eyes - we were 
able to sense his genuine desire to com

municate the power of his world. His 

work is strong, yet has a very personal 
quality. He speaks to us in a genuine way 
about the world around us, conveying 
the beauty and majest)', but not shying 
away from the harshness of reality. ...... 

Watching For Birds, 200 1 , 
Anilnik Peelaklook, 

Oikiqtorjuoq/lqaluit (serpentine; 
11 x 6 x 5 in .). 

'flc:r '"')~ n"'r <Jo-, 2001. 
<Jo.c:r"'o-q, AC'-") <J '"' . 

'fl·PIOC ..,J<J 10 /6'b'-..J6'. 

f'boto: Keil Nagai, (oortesy of !he tooiI GoIery 
o/VoOCOl/Vel 

Victorious Shaman, 200 1, 
Anilnik Peelokloak, 
Qikiqtorjuoq/lqaJuit 
(serpentine, onller, wood and 
hide; 16 x 13 x 18 in .). 

~C'-~,",q,)q, (j'\l,} dq" 200l 
<J"o-"'o-lio A,-~)<Jq" 

'P"p"'e..,J<Jq,/A'b'-..J/:::"'. 
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Kneeling Figure circa 1960 

by Audlaluk Kupirkrualuk 
ex Ian Lindsay collection 

Germaine Arnaktauyok's 
2001 Print Collection 
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Harold Qarliksaq: 
A Decade of Drawings, 1970-1980 
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At the Winnipeg Art Gallery, Winnipeg, Manitoba 

January 20 to March I I, 200 I 
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Qarliksaqls parents, Utak and 
Qajaviniq, were Hanningajuqmiut 

from Hanningajuq (Garry Lake and 

environs), located 150 miles north
west of Baker Lake (Qamanittuaq 
to its Inuit res iden ts). Urak and 
Qajaviniq also t ravelled in search of 
caribou and fish in {he Akil iniq area 
to the west of Baker Lake (The Ion 
River, Aberdeen Lake) and beyond. 
There, they were sometimes joined 
by the families of Qarl iksaq's uncle, 
Ku maruaq; an o lder sister, Aukpik; 
and another sister, S ivviaq, and her 
husband, Adjuk. 

Winnie Tatya, Qarl iksaq's sister, 
reca lls that the first qallunaq they 
ever met was the Roman Catholic 
missionary, Fath er Buliard. Tarya, who 

was married at the time, remembers 
how strange Father Buliard appeared, 
with his long beard, black clothing 
and unfamiliar language. 

Qarl iksaq married Martha Apsaq 
([930-1995), who became a talented 
textile artist known for her embro i, 
dered wall hangings. Their daughter, 
Deborah Etegoyok (b. 1958), has 
exhibited he r own wall hangings in 
group exhibitions since 1976. The 
fami ly first arrived in Baker Lake in 
1958 when starvation caused the death 
of many Inuit in the Keewatin region. 
Caribou migration routes had changed 
in the late 19505 and people were 
brought in to the commun ity by 
the fede ra l governmcm CO avoid 
further deaths. 

Qarl iksaq's family did not move to 
Baker Lake on a permanent basis at 
that time. Rather, they caminued to 

go on the land to hunt and fi sh. They 
moved reluctantly into the settlement 
in 1970 when the federal government 
instituted a policy of mandatory formal 
educat ion. Qarliksaq's youngest son 
began attending school. Although they 
were given a house to live in, Tatya 
remembers that time with much bit, 
terness. Many children were brought 
CO the serdemenr and placed in the 

(far left) FigS Untitled 
(Caribou), 1976, Harold 
Qarlibaq, Boker Lake (graphite 
on paper; 19.7 x 26 in.; collection 
of the Winnipeg Art Gallery; 
occession number G-83-163). 

<:]~~ . 5: <]cn'b"f")1I. D ' )), 
1976, Ht>...J' 'b\--'~II.. 
'bLo-' )<]Il.. 

Phoro: Jim SrOOnick 

homes of strangers, while their parents 
returned to remote camps far from 
the settlement. Tatya remembers the 
many tea rs that were shed . All the 
Hann ingajuqmiur experienced the 
pa inful d islocation and separat ion. 

Afte r 10 years in Baker Lake, 
Qarliksaq died suddenly of a heart 
attack in 1980 while out hunting. 
H is brother, Joe Pujataq, died of a 
heart attack a few years later. 

Qarliksaq started drawing shortly 
after moving into Baker Lake in 1970. 
A crafts program had been init iated 
by the federa l government to provide 
employment to I nuit forced off the 
land. A rti sts Jack and Sheila Butler, 
who had arrived in the community in 
1969 to run the program, encouraged 
the creat ion of drawings as source 
mater ial for prints. 

(obove) Fig.1 : Unfilled (Travelling 
in Winter), c. 197 1, Horold 

Qorliksaq, Baker Lake (graphite 
on paper; 22.3 x 30 in.; collection 

of the Winnipeg Art Gallery; 
accession number G-72-37J . 

<:]I.j'- . t <]In\:. "f'<) 1I. (t> ~Pt> ,d' 

6. ... o-~~-<". 1971. Hl> --" 'b~c-'~II., 

'bLo-' )<]II.. 

Photo: Ernest Mayer 

Fig.2: Untilled (Building on Ig/oo), 
n.d., Harold Qarliboq, Baker lake 

(graphite on poper; 11 x 15; 
collection of the Winnipeg Art 

Gollery; accession number G-89-54). 

<Jl~ . 2: <]Cn'b"f'C) 1I. (~Q..~ .6.~-JrJ. 

[> I. ....J 'b 'f'C)II.. HI>..;I' 'b \c- .~ 11.. 

'bLo-C)<]II.. 

Phoro: Jim Srod nick 

Fig.3: Untilled (Caribou in 
Rutting Season), c.1970, Horold 
Oorliksoq, Boker lake (grophite 

on paper; 20 x 26 in .; collection 
of the Winnipeg Art Gollery; 
occession number G-89-56). 

<l"~. 3: <]'n"b"f'C)1l. {)' ).6.' 
[>'P<],,,'d' ..o ... c-t>n ... J C) 1970, 

Hl>....J( b 1c-- ' t.., II., 'bLo-' )<]II.. 

room: Jim SkldnKk 

Fig. 4: The Mysterious Land, 1971, 
Horold Qarliksaq, Boker lake 

(graphite on poper; 
20 x 26 in .; collection of the 

Winn ipeg Art Gallery; occession 
number G-80·184). 

<1"~ . 4: a.. ... ....JQ.. 11. ) 11. ..Do.., 1971. 
Hl>...J' 'b\c-'~II., 'bLo-C)<]II.. 

Photo: .Iim Stodnir:k 
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Fig.6: Funny Faces, 1973, 
Harold Qarliksaq, Boker Lake 
(graphite, coloured pencil on 

paper; 20 x 26 in.; collection of 
the Winnipeg Art Gallery; 

occe!.sion number G-80-26.4). 

<l~r. 6: l::.-.!. .. a... .. y Pa...l::.'. 1973. 
H[>....)' 'b\-~ L..,Ilo. 'bL(T' )<]Ilo. 

The first print collection from 
Baker Lake was published in 1970. 
in 1971 , the print studio was taken 
over by the newly formed Sanavik 
Co-operative, which continued to 
publish an annual collection until 
1990. Prints were created lIsing the 
stonecut technique that had been 
developed in Cape Dorset in the late 
1950s. Some of the stonecu ts were 

One of the most remarkable 
aspects of Qarliksaq's drawings 

IS the thick, feathered line 
that he used to define his 

broader outl i nes 

20 I VOl . 16 , NO . 3 FAll 2001 

made in combination with a sten
cilling technique, which allowed for 
the inclusion of addi tional colour. Wall 
h<:lngings, carvings and traditional craft 
items made from caribou antlers and 
hoofs were also encouraged. 

Qarliksaq was not interested in 
printmaking. Five of his pencil 

drawings were rendered into prints 
by others for the 1971 annual print 
col lection. Three of these drawings 
(sometimes ca ll "print-drawings" in 
the lite rature) have been included 
in this exhibition (Spear Fishing, 
Wlrestling and Spotted Wlolf). From 
1971 until his death in 1980, a total of 
17 Qarliksaq drawings were rendered 
into prints for the annual Baker Lake 
co\lections. The drawings for all but 
one of these are in the collection of 
the Winnipeg Art Gallery. 

Thomas Iksiraq, who worked for 
the print shop in the 1970s, acknowl
edges Qarliksaq's focused interest in 
drawing. Qarliksaq's subject matter 
was immediately recognized by h is 
relatives, some of whom were inter
viewed when his drawings were shown 
in Baker Lake. Tatya explai ned 
that the drawings were based on 
her brother's experiences and that 
they illust rate how life was lived on 
the land. 

The lead pencils available when 

Qarliksaq began drawing remained 

his favour ite med ium. He used 

coloured pencils in a few of his later 

drawings, but the pale and restricted 

use of colou r was appl ied like a 



/-
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\ 
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gentle wash within the structure and 

solid ity of the pencil ou tli nes. This 

was in dramatic contrast to many 

Baker Lake artists who used bold 

colo urs to define thei r forms. 

Qarliksaq's art is based on his supple 

and unique li ne, which articula tes 

forms while providing minute detail 

and varied texture. The artists' compo~ 

sitions are complex webs of line that 

define the intricate coils and tex tures 

of harpoon lines and dog harnesses, 

or demarcate the footpri nts of animals 

and humans as they leave evidence 

of their activities in the tell ; tale snow 

(Fig.l). Objects such as the snow 

shovel in his drawing of a man build

ing an igloo ( Fig.2) are sho wn in 

such intricate detail [hm it is possible 

to sec how they were constructed. The 

art ist's thorough and affectionate 

knowledge of his subject matter is 

immedia tely apparent. 

One of the most remarkable aspects 

of Q arliksaq's drawings is the thick, 

femhered line that he used to define 

his broader oudines. He developed 

this line o n his own initiat ive, and 

it remained unique. In works such as 

Caribou in Rutting Sea.wn (Fig.J), 

the line fl ows rhythmically like a 

quiet stream around the bodies of 

the an imals. The subtle and fluid 

sensuousness of Qarliksaq's graphic 

line is best appreciated in his original 

drawings. The quality of this de licate 

line was imposs ible to capture in 

the prints that were made from 

his drawings. 

\
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Another ch<lracteristic of Qarliksaq's 

graphic style is the use of multiple 
perspectives in a single work to express 
spat ial and temporal changes. He 

worked from different sides of his 
paper to create The Mysterious Land 
(Fig.4) . His use o f two orientations 
evokes a sense of the vastness of 
the land and movement through 

the land by a migratory people who 
changed campsites frequently. 

Some of Qarl iksaq's drawings are 

built from the repet ition and variation 

of particular fOnTIs, such as the animal 

heads in Caribou (Fig.5 ) and the 
human heads in Funny Faces (Fig.6). 

Luke A nguhadluq, a signi ficant first~ 

generation arti st in Baker Lake, used 

this composit ional techn ique most 

effectively. A feature of Anguhadluq's 

wo rk by 1973, it might have 

influenced Qarliksaq's choice of 

compositional and narrative devices. 

While the subjec t matter in 

Qarliksaq's drawings is primarily 

about the pract ices of everyday life, 

a reference to shaman ism - a sma II 

ca ribou/human transformation figure -

appears in the centre of a drawing of 

caribou meat caches. The integration 

of this enigmatic figure into the 

larger scene is unusual. It might be 

the visual express ion of the animall 
human relationship central to Inuit 

hunt ing values. It was believed that 

if an imals that had been kill ed were 

shown proper respect, the ir spirits 

would live on in other an imals, which 

in tu rn would allow themselves to 
be hunted. 

Fig.7: Untitled (after the hunt), 
c. 1970, Harold Qarliksaq, Baker 
lake (graphite on poper; 20 x 
12 in. ; coJlection of the 
W innipeg Art GaJlery; occession 
number G ·89·58). 

<It;:>, 7: <lcn'b"i'()'lo 
(<l"tla.. rLC> lOn ... ...)rCI. 1970, 
Hc>J 'b\-~L.,, 'lo . 'bLO'"C) <l '"'. 

Photo: Jim StOOi:~ 

The inland Caribou Inuit of the 
Keewat in region , including the 
Hanningajuqm iut, depended upon 
car ibou to survive. This made their 

life more precariolls than that of 
coastal Inuit , who had sea mammals 
such as walrus, seal and whale (in 
addition to caribou) for food and 

clothing. For th is reason, Qarliksaq 's 
drawings are filled with scenes of 

hunting ca ribou and of spring and 
summer fishing. The technology and 

equipment needed to carry out these 
activit ies is shown in met iculous 
detail as the main subject of one 

of Qarliksaq's drawings. 
Qarliksaq 's life was enhanced by 

the close communal relationships of 
families who camped and trave lled 

together at different times of the 
year. The social aspect of camp life 
is present in a ll the art ist's drawings. 

Rather than fOCUS ing on one subject 
or event, the drawings include a 
panorama of everyday life. Men 
and women work togeth er to feed 

and clothe their families (Fig.7). 
They teach thei r children the skills 

necessary for survival. In the close 
confines of the igloo, recreational 
past imes delight young and old. 

Th is was the first solo exhibition 
of the artis['s work. I t fea tured 28 
drawings by Harold Qarliksaq from 

the Winnipeg Art Gallery's permanent 
collection. A lthough the artist is not 
well known, his unique graphic style, 
his minutely deta iled views, his good~ 

humoured and affectionate enjoyment 
of t raditio nal life and technology 

and his subtle use of composition 
and narrat ive provide a compelling 
argument for his recognit ion as an 

artist worthy of our attention . 
Darlene Coward Wight 

All photo~ (ourtesy of the Winnipeg Art Gallery 
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Canadian Inuit Drawings from the Collection 
of Frederick and Lucy S. Herman 
At the University of Delaware Art Gallery, Newark, Delaware 

October 19 to December 17, 2000 

Guest Curoted by Judith Nasby 

In the spring of 2000, the University 

of Delaware proudly announced 

the acquisition of the Frederick and 

Lucy S. Herman Native American 

Art Collection. The Hermans, of 
Norfolk,Virginia, are veteran collectors 
of drawings by important American 

and European artists, some dating 

back to the 15th century. For the past 

45 years they have built an important 

survey collection of western drawings 

[hm includes notable works by artists 

such as Hans Holbein the Younger, 

S ir Thomas Lawrence and Kathe 
Kollwitz. Many of these works on 

paper have been exhibited in major 

museums throughout the United 

States. Over the years, the Hermans 

have welcomed countless art historians 

and student scholars into their home 

in order to study and conduct research 

on their collection. 

One unique aspect of the Hermans' 

collecting focus is the inclusion of 

drmvings by Canadian Inuit. Almost 

15 years ago, the couple developed 

an abiding interest in In uit art, 

attracted by drawings that depicted a 

socidy on the verge of transition . 

With the expert gu idance of the late 

Joe Murphy of the Inuit Art Gallery 
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of Vancouver, the Hermans started the 

process of educating themselves about 

the lives of these Inuit artists, and 

began acquiring works by such masters 

as Irene Avaalaaqiaq and Jessie 
Oonark of Baker Lake, and Pitseolak 

Ashoona and Parr of Cape Dorset. 

The Hermans' Canadian Inuit 

drawings, which now number almost 

200 and comprise the majority of 

works in their Native American art 

collection, portray the everyday lives 

of Inuit and their traditions over the 

span of three generations. There are 

scenes of the hunt , the wildlife in 

their environment, rituals, myths and 

legends. Increasingly evident in the 

work collected in the 1990s is the 

emerging awareness and influence 

of modern life in the 21 S{ century. 

These images share a unique artistic 

perspective and serve as critical 

documents that chronicle an ever, 

changing culture . 

In seeking a permanent home for 

their collection, the Hermans were 

impressed by the recent establishment 

of the University of Delaware's 

Center for American Material 

C ultural Studies, which builds on 

the institution's significant tradition 

of interdisciplinary studies, and the 

unive rsity gallery's commitment to 

training students in the standards and 

practices of the museum profess ion by 
utilizing collections in a hands,on 

way. It is the Hermans' intention that 

their collection be used extensively 

by faculty in the development and 

delivery of curriculum so that students 

will have the opportunity to learn 

about Inui t culture through their art. 

They strongly support access to the 
collection by teachers and school, 

children throughout the state. 
A major exhibition of the entire 

collection is slated fo r 2003, in 
observance of the United N ations' 
"Decade of the World's Ind igenous 
People" and the University of 
Delaware Art Galle ry's 25 th 

anniversary. The exhibition will 
be accompanied by an extensive 
illustrated catalogue. An exhibition of 
28 drawings was held at the university 
gallery in October-December 2000 
to announce the gift and the transfer 
of the first ponion of [he donation 
to the university's art museum. 
Judith Nasby 

Judith Nrub)· is director of the Macdonald 
Stewart An Cenrre , Guelph , Ontario. 
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Brother Moon, Sister Sun, n.d., 
Victoria Momnguqsuoluk, Boker 
lake (colour pencil and graphite 
on poper; 14.6 x 22.1 in .; 
Hermon Collection of Native 

American Art; University of 

Delaware Art Gallery; occession 
number 2000.0002.0022). 

<l "o-~ C P"., 0..7 ' ,;"Po-.... 
t>'..J'b,,(,C)"", N)<ln.7 
LL~,J <l" j, \JLo:rC)<I<Io. 

Phoro: Courtesy of University 01 Oebwore 

Caribou Shamon, 198.4, Simona 
Scottie, Boker lake (croyon on 
paper; 11 1/8 x 15 in.; 
Frederick and lucy S. Herman 
Collection of Native American 
Art; University of Delaware Art 

Gallery; accession number 
2000.002.0024). 

) .) <I"\}d'lo, 1984, ,; Ja... r"b' n, 
'bLcrC)<]1O 

Photo: (OUI resy of URiYersiry of OeIawore 
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CURATORIAL NOTES 

The Nelson Graburn 
Art of and the Aesthetics of 

Research: Inuit Sculpture 
At the Phoebe A. Hearst Museum of 
Anthropology, Berkeley, California 

October 2000 through September 2001 
Co-curated by Roslyn Tunis and Nelson Graburn 
CURATORIAL NOTES BY ROSLYN TUNIS 



Nelson Grabum, professor of 
anthropology at the Universi ty 

of Califo rnia at Berkeley, is a nmcd 
scholar of Inuit, ethnic and tour ist 
arts. He first visited the Canadian 
Arctic in 1959, a decade after James 
Houston began encouraging Inuit to 

create sculptures of animals, people 
and scenes from daily life for export 
and sa le to non-Inuit in southern 

Canada. Graburn noticed that Inuit 
ideas about their own sculptural mrs 
differed dramatically from those 
expressed by Euro-C anadians and, in 
the 19605, embarked upon four decades 
of researching and collect ing Inuit art. 

It was during th is period that he 
dev ised a series of experiments to 
illuminate the d ifferences between 
Nat ive and non-Native aesthetic 
preferences. He conducted the 
experiments in the course of his 
long~term research in the Canadian 
Arctic in the 19605, 19705 and 19805. 
The Art of Research, NeGon Grabum 
and the Aesthetics of Inuit Sculpture, was 
organized to present these experiments 
visua ll y. The works in the exhibition 
are drawn primarily from Graburn's 
co llect ions from th is period. 

At the entrance [0 the ga lle ry, 
the visiw r is greeted by a th ree~foot 

model inuksuk built as a symbol of 
welcome to the ex hibition . The 
exhibition's introductory area features 
a timclinc that proVides the visitor 
with an overview of Grabum's eventful 
years of resea rch in the Arctic. It 
includes phowgraphs, dates and locales 
of the various experiments. A display 
case be low the timeline ho lds 10 
miniature Inuit sculptures he collected 
during this process, each illustrating 
the phases of research. 

The exhibition is divided into five 
sections representing Graburn's areas 
of research and analysis. A lthough 
they were organized according to 

the importance of the object in the 
speci fic experiment, some anifacts 
could have been placed in more 
than one section of the exhib ition. 
Also included is a display case that 
features a rotating prescntation of 

(far leftl Taiara and Ituvik carving 
outside with their grand~on in 
Soliuit, summer 1959. 

C6C> 1;. <IL 6 ')1\'" "a.. ~<I\lo) , 
r'(.X 6 't1C'\.'-...J " '-...Jo-. 
<IC>I;. 'd' 1959. 

Phoro: Nelson GroOOm 

contemporary works to illustrate the 
dramatic changes in subject , style 
and media thar have occurred in 
Inuit art in recent yea rs. 

Section O ne was entided Early 
Cmfts : Taitsumanialtd<, a long time ago. 
It illust rated the types of obj ects 
made before and arou nd the time 
James Houston first visited the Arctic. 
They are generall y small in scale and 
simpler in des ign and fini sh than 
later works. Included are models 
of tools and kaya ks, household and 
hunting equipment, a man's travelling 
oil-lamp se t and an ivory rusk 
engraved wi th scenes of people 
and animals from dai ly life. 

Section Two, entid ed The 
Compelition: Takllshurngnairuk , 
things (hal have never been seen before, 
consisted of items made for a compe
tition organized by Graburn. Duri ng 
a [T ip ro Puvirnituq in 1967, Inuit 
to ld him they wefe tired of carving 
the same subjec ts o f animals and 
people. There were many other things 
they wanted to make, but were 
concerned that thc mflrket would 
not accept them. Grabum decided to 
organize a competition and exhibition 
for which people could make anything 
they wanted ; they were encouraged 

Davidee Itvlu carving a female 
walrus tusk . Kimmirut (then Lake 
Harbour!, July 1960. 

C6l\n 6 C)'-...J ~o.. ~ <l\) \lo 

<l6l\C> < )L'L o-. plr?' . .:!.c...!J. 
1960. 

Photo: Nelson Graborn 

ro make rakushumgnaiwk. He posted 
invi ta tions to the competition all 
over the community and arranged 
for the Inu it cooperat ive to buy and 
store the pieces. Submiss ions were to 

be exhibited in the Catholic mission 
hall in December, and cash pri zes 
were awarded, $50, $25, $15 and 
$10, with an extra $ 10 going to the 
carver whose work was voted bes t 
by the communi ty. More than 50 
sculptures were submitted, of which 
31 were selected for the exhibit. In 
December, as promised, the carvings 
were placed on long tab les in the 
Catholic mission, each identified 
by number for viewing and voting 
by the Inuit audience. 

Eli Sallualuk Qirnuajuak, a 
young married man at the time, 
had submi tted II , all different, all 
challenging. He won $50. His 
impressive Family Asleep in an Igloo 
( 1967) was se lected for the contest. 
The man's eyes are both open, his 
rear end and one leg are st icking Out 
of the bedding, "tickling" a young 
woman in another bed who has one 
eye open and one eye closed. Body 
parts - an eye, penis, foot, and a cuc -of( 
hand and wrist - arc carved around 
the perimeter of the igloo. Graburn 
suggests two interpretations of 
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Family Asleep in an 
Igloo, 1967, 

Eli Sallualu 
Qinuajua, Puvirnituq 

(grey stone; 
11.4 x 8.7 x 1.8 in .; 
collection of Nelson 

and Katherine 
Graburn). 

'b' C'tlTr' r"'o- ,) C 

.0.L....)r. 1967 . .0.,-.0. 
L., <.. ....)<1....) "Po. ..o<l~<I. 

>c-... " o- 'l»'l> 

Photo: Roslyn Tunis 

Tattooed Woman Kneeling, 
Giving Birth, 1967, Aisapik Smith, 

Puvirn ituq (soft grey local stone; 
5.3 x 7.7 x 2.4 in.; collection of the 

Phoebe A. Hearst Museum of 
Anthropology; gift of Nelson and 

Katherine Graburn). 

AI>L., 'l> r"'L ~\lo <1"0.. 'l> ,-I'l>dr <l1)'l>. 

.0."o-r'ro-. 1967. <lllL.,N r'r \ 
>A "0-10)1" 

Photo: Ros~n funis 
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th is scene. It could be a dream or 
nightmare (one eye open, the other 
closed is a cross,cultural symbol of 
dreaming), perhaps of cannibalism, 
or it could be a fan tasy of Eli himself. 
Eli would not say. 

Aisapik Smith was another partici, 
pant in the competition whose work 
has unusual subject matter and com, 
position, including Tarooed Woman 
Kneeling, Giving Birth. Graburn thinks 
this piece is a "wish fulfilment carving 
by Aisapik, a shy bachelor who desper, 
ately wanted to get married and have 
children. According to the people of 
Puvirnituq, he accidenrally drowned 
in 1974. Th is was his entry for the 
compet it ion." 

Section Three, The Rock 
Ex/)eriment: Ajjigiingituk, ic is not all 
the same, contained work generated 
in another experiment. Travdling 
between different communities that 
made sculptures for sale, Graburn 
noticed that local styles differed dra, 
mati cally from place to place. Stylistic 
differences resulted from the influence 
of particular white advisors or buyers 
and the fact that artists tended to 
emulate the styles of the community's 
most successful carvers. Realizing, 

Young Polar Bear Eating Seal, 
1968, Henry Eva!uarjuk, Iqaluit 

(light green serpentine; 5.7 x 6.3 x 4 
in.; collection of the Phoebe A. 

Hearst Museum of Anthropology; gift 
of Nelson and Katherine Graburn). 

o...D~~Ao-\I, o-n..~ '" a.. c,-IAo-"r. 

1968. H<lo..c- .0.~ <" ....)<lI~~. S'o....).0.c 

Photo: Roslyn Tunis 

though, that the quality and availabil, 
ity of rock appropriate for carving was 
another important facto r, Graburn 
undertook an experiment, asking 
carvers to work with stone imported 
from another community. He was 
interested in their comments about 
the unfamiliar mareriai and how it 
suited their style. 

With a few notable exceptions, 
artists were not comfortable carving 
stone from other communities. 
One exception was lqaluit's Henry 
Evaluarjuk, whose Young Polar Bear 
Eating Seal, a good example of his early 
work, was created in Cape Dorset 
stone. Another exception is Kenojuak 
Ashevak, whose Flying Bear was 
created in stone unfamiliar to her. 
This is a beaut ifully carved and 
unusual image despite the challenge 
of using different stone than she was 
used to sculpting. 

Aesthetics and me Market: Niuvirksak, 
things made to be soid, contained 
works from the 19605 and 1970s. 
Inuit commercial carving is influenced 
by the changing tastes of the collecting 



public fa r from their communities as 
we ll as their own ideas of slilijuk (rhe 
aesthetics of truth). As the acceptance 
of Inui t art grew in the 19505 and 
1960s, Inuit, like artists everywhere, 
responded to their public's desires, be 
it for "primiti ve" forms, unpolished 
surfaces or panicular subject matter. 
Tastes have evolved, however, and 
in the last two decades spiritual or 
shamanistic transformation pieces 
have been in demand, in contrast to 

scenes of daily life and arctic animals 
seen in the early work. A pair of 
ptarmigan mating, a walrus eating a 
seal, an owl, and Pete r Sevoga's 
Muskox were included in this section. 

In the fifth section, The 
Ethnoaestherics Exhibition, Grabum 
grouped works that he used to test 
assumptions about cross-cul tural 
aesthet ics. Inuit feel ve ry strongly 
about what is and is not "good art." 
They usually favour loca l styles, 
especia lly dlOse of successful male 
ca rvers in thei r communi ty. To test 
this assumption, Graburn assembled a 
collection of smaller Inuit scu lptures 
which he carried from community to 
communi ty across the Arctic in 1976 
and 1986, invit ing loca l In uit to 

ex press the ir aesthetic and other 
judgments about the art objects. 

Inuit could always identify the two 
carvings not made by Inuit, whereas 
non- Inuit almost always failed to 
identify the non-Inuit picces. Gorilla 
was often assumed to be non-Inuit, 
but it was carved by a young Inuk 
teenager inspired by the movie King 

Muskox, 1976, Peter Segova, 
Baker lake (grey-green stone; 
8.5 x 5 .5 x 3.5 in.; collection of 
the Phoebe A. Hearst Museum of 
Anthropology; gift of Nelson and 
Katherine Graburn). 

l>r"L". 1976. Ac r'~J~. 
'bLcre)<3Qo. 

f'bolo: R~n Turis 

Flying Bear, 1968, Kenojuok 
Asheva k, Cape Dorset (dark 
grey Puvirnituq stone; 5.3 x 6.3 
x 2.4 in .; collection of the 
Phoebe A. Hearst Museum of 
Anthropology; gift of Nelson and 
Katherine Graburn) . 

n"r ~Qo CL. " ..oQo. 1968. 'P .. ..o<3..,J<lQo 

<Ir'~ ". P'Lh,e. 

PMra: Rostyn Tunis 

Kong. Graburn himself made a sculp
ture of a snail for the ethnoaesthetic 
experiment (see p. 30 this issue fo r 
Graburn's account of (h is experiment ). 

The final section of the exhibit ion 
features a rotating select ion of contem
porary Inuit sculpture illustrating the 
dramatic changes tha t have taken 
place in the artform in recent years. 
Although regional styles continue to 

predominate in arctic communit ies, 
individua l carvers develop their own 
recognizable styles. In the 1980s and 
1990s, the work of Inuit artists was 
dramatica ll y influenced by their 
increased exposure to westem culture 
through tourism, travel, television and 
other media. Anists and craftspeople 
began [Q produce more complex 
compositions and to address non-Inuit 

Gorilla, 1968, Timoati 
[Timmun Alorioq), Cape Dorset 
(grey-green serpentine; 3.5 x 

3.3 x 1.7 in.; collection of 
Nelson and Katherine Groburn). 

J\"\. <k... 1968. ()l Jen (()l j"" 
<k.,("I. <)QoJ. P'Lb,c. 

Photo: Ros~n Tunis 
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El i Solluoluk, the winner of the Puvirnituq 
carving competition orgonized by Nelson 
Graburn and Father Steinmann, receiving the 
prize money from Groburn in the meeting 
room of the Catholic Mission, Puvirnituq, 
December 1967. 

6c....6 ~ ... ...J4j. ~c.... .~ .... ) .... )t\'(T'IIo)r 
~a.. ~<JI(ic <J~'i' ''' c-~t>ncn'''..;{'c 

<Jt>c....Ct>'-...J(T' (T't>~" J\.,,>" JC <lL 
<letcr ~110 r'cC6"-L "-. )"-(T'';rt>cn'-...JJ 
pa..t>Lr"r J\"YT bcnL~t\t>r"r t-.'r'~.(<ldc 
) ' r'<lt\ '\..(T'. >t\ .. (T' .... ) ..... n~L < 1967. 

28 VOl . 16 , NO . 3 FAll 200 1 

levi Pirli and Aisopik Smith (right), 
Puvirnituq, May 1968. 

~<?"!J. At>""n <JL <It-. .... N r'r" 
((' .. , .... 1\40-), >,,"0-'10 ) '10. r 1968. 

subjects and sodal issues. During this 
period, Inuit art ga ined visibility in 
museums and commercial galleries, 
not only in Canada and the United 
States, but internationally. Much 
Inuit art is now recognized as part of 
the mainstream of contemporary art, 
and Inuit art continues to flou rish 
in the 21 Sf century. 

The exhibition Art of Research 
featu res nearly 100 objects by more 
than 50 artists. 1l1e sculptures were 
created in communit ies as art istically 
d iverse as Cape Dorset, Pangnirtung, 
Inukjuak, Repulse Bay, Ivujivik, 
Sal\uit, Kuujjuaraapik, Kimmirut , 
Puvimi tuq, Baker Lake, Kugluktuk 
and Holman. Augmenti ng the 
exhibition are pho[Ographs taken 
by Nelson G raburn of the artists. 

Togcthcr, the scu lptures, photo
graphs, illustrated timcline and exhibi
tion text reveal to uS that Inuit artists' 
aesthetic choices were informed by 
what the southern marketplace va lued 
most. However, when encouraged [0 

make anyth ing they wanted, some 
Inuit artists exercised their imagina
tions and made sculptu re that may 
seem eccentric to non-Inuit. Today, 
like most anists, ind igenous or not, 
they are increasingly aware of main~ 
stream arts and contemporary gallery, 
collector and museum systems. Their 
ultimate success depends on what 
appeals to their target audience . ..... 

This article is based on the research and exhibition 
texts by Nelson Graburn . All lnlikticut titles 
and translations are by Dr. Graburn , who is 
known in the Arc/ic as NiJisi Apirku , uNelson , 
the one who asks questions." 

Roslyn Tuni$ is an independem curaLOr, 
anthropologist and an hiswrian who s/Jecin1izes in 
Native American , Alaskan Native and Inuit Art. 

lava examining rock at 
the Ethnoaesthetics Exhibit, 
Rankin Inlet, 1976. 

C> 'bt>r~q,)q, t>Lr~r 

C'dLrL.'\:Jt\r)'blOn" ...JJ. 
b"f'q,C"'(T' ''r. 1976. 

PhotQ: Nelsoo GrcrOOln 
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N CONTEXT 

hite Evaluation of the 
Quality of Inuit Sculpture 
BY NELSON H.H. GRABURN 

This [Xlper is reprinted with permission from the iourno/ lnuit Studies, volume 10, nos. 1-2 (1986) . 

Tusked Walrus and Owl, 1968, 
Joshua Sala , Kui iuaraapik, 

(green slone and ivory; 5.7 x 
6.7 x 1.B in.; collection of 

Nelson and Katherine Groburn) . 

)Lc-~ <l6.t\ \I, <lL C> ~N~<lIl.. 

1968, ~,J<l l..,L. d~<I~N. 

PIxlto: Rosttn lun~ 

(below) Five Heads in a Line, 
1976, Vital Okoktok, Rankin Inlet 

(grey stone; lOx 1.7 x 3.6 in.; 
collection of the Phoebe A. Hearst 

Museum of Anthropology; g ift of 
Nelson and Katherine Graburn). 

C "'c-L( cr<ld( l..,"- (T'-c-n~, .. n 
1976, <::'6)'- [>l.d'lo) <Io, b~\I,c- a- \I,. 

f1loto: Rmlyn Tum 
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INTRODUCTION 
In this paper I report on an experiment 
in cross-cultural art appreciation, 
specifica lly white people's assessment 
of rhe qua li ty of Canadian Inuit 

sculpture. The experiment in question 
was one of a number 1 have conducted 
over the past decade: during this 
time I have asked 10 qalIunaat 

aud iences and 12 Inuit audiences 
to examine an almost identical set 
of Inui t carvings and answer a ser ies 
of comparable quest ions about them 
(Oraburn 1977, 1978, 1982). I have 
had two aims: to examine the extent 

of shared aesthetic responses of the 
contemporary Canadian Inu it, and 
to compare these responses with 
those of the qallunaat decision 
makers (gatekeepers to the market , 
3uthemic3rors of quali ty) and reta il 
buyers (the final patrons in the 
marke tplace). 

To place the experiment that is 
the subject of th is paper in historical 
context, I should explain that the idea 
for conducting such exhibitions was 
formu lated in response to an ongoing 
debate among the members of the 
white art market about Inuit ability 
to assess the merits of their own 
soapstone sculpture. The controversy 
opened as ea rly as 1963 wi th Evan 
Turner's now famous assertion that 

.. . the reason great numbers of poor 
carvings from Puvimituq have been 
released on the Canadian marker is 

the method of purchase IJresentiy 
followed by [he cooperative in thar 
community: Eskimos are enlirely 
responsible for /Jurchasing carvings 
from the other Eskimos. The danger of 
/Xlyment being influenced by personal 
symparhies is inevicable. But, much 
graver .. . [here is no reason wharsoever 
that an Eskimo should have a relative 
sense of quality in assessing another 
Eskimo's work; he will only know 
what aPIJeais to him, and in many 
cases that appeal has no relation 
to quality. (1 963,226) 

To this Charles Martijn, one of the 
earliest authori ties to rea list ica lly 
consider the StatuS of Inui t art, replied: 

Eskimo standards may not be our 
sumaards , bw chen neither is their art 
based on our values and concepts, nor 
are we justified in judp;ing it solely 
according to our tJanicular preceprs . 
Surely ic would be preposterous to hold 
that categories of thought and experi, 
enee, good taste and crincal judgment, 
other [han our oum, are invalid because 
there exists only one correct melhod 
of determining what is beautiful and 
what is aesthetic . (1 964, 58 t ) 



Today, the debate conti nues 
(cf. Millard 1983, 24·31). Given 
the increasing number of Inuit ' now 
replacing the whi te art buyers of the 
19505 to 1970s, the question of c ross~ 

cultural uniformity of aes thetic 
judgments of Inu it scul pture is evcr 
more presSing. 

Since the question of the un iversal
ity of aesthetic principles genera lly 
has long vexed anthropologists (Boas 
1927; Anderson 1979, 195·9), rhe 
Inuit case is relevant in a broader 
context. For the most pa rt it is art 
h istorians and aestheticians who 
have claimed that aesthetic principles 
arc universal. Coming from a discipline 
imbued by cultural relativism, amhro
pologists predictably argue that 
aesthetics are culturally specific 
(cf. Gerbrands 1957). If grear arr (and 
artists) are recognizable anywhere, 
they point a m, we must also account 
fo r the almost un iversal Stylist ic 
variation characterizing the art of 
the wo rld's peoples. 

As long ago as 1932, when 
Lila O'Neil published her pioneer 
study of Yurok-Karok basketmakers, 
anthropologists were aware that 
examination and apprecia tion of a 
people's artistic output alone will not 
illuminate d 1C question of universality 
of aesthetic principle. Since then, 
many anthropologists and some cross~ 
culrural psychologists (Berlyne 1974) 
have carried out experiments to 

elucidate aesthetic taste between and 
within cultura l groups, with particular 
concentration on the artists of those 
groups. In the assessment of intra~ and 
cross~cultural apprec iation, some i nves~ 

tigators have used sets of photographs 
as el icitation materials (Child and 
Siroco 1965; Wolfe 1969); whereas 
orhers, such as Crowley (J 966), have 
worked with specific select ions or 
exhibitions of local arts. 

Outstanding among the latte r has 
been the work of Mari Lyn Salvador 
(1976; 1978) who asked Kuna women 
mola makers to T<lnk and evaluate all 
their own mola wardrobes and who 
carried a specially selected test set 
of molas around the San Bias islands 
of Panama in order to find out the 
specifica lly Kuna principles of 
aesthetic evaluation. 

In my own work on Inuit an_ 
and aesthetics which I undertook in 
1967 ·68, I or iginally used sees of 

-phocographs fo r this purpose. The 
effectiveness of Salvador's method 
convinced me to attempt comparable 
experiments among the Canadian 
Inuit. Accordingly, in 1976, with the 
help of Moiya Wrighr and Alma 
Houston, I assembled a spec ially 
selected set of Inui t carvi ngs and 
carried them north to exhibit in Inuit 
communities. The success of this first 
set of experiments (Gld-bum 1977) 
encouraged me [0 perform the same 
experimem with a number of different 
groups of white people in Canada 
and the United Scates, and again 
with the Canadian Inui t in 1986. 

THE KI NGSTON EXPERIMENT 
In this section, I shall describe and 
analyze the most significant of the 
experiments testing white responses 
to Inuit art . I undertook the research 
somewhat fortui tously at a conference 
at Queen's University, Kingston, 
Ontario in February 1986. As the 
circumstances were unusual, I give 
the background here in some derail. 

The conference, Cultural and Generic 
Influences on Artistic Excellence among 

the [Canadian} Inuit, was convened by 
a geneticist, Dr. Luigi Cavelli ~Sfo rza, 

and by Dr. John Berry, a psychologist. 
Their purpose was to research strate· 
gies to elucidate the relative contribu~ 
tions of genetic and social factors in 
the transmission of artist ic talent. 
Cavelli·Sforza and Berry had seleered 
the Canadian Inu it as a suitable target 
popula tion for their resea rch fo r 
several reasons. First, for nearly 40 
yea rs the Inuit, because of the rise in 

Inuit looking at test pieces on exhibit in the 
sculpture room of the Puvirnituq Cooperative, 
1986. The elderly man, lower left, is Aisa 
Koperquoluk who worked with James Houston 
in 1949. Almost blind by 1986, Koperqualuk 
hod just mode his lost sculpture. 

Photo: Nelson GrOOOln 

popularity of soapstone carving, 
have had an almost unprecedented 
incentive to become arti sts (about 
30 per cent of adults are). Second , 
the Inuit are known worldwide as 
art producers and the "talent" of most 
artists is not only widely acknowledged 
bur has been previously evaluated 
by the market and the "expert gate
keepers." Finally, the Inuit have a 
high rare of adoprion (15·30 per cent) , 
thus perm itting comparison between 
the artist ic output of natural and 
adoptive children with each other 
and with their natu ral and adopt ive 
fami ly milieu. 

In my formal presentat ion at 
rhe conference (Graburn 1986 ) 
1 argued that research of the type 
Cavelli·Sforza and Berry proposed 
would be difficult to carry out. 
A mong o ther considerations, I 
asserted, Euro-Canadian evaluations 
of Inuit artistic talent, especia lly 
evaluations of Inuit sculpture, have 
been markedly inconsistent over time 
and space. Moreover, as demonstrated 
by my prior research, Inuit have shown 
a higher degree of cons istency in 
evaluating their own sculpture. 
Further, I suggested that the research 
would be more definitive if separate 
correlation of social and genetic factors 
with both Inuit and white conceptions 
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of art istic excellence were built into 
the research design. 

The confe rence participants were 
a group of people particularly impor' 
tant in the Inuit "art world": James 
Houston, Terry Ryan, art adviser, 
manager and buyer at the West 
Baffin Eskimo Cooperative since 1962, 
Helga Goetz, then head of the Inuit 
Art Section of the Department of 
Northern Affairs, and Avrom Isaacs, 
founder of the world,renowned lnnuit 
Gallery, and other northern specialists 
with advanced degrees in art and 
anthropology. Also in attendance 
was Bernard Saladin d'Angiure, like 
me, a northern anthropologist of 
long experience, and, above all, 
Professor George Swinton, an art 
h istorian who has devoted the last 
30 years of h is career to the study 
and promotion of Inuit arts. Moreover, 
an equal number of part icipan ts 
( including geneticists, psychologists 

and art ists) had little or no prior 
experience with Inuit art. 

My asse rtion that white experts 
and buyers had been inconsistent in 
their evaluations of Inuit art and the 
ta lents of Inuit artis ts aroused the 
indignation of Swinton. He made 
me a "gentleman's bet" that, because 
artistic excellence was cross-culturally 
discernible and based on universal 
crite ria any trained art ist or art 
historian would recognize, he and 
five other (named) people present, 
all among the top ten experts on 
Inu it art in the world, would agree 
on the evaluation of the artistic 
merit of any piece of Inu it art. 

As it happened, I was in a position 
to accept the challenge. I was en route 
to the North for further fie ldwork 
on Inuit aesthetics, and happened to 
have with me my test set of carvings. 
I asked permission of the organizers 
to exhibit the set later that day, and 

Table 1 

Sculptures in the Kingston Experiment 
Whites' Experiment (Kingston) Cf. Inuit Experiment 

# Sculpture Rat ing (Graburn 1977) 

Inuit Rating 

1 Povungnituk bird in Cape Dorset stone E-
2 Ivory Repulse Bay swans E+ A 

3 Snail by Graburn* E C-

4 Abstract bird by Miki B+ D 
5 Repu lse Bay narwhal C+ A-

6 Repulse Bay muskox C+ C+ 
7 Coppermine man C D 
8 Standing Kuujjuaraapik bear A B-
9 Cree Kuujjuaraapik whale* A- C-

10 Povungnituk imaginative C- B-
11 19loolik owl C+ D-
12 Cape Dorset C- C-
13 Holman Island couple C+ C 
14 George Arlook's "abstract" B+ D+ 
15 Coppermine crib. board C+ B 
16 Jamesie Cape Dorset man C C+ 
17 Fox trapper E- A-

18 lnuki's goose Cape Dorset B- B-
19 Pangnark Esmiko Point face B- F 

20 A. Niaqu Poyungnituk walrus C+ A-

21 Baker Lake couple B 
22 lnukjuak woman/string figure A A 

23 Baker Lake rabbit B- C-
24 Davidialuk Povungnituk B A 

25 Caoe Dorset owls B- C 

* These two items were not made by Inuir. 
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thus to st raightforward ly test the 
veracity of Swin ton's pos ition and 
mine. The resul ts of this serendipitous 
experiment were more striking than 
I cou ld have planned . 

The object was to record the 
evaluations of a specific set of Inuit 
sculptures by white people - especially 
those who are concerned with the 
Inui t art market or are likely buyers 
of Inuit art - and secondly to compare 
them with the evaluations previously 
recorded from the Inuit - artists and 
non-artists~ d1emselves (Grabum 1977). 

The assembled group was especia lly 
valuable for the experiment because 
of its mix. It included not only the 
most important ga tekeepers - evalua~ 

tors, collection and exhibi tion selec, 
tors, crit ics and wr iters - relevant to 

the world of Inuit art but, also, an 
equally intelligent group of people 
who did not ye t bear the burden of 
the art history of Inuit art. 

Twenty-five small sculptures (see 
Table 1) were displayed on the seminar 
room table at the Kingston Conference 
on 10 February 1986. These sculptures 
were specifically se lected to illustrate 
the range of Inu it sculptu ral produc, 
tions along a number of dimensions: 

1. Variety of origin: from Inu it 
settlements in the districts of 
Keewatin, Franklin, and Baffin 
Island (all Northwest Territories), 
and from Nouveau~Quebec. 

2. Variety of materials: antler, ivory, 
soft soapstone, serpent ine and 
some harder stones, multi,media, 
and those with and without polish. 

3. Variety of subject matter ranging 
from representational portrayals 
of trad itional Inuit and animals, 
impressionist figurines and 
tal<usurnairuq (completely 
imaginary depictions). 

4. Two pieces, though made in the 
North, were not made by Inuit. 
O ne (no. 9) was made by a Cree 
Indian from stone usually available 
to Inuit artists and the other 
(no. 3 ) I made myself from 
another kind of arctic soapstone. 

These pieces were displayed on the 
table, each with a number, but in 
an order which revealed neither the 
place of origin nor the artist. 



Each of the 22 panicipants was 
given a questionnai re asking h im or 
he r to rate (by number) the pieces 
showing the greatest amount of artistic 
ta lent and excellence, and those with 
the leas£. Respondents were also asked 
to comment on the basis used for 
formulating their evaluations and on 
other matters relating to thei r aesthetic 
judgment of the pieces. 

Tl1e second question was (0 identify 
which pieces were nor made by Inuit 
and to specify their cr iteria for making 
judgments. The part icipants were also 
asked if they had previously heard 
about my conducting such experiments 
(one had. and decided nOt to take 
part) and rhey were a lso asked to 

state how long they had been seriously 
in terested in Inu it arr (answers ranged 
from 30 to 0 years). After completion 
the quest ionnaires were collected . 
The experiment lasted about an hour. 

ANALYSIS OF EVALUATIONS 
To date the results have not been 
subjected to thorough statist ica l 
ana lysis; hence the fo llowing 
conclusions have been determined 
by numerical estimation only. Each 
person was asked to rank the sculptures 
beginning wi th those rhey thought 
best and endi ng with those they 
thought worst (rop [Q bottom of 
quest ionnaire). Some ranked only 
the t hree o r four besr and worSt 

whereas others ranked all twcnty,five 
pieces. In order to give these responses 
equal weight, questionnaires were 
scored A, A" B+, B, B" etc. for the 
top ratcd and F, 0" 0 and D+ for the 
bottom rated (for those few who 
ranked all the pieces, those rated in 
the middle. i.e., between eighth and 
19th , were left out of th is par t of the 
ana lysis). For quantificat ion these 
rat ings were converted into numerical 
terms (A = 4, B+ = 3.3, B = 3 etc., 
F = 0). 

RATINGS 
Overall racings There were no clear, 
cut "wi nners" among the pieces. The 
overall results can be represented in 
two ways: 

Average rating If we average the 
grades given each piece, they range 
fr0111 approximate ly A for (he piece 
rated highest to approximately 0-
for that rated lowest. Most pieces 
were rated over quite a range by the 

A kneeling woman with braids, 
playing string figures with her 
hands and mouth, 1967, by 
Adamie Inukpvk, Puvirnituq 
(medium grey Puvirnitvq stone; 
11 x 8 x S em). 

r'''"dr <l~)"" <l'"o. "" ..rJ l\ Il..., IOr' L..!e 
..rJ7"fc. <pen-) "" <p~?r <lL'"r..rlc 

<lL 'b<T"r ..ric. 1967. <lCr 
!:::...rJ«<. )l\ '"0""') 10 

A standing bear, 1968, by 
Somwillie Miekpegak, Kviiuarapik 
(hard grey-green slate, ivory 
inlay; 22 x 10 x 4.2 em). 

0. "f"') Vo O'..rI .... 1968. ~a...7t><Td 
l...,lt>D.r r -AL VoJc. d..!<l<1N 

A squatting orctie hare with inset 
eyes, 1976, by Marion Tuu'luk, 
Saker lake (hard grey stone, 
probably shoe-polished; 8 x 4.7 
x 2.7 em). This piece was not 
admired by the Inuit when shown 
as part of the Ethnoaestheties 
experiment. This is a rare work by 
on o rtist who has become well 
known for her prints and wall 
hangings. 

..rJVob'"L-o;'Vo t>bc- '" !:::.rr'"'Ct>r'L-O;, .... 
1976. rt>C-7" )...J II.. 'bL<TC) <l'"' 
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An upside down monster, 1967, Eli Solluolu Qinuojuo, Puvirnituq (loca l soapstone). 

dL7'1l.,.1h )"''"\., 10 , 1967. fj,c....fj, l..,L~<J~ 'P .. ..o<J.,.<J. )6\ "'0-11.)11. 

----A frog's face fjgure, 1967, Eli Solluolu Qinuojuo, Puvirnituq (dark grey local stone; 
10.5 x 9.5 em). 
AL ~n. <JII. Po.. '"\." 1967. /:::,.c..../:::,. l.., <- ~<J....) 'Po. ..o<J.,.<J. )t\ "'0-11.) 11. 

Hairy Penis, 1967, Eli Solluolu Qinuojuo, Puvirnituq (dark grey stone; 10.5 x 9 .5 em). 
(l..,t>r <Jo-)AII. ~n. <JII. Po.. '"l. (('-c- II.A<l0-)~7C-~ t>;~ 1967, /:::"Lfj, l.., '-~<l~ 'P'" ..o<h'<J, 
)6\"0-11.) 11.. 

(right}Two ivory swans on stone base, 1976, by Unalirkjuak, an unknown young woman, 
Repulse Bay (best local blue-grey serpentine, ivory inlay; 7.5 x 4.7 x 2 em). This sculpture 
was very much admired by Inuit in other settlements. 

LI?" \d ~ "'" )Lr ,",o..~L~' t>7~t> 'b'llo-c;n. 1976. t>o..~\"'<l\h. o..t>~c 

(left) A muskox, 1976, by Mark Tungilik, Repulse Boy. The body is of Cope Dorset stone; the 
bose is local grey stone and the horns are ivory. Groburn says "this sculpture was part of a long 
term experiment carrying carving stone to other villages . In this case I knew thai Mark 
Tungilik was a famous carver of miniatures, so 1 gave him a fairly small piece of Dorset ser
pentine. However, he couldn't work it well (it is not as smooth-grained as Repulse stone) and it 
kept breaking. When he hod finished he gave it to me and said 'It's a Cape Dorset Muskox vis
iting the land of Repulse Boy.'" 

t>r'loL\ 1976, L~ )'\fc-\ o..t>~ c 
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respondents, e.g., varying between 
A- and C- . The average score fell 
somewhere in the middle. Some 
pieces, furthermore, consistently 
attracted the attention of (i .e., were 
rated by) many respondents whereas 
others elicited little comment. The 
results of the average rating are 
summarized in the last two columns 
of Table 2. They show, for example, 
that no.12 (the Cape Dorse t gorilla) 
was rated A, though only three 
people bothered to rate it. No.7 
(standing Coppermine man), on the 
other hand, was rated D- and was 
assessed by four people. 

Degree of attention Table 2 (column 
2) shows the degree of attention each 
piece received. In general, the pieces 
rated by most participants (i.e., the 
ones that got the most attention) 
demonstrate a high degree of variance. 
Thus their overall ranking was greatest 
in the middle. For example, no.8 
(standing bear from Kuujjuaraapik) 
was ranked by 17 of the 22 
participants, receiving every grade 
from A to F (averaging C+). No.n 
(the lnukjuak str ing figure woman) 
was ranked by l5 respondents and 
showed less variance (A to C), 
averaging B. No.3 was ranked by only 
three people, all with scores of either 
A or A-, whereas No. 10 (Povungnituk 
imaginative piece) was also ranked 
by three people, scoring B, C+ and D. 

Obviously, then, the participants 
thought some pieces more attractive, 
though opinions about which were 
inconsistent. Those pieces found less 
attractive also showed less variance. 

VARIANCE OF RANKING 
BY EXPERIENCE OF 
RESPONDENT 
Table 2 summarizes the ra w scores, 
average ratings and variances for all 
pieces. Further, it divides respondents 
into two groups, those with more 
and those with less experience in 
evaluating Inuit art ("experts" and 
"novices"). This division was made 
in response to Professor George 
Swinton's hypothesis that there 
would be considerable overlap in the 
criteria of excellence (hence agree
mem in rating) among experienced 
people, specifically himself, James 
Houston, Avrom Isaacs, Terry Ryan 
and Marion Jackson (and Helga 
Goetz, who declined to participate). 



Table 2 

Rating and Variance, by Experience of Evaluators 

# Experts* N o vices* Overall 

Ratings Ave. Va riance Ratings Ave. Variance Rat. Rank 

1 7 C+ 5 1 B+ - C+ 5-
2 6 6 2 5 D+ 3+ C+ 5-

3 6 C 5 3 C- 4 C 6 
4 8 D+ 3+ 3 D - D+ 8 
5 4 D- 1 3 D+ 2+ D 9 

6 3 C+ 2+ 3 C- 4+ C 6 
7 1 D 3 D 0 D- 10 
8 10 C- 4+ 7 B+ 2 C+ 5: 
9 9 C 3 4 D+ 2+ C- 7 

10 2 C- O 1 6 - C 6 
11 5 D+ I 1 F D+ 8: 
12 2 A- 0 I A A I 

13 2 C 5 3 D- O D 9 
14 7 C+ 4+ 4 C+ 4+ C+ 5: 

IS 5 D+ 1+ 2 C- 3 D+ 8: 

16 2 C 5 2 6 I C+ j: 

17 5 6+ 1+ 3 6+ I 6+ 2= 
18 6 C- 3+ 3 C 1 C- 7-
19 8 C 3 2 D 0 C 6-
20 4 C+ 2 I D+ - C- 7-
21 5 6- I 6 B+ 2 6 3 
22 10 6 1.5 6 B+ 2 6 J: 

23 4 C- 3 3 C+ 3.5 C 6= 
24 4 6 3 6 6- 3.5 6- 4 
25 4 6+ I 4 C+ 2.5 6 3= 

* Experts were those who had mOTe than J 0 years eX{Jerience working with Inuit 
arcs, and novices were those who had less than 10 )'ears. However, the continuum 
was bipolar, with experts averaging nearly 20 years , and novices less than two. 

The table should be read with rhe fo llowing advice re columns: "#" refers to rhe 
number of the sculpture on table 1. "Ratings" refers to the number of rimes a piece 
was rated. "Ave ." refers to [he average grade or rating by groups of respondents, 
i.e., eX/JeTts, novices and all variance. "VaT." refers to the amount of disagreement 
within a group of resjxmdems, ranging from I to 5, e.g. , 0 is total agreement and 
5 indicates raring tlllried from A LO F. "~" refers to absence of variance when only 
one raring W£L~ given. "Overall Rac" refers to [he average of all ratings. 
"Overall Rank" rank orders ,he preference, for the pieces w make them comparable 
with the ranking from the Inuit, 

Though the statistical ana lysis has 
not been completed, "eyeball" variance 
for each group's evaluation of each 
piece is wbulated in Table 2. Variances 
from zero (comple te agreement) to 

five (complete disagreement ) are 
found. No. 16, for example, was rated 
A and F by two experts. This prelim
inary analys is contrad icts Swinton 's 
asse rtion. In general , there was far 
more variance in the experts' ratings 
(average range of variance for experts 
= 2.48; for novices = 1.68). 

Table 2 also shows that there was 
considerable agreement on the ranking 
of more pieces between the two groups, 
experts and novices, than within each 
group. T here were some significant 
exceptions, however. For example, 
no.2 (ivory swans from Repulse Bay) 
was rated higher by the experts (who 
gave it an ave rage of B) than the 
novices (who ranked it average 0+). 
No.8, however (the standing bear 
from Kuujjuaraapik) , was rated higher 
by the non~experts (B+) than the 

experts (C~), and this most attractive 
piece ( 17 responses) elici ted much 
greater variance with in the experts ' 
res{X}nse. Also no.3 (my snail) elicited 
almost total variance among experts 
(2 As, 2 Fs). No.22 (lnukjuak woman 

with string figures), the second most 
attract ive piece ( 15 responses). 
elicited relatively little va riance 
among the experts (1.5). 

In sum, this preliminary analysis 
demonstra tes that evaluat ions of the 
talent of Inu it artists by the world's 
experts in the field are significant 
in thei r minimal degree of overlap 
with regard to th is particular group 
of sculptures. 

VARIANCE OF RANK BY 
GENDER OF RESPONDENT 
Table 3 (arranged similarly to Table 2) 
compares rankings and variances 
between male and female participants. 
This ana lysis was made at the 
suggestion of one conference member 
who, afte r the experiment, noted 
that informal conversation with 
oth er participan ts suggested rhere 
had been more agreement among 
the women respondents than the men. 
Preliminary analysis corroborates her 
observation. A mong the women, 
average variance was 1.52. among 
the men, 2.0. However, a greater 
proportion of female respondents 
were novices. whose ra tings, as we 
have seen, showed a greater agreement 
than those of the experts. 

llle assert ion that evaluat ions might 
differ significantly be tween males 
and females was further borne out 
with regard to certain pieces. For 
instance, no.24 (Davidialuk's mytho~ 

logica l piece) received n ine votes 
from men (average = A) but on ly 
one (an F) from a woman. No.1 
(Puvirnituq bird in Cape Dorset stone) 
was rated B+ with little va ri ance by 
fou r men, and D- wirh little variance 
by th ree women. 

DISCERNMENT OF 
NON-INUIT PIECES 
The exper iment included two pieces 
not made by Inuit (see Table I). The 

fi rst, no.9. was a model white whale 
made by a G rear Wha le River Indian 
in 1964 in rock usually used by the 
Inui t of G rea t Whale. obtained from 
the Belcher Islands in Inui t territory. 
Stylistically, the pi eces docs not 
resemble any known Inui t fo rm. but 
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A sitting bird with raised wing, 
1967, by lsopik Qumo Igouio , 

Puvirnituq (medium grey 
Puvirnituq stone). 

!:::".-J<~'"" n'l.r<llJ.. ,-l'-...Jr c 

!:::.r't\ "'L '-...In. 1967. !:::. ...... N dL 
!:::.~D-l.>-, )6\ 'l.cr ,<- ) IJ. 

A sitting bird, 1968, by Aisopik 
Qumo Igauio, Puvirnituq 

{mottled dark green Cape Dorset 
serpentine, inset is block vinyl 

record; 11 x.d. x 7 em}. 

!:::.'.-J<~'<- n'l.r<l <lo, 1968. <1!:::. ...... N 
dL !:::.~t>l.>-. )6\ '\.cr<lo)"· 

A snail carved by Nelson 
Graburn. Only two participants 

in the experiment at the Kingston 
conference identified it as having 

been mode by a non-Inuk. 

<1 l jL-.:!'I.'(J <11J. ...... a...l.>-t\crll. crt> ...... .. 
JI, • .>" J(. L ?!:::.a... '\...D' 

'bN·L.,<lo)t\cr'l...Dc p'l.\("r 
bcnLcn'-J c 

a... '- ...Ja...!:::.IJ.Ct>c....D-VL~c 
L.,a...l.>-t>"f"cr~\I,CV ...In 

!:::...D "fC)..DC• 
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resembles Indian wood carvings. 
Only one participant selected th is 
piece as non~ l nuit. (Interestingly, 
adult Inui t spot it almost immediately.) 
The second non~Inuit sculpture, no.3, 
was the snail that I made in the style 
and rock of Puvirnituq. This subject 
matter was chosen for an experiment 
in 1967 because of its unfamiliarity to 

the Inuit. Four of the 22 respondents 
spotted the snail as non~Inuit, pointing 
out that this creature is not found in 
the Arctic. Equally enlightening was 
the selection of other Inuit sculptures 
the partic ipants thought to be non~ 
Inuit no. 10, an imaginary carving 
from Puvirnituq (selected 7 times); 
no. 12, a gori lla from Cape Dorset 
(5); no. 23, a Baker Lake rabbit (4); 
no. 4, an abstract bird by Miki of 
Eskimo Point (4); no. 13, a Holman 
Island o ld-fashioned couple (4); 
no. 15, a rectangular Coppermine 
cribbage board (3); nos. 2, 7, 8, 16,20, 
22, 24, 25, (I selection each). 

With one exception (no.4, the 
bird by Miki, whose style is familiar 
to most experts), preliminary analysis 
of audience reaction to the sculptures 
revealed that experts demonstra ted 
no greater discernment of "Inuit-ness" 
than did novices. In general , the 
pieces selected as non~Inuit were 
from less familiar locales or were in 
a style not associated with the local 
communi ty from which it carne. 

DISCUSSIONS AND 
CONCLUSIONS 
It is only fair to point out a possible 
bias in the research sample and its 
possible effect on the responses of 
professionals to the test exhibition. 
As one of them noted, this collection 
of portable Inuit sculptures was not 
of homogeneously high qua li ty (in 
fact, a major considerat ion was that 
it not be). They had more difficulty 
rating the pieces than they would 
have, had the collection consisted 
solely of excellent examples. That 
said, the tentative results of the 
experiment are provocative. Nearly 
everyone was able to rank some 
pieces as "best" and others as "worst," 
and the rankings are by no means 
random. In a few cases there was a 
high degree of agreement with regard 
to the quality of the pieces. 

From this ana lysis it is possible to 

draw the following conclusions: 



(top) A swimming white whale, 1964, by artist unknown, Naskapi-Cree Indian , Kujiuaraapik (very fine-grained Belcher Island stone; 25 x 5.5 
x 4.5 em). This is one of two non-Inui t pieces in the portable exhibition. Usually, only the Inui t could identify it os such. The piece resembles on 
Inuit carving both in subject matter and style, although the execution is somewhat more crude. 

Q. "'j)Q, 'b~dQ,)Q, 'PQ. ... ....)l.,Q" 1964. [>Q. '-c:-"'JC L.."Q.7t>crd. J-.!<l~N 

1, Sub-groups broken out by the 
cr iteria of gender and experience 
showed considerable vmiance in 
evaluation of exce llence and ta lent. 

2, There was more variance among 
expens than novices with regard 
to assessments of both qua lity and 
"Inuit-ness_" 

3. There were more d iffe rences 
between the responses of men 
and women than between experts 
and novices, 

Gorilla, 1968, Timooti (Timmun 
Alariaql, Cope Dorset (grey-green 
$E!rpentine; 3.5 x 3.3 x 1.7 in.; 
collection of Nelson and Katherine 
Graburn). 

J\"\. <lL. 1968. n" JCn (n" f 
<lL(\. <]Q, l. P'"L,ll <. 

My assertion is that white evaluations 
of Inuit artistic talent show a remarkable 

lack of agreement ... Inuit evaluations 
tend to be more consistent.. . 

4. Few part icipants of any sub-group 
could d istinguish between Inuit 
and non- Inuit pieces (on(y one 
person, a novice, correctly identi
fied both non-Inuit pieces). 

5. In comparison with similar 
experiments conducted among Inuit 
in six western Arctic communities, 
white individua ls' evaluations of 
this set of sculptures diffe rs greatly 
from those of the Inuit (Table 1) . 

6. T he degree of variance among 
the 22 white participan ts in the 
Kingston experi ment approximated 
that of other white experimental 
groups, expert and novice. The 
variance was marked ly grea ter than 
that shown among 100 or more 
Inuit respondents in 1976. Further 
to this last point, it is perhaps 
significant that in 1986 rhe 

A man standing beside a toll 
"flame," 1967, by Davidialuk 
Alosua Amittu, Puvirnituq (medium 
grey Puvirnituq stone; 12 x 7 x 4 em). 
Dovidialuk said that this is a portrayal 
af one of the last shomons, named 
Irqilak, who was in competition with 
the newly arrived missionaries. In 
order 10 keep his Rock from being 
attracted to the white missianary 
orders, he went up on a hill and used 
his magic powers to make a great 
flame burst from the rock. But he 
still lost his congregation! Davidialuk 
was well known for his portrayal in 
several media (sculpture, drawings, 
prints) of Inuit myths and legends. 
Detailed and well cal"\led, this piece 
is a good example af his work, says 
Nelson Graburn. 

<l'tl' Q. Y'Q,)Q, ll~d <lL~d(C L.,0'<la-. 

1967, CllNn<l...:l~ <lLr<l <lr<)Q" 
)t-. " crQ,)Q, 
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Table 3 

Rating and Variance, by Gender of Evaluators 

" Males* Females* 

Variance Grade Rank Variance Grade Rank 
1 1 B+ 3 .67 D- 10 

2 3 B 4 4 C 6 
3 3 B+ 3 .2 D+ 9 
4 2 D 10 1.5 D+ 9 
5 4.5 D+ 9 2 C/D 8 
6 2.5 C- 8 1.7 B- 4 
7 0 D- 10 3.5 D+ 9 

8 2.5 B- 5 I A- I 

9 1 D- 10 1.5 D+ 9 
10 0 B 4 0 B 3 
11 I D 9 1.5 C- 7 
12 .5 A- I - A- I 

13 4 C+ 6 .7 D- 10 
14 4.5 B- 5 4 B+ 2 
15 3 C- 8 2 C- 7 
16 3.5 C/B 5 [nor rated] 

17 2 AlB 2 7 A- I -

18 2.5 D 9 1 B- 4 
19 1 D 9 2.5 D+ 9 

20 2 C 7 2 B- 4 
21 1 B+ 3 .7 B+ 2 
22 1 A- I- I A- I-

23 3 C+ 6 3.5 C- 7-
24 1+ A- J- - F 10 

25 1.5 B+ 3 .5 B 3 

* Although men and women "agreed" on the rating of a number of the sculptures , 
and although [heir average scores might appear the same for anyone, they have 
different degrees of variaruc (agreement). On some items men and women dif
fered wearly , not only in (the range of) scores, bur in the amount of attention, 
i.e., whether the)' rated them at all. For instance, #24 was rated very highly by 
eight of the men but almost com/>iercly ignored by the women, getting only one 
"F." The scul/Jtures showing ver)' different ratings by men and women were (by 
number): 1, 2, 3, 6, 18, and 24. Furrher a1Ullysis of the types of sculptures 
which produced variations between men and women) and in which directions, 
will be most revealing . 

38 VOL.16, NO.3 FAll 2001 

experiments with this same 
set in five communities in the 

eastern Canadian Arctic and two 
in Greenland revealed that there 
was more vari8.I1ce among the 
younger Inuit than there had 

been among other Inuit who 
had been tested ten years earlier. 

In conclusion, these results may 

corroborate my assertion that white 

evaluations of Inu it art istic talent 

show a remarkable lack of agreement. 

In spite of recent changes, Inuit 

evaluations tend to be more consistem 

across time and space. 

The preliminary analysis of the data 

from the Kingston experiment has 

implications not on ly for the anthro

pology of art but also for the Inuit art 

industry. The growing number of Inuit 

buyers, probably by now the majority 

in cooperat ives of the Northwest 

Territories and Nouveau~Quebec, may 

be related to the alleged deterioration 

in quality of much of the art in the 

eyes of southern buyers and the mar~ 

ker. The results also argue strongly 

aga inst the existence of uni versa l 

criter ia for art judgments. They also 

suggest that there may be greater 

disagreement within the white art 

world than among a re latively 

homogeneous group of people like 

the Canadian Inuit, who are frequently 

confused and frustra ted by the appar~ 

endy capricious standards used to 

evaluate their art (d. G rabum 1975). 

Thus, when rhe Inuit ask me, as they 

often do: "What does the white man 

want?" I feel justified in replying: 

"There is no one white man; there 

are many and they do not all want 

the same kind of th ing." 

A cribbage board, 1976, by 
on unknown artist, Coppermine 
(medium hard Coppermine area 
stone; different coloured blocks 
glued together; 14.7 x 4.9 x 1.2 cm). 
This cribbage board is ordinory, 
carved in stone with no details or 
decorative elements. It is a typical 
example of subject motter created 
for the southern market. 

'PcnJe, 1976, "a.. 'tJ<lI)t\o-ll. 
'bt>rLSrt>",(,C)"", \d\.~Il.)1l. 

Photo: Eugene Prince, Hemst Museum 



f v. Megaw. London: Duckworth. 

! 1977 TakujaksaL An Exhibition of 
;: inuit Am as an EX/Jerimenr in the 

Central Canadian Arctic. Paper 
de livered at the annual meeting 
of the C::.nadian Ethnology SOCicty. 
Halifax, Nova Scotia. 

1975 "Some Prob lems in the 
Understanding of Contemporary 
Inuit Art." \''(lesrern Canadian Journal 
of Anthro/Jology 4, no.3, 63-72. 

Martijn, Charles A. 

1964 "Canadian Eskimo Carving in 
Historical Perspective." Anthropos 
59, 547-96. 

May, Pearson and Associates Ltd. 
1983 The Marketing of inuit Art 

An abstract bird, 1975, by Andy Miki, Arvia! (light grey stone; 11 x 8.5 x 3.7 em). 
A first-generation artist who become known for his abstract style, this carving is a 
cla ssic Miki. 

in Canada, and ,he Production and 
International Marketing of Inuit 
Carvings.Toronto: May, Pearson. 

[ Though it is not the main topic 

of th is paper, I should point out , 
like Turner (1963) , that the growing 
number of Inuit buye rs in northern 

cooperatives may have something 

(0 do with the recem downturn in 

market satisfacti on with much of the 
art that is coming out of the North 

(see May, Pearson et al. 1983; Myers 
and Sutherland 1986). While I 
disagree with Turner that the Inui t 

are unable to make good judgments 
of the qua lity of their work, I do 

agree tha t their judgments may not 
coincide with those of the gatekeep~ 

ers and tastemakers in the southern 

art market. I hasten to add that the 

latter have been inconsistent over 

the yems and, as this papcr shows, 
they remain so. 

REFERENCES 
Anderson, R.L. 
1979 Art in Primitive Societies. 
Englewood C liffs, New Jersey: 
Prentice~Hal l. 

Berlyne, D.E. 
1974 Studies in the New Experimental 
Aesthetics : Steps Towards an Objective 
Psychology of Aesthetic AfJl)reciation. 
Washington, D.C.: Hemisphere 
Publish ing. 

Boas, Franz 
1927 Primitive AT!. 

0,10, H. Aschehoug. Reprinted by 
Dover, New York, 1955. 

Child, 1.L., and L. Siroto 
1965 "Bakwele and American 
Aesthetic Evalua tions Compared." 
Ethnology 4, no.4, 349-60. 

Crowley, D.). 
1966 "An Afr ican Aesthetic." 
Journal of Aesthetics and Art Criticism 
24, no,4, 519-24. 

Gerbrands, A.A. 
1957 An as an Element o/Culture, 
Es{Jeciall), in Negro Africa. Leiden: 
E.) . Bri ll. 

Graburn, Nelson H.B. 
1986 Skills and Creativity, The 
Transmission of Artistic Ability among 
the Canadian InILit. Paper presented 
at the Conference on Cultural and 
Genetic Influences on the Artistic 
Excellence among the Canadian 
Inuit, Kingston, Ontario. 

1982 Experimental Anthropology, 
White Aesthetics and Inuir Art. Paper 
del ivered a t the annual meeting of 
the Canadian Ethnology Society, 
Vancouve r, British Columbia. 

1978 " 'I like th ings to look more 
diffe rent than that stuff did': An 
Experiment in Cross-Cultural Art 
Appreciation. " In An in Society, 
ed ited by M. G reenhalgh and 

Millard, P. 
1983 "Contemporary Inui t Art." 
Arts Maniwba, Winter: 24-31. 

Myers, M., and D. Sutherland 
1986 Inuit Art Foundation, Draft 
implementa[ion Plan, Ottawa. 

O'Neil, Lila 

1932 "Yurok ~Ka rok Basket \Vcavers." 
University of California Publications in 
American Archaeology and Ethnology 
32, no. L 1-184. 

Salvador, Mari Lyn 
1976 "The C loth ing Arts of the 
Cuna of San Bias, Panama." 
Ethnic and Tourist Arts: C ultural 
Expressions from ,he Fourth World, 
edited by N.H.H. Graburn. Berkeley, 
Uni versity of Cali fornia Press. 

1978 Yer Dailege.r Kuna Women's Art. 
Albuquerque, New Mexico: Maxwcll 
Museum of Anthropology. 

Turner, Evan 

1963 "Problems Confronting the 
Eskimo Artist." Canadian Art 4, no.2 . 

Wolfe, A. 
1969 "Social Structural Bases of 
An." Current Anthropology 10,3-28. 

This article has been edited from its 
OrigilUl/ format to conform to IAQ 5tyle. 

INUIT ART QUARTERLY 1 39 



Did you know? 
Artists are protected under the 

Canadian Copyright Act and 

you need their permission if you 

want to reproduce their work. 

The Inuit Art Foundation now 

offers a copyright service for 

Inuit art reproduction. We will 
contact artists on your behalf 

and obtain the consent required 

to use their artwork. 

Call Sheila Sturk-Green at 
(613) 224-8189 for more 

information about the service 

and our low rates . 
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Bear by 
MarkTotan 

Discover the rich heritage of Canadian Native & Inuit art. 
Visit our online gallery: www.canadianarttreasures.com 

The Mor~an Collection 
A rare opportunity to purchase some 
of the finest masterworks of the most 

renowned carvers of the Arctic 

Kla ... vak Osuitok, Paula, lukla. llktak, Judas. 
Charlie ugyuk Da\ie Atchealuh. f\braham Elunqat. 
V\anasie. Da\ Id Ruben. Temela. 'lick Si k/...uark, etc., 
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To viev .. the collection: 
www.esklmocoll ection .com 
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Thunder and Lightnjng II, 200 1, 
Germaine Arnaktauyak, 

Igloolik/Winnipeg 
(etching; 19.5 x 26.5 in.). 

b'-J <lL 'bt>LL~ ", 2001. "<!ro. 
<I'Q.. ""Ct>"J"", 6 I.JC"'''/t>6o.a-N. 

Photo: COOrlesy of Arts IndiM~ 

Fertility Moon, 2001, Germaine 
Arnaktauyok, Igloolik/Winnipeg 

(etching and aquatint, 
21.8 x 25.8 in .). 

r'''l6Ja.. .. C"'''''n'C t>JL"<! 'lo C'P' JC, 

2001. "<!ro. <1 ' 0.. 'lo Ct>"<!'lo, 
8 -JC"' ''/t>6o. a-I\~, 

Photo: (wtesy 01 futs Irduvi~ 

E X H B T o N S 

Germaine 
Arnoktouyok 
2000 Print 
Collection 
REVIEWED BY DOROTHY SPEAK 

Germa ine A rnaktauyok's la tes t 
portfolio of prints was released ro 

coincide with the millennium. The 
collection gives us a sampling of her 
asron ishing range of expression, which 
marries a ferti le imagination with a 
deep feeling for trad ition and legend. 
Perhaps best known as an illustrator 
of children's books, Arnakrauyok's 
formal srudies and her training in 
graphic arts at the University of 
Manitoba and other institutions 
have been a powerfu l influence on 
her style. Those fa miliar with rhe 
solo ex h ibition of Arnaktauyok's 
work at the Winnipeg Art Gallery 
in 1998 will reca ll a large body of 
impressive drawi ngs in black ink and 
coloured pencil . The most successful 
prints in this 2CXXJ portfo lio are those 
that faithfull y reproduce her fine 
talents as a draughtsman, her 
attention to na rrat ive detail, her 
convincing modelling of form and 
the sophistica ted rendering of space. 
At their best, such subj ects are full 

Arnakcauyok's source for th is 
subject matter is museum collections. 
Occasionally, her rendering has the 
wocxien, static qua li ty of artefacts. 

Strangely, many of the pieces in this 
portfolio have the awkward, tentative 
quality of Arnaktauyok's 1970s work. 
This seems particularly true of [hose 
combining the media of etching and 
aquatin t. Works in etch ing and 
coloured pencil, on the other hand, 
are consistently morc successful. This 
collect ion gives us glimpses of the 
genius of this remarkable artist, whi le 
fa iling as a whole to impress us with 
the strength of her work from the 
mid·1990s . .. 

Dorothy Speak is an an hislOrian 
andwnrer, 

Kakivait, 200 1, Germaine 
Arnaktauyak, Igloolik/Winnipeg 
{etching and coloured pencil; 16 
x 24 in,), 

b~P~6c, 2001, "<!r '" 
<1 ' 0.. ""Ct>"<!'lo, 6'.JC"" /D>6o.a-N, 

of energy and rich in iconographic 
reference. Thunder and Lightning 11 
(Fig.l) is one such work, At the ir 
worst, they lean towards the tri te and 
posterish, as in, fo r example, Fertility 
Moon (Fig.2). 

,-----------------------.~ 

Arnakcauyok's br illiant eye (or 
striking graphic impact has informed 
anmher, entirely differen t, aesthetic, 
as represented by the classically simple 
Kakivait (FigJ). This work belongs to 

a series of images developed over the 
past few years in which she transforms 
collect ions of simple objects such as 
hai r combs, ulus and needle cases 
into eloquent cultural icons. These 
often elegant composit ions are at 
once decorative and deeply spiritual. 
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E X H B T o N S 

Visions, an Inui t art exhibition 

featured at the Carleton U n iversity 
Art Gallery, is a selection of recent 
gifts donated by l ong~[ime Inuit an 

collectors John and Mary Robertson . 
It pays tribute to the recently deceased 

John Robertson's generous spiri t. 
As an administra tive officer at 

th e National Gallery of Canada, 

John Robertson became deeply 
involved in the burgeoni ng local 
and national art scenes. Wi th an eye 

to the future and a strong des ire fo r 
independence, he and h is wife Mary 
opened Robertson Galleries in down~ 

town Ottawa in 1953. Robertson 
G alle ries was to play an important 

role in the Canadian art scene. in 
fact, it was second only to the 

Canadian G uild of Crafts in Montreal 
in displaying and exhibiti ng the work 
of Inuit artists from across the Arctic. 

The gallery also represented many 
Aboriginal , Euro,Canadian and 

European artists, which made for a 
respected and eclectic showcase. 

As James Houston 's long, time 
friend and art dealer, John Robertson 

had a close link to developments in 
Inui t art. He enthusiastica lly supported 
Houston's work with the Inuit and 

went so fa r as to sponsor Houston's 
now,famous trip to Japan to study 
printmaking in 1958. 

Untitled (Walking Figure), late 

1970s, Irene Toviniq Kolvroq, 

Boker Lake (bone; dimensions 

unknown; collection of Carleton 
University Art Gallery; gift of John 

and Mary Roberston, 2000). 

<len"b "fC)<I. (/\r~)q'l. ..D 'J<lo-

1970n\ <l.6.(\:' Ct\ "" 0'" 9. b"" _R. 
"bL<J'"C)<l"". 

Photo: Co rleton University Art Gnllery 

• • 
I 

At the Carleton University Art Gallery Ottawa, Canada 
May 7 to August 26, 200 I 
Curated by Sandra Dyck 
REVIEWED BY JENNIFER CARTWRIGHT 
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The 1960s took Robertson on 
many trips across the Arct ic. He 
visited communities at Arct ic Bay, 
Kuujj ua raapik (then G reat Whale 
River) , IgIooIik and Baker Lake, all 
the wh ile collecting artworks and 
immerslng himself in northern culture. 

As an av id amateur photographer, 
Robertson documented his trave ls 
with thoughtful portra its and art istic 
landscapes of the North. A selection 
of these images accompanies the 
modest assortmem of the Robertsons' 
sculpture. The photographs, casual, 
unsemimemal depictions of the fr iends 
he met du ring his travels, give a sense 

Reflecting the Robertsons' taste 
for simplified works is an early piece 
by Rankin Inlet art ist John Tikrak 
(19 16- 1981) . Standing Figure is a 
seemingly archaic ivory work th8t is 
essemially Tiktak in nature. Like Miki , 
Tiktak uses minimal decorative etched 
lines to distinguish facia l fea tures in 
his stoic portrayal of the human figure. 
T he body of the piece is relatively free 
of any sign ifiers, yet an energetic and 
sligh tly naive quali ty is easi ly commu, 
nicated. Styl ized circular arms loop 
back towards the body and create 
oblong holes that echo the cav ity in 
the figu re's middle. Th is negati ve 

In an introduction to a catalogue 

of Inuit art that accompanied an 

exhibition in Korea, he described 

the Inuit artist as having an 

"uncluttered vision," a 
statement which perhaps best suits 

Robertson's own artistic choices. 
of h is passionate attitude. A wonderful 
complement to the more h igh ly 
stylized pieces in the exh ibition, they 
offer the viewer a rare and int imate 
view of one collector's experiences. 

In the years that fo llowed, 
Robertson would often be inv ited to 
reflect on h is experiences in the North 
and his understanding of Inu it art. In 
an introduction to a catalogue of Inuit 
art that accompanied an exhibition in 
Korea, he described dle Inu it an ist as 
having an "uncluttered vision," a 
statement which perhaps best suits 
Robertson 's own artist ic choices. 

Three works by A rviat art ist 
A ndy Mi ki (1918-1983 ) illustrate 
a preference for pristine forms. Miki, 
who is welt known for his blocky, yet 
surprisingly de licate, depict ions of 
animals, uses few or no indicators in 
h is work. Bird, Animal ml Hind Legs 
and Silting Animal arc no exception. 
TIle dull , rustic finish of the stone and 
a minimal li se of C(ched lines make 
the animals instantly recognizable, 
even in their two-dimensional "cookie 
cutter" formats. Miki's pieces echo 

John and Mary's love of simple lines 
and communicative works. 

space contrasts n icely with the so lid, 
posit ive space, held by [he dense 
chunk of ivory. 

Another nOteworthy piece in 
the show is Walking Figure by Irene 
Tavin iq Kaluraq of Baker Lake. O ne 
is immediately struck by the arresting 
and contemporary nature of [h is 
remarkable an tler piece. A female 
figure is depicted in part ial profile, 
her torso slightl y twisted. A well
defi ned, globular head stands atop 
a stocky, yet elegant neck. Subd e 
etched markings outl ine a compressed 
face with deep-se t eyes that are 
devoid of emotion. The eye fo llows 
the fi gure's outstretched arms to the 
lower rcaches of the ski rt, wh ich 
extends outward in a tr iangula r 
fash ion. Bold lines and delica te 
deta iling give th is piece a truly 
dynam ic appeal. The contemporary 
portraya l of the subject and the use of 
natura l mate rials make for a dramatic 
and curiously symbiotic work. 

Visions, curated by Sandra Dyck, 
was on d isplay at the Carleton 
University Art G allery until 
A ugust 26,200 1. ."... 

J ennifer Cartwright , former curator 
of Inuit an at the Carleton Universiry 
Art Gallery, now works at rhe Inuit 
Art Foundation. 

Untitled (Animal on Hind Legs), late 
1960s/ early 1970s, Andy Miki, 
Arviat (grey stone; dimensions 
unknown; collection of Ca rleton 
University Art Gallery; gift of John 
and Mary Robertson, 1998). 

<l(n'b'f'C)1l! ( cr~~n Q... 'f'~)Il!) . 

l\<lo-<'r~n"'JJ 

1960ncIN<lr~~n'" _.:fe 1970n\ 
<lOon r-p. <11(\ <l'. 
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Stories from the lives of 
Three Inuit Women 

Nancy Wachowich, in collaboration with Apphia Agalakti Awa, Rhoda 
Kaukiak Katsak and Sondra Pikuiak Katsak 

McGill-Queen's University Press, 1999 
295 pages, 34 illustrations 

REVIEWED BY MAUREEN FLYNN-BURHOE 

Amid the noise and laughter of 
everyday life' in their Pond Inlet 

homes, three women shared their life 
stories, taking turns speaking into a 
tape recorder. Apphia Agalakti AW3, 
grandmother, Rhoda Kaukjak Katsak, 
mother, and Sandra Pikujak Katsak, 
daughter, worked with Nancy 
Wachowich, a family friend and 
graduate student in cultural anthro l 

pology, on a collaborative project 
which culminated in this skilfully 
designed publication. The honesty 
of their accounts is remarkable. It is 

children] to see what our lives were 
like back then. I want them to sec 
what it was like for us. I want them 
to know" (p.IS) . 

Apphia's way of [eUing her story 
reflects her early life on the land where 
she lived according to an eco,calendar 
following seasonal resources. It seemed 
to Apphia that she spent most of her 
life walking. She began when she 
was eight, accompanying first her 
fa ther Arvaarluk, then her husband 
Awa, on hunting trips. Her accounts 
unfold in delightfully circular 

television) the education system 

and an increased non' Inuit presence 
reinforced the Euro,Canadian values 

that d ivided daily life into hours. 

Their life stories go beyond the doell' 
mentation of their personal histories, 
express ing heartfelt concerns about 
cultural identity as they personally 

confror:tt the changing faces of 
colonia lism in the North. 

At the time Rhoda was document, 
ing her life, in her mid,thirties, she 

had begun to realize the full impact 

It provides an invaluable resource in the 

detailed accounts of the everyday lives of 

three women who lived during a transitional 

period, but I cannot shake an unsettling feeling 
that something is missing 

a kind of subjectivity that does not 
conceal, dissimulate or defend itself. 

Apphia's storytelling flows from a 
desire to share the memories, painfu l 
and pleasant, that she had so carefully 
archived in her mind from her earliest 
childhood. Nancy vivid ly recalled 
the first afte rnoon of recordings, 
when Apphia explained: "1 want [the 
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pathways. Wachowich's content, 
rich appendix proves indispensable 
in unravelling relationships and 
situating people and events. 

Rhoda and Sandra recount their 
stories chronologically. Rhoda 
remembers her first primary school 

experience. Sandra was born in the 

1970s when telecommunications, 

of these changes. It was then that she, 
the successfu I career woman and 

mother, turned to Apphia to learn 
the sewing skills she had not acquired 
as a young woman. She realized that 

in the specific climate in which she 
lived, skin clothing afforded the best 

protection against the very real danger 



Storip.l1 trom tllp LIII(!.lJ of 

Three Inlltr WOl11rn 

SAQIYUQ 

of hypothermia; sewing was one of 

the most highly valued skills a 
woman could acqui re. 

Sandra preferred to wr ite most of 
her life stories on a notepad, which 

she then shared with Nancy. She 
was awakening to the realization 

that modern life did not accurately 
present her family 's history. "I always 
thought my grandparents lived in 

camps a long, long t ime ago. I always 
thought we had been living in a 

modernized world for some time, my 
family, I mean ." She came to realize 

that "today there's so much of the 
old ways in us. Even though we live 
in a se ttlement, I was born, I rea lize, 

just a breath away from the old life" 
(p.2S?). A t times she even yearned 

for her grandparents' life on the land 
in spite of the hardships and the fear 

of starvation. 

If one reads these stories with the 

class ic concept of culture in mi nd, 

the three generations would seem to 

Nancy Wachowich, in collaboraTi on with 

Apph ia Aga lakt i Awa, Rhoda Ka ukja k Karsak, 

a nd Sa nd ra Piku jak Katsak 

be moving progress ive ly away from 

an essentialized Inuit culture, a culture 

frozen in time. This concept measures 

the authentici ty of a cultu re in terms 

of an unattainable past for which 

preceding generat ions st ill yea rn , 

glori fying the stabili ty and immutabil 

ity of cul tural forms of express ion. 

But cul ture, by its li ving natu re, 

cannot be si tuated outs ide of time. 

It is part of an ongoing process of 

transformat ion generated by and 

generating new ideas, as well as the 

conservation and cherish ing of 

ancestra l memories and heritage. As 

Sandra eloquently descri bes it: "I'm 

not trying to be overl y sentimental. 

I'm not trying to dwell on the past 

to the point where I forget my life in 

the present" (p.256). This IS reflected 

in the ti rle of the book, Saqiyuq 

"shift ing winds" - and in the diversity 

of experiences shared by three 

generations of women. 

Wachowich 's role in th is project 
seems to be a textbook model of 
participatory research, emerging out 
of a friendship formed wi th the th ree 
women during he r fi rst stay in Pond 
Inlet in 199 1. The project was 
initiated in d irect response to a 
call for submissions from the Royal 
Commission on Aboriginal Peoples. 
After gathering the initial tapes, 
Wachowich spent a yea r working on 
the wmscripts, retu rning north for 
clarifi cations. 

Sandra complemented her notepad 
with some final concributions of [(lped 
songs and stories. She also played a 
more direct role in reviewing the drafts 
by flying to Edmoncon to work with 
Wachowich i.n November 1993. 
Between visits, they communicated 
long distance using every ava ilable 
method, from telephone to e- mai l. 

A long with a brief introduction 
in which she discusses what was 
behind the gathering of her subj ects ' 
life stor ies, Wachowich provides 
inva luable tools for the more curious 
reader: a detailed I ist of people 
memioncd in the book, a timeline, 
an overv iew of Iglulingmiut and 
Mittimatal ingmi ut culture, a list of 
the women's stories, suggested readings, 
a glossary of Inuktitu t terms, and 
more than a dozen photographs. 
Wachowich synthesized stories and 
provided overviews, but she did not 
interpret, theorize or analyze. 

T h is publication is more than 
accessible; it is a pleasurable read, It 
provides an invaluable resource in 
the detailed accouncs of the everyday 
lives of three women who lived during 
a transitional period, but I cannot 
shake an unsettl ing fee Hng that 
someth ing is missing. Perhaps it is in 
the genre ra ther than the content. 
The end of a I ife story doesn't provide 
a conclusion, and no broad brush, 
strokes are added to pull it in to the 
"dynamic relations of colonial history" 
(p.5). Every genre has its embedded 
restrictions, th ings that are absent. 
Wh ile zooming in on these 
intimate private stories of women, 
transformations in the cul tural and 
social landscape in the background 

fade slightly. --

Maureen Rynn-Burhoe is an art 
historian now working on her PhD. 
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UPDATE 

Sharing the arcti( spirit 
for two days in September 2000, 
foothilll School of Artl and Sciencel 
in Boise, Idaho halted artilt Kenojuok 
Alhevok o«ompanied by Jimmy 
Manning, manager of the West 
Boffin Eskimo (ooperotive in Cape 
Dorset, and hil wife, Pitloolala. 
Arctic Spirit, an exhibition at Boise 
State University that included leveral 
of Ashevak'l printl, had set in motion 
the chain of event that brought 
Ashevak and the Manningl to the 
IChool, a vilit to the exhibition with 
ltudent and a Ilide Ihow on (ope 
Dorset delivered by John Price, a 
Seattle collector. Thil WOI the first 
expo lure malt Itudent hod to landl 
in the for North. 

A temporary Itudio wal set up to 
accommodate 60 slulent, who worked 
in two shift of 30 each. Teacherl 
selected Itudent with a well·known 
interest in drawing and the other Ilot 
were chosen by lonery. SU\(ln Medlin, 
founder and director of the foothilll 
School, writes: "When Kenojuak lot 
down with her paper and pen, the 
studentl, luddenly Ihy, felililent. 

Jimmy \(lid later that they were worried 
that the ltudentl were 10 lubdued 
that they would not create anything!" 
Within on hour, however, "inspired by 
the fanciful bird drawn by Kenojuok, 
the Itudents started to produce draw· 
ings on thei' own." 

Students of the Foothills Academy 
in Boise, Idaho draw inspiration 
from visiting Cape Dorset artist 
Kenojuok Ashevak during a 
workshop at their schooL 
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Kenojuok Ashevok works on a 
drawing under the watchful eye 
of Foothills Academy orl student 
Jonathon Nalley. 
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Medlin considerl that "thil non· 
verbal teaching wOllpectaculorly 
lumllful." Communication WOI 
pollible in Ipite of the fact that Ashevok 
does not Ipeak Englilh. She laYl, 
"no instruction clouded their ability 
to limply watch and relpond." At the 
end of the morning, the ltuden~ had 
praduced over 50 drowingl. 

Manning spoke to the graup about 
the collaborative pnntm,king process 
in Cope Dorset. One ortilt does a 
drawing, another incises it in stone 
and leverol otherl do the inking and 
printing. Uling a Itonecut of one of 
Ashevak'l drawing, Manning demon· 
strated the pracell of pulling a print. 
He and Alhevok worked with the 
foothililltudentl and Itaff to produce 
print from the ltudentl' drawingl, 
uling cardboord collograph plates. 

(oiling the experience "remarkable 
in its lim~icity and ~ its effect: Medlin 
layl, "through a chance leries of 
event, we hod the opportunity to 
work with o"'tanding artiltl, explore 
printmaking, establilh some new 
pOllibilities for personal exprellion, 
learn about on unfomilior culture and 
make new friendl." 

Nunavut 2000 
Print Collection 
Paul Machnik, owner of Monueal 
printmaking Studio PM, uavelled to 
eight Nunavut communities in the 
yeor 1000 to collaborate with Inuit 
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across the territory on (] Nunavut 
2000 Print (ollection. The project, 
funded by the (anoda (ouncil 
Millennium fund, resulted in a collec· 
tion of six printl from each comm~ 
nity, editioned from drawings made by 
Inuit during Machnik'l visits. Machnik 
provided materials and instruction to 
anyone interelted during hilltaYI in 
Qikiqtarjuoq, Clyde River, Pond Inlet, 
Arctic Boy, Ha ll Beach, Igloolik, 
Kimmirut and Rankin Inlet, introducing 
them to balic etching and drypoint 
techniques. Machnik 0110 worked 
with Kenojuok Alhevok on a Ipecial 
print. The COliectiOll, \Ubti~ed Our 5lvry, 

WOI made oveilable for sole in Apnl 
1001, and a full set was scheduled to 
uovel to each porticipating community 
for exhibition. The collection il 0110 

being offered for dilplay in museums, 
(anadion embollies abroad and other 
venues unconfirmed at time of prell. 
"It'l re,lIy meant to be a Ilice of what'l 
happening up north," laid Ludmilla 
Armato of Studio PM, who worked 
on the collection. "Thil il the first 
time lome of these artists have done 
any art; otherl are well-eltoblilhed. 
We wonted the print to be 01 

authentic 01 JlOIlible, 10 we hod 0\ 

many people 01 pOllible work direciy 
on the plates, and we h,ve been very 
coreful to prelerve the original feeling 
of the work in the printing procell." 
The collection wal exhibited at 
Nunano Sunakkutoongit Museum 
in Iqaluit from March 31 to the end 
of April before beginning it planned 
tour of Nunavut communities. 
Jimmy Manning, manager of the 
print ltudiol at the West Boffin 
Elkimo (o-operative, Ipoke at the 
opening reception, along with several 
Iqaluit officiall. 

Avataq gets money 
to preserve histori( 
Nunavik (hur(h 
Avotaq (uiturall"'titute receniy 
received a $15,000 grant hom the 
federal government to help preserve 
Kuuiiuoraopik'l 5t. Edmund'l (hurch 
and itl content. The church il the 
hiltoric centre of the Anglican million 
of Reverend Edmund 1. Peck, who wal 
instrumental in popularizing the Inuktitut 
Iyllabic method of writing in the 1870s 
wh~e living in KLRJiiuoroo~k, uanslating 
the Bible into the new form of writing . 
Now abarnf'ned for a lorger one in the 
community, the church hal been UIed 
over the yeorl 01 a Itorage IpOce for 
Inuit artefact, which will be included in 
Avetnq'l preservation program. 

Study fo(uses on 
Nunavut (a rver 
lung health 
A ltudy of the lung health of Itone 
corverl in Nunavut il being led by 
reseorcherl from the Univerlity ,f 
Alberta with long-sought funding of 
over $400,000 from Health Canada. 

The fine dust created in the corving 
procesl has been circumstantiol~ linked 
to lung concer and other relpiratory 
lillnessel. Carverl ohen decide not to 
wear malks becouse of their tendency 
to fog up in the cold. "Although 
health awareness among carvers hal 
really increased over the POlt 10 
yeorl, there are Itill many carverl 
who don't r",lize the importance of 
lafe carving practicel: laid 
Morybelle Mitchell, executive director 
of the Inuit Art foundation, on 
organization which has exerted effortl 
lince the early 19901 to educote 
corverl about the hozordl of their pro
feslion. "We're very glad to heor that 
thil problem il finally getting \(Ime 
scientific attention," 

The communities of Boker lake, 
Gjoo HClVen, Toloyook and Cope Dorset 
were cholen 01 focus lites for the ltudy. 
Uling questionnoirel, lung function 
testing and XiaYI, researcherl are 
comporing the health of two groups of 
300 to 400 people aged 35 yeorl or 
older, one of carverl and one of non-



A recently launched University 
of Alberto study will examine 
the effects of carving on the 
health of Nunovut ortists' lungs. 
Many carvers have become 
aware of the potential ill effects 
of breathing stone dust and now 
wear masks to protect themselves. 
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corvers. The project will be led by 
Dr. Patrick Hessel, director of the 
University of Alberto's epidemiology 
progrom. "We wont to work with the 
CONers to minimize the harmful effem 
carving may have on their health," 
soid Dr. Hessel in a prepared stotement. 
"If our research shows that carving is 
causing respiratory problems, we con 
possibly begin to develop dust masks 
that will work in the cold." 

Governor General 
tours Nunavik 
Governor Generol Adrienne Clorkson 
mode her first official visit to Nunovik 
in March 2001 in a whirlwind tour 
facUling on the rich culturol heritoge of 
the region. (Iol<son, whose interests in 
(onodion ort, culture and multi· 
culturalism are well known, stopped 
in five communines in northern Quebec 
She was accompanied on her tour by 
populor Inuit country music singer 
luson Aglukork, fresh from her own 
tour of schools in the Kivolliq region of 
Nunovut. The poir's schedule during the 
weekjong visit included oppeorances at 
schools, a dog-sledding adventure, 
a skidoo ride and a lesson in igloo 
building. The governor general was 
entertained by Inuit games and songs 

and presented with on omoun> mode 
by Kuuiiuoq primory students and 
teachers . She visited Inuit corvers and 
presided over several community 
feasts. The visit morks the fi~t nme 
that a Canadian governor general has 
visited Quebec's orcnc region since 
Vincent MoSSllY hovelled to Kuujjooropik 
in 1956. ClorKsan and Aglukark spent 
most of their time in Kuuiiuoq, the 
region's largest community, although 
a day was devoted to visinng 
Kongiqsoolujjuoq, the site of a fatal 
New Yeer's EveoVtllonche in 1999. 
Short visits were paid to Inuk~ok and 
Puvimituq, and the official tour ended 
in the community of Sonikiluoq on 
Hudson Boy. A planned day trip to 
Kongirsuq, where the governor 
general was to meet with the boord 
of directors of Mokivik Corporonon 
and preside over a feast was concelled 
due to bod we<Jther. 

Jewellery program 
expands to 
Coral Harbour 
Arctic Nunovut College's papulor metal 
jewellery1110king progrom expanded 
into (oral Horbour this year. The 
progrom, already on insntution and a 
populor choice with ortists'i~troining 
in Iqoluit, Rankin Inlet and Cambridge 
Boy, was organized in (orol Horbour 
in January 200 I under the o",pices 
of the community's adult educotion 
progrom. Toronto instructor Susan 
Itopps introduced the basics of 
metalworking, to which most jewellery
making ortists in the community hod 
never hod access, using instead the 
more readily available materials of 
stone, bone and antler. The first 
semester ended April 3, at which time 
the coordinal",s hoped to find oddinonol 
funding to offer the second semester 
needed for the II students enrolled 
to complete the progrom. 

Inuit elder and Igloolik 
filmmaker receive 
National Aboriginal 
A(hievement Awards 
Moriono Aupilardjuk and Zocharios 
Kunuk were oworded Notional 
Aboriginal Achievement Awords for 

200 I on Morch 16. Aupilordjuk, 
a Rankin Inlet elder well known for 
teaching hodinonol knowledge and 
dispensing advice to government 
leaders, received on oword in the 
Heritage and Spirituality cotegory. 
Kunuk, the co-founder of Nunovu!'s 
fi~t independent film company, 
Igloolik Isumo Productions, and a 
pioneering Inuit filmmaker, received 
his oword under the cotegory of Media 
and Communicotions. Kunuk's most 
recent project, Atanor;ua', the first 
Inukntut·longuoge feature1ength film 
ever to be released, was honoured 
with the (omero d'Or oword at the 
(annes Film Feshvol (see "Inuit film 
honoured at Cannes," below). The 
owords were presented at on evening 
ceremony held at the Northern Alberto 
Jubilee Audrtorium. The ceremonies, 
which included performances bV such 
acts as Kry>tle Pederson and Lorre 
Church, were broodcost on (Be 

Oviloo Tunnillie at 
spring Qaggiq 
Populor (ope Dorset artist Oviloo 
Tunnillie visited Ottowa at the end 
of Mav. Tunnillie come south to 
participate in the non-profit Inuit Art 
Foundation 's annual spring Qaggiq, 
a public event celebronng Inuit art and 
culture on June 2. She and the directo" 
of the fou ndation, all ortists from 
communities across the Arctic, gave 
public demonstronons of their orts 
throughout the day to the sounds of 
throotsinging and drumdoncing. 
"Qaggiq is a wonderful and rore 

opportunity for the southern public to 
meet Inuit orhsts foc~to-face: soid 
Marvbelle Mitchell, execunve director 
of the foundahon. "Th~ is especioliV 
true of Tunnillie, who has hod most 
of her publicity and exposure on the 
West Coast. We were happv to give 
the eastern public a chance to meet 
her personally and better understand 
her work: 

Carving demonstronons and a show 
and sole of Inuit ort and croft connnued 
throughout the doV, and several special 
events also took place: Qoggiq's 
opening ceremonies featured the lighnng 
of the qudlik by elder and foundonon 
president Okpik ~tseolok, drumdancing 
bV Kendra 10goona and a throo~nging 
performance bV sisters KathV and 
Korin Kettler. After on orcnc tea, 
Tunillie, Nunovik corver Mattiusi 
Ivaituk ond Pitsealak gave ofternoon 
slide tolks discussing their coreers ond 
work. A morning workshop provided 
15 peaple with the opportunity to 
construct on inuksuk under the guidonee 
of Henrv Kudluk. The honds1Jn session 
facm on the history, signmconee and 
proper construcnon of the inuksuk. 
The public was olso invited to bring in 
their domaged stone sculptures to be 
assessed ot a repoir clinic held ortSite. 

Participants in the inuksuk
building workshop, held at 
Spring Qoggiq 200 1 , admire 
the frujt~ of their labour. 
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Throotsingers Kathy and Karin 

Kettler provide entertainment 
during the opening ceremonies 

of the Inuit Art Foundation's 
Spring Oaggiq 200 J . 
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New cultural centre 
for Kuuiiuaq 
Kolivik Regional Governmenl is in 
the process of pulling logether funding 
10 build a new $8 million cultural and 
conference centre for Nunovik's largesl 
community. The centre is planned in 
part because Kuujjuoq will hosl the 
August 2002 Inuil Circumpolar 
Conference (ICC) general assembly, 
an event which tokes place only once 
every four yeors and draws Inuit 
delegates from the Russian, Alaskan, 
Greenlandic and Canadian Arcncs to 
discuss social and cultural issues. The 
new centre will incorporate (] cinemo, 

a visitor centre and office spme for 
the municipality and Nunovik Tourism. 
The ICC execunve met in Kuujjuoq in 
March to help plan the community's 
preparations for the assembly. 

Students graduate 
from (ITP 
On March 13, 2001, the student of 
the sixth Cultural Industries Training 
Program (ClTP) graduated in a 
ceremony held at the Canadian 
Museum of Civilization (CM(). A large 
crowd looked on as John Evaglok 
(Kugluktuk), Kalherine Galton 
(Pangnirtung) ond Soroh Nongmolik 
(Arcnc Boy), received a certificate from 
the Inuil Art Foundalion, orgonizer of 
the program, ond one from Algonquin 
College certifying the complenon of on 
inlroductory course in exhibinon design. 
They also received a congratulolory 
commemorative certificote from Nunovul 
MP Nancy Karelak·Undell. Following a 
recepnon, the student officially opened 
Iheir exhibilion Inuit [eremonial 
[onneenans, the final component of the 
program, mounled allhe CMe. The 
exhibilion examined Inuil ceremonial 
artefoct borrowed from the CMe's 
collection. II closed on March 20. 

ClTP is a sixiflonth program for Inuil 
living in the Onawa oreo, inlroducing 
student 10 a variety of academic and 
praclcal subject, including the sociology 
and hislory of Inuil orl, retoiling theory, 
computers and communications and 
cultural sensitivity in Ihe orl hislorical 
setting. The course also encomposses 
a fiv~week wo~ plocemenl, Ihis year 
hosted by the Deporlmenl of Indian 
Affairs and Norlhern Oevelopmenl, 

Cultural Industries Train ing 
Program student Katherine Gofton 
works on a stone carving during 
a hands-on workshop given by 
coordinator Henry Kudluk during 
the six-month program run by 
the Inuit M Foundation. 
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the Natianal Gallery af Canada and Its works include the 13'port dramonc 
the Inuit Art Foundation. series Nunavut, set in the Arctic in 

Inuit film honoured 
1945, as well as several short dramas 
praduced for local television. 

at (annes The Cannes Film Fesnval, often 
The fiot feoture film ennrely in Inukntut, lauded as the premier film fesnval 
chosen for screening at the 54m Cannes in the world, was held fram May 9 
Film Festival, won the presngious to 20. Kunuk and Cohn travelled to 
Camera d'Or award, given to the best France to attend. 
film from a first·hme director. AlrJnaquat, 

Great Northern Arts the first feotur~length praducnon by 
Nunovu!'s Igloolik Isumo Praductions Festival update 
and Inuk director lochmias Kunuk, The Great Norlhern Arls Feslival, 
was screened under "Un Certain held annually in Inuvik, Northwest 
Regord," a calegory for nan{ompenng Territories for 13 years, has been 
films chosen for their interesting style honaured by two branches of the 
or conlenl. II was one of only four Conodion government in 2001. The 
Canadian feoture films to be officially feslivol was Ihe winner of the 200 I 
selecled for the 2001 feslival. Kunuk Anroclions Canada award for the 
was oworded $60,000 in prize money Northwest Territories in two mtegories: 
and an oddilionol $ 165,000 10 Allraclion of NOlionol or Internononol 
promote the film's Europeon release. Interest and Cultural Evenl. II compeled 

Atanaquot, which officially premiered for the nononol hie in these calegories, 
ollhe feslivol (after previous locol which were won by the ForI Henry 
screenings in Igloolik and Iqoluil), is Notional Historic Site and the Cellic 
the story of a man's struggle for suwival Colours International Festival. The 
in Ihe face of murder, betrayal and 
supernatural forces, sel in ancienl Igloolik Filmmaker Zacharias 

Igloolik. The script, wrinen by Ihe lole 
Kunuk (right), whose 2000 film 

Atanarjuat won the prestigious 
Paul Apak, was woven from versions Camera d'Or award at the 

of the myth told to the producers by Cannes Film Festival, with the 

eight Ig loolik elders. Over 60 
film's late scriptwriter Paul Apok 
during the first leg of filming. 

Iglulingmiut were employed during 
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(,n, di,n Mint will olsa honour the 
fesn,,1 by including it in the upcoming 
Fesn"ls of (anodo coin edinon. The 
series, celebroting estoblished fesnvols 
of each province ond territory, will be 
released through 200 I, 2002 ond 
2003. The Greot Northern Arts Fesn,,1 
coin, 0 50<ent ~erling collecto(s pi"e, 
will be the 13'; ond finol coin in the 
series. The 2001 edinon of the fesn,,1 
took ploce luly 13 to 22,2001. 

PEOPLE 
Korim Rholem lounched the photo 
book U"ttinnit: The People 01 the 
For North an Morch 12 ot the (ofe 
de l'Usine ( in Mantreol. Rholem 
took the 35 photos included in the 
book between 1994 ond 1997 while 
living in Iqoluit ond trovelling through 
(orol Horbour, Arviot, Arctic Boy ond 
Grise fiord, where he stoyed with Iotol 
fom ilies ond invited peaple to pose 
in his portoble studio in their fovourite 
troditionol dothing. Eoch photogroph 
includes 0 comment from the model, 
os well os notes on clothing styles by 
Betty Koboyoshi Issenmon, outhor 
of the Inuit dothing book Sinews 01 
Survival. Issenmon olso wrote the 
book's introduction. It wos published 
in 2001 by Montreol's Editions inter· 
notionoles Aloin Stonke. 

Greenlondic Inuk Korl, Williomson 
wos recent~ nomed exe(Unve diroctor 
of the research group Arctic Institute 
of North Amerien ot the University 
of Col gory. Williomson is currenMy 
working on her PhD ot the University 
of Aberdeen. 

Grophic ortist Germoine Arnoktouyok 
reloosed her R"t print collecnon in over 
two yea" in Morch 200 I. Arnoktouyok, 
or~inolly from Igloolik but now living in 
Winnipeg, colloboroted with Montrool's 
Studio PM in printing 18 limited 
edinons. Arnoktouyok's work hos been 
footured in 0 solo exhibition ot the 
Winnipeg Art Gollery ond her work os 
o children's iIIustrotor is well known. 

lewellery ond metols professar Donold 
Stuort will be invested with the Order 
of Ontorio in December. The oword, 

which will be given to 25 recipien~ in 
2001, recognizes those who hove 
onoined the highest stondords of 
excellence in their fields. Stuort wos 
honoured in port for ininonng the weav· 
ing studio in Pongnirtung in 1969, 
ond serving os i~ mentor unnll972. 
In 1995, the community celebroted 
his "dediconon ond contribunon to the 
peaple of Pongnirtung." "It is 0 thrill," 
he said, 'to be the founder of 0 mojor 
ort centre thot now, 30 yeors loter, 
is the largest hond-weaving studio in 
Conodo.· The studio's work, now port 
of the Uqqurmiut Art ond Croft 
(entre, will be featured in 0 mojar 
2002 retrospecnve ot the Conodion 
Museum of Civilizotion. 

Iqoluit Inuk writer Ann Honson is in the 
process of wrinng ond producing 0 film. 
HonSCln hos hod some film experience, 
starring in the film producnon of lomes 
Houston's novel White Dawn in 1973 
ond writing ond producing severol 
eduennonol ~deas about sociol issues 
affecnng Inuit. Her lotest film project 
will be a documentory obout the Inuit 
woy of life from the Inuit perspective. 
She oims to creote on Imox,tyle film 
for distribution the world over and is 
now seeking fu nding from Inuit ond 
governmental organizations. 

American computer mogul Bill Gotes' 
choritoble Bill ond Melindo Gotes 
foundotion gove 0 S486,000 gift 
to the Government of Nunavut to 
provide 27 computers with Internet 
occess to II public librories ocross 
the territory. The gront olso covers 
two laptop computers, which will 
trovel from community to community 
for educononol purposes, ond 0 week 
of troining in Seattle for librory worke". 
The gift comes ofter some confusion 
in 2000 when the Government of 
Nunovut foiled to provide coherent 
spending proposols for 0 similor gront 
proposinon from the foundanon, which 
proOOes funding for educononol and 
heal th ininotives. 

Arnst ond outhor lomes Houston 
recently celebroted his 80th birthday. 
Houston is perhops best known as 

an early ond tireless promoter of Inuit 
ort. Encountering Inuit ort during trips 
he mode to Nunovik, he convinced 
southern promoters thot Inuit corvings 
could be morketed in the South. 
Houston also initioted printmoking 
octivities in the North, working with 
ortis~ in Cope Oo",t for 0 number of 
yeors ond helping to produce the 
eorly, very successful collecnons. He 
lived in Cope Dorset lor several yeors, 
working with the community's ortis~. 

Vivione Groy returned to her post os 
chief of the Indion ond Inun Art Centre 
at the Deportment of Indion Affairs 
and Northern Development (DiAND) in 
Morch. Groy wos interim chief of the 
Aboriginol Secretoriot at the Canodo 
Council for the Ar~ for two years ond, 
at nme of press, hod not been reploced. 

Suson Gustovison left her post as 
curotor of Inuit and First Notions ort 
ot the McMichoel C,nodion Art 
(,lIection ot the end of februory. The 
move follows the Ontorio legisloture's 
possoge of the controversiol Bill 112 
in November 2000, which returned 
considerable control over the gollery 
to the originol collection's donors, 
Robert ond Signe McMichoel. The bill 
was designed to reinstate the gallery's 
original 196S mondote to collect ond 
exhibit primorily works by Group of 
Seven artis~ and their contemporanes. 
"I was no longer comfortoble represent· 
ing the gollery to the public because 
of Bill m: soid Gustovison. "I don't 

Artist, author and Inuit ort 
promoter James Houston 
celebrated his 80th birthday on 
June 12, 2001. 
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believe the chonge of mondote ond 
government is in the best interes~ 
of the gallery, in either the short or 
long term." Returning to the 1965 
mondote may throw into quesnon 
the future of the gollery's significont 
Inuit ond first Notions ort collecnons, 
omassed in the yeors when i~ ocquist 
tion ond donation occeptonce policy 
wos more broodly defined. 

Northern filmmoker lohn Houston 
premiered his film Nulia;u!: Mother 
01 the Seo Beas~ ot the (onodion 
Museum of Civilizotion (CM() on 
August 23. Houston is the son of 
well·known ortist, outhor ond Inuit ort 
promoter lomes Houston. His firs t film 
wos the 1999 oword-winning Songs 
in Stone: An Arcnc Journey Harne, which 
olso premiered ot the CMe Nulio;u! 
wos filmed over severol months of 
shoots in the communities of Iqoluit, 
Ronkin Inlet, Kugaaruk, Pangnirtung ond 
Igloonk ond at the Canornan Museum 
of Civilizonon in Hull, Queboc. Houston 
worked closely with severollnuit elders 
during the plonning ond filming stoges 
of the project. 

Houston also opened the Donald 
Walp Collection 01 Inuit Art exhibinon 
ot the Fred Jones Ir. Museum of Art 
ot the University of Oklo homo on 
february 27. He gove 0 lecture ot 
the opening ond screened Songs in 
Stone. Wolp gove 0 walking tour of 
the exhibinon. 

lale artist Victor Tungilik with John Houston on 
the Repulse Boy sel of Houston's latest fjlm, Nu/iojuk 
Mother of the Sea Beasts. Tungilik was on important 
source of information about the mythical sea 
goddess, says Houston. 
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110 Montague Street, Lunenburg, Nova Scotia 
1-8 66-634-8869 or 902-634-8869 
emai l: inu it@ houston-north-gallery.ns.ca 

.. PAIR OF M USKOX" 
Barnabous Arrasungaaq 
1990 
H 10", W 2.5", 06" 
H 3.5", W 1.25", D 4.25' 

"0-'tJ<lLt.C 

Inuit Art 
o R G N A L 

For dealers and artists 
Inuit Art Brochure 

www.northencountryarts.ca 
Multi·purpose brochure provides 

... up-fo-dafe in formation abollt lnl1ir art ,1Ild culture 
... dct,lth.lblc pand 011 which to record work 

Iqaluil , Nu 
BU)G -2';. Box 13t'4. 

Iqaluil. ~U 
XO,\ 01-10 
(1i67 ) 979-(0$7 

Otlawa, On 
21 Cbrenct:, 
On.l\\ .1. 01\ 
KI N W<i 
(6 13) 789-959 1 

\1(Ih.ilehorse, YT 
5 123 jrd A\I!" 
\,\lhllcilOr.><.:. )T 

Y1A lE6 
(1j{l7J M7-1B79 

... \\llidarion bo\ for dealer stam p or label 

For ordering information please contact: 
Inuit Art Foundation by phone 

(613) 224·8189 by fox (613) 224·2907 by email 
laf@fnutiart.org www.lnultart.org 



CONTEMPORARY INUIT AND NORTHWEST COAST 

IN TORONTO, 416- 922- 3448 

800- 435- 1046 

HOURS BY APPOINTMENT 

ART SPACE 
G A L L E y 

• COLLECTIONS CONSULTANT 

• EXHIBITIONS 

• MUSEUM EDUCATION 

• ART TOURS 

l4.RT 

PRESENTING A NATIVE PERSPEC TIVE THROUGH THE ARTS 



PRINTS CARVINGS BASKETS 
SEAL GUT RAINCOATS 

JEWELRY MASKS DOLLS 

669 Massachusetts Ave. Arlington, MA 

761-646-3939 

INFO@CR055ROAD5TRADE.COM 

INUIT 
IMAGES 
SANDWICH,MA 

We will be exhibiting and selling 
cOllector-quality works in a city near you 

this Fall . 

New1on, MA -- Sun. Sept. 16 

Valley Forge, PA -- Sal. Sepl. 22 

Bethesda, MD -- Sun. Sepl. 23 

Columbus, OH -- Tues. Sepl. 25 

Eagan, MN -- Fri. Sepl. 28 

Skokie, IL -- Sun. Sepl. 30 

SI. Louis, MO -- Tues. Ocl. 2 

Rye, NY -- Sal. Ocl. 6 

No. Haven, CT -- Sun. Ocl. 7 

Call or write for our full schedule with all the details. 
P.O. Box 308, Sandwich, MA 02563 (508) 833-8250 
www.inuitimages.com·in 



JUDITH VARNEY BURCH 
ARCTIC INUIT ART 

Canada Gallery 
Kingsburg. Nova Scotia 

902-766-4888 
inuiljvb@tallshipsca 

U.S. Gallery 
Richmond. Virginia 

804-285-0284 
inuitjvb@erols.com 

www.arcticinuitart.com 
"Culture on Cloth - Textiles from Nunavut" 

Canadian Embassy. Washington. D.C. - thru end of November 

"Power of Thought: The Prints of Jessie Oonark" -
IravellinQ internationally, check vvww.arctlcinui tart.com, 

for locallons and dates of the catalogued exhibition 

Early announcement July 12-17, 2002 -Judith Varney Burch will ana1n 
servc as the study guide for Smithsonian'S Arelle CruIse 



Your donations 
get into the right 

• 

.6.b~CjbnC= ikayuktiit 
Inuit Art Foundation = helpers 
Donations to the Inuit Art 

Foundation help artists obtain 

hard-to-get carvingstone from 

quarry sites, purchase tools, 

stone and safety equipment 

and attend carving and 

printmaking workshops in 

the North and South 

Patrons ($1,000 
or more) 
ACART 
Daniel & Martha Albrecht 
BWD Systems 
Ct~l ine Saucier 
Jean E. Sawtelle 
Elva Skuce 
Dorothy M. Stillwell 

Associates 
($500-$999) 
Cat herine & Phillip Evans 
Constance Gibson 
David, Nazie & Yasmin Harris 
Peter Jenn ings 

Supporters 
($100-$499) 
The Gunther and Inge 
Abrahamson Fund 
Janice Gonsalves 
Dr. & Mrs. Laurence S. Jacobs 
Dr. H.G. Jones 
Charles C. Kingsley 
Eilien Lebsack 
Gary B. Nelson 
Thomas CR. Proctor 
Jane Redmon 
Jean Stein 
Elizabeth Williams 

Friends ($1-$99) 
Pat Murphy 
Elizabeth Solis 

Please see the donation card in this magazine or contact: Inuit Art Foundation 
2081 Merivale Road. Ottawa, Ontario, Canada K2G lG9. rei: (613) 224-8189. E-mail : iaf@inuitart.org 

Canad ian and American donors are provided with tax receipts and all donat ions are acknowledged in Inuit Art Ouarterly. Charitable registration #121 03 3724 RR0001 



A T T HE 

Commercial Galleries 
Toronto's Isoocs/ lnnuit Gallery is 
closing its doors after over 30 yeors 
in business. Its owner, Avrom Isoms, 
a long-nme Inuit art dealer, is retiring 
from business. IsoO(5 was a key figure 
in the eorly pramotion of Inuit ort, 
one of the first southern dealers to 
feature the ornorm exclusively when 
he opened the Innuit Gallery in 1970. 
"His contribution to contemporary 
Inuit art and his unfailing enthusiasm 
for and promotion of the ornorm has 
been a very important foctor over the 
yeors," said fellow Inuit art dealer 
Pot Feheley of Toronto's Feheley Fine 
Arts. "He really hod the fi~t public Inuit 
gallery in the South and has been on 
outspoken defender of the ort. I hoven't 
see him os a compeMor so much as 0 

fellow supporter of the ortform. " 

Son Francisco gallery Images of the 
North recenJy changed locations. 
Owne~ Lesley Leonhardt and Helene 
Sobol moved the gallery to a more 
central location three blocks east on 
Union Street. The move took place on 
June I, 200 I. The reopening recepnon 
included a talk given by independent 
cumtor Roslyn Tunis. 

Nunotto Sunokkutoongit Museum 
held the fi~t exhibinon and sale of work 
by current and former instructors of 
Nunovut Arctic College's Fine Arts 
Program. The exhibition opened on 
May 8 and closed on the 29th A 
reception attended by several local 
artists whose work was included in 
the show took place on the 22,d 
The exhibition featured jewellery, 
ceramic and graphic work by 17 
artist-instructors, including Ruben 
Komongopik and Mathew Nuqingoq. 
Most of the works were available 
for purchase. 

Summer Tent, a 1960 print by 
Kiokshuk, is included in the solo 

exhibition of the artist's work, on 
display at the National Gallery of 

Canodo until October 28. 
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GALLER 

Arviot sculptor George Arlook travelled -* 
:l' to Toronto to attend the opening of 8 

his solo exhMon at the Guild Shop on ~ 
July 26. AIlook, who is known for his ~ 
distinctive, semiilbstract mpresentnlions 
of animal and human figures, stayed 
in the city to give a public corving 
demonstranon at the shop on July 28_ 
The exhibinon closed on August 19. 

Graphic ortist Kenojuok Ashevok 
attended the opening of a solo 
exhibition of her work and the 
exhibition Cross-Currenls: Cape 
Dorset in the 196Ds, both mounted 

E S 

by Toronto gallery Feheley Fine Arts, 
on June 2, 2001_ The solo show of 
Ashevok's work was mounted in 
honour of the unveiling of her star on 
the Canadian Walk of Fame in Toronto 
on June I (see obave) _ It included 
prints, drawings and sculptures by the 
celebrated ornst. Crass-Currenls, a 
wide;onging colleenon of works from 
the prolific 1960s in Cope Do~et, 
included mare than 90 print>, drawings 
and corvings by featured ortists such 
as Pouto Soilo, Parr, Osuitok Ipeelee, 
Pudlo Pudlot and Axongoyuk Shoo_ 
80th exhibinons closed on June 30. 

Av Isaacs in Baker lake c.1987 .(]< <1,61.,,-"" 'bLcr()<j"'r. 1987 

The (erny Inuit Collection Gallery 
opened in 8ern, Switzerland on 
March 29. The opening reception was 
attended by Ivujivik corver Mottiusi 
Iyoituk, Siberian throotsinger Olga 
Clonko and Canadian ambassador to 

Switzerland John Noble. Both Noble 
and Iyoituk spoke at the recepnon. 
Several welHmown figures were also in 
attendance, including the ambassadors 
to Switzerland, Sweden and the 
United States and the Russian 
embassy's charge d'offoirs. 

Publi( Galleries 
Two events were held at the Notional 
Gallery of Canada in conjuncnon 
with the miniilxhMon Close-Ups: Prints 
and Drawings by Pudlo Pudlat, which 
ran from Deeember IS to April 16, 
200 I. On February II, the public 
hod the chance to "Meet the Curator," 

and tour the Inuit galleries with Marie 
Routledge. On Januory 21, the gallery 
held a family workshop, intraducing 
children to Inuit myths and exploring 
the orcnc animal kingdom. 

The Inuit galleries are currently 

showing a mini-exhibinon entirled 
Kiokshuk: Images by a Hunter-Artist 
featuring 26 works by the first
generation (ope Dorset ((]fver, 

which opened April 26. Curated by 
Routledge, the exhibition includes 
sculptures as well as drawings and 
prints, which the ortist began 
praducing in the late 1950s. The 
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selected works, some drown from the 
gallery's permanent collection and 
some borrowed from the McMichael 
Canadian Art Collection and the 
Canadian Museum of Civilization, 
are mainly drown from the 1960s, 
the period in which Kiokshuk was 

most oclve, leading up to his death in 
1966. The Inuit galleries' "Qoggiq" 

educalonol orea is feoturing items 
connected to the exhibilon, including 
printmaking tools lent by the West 

Boffin Eskimo Cooperotive, a print and 
printstone, and the 196B documentory 
film Living Slone, which includes 

footage of Kiokshuk telling myths and 
stories. The show is scheduled to close 
on October 2B. It will be followed 
by a small exhibilon of work by 

Kenojuok Ashevok, which is set to 
run from November B, 2001 to April 
2002. Ashevok is scheduled to appear 
at the Nolonol Gallery on November 

10, when she will deliver a talk about 
her life and ort. 

A major exhibition of the entire 
Frederick and Lucy S. Hermon 
Native Americon Art Collection 
at the University of Delaware Art 
Gallery is slated for 2003, in 
observance of the United Notions' 
"Decode of the World's Indigenous 
People" and the gallery's 25 rh 

anniversary. The gallery ocquired the 
Hermans' colleclon, which includes 
200 Inuit drowings hom, among other 
places, Cope Dorset, Boker Lake and 
Holman, in spring 2000. 

The Gardiner Museum of Ceramic 
Art's recent exhibiTIon of work in 
cloy, entitled Earth Works, included 
Iwo works of pottery by Rankin inlet 
ceramists among its II pieces. The 
show, which opened at the gallery on 
february B, was originally organized 
for the 2000 World Expo in Hanover, 
Germany, where it was exhibited in 
the Canada pavilion. Designed as a 
sUNey of Canadian ceromic work from 
across the provinces and territOries, the 

Rank in Inlet ceramist Roger 
Aksaduak's Spring Celebration 
wos featured in the exhibition 
Earthworks at the Gardiner 
Museum in Toronto. 
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Over Rough Ice, 1989, Peter 
Aliknok, Holman (tempera and 
ink on paper; sheet 17.3 x 22 
in.; Frederick and Lucy S. 
Herman Collection of Native 
Americon Art; University of 
Delaware Art Gallery; accession 
oomb" 2000.0002.00151. 
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Standing Bear by an unidenti
fied artist and New Wing for 

the Shaman by Mattiusi Iyaituk 
are two of the works displayed 

in the Montreal exhibition 
Tumivut: Traces of Footsteps, 

organized by Avataq Cultural 
Institute to celebrate the rich 

cultural heritage of Nunavik. 
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exhibition included Roger Akloduok'l 
vase Spring Celebranan and Prime 
Okolik'l hond·built Horned Owl 
(featured on the Spring 1999 (Over 
of IA(J) among warkl by lu(h 
(eromiltl 01 Victor Ciconsky, Lourie 
Rolland and Koren Dahl. The exhibiion 
closed on Mar(h 25 with a publi( 
symposium examining current trends in 
contemparary (eromiCl, moderated by 
exhibiion (Urator lue Jeffries and the 
featured oril~ . Aksoduok travelled 
10Uth to paricipote in the Iympolium. 

The exhibition Turnivut: Traces of Our 
Footstepl opened in Montreal on June 8 
with a large r"epion. The exhibiion, 
curated by Louil Gagnon for Avotoq 
Cuiturallnstitute, il mounted in a 
Ipore provided at no (harge in the 
former Royal Bank Montreal head· 
quarterl in Old Montreat Featuring 
Nunovik art from the institute'llarge 
collertion, the exhibiion will close on 
O(tober 14. 

The mu(hilnti(ipoted exhibiion 
Ihowcasing the work of Boker Lake's 
Marion Tuu 'luq is ICheduled for 
O(tober 2002 to January 2003, with 
a planned touring itinerary beginning 
in 2003. The exhibiion will be guest 
curated for the gallery by Winnipeg's 
Marie Bou(hard, who has maintained 
a pe50nol reloionship with Tuu'luq 
far the pOlt 15 years. It is experted 
to Ihowcase 45 of Tuu'luq's textile 
works sele(ted from private and publi( 
North American collertions. A fu lly 
illustrated cotologue will o((ompony 
the exhibiion, with elsoys by Bou(hard 
and University of Western Ontorio 
oSlociote profeslor and former Boker 
Lake orts and uofts advisor Sheila 
Butler 01 well as on introdu(ion by 
Rounedge, who will coordinate the 
exhibit for the Notional Gallery. 

The exhibition Holman: Farty Ye0/5 
of Printmaking opened with a speriol 
members' preview condu(ted by 
curotor Darlene Coward Wight and 
Holman printmoker Peter Polvik 
on March 22 at the Winnipeg Art 
Gallery. An hour later, Conltonce 



Rooke, president and vice-<hancellor Boker lake's Josiah Nuilaalik, whose fram Holman/Cambridge Boy graphic in 1994, curoted by therr{MC curotor 
of the Unive~ity of Winnipeg, offi· work is re presented in the show. artist Elsie Klengenberg to illustrate of Inuit art Odette leroux. The 
cially opened the exhibition, which Bouchard was also present, as was the book of the Some tiNe (see review, travelling version began touring in 
provides a survey of work fram Lucy Eva, assistant manager of lAO Spring 1001). The p!in~, which 1999 with visits to several venues 
Holman, whose printmaking efforts IllIlmittokorvik. The AGO ~ coordinating were most recenNy exhibited 01 the in Taiwan. It includes works by 
began with the founding of i~ COOjlero the travelling show, which is booked McMichael (anadian Art (allectian in Kenojuok Ashevak, Pi~eolak 
live in 1961. A cotalogue is available for the (anodion (roh Museum in Kleinburg, Ontono hom Februmy 13 to Ashoono, Mayureok Ashoono, 
from the Winnipeg Art Gallery. The Vancouver on November 19,1001 to March 15, are eventually destined to Okpik Pilseolok, Qaunak Mikkigak, 
exhibition will travel. Januory 11 , 1001, and is tentatively decorate the new Kitikmeot Heritage Napatchie Pootoogook, Pitaloosie 

scheduled to stop at on undisclosed (entre in Cambridge Bay. They are Saila, OviIoo Tunnillie and lucy 
An Inuit Perspertile: Boker lake venue in Iqaluit at a later dote. It will scheduled to travel to the Prince of Qinnuayuak . .".. 
5culpfute, curoted by free lance curator close at the AGO on October 11. Wales No~hern Heritage (entre after 
Marie Bouchard for Itsorninakorvik: their stay in Japan, the length of which 
Baker Lake Heritage (enlre, opened The exhibition Elsie Klengenberg: The was undetermined at time of writing. 
at the Arl Gallery of Onlario (AGO), legend of Uvojuq will travel to Japan, 
from which the exhibition's ortwork where it opens on September 11 at The travelling version of the (onodion 
was drawn, on May 16, 1001. This the Canadian embassy in Tokyo. This Museum of Civilizalion exhibition 
unusual show feotures 33 artworks lostillinute addition to the exhibition's fsumavu!: The Artisnc Expression of 
from 33 Boker lake artists who chose touring itinerory meant postponing Nine (ope Dorset Women wi ll be 
the woo for the exhibition themse~es i~ scheduled display at the Grand shown at the Notional Ethnology 
and hod considerable input to the Forks Art Gallery in Grond Forks, Museum in Usbon, Portugal in 
design, textual content and focus of the British Columbia, where it was to open September 1001. The touring version, 
exhibi tion under Bouchord's stewardship. in the fall of 1001 and run to on which includes 91 works from the 
The official opening took place on unspecified dote in 2002. The exhibi· original exhibition, will run until 
June 5 with a private reception attended tion, which originally appeared in Oecember, with exocl doles to be 
by Cope Dorset ortists Kenojuok 1999 at the Winnipeg A~ Gallery, confirmed. fsumavut first opened at 
Ashevok and Jimmy Manning and comprises stencil prints commissioned the Canadian Museum of Civi lization 

BAKER LAKE 2001 
PRINT COLLECTION 

Participating GalierieslVenues 
Albers Gallery 
San Francisco, CA 
415·391·2111 

Aboriginart 
Toronto, ON 
416466-3800 

Ancestral Spirits 
Washington, D.C. 
360·385·0078 

Burdick Gallery 
Washington, D.C. 
202·986·5682 

Canadian Arctic Gallery 
Basel, Switzerland 
+4161 2632121 

Canuit Eindhoven, 
Netherlands 
3140415806 

Feheley Fine Arts Kulik Art Inuit 
Toronto, ON Quebec City, PO 
416·323·1373 418·692·6174 

Galerie d'art Vincent Loondance 
Ottawa, ON M. Tremblant, PO 
613·241·1144 819·6814884 

The Guild Shop Native Art Gallery 
Toronto, ON Oak~lIe , ON 
416·921·9415 905·845·5577 

Houston North Gallery Northem Images 
Lunenburg, NS Churchill, MB 
902·634·8869 204·675·2681 

Igloo Art Northem Images 
Montreal, Quebec Edmonton, AS 
514481·3313 403444·1995 

Inuit Gallery of Northern Images 
Vancouver Aoudla Pudlat Inuvik, NWT 
Vancouver, BC Shaminizing #2, 66 x 51 cm 867·777·2786 
604·688·7323 

Official opening: Friday September 7, 2001 
Canadian venue: Feheley Fine Arts Gallery, Toronto, On 

American venue: Albers Gallery, San Francisco, CA 

Northern Images 
Winnipeg, MB 
204·942·5501 

Northern Images 
Yellowknife, NWT 
867·873-5944 

NCN1h of Six1y Art Ltd., 
St. Andrews, NB 
506·5294148 

Pilar Shephard 
Art Gallery 
Charlottetown, PEl 
902·892·1953 

Spirit Wrestler 
Vancouver, BC 
604·669-8813 

The Upstairs Gallery 
Winnipeg, Manitoba 
204·943·2734 
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IN MEMORIAM 

JOHN K.B. 
ROBERTSON 
1915-2001 
Go feech ro me a pint 0' wine / An' fill 
it in a silver lassie / That 1 rna)' drink 

before 1 go / A service to my bonnie la~sie 

.. John Keefer Bissland Robertson, 

founder of Robertson Galleries in 

Ottawa and well~known Inu it 3rt 

dealer, died in Victoria, British 

Columbia on February 23, 2001. 

A dedicated family man, Robertson 

had been visiting his western family 

John, one of his four sons, his wife 

Clara, and their children. 

Family man, indeed. His wife and 

best friend of 56 years, Mary Molyneux 

Lockhart Gordon, travelled exten 

sively with her husband and accompa

nied him on many cxhi l(lrating buying 

trips to the Canadian Arctic. But as 

involved as his life was wi th the quest 

for and love of Inuit art, love for his 

family was his mainstay. 

Years before Frobisher Bay was 

renamed lqaluit and Nunavut cremed 

from Canada's eastern Arctic, John 

Robertson was travelling across those 

northern lands. In the late 1950s 
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and 1960s, he c ri ss;crossed from 

community to community, travelling 

sometimes with his friend James 

Houston, whose tribute to his "dear 

friend ... for nearly 50 years," was 

read by Jan Robertson at his father's 

memorial service in Ottawa on 

March 10. "John helped many 
Canadian artists, which was one of his 

most distinguished accomplishments," 

wrote Houston, referring a lso to his 

"gallery expert ise and constant ' 

good humouL" 

At that service, held at St. Andrew's 

Presbyterian Church where John 

Robertson had been an e lder since 

1953, a congregation of more than 300 

friends, artists and colleagues gathered 

to pay tribute. Art dealers and associ; 

ates came from Toronto, where he 

was born in 19 15. The associate 

curaror of Inuit art at the National 

Gallery of Canada (on which he 
wrote his master's thesis, "The 

Function of Our National Gallery 

and Development of a National 

Culture," and where John had 

worked unti l establishing his own 

gallery in March 1953) also attended, 

along with the current owner of 

John K.B. Robertson (!eft) in Toloyook with 

on unidentified artist (possibly Karce 
Ashevak), early 1970s. 

~.. <>'l., "'- (L."l>r <10-) C .... ...J 1«!<I'"r <1.6.' <'-e-~ 
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Robertson Galler ies, to whom it 

wassold in 1976. 

Accolades to his career read like 

a history of Canada's art and artists. 

Robertson Galleries was the second 

commercial art gallery to exhibit Inu it 

(then Eskimo) art in Canada, and, as 

Houston wrote, "the gallery played 

an important ro le in this Canadian 

art endeavour." People lined up for 

several hours before each opening. 

John Robertson was a founding 

member of the Canadian Eskimo 

Arts Council and its long- term 

president. He was a promoter of prints 

from the West Baffin Eskimo Co; 

operative. He hosted visi ts by the 

Queen Mother in the 1950, and by 
the Queen in 1970. He was friends 

with members of the Group of Seven, 

and with artists at the grassroots of 

Canadian art. His interests and exhi

bitions embraced artists from the 



Yukon, Northwest Territories, Q uebec 

and the coas ts of Newfoundland and 

Labrador. He was also a founding 

member of the Professional Art 

Dealer's Association of Canada (he 

served as pres iden t for several terms) 

and a founding member of the Cultural 

Property Export Review Board, with 

which he was assoc iated for more 

than two decades. 

Start ing with his first trips north, 

to Sanikiluaq and Kuujjuaraapik, John 

Robertson's great pass ion for Canada's 

Arctic, its vast land and its indigenous 

people, continued all his life. Long 

a£[er "retirement ," he continued to 

part ic ipate in local Inuit events. 

As the skirl of the pipes by the 

Stormont , Dundas and G lengarry 

High landers processed down th e 

church aisle on that memorable March 

morning, I couldn't help reflecting 

on parallels to Robertson's wit in the 

stanza toast above, taken from fellow 

Scot Robert Burns' A Farewell: "This 

was a brave and noble man indeed." 

Endorsing Ian's moving support ive 

eulogy to his father's "sharp eye," 

"keen intellec t" and "sense of the 

moment ," it seems fitt ing to conclude 

th is tribute to the shy, yet charismatic, 

John K.B. Robertson in the equally 

kind and gentle language of the Inuit 

of the eastern Arctic to whom he 

devoted so much of his life: "tJ. r:-'\.£)c 

JnL ~ b~r:-c.... "I.L": "Nearer my God, to 

thee, nearer to thee!" }anine Smiter 

EVA ADAMS 
1950-2001 
Eva Adams, well-known Inu it activist 

in the O nawa region, died suddenly 

on April 5, 2001. Diagnosed with lung 

cancer only a week and half before her 

death, Adams was mourned by more 

than 200 people at an April 9 memo~ 

rial service in Onawa. She was 

honoured at a similar event held in 

Iqaluit on the 13th. Adams had been 

pres ident of Tungasuvvingat Inuit (TI), 

a community socia l service organ iza~ 

tion and centre which helps Inuit 

adjust to life in the South and provides 

services and support sllch as daycare, 

counselling, socia l act ivit ies and 

traditional ski lls courses to [he Ottawa 

and, more recently, the Ontario Inuit 

communi ty. She was also act ive 

outside TI, support ing Inuit youth 

initiatives and workshops. Before 

moving to southern C anada, she was 

part of the group that established 

the A ilivik soup kitchen and thrift 

shop in Iqa lu it. 

MARY PUDLAT 
1923-2001 
Miaji Pullat (Mary Pudlat) was born in 

Nunavik (a rctic Quebec) and moved 

to Kingait (Cape Dorset) in the 19405. 

She married Samuill ie Pudlat and 

lived on the land with him and his 

two children. In 1960, Sam took a 

job at the West Baffin Eskimo Co-op 

and the family moved into town. 

Mary, who began drawing for the 

newly opened co~op print shop, was 

first pub lished in the Annual Dorset 

Graphics Collection of 1966. She 

continued drawing and printmaking 

unti l her death on February I I, 200 I. 

Pudlo and Osoochiak Pudlat were 

her brothers~in- Iaw and Pitaloosie 

Saila is her adopted daughte r. 

Mary's ea rly images were fantastic in 

nature, often of birds and imaginary 

beings, well detai led and centred on 

the page. Late r, her style became 

more illustrative as she packed the 

pictorial space with wonderfu l colour 

and detail. Favourite themes were 

domestic scenes of the woman's 

domain. Her strong narrat ive style 

recalled traditional and happy times. 

Jimmy Manning, manager of the 

cooperative in Cape Dorset, recalls 

mat her works on paper are stories 

from her life, showing love and its 

importance to all of us. 

In 1996 she wrote and illustrated 

her first book. Entitled Inuit Spring 

Time, this colouri ng book was an 

educational tool for the Inu it Child 

Care Program. Another storybook to 

benefi t the daycare centre, Lumaajuuq, 
was illustrated by Mary. In the last 

few years, the collaboration between 

the print shop and Stud io PM in 

Montreal enhanced Mary's graphic 

ta lents; her dimi nuti ve etchings and 

colourful lithographs were very popular 

with collectors. The more recent 

enthusiasm for origi nal drawings has 

raised her profile in curator ial circles. 

I first met Miaji in 1995 at the home 

of Timmun and Kristiina Alariaq. 

Barely reaching five feet in he ight, she 

had the most amazing body language, 

which made comm unicat ing easy, 

despi te my lack of inuktitut. Each 

summer I would take a small group 

of enthusiasts to her home in the 

seniors' project where we were 

welcomed with generous smiles 

and modest enthusiasm as she shared 

her latest drawings. TI1e house was 

like her work - neat and filled with 

personal treasures such as the won~ 

derful red lantern we recognized from 

an earlier prim of hers. 

As an artist, teacher and cultural 

leader, Miaj i has contri buted 

sign ificantly to her comlnunity 

and the peoplc of Nunavut. We 

are priv ilcged to know her th rough 

her drawings, prints and those 

precio lls moments we shared 

with her in Cape Dorset. 

Carol Hep/Jenstall 

Mary Pudlat, 1990. r<lc- > '-c...(. 1990. 
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EXH IBITIONS 
The Art of Research: Nebon Grabum 
and [he Aesthetics of Inuit Sculpture, 
guest cura ted by Roslyn Tunis with 
Nelson Oraburn, Phoebe A. Hearst 
Museum of A nthropology, 103 
Kroeber Hall , Berkeley, California, 
October II , 2000 to September 2001. 
Tel. (5 10) 643, 1193 

Holman: Forty Years of Graphic An, 
curated by Darlene Coward Wight, 
W innipeg Art Galle'll, 300 Memoria l 
Boulevard , Winnipeg, Manitoba, 
March 22 to August 19, 200 I. 
Tel. (204) 786,6641. 

Kiaksuk: Images by a Hunter,Artis!, 
curated by Marie Routledge, National 
Gallery of Canada, 380 Sussex Drive, 
Ottawa, O nta rio, April 26 to October 
28,200 1. Tel. (6\3) 990,1985. 

Tumivut: Traces of O UT Footsteps, 
cUfaccd by Louis Gagnon, organized by 
Avataq Culturallnsitute, at the Royal 
Bank, 360 St. Jacques Street West, 
Montreal, Quebec. June 8 to O:.wber 
14,200 1. Tel. (51 4) 274,9995. 

Kenojuak, CUrd ted by Marie Routledge, 
National Gallery of Canada, 380 
Sussex Drive, Ottawa, O n tario, 
November 8, 2001 to April 2002. 
Tel. (613) 990, 1985. 

Nunisavik: T he Place Where We Weave, 
curated by Maria von Finckenste in, 
July Papatsie and Debxah Hickman, 
Canadian Museum of Civilization , tOO 
Laurier Street, Hull, Quebec, opening 
February 2002 . Tel. (819) 776,7000. 

Marion Tuu'luq, guest curated by 
Marie Bouchard, National Gallery 
of Canada, 380 Sussex Drive, O ttawa, 
Ontario, October 2002 to January 
2003 . Tel. (613) 990,1985. 

TRAVELLING EXHIBITIONS 

The Tunit, curar.ed by Patr ic ia 
Sutherland and Robert McGhee, 
organ ized by the Canadian Museum 
ofCivil izacion , Hull , Q uebec. ltinermy 
Wellington Coun ty Museum, Fergus, 
Ontario, May I to September 2, 2001; 
DesBrisay Museum and Exh ibi tion 
Centre, Bridgewater, Nova Scotia, 
November 12,200 1 to February 3, 
2002; London Museum of 
Archaeo logy, Londo n , Ontario, 
March 4 to May 26, 2002; further 
scheduled venues will be published 
in future issues. Tel. (819) 776,7000. 

Iqqaipaa: Celebra!ing Inuit Art 1948,70, 
curated by Maria von Finckensre in, 
organized by the C anadian Museum of 

Civi lization, Hull , Quebec. frinel-aly: 
Eite ljorg Museum of Amer ican 
Ind ians and Western Art, 
Ind ianapolis, ind iana, June 9 
to September 30, 200 1; tentatively 
scheduled (or the G len bow Museum, 
Calgary, Alberta, fall 2002. Tel. (819) 
776,7000. 

An Inuit Perspective: Baker Lake 
Sculpture , curated by Marie Bouchard, 
organized by ltsarnittakarvik: Baker 
Lake Her iwge Cen tre and the A rt 
G allery of Ontario . Itinerary: A rt 
Gallery of O ntario, Toronto, OntariO, 
May 26 to October 21, 200 I; 
Canadian C raft Museum, Vancouver, 
Brit ish Columbia, November 29, 
200 1 to January 21, 2002 . Tel. (416) 
979,6648. 

lsumavtH: The Aniseic EXI)ression of 
Nine CaJ)e Dorset Women, curated 
by Odette Leroux, organized by the 
Canadian Museum of C ivil izat io n , 
Hull , Quebec. It inerary: Nationa l 
Ethnology Museum, Lisbon, Portugal, 
September to December 2001 (exact 
da tes to be confirmed). Tel. (8 19) 
776,7000. 

c A L E N D A R 

Elsie Klengenberg: The Legend of 
Uvajuq, curated by Darlene Coward 
W ight, organized by the Ki ti kmeot 
Heri tage Society, Cambridge Bay, 
Nunavut. Itinerary: Ca nad ian 
Embassy, Tokyo, Japan , from 
September 12 (closi ng date as 
yet to be determined); Prince of 
Wales Northern Heritage Centre, 
Yel lowknife, Northwest Terri tori es, 
dates to be confirmed; Grand Forks 
Art Gallery, Grand Forks, British 
Columbia, dates [Q be confinned. 
Tel. (867) 983,3009. 

EVENTS 
Cape Dorset artist Kenojuak Ashevak 
will give a talk at the National Gallery 
of Canada, O ttawa, O ntario, on 
November 10, 200 1. For mo re 
information, Tel. (613) 990, 1985 . 

Fall Qaggiq 2001, at the Inuit 
Art Foundation, Ottawa, Ontario 
October 27 Tel. (613) 224,8189. 
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Inuit Ar t ist Derrold TO::ll9r 
sculpture Sn9W 

August) I - I Qct9ber 2.00 I 

Artist will be ot the goller~ August:} I -Sept :} 
op~ni/Jg rccepllon Friday, 5-8 pm. 9:30-5:30 Sal-Man 

Oerrald Taylor is an Inu via ll1it Arti s t from 
Tuktoyaktuk, Northwest Territo ry, Canada. A native 
hunter, Derrald's sculpture is innuenced by his close 
ties to the land. He will be in the gallery all wccke,nd 

making ca rvings of the animals he knows so well. 
Derrald ha s been a featured artist in InUit Art 
Quarterly and joins liS from a one-man show spon, 
sorcd by the Canadian government in Ottawa. 

CAN'T MAKt TMt SM9WT Stt MIS CAI:.VINGS 9N QUI:. wr.~SITt, www.l9"90990"dforowO~.C9m 
Long Ago & Far Away· Fine Inuit and Native Art and Jewe lry . open ewry day. Green Mountain Village Shops 

Historic Main Street· Manchester Cente r, VT 05255· toll-free: 877-909-8794 . e-mail: longago@sover.ner 
CI r Clm!l ~ troditiQn-representlng Inuit .sc.ulpture slnc.e l!l'" 
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"Shaman Mask" 

13" x 7 1/2" X 4" 


