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EDITORIAL 

A Woman to Watch 

Ovilu Tunnillie is a woman 
to watch. Much will be writ
ten about this extraordinary 

artist, but what strikes me about her 
work is its paradoxical effect of both 
moving and, as Peter Millard (p. 20) notes, 
resisting the viewer_ There is an aloofness 
about Tunnillie's art but, at the same 
time, it provokes an affective response. A 
Pregnant Woman and Her Husband, com
plet ed during an Inuit Art Foundation 
workshop in 1992, moved a husband 
and wife visiting the studio to tears. 
And her Spirited Sedna - our cov er 
image - made me laugh when I saw it. 
I don't know what Tunnillie intended, 
but I find it a marvellous commentary 
on a Western fetish. Sensibly, Inuit 
treat breasts as functional, rather than 
sexual, objects. 

Tunnillie's nudes are particularly 
remarkable, because Inuit artists seldom 
portray private parts of the body in their 
work. My guess is that this is because of 
the combined effect of missionaries and 
merchants. The nudity Tunnillie depicts 
is unselfconscious and, apparently, with
out ulterior motive . But it is not neutral. 
Her people stand before us without the 
identifying clothes and accoutrements 
that define Inuit and contribute to the 
pervasive view that the past is more real 
than the present. (In what may be a con
cession to modesty, however, she puts 
shorts on her male figures, as in the 
example here.) 

Hundreds of Inuit carvers have end
lessly re-created a picturesque past: 
hunters and dog-teams, women flensing 
skins, and babies peeking out of parka 
hoods. Tunnillie gets beyond the pic
turesque to the humanity beneath. In 
the two-part sculpture above, for instance, 
she presents generic man and woman 
fulfilling their destinies. What this work 
conveys to me is that Inuit are, indeed, 
real people, with a rich, inner life. It also 
confirms that this remarkable woman is 
quietly and successfully breaking 
through some of the constraints that have 
shackled Inuit art. 

We feature another remarkable artist in 
this issue: Bart Hanna of Igloolik, who is 
so hungry to experience art that he went 
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A Pregnant Woman and Her Husband, 
Ovilu Tunnillie, 1992, Cape Dorset 
(Brazilian soapstone; 24 x 8½ x 5½; 
22 X 8 X 7 in.). 

to Italy to see Michelangelo's work for 
himself. Hanna depends upon selling 
his art to support his family, but feels 
he is also "called" to do this work. 

Appropriately, in an issue that seems 
to me to be about crossing boundaries, 
we have a comparative analysis from 
Amy Adams of some Povungnituk sculp
ture and Surrealist works from Europe. A 
review by George Swinton of two exhibi
tions - one of Inuit renditions of the 
face and the other of Matisse's Inuit faces 
- is another kind of boundary-hopping. 

Before signing off, I take this oppor
tunity to announce that the Inuit Art 
Foundation is now registered with the 
U.S. Internal Revenue Service. We are 
glad to be able to issue tax receipts to our 
generous American supporters. MM 
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FEATURE 

Surrealism 

FANTASTIC 
CARVINGS OF 
POVUNGNITUK 
AND EUROPEAN 
SURREALISM 
by Amy Adams 

fig. 1: Mythological Figure, Eli Sallualu 
Qinuajua, c. 1965, Povungnituk 
(grey stone; 15.5 x 13 x 5.5 cm; 

National Gallery of Canada). 

and Sulijuk: 

Vol. 9, No. 4 Wimer 1994 



mong the more well-known 
centres of Inuit art production, 
Povungnituk has the dis
tinction of being the area from 
which the "Fantastic" carvings 
of Eli Sallualu Qinuajua, Levi 

Pirti (Smith) and others emerged. The 
imaginative works of these artists go far 
beyond the limits of the ancient stories 
and legends from which other 
Povungnituk artists derive inspira
tion. Often referred to as "surreal," even 
"Daliesque," these carvings appear to 
have strong connections with the work of 
the European Surrealists - a suggestio n 
that may make Western art theoreticians 
uncomfortable. 

At first glance, the two traditions are 
different enough to seem irreconcilabl e . 
The Inuit works emerged from a rela
tively young culture, recently industri
alized and heavily influenced by Western 
culture. Its artists are "untutored," in the 
academic sense of the word, and even 
the concept of art in the Euro-American 
tradition did not exist in the Inuit expe
rience until the arrival of non-Inuit cul
tures. Consequently, it is difficult to say 
whether contemporary Inuit art is truly 
"Inuit," or an artificially induced phenom
enon. Surrealist works, on the other hand, 
emerged from an older culture. Heavily 
industrialized post-World War I society 
was already supported by centuries of 
technological progress and achievement, 
and its artists were generally well tutored 

lnuitArt 
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in the long history of European art. Add 
to these differences thousands of miles in 
distance and half a century in time, and 
it would seem that, theoretically, any 
connections between the two traditions 
should be taken as superficial, the result 
of coincidence. However, the similarities 
between certain Fantastic Inuit carvings 
and certain Surrealist works are so strong 
that, however improbable it might seem, 
the possibility of deeper connections 
between them must be taken seriously. 

Consider Mythological Figure by Eli 
Sallualu Qinuajua (fig. J) and Homme 
Arbre by Hieronymus Bosch /fig. 2). While 
the overall structure of Bosch's drawing 
is obviously different from that of the 
carving, the resemblance between the 
central figures is uncanny. Both are com
posed primarily of a bulbous body sup
ported by two knobbly projections; they 
assume a slightly hunched posture , with 
front appendages bent in almost the same 
manner. Both are a curious mixture of 
human and "other" parts, combined with 
deliberate accuracy and giving the 

fig. 2: Homme Arbre, 
Hieronymus Bosch, 
1450-1516, Netherlands 
(Graphische Sammlung 
Albertina, Vienna). 

impression that, in spite of their disparate 
nature , each figure's component parts 
belong together naturally. Dessin a l'Encre 
by Yves Tanguy /fig. 3) and Transformation, 
a carving by Levi Pirti (fig. 4), evince 
equally uncanny formal affinities. Both 
works could be composed of a single 
figure or a grouping of several figures. 
Each is pointed at the top and supported 
by several appendages at the base. Both 
compositions are punctuated by areas 
of negative space, and both appear to 
be sprouting numerous eyes, fingers and 
claws . 

Even stronger, however, are the rela
tionships between certain carvings 
by Eli Sallualu and certain paintings by 
Salvador Dali. The overall composition of 
Dali's Soft Construction with Boiled Beans: 
Premonition of Civil War, 1936 /fig. 5) seems 
to correspond to the structure of one of 
Sallualu's Fantastic figures /fig. 6). The 
angled line of the upper appendages and 
the large area of open space between 
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fig. 3: Dessin a / 'Encre, Yves Tanguy, 
1943 (15 x 12 cm; Pier re Mat isse 
Foundat ion) . 

fig . 5: Soft Construction w ith Boiled 
Beans: Premonit ion of Civil War , 
1936, Salvador Dali , c. 1936 (oil 
on canvas; 100 x 99 cm; Louise 
and Walt er Arensberg Collect ion, 
Philad e lphia Mus eum of Art). 

upper and lowe r body sections in Dali 's 
pa inting correspon d remarkably with a 
similar arrangement of line and space in 
the upper port ion of Sallualu's sculpture. 
1n both works, legs emerge where arms 
shou ld be, and vice versa. A characteris
tic fleshiness is evident in both figures, 
and even their toothy grimaces are simi
lar. Both are executed wi th obvious vir
tuosity and scrupulous attention to detail; 
every tone and contour is reproduced as 
if from a live subject. The bloated creature 
in fig. 7, another of Sallualu 's Fantastic 
figures, corresponds to the contorted 
pudd les of flesh in Da li' s Autumnal 
Cannibalism (jig. 8). The forms are truly 
soft-looking, each artist making expert 
use of poking, prodding and suppor ting 
devices to accentuate this effect. In par
ticular, the correspondence between the 
claw grasping the "face" of Sallualu 's 
creature and the hand kneading the wh ite 
mass at the lower left of Dali 's work 
is st riking, as is the nearly identical 
position and function of the supporti ng 
claw just behind the first one in Sallualu's 

fig. 4 : Transformation, Levi Pirti , 
1968, Povungnituk (grey soapsto ne; 
23 x 18 x 8 cm; collection of Haro ld 
Seide lman) . 

Michael Neill 

work and the crutch supporti ng the two 
grey-brown masses towards the centre of 
Dali 's wor k. Aga in, both artis ts' great 
skill and attention to detail lend an 
unsettling lifelike quality to their bizarre 
compositions. 

These formal similarities between the 
Inui t and European works seem to denote 
a deeper sense of connec tion; a sense of 
the works being "on the same wave 
leng th." A curious, disturbing puzz le
ment combined with sub tle humo ur 
pervades Sallualu's Mythological Figure 
and Levi Pirti's Transformation, and is only 
strengthene d when these are viewe d in 
tandem with Bosch's and Tanguy's equally 
whimsical and enigmatic drawings. A 
play between fascination and horror is 
present in Sallualu's Fantas tic sculptures 
and in Dali's paintings , mas terfully and 
deliberately conveyed just by the attitudes 
of certa in appe ndages; by the ambiguity 
of a grimace; by the way a claw sinks into 

(Right) fig. 6: Fantastic Figure , 
Eli Sallualu Qinuajua , n.d., 

Povungnituk (grey stone; 54.2 x 
47 .4 x 14 .3 cm; Sarick Collect ion, 

Art Gallery of Ontario). 

Art Gall ery of Ont ar io 

Vol. 9, No. 4 Winter /994 
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fig. 7: Fantastic 
Figure, Eli Sallualu 

Qinuajua, n.d., 
Povungnituk (grey
green stone; 19.2 x 

28 .6 x 13.5 cm; Sarick 
Collect ion, Art 

Gallery of Ontario). 

an eye or how a hand, knife or spoon 
digs into a mass of flesh. The visual 
and conceptual vocabulary that these 
works share demands a more substantial 
explanation than mere coincidence. 

George Swinton ( 1977: 23) has hinted 
at an explanation, describing the sculp
tures as " ... gargoyle-like abstractions 
with mysterious eyes set in grotesque 
monster shapes, anticipated by Bosch and 
Goya [fig. 9] but conceived by Eli Sallualu, 
Levi Smith [Pirti], Isa Sivuarapik and 
others as accurate representations of 
dreams, fears, and well-known spirit 
configurations. The exact shapes, with 
their precise definition of details never 
seen but clearly envisaged, remind us of 
the old and world-wide traditions of pic
turing the fantastic with utmost clarity, 
faithfulness and undeniable authority 
and exactness - the fantastic turned into 
super-clear reality, the unreal into real, 
imagination into fact, the invisible into 
truth, reality, sulijuk." Swinton goes so 

far as to attribute to Inuit work the same 
qualities that appear in the work of Bosch 
and Goya, considered to be predecessors 
of Surrealism. He suggests that there 
are "world -wide traditions" with which 
Fantastic works of both Inuit and Euro 
pean origin seem to correspond . For him, 
at least, there are no theoretical difficulties 
in making such comparisons. 

••TRUTH IS BEAUTY., 
Sulijuk, the Inuit word Swinton uses, 
refers to the singularly strong philosophy 
of the artists of Povungnituk - Eli 
Sallualu, Levi Pini and others - and is 
explained by Swinton (p. 22): "[A] com
mon element of Pov art revolves around 
the concept of sulijuk (meaning true and 
honest) . .. art as reality, art as truth and 
art as effective communication." Or, in 
Marybelle Myer s' words (1974: 33): 
''Truth is beauty. To be beautiful means 
to succeed in being real." 

For the artists of Povungnituk , it is 
understood that the individual artist sets 
down his subject in the most honest and 
truthful way he or she can, be it a scene 
from everyday life or a representation of 

an ancient legend. The work is good when 
the artist allows the work and whatever 
it portrays to connect in a tangible way, 
and so a great deal of Povungnituk carving 
displays strong ties to literal reality and 
readily identifiable forms. The Fantastic 
carvings appear to be an exception ... 
but are they? 

It is, admittedly, difficult to concep
tualize these radi cally different-looking 
sculptures as being born of the same 
approach to artmaking as any other work 
from Povungnituk, but it must be kept in 
mind that the form of the sculpture is not 
necessarily what connects it to the con
cept of su/ijuk. What is important about 
the Fantastic carvings is the approach their 
creators took to the creative process. Even 
though the Fantastic sculptures are not 
entirely derived from recognizable forms, 
they portray their subjects as truthfully as 
do other Povungnituk works. Rather 
than being true-to-life portr ayals of nat
ural objects or well-known legends, they 
are "accurate representations of dreams 
and fears," their specific forms and details 
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"never seen, but clearly envisaged" 
(Swinton 1977: 23). They succeed in "pic
turing the fantastic with utmost clarity, 
faithfulness and undeniable authority"; 
they successfully translate an inner real
ity, which can only be perceived by the 
indjviduaJ artist, into an external, tangible 
reality accessible to all. 

This expansion in perception was, 
curiously enough, facilitated by a 1967 
contest organized in Povungnituk by 
Nelson Graburn, an American anthropol
ogist who suggested that the artists carve 
what they wanted to carve rather than 
what they were expected to carve. Diana 
Trafford (1968: 53-54) writes: "The 
idea of a competition originated with 
Dr. Graburn, who was studying Arctic 
Quebec art, and what the Eskimos them
selves thought of it." As she says: "He 
discovered that the carvers felt hampered 
by a series of restrictions imposed by 
both white and Eskimo people engaged 
in buying carvings for resale in the South 
... The competition was designed to 
encourage the artists to carve whatever 
they wanted." The contest "rules" were: 
1) Make anything that is in your thoughts; 
different ones or imaginative ones. 
2) Big ones or small ones, carve the ones 
you want to carve most. 3) Realistic or 
unrealistic, whatever is in your thoughts, 
carve it. 4) Soapstone or ivory or bone or 
metal, carve whatever you want. 5) Some
thing that you have not carved before or 
that has never been carved before, carve 
whatever you want (Trafford 1968: 54). 

In responding with the first Fantastic 
carvings, Eli Sallualu and others did not 
break with their philosophy of sulijuk; 
they merely applied it to a new type of 
subject matter. They approached the con
tents of their minds in the same way 
that others had approached the contents 
of their physical environment, portraying 
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what they found in a true and honest 
manner, thereby allowing their visions 
to transcend a very specific reality and to 
"succeed in being real" in a generally 
accessible sense. It is this fundamental 
approach to artmaking that is also a basic 
tenet of the philosophy around which 
Surrealists formed their vision. 

The Fantastic carvings 
of Povungnituk appear 

to have strong 
connections with 
the work of the 

European Surrealists -
a suggestion that 

may make Western 
art theoreticians 
uncomfortable. 

European Surrealism could be described 
as a complicated phenomenon, based on 
simple principles. Its cemral philoso
phies were by no means new; artists like 
Francisco Goya at the end of the 18th cen
tury and Hieronymus Bosch 200 years 
earlier had worked according to its pre
cepts, yet these were only two in a much 
older tradition. Some idea of the attitu
dinal underpinnings of Bosch , Goya, 
Tanguy and Dali, among others, is con
veyed by Alexandrian (1970: 27): "Before 
surrealism became a concept of beauty 
which spread to all the plastic arts, it was 
a revolt against aesthetics in the name of 
total freedom of inspiration." And by 
Henning (1979: 2): "[Surrealists] hoped 
to eradicate all preconceived notions of 
form and, by exploring the unconscious 
wellsprings of the human personality, 
to bring forth entirely new forms and 
subjects. In short, the spirit of Surrealism 

was intended to be investigative rather 
than formulative or expressive ." He con
tinues, "the spirit of Surrealism ... refers 
to an attitude toward life and the world 
that can be manifested in all of man's 
actions. It is seen as a life-embracing force, 
a love of what is natural and a hatred of 
unnecessary restrictions of man's free 
and ebullient spirit. It stands for poetry, 
love and humour in life and against cold 
logic and objectivity. Above all, it insists 
on the unity of perceptions of the exter
nal world and the experiences of the 
inner world." 

Such observations say nothing about 
how Surrealist artwork should look; 
rather, they contain guidelines as to how 
to approach its creation. This focus on the 
philosophy of the artist, rather than on 
the appearance of the art, is the same 
foundation on which the Inuit carvers 

fig. 8: Autumnal Cannibalism, 
Salvador Dali, 1936 (oil on canvas; 
80 x 80 cm; Tate Gallery, London). 

9 



10 

fig. 9: Los Proverbios 
(#7): Disparate 

Desordinado, 
Francisco Goya, 

c. 1815-24, Spain 
(etching and aquatint; 

24.6 x 35.6 cm; 
Algur H. Meadows 

Collection, Meadows 
Museum, Southern 

Methodist University, 
Dallas, Texas). 

of Fantastic figures worked. This is an 
important linkage between Inuit and 
European art. 

ART AS AN INVESTIGATIVE 
PROCESS 
Graburn 's contest provided an oppor
tunity, but cannot be consid ered co 
have been the sole explanation for the 
similarities I have noted between the 
Povungnituk Fantastic sculptures and 
Surrealist works. There are strong philo
sophical links between the Surrealist 
revolt against accepted ideas and the 
artistic attitudes of Sallualu and his col
leagues. Besides going beyond accepted 
forms and expanding their expressive 
vocabularies, both groups of artists took 
it upon themselves to explore the human 
unconscious, to unify inner and outer 
perceptions, and to treat their work as an 
investigative process , rather than as a 
means to an end. During an interview 
with Marybelle (Myers) Mitchell in 1985, 
Sallualu himself stated very simply: 
"What I do best is carvings of things that 
come from irtside my head and which are 
difficult to understand. " This is also per
haps the most hon est way of describing 
how the Surrealists felt about their work. 
Their chosen subjects and concerns origi
nated inside their heads - in their imag
inations - and making any sense of them 

was difficult, if not beside the point. They, 
too, were concerned with "picturing 
the fantastic and grotesque with clarity, 
faithfulness and undeniable authority" 
(Swinton 1977: 3) and with "unifying 
inner and outer experiences" (Henning 
1979: 2) so that others might experience 
a similar thrill of discovery when faced 
with the inhabitants of the artist's imagi
nation. Inuit and European alike turned 
a curious eye inward and discovered 
strange enigmas just as powerful and real 
as anything in external reality, and they 
set them down as such in stone, paint 
and ink with wit, skill and conviction. 

Both the Inuit Fantastic carvings and 
the European works are filled with the 
same ambivalence: attraction and repul
sion, order and chaos, humour and hor
ror, and, perhaps more important, they 
are infused with the spirit of investiga
tion and discovery. Indeed, the visual 
similarities between Inuit Fantastic 
sculptures and European Surrealist 
works point to a deeper connection, one 
that reaches beyond the confines of the
oretical categories. It seems that it is less 
a matter of trying to fit the Inuit works 
into Surrealism, or vice versa, than it is a 
matter of recognizing that the funda
mental philosophies and attitudes that 
formed them are not contained within 
aesthetic, racial, linguistic, geographical 
or, even, temporal boundaries. There 
is no real reason to consider Inuit and 
European works as mutually exclusive. 
The philosophy and concerns of these 
artworks, the grounding of Inuit and 

European artists in the creative explo
ration of the human imagination itself, 
may well be part of a larger "world-wide 
tradition" that is capable of encompass
ing more universally human concerns 
than are segregated art traditions. 
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ARTISTS SPEAK 

The Art of Barl 
An Interview by Simeonie Kunnuk 

The following telephone interview 

with Bart Hanna of Igloolik was 

conducted by Simeonie l(unnuk 

in Inuktitut on May 14, 1993. 

Kunnuk , who is from the same 

community as Hanna, also 

translated the interview . 

Simeonie Kunnuk: How 
did you ge t star ted carving? 
By watching and learni ng 
from others? And did you go 
thro ugh hard times? 

Bart Hanna: Abso lute ly! It 
is by going through hard ships 
that one achieves ab ilities. I 
think that it must be a lot more 
difficult for someo ne who is 
spoo n-fed all the time . Sorry, 
maybe I shouldn' t talk like this? 

Kunnuk: No, that's all right. 
This is the way to be und er
stood more. You arc going to 
be heard as an ind ividual with 
a voice. Carvings are known 
all over as "Inuit art," but the 
art ists the mselves are not as 
well kn own. This is the reason 
for the interviews I will be 
doing for some time. When 
did you begin carving? 

Hanna: In I 965, around the 
time tha t Preside nt Kennedy 
was shot. 1 I was in Toronto for 
TB [tuberculosis]. Back then , 
patients wit h TB used lO be 
sent dow n south for medical 
services. Inuit pa tients from 
Cape Dorset, like Mannu mi, 
were great carvers. I used their 
leftover soapstone, cracked 
carvings and ones that were 
not considered as good and , 
borrowing tools that were not 
being used , I used to make 
small carvings . The tools we re 
not real ly good and the soap 
stone was soft, so I'd just pick 

" In my line of work, 
I'm my own boss," says 
Bart Hanna, shown here 
at the Vermont Carving 
Studio, May 1994. Hanna 
worked with marble for 
the first time in Vermont. 

up mater ial that was lying 
around and start trying to work 
w ith it. I'd make small carvings 
... seals and th ings like that. 
Sometimes , I wo uld work on 
carvings tha t had been started 
bu t given up on by others. 
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anna 
I was very young ... about 
13 or 14 years of age. 

Kunnuk: Did you ever imagine 
that your carvings might be 
put on exhibit in many different 
places? 

Hanna:No.Notoneofusknows 
what our future is going to be 
like. 

Kunnuk: Your carvings have 
been in many exhibitions. 

Hanna: When I was younger -
carvings were well priced 
then - I used to do rush jobs. 
In my more recent work, I have 
tried to do a better job. I am 
in no rush and I take my time. 
The thing, too, is that I'm just 
keeping up with the needs of 
the children for food. We do 
not have much mone y. That is 
bow we are for the time being 
... everybody is going through 
a hardship. 

Kunnuk: So, is carving your 
only occupation right now? 

Hanna: Yes. I am not really 
looking for "work" right now. 
Carving is my only resource for 
making a living. I have acquired 
material things just like anyone 
else who has acquired material 
things as the result of having a 
"real job." 

Kunnuk: I guess you are a 
"real artist." Is there a word 
for "artist" in Inuktitut? 

Hanna: Sananguarti or 
sananguagaqti. Either can be 
used, depending on what is 
being said. 

Kunnuk: Okay. Going back 
to exhibitions of your work. It 
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seems that your work has been 
shown in 30 exhibitions in 
the South and elsewhere. There 
were quite a few in France and 
the United States, and in Toronto 
also. Right now I am looking at 
photocopies of photos of some 
of your carvings. Also, I've 
seen some of your actual work, 
which I really liked. Now here 
is one I'm looking at: the foun
dation is made from soapstone 
and looks like a seal; the upper 
part is made from a walrus tusk 
and there is a polar bear, a seal, 
a beluga whale and another 
seal. Do you have the copy I 
sent you? You recall the carving? 
What were you thinking when 
you were making this? Did you 
create it just from imagination? 

Hanna: Yes. There used to be 
shamans in our Inuit culture. 
Intellectually - well, in the 
way that I understood it per
sonally - oh, I just remembered 
that there were quite a few 
[carvings] that I didn't put my 
name on; I now make a point 
to engrave my name on the 
carvings. I was always in a 
hurry back then and I wasn't 
aware of the significance .. . 
like most young people at cer
tain Limes, I guess - I wasn't 
concerned about what was 
going on around me. Those 
carvings that I made earlier 
seem to represent a period of 
time when I didn't really care 
about what my carvings meant. 
But, to go back to shamans -
they used animal spirits to help 
themselves get stronger. That's 
the way it was with the Inuit, 
from what the stories say. 

Kunnuk: Now, I am looking at 
a photocopy of another carving 
and it is of a person sliding on 
what looks like a seal skin. 
Do you recall it? 

Hanna: We used to slide, not 
necessarily using sleds but, 
rather, we were encouraged 
to use seal skins or polar bear 
skins. This way, the skins 
would be given a cleaning from 
the sliding friction of the snow. 
So, in addition to having fun, 
we were actually cleaning 
the skins. 

Kunnuk: It worked out well -
playing and cleaning at the 
same time. 

Untitled, Bart Hanna, n.d., 
lgloolik (soapstone and 
ivory walrus tusk; 32 x 
13.5 x 19 in .; Polar North, 
Montreal). 

Joseph Donohue 
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Untitled, Bart 
Hanna, n.d., lgloolik 
(soapstone; 17 x 
10.5 X 11.5 in.; 
Polar North, 
Montreal). 

Joseph Donohue 

Hanna: There was a purpose 
to it. In those days, they did 
everything for a practical 
purpose. It's that simple . 

Kunnuk : I am looking at a 
carving showing a woman 
who is very sad and holding a 
baby or someone else. She has 
long hair. 

Hanna: That is a representa· 
tion of Qalupi!uk. It is not por
traying sadness. But we've all 
experienced emotions, includ
ing pain. We, as Inuit, are not 
ashamed of our feelings . It is 
better to express the feelings 
instead of hiding them, which 
could be more harmful. I made 
that carving quite a while 
ago; now, I am more aware 
of situations and thin gs. 

Kunnuk: So now you make 
carvings that are different? 
How? 

Untitled, Bart Hanna, 
n.d., lgloolik (light green 

soapstone and whale 
bone; 14.5 x 8 in.; Polar 

North, Montreal). 

Hanna: I am in the process of 
making a carving that is rather 
large. It is of women carrying 
their babies in their amautii 
[parkas with carrying pouches]. 
They are smiling too. How
ever, to return to the topic of 
shamanism. As Inuit , this is 
a very important part of our 
lives. We didn 't give out bad 
labels or names or anything 
like that. That is how we 
basically still live. But the 
Quallunaat [non-Natives], they 

always list all the good and 
all the bad things in life. Ever 
since they came around, that 
is what they have been doing. 
Even those who are attemp ting 
to do what is right can be in 
the wrong. That is just the way 
it is. From the way we under
stand it, shamanism helped 
heal pain and helped those who 
needed it. I am just focusing on 
what was done to make things 
better. I am not thinking so 
much of what was considered 
"bad," but what was useful -
I don't pay as much attention 
to impractical issues. I have 
these th ings in mind while 
I am carving. 

Kunnuk: So . .. you are making 
different carvings because your 
present-day ideas are different 
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from the time when you were 
young. However, your earlier 
carvings were good enough for 
those who put them in exhibi
tions . Isn't that right? 

Hanna: Yes, they were all 
right, and that is fine with me. 
I guess life has a way of con
stant ly changing to improve for 
the better. That is how I look 
at my work. I'm making better 
carvings. That is all there is to 
it; I am quite sure of that. 

Kunnuk: You say you were 
trying to make money before -
and you still make money today. 
There is a tendency now to 
separate carvers into two cate
gories: those who carve LO make 
money and those who carve for 
their own artistic expression. 
What do you think of that? 

Hanna: I like it; I am pleased 
with that. We have better tools 
to work with and we can work 
with very tough material these 
days. In my line of work, I'm 
my own boss. The only thing 
is that it takes hard work; noth
ing is easy. Carving is a real 
intellectual challenge. 

Kunnuk: Are you saying 
that thi s brings out the best 
in a person? 

Hanna: Also, it helps the 
individu al to get along easier 
in life. For instance, if I make 
a carving that has quality, I 
would feel proud. Doing a 
good job makes one feel good, 
just as one would feel good by 
being kind to another. 
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Kunnuk: Your carvings are 
quite well known now, but 
what do you do when you are 
not carving? Do you go out 
hunting? 

Hanna: These days, I hunt for 
seal and caribou. A few times 
I went polar bear hunting. 
I've hunted for seal in mid
winter - hunting them through 
their breathing holes and 
having to wait quite a while 
for them, or hunting them down 
at the sea-ice edge where there 
is open water, which is rather 
dangerous because it's kep t 
open by the sea current. Also, 
l've slept out on the ice during 
hunting expeditions, when the 
sea-ice edge was not moving 
around as much and was briefly 
solidly attached to the main 
frozen sea. I've experienced 
some perilous situations while 
hunting. We are not just land 
dwellers. It is easier on the 
land, but sometimes being on 
dangerously moving ice condi
tions requires a lot more skill. 
The possibility of ice floes 
breaking from the main ice-bed 
has to be continuously observed. 
Hunting for walrus in the win
ter near the ice floe where the 
ice is precariously thin and 
sometimes moves - I have 
done that too. We usually go 
down to the ice-floe edge when 
the seasonal winds are blowing 
from the south and blow the 
broken icebergs into the main 
sea- ice. We leave in the early 
morning to go down there and, 
before the wind changes, we 
get back to the main ice and 
come back home. We still do 
these things in order to live . 

Kunnuk: Is there anything 
else you do other than hunting 
and carving? Do you look for 
other jobs or do things for 
entertainment? 

Hanna: When we're not 
hunting, we read the Bible and 
study it or teach OUI children , 
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who ask questions about 
everything, learning as they 
ask. Also, there are everyday 
chores and errands. 

Kunnuk: So you have a wife 
and children? 

Hanna: I have three daughters 
and one son, who is nine months 
old. My daughters are thre e, 
four and nine years old. 

Kunnuk: Obviously, yoUI 

children observe your work. 

Hanna: Yes, I let them know 
that carving is my profession. 
But, presently , I emphasize to 
them the importance of educa
tion. I try to teach them about 
life too. 

Kunnuk: It seems you have 
been known for some t.ime as 
a carver. What do you think of 
that? I find it interesting, and it 
makes me wonder how it must 
feel, while, at the same time, 
I feel proud to be acquainted 
with a carver whose work has 
been in shows all over. How 
do you feel about all this? Do 
you feel proud? 

Untitled, Bart Hanna, 
n.d., lgloolik (soapstone; 
15 x 9 in.; Polar North, 
Montreal}. 
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Bust, Bart Hanna, 1983, 
lgloolik {light green stone; 

11 x8x7cm) . 

Indian and Norrhern Affairs Canada 

Hanna: Yes! Very much so! r 
am really proud of it. Those 
Qual/unaat [white people] who 
like my carvings .. . l wish I 
could meet them. If I was able 
to meet them, I think I would 
be more motivated to try better 
in my carving career. If I could 
see them, I think it would be 
fantastic. Those people who 
like to buy carvings - if they 
were closer, it would be great. 
The distance and isolation are 
the only things that make this 
work difficult and inconvenient. 
But I am not overly concerned 
with it. That is how I am. 

Kunnuk: Didn't you use to live 
down south and do carvings? 

Hanna: I have been to 
Ottawa for school. I often made 
carvings , which I would sell 
to Snow Goose Handicrafts and 
Canada's Four Comers Gallery. 
And I went to Montreal to do 
actual carving work. In addi
tion, I've been to Italy and 
France to do carving demon
strations. I went to Paris on my 
own to see a carving that was 
displayed there: I wanted to 
see their prices and see how 
good it actually was. I was just 
curious, and I had a friend over 
there too. I went to Italy to see 
Michelangelo's marble sculp
tures. I had heard that they 
were very beautiful. Because I 
consider carving and sculpture 
seriously, I wanted to see for 
myself and learn from observing 

real works of art. I went over 
there to observe and learn so 
that I could strive for more 
improvement in my carvings. 

Kunnuk: You began carving 
at the age of 14. Have you 
always been carving? Has it 
been a career ... ? 

Hanna: Yes, ever since I began. 
And now, more than anything 
else, it is the most important 
thing I do. It is my source of 
living. In English it would be 
called .. . 

Kunnuk: Occupation? Ca.reer? 

Hanna: To live for . .. more a 
source of living, yes. And I like 
an. Most important, I like art. 
That is why I do it. 

Kunnuk: You are a 
professional artist for sure. 

Hanna: Yes, to be recognized 
as such - I have documents 
indicating that I am - I am 

thankful for the recognition. 
I feel grateful every once in 
a while - thanks. 

Kunnuk: It is your gift. Now 
r am looking over a number 
of photocopies that show some 
of your different carvings. These 
show faces with their hair 
arranged in different ways, and 
sticking from their mouths are 
forms that seem to represent 
something. These are different 
carvings and they all seem to 
suggest some form of spiritual 
message. A.re these about 
spirits? 

Hanna: Yes. Absolutely! 
We used to have hardships 
because, at times, there weren't 
very many animals to hunt. So, 
in those days, shamans played 
a very important role to raise 
the spi rits of the people . It 
sometimes came to the point 

of total despair. Shamans, from 
our unde rstanding, somehow 
had acquired supernatural 
abilities. This is port rayed 
especially by the carving of 
the head that has a seal sticking 
out of its mouth . This symbol 
izes the power of belief that the 
shaman was able to instil into 
the hungry people - that, by 
striving and endurance, and 
particularly patience, the hunter 
will eventually be rewarded 
with a seal coming up to breathe 
thro ugh a seal hole in the ice 
after waiting sometimes for a 
long time. That is what I was 
trying to represent in this 
carving. 

Kunnuk: Now, I am looking 
at a different carving, which is 
about a drum dancer with a 
tusk sticking out from its mouth, 
very much like a walrus. Behind 
thi s drum-dancer-with-tusk 
is another human figure. You 
may have made it in 1980, and 
it was shown at the Gallery of 
the Arctic in Victoria, British 
Columbia from October to 
November 1980. You remember 
that? 

Hanna: Yes. Similarly, it sym
bolizes shamanism. This one 
is about an actual calling of the 
spirits, done by drum dancing 
and chanting . This shaman is 
calling the spirits. 

Kunnuk: You are bringing out 
distinctions within the realm of 
shamanism - that they do call 
their sp irit -helper s, and there 
is the actual process of chanting 
to call the spirit s. Then thi s 
carving shows an old man, with 
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a long beard, holding a cane. It 
seems that most of your work 
is about abstract ideas. I don't 
know how LO say it in Inuktitut. 

Hanna: That is how they are 
termed in English. It means -
letting the mind effortlessly -
letting the mind freely wander 
and wonder - freeing the 
mind of limits. Not forcing the 
mind to grasp onto anything it 
may know about - shuttin g 
it out and just allowing it to 
go to a limitles s place. 

Kunnuk: You explained it so 
well. And now I want to ask 
you how many carvings you 
might have made so far in your 
lifetime. 

Hanna: Very many. I do not 
have a specific count. I do have 
some counted but, unfortunately, 
there are very many that I have 
not kept count of. I made very 
many carvings. 

Kunnuk: How long have you 
been doing carvings now? 

Hanna: About 20 to 25 years 
and probably getting even closer 
to 30 now. Somewhere in this 
range . I have been carving for 
years now and I have made 
very many carvings. Thal's 
about it. 

lnuitArt 
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Kunnuk: And you intend to 
continue carving in the future ? 
You still derive enjoyment 
from it? 

Hanna: Nowadays, we have 
a lot more tools to work w.ith. 
I'm thinking that, even though 
carvings are selling for low 
prices presently, I don't want 
to let that stop me. I want to 
keep improving. That is my 
intention for the time being. 

Kunnuk: So, is thi s your 
livelihood? 

Hanna: Yes. It can be said that 
I have this gift given to me LO 

make my living with. It would 
also seem that I'm called LO 

do this. 

Kunnuk: Do you have a carving 
shop that is separate from your 
actual home? 

Hanna: Yes. As we are talking 
now, I am in my carving shop. 
It is right beside my house. 

Kunnuk: On average, how 
many carvings do you do in 
a month? 

Hanna: My work was sporadic 
this year. I'd work for a certain 
period, then I'd stop for a 
while. I want to keep a record 

of the work that I do now so 
that I will know more of what 
is happening to my carvings. I 
want to keep a list of them and 
take photos of them so I will 
recall them better. These are 
my plans. 

Kunnuk: Did you set up the 
shop yourself? 

Hanna: The first one that I had 
I made on my own. The one 
that I have now I bought as an 
already structured unit when it 
was put up for sale. It is bigger. 

Kunnuk: As a carver, are you 
independent of assistance? Do 
you support yourself totally or 
do you need welfare assistance? 

Hanna: At this time it has been 
rather difficult, so I have to be 
on it [welfare], even though I 
don't like it. The market for 
carving has been very slack 
this last while , especially in 
Igloolik . I don't know how 
it is outside of our community . 
Down south, in Toronto, it is 
probably the same as it was 
before. Up here, I think, because 
of a small number of stores and 
businesses - the Co-op and 
Northern Stores are basically 

Two Seals, Bart Hanna, 
1983, lgloolik (green 
stone; 9.5 x 16 x 4 cm) . 

Indi an and Northern Affairs Canada 

Bird, Bart Hanna, 1983, 
lgloolik (light green 
stone; 18 x 9 x 8.5 cm). 

Indian and Northern Affairs Canada 
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the only ones that we do busi· materia l, bu t it is very far. The rocks of Ig loolik, I' m working k inds of tools myself now, so 
ness with. And these days, distance becomes insignifi- on two or three carvings. They I find that it is eas ier LO work 
I'm not followin g the events cant, howev er, because the are yellowish and they are w ith harde r materials. 
that might affect my work. I trip is enjoyable for its g reat actual rocks - real Igloolik 

Kunnuk : This sounds lik e it have not been do ing it for a scenery. rocks. They are hard , but I 
is real wo rk - just like any few years now. I also think 

Kunnuk: Oh yes! I want ed 
enjoy working with them . 

occupat ion. that. as everyon e know s, it 
to ask you abou t soapst one 

I am almos t finished with 
can get very difficult tryin g 

accessib ility. Are there any 
them. They just have to be Hanna: Exactly! It take s a 

to live and work down in 
other prob lems whe n it comes 

smooth. That is what I am lot of work and it is not a tidy, 
Toron to. This year has been 

to availability? doing right now. clean job. There is a lot of 
a tough one. 

Kunnuk: Are you just experi· 
dus t, so one has LO wash after 

Kunnuk: I don' t have any 
Hanna: Yes. Other than the 

mentin g w ith the m? wo rk ing on a carving all the 
soapstone that is brought in time. So, yes, this is not exactly more questions to ask. If you 
by ship , we have to get it by Hanna: I was just experi- an easy job. have any comment s or stat e· 
ou rselves. The dis tance of the ment ing with them at first, ments to make to any body -
quarries ran ges aro und 200 to and now, after trying out 

Kunnuk: Thank s, Bart, for 
if you have a message for any· 

300 miles. We have to get the the diam ond wheels and the 
sharing your thoughts with 

one - it's open. 
soapsto ne from these distance s carbide b its on the rocks (both us. Is there anything else you 

Hanna: Here, in Ig loolik, the on our own. The nearest one of wh ich are very good and wou ld like to say? 
soapstone availab ility is ade· is past Hall Beach. It is about hard for rock carving) , I'm Hanna: No, I don ' t have any 
quate, especia lly of the dark 150 miles away altoge ther. But, cont inuin g to work on them. more to say. Thanks for asking 
colour whi ch we have to get apparen tly, there was a deposit I thin k they sh ine sufficien tly, me ques tions , and I'd like to 
mainly from und er the wa ter. found recent ly in the Maniitok and if they meet my purposes , thank those people in the South 
There is some on the land too. area, about 25 miles aw ay. This I w ill cont inue to use them who obse rve my artwork. 
That is probably the only prob · one is close, but I don 't know every once in a whil e. 
lem we have with ava ilabilit y. exactly w here it is yet. The 

Kunnuk: There mu st be a lot NOTE 
The oth er matter is the dis tance soaps tone material that I have 

of littl e details to obser ve! l American Presidem John F. 
of the quarry. The quar ry is in seen brough t in by other s looks Kennedy died in November 1963, 
Nuluuy at, halfw ay between good and is dark-shaded. When Hanna: Yes - tools for marb le but it is interesting LO note that 
Pond In let and Igloolik - I find out wh ether it is good and tools for hard material, and Hanna uses this event as a 
approximat ely JOO miles from quali ty, I will go there myself air-powe red tools. I've mad e persona l point of reference. 
Igloolik . It has good soapston e to get what I need. From the use of th em and I've got tho se 
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First prize 

Second prize 
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Third prize 

Fourth prize 

Fifth prize 

Only 500 tickets vvill be sold! 
A chance to win one of five artworks donated 

by Inuit artists who support the programs of 

the Inuit Art Foundation. 

"We are the artiJtJ and we have put a little bit of oumlveJ into the Jtone. 
We have donated theJe 111orkJ of art to the Inuit Art Fo1111datw11." 
- Charlie Kogvik, Baker Lake. 

All proceeds will go to the programs of the Inuit Artists' College. The College 
provides professional development courses and educational resources to 
Inuit artists. The draw will be held March 31, 1995 at the Ottawa School 
of Art in Ottawa. 

Winners will be announced in the Summer 1995 issue of Inuit Art Quarterly 
and will be notified by phone. Prizes will be available for pick-up imme
diately following the draw. Winners are responsible for packing and 
shipping costs. 

First prize - Owl, Mattiu si lyaituk. 1991, lvuj ivik (crystalline alabaster, 
orange alabaste r, Labrador soapstone; 5½ x 13½ x 12½ in.). 
Value $3,000 (donated by the artist). 

Second prize -Mall Givi1tgMeJ.Jage1 Natar Ungalaq, 1994, Igloolik 
(red marble; 13½ x 9½ x 6¼ in.) . Value $ 1,800 (donated by the artist). 

Third prize -Bear, Simata Pitsiulak, 1991, Lake Harbour (Brazilian 
soap ston e; 15½ x 8 x 10 in.) . Value $1,000 (donated by th e artist ) . 

Fourth prize-Tuullik (Loon), May oreak Ashoona , 1990, Ca pe Dorset 
(lithograph: green and black; 56.7 x 76.2 cm). Value $35 0 
(dona ted by Dorset Fin e Arts, Toronto). 

Fifth prize - U1tique canva.J jacket with hand- embroidered Arctic 
design and syllabics, made and donated by lvalu Arts and Crafts Centre 
in Rankin Inlet. Value $150 . 

Fill out the form below or the inserted card and return with your payment (VISA, MasterCard or cheque) w l1111it Art FounJatio11, 2081 Merivale Road, Nepean, OntMio, Canada K2G 1 G9. 
Not open to staff or directors of the Inuit Art Fo1111dalio11, or their relatives. Ottawa Licence number 856938. 

Na me: ___ ____ _____ _________ ____ _ __ _ _ 

Addre ss: _ _________ __ __ _ ___ __ _ _ ______ _ 

Phone number: ___ _ ___________ _ _ _________ _ 

0 V ISNMas terCard number: ----------- Expir y date: _ _ ___ _ 

0 Chequ e enclose d Signatu re: ________________ _ _ 

City of Ottawa Licence #856 938 

INUIT ART FOUNDATION 
2081 Merivale Road, Nepean, Ontario K2G I G9 
(613) 224-8189 
Pri ce: $50 
Draw will be held on March 31, 1995 at 12:00 p.m. 
at the Ottawa School of Art, 35 George Street, 
Ottawa, Ontario 
Fax: (613) 224-2907 On ly 500 tickets print ed 
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EXHIBITIONS 

A review essay by Peter Millard 

Meditations 
on Womanhood: 

Ovilu Tunnillie 
AT THE MARION Scon 

CiALLERY, VANCOUVER, B.C., 

JUNE 11 TO JULY 9, 1994 

n insomniac friend of mine 
employed a pleasant device 
to while away the nocturnal 
minutes. An avid amateur 
cook, he knew several cook
books by heart, and would 

plan magnificent meals of many courses, 
all in his head. The wines were particu
larly spectacular. 

One of my tricks, during occasional 
vacant moments, is to fantasize about 
special art exhibitions, vast in scope 
and unlimited in budget. There might 
be one entitled, for instance, Acddental (?) 
Resemblances, in which examples of Inuit 
art would be shown next to similar 
masterpieces of southern art: Tiktak and 
Henry Moore are an obvious example, or 
Miki and Arp, certain Kaviks and the 
Vorticists, and so on. The catalogue might 
propose some outlandish Jungian ratio
nale about archetypal vision. Admittedly, 
the theoretical grounds for such an exhi
bition are dubious. An exhibition titled 
The Woman in Inuit Art might be more 
convincing. 

Such an exhibition would need to be 
comprehensive, because the woman , 
always an important subject in contem
porary Inuit art, has inspired some of its 
finest works . There are, for example, the 
splendid mother-and-child studies from 
Inukjuak (Port Harrison). All-enveloping 
in their rotundity, they are icons rather 
than representations of individuals. The 
mother is depicted as nurturer - as solid 
and round as the earth itself, and betraying 

a wistful desire for the security of child
hood by the men-children (sometimes 
women) who carved them. 

My fantasy exhibition would also 
include hundreds of examples of woman
as-subject from the various regions down 
through the decade: women standing, 
sitting; women at work sewing, carrying, 
scraping sealskins; women at play; women 
giving birth; and, above all, women deeply 
bonded with their children . 
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Absent from such an exhibition would 
be women as the subject of pornography. 
It is an interesting fact that women rarely 
are the subject of pornography in Inuit 
art; at least, I can think of no examples. 
Any pornography I have seen depicts men 
(although even with these works, the 
term does not really fit - the depictions 
are too humorous, too filled with exuber
ance, and there is nothing of the snicker 
or the undercurrent of violence that often 
marks southern pornography). What 
such absence means (assuming my 

InuitArt 
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impression is correct) would be an inter
esting subject for discussion. It raises, 
obviously, questions of male/female rela
tions in Inui t society and the extent to 
which the art is an accurate reflection of 
that society. 

What my imagined exhibi tion would 
probably demonstrate is that, generally 
speaking, the woman in Inuit art has 
been treated with tenderness, respect 
and, even, reverence. Seldom, however, 
has she been treated as an individual, 
someone with a distinct personality. Nor 
has her place in society been subjected to 

Nude, Ovilu Tunnillie, 1993, Cape 
Dorset (serpentine; 3 x 13¼ x 6 in .; 
collection of Robert Senkow). 

Brian Kardosh 
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Beautiful Woman, Ovilu 
Tunnillie, 1993, Cape Dorset 

(serpentine and crystal; 
14½ x 15¼ x 8 in.; collection of 
the Museum of Anthropology , 

University of British Columbia). 

Brian Kardosh 

the sort of polit ical analys is that we 
ass ociat e with feminism in th e 
South. Rather, she is shown as 
representative of a benevolent 
function or force within soci
ety. The iconic nature of the early 
Inukjuak mother-and-c hild studies has 
already been noted. This characteristic 
is pervas ive, appeari ng, for instan ce, in 
the female figures of Iquliq , the remark
able heft of whic h seems to express 
absolut e motherhood . It is power fully 
present in the grap hic work of Oonark, 
reduced often to a pure symbol of woman, 
the ulu. 

That the Inuit woman should be 
presented this way is, perh aps, und er
stan dable, given that Inuit art typ ically 
expresses a collective consciousness that 
generalizes rather than ind ividu alizes. 
This approach tends to represent people 
primarily in terms of their function within 
the community , the result , no doubt , of 
living in an environment in which sheer 
~urvival takes precedence. Staying alive 
m such harsh circums tances dep ended 
on sharin g, on each member subordi
nating self-preoccupat ion to th e com
mon good, and on each member carrying 
ou~ de_arly defined tasks. Analysis beyond 
this simpl e configura tion could come 
only with the development of a certain 
kind of indi vidu alit y, and individuality 
(of the southern , post-romantic kind) 
can exis t only in an env ironment that 

values independence , a standing apart 
from the rest of society. 

One would expec t that , as northern 
socie ty changed, so would its artist ic 
expression. Yet, in spite of the dramatic 
and, even, traumatic impact of southern 
society on northern communities, Inuit 
art, by and large , has remain ed pr e
occupied with a tradi tional pre contact 
vision of life. Change, however, seems 
fina lly to be in the ai r, and, in this 
regard, the work of Ovilu Tunnillie is 
particu larly interesting. 

Ofthe 15 works in the Tunnilli e exhi
bition at the Marion Scott Gallery this 
summ er, 10 were depictions of wo men . 
Taken together, they sugges t a shift in 
attitu de that, as Robert Kardosh specu
lates in the catalogue introduction , might 
b_e "heralding a new era of Inuit expres
s10n devoted to present realities." 

Take, for instance, Beautiful Woman. 
The figure sits on the floor, gazing out
ward, tiaraed like the Statue of Liberty 
and holding in one hand a lump of quartz. 
She is neither entirel y Inuit nor entire ly 
south ern. Her fin ery is not tradi tion al 
Inuit - she wears a southern-st yle dress 
and there are no trade beads to decorate 
her costume. Yet her "jewels" are not 
diamonds , either, but pieces of quartz. 
They have the potential for finish - they 
could almost be uncut diamonds - but 
in their unpolished roughness, they als~ 

seem geological and st rong ly suggestive 
?f remote regions. The lump of quartz 
m her hand, too, has a slightly sinister 
potential. As in count less sci-fi movies, 
it just might light up and prove to be 

the agent for violent transformation, 
or at least become radioa ctive . 

Alto get her , the ide ntit y of 
Beautiful Woman is ambigu 
ous. She shows the bewil 
derment of someone trans-

formed by sudden event s. If 
she we re able to sing, her lament 

might be k.d. lang's "I can't explain how 
I became Miss Chatelaine." 

Another example of ambiguity is the 
remarkab le Sedna. Although the sea god
dess has been depicted over and over 
again in countless variations, I doubt 
that there has ever been a treatment like 
thi s. Tu nnill ie's Sedna sits, a sinuous 
orchestration of curves , one flippered 
"hand" supporting her from behind , the 
other placed upon her head, coveri ng 
one eye. The other eye is closed. She is 
simultaneously sullen, angry and sad -
and stunni ngly beautiful. There is some
thing abou t her pose, and her Cleopatra
style hair, that seems essentially Euro 
pean. In creating this figure, Tunn illie 
seems to have looke d to southern art 
rather than to Inuit depi ctions of Sedna, 
3:1d in this way un iversalizes her signi
fJCance. Tunnilli e's Sedna may be a bitch
goddes s, but , like women everywhere, 
she has a lot to put up with. 

This Sedna is nude , a state typ ical of 
many ofTunnillie's female figures. Given 
today 's preoccupation with sexual poli 
tics, it is imposs ible to ignore the inter
esting questions raised when wo men 
artists depict women in the nude or, for 
that matter, women in any state. Feminist 
art crit ics have been much concerned 
with the power dynamics involved in 
the portrayal of women in art. They have 
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noted the obvious fact that most por
trayals of women are by men who, either 
as artist or as viewer, have subjected 
women to an intense "gaze." The often 
prurient and dominating nature of this 
activity, with its overtones of rape, is 
summed up effectively in the term "the 
peneuating gaze." 

When a woman depicts a woman, the 
dynamics are likely to be changed, and 
the traditional male ownership of gaze is 
likely to be destabilized. Something like 
this happens in Tunnillie's work. Her 
nudes are sensual, but not sexual. Typi
cally, they have an int ernal quality, 
clothed in a meditative quietness tha t 
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creates calm rather than excitement. In an 
odd way, they resist the viewer. This is a 
result not only of their inward-looking 
nature, but also of their finish: the undu
lating forms lack surface detail, and the 
stone is smooth, polished to a muted 
sheen, so that the eye cannot seem to get 
a grip on it. 

The problem of the "gaze" is further 
complicated with reference to Nude, said 
to be of a woman who has just been raped. 
The figure is lying full-length on the 
floor in apparent distress, one hand to 
her forehead, the other covering her geni
tals. If this piece is, indeed, intended to 
depict a raped woman, then the dynamics 
of viewing are certainly troubled for the 
male viewer. Strangely, the figure's pose 
seems to provoke sexual frisson, in direct 

Sedna, Ovilu Tunnillie, 1993, Cape 
Dorset (serpentine ; 14 x 11 x 18¼ in.; 
collection of Sheldon and Lili Chester) . 

conflict with the horror of what has hap
pened. Guilt and desire compete in the 
viewer's response. A woman's view, pre
sumably, will not be the same. In an 
exhibition of this kind, the artist's inten
tions are of special importance. The gallery 
personnel consulted with Tunnillie, 
through an intermediary, about the 
works in the exhibition, and applied 
titles accordingly. In the case of Nude, 
the title did not reflect fully Tunnilli e's 
reported intention. 

23 





Entirely different in mood, but also 
questioning the dynamics of the gaze, is 
the startling Spirited Sedna (cover photo). 
There is nothing here of the gloom and 
introspection of the earlier Sedna. This 
version shows her full of movement, 
upri ght, confronting the world boldly. 
In an outrageous touch, her out-thrust 
breasts are adorned with quartz nipples. 
The in-your-face effect of these mammaries 
on high-beam is a jocular comment on 
the figure's sensuality, a good-natured 
parody that undermines prurience. 

So far, I have concentrated on 
Tunnillie's depictions of nude women, 
but the exhibition contains other female 
subjects. Each of these would merit a 
detailed analysis if space allowed, 
because they do not offer up their mean
ing easily. Each seems to raise questions 
of attitude, and of identity, but in a qui
etly subversive way . They are subver
sive, even ironic, and this is what makes 
them so interesting. Splendid as the 
visions of women may be in the corpus 
of Inuit art, they are always one-dimen
siona l in meaning . The ambiguity and 
irony in Tunnillie's work are the result of 
a distancing, a stepping back to view 
things from a more complicated, and, 
alas, more troubled perspective. Such a 
consciousness is relatively new in Inuit 
art, but is probably inevitable. 

This is not to say that Tunnillie's studies 
have none of the characteristics we asso
ciate with depictions of women in Inuit 
art. They are still, to some extent, gener
alized, as the titles make clear - Beautiful 
Woman, Woman Holding Flower, and so 
on - and their features are not obvi
ously differentiated. Were the sculptures 
portraits of actual persons they would 
signal a much closer involvement with a 

(Left) Skier, Ovilu Tunnillie, 1993, 
Cape Dorset (serpentine; 
17½ x 13 x 11½ in .; National 
Gallery of Canada). 

National Gallery of Canada 
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specific time, place and social situation. 
Even so, Tunnillie's works do mark a 
shift in consciousness; they are the result 
of an examined life. 

Tunnillie's work 
is subversive, 

even ironic, and this 
is what makes it 
so interesting. 

Tunnillie does not confine herself to 
the female as subject. The exhibition 
contains several other studies, one of the 
more unusual pieces being Hand. The 
thumb and forefinger are rubbing 
together in the commonly understood 
sign for money. The circular referencing 
of this sculpture makes it the most directly 
ironic in the exhibition: the hands that 
make objects to be sold have made a 
hand suggesting the making of money. 
But Tunnillie is at her best when dealing 
with women. When she treats other sub
jects, she seems more vulnerable to her 
one fault: a tendency to ungainly excess, 
a monstrousness that comes from an 
oversized imagination. 

The catalogue for this exhibition 
deserves mention. It is a handsome pro
duction with excellent photographs of 
the sculpture. It also contains an essay by 
Robert Kardosh that is thoughtful and 

Hand, Ovilu Tunnillie, 1993, Cape 
Dorset (basalt; 13 x 8¼ x 5 in.; 
collection of Nicola Cabibbe). 

Taleelayu, Ovilu Tunnillie, 1994, Cape 
Dorset (marble; 26 x 14½ x 8 in.; 
National Gallery of Canada). 

intelligent enough to stand on its own, 
independent of the exhibition. His explo
ration of ambiguity in TunnHlie's work 
helped my own thinking on the matter, 
and I am happy to acknowledge my debt 
to him. 

Peter Millard has wn'tlen extensively 011 all kinds of art. 
He has recently retired from his position as Head of the 
English Department at the University of Saskatchewan 
and now lives in Gibsons, B.C. 
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EXHIBITIONS 

virit: 
35 Years of 

Canadian Inuit 
Art , 1959-1994 

AT THE FRYE ART M USEUM, 

SEATTLE, WASHINGTON, 

JULY 6 TO AUGUST 7, 1994 

t is a sign of the present stat e of 
Inuit art in the Northwest that a 
major exhibition of prints , such as 
that seen in Seattle, was instigated 
not by museum personnel with 

full curatorial accompaniment, but by a 
vigorous and benevolent individual. 

From the large collection that he and 
his wife Joyce own, Seattle resident John 
Pric e sel ec ted almost 200 prints and 
drawing s, and persuaded his friends and 
co-collectors, Jay and Mary Jayne Jones, 
to round out the exhibition with sculp
tur e. So, although there was excellent 
cooperation from the staff of the Frye 
Art Museum, it was largely due to the 
work of one man that Seattle artgoers 

Tatt ooed Faces, Jessie Oonar k and 
Lukta Qiatsuk, 1960 , Cape Dorset 
(stonecut ; black; 61 x 30 .5 cm; Inuit 
Cu lt ura l Institute) . 

were able to see this fine overview of 
the Inuit achievement in graphic work. 

The exhibition revealed both the 
strengths and weakn esses that one would 
expect, given its genesis. For instance , 
in spite of the implication in the title 
(35 Years of Canadian Inuit Art), there was 
no organ ized his tor ical ana lysis illus
trating origins, influ ences and deve lop
ments wilhin the various communities . 
Nor w as there any attempt to define the 
"Arctic spirit" in any more scholarly way 
than by means of cursory comments 
attach ed to some of the prints, just as 
there was little consistent attempt to 
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relate formal elements to 
the Inuit vision (although 
there are hints of this in a 
basic and mainly factual 
essay by Cassandra Chinn 
in a booklet accompanying 
the exhibition) . 

In addition, the relationship between 
the graphic work and the sculpture dis
played was tenuous. Combining Inuit 
sculpture and graphics in the same exhi
bition is always problematic, and most 
museums seem to avoid the practice. 
This might have been advisable in the 
Seattle case, where the selection of sculp
ture, in spite of several outstanding pieces, 
simply did not have the same richness 
and range as the graphics. 

But what the exhibition lacked in some 
aspects, it made up for in others. Above 
all, it had qualities that are seldom found 
in an exhibition organized by profes
sional staff in a mainstream gallery: 
warmth and enthusiasm. Inuit collectors 
fit Samuel Johnson's commendatory epi 
thet exactly - they are very "clubbable" 
people. They enjoy getting together, and 
they delight in sharing their passion with 
others. This spirit was evident at the 
opening of the exhibition, an evening 
when collectors, dealers and other inter
ested people from the Vancouver area 
joined their American counterparts. 

Such an atmosphere ideally suited the 
main purpose of the exhibition, which 
was to introduce Inuit art to people who 
knew little or nothing about it. New
comers to Inuit art (and there were many 
who attended the opening and visited 
the gallery later) would be engaged by 
the enthusiastic love for the objects that 
was obvious in every detail of the show. 
And here, perhaps, the relative absence 
of theory and scholarly presentation 
helped. This impressive gathering, viewers 
realized, was the work of someone like 
themselves, not the result of curatorial 
investigation using public funds. Conse-
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quently, they would be bound to view 
the show in a different and, presumably, 
more receptive light. 

In fact, the exhibition was an object 
lesson in the importance of the private 
collector. Unfettered by the bureaucratic 
and financial restrictions, political man
oeuvrings and prejudices that hamper 
the staff of public galleries, private col
lectors enjoy a marvellous freedom to 
pursue their own passions. They can 
concentrate, or they can spread out in 
their collections, at will. It is difficult to 
think of any great public gallery that has 
not benefited hugely from the single
minded obsession of individuals who 
have passed on their collections to the 
public. Canadian galleries, in particu
lar, would be very poor in Inuit art were 
it not for the generosity of private 
donors. Frequently, private collectors 
lead the way, and the public galleries 
follow behind. 

In addition, private collectors are not 
bound by the insistence on exclusion
ary categories that so often restrict pro
fessional curators. In the case of both 
John Price and Jay Jones, for instance, 
Inuit art is an extension of interest in 
other art forms, which they also collect. 
Particularly interested in the graphic work 
of Toulouse-Lautrec, John Price began 
with a predilection for works in black 
and white. He was led to Inuit graphics 
because of the harmony between what 
he thinks of as their oriental quality 
and the oriental influence in Toulouse
Lautrec prints. Jay Jones is attracted to 
Inuit sculpture by the "authenticity of 
its content" in expressing a cultural his
tory, although the piece must also be 
"pleasing." Private collectors, it seems, 
are blissfully uncaring about theories 
denying a universal aesthetic, or the 
practice of dividing art into cultural 

Proud Wolf Pack, 
, Kenojuak Ashevak, 1990, 

Cape Dorset (lithograph; 
blue, black, purple, green, 
brown; 56.3 x 76.3 cm). 

Jimmy Manning and Bill Ritchie 

m 

Baby Talelayo's First Ride, Pitaloosie 
Sai la and Aoudla Pudlat, 1991, Cape 
Dorset (lithograph; blue, black, 
brown; 57.9 x 76.2 cm). 

categories. They do not put up fences 
around art, and they will happily place a 
Pitseolak next to a Picasso, or a Miki 
next to a Henry Moore. 

It is appropriate to acknowledge the 
part played by commercial galleries in 
the forming of private collections. Such 
galleries often show a commitment that 
goes well beyond their interest in profit. 
It was interesting that both John Price 
and Jay Jones paid tribute to galleries 
that had sparked their interest in Inuit 
art and had helped sustain it by pro
viding information. Jay Jones' interest in 
sculpture began with a casual visit to 
Vancouver's Inuit Gallery. John Price 
began collecting in the mid-1970s after 
an introduction to the art by Jane 
Schuldberg of Seattle's Snow Goose 
gallery . He acknowledges help from a 
number of other galleries, including, in 
the West, the Inuit Gallery, the Marion 
Scott Gallery and the Maril< Arctic Shop, 
all of which are in Vancouver. 
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Sedna's Bounty, 
Mayoreak Ashoona, 

Cape Dorset 
{lithograph; Arches 
paper; white, black, 

orange, graph ite; 
60 .5 x 80.4 cm). 

As for the prints and drawings in Arctic 
Spirit, the miscellaneous natUie of the 
selection contributed to the sense of plenty. 
They were arranged chro nologica lly, 
ruvided into decades, and as one walked 
through, renewi ng acquaintance wi th a 
famous image, or occasio nall y noting 
a rare and hitherto unfamili ar work, 
one had a moving sense of the hu ge 
diversity and range of thl s achievement 
in graphic art. 

Something else revealed only too 
clearly by the chronological arrangement 
of so many prints was the decline in 
quality in recent years. Techniques ~ay 
be more sophisticated now but, speakmg 
gen erally, too often there has been a 
descent into slickness and mere illustra 
tion. It was sad to compare the decora
tive thinness of, for instance, Kenojuak 
As hevak's Proud Wolf Pack ( 1990) or 
Pita1oosie Saila's Baby Talelayo's First Ride 
(1991) with the purit y and strength of 
earlier images. 

A lithograph by Mayoreak Ashoona 
entitled Sedna's Bounty raises an inter
esting question concerning some of the 
newer art. This print is in a mainstr eam 
style, influenced by abstrac t expression 
ism, which means that, while the subject 
is referenced to trarut iona1 Inuit culture, 
the form inevitab ly invites one to place 
the print within the body of works in a 

particu lar southern tradition. So what 
happens? Reflexively, one compares the 
print with all other similar abstract expres
sionist works that one knows. Many of 
these, of course, show much greater mas
tery, which means that the Inuit print 
must depend largely on its subject matter 
for its special value. As far as I am con
cerned, this part icular print, like every 
other Inuit work I have seen that employs 
a mainstream style, serves on ly to 
emphas ize the superiority of earlier Inuit 
works in which the artist, who was to all 
intents and pUiposes unawar e of main
stream modes , began with a vision that 
simultaneous ly devis ed its own style . 
Subject matter alone, regardless of how 
exotic and charming it may seem to a 
southern viewer , is not enoug h. 

There was a powerful Inuit presence at 
the exhibiti on and at events surrounding 
it. Cape Dorset artists Kenojuak Ashevak 
and Pilseolak Niviaqsi , together with 
Jimmy Manning, manager of the West 
Baffin Eskimo Co-operative, journeyed 
south to Seattle . They signed copies of 
the colour poster (which , with typica l 
American generosity, was given free to 
anyone attending the exhibition}, demon
strated drawi ng and printmakin g tech
niques , and presented a slide show of 
life in Cape Dorset. 

Most remarkable, however, was a visit 
to the Pilchuk Glass School, the renowned 
institution in an exquisi te setting out
side Seattle, founded und er the inspira
tion of glass artist Dale Chihul y. There, 

the visitors from Cape Dorset watched, 
fascinated, as gaffer Dimitr i Michaelides 
superv ised the making of an ow l based 
on a drawing supplied by Kenojuak 
(seep. 53). It seemed an unlikely meet
ing - art ists from the Canadian North 
and glass experts with stron g It alian 
influences - yet glass blowing is a col
laborative effon, like that of printmaking, 
and, as the owl took shape in the hand s 
of the gaffer and his many help ers, there 
was a community spirit familiar to north
ern people. Even Lino Tagliapietra , vis
iting from Murano , Italy , and said to be 
the world's great est master in the art , 
made a Hitchcock-like contributi on by 
placing one of the "feathers" on the owl. 

The last time Seattle saw an exhibition 
of Inuit art in a public gallery was 1977. 
Arctic Spirit, obviously successful in arous
ing in terest, attracted an enthusiastic 
publi c resp onse. Even the city's press , 
normally comatose when it comes to cov
erage of the arts, was attentive. Whether 
the exhibition will lead to fUither expo
sure of Inuit art in the city remains to be 
seen, but Seattle should be grateful to the 
collectors wh ose vigour and generosity 
made this exhibition possible. 

Peter Millard 

Peter Millard has written extensively on all kinds of art. 
He has recently retired from his position as Head of the 
English Department at the University of Saskatchewa11 
and now lives in Gibsons, B.C. 
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ARCTIC INUIT ART IMAGES ART GALLERY 
Judith Varney Burch 

November 8 

CANADIAN EMBASSY 

WASHINGTON, D.C . 
Inuit Sculpture and 

Old Baker La ke Prints 

November 12 
Old Baker Lake Prints and Inu it Sculptur e 
moves to Ar ct ic Inu it Art, Richmond, VA 

November 6 - January 22 
Cape Do rset Print s and Inuit Sculpture at the 

Bayly Art Museum, Un ivers ity of Virgin ia, 
Char lottesv ille, VA 

For further information, conta ct 
Jud ith Varney Burch 

Arctic Inuit Art 
Richmond, VA 

Telep hone : (804) 285-0284 
Fax: (804) 285-9628 

For Sale 
Prif'ate Collection of 

Inuit Sculpture 

fro11z 1970 to 1990 by 

Pro11zinent Arti<1t., fro11z 

Cape Dor.,et, Baker Lake 

d other area ,} 

• 

3345 Yonge Street 
Toronto, Ontario M4N 2M6 

Tel./Fax: (416) 481-9584 

northern 
images 

Celebrating artistic expression 
for over 20 years 

Offering the finest sculpture, 
prints and tapestries 

We are proud to bring you the 
work of Canada's foremost 
Inuit and Dene artists 

"One Arm Reach, Arctic Games" by Rex Goose, caribou antler 3.0 cm x 2.7 cm. 

Whitehorse YK 
PH/FAX (403) 668-5739 
311 JARVIS ST. 
Y1A 2H3 
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lnuvik NWT 
PH/FAX (403) 979-2786 
115 MACKENZIE RD. 
P.O. BOX 2398 
X0E OTO 

Yellowknif e NWT 
PH (403) 873-S944 
FAX (403) 873-9224 
11-4910-50th AVE. 
X1A 3S5 

Edmonton AB 
PH (403) 444-1995 
FAX (403) 444-1996 
8770-170th ST 
TST 3J7 

Winn ipeg MB 
PH/FAX (204) 942-5501 
216-393 PORTAGE AVE. 
R3B 3H6 

Winnipeg MB 
PH/FAX (204) 788-4806 
1790 WEWNGTON AVE. 
R3H 1B2 

Churchill MB 
PH/FAX (204) 675-2681 
P.O. BOX 336 
ROB 0E0 
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2100 Spring S treet 

Philadelphia, PA 

215-557-6555 

800-435-1046 

CONTEMPORARY INUIT AND NORTHWEST COAST FINE ART 

NOVEMBER 10 THROUGH DECEMBER 10 

NAVAfO DAZZLERS - EXHIBITION AND SALE OF 

HISTORI C GERMANTOWN WEA VTNGS 

THROUGHOUT DECEMBER 

HOLIDAY SELECTIONS FROM NATIVE PEOPLES OF 

THE NO RTHW EST COAST 

~-ARTSPACE 
G A R y 

PRESENTING A NATIVE PERSPECTIVE THROUGH THE ARTS 

Hunter Pulling 
Walrus 
from the Ice 
Jimmy Arnamissa 
Akulivik, 1975 
14" X 11' X 11" 

Boston's only gallery of Inuit art. 
Exhibiting works from the 1950's to the 1990's. 

INUIT 
IMAGES 
OF BOSTON 

For additional information, call or write: P.O. Box 250/ Quincy, MA 02269 USA 
(617) 471-2626 M-F, 9-5 or (617) 471-1706 eve's & weekends 
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EXHIBITIONS 

FACE to 

FACE 
'ltvo Exhibitions at the Winnipeg Art Gallery 

THE HUMAN FACE, 

MARCH 20 TO 

NOVEMBER 13, 1994 

MATISSE: 

THE INUIT FACE, 

APRIL 24 TO JUNE 19, 1994 
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n 1949, at the age of 80, Henri 
Matisse undertook to illustrate his 
son-in-law Georges Duthuit's 
Un Fete en Cimmerie, an allegorical 
prose-poem about Duthuit's cap
tivity in New York during World 

War II. Matisse likened this experience 
to "the life of an Eskimo in a frozen and 
hostile environment." 

By way of preparation , Matisse had 
taken great interest in Duthuit's Alaskan 
masks and, most important, in two books: 
Knud Rasmussen's Across Arctic America 
(1927) and Gontran de Poncin's Kabloona 
(1941). Matisse used photographs from 
these two works (and, apparently, some 
Yup'ik masks) to make several drawings 
and prints. Thirty-nine of these surviving 
drawings and prints, along with Duthuit's 
books, a set of 31 Matisse-approved litho
graphs, 2 aquatints, and other related 

material (including a selection of Inuit 
carvings from the Winnipeg Art Gallery's 
[WAG's] own collection), make up the 
unusual exhibition Matisse: The Inuit Face, 
organized by the Canadian High Com
mission in London. 

Fortunately, it occurred to Darlene 
Wight, the WAG's inventive curator of 
Inuit Art, to create a parallel theme exhi
bition of Inuit art from the gallery's per 
manent collection, entitled The Human 

(Above right) Esquimau, Henri Matisse, 
c. 1949 (charcoal on paper; Canadian 
High Commission, London) . 

(Above left) Mask, Basil Webber, 1993, 
Labrador/ British Columbia (ceramic, 
felt; 32 x 28.5 x 4.5 cm; Winnipeg Art 
Gallery, gift of the artist). 
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This Person is Neither lnuk 
nor Qal/unaaq, Josie Pamiutu 

Papialuk, c. 1978, Povungnituk 
(coloured pencil and ink 

on paper; 39.2 x 51.7 cm; 
Ian Lindsay Collection, 
Winnipeg Art Gallery). 

Untitled (Faces), 
Peter Komak, 

1969, Arviat 
(antler, baleen; 

24.3 X 19.5 X 31.7 
cm;Twomey 

Collection, 
Winnipeg Art 

Gallery). 

Winnipeg Art Gallery 

( 
I ) • • 

\ 
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Face. Numerically, it is a fairly large exhibi
tion: 55 sculptures, 16 prints, 2 drawings, 
1 wall hanging and 5 ceramic pieces. 
More than half of these come from pri
vate donations. It is unlikely that any 
other institution in Canada or abroad 
could assemble so comp rehensive an 
exhibition from its own holdings. 

Apart from the conspicuous theme of 
faces, both exhibitions have similarities. 
However, their most striking difference is 
their attitude to the making of images. 
Matisse obviously is making "art," in 
contrast to the Inuit who "make like
nesses," as is implied in the Inuktitut 
word for art - sananguaq. Similarly, 
Matisse is determined to make aesthetic 
declarations, whereas Inuit artists con
sciously fashion, or make "real," images 
of what they see, do, know or imagine. 
Even at its most abstract, Inuit art is 
largely narrative, whereas Matisse delights 
in sensuous (aesthetic) exploitation and 
displays his metier with the given subject 
matter. In this exhibition, it is the exotic 
faces - sensuous, strong, Inuit faces -
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that so fascinate him. By contra st. Inuit 
artists envision faces either metaphorically, 
indicating transfonnations, spirit journeys 
or soul presences, or simply as "real" 
representations of single or multiple heads. 

Likewise, Matisse's works, Inuit faces, 
primarily capture the Inuit appearance. 
The Inuit works, however, convey greater 
emotional depth, portraying the solemn, 
witty or hwnorous. Two works on pap er 
are remarkable in this regard: Harold 
Qarliksaq's exquisite drawing Funny Faces 
(1973) and Kananginak Pootoogook's 
strong stonecut and stencil entitled The 
Visitor ( 1982). Qarliksaq's is drawn in 
his typical, delicate, silvery, double-line 
manner and gently portrays eight differ
ent faces. None of these are "funny" in 
the sense that Kananginak's "visitor" is, 
with his big eyes and dark moustache. 

SUBTLE AND INNOCENT 
One of the most exciting works in the 
exhibition is Josi e Pamiutu Papialuk's 
This Person is Neither Inuk nor Qallunaaq, 
a coloured pencil and ink drawing 
(c. 1978), keenly sensory in its handling. 
This is the kind of work that exists, often 
outside conventional art scholarship, as a 
testament to the faculties of artists who 
have retained a unique inno cence and 
sensitivity. Josie Pappy, or Josie Paperk, 
has this gift. His works - sculpture, draw
ing or prints - exude a gentle energy, as 
if the corporeal possessed some gossamer 
quality facilitating a transformation of 
matter into magic. The face, constructed 
by the confluence of fine-spun lines and 
delicate colours, radiates an otherworldly 
intensity. Its subtlety is equal to its 
strength. It manifests what it is to be 
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utterly hwnan: neither Inuk nor Qallunaaq 
but person. 

Several other subtle and "innocent" 
works in the exhibition - Head (1965) 
by John Tiktak or Parka Spirit (1964) by 
John Kavik - are memorable in their 
familiarity, and invite aficionados of fine 
art to re-view as well as review. The 
gallery's historic rare wooden Yupik (?) 
mask in the Matisse exhibition is also 
interesting in terms of its "carving" when 
compared to masks and faces made by 
contemporary Inuit artists. 

There are some works by Basil 
Webber, a "new" Inuit artist from 
Labrador now living in British Columbia, 
including a ceramic Mask ( 1993) as well 
as works and photographs of works-in
progress. His Mask is Eskimoan in spirit , 
with its whale-shaped nose being remi
niscent not only of many ceramic heads 
prevalent in Rankin Inl et pottery (a 
three-faced one by Robert Tatty is in the 
WAG exhibition), but also of Point Barrow 
whaling masks, two replicas of which 
are in the Matisse exhibition. Its firing 

Two views of Untitled (Composition 
with Faces and Animals), Silas 
Aittauq, 1975, Baker Lake (stone; 
31.7 x 14.8 x 6.3 cm; Winnipeg Art 
Gallery, gift of the Women's 
Committee). 
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Unt itl ed (M ask), 
pre-19 71 (w ood , stain; 

20.9 x 13.8 x 5.7 cm; 
Wi nnipeg Art Galle ry) . 

Winnipeg Art Gallery 

Esquimaude , Henri M ati sse, 1949 
(charcoal on pap er; Canadian High 
Comm ission, Londo n) . 

technique is raku, which gives it the pleas
ant crackled finish . Its design is quite 
removed from what is traditionally called 
Inuit or "Eskimo" art. 

Silas Aittauq's Composition with Faces 
and Animals (1975) is an excellent example 
of metaphorical face imagery, graphically 
conveying ancient traditions humanized 
- or spirituaJized - in the harmony and 
unity of the sculpture's faces. Aittauq's 
faces endow the carving with inua, the 
soulness of the man/animal world. In 
sculptural-poetic language, his work 
reflects a belief in a time when "men 
and animals were one." His faces affirm 
this sacred relationship, which survives 
now merely as an "echo of the past." His 
work reminds us that masks have never 
been mere representations of faces, but 
rather invitations to participate in the 
soul and spirit world. As such, they func
tion as a symbol of "multiple realities" 
and shamanic transformation (Wight 
1993: 43-47). 

Faces have historically been widely 
available across the Arctic, either as heads 
or as mask-like low-relief carvings. Such 
carvings constitute a significant part of 

income -directed (souvenir) art produc
tion, in addition to birds, and sea and 
land mammal figurines. Peter Komak's 
1969 unti tled antler carving appears at 
first to consist of such low-relief faces, 
but they are part of an ingenious, com
plex compos ition in which the anima ls 
have no separate identity but act in con
junction with each other. The spine and 
the base also act as an inseparable sym
bol of companionsh ip. The entire carving 
speaks to us in a mysteri ous language, 
both universal and individual, archetypal 
yet definitely Eskimoan. Komak's work 
significantly contrasts with Matisse's ele
gant Inuit faces, each humbly human -
inullarit (like real people). 

RE FERENCES 

Wight, Darlene 

George Swin to n 

1993 "Multiple Realities: Inuit Images of 
Shamanic Transformation." Inuit Art Quarterly 8, 4 
(Winter): 43--47. 

George Swinton is an anist and the author of Sculpture 
of the Inui t, now in its f ourth edition. 
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EXHIBITIONS 

Between Worlds 
hirty-nine pieces of Inuit art 
from the Collection of the Bank 
of Montreal were on exhibit at 
the Richmond Art Gallery in 
Richmond, British Columbia 

from July 7 to August 8, 1994. The 
exhibition, entitled Between Worlds, was 
organized by the bank 's art consultan t, 
Catherine Williams. The timing of the 
exhibition, which included prints, sculp
tures and wall hangings from the eastern 
Arctic and Arctic Quebec, coincided with 
the opening of the bank's new offices 
in Richmond and was something of a 
public relations initiative . Previously , 
the works had been scattered throughout 
the bank's offices at First Canada Place in 
Toronto. The light-filled Richmond Art 
Gallery was a terrifi c venue for this 
event, which marked the first West Coast 
showing of a selection of the bank's Inuit 
art collection. 

Many of the works on display were 
recognizable icons of such "first
generation" artists as Parr, Pauta, 
Anguhadluq, Pitseolak and Oonark. 
They dated from the late 1960s to the 
early 1980s, providing an opportunity 
for an audience less familiar with Inuit 
art to view some characteristic examples 
of the various forms and media . The over
all effect was akin to a visual hit parade of 
the mid- l 970s, with lots of familiar images 
and melodies. 

Four of fourteen carvings and one 
of seven wall hangings had no attribu
tions. While the exhibition gave little 
indication of the future home of, and 
plans for, this particular group of objects, 
the assemblage provided the Bank of 
Montreal with an opportunity to evaluate 
the strengths, weaknesses and lacunae of 
its collection. 

Particularly thought-provoking was 
the inclusion of some large-scale fur and 
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AT THE RICHMOND ART 

GALLERY, RICHMOND, B.C., 

JULY 7 TO AUGUST 8, 1994 

felt wall hangings by Lou ise Fleming 
and Mina Napartuk, in addition to the 
canoni cal wall hangings by Oonark, 
Tuu'luuq and Elizabeth Angrnaqquaq. 
The well-made "crafts" of women pro
ducers in the cottage industry are often 
neglected in self-consciously styled "fine 
art" collections. But such works often 
provide an arena of creativity, a medium 
for experimentation and a source of 

economic survival for women in the North. 
Their work resists categorization in the 
mark eting hierarchy of "art" and "craft." 

There is room for many kinds of cor
porate collections of Inuit work in 
Canada. Perhaps the inclusion in Between 
Worlds of frankly acknowledged craft 
work is meant to signal the bank's future 
collecting directions. Certainly, both the 
public and producers would benefit from 
innovative leadership in the development 
of interesting collections and the support 
of a range of contemporary productions, 
particularly the work of deserving 
women producers. 

Amy Karlinsky 

Amy Karlinsky is a PhD student in the Department of 
Fine Arts at the University of British Columbia. 

A Video 
from the National Library of Canada! 

North: Landscape of the Imagination 

See the North as recreated in the art of indigenous people, explorers and visitors who 
have been captivated by its beauty. The National Library of Canada has produced a 
16-rninute closed-captioned video of the exhibition "North: Landscape of the 
Imagination" held in I 993-1994. See images of paintings, sketches, photographs and 
sculptures, while words and music describe the fascination of the North. 

S 19.95 per copy (plus 7% GST and 
S 3.50 for shipping and handling) 

Please make your check or money order 
payable to the Receiver General for 
Canada and mail to: 

••• National Library 
of Canada 

National Library of Canada 
395 Wellington Street 

Ottawa, Ontario KIA ON4 
Telephone: (613) 995-7969 

Fax: (613) 991-9871 

Bibliotheque nationale 
du Canada Canada 
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EXHIBITIONS 

MATERIAL ISSUES: 
The Impact of Regulation on Native Art 

AT THE ANCHORACE 

MUSEUM OF 

HISTORY AND ART, 

ANCHORACE, ALASKA, 

MAY 8 TO 

NOVEMBER 13, 1994 

n 198 1, Alaska Native artis t J im 
Schoppert wrote: "Just about every
thin g we use is ei ther protec ted, 
end angered, soon to b e extinct, or 
ill ega l. This makes for a hi ghl y 

unu sual situ ation, and one that may be 
uni que in the world, for we are a people 
stym ied from practising art tradit ions 
deve lop ed over the centuri es beca use of 
the enactmem of concern by others far 
removed from our ancestral ways."1 These 
propheti c words reverberat e in a recent 
splendid mu seum exh ibit in Alaska. 

Fro m May to Nove mber 1994, the 
Anchorage Museum of History and Art 
featur ed a th ought -prov oking ex hib it 
ent itl ed Material Issues: The Impact of 
Regulation on Native Ari. Curated by Janelle 
Matz, Ass istant Curator of Collect ions 
at the Anchorage Museu m, th is contro
versial show fearlessly examined numer
ous comp lex issues involving the us e of 
anim al pro du cts from pro tected spec ies 
and the misrepresentation of Native an in 
the contemp orary marketplace. 

On the several occasions that I visited 
th is exhibi t d uri ng J un e and Ju ly of 
1994, it was a pleasu re to see so many 
tour ists to Alas ka (th ree -q uarter s of 
whom are herde d by the major cruise 
and tour lines from on e p leasan t and 
innoc uous pastime to another) lookin g 
carefull y at so many fine examples of 

cont empora ry Native art, and th inking 
about some substant ive issues having to 
do w ith governmental reg ul ation and 
Native self -determinat ion. 

Wh ile the show feature d wo rks by 
many diverse Alaska Nat ive ar t is ts, 
including Northern Athabaskan, Tlingit 
and Aleu t art ists, in thi s review I w ill 
emp has ize the Esk imo componen ts of 
the exhibit, since it contained numerous 
fine Yup'ik (western Alaskan) and lnupiaq 
(northern Alaskan) pieces, by artis ts such 
as Susie Silook, Susie Bevins-Ericson, 
Apan (Charlie) Kairai uak, Lawrence 
Beck, and others. 

It also contained works by non-Native 
artists that were controvers ial either 
in their use of rest ricted ma terials or in 
their claims abo ut th e ethn icity of the 
make r. Sma ll stone and ivory carvings, 
wh ich looked like pallid, mass-produced 
versions of the most bland sort of Cana
d ian Inu it carvi ng, are s igned "Ron 
Komok," although they are cran ked out 
by Sout heas t As ian immi gra n ts in a 
Vietn amese-owne d factory in Seattle. In 
an astonis h ing m ispris ion of actual 
Northern tradi tion (where in many com
mun ities the rights to carving par ticular 
designs can be boug ht, sold and inher
ited), the factory owner allegedly bought 
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the rights to the name "Ron Komok" 
from an indigent Native Alaskan living 
in Seattle. 

Other examples of misrepresentation 
and falsification include contemporary 
Yup' ik-style masks made in Bali (due 
no doubt to the widespread exposure of 
these traditions in the Crossroads of Continents 
exhibit that toured the United States 
during the last few years). Also featured 
are examples of fake Alaskan tourist art 
from the well-known episode in the 
1940s and 1950s when Alaskan Eskimo 
walrus ivory carvings were forged in 
Asia using elephant ivory. 

Most of the show is given over to an 
exploration of the impact of federal and 
state laws that govern the use of tradi
tional materials. Many Alaskan Native 
artists express frustration about the con
fusing welter of legislation. The Marine 
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Mammal Protection Act of 1972 regu
lates the use of materials from animals 
such as seals, walruses, polar bears and 
sea otters. Under this law, Native people 
of coastal Alaska are allowed to hunt and 
possess materials from these animals "for 
subsistence purposes, or for manufacture 
into authentic Native handicraft," as long 
as such use is "not done in a wasteful 
manner." The Endangered Species Act 
of 1973 covers numerous threatened ani
mals, including whales. It affects Native 
artists, principally Inupiaq and Yup'ik, 
who use baleen and whale bone, in that 
their arts cannot legally be sold or taken 
outside the United States. (As an Ameri
can, I am prohibited from transporting a 
Canadian Inuit whale bone carving into 
the United States, but I can buy a whale 
bone carving made by an Alaskan Native 
artist.) The Migratory Bird Treaty Act 
of 1916 covers the use of many species of 
birds that have been part of Native artistry 

fig . 3: Time 
Caretaker Spirit, 
Apan Kairaiuak, 
1990, Anchorage 
(yellow cedar, 
sealskin, caribou 
sinew , abalone 
shell, ivory, 
whale bone, 
raven feathers; 
88 x 69 x 15 cm; 
Anchorage 
Museum of 
History and Art). 

since time immemorial. Besides the se 
federal laws, Alaska state law regulates 
and protects brown and black bears. 
Although artists may use bear skin, fur 
and claws in their works, they may not 
sell such items. 

In addition to the protection afforded 
to living animal species, U.S. law also 
covers the national archaeological heri
tag e. The Archaeological Resources 
Protection Act of 1979 makes it illegal to 
remove archaeological materials from 
federally held lands, or from privately 
owned land without permission of the 
owner. Yet many Alaskan Natives con
sider the archaeological sites on their 
ancestral land to be an economic resource, 
and, indeed, it is fully legal under U.S. 
law for them to excavate and sell items of 
their own ancestral patrimony from 
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Native-owned lands. Old walrus ivory 
(both carved and unworked) and whale 
bone are "harvested" from these ancient 
village sites. Most of the archaeo logical 
ivory is sold to dealers and collec tor s 
worldwide , while the whale bone is sold 
principaJly to other Inupiaq and Yup'ik 
who are carvers. For them, the ivory 
and bone are important media for con
temporary art, yet archaeologists decry 
the wholesale destruction of unstudied 
sites across the Alaskan north. (The 
Native use of archaeological materials is 

fig. 1: Seeking Her 
Forgiveness, Susie 

Silook, c. 1992, 
Anchorage (walrus 

ivory, baleen, whale 
bone; 31 x 28 x 13 cm; 

Petro Star, Inc.). 

a problem of some significance with 
regard to Canada's archaeological patri
mony as well. A recent study estimated 
that, between 1969 and 1973, contem
porary Inuit carvers removed an esti
mated 40 ton s of whale bone annually 
from Thule archaeological sites in the 
central Canadian Arctic. The problem con
tinu es, even though whale bone carvings 
are produced in smaller numbers now 
than they were two decades ago, in part 
because of the prohibition against trans 
porting them across the border.) 2 

In the Material Issues exhibit, Aleut 
artist Frederick Anderson's oil crayon 
drawings Leave Our Artifacts Safely Buried 
( 1994) and Leave the Bones in the Earth 
( 1994) show that perhaps education 
and advocacy by Native artists within 
their communities will afford more 
archaeo logical protection than a host of 
governmenta l mandates. 

Artist Susie Silook, originally from 
St. Lawrence Island , 200 miles off the 
west coast of Alaska in the Bering Sea, 
says that she learns from archaeological 
objects, and carries forward some of their 
themes and stylistic patterns in her con
temporary ivory carvings. She also learns 
from dialogue with the arts and cultural 
traditions of other Arctic peoples. One of 
her superb pieces in the exhibit , enti 
tled Seeking Her Forgiveness (jig. 1), depicts 
Sedna, the legendary undersea figure from 
the central Arctic. About this piece Silook 
says, "Native religion shows respect for 
Sedna. When taboos were broken, Sedna's 
hair would tangle , and she wouldn't 
allow the transmigration of animal souls. 
When this occurred, the shaman would 
have to journey down and placate her by 
combing her hair. This is like a prayer." 

While the exhibit is remarkably even
handed in its examination of a multi
tude of comp lex legal and artistic issues, 
and suggests that in many instances there 
are no simple rights and wrongs, it does 
take one overt advocacy position. It urges 
that Native artists speak out publicly on 
these matters, and, indeed, for some of 
the artists in the show, thi s is the first 
time they have chosen to do so. Their 
opinions, as expressed in Material Issues, 
eloquently demonstrate that on such 
comp lex and deeply felt issues there is 
no one Native voice, no one Native point 
of view. 

Contempo rary Yup'ik-white artist 
Lawrence Beck (whose premature death 
earlier this year saddened the Native arts 
communi ty) turned to the recycling of 
modern materials used as a medium for 
artistry rather than a contin ued use of 
highly regulated natural materials. His 
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Punk Nanuk lnua (fig. 2) is a powerfully 
evocative work; it reveals that what is 
truly traditional in Native arts is the 
unendingly creative use of materials 
from one's environment - whether the 
environment is that of a whale hunter 
in Barrow or a junkyard scavenger in 
Seattle. Beck's punk spirit mask is a clear 
lineal descendant of a Yup'ik mask
making tradition that is hundreds of 
years old. Yet it is also a prototypically 
post-modern work, with its hip , impro
visational wit, and its appropriation of 
dental tools, automotive oil filters, kitchen 
spatulas (both plastic and metal), and 
safety pins to fashion a Yup'ik spirit mask 
appropriate for the end of the millennium. 

Other artists, such as Sylvester Ayek, 
choose to make masks in which the 
traditional but now prohioited feathers 
are replaced by carved wooden feathers. 
In contrast to Beck's and Ayek's artis
tically innovative and legally non
confrontational responses to the 
sanctions, traditional Yup'ik mask-maker 
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Apan Kairaiuak insists that his rights as 
a traditional artist, rooted in centuries 
of Yup'ik philosophy and artistic practice, 
shall not be abrogated by laws made by 
outsiders . His splendid Time Caretaker 
Spirit mask (fig. J), made of yellow cedar, 
sealskin, caribou sinew, abalone shell, 
ivory, whale bone and raven feathers, 
was confiscated by authorities from the 
Department of Fish and Wildlife in 1990 
because of his use of the prohibited raven 
feathers. After much legal wrangling, 
which went as far as the Ninth Circuit 
Court of Appeals in Washington, D.C., 
the feathers were returned to him. 
Legally, he is still prohibited from selling 
the mask. 

According to the artist, this is a mask 
traditio na lly used in the spring Walrus 
Festival. It honours new life and trans
formation. Ironically, both the traditional 
impulse behind the making of this mask 
and the impulse behind the Migratory 
Bird Protection Act are the same: the care 
and protection of the animals entrusted to 
human beings. Yet today, mask-maker 
and law enforcer are at odds. Apan 
Kairaiuak finds it reprehensible that 

fig. 2: Punk Nanuk lnua, 
Lawrence Beck, 1986, 
Seattle (dental tools, oil 
filters, plastic and metal 
spatulas, safety pins; 45 x 
46 .4 x 16 cm; Anchorage 
Museum of History 
and Art). 

lawmakers in Washington, who know 
nothing of Yup'ik ways, can dictate his 
use of four raven feathers. "Sports 
hunters can kill up to forty crows a day 
for sport, but the officials were riled up 
about four raven feathers on my spirit 
mask!" he says in dismay. Kairaiuak 
welcomes further legal challenges to his 
artmaking and is confident that the U.S. 
Constitution will protect him: "Every 
person has the right to determine what 
he holds sacred, and how to practise his 
religious beliefs, whether it involves a 
Bible, a cross, animal claws, or bird 
feathers. I asked the U.S. District Attorney 
in Anchorage, 'Is the Migratory Bird Act 
more powerful than the U.S. Constitution?' 
He couldn't answer me." 

Apan Kairaiuak continues, "I support 
proper resource management ... I used 
to work for Nunam Klutsisti (Protectors of 
the Land), a Native-run environmental 
group. This gave me insight into the way 
that laws are made. When they made 
those laws, they never asked one Native 
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Artist Apan 
Kairaiuak and 

curator Janelle 
Matz, Anchorage 

Museum of 
History and Art, 

June 1994. 

person how they use these items. If they 
held hearings they'd have found out that 
traditional Yup'ik mask-makers were 
hired to make work for specific festivals. 
So selling a mask today is nothing new." 
He points out that "the U.S. government 
cannot stop or prevent any religion from 
making Bibles or crosses to sell, nor 
can they stop or pr event Natives from 
making traditional ceremonial religious 
items for sale." 

While Material Issues closed on 
November 13, 1994, curator Janelle Matz 
and artist Apan Kairaiuak are hoping 

QAMINITIUAQ 

that a larg er travelling show can be 
mounted some time in the future , with 
sections that pertain to similar issues 
involving Native arts from other regions 
of the United States as well. Kairaiuak 
hopes to make a video that will accom
pany the expanded show , to educate 
people about the many points of view on 
issues of regulation and the use of animal 
materials. "This issue is a lot bigger 
than us, and this show has a life of its 
own now ," he says . "We're just along 
for the ride ." 

Janet Berlo 

NOTES 

I "Between the Rock and the Walrus: An Essay 
on Being a Native Artist ," in Wood, Ivory, and 
Bone, 1981 Native Art Competition , curat ed by 
Kes Woodward, Ala ska State Council on the 
Arts and the Alaska State Museum, 1981: 7. 

2 See Allen P. McCartney , ed. , Archaeological 
Whale Bone: A Northern Resource. First Report of the 
Thule Archaeological Conservation Project, University 
of Arkansas Anthropological Paper s # 1, 
Fay e tteville , Arkansas, I 979, and Allen P. 
McCartney and James M. Savelle , "Bowhead 
Whale Bones and Thule Eskimo Subsistence
Settlemen t Pattern s in the Central Canadian 
Arctic," Polar Record 29, 168 (1993): 1-12. 
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NORTHERN 
LIGHTS: 

Inuit Textile Art from 
the Canadian Arctic 

A review essay on the exhibition 
catalogue, by Cynthia Cook 

KATHARINE FERNSTROM 

AND ANITA JONES. 

BALTIMORE, MARYLAND: 

BALTIMORE MUSEUM OF ART, 

1993. 59 PP., 14 COLOUR, 

37 a&w ILLUSTRATIONS. 

5OFTCOVER, $15. 

he failure of caribou to follow 
th eir tradition al migratory 
routes through th e Keewatin 
in the late 1950s resulted not 
only in a lack of food for the 
Inuit, but also in a deficiency of 

caribou hid es from which th ey made 
their clothing. As the Inuit moved into 
the settlement of Baker Lake, the wives 
of RCMP officers , teachers and min is
ters taught the women lO make their gar
ments with so uth ern ma ter ials. The 
bea ut y o f th e embro idered mitt ens , 
kamiks and parkas crea ted by these 
women led to their sale both locally and 
to th e south ern mark et. 

Soo n after crafts officer Gabe Gely 
arrived in Baker Lake in April 1963, Inuit 
women began to bring small wall han g
ings made from fabric left over from their 

Aivi/lik Woman Niv iatsina q (Shoofly 
Comer) in gala dress, Cape Fullerton, 
N.W.T., 1903-1904. 

sewing projects into the craft shop for saJe. 
Gradually , these nivingataq (somet hing 
is hung) became a regular part of the 
shipmen ts of arts and crafts to the South. 

When a factory-oriented operation was 
instituted in Baker Lake in the late 1960s, 
and the emphasis shifted from individual 
to mass-produced items, the creation of 
wall hang ings decl ined, but , with the 
enthus iastic suppo rt of Jack and Sheila 
Butler who arrived in Baker Lake in 1969 
to run the craft shop , the women started 
once agai n lO mak e works of art in this 
medi um. Many Baker Lake artist s have 
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since gained notable reputations for their 
textile art. Wall hangings by artists such 
as Jessie Oonark, Marion Tuu'luuq, 
Elizabeth Angrnaqquaq and Ruth 
Qaulluaryuk have been acquired by most 
major art institutions in Canada. 

These artists and their wall hangings, 
though familiar to connoisseurs of Inuit 
art in Canada, are virtually unknown in 

Sometimes, irrelevant facts are included 
while significant points are overlooked. 
In one paragraph, for example, the his
tory of contact between the Inuit and 
non-Inuit in the Baker Lake region com
mences with a reference to a visit by the 
Hudson's Bay Company sloop Churchill to 
Baker Lake in 1762. This is of no signi
ficance for an understanding of the women 

Schwatka in 1879). These visits were 
brief and had no impact on the 
Utkuhikhalingmiut. After the Hudson's 
Bay Company set up a trading post in 
Baker Lake in 1916, many of the inland 
hunters began to travel into the settlement 
to trade furs for store-bought goods. How
ever, in 1923, when the anthropologist 
Knud Rasmussen spent six days with 

the United States. The exhibi
tion Northern Lights: Inuit Textile 
Art from the Canadian Arctic was 
organized by the Baltimore 
Museum of Art (BMA) to pre
sent this highly acclaimed art 
form to the Americans. While 
it may be an excellent exhibi
tion, my interest here is in the 
shortcomings of the publica
tion that accompanies it. 

~'II\ W\l~V \. 1.·, 1 ,., • V vv,.. 'IVtv,· • .,..,,~ ~ ,v,..v~v .,-1,yvv_.v, • • ~"".,,..; VY'f\e' , vvvr \ ~, "" ~ _.,,..,~ ~ .,,, • , , , , ., • •r~ 

- < 

the Vtkuhikhalingmiut, he noted 
that this group still lived more 
remotely than any other Inuit 
and that many were seeing 
white men for the first time. 
Although contact between the 
two cultures steadily increased 
after Rasmussen's visit, the 
Vtkuhikhalingmiut and others of 
the inland Inuit continued to 
live on the land until the 
famine of the late 1950s forced 
many to move closer to Baker 
Lake. 

AN INADEQUATE 
CONTEXT 
The catalogue's introductory 
chapter, "The Inuit: Lives of 
Adaptation," was written by 
Katharine Fernstrom, who 
attempts to place in context for 
her American audience the art 
of the 12 artists from Baker 
Lake who were selected to 
participate in the exhibition. She gives a 
cursory account of a wide range of topics, 
which include the origin of the Canadian 
Inuit, their traditional lifestyle and the 
evolution of the arts and crafts movement 
in the Arctic. In trying to provide both a 
general background for the Inuit and 
their art and specific facts about devel
opments in Baker Lake, Fernstrom deals 
with neither very adequately. To accom
plish such an enormous task within the 
confines of five pages, she tends to list 
events in chronological order as they relate 
to a given topic. A discordant note is 
created, however, as entire centuries are 
covered in one sentence. 

lnuitArt 
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Generations, Janet Kigusiuq, 1990, 
Baker Lake (stroud, felt, applique, 
cotton embroidery thread; 51 x 
54 in.; private collection). 

Baltimore Museum of Art 

who produced the wall hangings in this 
exhibition. All belong to groups of Inuit 
who came from much farther inland and 
who did not move permanently into 
Baker Lake until the 1950s or later. 

The fact that the large majority of these 
artists are Utkuhikhalingmiut is never 
established . The history of contact of 
these inland Inuit is much more impor
tant than can be conveyed in a general 
overview. Throughout the 19th century, 
for example, the expeditions of only 
three explorers passed through the Back 
River region (George Back in 1834, 
James Anderson in 1855 and Lieutenant 

To establish this cultural 
background for the artists, 
however, without analyzing 
its impact on their art form 
contributes little to a more 
informed understanding of the 
wall hangings. Why were 
these women who shared a 

common heritage attracted to this 
medium and how is it that they were so 
proficient both technically and cre
atively? Is the relative isolation of the 
Inuit from the Back River/Garry Lake 
area and their prolonged contact with 
Inuit traditions of significance? More 
importantly, what is the relationship 
between the symbolic structure of the 
traditional amautiq (woman's parka) and 
the imagery used to decorate it and the 
symbols used by the contemporary artists 
in their wall hangings? That there is a 
relationship can be illustrated by the 
two beaded amauh°il (plural of amautiq) 
Fernstrom uses to illustrate her brief dis 
cussion of traditional clothing. In these 
early-20th-century parkas can be seen 
decorative details and symbols that reap
pear in wall hangings six decades later. 
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Shaman Calling Spirit 
Helpers, Jessie Oonark, 

1975, Baker Lake (stroud, 
felt, cotton embroidery 
thread; 38¾ x 103¼ in.; 

private collection). 
Only half of this wall 

hanging appears on the 
cover of the catalogue. 

Baltimore Museum of Ari 

This is evident in a comparison of the 
sawto oth border on the chest panel of 
Shoofly's amautiq (fig. 2, p. 12 in the exhi
bition catalogue) with that on Kigusiuq's 
Generations (fig. 3, p. 26) and of the igloos 
on the cuffs and the inverted igloo shape 
of the front flap of the amautiq from 
Repulse Bay (fig. 39, p. 12) with the igloos 
in Oonark's untitled wall hangings (fig. 16, 
p. 19 and fig. 17, p. 37). 

This introductory chapter derives much 
of its information from secondary and 
tertiary sources rather than from archival 
documents or the accounts of explorers or 
ethnogra phe rs who had direct contact 
with the Inuit. The shortcomings of this 
approach are immediately evident. The 
body of knowledge from which facts are 
drawn is limited to the specific require
ments of the articles or catalogues quoted. 

Further, without checking the original 
sources, Fernstrom risks repeating the 
errors of others. As an example, quoting a 
1972 article by Elizabe th Whitton, the 
author states that Gabriel Gely estab
lished the arts and crafts movement in 
Baker Lake. In fact, Bill Larmour was 
sent to Baker Lake in 1961 to "study the 
craft potential of the area and lay the 
basis for a sound craft industry." 1 As 
part of this effort, Larmour opened up 
the Kaminijjuak Craft Centre where craft 
materials were sold to the Inuit and their 
finished products were purchased. Prior 
to Larmour's arrival, northern service 
officers and area administrato rs were 

actively promoting arts and crafts as a 
means of providing the Inuit in Baker 
Lake with an income. 

COLLECTIVE ICONOGRAPHY 
AND INDIVIDUAL EXPRESSION 
Curators Katharine Fernstrom and Anita 
Jones combined their efforts to write an 
analysis of the rich iconography of the 
Baker Lake hangings in "Portrait of a 
Land and its People: Themes and Imagery 
in Inuit Wall Hangings." Each theme -
seasonal changes, animals, life on the 
land, myths and legends, traditional spir
itual beliefs and those of the Christian 
religion to which the Inuit now sub
scribe - is discussed in relation to 
several works of art. 

Though not articulated by Fernstrom 
and Jones, it is clear that, while the artists 
shared common themes, the expression 
of each is highly individualized. This is 
evident in a comparison, for example, 
of two wall hangings featuring trans
forming figures: Irene Avaalaaqiaq's 
Untitled (cat. 5, p. 13) and Winnie Talya's 
The Shaman Who Would Not Die (cat. 28, 
p. 21). The two works differ both techni
cally and aesthetically. Avaalaaqiaq keeps 
her stitchery to a minimum, using it 
largely to create facial details and deco
rative edgings. Her amorphous, trans
forming animals and human beings, 
which would be difficult to identify 
without her input, are encircled by a con
trasting border that has become a trade
mark of her work. Tatya, on the other 
hand, creates her animals entirely with 
embroidered satin stitches, while the 

three representations of a transforming 
shaman are created with appliqued felt 
decorated with arrowhead stitches. Her 
pure forms are complemented by the 
simple herringbone stitch used to secure 
the cut edge of her wall hanging. 

The fact that the tents and igloos are 
shown in proximity to the hunting activi
ties of the men in many wall hangings 
does not necessarily represent a "female 
point of view," as the authors have con
cluded. The renowned graphic artist Luke 
Anguhadluq, also an Utkuhikhalingmiutaq, 
almost always included the campsite in 
his representations of communal events 
such as fishing at the weir or the sacred 
caribou hunts. That male and female 
activities are depicted together is more 
a reflection of their collaborative nature. 
Though the roles of women and men 
were clearly defined in Inuit society -
his relating primarily to the hunt and 
hers to domestic issues - it was the 
combination of the two that ensured the 
survival of the group. 

Unfortunately , the research techniqu e 
that flawed the introductory chapter - an 
over-reliance on the research of others -
also affects the quality and accuracy of 
this essay. Quoting a quote from a bro
chure written for an exhibition on sha
manistic images in Inuit art, the authors 
state that the "first Shaman was created 
to help people survive by reestablishing 
[a] connection between human and ani
mal life." Had the research ers checked 
the original source for the quote, they 
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would have seen that Mircea Eliade was 
describing a particular belief of the 
Siberian Inuit. Although Inuit spiritual 
belief systems share certain elements, 
each group's practice of shamanism was 
particular to its own needs. 

Having spent a week in Baker Lake 
interviewing the artists, the authors had 
the opportunity to ask each artist to inter
pret the myths depicted in her wall hang
ings. Unfortunately, only Avaalaaqiaq 
was asked to do this. And, most unfor
tunately, Victoria Mamnguqsualuk ' s 
description of one of her drawings, found 
in Inuit Myths, Legends and Songs, is used to 
describe the conten t of Miriam Qiyuk's 
wall hanging Untitled (cat. 25, p. 20). 
Mamnguqsualuk's version does not cor
respond to Qiyuk's interpretation, which 
this reviewer collected from the artist in 
1991. At that time, Qiyuk stated that the 
bird peeking out from the tent in the upper 
right corner is a male visitor, involved in 
a secret relationship with Kivioq's wife 
during his absence. The figure in the 
lower left is Kivioq, who is fleeing from 
ulus (women's knives) being flung at him 
by the Bee-woman . 

.,STITCHING TO SURVIVE" 
Curator Anita Jones authored the final 
two essays, "Stitching to Survive" and 
"Now we learn to live here ... " The first 
is largely a compilation of material 
already published by Bernadette Driscoll
Engelstad, Maria Muehlen, Sheila Butler 
and Jean Blodgett, but without suffi
cient credit given to them. The author's 
admiration for the sewing skills of Inuit 
women is evident as she relates details 
such as the number of stitches or beads 
applied per inch on their parkas . The 
statement, however, that Oonark's less 
fastidious stitching reflects the fact that 
her visual concerns override those of 
technique should have been attributed to 
Jean Blodgett, who made the observation 
in her catalogue on the artist (Blodgett 
1986: 65). 

An outline of the development of the 
arts and crafts movement in Baker Lake 
is repeated in the essay. Although Jones 
presents a much more thorough and 
coherent account than that given in the 
introductory essay, one wonders why this 

InuitArt 
Q U A R T E R L Y 

subject was dealt with twice and why 
neither pres ents any new information 
on the subject. The roles of Mrs. Wilson, 
Mrs. Dowling and Elizabeth Whitton, 
who taught sewing and embroidery to 
the Inuit in the late 1950s and 1960s, of 
Jack and Sheila Butler in the early 1970s, 
and of Marie Bouchard in the resurgence 
of this art form in the mid-l 980s, should 
have been examined in detail if the author 
wanted to contribute meaningfully to 
this field of study. 

That suggestions were 
made by advisers from 
the South in no way 

undermines their 
contribution or the 
ability of the artists 

who have consistently 
responded to their 

demands . 

The differing roles of Jack and Sheila 
Butler, for example, have yet to be distin
guished. There seems to be an assump
tion that women's art could have been 
promoted only by a woman. Referring to 
Sheila Butler's article "Wall Hangings 
from Baker Lake," Jones writes that 
Sheila ordered large quantities of felt, 
duffle and embroidery threads so that 
the women "could explore the potential 
of this medium." Sheila, however, clearly 
states in the article that it was she and 
Jack who did this (Butler 1972: 29). My 
own research suggests that Jack ' s role 
was much more significant than is yet to 
be recognized in the literature. These 
two significant contributors were not 
interviewed for Jones' essay. 

The erroneous assertion that Gabe 
Gely initiated the craft program in Baker 
Lake is repeated in this essay and then 
compounded by the addition of another 
faulty statement. Gely was not mandated 
solely to start up a printmaking program. 
He was assigned the responsibility of 
encouraging arts and crafts familiar to 
the Inuit. Carving, fine crafts and artifacts 
were to be concentrated on at first; then 
new developments such as printmaking 

could be introduced by Gely when he 
felt it appropriate. 2 

Contrary to Jones' statement that there 
was little support for the wall hanging 
artists before 1969, archival documents 
indicate that a high level of respect and 
encouragement was given to this art fom1 
by Gely, Elizabeth Whitton and Boris 
Kotelewetz, as well as by southern col
lectors, wholesalers and retailers of Inuit 
arts and crafts. 

In 1964 and 1965, George Swinton pur
chased two wall hangings in Baker Lake 
that were well received in Winnipeg 
upon his return. Jon Evans, Chief of 
the Industrial Division, remarked in 
December 1964 to a retailer, "One or two 
[wall hangings] received recently are 
quite exquisite ... and must be presented 
as works of art." In a description of his 
work plan in 1965, Gely was instructed 
by Evans and Alec Stevenson, Adminis
trator of the Arctic, to give "top priority" 
to Ottawa orders "for carvings .. . and 
embroidered tapestries." In September 
1965, Stevenson reported that "tapestry 
samples are generally excellent and dis
play the great skill of the [Inuit] seam
stresses. The designs are of such calibre 
that they deserve the best possible mate
rial support such as white and red duffle 
... there is a very sustained market 
demand for these very fine handicrafts." 

That wall hangings were no longer 
being made in the late 1960s may have 
been the result of the introduction of the 
"factory-oriented system" to the produc
tion of sewn garments or, simply, the lack 
of an enthusiastic crafts officer to offer 
support and encouragement to the artists 
between Kotelewetz's departure and the 
arrival of the Butlers. 

SPATIAL SENSIBILITY 
The question of whether a particular 
artist used, at some time or other, a partial 
or full pattern to create a wall hanging 
seems to be an issue. It is clear that, in 
the beginning, the artists cut their images 
freehand. Sheila Butler does not recall 
the use of patterns at all during her tenure 
(Butler 1972). Blodgett concluded that 
Oonark's "visual sense and her many 
years of experience in sewing traditional 
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Untitled , Jessie 
Oona rk, 1975 , Bake r 

Lake (stroud , fe lt , 
embr o idery f loss; 
212 x 144 cm; Art 

Gall ery of Onta rio) . 

0 -~ 
i5 
0 

clothes ... without patterns of any kind " 

enab led her to cut any kind of shape 

freehand (Blodgett J 986: 64). 
That circumstance and time have led 

some of the contemporary wall hanging 

artists to use pattern s does not dimini sh 

our amazement at their incredible ab ili 

ties. lt is astoundin g that an artist such as 

E lizabeth Angrnaqqu aq (who almost 

always s ig ned h er wall hangings as 

E lizabeth Qiyuk or Elizabeth) could 

create, freehand, the complex forms found 

in her work. That the confin ed space in 

their hom es forced some, such as Jessie 

Oonark, to embroider their large wa ll 

han gings one section at a tim e and pre

vented them from see ing the ent ire field 

of their work until it was completed is 

eve n more aston ishin g. And yet, on 

closer examination, this phenomenon -
the ability to "collect inform ation . . . 

and integrate it into abstract inner vision" 

(McGrath 1988: 10) that could be trans

ferred to pape r or animal ski ns - was 

natural for both Inuit map-makers and 

the women who created parkas, kamiks, 
kayak covers and tents. The artists simp ly 

used the same spat ia l sensitiv ity in the 

creation of their wall han gings. 
The extent to wh ich the artists have 

been influ enced by sew ing centr e and 

crafts officers need not remain as vague 

as Jon es sugges ts. Archival docume nt s, 

for example, indicate that the Inuit were 

taught embr oide ry stitches as early as 

1958 by Mrs. Dowlin g, wife of the radio 

operator in Baker Lake. Elizabeth Whitton 

also taught stitching and demanded high 

technical standards from the seamstresses 

and textile artists. Though Marie Bouchard 

did not have to teach the women stitch

ing - as they were already mature artists 

by the time she arrived in Baker Lake -

she too, according to the artists I inter 

viewed, insis ted that their work be of 

high quality both technically and aesthet

ically. Had the Butlers been interviewed, 

the extent to which they instru cted the 

arti sts cou ld also h ave been clarified. 

Never having spoken to Sheila and yet 

inferring that she was being "politica lly 

correc t" when she stated that she and 

Jack gave "Jillie in the way of aesthetic 

criticism" seems particularly unfair on 

Jon es' part. 
That suggestions were made by advisers 

from the South in no way un dermines 

their contribution or the abi lity of the 

artists who have consistently responded 

to the ir demands. As mentioned above, 

when there was no crafts officer nor an 

immediate market for the wall hangings 

in the late l 960s, the women stopped 

wo rk ing . Unless the influence of the 

adv isers was so pervasive that there is 

con sistent visua l eviden ce of it in the 

wall hangings - wh ich there is not -
what is sign ificant is how each artist took 

what she wanted from them and made it 

uniqu ely her own . 
It is clear, for example, that the women 

were encouraged by some advisers to 

put decora tive borders on their wall 

hangings. Tha t this advice was trans

lated into individual expressions in their 

work is evident if we compare Tuu'luuq's 

highly geometric edging created by the 

rep etition of the abstracted form of an 

igloo (cat. 30, p. 29), the chain of eyes that 

encircle Qiyuk's image in her untitled 

wall hanging (cat. 25, p. 20) and the faces 

of humans and an imals tha t emerge from 

the metamorphic borders on A vaalaaqiaq's 

wa ll hangings (see cat., p. 41). Then, of 

course, there are those artists who ignored 

this guid eline altogethe r! 
I could continue. I could compliment 

Jones on her ana lysis of the techn ical 

abilities of the wall hanging artists in 

the last section of the catalog ue, whil e 

lamenting both curators ' relu ctanc e to 

examine their intricate symbolic imagery. 

An understanding of Inuit symbols would 

require a much deeper know ledge of the 

spi ritual and social life of the Inuit than 

a surface examination of stitchery would 

reveal. One cannot grasp the significant 

issues relating to this art form by spending 
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a week interviewing artists or by relying 
solely on the research of others. The 
development of textile arts in Baker Lake 
cannot be examined without proper field 
work and archival research. Wall hangings 
resulted from the interaction of two cul
tures, and a balanced account cannot be 
given without some input from the 
southerners who contributed to it. 

It must also be pointed out that, 
although the exhibition was originally 
intended to introduce wall hangings to 
an American audience that is virtually 
unaware of this art form, two of the three 
venues of this exhibition were Canadian. 
If it was intended to be of interest to a 
comparatively well-informed Canadian 
audience, the catalogue needed to be more 
focused, to deal with relevant issues in 
depth and to contribute new material to 
this field of study. 

As for the layout of the catalogue, it 
should be noted that any iconographic 
or formal analysis of the wall hangings 
requires that the reader be able to locate 
the illustrations of the works under dis
cussion easily. This is difficult since the 
photographs are placed in random order 
throughout the text. On occasion, the 

process of finding the works is facili
tated by the inclusion of the page num
ber on which they appear. It would have 
been preferable had this been done con
sistently, so that the reader would not 
have to leaf through the entire catalogue 
to find a specific work or, worse, to find 
that there is no illustration at all. 

The Director of the Baltimore Museum 
of Art states in the foreword that it 
was Bernadette Driscoll-Engelstad, a 
well-known Inuit scholar, who had 
approached the BMA with the proposal 
for this exhibition. Yet her contribution is 
strangely absent. It is also stated that 
Driscoll-Engelstad read some of the manu
scripts published in the catalogue. Had 
she read all of them, could some of the 
errors and omissions that mar this project 
have been avoided? 

The idea of assembling an exhibition 
on Baker Lake wall hangings was an 
important one. From the illustrations in 
the catalogue, it appears that the works 
selected for the exhibition by the curators 
are of high quality. The catalogue, unfor
tunately, does not measure up to this 
endeavour and is, in fact, a critical and 
scholarly disappointment. 

NOTES 

I Canada, National Archives of Canada, RG 85. 
vol. 487, file 255.5/159. 

2 Ibid . 
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SHOESTRING GALLERY 
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Cape Dorset 
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collection 

of Inuit 

and Native 

art 

Est. 1932 
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Prints, 
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hangings, 

jewellery 

FINE CANADIAN CRAFT 
Open 7 Days 

140 Cumberland Street 
Toronto, Ontario, Canada M5R 1 A8 

Tel.: (416) 921-1721 Fax: (416) 921-3688 

The source for limited-edition 
Pangnirtung hand-woven tapestries, 

and quality Inuit arts & crafts. Publishers of the 
Pangnirtung Community Print Collection. 

Call for our free catalogue. 

The Uqqurmiut Centre 
For Arts & Crafts 
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Uqqurmiut Sanaugaqarvingat 

The Uqqurmiut Inuit Artists Association 
of Pangnirtung, Baffin Island 

Telephone: (819) 473-8669 Fax: (819) 473 -8634 
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UPDATE 

INUIT ATTEND 
INTERNATIONAL TRADE 

CONVENTION IN BEIJING 
Representatives of Pauktuutit, Makivik 
Corporation, Unaaq, Baffin Regional 
Inuit Association, Seaku Fisheries, 
Qikiqtaaluk Corporation and the 
Labrador Inuit Development Corpora
tion attended an In ternational Trade 
Convention in Beijing, China May 18 
and 19. Dinah Andersen of Nain, 
Labrador, now working for Eastern Edge 
gallery in St. John's, Newfoundland, 
attended the Beijing convention. She 
reports that Inuit artwork, videos, books, 
jewellery and ston e were on display, 
and women supervising the booth 

answered questions about their art and 
culture wearing traditional amautii, skin 
boots and ivory jewellery. The boo th 
was popular with visitors and attracted 
a wide range of enquir ies, facilitated by a 
Mandarin-lnuktitut interpreter. A local 
television station filmed several booths in 
the exhibit, includi ng the Inuit delega
tion from Canada, for broadcast to over 
one billion people across China. The con
vention afforded Inuit numerous oppor
tunities to contact Chinese businesses, 
visit local sites and meet with Chinese 
and Tibetan Aboriginal groups. 

CANADA COUNCIL APPOINTS f IRST 
PEOPLES EQUITY COORDINATOR 

Roch Carrier, Director of the Canada 
Council, appointed Lee-Ann Martin to 
the newly created position of Firs t 
Peoples Equity Coordinator on July 5, 
1994. Martin will provide support to the 
Canada Council's First Peoples Commit
tee on the Arts, and will be responsible 
for developing policies and programs to 
make the Canada Council accessible to 
Aboriginal artists and arts organizations. 
Martin says the Committee will look at 
the issues of access, development, human 
resources and communications. "To get 
information about the Canada Council 
out and to get feedback to see if we are 
meeting the artists' needs ... communi
cation is vital." The First Peoples Com
mittee on the Arts will be exploring the 
possibility of establish ing a funding unit 
for First Peoples artists, as well as making 
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current programs more accessible. A two
year professional development training 
program in arts administration will be 
launched in early 1995. 

Of Mohawk ancestry, Martin has 
extensive curatorial experience, including 
her recent position as Curator of 
Contemporary Indian Art for the Cana
dian Museum of Civilization, where she 
was co-curator of Indigena: Perspectives of 
Indigenous Peoples on Five Hundred Years. 
She has also written a Canada Council 
report, The Politics of Inclusion and Exclusion: 
Contemporary Native Art and Canadian Art 
Museums, and has published curatorial 
texts to accompany various exhibi tion s, 
including Rebecca Belmore: The Language of 
Place for the Contemporary Art Gallery in 
Vancouver and Solidarity: Art After Oka for 
Ottawa 's SAW Gallery. Martin has also 
participated in conferences, seminars and 
workshops on Aboriginal art issues over 
the last decade. 

The Inuit delegation, sponsored 
by the Canadian Inuit Business 
Development Council and Aboriginal 
Business Canada, in Beijing, China, 
May 1994 : (left to right) Blandina 
Tulugarjuk, Martha Flaherty, 
Lucassie Tooktoo, Martha Greig 
and Dinah Andersen. 

PILOT PROJECT UNDER 
WAY TO BENEFIT 
INUIT YOUTH 
Inuit Tapirisat of Canada has initiated 
a IO-month pilot project called the 
International Inuit Youth Exchange 
Program. The venture started in 
September and has brought four Inuit 
youth together with two Aboriginal 
people from Russia and two from Chile 
to acquire skills in planning, implement
ing and managing youth programs and 
camps in their own communities. The 
program is designed to enable the par
ticipants to learn more about cultural 
sharing, leadership skills, and audio, 
video and print productions. Funded 
by the Children's Bureau of Health 
Canada, the exchange is based in Ottawa, 
Ontario, but field trips to the Canadian 
North, as well as to the partner countries, 
Russia and Chile, are planned throughout 
the remaining months of the project. 
lnuktitut instructors with the program are 
Mary Thompson of Arviat, Northwest 
Territories and Angus Andersen of 
Nain, Labrador. 
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UPDATE 

QAMINITTUAQ: WHERE THE RIVER WIDENS -

EXHIBITION, SYMPOSIUM AND ADVENTURE 

Artist Marion Tuu'luuq, curator Judith 
Nasby and Mayor David Kabloona cut 
the ribbon to mark the official opening of 
Qaminittuaq: Where the River Widens at 
the Baker Lake Community Centre on 
the afternoon of August 19, 1994. "This is 
the first exhibition of Inuit art organized by 
a southern gallery to open in the North," -o 

said Judith Nasby of the Macdonald~ 
Stewart Art Centre in Guelph, Ontario. -5 

The exhibition , consisting of 80 draw- ~ 
ings by artists of Baker Lake, was orga- ;;; 
nize d by the Macdonald Stewart Art O 

'----''--- __ ___ _...il.._ __ -2,...11111 

Centre and opened as the focal point Nancy Pukingrnak Aupaluktuq 
of the Baker Lake Adventur e and Art was one of the artists honoured 
Symposium. at Qaminittuaq: Where the River 

Jack and Sheila Butler were honoured Widens, Baker Lake, August 1994. 

at the opening for their invaluable help 
in the produ ction of the first and suc
cessive editions of prints, as well as the 
stimulation of drawings, sculpture and 
embroidery. Thomas Iksiraq was honoured 
for his role as one of the first printmakers 
and as long-time manager of both the print 
shop and the Sanavik Co-operative during 

Int erpreter Joan Killulark, left, listens 
while Myra Kukiiyaut describes 
one of her drawings in Qaminittuaq: 
Where the River Widens, Baker Lake, 
August 1994 . 

its art-producing days. Judith Nasby was 
honoured for her work collecting the 
drawings of Baker Lake artists, curating 
the exhibition and arranging for its open
ing in the community. 

This was the first time that many of 
the artists had seen their work framed, 
hung and exhibited . Forty visitors arrived 
from southern Canada to attend the 
opening, and to share the "adventure" 
and symposium organized by Qatqamiut, 
the Baker Lake Historical Society. The 
opening concluded with entertainment 
by the people of Baker Lake: throat 
singing, drumming, "country" harmonies 
with guitar and demonstrations of skill 
with the dog whip. On the morning fol
lowing the opening, the visitors were 
introduced to the community through a 
brief history presented by Henry Ford 
(one of the few, if not the only, indige
nous Inuit art dealers) and an amusing, 
but informative, lesson in Inukt itut given 
by Michael Mautarimaaq . 

An exhibition of the work of the lead
ing wall hanging artists was held in the 
school gymnasium, including some 
works selected by Marianne Heggtveit 
for the Canada Council Art Bank. 

A highlight of the weekend was a tour 
of the exhibition , with each artist dis
cussing his or her work. It is rare that 

Simon Tookoome describes one 
of his drawings in Qaminittuaq: 
Where the River Widens, Baker 
Lake, August 1994. 

dealers or collectors are given such 
insight into the work of northern artists, 
and it was fascinating to explore with 
the artists the variety of intent in the 
works - some narrative in presentation, 
some celebrating in a straightforward 
way the beauty and texture of the world 
(referred to by southerners as "barrens"), 
and others with layered meanings not 
easy to interpret across the gulf of culture 
without the artist's assistance. All of the 
work was closely related to the land and 
the culture that it shaped. Many people 
from the community expressed their grati
tude to the artists for recording their cul
ture and thereby providing a permanent 
testimony. Thomas Iksiraq talked briefly 
about the importance of the work, and 
William Noah spoke of the difficulties 
encountered by artists. 

In the evening, a dinn er that included 
country foods was served at the hotel, 
followed by a fashion show, featuring 
clothes from traditional to modern , orga
nized by Mercy Kayuryuk, Victoria 
Mamnguqsualuk's daughter. 

A trip to the Kazan Falls on the sunny 
Sunday was a memorable experience for 
the southern visitors (and a Baker Lake 
resident or two) who took advantage of 
the opportunity. Those who did not visit 
the Kazan had the chance to tour the 
community, the Historical Centre and a 
traditional camp, and to visit Jessie Oonark's 
grave with her son, William Noah. 
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The following day, artists had the 
opportunity to question cura tors about 
the role of public galleries. The questions 
tended to relate more to dealers than to 
curators, but it did illustrate the limited 
economic and legal understanding that 
artists have of the Inuit art industry. The 
bridging of this gap was, perhaps, one of 
the most important things to come out of 
the weekend. The artists were given to 
understand - in front of their commu
nity - how special they are and how 
highly regarded their work is, and the 
community responded with obvious 
pride. Also significant was the fact that 
the activities in the community were 
organized by local Inuit, members of 
Qatqamiut. It was their show to honour 
their people. 

Sandra Ungungai, the coord inator , 
Marie Bouchard, who provided back
ground support, and all the other mem
bers of Qatqamiut can take considerable 
pride in a successful weekend. Its effect 
will be long-lasting and will, I suspect, 
encourage the continuation of Baker 
Lake's tradition of producing art of 
outstanding significance. 

Generous assistance to enable the 
exhibition to open in Baker Lake and to 
hold the "adventure" and symposium 
was provided by the Department of 
Economic Development and Tourism 
(GNWT), the Cultural Affairs Program 
of the Department of Education, Culture 
and Careers, Calm Air and Canadian 
North Airlines. 

Qaminittuaq: Where the River Widens will 
tour nationally and internationally for 
the next two yea.rs. Artists represented 
are Ruth Annaqtuusi, Irene A vaalaaqiaq, 
Marjorie Esa, Hannah Kigusiuq, Janet 
Kigusiuq, Victoria Mamnguqsualuk, 
William Noah, Nancy Pukingrnak 
Aupaluktuq, Ruth Qaullua.ryuk, Marion 
Tuu 'luuq , the late Luke Anguhadluq, 
Marth a Ittuluka'naaq and Harold 
Qarliksaq. 

Dave Sutherland 

Dave Sutherland, a consultant, was formerly Arts 
and Crafts Officer with the Government of the Northwest 
Territories' Department of Economic Development 
and Tourism. 
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UPDATE 

PEOPLE 
Cape Dorset artists Kenojuak Ashevak 
and Pitseolak Niviaqsi, an d Jimmy 
Manning, manager of the West Baffin 
Eskimo Co-opera tive, were in Seattle, 
Washington in July for the opening of 
the exhibition Arctic Spirit: 35 Years of 
Canadian Inuit Art, 1959-1994. They also 
visited the Pilchuk Glass School in 
nearby Stanwood, Washington where 
gaffer Dimitri Michaelides led a glass
blowing exercise in the creation of an 
interpretation of an owl, based on a 
drawing provided by Ashevak. 

• A space at the north end of the Grand 
Hall in the Canadian Museum of 
Civilization in Hull, Quebec has been 
named after Bill Taylor , in honour of 
his achievements in and contributions 
to Canadian research and museology. 
The dedication of the William E. Taylor 
Research Gallery took place on 
September 11, 1994, when Peter 
Herrndorf, Chairman of the Board , 
unveiled a pl aque to commemorate the 
event. A research fund in Taylor's name 
has been established, the proceeds from 
which will be used to create an annual 
award for outstanding achievement in 
museology. 

Taylor first performed field work for 
the National Museum of Canada in 1950. 
Six years later, he joined its staff as Arctic 
Archaeologist and soon after became 
Chief of the Archaeology Division. In 

Detail from the drawing Owl, used as 
the basis for a glass ow l made at the 
Pilchuk Glass Schoo l. 

Kenojuak Ashevak holds a glass 
interpretation of her drawing Owl, 
made at the Pilchuk Glass School, 
near Seattle, Washington. 

1967, Taylor became the first director of 
what was to be a separate human history 
museum, the National Museum of Man 
(now the Canadian Museum of Civiliza
tion), a position he held until 1983. 
During that time, Taylor helped to create 
and seek funding for the Folk Culture 
Division. He assisted in the development 
of the Mercury Series, a publications 
series established to complement previ
ous studies and monographs on archae
ological research, and he oversaw the 
complet e renovation of the Victoria 
Memorial Museum Building in Ottawa, 
which added 40,000 square feet of exhi
bition space. He is currently Director 
Emeritus of the Canadian Museum 
of Civilization. 

• A one-week sculpting course at the 
Ottawa School of Art (OSA), sched
uled to be taught by Natar Ungalaq 
from August 22 to 26, was cancelled due 
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to insufficient registration. The OSA, 
which pioneered the use of Inuit art 
instructors at southern art schoo ls by 
hiring Mattiusi Iyaituk in 1993 to teach 
a summer session, hopes to offer the 
opportunity again in 1995. Interested 
peopl e with beginner or interme
diate sculpting skills should contact the 
OSA's Executive Director, Jeff Stellick, at 
(613) 241-7471. 

• Joseph Angutiguluk and Tommy 
Kumarluk, both from Kuujjuarapik, 
wer e two of th e Canadian representa
tives at an art festival in July 1994 in 
Normandy, France , where artists from 
memb er countries of the Second World 
War's Allied forces were featured . The 
Galerie Saint Merri in Paris, France pre
sented 150 Inuit sculptures at the festival. • QAGGIQ 95 
The Inuit Broadcasting Corporation 
and the Inuit Art Foundation, in col
laboration with the Canadian Museum 
of Civilization, are planning to mount 
an Inuit cultural festival in Ottawa, 
February 18 and 19, 1995. The festival 
will involve Inuit organizations from the 
Northwest Territories, Labrador and 
northern Quebec . Qaggiq 95 will present 
drum dancing, throat singing, Arctic 
sports and games , northern television, 
Arcti c foods, and carving and print
making demonstrations. The festival, to 
be held in the Grand Hall of the Canadian 
Mus eum of Civilization , will coincide 
with Winterlude, an annual winter carni
val in the national capital area:y" 

UPDATE 
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AT THE 
PUBLIC 

GALLERIES 

lsumavut: The Artistic Expression of Nine Cape 
Dorset Women, an exhibition exploring 
contemporary life in the North through 
the eyes of some of its women artists, 
opened at the Canadian Museum of 
Civilization on October 6, 1994. Exhi
bition curator Odette Leroux says that 
the 188 works, ranging from prints, 
drawings, and acrylic paintings to sculp
ture and jewellery, present "a unique 
window on a remote world." The exhi
bition runs until September 24, 1995 
and will be reviewed in an upcoming 
issue of Inuit Art Quarterly . 

• From June 15 to September 18, the Art 
Gallery of Ontario presented Robert 
Flaherty: Camera Studies, an exhibition 
showcasing a selection of Flaherty's 
vintage photographs of the Aboriginal 
people he m et while surveying the 
Arctic. Most people associate Flaherty 
with his 1922 classic film Nanook of the 
North, and few know of this set of photo
gravure s from his book Camera Studies 
of the Far North, originally published to 
promote th e film . 

• The Manitoba Museum of Man and 
Nature plans to open the Hudson's Bay 
Museum Collection (donated in Mar ch 
1994), an exhibition to be mounted 
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AT THE GALLERIES 

in January 1995 in celebration of the 
museum's 25th anniversary. The collec
tion dates from the 17th century and is 
the largest compilation of material from 
the early settlement period . It includes 
6,000 artifacts: archaeological objects, 
clothing, implements, trade goods, Inuit 
art, maps and photographs, the Jam es 
Houston Collection of Baffin Island stone 
prints (1958), and relics from the Arctic 
expedition of Sir John Franklin. 

Woman and Snow Bird, 
Pitaloosie Saila, 1973, 
Cape Dorset (stonecut 
and stencil; 61.5 x 43 cm). 

Canadi an Museum of Civilizatio n 

Cape Dorset women involved in 
lsumavut: The Artistic Expression of 
Nine Cape Dorset Women: (standing, 
left to right) Pitaloosie Saila , Oopik 
Pitseolak, Mayoreak Ashoona, 
Annie Manning, Minnie Aodla 
Freeman, Ovilu Tunnillie, Qaunaq 
Mikkigak, Kenojuak Ashevak and 
Napatchie Pootoogook; (seated) 
Ann Meekitjuk Hanson (photos of 
Oopik Pitseolak and Ann Meekitjuk 
Hanson were superimposed) . 
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AT THE 
COMMERCIAL 

CiALLERIES 
Orea Aart Gallery of Chicago presented 
Wild Arctic: Exceptional Sculpture from Canada 
May 20 through July. The exhibition 
included large stone works in serpentine, 
soapstone, argi llite and basalt. -Snow Goose Associates celebrated its 
one-year anniversary at its 8806 Roosevelt 
Way location in Seattle, Washington with 
artists Kenojuak Ashevak and Pitseolak 
Niviaqsi of Cape Dorset. Both artists 
were at the gallery July 9 to open Cape 
Dorset Revisited, an exhibi tion of 20 previ
ously unpublished prints dating from 
1959-1989. Rejected, when printed, by 
the Canadian Eskimo Arts Council, these 
prints have been released from the Cape 
Dorset archives to coincide with an exhibi
tion of the same name at the McMichael 
Canadian Art Collection in Kleinburg, 
Ontario. On July 15 and 16, Snow Goose 
also hosted Vasilii Parnikov , a print
maker, Nikolai Kurilov, a landscape 
painter and artist working in ink draw 
ings and applique, and Fyodor Markov , 

Spirit Bear, Kululu 
ltulu, 1994, Lake 

Harbour (serpentine; 
16 X 20 X 9 in .; 

Orea Aart Gallery). 

AT THE GALLERIES 

a carver of ivory and caribou antler, all 
from the Amur River region of Siberia. -The Inuit Gallerie in Mannheim, Germany 
featured work by Cape Dorset artist 
Pudlo Pudlat from June 15 to July 16. 
On June 19, Dr. Gisela Gotte, director 
of the Clemens-Sels-Museums in Neuss, 
gave a lecture at the gallery on Pudlat's 
prints and drawings. -Partnership with Pangnirtung, an exhibi-
tion of prints and drawings from the 
Dow Chemical collection, opened at the 
Canadian Embassy in Washington on 

Dancing Walrus, 
Nuna Parr, 
1993, Cape Dorset 
(serpentine; 
15 X 10 X 10 in.; 
Orea Aart Gallery). 

July 12. Works on exhibit includ ed 40 
prints, stonecuts, lithographs, stencils , 
drawings and photographs. The exhibi
tion was designed to reflect indigenous 
community life, family and the "spiri
tuality of nature." It was supplemented 
with prints on loan from the Arctic Inuit 
Art gallery in Richmond , Virginia. The 
show closed August 31. -The Uqqurmiut Centre for Arts & 
Crafts presented its annual print collec
tion from Pangnirtung artists at the 
Houston North Gallery in Lunenburg , 
Nova Scotia in September and October. 
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Graphic artist and master printmaker 
from the Pangnirtung group, Thomasee 
Alikatuktuk, demonstrated stencil 
printing on the opening weekend of 
the exhibit. -The Catto Gallery in London, England 
presented an exhibition of 35 Inuit 
carvings from Ju ly to November. Maurice 
Yacowar, Dean of Academic Affairs at 
the Emily Carr College of Art & Design 
in Vancouver, led a discussion of the 
works on July 3, 1994 . -Feheley Fine Arts presented Kenojuak 
Ashevak: Recent Drawings from July 14 to 
August 13. Twenty drawings were on 
exh ibit . -Arctic Artistry in Hastings-on-Hudson, 
New York will feature an exhibition of 
25 stone sculptures called A Study in 
Contrasts: Nutaraaluk and Mattiusi Iyaituk. 
The exhibition continues through Decem
ber. From January to March, the gallery 
will host an exhibition entitled The Michael 

AT THE GALLERIES 

Family from Lake Harbour, presenting 
sculpture from five members of the 
Michael family. -The Maslak-McLeod Gallery in Toronto, 
Ontario will feature an exhibition of sculp
ture, prints and drawings by northern 
Quebec artists in November and December. -

Mathew Aqigaaq 
Baker Lake 

.%ww'ffar- {9ur, f7:ut& {!/oliediorv 

[!/ 0my Jcu/pttu10 mui !Z},mt;r,, 

Arctic Artistrg 
2 Spring Street 
Hastings-on-Hudson, New York 10706 
(914) 478-7179 Fax (914) 238-4123 
Call or write to receive our mailings 

"Mother and Child with Fish" 
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Kenojuak Ashevak 
at Feheley Fine 
Arts in Toronto, 
July 1994 . 

His Honour Judge 
Donald B. Dodd s 

The Ancient Traditions Gallery in 
Minneapolis, Minnesota has several 
upcoming exhibitions: Cape Dorset Drawings 
runs from November 25 to December 31; 
Antler People, works in bone and antler, 
runs from January 6 to February 18, 1995; 
and an exhibition of Rankin Inlet Ceramics 
runs from March 16 to April 1, l 995~ 
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JOHNTIKTAK 
(1916-1981) 
El -266, Rankin In let: 
A mottled grey soaps tone 
carvi ng of a standing 
Inuit figure , 9". 

To be offered in 
our upcoming 
Inuit Auction on 
December 7th 
at 7:00 p.m. 

For catalogues and 
further information 
please contact: 
A. Dun can McLean 

189 QUE EN ST., EAST, TORONTO , ONTA RlO M5A IS2 
Tel. (416) 362-1678 Fax (416) 362-0905 

SCULPTURE BY WOMEN 
The third exh ibition in our series featuring 

cont emporary works of art by Cape Dorset arti sts 
including Qaunak Mikkigak, Oopik Pitsiulak , 

Ovilu Tunnillie and Tyara Tunnillie. 

DECEMBER EXHIBITION 
SMALL SCULPTURES BY GREAT ARTISTS 

Our annual exhibi tion of 
small scale sculpture by major artist s. 

Feheley FmeArts 
45 Avenue Road, Toronto, Ontario M5R 2G3 

Tel: (416) 323-1373 Fax: (416} 323-0121 

Professi onal advisors to private an d corporate 
collectio ns of Inuit Art since 1961 
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'l'HE: 
PROOFJUST 

ROLTED 
OFF''l'HE 

PRESS! 

PRINTERS O F THE 
INUIT ART QUAR TE RLY 

S ome t h ink of printing as a craft. 
A t Beaure ga r d, w e th i n k of it a s an a rt form . 

Our canvas is th e printed s h ee t of p ape r. 
Our 1nediurn is ink in a th ousa .n .d hues. 

Our challe n ge is to re pli ca te a n image with a ll the 
elegan.ce a n d cha rn c ter of th e 0 1iginal, w h ether it be a stunning 

photo g r a ph, co mp l e x illustration o r siinp le sketc h . 

The next time you n.eed y o 1..u 
p r intin g t o loo k as g o od a s yo ur art.,. gi v e us a cal l. 

••• 
(613) 745-9801 

BEA U REGARD P R I N TE RS 373 C OVENTRY RD . OTTAWA, ON T . K I K 2CS 

DIJCOVER A NEW 
WO RLD IN YOUR 
OWN COUNTRY 

\.1.lr1J I ipp cl t 

Phutogr.ip h~ h ) (. harll•, Gimpt-1 

Mar ia Tipp ett 
P h oto graphs by Charl es Gimpel 

A V i k ing 
(;ID 

Can acl a Harclcover \'IKL\t 

lnuitArt 
Q U ... II T I. R L 'I' 

GALLERY PHILLIP 
A WIDE SELECTION OF FINE INUIT ART 

Sculpture: soapstone , 
whalebone and ivory 

Prints 

Original Drawings 

Wall Hangings 

Appraisals 

Private and 
Corporat e Art 

Consulting 

Peter Tunilie - 1987 

939 Lawren ce Ave . E., Don Mills Centre, 
Don Mills , Ontario, M3C 1P8 416-447-1301 

BAKER LAKE 
FINE ARTS 

From the Artist 
to You 

Wall Hangings 

Drawings 

Fine Craft 

Cafv'ings 

To be included on our 
mailing list, phone or write: 

Baker Lake, NWT XOC OAO (819) 793-2865 

Dealer inquiries welcome 
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INUIT ART FOUNDATION 
1994 SUPPORTERS 

Patron: 
Joan Martin 

Associates: 
Patrick Odier 
Celine Saucier 

Friends: 
Dan & Gretchen Lavach 
Dave Sutherland 
Dorset Fine Arts 
Elizabeth Dale 
Joyce Keltie 
Doris Shadbolt 
Dan Gray 
Pamela Brooks 
Colleen Laventure 
Nick Murray 
Marion Scott Gallery 
Dr. Assa Mayersdorf 

Project Sponsors: 
Bank of Montreal 
Canada Council 
Canadian Aboriginal Economic 
Development Strategy 

Donations to the 
Uqqurmiut Recovery Fund: 
Jean Elliot 
Patricia Eames 
Connie Hart 
Friends of Inuit Art (Winnipeg) 
Hope Bergeron 
Martin Ehrenreich 
Robert C. Lyman 
Ryerson Management 
Assoc. Inc. 

CALENDAR 

Every effort is made to ensure that information in 
this calendar is correct, but readers are advised to 
check dates and times with event organizers. 

ExHIBITIONS 
In the Time of the Kayak: Hunting 
in the Eastern Canadian Arctic, Royal 
Ontario Museum, Gallery of Indigenous 
Peoples, 100 Queen's Park, Toronto, 
Ontario, February 19, 1994 to spring 1995. 

Inuit Art from the Collection, Macdonald 
Stewart An Centre, 358 Gordon Street, 
Guelph, Ontario, until fall 1995. 

Qaminittuaq: Where the River Widens, 
Macdonald Stewart Art Centre, Guelph, 
Ontario, spring l 995. 

Karoo in Ottawa, National Gallery of 
Canada, 380 Sussex Drive, Ottawa, 
Ontario, October 6, 1994 to March 5, 1995. 

Selections from the Permanent 
Collection, National Gallery of Canada, 
380 Sussex Drive, Ottawa, Ontario, 
October 6, 1994 to September 10, 1995. 

The Ashoona Family of Cape Dorset, 
Winnipeg Art Gallery, 300 Memorial 
Boulevard, Winnipeg, Manitoba, Novem
ber 19, 1994 to May 14, 1995. 

Selections from the Permanent 
Collection of Inuit Art, McMichael 
Canadian Art Collection, 10365 Islington 
Avenue, Kleinburg, Ontario, October 23, 
1994 to February 19, 1995. This instal
ment features graphics and sculpture 
with a family theme, to coincide with 
the closing months of 1994, designated 
by UNESCO as the International Year 
of the Family. 

Isumavut: The Artistic Expression of 
Nine Cape Dorset Women, Canadian 
Museum of Civilization, 100 Laurier 
Street, Hull, Quebec, October 6, 1994 to 
Sept ember 24, 1995. An illustrated vol
ume on the exhibition, entitled Inuit 
Women Artists: Voices from Cape Dorset, is 
available from the Canadian Museum 
of Civilization. Exhibition information 
tel: (819) 776-7000; Mail order tel: 
(819) 776-8387. 

Inuit Prints: A Collector's Choice, 
Burnaby Art Gallery, 6344 Deer Lake 
Avenue , Burnaby, B.C., October 29 to 
December 24, 1994. 

TRAVELLING EXHIBITIONS 
Arctic Wildlife : The Art of the Inuit, 
Montreal Museum of Fine Arts, 
Montreal, Quebec. Itinerary: Musee du 
Seminaire de Sherbrooke , Sherbrooke, 

Quebec, October 21, 1994 to January 8, 
1995; Thames Art Gallery, Chatham 
Cultural Centre, Chatham , Ontario, 
January 20 to March 19, 1995. Catalogue 
available from the Montreal Museum of 
Fine Arts. Tel: (514) 285-1600. 

Between Worlds, University of Alberta 
Hospital, McMullen Gallery, Edmonton, 
Alberta, November 12 to December 31, 
1994. 

From the Centre: The Drawings of Luke 
Anguhadluq, Art Gallery of Ontario, 
Toronto, Ontario. Itinerary: Thunder Bay 
Art Gallery, Thunder Bay, Ontario, 
October 22 to November 30, 1994; 
Rodman Hall Arts Centre, St. Catharines, 
Ontario, January 22 to February 19, 
1995. Catalogue available from the Art 
Gallery of Ontario. Tel: (416) 979-6648. 

Indigena: Perspectives of Indigenous 
Peoples on Five Hundred Years, 
Canadian Museum of Civilization, Hull, 
Quebec. Itinerary: Art Museum, University 
of Oklahoma, June 8 to September 5, 
1995. Book/catalogue and post er avail
able from the Canadian Museum of 
Civilization. Tel: (819) 776-7000. 

The Inuit and Diamond Jenness, 
Canadian Museum of Civilization, 
Hull, Quebec. llinerary: Wellington 
County Museum and Archives, Fergus, 
Ontario, January 15 to March 26, 1995. 
Catalogue and poster availab le from the 
Canadian Museum of Civilization. Tel: 
(819) 776-7000 . 

The Ingminirraqtuq Project, Burnaby 
Art GalJery, Burnaby, B.C., November 19 
to December 24, 1994. 

PRINT COLLECTIONS 
The Cape Dorset Annual Graphics 
Collection opened concurrent ly Octo
ber 21 at the Inuit Gallery of Vancouver 
and at Arctic Artistry, Hastings-on
Hudson, N.Y. 

WORKSHOPS 
National Gallery of Canada, scu lp
ture workshop for adults with artist 
Manasie Akpaliapik, February 12, 1995. 
Other sculpture workshops for fami
lies on February 19 and February 26, 
1995. Limited registration. Tel: (613) 
990-8049,'Y"' 
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ACART, Ouawa, Ontario ......................... 54 
Albers Gallery of Inuit Art, 

San Francisco, California ....................... 30 
Ancestral Spirits Gallery, 

Pon Townsend , Washington ................. 30 
Ancient Traditions Gallery, 

Minneapolis, Minnesota ..................... .. 41 
Arctic Artistry, Hastings-on-Hudson, 

New York .......................................... 41, 57 
Arctic Canada, Toronto, Ontario ......... 41, 49 
Arctic Inuit Art, 

Richmond, Virginia ........................... 29, 41 
Art Space Gallery, 

Philadelphia, Pennsylvania ................... 30 
Arts Induvik, Montreal , Quebec; Vancouver, 

B.C.; Mississauga, 
Ontario .............................................. 18, 41 

Baker Lake Fine Arts, 
Baker Lake, N.W.T ... .............................. 59 

Beauregard, Onawa, Ontario ................... 59 
Canadian Arctic Producers, 

Winnipeg, Manitoba .......................... I.F.C. 
David Ruben Piqtoukun, 

Toronto, Ontario ................... .............. I.B.C. 
Fehe ley Fine Arts, 

Toronto, Ontario ................................ 42, 58 
Galerie Elca London, 

Montreal, Quebec ........ .......................... 2 
Gallery Phillip, Toronto, Ontario ............. 59 
Guild Shop, The, Toronto, Ontario ..... 41, 50 
Houston North Gallery, 

Lun enburg, Nova Scotia ................... 2, 42 
Igloo Art, Montreal, Quebec .................... 42 

lnuitArt 
Q U A. R T E R L Y 

Images Art Gallery, Toronto , 
Ontario............................................ 29, 42 

Images for a Canadi an Heritage, 
Vancouver , B.C ...................................... 42 

Inuit Images of Boston, 
Quincy , Massachusetts .......................... 30 

Inuit Art Foundation, ..................... 19, 43, 64 
Isaacs/Innuit Gallery, The, 
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Northern Reflections , 

La Jolla, California .......... ...................... 61 
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Waddington's, Toronto, Ontario .............. 58 

CORRECTIONS 
Inuit Art Quarterly apologizes for the 
incorrect captioning of David Ruben 
Piqtoukun's sculpture in Vol. 9, No. 3, 
Fall 1994 (p. 21). The caption should 
read Inukshuk in Rosario. The sculp
ture is made of Argentine marble, 
weighs approximately 20 tons, and 
is roughly 16 feet high. Also in Vol. 9, 
No. 3, Fall I 994, the captioning of 
David Ruben Piqtoukun's Guardians of 
Life (Views, p. 64) indicated that it is 
made of Indian limestone; it is in fact 
made of Indiana limestone . Finally, 
an item in the Vol. 9, No. 3, Fall 1994 
Update (p. 43) indicated that artist Lucy 
Qinnuayuak attended the opening, in 
July 1994, of Ardic Spirit: 35 Years of 
Canadian Inuit Art, 1959-1994, an exhibi
tion at the Frye Art Museum in Seattle. 
Qinnuayuak, in fact, died in 1982, 
and it was Pitseolak Niviaqsi who 
attended the opening with fellow 
artist Kenojuak Ashevak. and Jimmy 
Manning, manager of the West Baffin 
Eskimo Co-operative. 

NORTHERN REFLECTIONS 
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Inuit Art Gallery (since 1986J 

Choose from one 

of the finest 

collections of 

choice pieces by 

internationally 

celebrated Inuit 

Masters 

6638 A venida De Las Pescas 
La/olla , Caljfom ia, 92037 

By appointment 011/y 

(619) 459-1700 
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Rosemary 
Kuptana, 

President of 
Inuit Tap irisat 

of Canada, 
behind the 

Canadian 
Parliament 
Buildings, 

Ottawa, 
January 1994 . 
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/ 

Mary Sivuarapik 
hanging clothes 
in Povungnituk, 
August 1994. 
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Patron ($2,000 or more) Alt the privileges 
of an Associate plus an invitation to visit the 
studio during an artist workshop and an 
opportunity to meet and talk with artists at 
a special lunch. Patrons may choose to receive 
a special edition folio of 10 original linocut 
prints created by the Beyond Boundaries 
workshop participants (while quantities last). 

Associates ($1,000 or more) All the 
privileges of a Supporter, plus an invitation to 
attend the preview opening of an exhibition 

during artists' workshops (usually one per 
year, pending funding). 

Supporters ($500 or more) All the 
privileges of a Friend, and three issues 
ofThe Adventures of Sananguaqatiit. 

Friends ($100 or more) One issue ofThe 
Adventures of Sananguaqat iit, and an 
invitation to Inuit Art Foundation events. 

Donors (up to $100) As above. 

In addition to publishing 
this magazine, the Inuit Art 
Foundation provides professional 
development services to Inuit 
artists ... 

• through the Inuit Artists' College: 

The Scholarship Fund enables artists to atte nd 
workshops organized by the Foundation in 
collaborat ion with other art organizations, 
such as the Ottawa School of Art. 

Awards are also given to artists who attend 
regular sessions at art institutions, such as 
the Vermont Carving Stud io. 

Portable Library Boxes, containing educat ional 
mate rials for artists - videos, posters and arr 
books - are placed in northern comm unities. 

• through Publications: 

The Adventures of Sanangunqatiit, an educational 
comic book for artists, dea ls with issues of 
health and safety, copyright, quarrying, and 
art marketin g. 

Complimentary subscriptions of The Adventures 
of Sananguaqatiit and Inuit Art Quarterly are 
sent to 2,000 Inuit artists across Canada. 

• through Artists' Associations: 

Grants are given to Inuit Artists' A ssociations 
to obtain stone, to hold exhibitions, to conduct 
workshops, and to cover the costs of oth er 
local projects. 

Artists (any amount) In addition to a tax 
receipt and press releases, donors in this cate
gory receive a Practise Safe Art poster. 

All Canadian and U.S. donors wiU receive a urx 
receipt. All donors wiU be added w the mailing list for 
Inuit An Foundation press releases. 

(See separate Insert for donation form.) 

Vol. 9, No. 4 Winter 1994 






	9.4 web TO PAGE 8 ONLY
	9.4 web



