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ABSTRACT 

In the Westem Arctic, women from two indigenous cultures, Inuit and Dene, have made 

art for hundreds of years. Women's art was different fiom men's, but was essential to the suwival 

of families. Their skills were also used by colonial explorers and traders. Now a third group of 

women, of European heritage called 'others' or 'non-natives', are also making art in the Westem 

Arctic. Each cultural group has a rich hentage, and where the cultures mix and CO-exist, mutual 

influence is observable, and unique forms of art have developed. 

Women of al1 cultural groups make artwork to conmbute to family use as well as for sale. 

While their artwork is known, as individual women they have remained unseen. unheard, and 

unrecognized outside their communities. This study focusses upon the women who prodrice the 

artwork; what they call art; how they influence each other; how new materials and techniques 

have changed their work; how they leam their skills; their ideas for how future generations 

should be taught; what artwork means in their lives; how they value cultural history, and how 

they practice aesthetics, and/or art cnticism. 

Forty-five women artists were interviewed over five summers, benveen 199201996. Most 

were videotaped in Inuvik at two festivals, or in Aklavik, Yellowknife, Tuktoyaktuk or Fort 

Smith, NWT. Each woman tells, in her own words, how her artwork evolved kom early Leaming, 

and its meaning now. These women do not call themselves feminisn but they discuss issues and 

smiggles cornmon- to feminism. The lives of the women are interwoven; they are producing 

artists, teachers, organizers, wives, mothers, elders and community leaders. Their voices provide 

a historic link benveen old cultural traditions and new generations. 
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The conclusions drawn from this study Uiclude differences in individual choices, power, 

education, various ways of learning, and how the women value their artwork. Influences on 

women's art include necessity, new materiais and techniques, and other arctic peoples and land. 

The meaning of art in their lives is connected to individual self-development and economic 

survival, but also CO families, and community recognition. They recommend that future 

generations be taught art skiils at home as well as at school, and provide practical ideas for 

effective art education in schools in the Western Arctic and beyond. 
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CHAPTER ONE: DESCRIPTION OF THE PROJECT 

This dissertation describes a research project that grew out of persona1 involvement with 

arctic peoples over the past ten years. Vast changes were occurring in arcnc communities, 

including the decline of the fur and petroleum industries, and a shift in the economic base of 

families from hunting to a wage economy. Complex inter-reIationships developed between 

indigenous cultures--the Dene, Metis and Inuit--and the non-natives or colonial 'others'. Recent 

changes include the settlement of land clairns, the irnpending political division of the Northwest 

Temtories (NWT) in 1999, Federal devolution of authority to local and regional authorities, 

financial consnaint, and the approach of unknown self governmenc structures. 

Women's lives in the Western Arctic 

Through the changes in al1 CO-existing cultures, women's work seemed more or less 

constant. The women bore, raised and educated children, worked within or outside cheir homes, 

and some did amvork, independently or in groups, to contribute to family survival. The changes, 

however, have affected women's Iives and arnvork as much as they have affected the lives of 

hunters and nappers. Today, women in the Westem Arctic produce art in many forrns which are 

widely acclaimed for their aesthetic value, including mukluks, moccasins, mitts and parkas, 

paintings, prints, pottery and sculpture. In order to understand their art and its role in their lives, 

it is important to do more than talk about the women. we must taIk with them, and listen to their 

perspectives. It is necessary to study the historie, social, cultural and aesthetic context in which 

women's art is created in this region. 

Therefore, duough conversations with Westem Arctic women artists themselves, the 

purpose of this study is to discover the context of, various reasons for, influences on, meanings 



and importance of making art in their lives from their point of view and in thrir ooun words. It alsc 

illuminates the role of women in education, and how they feel future generations shouId be 

taught. This study, therefore, focusses on the perspectives of several generations of women who 

create artwork, rather than on the arnvork itself, which has been documented elsewhere 

(Duncan 1989, Karklins, 1992, Tippett 1992, HalI, Oakes, Sr Webster 1994, Thompson 1994, 

Hall et  al 1994). 

As 1 taught, worked, studied and collected information over five years, I talked with man1 

women who were artists or were involved in the arts. This study presents the individual voices ol 

a number of Western Arctic women artists. They are not strangers, their Lives are interwoven by 

sharing life in an arctic environment, and the influence of the interwoven cultiires is observabre. 

The elder women artists talked about past and present practices, and about changes that 

occurred within their memory. The middle and younger generations talked about their culturaI 

and artistic legacy, and how changes affected their artwork and iives. They al1 shared insighrs to 

help the next generations, and 1 felt privileged to leam from them. 

The voices of these women conmbute to Our understanding of art in a culrurally diverse 

region. In tum the perspectives of the women on their art and education reveal their perception 

of art criticism, history and aesthetics, and how art production has evolved in this region. 

Evolution of the Project 

I first visited Eskirno Point, NWT (now Arviat), in 1987, where I stayed in a room in a 

parka factory, and was taken out on rhe tundra by a local famiiy. Eskirno Point is located above 

the nee line, where there are no trees and the ground is permanently frozen, and where warm 

buildings are built up on posts to keep them from melruig into the ground. This frozen state, 
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called 'permafrost', makes Iife very different Çrom anything 1 had previously known. 1 was amued 

at the physical problerns created by the cold, such as the trucks delivenng water daily to a tank in 

every house, and other trucks pumping out waste-water tanks. 1 was intrigued by the warmth of 

the Inuit people, their culture and lifestyle, and way they faced Me on a frozen land. 1 became 

fnends with a family who helped get artkits' work to galleries in southern Canada, and listened to 

their views on bridging cultures through art. 1 saw the incredible artwork of Inuit artists in a 

variety of media being bought and sold, and 1 realized char here was a whole way of life that few 

knew about or understood. 

Teachine: in the Arctic 

Two years later, 1989 to 199 1, 1 taught at Arctic College in Fort Smith, NWT, which 

hrther exposed me to arctic cultures. My teacher education students were largely indigenous 

women, from several diverse groups of Dene (Indian) and Inuit peoples, along tvith a few 'whites'. 

They came fiom a number ofsmall communities located around the western and central Arctic. 

1 was hired to teach art education methods, along with health and social studies methods, for use 

in the elementary classroom. The students had Iittle formal knowledge in these fields, which 

meant that 1 also had to introduce the basics of each subject before we could go on to classroorn 

methods. 1 did not realize how closely the subjects of health, social studies and art were linked in 

al1 our lives u n d 1  observed it in theirs. That link, along with the strength of the women 1 

taught, prompted my interest in this research project. 

Learnine: from Arctic students 

In the process of teaching these Arctic College students, we learned from, and educated, 

each other, in an exchange of knowledge. The students taught me about their world, their 
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experiences living on the land, about their families and raising their children, their traditions, 

patience, acceptance, and skills. They brought elders and beaunful artwork to cIass and we 

visited their relatives in hospital together. 1 shared my own traditions and experiences, and we 

discussed differences and cornrnonalities. Most of the students had little knowtedge of the world 

outside their communiaes, except whar invaded their living rooms on TV. Somehow 1 had to 

help them gain the skills of good teachers and researchers, enabling them CO teach their own 

students their connection to the world. 

1 knew very little about their cultures and life in the Arctic, but had some knowledge of 

the rest of the world. We embarked on an educational journey together. My job seemed to 

require first listening well, in order to understand their perspectives and discover what they knew. 

When we first mer, most of the students could name only a few countries of the world. In terms 

of the new NWT curriculum, they knew little about body systems, and they told me they had 

never seen 'art'. 1 used the library and gathered information from everywhere--books, tapes, 

magazines, newspapers, TV, video and slides-to bring the rest of the world to class. We used the 

resources with discussion, direction, and encouragement, challenging each other with new 

concepts and ideas. 

They seemed to feel very isolated from 'the South', yet southern TV images and junk 

foods had become part of their daily lives. 1 felt my job was to help them build a bridge between 

two worlds, within the structure of the formal NWT school system, because, as teachers, they had 

to be aware of both in order to teach the curriculum. It was a daunting task, requiring both the 

students' enthusiasm for learning, and my wihgness to be taught, in order to narrow the chasm 

between us. Both sides had information to share. The students told me that their worId was 

changing, and that they now needed more formal education to help support their famihes. 



Western Arctic Women k&.s - 5 

They said 'art' was 'that stuff that hangs on the walls in rich people's houses', yet the 

beaded mukluks, embroidered parkas and mitts they wore daily, were works of art in themselves. 

1 asked them about their beading, sewing, and embroidery, and they said they did not think it was 

'art', because it was just their clothing, it was necessary. We talked about what art is, and they 

came up with words like skill, value, design, m'gmaliry, wmkmawhip and becucy. WC listed those 

words on a chart, then applied them to their own work, and they were very excited and pleased 

to think that someone might cail their work 'art'. 

The subject matter of the art, health, and social studies courses were intenvoven with, 

and relevant CO, the students' daily lives. Puring the social studies course we explored social 

n o m ,  family structures, history of the region, cultures, influences, and changes occurring in their 

communities. We talked about changing power structures, prejudice, racism, and individual 

power to make choices. They identified social problems and discussed what could be done about 

them. They taught me about traditional women's and men's roles, abouc the acceptance of 

physical and social situations that seem to be a parc of survival in both Dene and Inuit culctires, 

and about their sense that change was imminent. They taught me about their history, cultural 

traditions, and what the fur trade meant to them. They explained how the decline of the fur 

industry destroyed the pride of hunter or napper husbands who provided for their families. The 

men must now find paid work, yet have few skilis outside their vast and persona1 knowledge of 

the land. 

During the health course we talked about body systems, current health issues in the 

cornmunities, about birthing, raising families, and their own expenences with sickness, heal~hcare 

systems, aging relatives and death. Sorne of the women had several children but did not know 

how their reproductive systems worked. Sometimes we talked about things that they usually do 
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not discuss at all: traumatic personal experiences such as infanticide, violence, abuse, alcoholisrn 

and suicide. Somecimes tears were shed as they told these persona1 stones, and 1 felt privileged 

that they enmsted me with famdy secrets. The exchange of information at times became quite 

personal, and we learned to respect each other. 

Cornmunitv Life 

Outside of the college setting, 1 was invited to visit some of the women in rheir temporary 

homes, and some came Co visit me. We drank lots of tea, rhe social lubricant on these occasions. 

Some of the studencs shared personal situations, worries, problems and concem. As 1 got ro 

know them, 1 noticed the women often made 'crafts' to sel1 in exchange for groceries at the 

Northem (formerly Hudson's Bay Company) store. Although they were not signed, the Northerr 

store sold them as local 'arnvork'. 1 noticed that most of the women made major contributions to 

their family's survival, yec they expressed little self confidence. 

However, when they spoke about their 'crafts', their faces lit up, they spoke with 

enrhusiasm, and they were obviously proud of their work. The economic power the women's 

artwork brought them became obvious. They had the courage to pick up and Ieave the comfort 

of their communities, moving th& families to a larger center to take a college program. They 

wanted to get the education required to teach in local schools at a good wage. 

Many of my observations while teaching in Fort Smith underscored my sense that there is 

some connection, especially for the women students, between their education, their artwork, and 

their self confidence or sense of persona1 power to be in control of their lives. 
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Visitinn other arctic communities 

In June, 1990, I flew to Inuvik, above the Arctic Circle on the Mackenzie River delta, 

during 24-hour dayhght or the 'midnight sun'. I taught art methods for three weeks, and again, 1 

learned a great deal from a new group of women studenw. We had class in the daytime, and then 

worked on projects into the evening. Most of us were staying on site at  the Arctic College 

donnitory, so we shared persona1 stories and experiences and we Iaughed as we worked. 

In FaIl 1990,I raught more classes of art methods in Fort Smith, along with health and 

social studies methods to mostly women smdents. In January and February, 1991, during the 

coldest months of winter, 1 flew in small unheated planes to three small communities (pop. 400- 

900) CO supervise student teachers. These small planes, with wind whistling through floorboards 

in -50 temperamres, sornerimes landed on school yards, and everyone in town came to see what 

and who had amved. 1 was introduced to the way of life in these remote places, and found each 

communicy intriguing. 

My student teachers took me to meet elder women who were well known for specific skills 

such as birch-bark basket making, or to communirj meetings where al1 the men wore wonderfully 

hand-embroidered and fnnged jackets, while the women wore plain store-bought nylon jackets 

and printed kerchiefs. Other times there were dog team races, feasts and dances, and 1 was 

privileged to participate with my students. Again, they quietly taught me to respect their 

culmres, about their relationship with a rugged and sometimes treacherous land, and to 

understand their joy in its beauty. In all, there were several different groups of student teachers 

that 1 taught over the two-year period between 1989 and 1991, perhaps thirty women and five 

men, and 1 learned a great deal from al1 of them. 
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Before I lefe Fort Smith in June 1991, another woman teacher and 1 decided to stage a 

dinner theatre concert to benefit the women's shelrer. Our concert followed the history of 

women in Song, and we were in the final stages of rehearsals, when my mother died of 

Alzheimer's. It was not unexpected, but it was s d l  a shock, as 1 was planning to visit her iater 

that month. She had taught me 'the show must go on', so later that week we sang Our concert, 

and 1 dedicated specîal songs to her. Although our concert was for everyone, ody 'white' people 

came, mostly women. The indigenous wornen for some reason did not corne, and 1 was punled. 

The concert was successful in raising money and was later the subject of an article in NorthemHe~ 

Maguz-ine (Crompton 199 1). My experience of arctic cultures and the women students affecred 

me deeply, yet there were many unanswered questions. Eventually, incerest in the women's Lives 

became the impetus for this research projecr. 

Transitions: integratiner theorv with l ers on al ex~erience 

In July 199 1, when 1 began the doctoral program, my expenence in the Arctic was always 

on my mind. My arctic teaching and learning made every book, theory, and lecture either 

relevant or irrelevant, and informed my new understanding of the field of arc education. I 

wanted to set a good example for my daughters who were both in university, and I also felt 

overwhelmed with ignorance. The more 1 learned the more ignorant I felt. There was much to 

know about the fields of art, education, and women's history, about the world, and about things 

that were not yet written. My new arctic knowledge lefi me w a n ~ g  to know more, to 

understand my own place in what happened around me in my lifetime, as well as in the world 

context. 
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There was also much more to leam about che Arcuc. There are many small communities, 

each different, with a variety of traditions and languages. They have ways of Iife that few people 

in the rest of Canada or the world know about, let alone understand. 1 could see parallels in the 

lives of the arctic women and my own that 1 wanted to understand. Arctic women, like my 

students, seemed to be the strong link to cultural survivaI and the key to preserving traditional 

arts and their children's future. Many were single parents, as 1 had been a single parent for many 

years. 1 appreciated their strength as well as their artwork. 1 wanted to explore connections 1 had 

observed, and 1 wanted these women to get the recognition 1 felt they deserved. 

1 began to realize that 1 was uniquely positioned to enable the voices of arctic women to 

be heard. 1 did not know how 1 could do it, but 1 knew 1 wanted to try. 1 decided that 1 wanred 

to talk to women artists, and record the stories of their Iives, their education, th& art, and irs 

importance in their lives. This project, therefore, became much more than an academic research 

topic, it was a very persona1 quest for knowledge and understanding. 

Researc h reaIities 

How was 1 going to talk to women al1 over the Arctic? 1 had no swings, no research 

grants, and airfares are very expensive. 1 had taiked to women in the Fort Smith and southem 

regions of the NWT, but 1 knew little of the northem regions, except Inuvik, and what my 

students had told me. The scope of the project seemed overwhelming, the Northwest Temtories 

is a vast region that is frozen most of the year. There are more chan thirty communities, most 

with populations under 1000 and accessible only by air, or sometimes by water or ice road during 

the winter. My former students iived in many of these communities, and I thought perhaps they 

could help me idennfy and get in touch with the important women artists as they had done 
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before. Stiil, how was 1 going to travel ro aii these comrnunities? 1 sirnply couldn't: travel 

logistics and Lack of hnds were harsh realities. 1 had to find another way. 

1 remembered hearing about The Great Northern Arts Festival, and chat it was held during 

July every year. I knew a d t s  were brought to Inuvik from al1 over the Arctic, and 1 thought 

niaybe 1 could talk to participating women artists while they were in this central location. 1 more 

to the FesavaI coordinator, asking if 1 could work for the Festival in exchange for a place to sleep 

on the ffoor. A few weeks Later Charlene Alexander called me and offered me a summer student 

job at the Festival for five weeks during July and August, 1992. 1 was thrilled, and 1 paid my own 

airfare, stopped a week in Fort Smith on my way North, a day in Yellowknife, then on to Inuvik, 

where 1 house-sat for someone who was on holidays. 

To my delight, 1 found there were nvo festivals happening while 1 was there beside other 

major events. The Western Arctic Cr& Festival and The Great Northern Arts Festival, as well as 

the Inuit Circumpolar Cmfe~ence and the Nm/tem Games were al1 being held the latter part of 

July. People came kom all over, and the Town of Inuvik grew from 3000 to 6000. The artiscs 

who participated were chosen to represent their communities in both the Arts Festival and Crafts 

Festival, which seemed criteria enough ro validate their recognition as artists for my study. It was 

a very exciting and busy summer, and through my work at the Festival 1 was incroduced to many 

of the women 1 later interviewed. 

Education infonns and nansforms uersonal ex~erience 

In the two decades of adulthood before 1 went North, 1 had been a single parent, raised 

two daughters, got a Masters degree, worked four jobs in four careers at one time, and renovated 

several old houses on rny own. Yet, when 1 began the doctoral program, 1 knew Little of women's 
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history, and nothing of feminist theory. A women's studies course, The History of Wmen in 

Educacion, made me increasingly aware of inequiries in my persona1 life. 1 learned about the 

Suffragettes in England, the North American women's movement, and 1 began to recognize my 

own privileged education and class. 1 had aiways thought of my parents as relatively poor, yet rny 

childhood was rich in so-cailed 'cultural' experiences. 1 was taken CO museums, galleries and 

concerts, and was encouraged to berieve I could do anything 1 wanted to do. 1 was unaware of 

gender discrimination, u n d  1 realized 1 had experienced it rnyseff. This was nor separate and 

irrelevant theory, but holistic leaming which enhanced and instructed rny very persona1 view of 

Me. 

Studying feminist theory on an academic level shook rny consciousness on a persona1 and 

emotional level, 1 had remamed when my daughters were in their late teens, and my husband 

had promised to support me through the Ph.D. But he deserted me afcer just one week of schoo1, 

a month after my rnother died. Then my husband retumed after a few months, and Iater 1 finalIy 

realized 1 was tolerating an abusive marriage for reasons 1 did not understand. Sornething had to 

be done, and my new awareness empowered me to act. In the second year of the Ph-D. 1 sought 

advice from a lawyer and 1 1eft my abusive husband in the rniddle of a term. 1 moved al1 my 

fiirniture into storage, found homes for my dog and cat, and impatiently worked through my 

anger and grief. After I left, my Life was threatened repeatedly, and 1 sought help through the 

RCMP, Batrered Women's Support Services, the UBC Women Students' Office, and poured my 

anguish into writing and artwork. My new consciousness was very dimptive to my studies, but 

my daughters were very supportive, and 1 managed to pass the tem. Processing my emouons 

through art and singing helped greatly. My experiences helped me understand the theory 1 was 

learning, which in turn, infonned my new awareness of what was happening to me and others. 
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My uaumatic experiences also gave me a new appreciation of some of the issues 1 had 

experienced in the North. My women students had shared their experiences of abuse, and 1 had 

a new capacity to understand. My impression that the women's artwork was their key to self- 

esteem, was reinforced. 1 wanted to learn more about them, and what their amvork meant CO 

them. Did their artwork and education empower hem as mine had done? The theoretical 

learning of the doctoral program became more relevant, my research direction ckarer, and the 

topic more urgent and personal. 

The next two summers, 1993 and 1994,I served as Assistant Coordinator of The Great 

Northern Arts Festival, each summer living in lnuvik for longer periods of tirne--three months and 

five months. 1 recorded more interviews each year and followed up on the ones 1 had done 

carlier. 1 also coIIected newspapers, documents, took photographs, videotaped, visited people and 

places, and experienced first hand many aspects of life in the Western Arctic. 

Immersion in the field 

In January 1995 1 was asked to cmrdinate the first fine arts program ever offered in the 

Westem Arctic, in Inuvik, NWT, at the newly divided western half of Arctic College now caiIed 

Aurora College. I accepted the chaIlenge, spending fourteen months (March, 1995 CO May, 

1996) planning and coord ina~g  a one-year Fine Arts Certificate Program. 1 shared a house with 

Charlene Alexander, who 1 had h s t  interviewed in 1992 as a manger and her new husband 

Brian, and their Golden Remevers. As before, 1 leamed a great deal from my students, my 

colleagues, my friends, and by being part of the community. 

In summer, 1995, my fine arts students needed a practicum, so we opened a storefront 

exhibit area in Inuvik so they could talk with the public, and some srudents worked for the 
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Festival. We got to h o w  a lot of people in the region, and that Fa11 1 was elected to the Festival 

Board. 1 was no longer just a summer resident, 1 was becoming an accepted member of the 

comrnunity. During the winter 1 taught during the day, and worked evenings/weekends on my 

research nanscnpts. 1 talked to more women, and updated information as 1 could. In 

July/August 1996, 1 worked again for The Great Nmhem Am Festivd in Inuvik, doing inventory, 

pricing, and organizing and facilitating artist seminars. 1 got to know both artists and other 

people of the region. 

AI1 of this work, over seven years in the Arctic, provided an opportunity to learn about 

arctic cultures, peoples and arnvork first hand, and to meet and work with aboriginal and non- 

native colleagues and students. 1 observed and experienced a rich variety of events in the South 

Slave, Yellowknife and Mackenzie Delta regions of the Western Arc tic. 1 felt the tension 

between the different cultural heritage groups, wimessed overt acts of racism, and looked for wayr 

to understand. 1 went to concerts, presentations, dances, aboriginal healing circles, and other 

community events, in order to leam and observe. 

Through al1 of this, it seemed to be the women who were the steadying force. They 

fought for educaaon and community health, kept families together, and bridged oId and new 

traditions. They quietly went about their work, doing art or getting more education, and making 

a difference in their communities. Non-native women seemed to be organizers of major events 

like festivals that benefitred all, and 1 tried to learn about the complex interrelationships between 

cultures. When 1 reflect on these events, the dynarnic changes occurring in the Iives of arctic 

people and communities seem quite astounding. 

Throughout the years since 1990,I have kept in touch with many of my former students, 

and I saw some of them every summer. They helped me identify women artists from their 
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communities that 1 should talk to. They introduced me to people 1 would not have been abie to 

meet, and took me to places 1 could never have visited without rhem. They even r m k  me in 

their boats to fish camps, community festivals, and to visit prominent elder artists. Because of 

their assistance 1 was able to talk eo the wide range of women included in this study, for which 1 

am grateful. 1 interviewed some former students themselves, because they are recognized as 

outstanding local arrists, or they served as cultural interpreters. It was a nch and persona1 

experience. 1 was not just a manger, 1 was a pamcipant observer, invohed in the community, 

collecring experiences of a Lifetime. 

Definition of T e m  

A numher of terrns used in this dissertation require defining. For ~Iarification, the word 

'Arctic' when used as a noun describing a particular place, is capitaIized, such as 'the Arctic'. 

When 'arctic' is used as an adjective, as in 'arctic communities', it is not capitalized. 

The usage of some terms is a very sensitive issue in the Arctic. The cerms 'abonginai' 

and 'indigenous' are commonly used almost interchangeably, although ehey have somewhat 

different meanings. Aboriginal means the original inhabitants of a country, and originated hom 

Colonial descriptions of land ownership by aboriginees in Austraiia. The words 'indigenous' and 

'native' are sometimes used as synonyrns for 'aboriginal'. The word 'indigenous' is often used in 

defining 'aboriginal', with further criteria, connoting people that originaIIy inhabiced a land before 

the arriva1 of colonists. The word 'indigenous' means that whch is produced naturally in a 

region. Common usage in the Arctic reflects these definitions. On some NWT government 

forms, there are boxes to check cultural hetitage, including Inuit, Dene, Metis, and Eiiropean, 

with a category called 'non-native indigenous', meaning a persun of 'normative' origin who was 
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born in rhe NWT. The term 'aboriginal' would not be used in rhis way. Berger quotes The 

Canadimi Charter of Rights and F r e e h :  'In this Act, "aboriginal peoples of Canada" includes the 

Indian, Inuit, and Metis peoples of Canada' (Berger 1982). Terms like indigenous and aboriginal 

do not refer to particular groups of people, so 1 have not capitalized them here. Specitic cultural 

groups of people are capitalized. 'Native' is sometirnes used by non-natives to descnbe al1 

indigenous people, but the Inuit women 1 talked to used the term 'native' to mean those of 

' Indian' heritage (see E. Klengenberg) . 

The term 'Indian' is now considered derogatory, as awareness grows of the pnde, culture 

and languages Iost in residential schools (LaRoque 1975). The term 'Status Indian' is a specific 

legal classification of Indian peoples in the Indian Act of 1876, revised 195 1 and 1985. In the 

Indian Act, Indian peoples were required to register as members of a particular band and given a 

number to receive 'treaty' monies and rights. 

Indian and Northem Affairs Canada (1986) explains: 

Stams Indians are those who are registered with the Federal govemment as Indians 
according to the terms of the Indian Act. Non-status Indians are those who are not 
registered. An Indian woman who mamed a non-Indian, for example, was no longer 
considered to be an Indian within the meaning of the act. Nor were her children. The 
reverse situation did noc hold me ,  however, and it became possible for non-Indian 
women marrying Indian men to gain acnial Indian status. This blatant discrimination 
against Indian women lasted for nearly 100 years, und  long overdue amendmencs co the 
Indian Act were passed in 1985 (p. 60). 

'First Nations' is not used much in the Arctic, but 'First Peoples' is used occasionally. 

The Dene people refer to the Dene Nation' collectively, which includes five groups in the 

Western Arctic. Most often Dene peoples refer to themselves by regional group names such as 

Slavey or Gwich'in. The term 'Metis' was and is used to describe specific peoples of mixed Native 
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and French heritage, but is sometimes used more broadly to describe anyone of rnixed heritage, 

along with the derogatory term 'haif-breed'. 

The term Inuit' is a modem term for 'Eskirno' which was recently disfavored as 

derneaning to Inuit, especially in the Eastern Arctic. In the Western Arctic, some women still 

refer to themselves as 'Eskirno' depending on their awareness of terms and what they are used to 

(see B. Lennie summary Chap. 3). The Inuit were not included in the Indian Act, and there 

were no neaties affecting Inuit lands und  recently. The Inuit are governed directly by Canada, 

and were given numbered tags at birth to Wear for identification (Crowe 199 1). The Inuvialuit 

are a group of Inuit living in the Wesrern Arctic, and are related to Alaskan Inuit (Indian and 

Northem Affairs Canada 1984). An individual of Inuit heritage is referred to as an Tnuk'. An 

InuviaIuit woman of mixed blood would never be called 'Metis', but might refer to herself as 

'Inuit' with 'white' or 'Indian' relatives. The term 'Inuit' is nor used in Alaska, the Yup'ik and 

Inupiat use the general term 'Eskirno'. 

My students explained that many arctic peoples have mixed blood, and thar heritage is 

sometimes hard to figure Our. They said now that land daims have been settled, some people 

have a choice of which group to register with. The choice depends on several things: the 

amount of blood they have from parents of different heritage groups, where their naditional 

hunting lands lie, and formal regisaation and recognition by that group (see R. Wright surnmary 

Chap. 3). It is not a simple matter. For instance during the Festival when identifying artists for 

Gwich'in or Inuvialuit artist awards, we had to submit names of potential arrists to each group 

office, and they told us which artists were legally registered as part of their group. 1 interviewed a 

wornan 1 was told was Gwich'in, but she corrected me, saying she was 'Inuk'. 
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The 'non-native' group of people living in the Western Arctic may include Caucasians, 

blacks, mid-Eastern and h i a n  individuais f5om a variety of religions. The rnajority are 'white', ot 

European heritage, and Christian. Sometimes this group is referred to as 'whites' or a minority of 

'others'. The various r e m  can be confusing, but awareness of the history of the region assists in 

developing a sensitivity and undetscanding of these compIex issues. 

Nature of the Western Arctic Community: Past and Present 

The Land 

The geographic region defmed in this smdy as Western Arctic generally covers the 

western half of the Northwest Temtories and may include the Yukon. The southern boundary is 

the sivtieth parallel, the eaçtern boundary roughly follows the diagonal iine of the Canadian 

Shield or 'treeline'. 

This lies West of whac is generally calied the 'Eastern Arcric', which is 'barren ground' or 

permafrost above the trees (see Figure 1). The Eastern Arctic Coast is inhabited by Inuit, and wil 

become the new tenitory of Nunavut in 1999. Baker Lake is the only idand community on 

permakost inhabiced by Inuit. 

The Western Arctic contains two kinds of land: 'permafrost' barrens or 'tundra', and the 

sparsely treed 'taiga' along the tree-line and sub-arctic boreal forest. The Toms of Fort Smith, 

Fort Simpson, and Hay River Lie abng rivers in the southerly sub-arctic region of the Westem 

Arctic. The sub-arctic has trees of various sizes, forest animals, and houses that may have 

basements. 

The capital and largest city Yellowknife, and Inuvik, the largest town north of the Arctic 

Circte, sit right at the edge of che treeline. This diagonal line is sometirnes called the 'Canadian 
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Fig. 1: Map of Canadian Western Arctic Temtories & Nunavut borders. 

T h e  political division of the present Northwest Temtories pIanned for 1999 falis partly 

along the treeline. (Arctic Tourism 1996). 
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Shield'. The Mackenzie River Delta cornmunities near Inuvik lie at this northern edge of the 

trees, where spruce trees are smail 'taiga', rock is exposed, the ground is 'permafrost', and 

buildings are set up on poles. Tuktoyaktuk, only a hundred miles north of Inuvik, is above the 

treeline on the barren 'tundra'. The severely cold climate of all this land defines the existence of 

the anirnals, plants, and humans that survive there. Generally, the Inuit lived along the coast 

above the rreeline (Morrison and Germain 1995), while the Dene lived inland along rivers and 

lakes in treed regions. 

Western Arctic peoples 

For hundreds of years in the Arctic two indigenous cultures CO-existed: the Inuir, and the 

Dene. Boch groups of peopIe were nomadic, hunting some of the same animals. The Inuit 

peoples camped along the arctic coast north of the treeline, while the Dene peoples lived below 

the treeline, usually inland along rivers and lakes in woods and forests. The men of both cultures 

hunted, fished, and/or trapped, while women's essential roles were bearing and raising children, 

sewing warm clothing and footwear, and preparing hides and food to conmbute to family survival 

(NWT Education 1989, Hall 1986). They were drawn or photographed by nunierous visitors 

such as Edward Curtis (Silversides 19%). 

The vast distances and isolation of the Inuit and Dene groups of peoples, allowed wide 

variations in language and customs to develop within each large group over hundreds of years 

(Crowe 1986). The Inuit people in the Western Arctic are known as 'Inuvialuit' and are related 

to the Alaskan Inuir to the West along che coasc (NWT Educanon 199 1). They have quite 

different customs from the Coppet Inuit living in the Central Arctic (Hall et al, 1994), as well as 

from the Eastern Arctic Inuit (Bruemmer 1985). 
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The Dene nations tiving in the Western Arctic include the Gwich'in, Sahtu Dene, Hare, 

Mountain, North and South SIavey, Dogrib, Yellowknife, Chipewyan and Beaver Indian peoples 

(Thompson 1994, McMillan 1988, Comeau and Santin 1990). Sometimes the Dene are referred 

to as Athapaskan (Duncan 1989), related by Ianguage to groups as far south as New Mexico. 

The people thernselves use vanous names for parricular groups, and both names and speüings can 

be conhsing. The Dene and Inuit peoples had a history of trading, but rarely mixed except in 

the Delta region at the mouth of the MacKenzie River on the Beaufort Sea (Crowe, 1991 and 

Clark, D., 1991). Each group maintained a separate CO-existence, occasionally warring, until the 

arriva1 of the European-based explorers and traders. 

The newcomers gave both indigenous groups more reason to CO-operate as weI1 as to fight 

(Crowe 199 1). The indigenous peoples openly welcomed the neivcomers, and gladly traded what 

they had for new goods. They welcomed the chance to leam new ways and expected to gain new 

riches and conveniences. The h s t  wave of newcomers did noc stay, they merely passed through, 

trading with indigenous peoples, and went on their way (Newman 1989, Karkluis 1992). This 

was m e  of explorers, traders, and whalers u n d  the late nineceenth century. 

Settlements  pro^ into communities 

About a hundred years ago, non-indigenous people began to stay in settlements in the 

Western Arctic, assuming positions of authority: first traders and trading posts, then churches 

(Furnoleau 1973, Mars h 199 1, Sutherland l984), then stores, RCMPolice (Dobrowolsky, l995), 

medical, government (Stoneman-McNichol 1983), business, and educational staff. A third, very 

powerhl, cdturai group emerged, collectively known as 'white', 'non-native', Euro-Canadian, or 

'others' (Economic Development and Tourism 1995). 
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It was the newcomers who eventuaily required indigenous children to go ro residential 

schools run by 'white' religious sects, either Roman Catholic or Anglican (Furnoleau 1973, Marsh 

1991). These schools were located ody in the targer communities (Special Cornmittee on 

Education 1982), so the children were there for years at a time, losing the influence of their 

parents, home culture and Ianguage (Haig-Brown 1988. Barman et al 1986, Johnston 1988, Jaine 

1993). In school the children were taught the ways of the 'whites', but some began a secret 

cultural exchange with other children in the residences (see M. Igutsaq summary Chap. 3), which 

may have kept traditions alive. For years, quarified teachers from southern Canada were flown in 

who did not know the cultures and who barely tolerated the extreme ciimate. Most were 

unhappy and left, causing high teacher turnover, continuity problems in schools, and bad feeIing 

among the indigenous peoples. 

Today, non-native 'others' still hold most of the positions of authority in al1 communities, 

but the power is slowly being reclaimed by the W e h m  
mm 

indigenous peoples (Dickerson, 1992, Freeman et shbh OMaa Nzhdandhjah 
Gwich'ii 

al, 1992, Punch 1992). Indigenous languages are m h & r a ü e t s ' é d &  
North- 

being revived: eight languages have gained Nuwe G& NuhdëZ 
officia1 status in the Western Arctic, six of them 

aboriginal (see Figure 2). Now, people from each 

community, who speak the local languages, are 

being trained as teachers for at least two years at 

French 
Arctic and Aurora Colleges (see N. LaFleur 

Fig. 2: Eighc officia1 languages. 
Summary, Chapter 3). The isolation of many (Arctic Tourism, 1996). 
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cornmunities means that it is expensive but necessary to provide schooling at the local level 

(Special Commiaee on Education, 1982). Non-natives still have a huge impact on the cultures 

of the North (Maldaver 1993, Trigger 1985, Fisher l992), but changes have begun to take place. 

Although 40% of the population is under the age of 17, most communities cannot afford 

to provide schooI past grade nine or ten. So many NWT children still have to go to one of the 

larger centers, and live in residence away from their families, to complete high school to Grade 

12. They find this extremely dificult (see B. Lennie summary Chap. 3),  unless they have family 

nearby. This is one reason for the high NWT drop-out rate in Grade 10. 

AI1 three cultural groups now CO-exist in various proportions in Western Arctic 

communities. Some communities are predominately one indigenous culture, but most have a 

mixture of heritage groups. Al1 groups have been affected by the rise and faIl of the fur, whaling 

and petroleum industries, and must now b d  altemate sources of income (Aquilina 198 1, Berger 

1991, Dickerson 1992, Smith 1967). When these indusmes were thriving between the tum of 

the century and the 1960s, many traditional hunters and trappers sold their dog teams and went 

to work in the new wage economy. In doing sol they lost their traditional skills and the abiiity to 

live 'on the land' (LaRoque 1975). 

Art is now viewed by government as one viable economic alternative to hunting (NWT 

1992). The traditional way oflife on the land is lived by very few today, although most 

indigenous people still enjoy weekends at camps 'in the bush' (Maldaver 1993, Hall 1986). 1 

talked with several women who still live in a traditional way (see M. Lennie summary Chap. 3). 

The vast social changes occurring with the settling of land claims and emerging political 

structures have affected al1 peoples (Frideres 1993, Coates and Powell 1989, Smith 1967). A 

good education is beginning to be recognized by al1 as one key factor in coping (Ellis & Bryant, 
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1990) and is a means to good jobs and regular income. Forma1 education is increasingly being 

seen as a way to perpetuate cultural heritages. The NWT has a unique govemance system, a 

concensus legislative assembly rather chan an opposition party system. The indigenous peoples 

are reclaiming power through learning aboriginal languages, signing land clairns (Purich, 1992, 

Indian Affairs & Northern Development, 1984), leaming how to function within government 

structures, and by training aboriginal teachers. Self-government is a fact of the future, and 

research is in progress on the Inuvilauit people's views and fears (see B. Lennie surnmary Chap. 

3) - 

AU cultural groups have recendy expressed the need to understand and cooperate with 

each other more fully to ensure the survival of future generations. A number of regional syrnbols 

acknowledge the three main cultural groups. For instance, the logo of the Town of Inuvik shows 

the housing styles of the three cultures under a midnight sun (see Figure 3). The Great Northm 

Arts Festival logo symbolizes the clothing styles of ail the indigenous peoples of the Arctic, along 

with newcomers, dancing around an inukshuk under the midnight sun (Fig. 4). 

In 1962 a mangular sculpture, symbolic of cooperation between the three cultures, was 

erected by the Town of Inuvik. It is calied The Diefenbaker Monument, which srands in front of 

the elementary school, fonnerly the residential school, to encourage interculturat cooperation 

(Fig. 5). In 1970 the NWT adopted a three-figure symbol of "the North's Inuit, Dene and non- 

aboriginal cultures living as one North of 60" ( N o r t h  News Services, 1993, p. 3) (Fig. 6). A 

large scuIpture of these three figures stands outside the high school in Inuvik. 
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Fig. 3: Town of Inuvik logo 
(Stoneman-McNichol 19831 

Fig. 4: Great Northern Arts Festival Logo 
(G.N.A.F. stationery and brochures). 

Fig. 5: The Diefenbaker Monument, Inuvik. 
(Northem News Services, 1993, p. 15). 

Fig. 6: NWT symbol of three cultures. 
(Northem News Services, 1993, p. 9). 

A h t i c  Production in the Westem Arctic 

Most women in non-industrial world societies created articles to be used (and discarded) 

by their farnilies such as clothing, footwear, or items of hausehold decoration or use (Barber 1994, 

Chadwick 1990, Weiner &Schneider 1989, Chanda, 1993). They used available rnaterials, 

which in the Westem Arctic included animal skins, bones, Stone, wood and tundra plant 
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materials (Miles 1963). Maceriais and techniques introduced by European explorers, whalers, 

and rnissionaries were incorporated into the traditional aboriginal designs (Karklins lggi), and 

women became known for, and were very proud of, the quality of theu stitches and designs (see 

B. Ruben summary, Chap. 3). The 'traditionai' women's artwork of al1 three cultures is now 

interwoven with new materials and techniques, and must be understood in its historic context. 

The artistic production of each of the chree cultural groups has been influenced by the 

others as they have developed together in the Western Arctic region over the last hundred years, 

especially in the Delta region at  the mouth of the Mackenzie River on the Beaufort Sea (Duncan 

1989). Influences documented in this study include family, historic education and church 

practices, necessity, changes in society and traditional ways of life, politics and govemment, 

various economic pressures including the decline of the fur industry, the Arctic landscape and 

the clirnate. These themes run throughout the women's summaries in Chapter Three of this 

dissertation. 

Artistic production is aiso infiuenced by gender roles. Indigenous women's art fornu were 

traditionally different from those created by men, and were unsigned. Women originally sewed 

family clothing as a matrer of survival, and individual styles developed slowly (Hall, Oakes & 

Webster 1994, Thompson 1994, and Haii, Tepper & Thompson 1994). Indigenous men 

produced small carwigs or drawings related to hunting beliefs, or for historical record (Clark, D., 

199 1). Some early artwork appears to have had other uses or intrinsic value. Now, in a 

development paraiiel to the Arts and C r a h  Movement in Europe and America (Naylor 1971, 

The Fine Art Society Ltd. 1973, Anscombe 199 1, and Callen 1979) many women living in the 

Western Arctic continue to make art for family use as well as for sale. Of the women 1 

interviewed for this study, thirty make a major portion of their living through producing artwork. 
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Many use their expertise also in their teaching of chiidren. Art is now viewed by govemment as ; 

viable economic alternative to hunting to help provide for families (Dept. of Culture & 

Communications 1995). This study centers on women who create a n  now, and their 

perspectives on education and artwork. 

Rationale and Statement of the Problem 

Three cultures CO-exist in the Western Arctic, closely in al1 communicies, and with almosi 

equal populations in the Mackenzie River Delta, includuig Dene, Inuvialuit (Inui~) and a group 

generally known as 'white' or 'non-native'. The indigenous groups are, within a generation, being 

brought from hunter-gatherer societies directly into the technological age without going through 

an indusmal revolution. They are very close to the old ways, which are still w i t h  rnemory of 

some elders. Many elders were born in an igloo or 'on the land', but their grandchildren live in 

houses and are using computers in school, and they may never have seen an igloo. 

The decline of the fur industry decreased family incomes, and devalued the skiIls of 

hunters, who had to find new ways to provide for their families. ResidentiaI schoois stripped the 

middle generations of their languages and customs, and now they are trying to reclaim them 

before al1 the elders who remember them are gone. The women told me that many indigenous 

people have become accustomed to govemment support, and seem to have lost much of their 

own independence, initiative, languages, self-suffiency and pnde. 

The cultural groups CO-existing in the Western Arctic are sometimes polarized. They 

seem to cooperate awkwardly, but are sornewhat suspicious of each other, and rarely acknowledge 

al1 contributors to the culrurai fabric of communities. Non-natives have held most of the 

positions of power (government, police, education, religion, healthcare, and business) for the last 



Western Arctic Women Artists - 27 

fifty or more years and are sometimes openiy resented. Racisrn and prejudice are evident in al1 

sectors, but are often hidden and seldom acknowledged. Certain individuals fiom al1 groups have 

gained the respect and trust of the other groups. Now, land agreements are being signed, new 

political powers and structures are emerging, and indigenous customs like drum dancing are being 

revived (Asch 1988, Cockney 1991). There is wide agreement that the indigenous people need 

training to take over their own self-government. The politics of creating a future government for 

the Western Arctic that is fair to all, causes cornpetition, polarization and fear within a 

framework of cooperation. 

Art is being promoted as an economic replacement for hunting, and the current economic 

income derived from art-related activities in some arctic cornmuniries is rated as high as 50% 

(Dept. of Culture & Communications 1988). In the midst of al1 this changc, the indigenous 

women's traditional artwork is relarîvely constant. Ir is recognized al1 over rhe world as 'art', yet 

the women who create it are unknown. Their work continues to reflect traditional culture 

(Duncan 1989), and some excellent artist role models are working in both old and new media. 

There is also evidence of mutual influence betwecn the indigenous women artists and colonial 

newcomers. The art of al1 women seerns to relate to their lives in similiar ways, and is promoced 

in several publications as 'arts and crah'. 

However, the wmen who create the artwork are invisible. We do not knoov how they leamed 

their anistic skills, h they value t k i r  aestheric contribuciuns to their comrnuni&s, how rhey relate to 

artists of other groups, ~ O Q U  they contribute to cultural identity, or h future generationr; should be 

taught in dl cultures. This tirne of drastic social change makes the understanding of the cultural 

groups, and their complex interrelationships, important facets of future cooperation and survival. 
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The role of art in all CO-existing cultures, as well as how women contribute to education, art, and 

cutmrat survivai, are important facts of history missing in current accounts. 

Major Questions and Thernes 

A number of questions were asked of the women who participated in this study. Their 

comrnencs fa11 into themes, which appear in the following order throughout the summary ofeach 

woman's words. Interview questions were designed to establish: 

CMdhood and early leaming. 

How and when the women learned artistic skiils. 

Infiuences on their artistic work. 

The kind of artwork they do now. 

How they incorporate new marerials and techniques. 

How they leam from other cultural groups. 

The rote art pIays in their lives, and its meaning. 

Do they consider themselves artists, and their work art? 

How they feel future generanons should be taught. 

These questions were asked of each woman arrist, but not always asked and answered in 

this order. The same questions were asked of women who are arts organizers and gallery owners, 

with additional questions on women's images generally, the popularity of their work, value and 

sales, and how the cultural groups cooperate and influence each other. 

Significance of the study 

This smdy has implications fzr beyond the education of a few women living in the Arctic. 

This region is important as the mix of cultures provides a unique view of societies CO-existing in 
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one region, which are moving quickly from hunting socieues into a technological age. The 

grandmothers who were born in igloos are now teaming computer skills from their cbildren. 

Through listening to their perspectives on their lives and art we share in their fear of change and 

joy of discovery. By understanding the skills with which they adapt to their changing world, we 

can also Ieam not to be afraid. 

This study is important for several reasons. First, it provides a way for the voices of 

women artists hom the Westem Arctic who have previously been silent, to be heard. Their 

individual and collective voices are very powerful, as we leam the importance of art in their lives. 

Their perspectives on how women learned artistic skills, and how and why they make art, will adc 

to the body of research on women's lives around the world. Their Stones will bring a sense of 

pride to women of the region, and beyond. In discussing those issues, the women acknowledge a 

positive link berneen their art, education, and self esteem. 

This project is important in its examination of mutual influences between three cultural 

heritage groups. The women artists in this study conmbute to their own culture, while 

appreciating the artwork of, and cooperating with, women of CO-existing cultural groups. This 

study wilI enhance understanding of the role art plays in cooperating cultures, in resisting 

assimilation, and in maintaining cultural identicy. This study provides clues to cooperation whicl 

may be used for positive change in other colonized countries of the world. 

This study conrributes to the body of knowlege on education in several ways. It examines 

how the women leamed as chiidren and how they leam from each other now. We discover how 

the women pass on their artistic skills, and how they feel future generations should be taught. 

This research provides a unique view of the ways indigenous peoples leam, so those ways can be 

accommodated in tomorrow's classrooms. It discovers new ways that discipline-based art 
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education can be used in diverse setrings. The addition of these voices to existing perspectives, 

contributes ro our knowledge of educational pracace, and wili foster more sensitive and 

appropriate art teaching. This smdy may impact curriculum planning and educational practice ir 

all of Canada as well as in other colonized regions of the world. 

This study highlights the importance and meaning of making art in the lives of individual 

women fiom a remote arctic region of Canada. Together they provide a powerful collecrive voicc 

for women artists who CO-exist within diverse cultures. This study contributes to a greater 

understanding of women, art and learning suategies. 



CHAPTER TWO: RESEARCH STRATEGIES 

This research project is about a particular group of women who create and reach art. It is 

about women's experiences, it is for women (and men), and it is researched and written by a 

woman. The focus is on women's perspectives as artists in the present, and their roles as 

students, daughters, wives, mothers, friends, grandmothers and community leaders in the 

Western Arctic forms an integral part of each woman's narrative. The research strategies 

employed in this study were adapted fiom the social sciences, and are consistent with feminist 

research methodologies. 

Theoretical Heritage 

The legacv of history 

Writers of history for centuries focussed on royalty, war heroes, and other famous peopIe, 

most of them men. They dealt with places, religions, statistics, events, buildings, laws, and power 

struggles, seldom discussing unique perspectives, conflicting points of view or feelings. There 

were very few accounts of the lives of ordinary people, and even fewer about women and 

indigenous people, as though they were invisible. Educators acknowledge thosc earlier historical 

accounts were biased and the need to rewrite history to include the conmbutions of these 

invisible populations. 

Diaries or joumals of certain penods of t h e ,  such as explorers' voyages of discovery, and 

persona1 letters saved by relatives or archives, provide brief glimpses into a few individual lives. 

The diary of Anne Frank is a notable exception: an ordinary girl's life was shared with the world 

through her own descriptive writing of an exnaordinary experience and time. Emily Carr's 
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autobiographical writings ( l941, 1944, 1946) provide personal insight into one woman artist's 

life. 

The growth of feminisrn spurred scholars to write new accounts of women's history 

(Brown 1980, Heiler 1987, Prennce et al 1988, Suong-Boag and Fellrnan 199 1, Pantell 1992, 

Trager 1994). Some new histories focus on women in art-related fields (Callan 1979, Collins and 

Sandell 1984, Parker 1984, Kuhn 1990, Tippett 1992, Parker and Pollock 198 1, LaDuke 1992, 

Pollock 1988, Cherry 1993, Barber 1994, Leroux et al 1994, Trenton 1995). The importance of 

examining women's lives as patchworks ofcreativicy, is discussed by Bateson (1989). She calls it 

the 'women's history movement', and comrnents on its elements: 

. . . the need to make the invisible visible; the desire to provide role models and empower 
aspirations, the possibility that by setting a number of life histories side by side, we will be 
enabled to recognize common patterns of creativity that have not been acknowledged or 
fostered. . . . the undiscovered self is an unexpected resource. Self-knowledge is 
empowering. (p.5) 

Women's histories are written for various reasons and in different ways. Many studies 

have used letters, dianes, and other documents to piece together information about wornen's past 

lives from a particular time or place (Rasmussen et al 1976, Stratton 198 1, MacKenzie 1988, 

McIntosh 1989, Stewart 1990, Breman 1990, Prentice et al 1988, Schlissel 1992, Andersen 

1993, Wall 1993, Goodwin 1994, Backhouse 19%). Some women are re-examining the studies 

of previous scholars, with a view toward uncovering gender bias and oppression (Barstow 1994). 

Recent anthologies of autobiographical excerprs (Rose 1993, Rountree 1993) and biographical 

dictionaries (Parry 1996) provide brief overviews of a number of women's lives. 

Women have written their own memoirs or autobiographies to share with family and 

future generations (Carr, 1941, 1944, 1946, McCIung 1945, Livesay 1991, Berton 1991, 

McCarthy 1990 6r 1991, Blackrnan 1992). Other women have enlisted help in telling their life 
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stories (Cruikshank 1992, Bird & Sutherland 199 1). Many contemporary indigenous women 

have conmbuted to volumes of writings compiled and edited by non-indigenous women (Brant 

1984, Allen 1989, Perreault &Vance 1990, Jaine &Taylor 1992, Silman 1987, Wall 1993). Ali 

of these new accounts help women become more visible. They form a patchwork of stoRes of 

individual women, which together create a growing quilt of women's experience. 

Other formerly invisible populations are also beginning to be seen and heard. Many new 

histories of North Arnerican indigenous peoples have emerged (Yeme 1986, Comeau & Santin 

1990, Sioui 1992, Thomas e t  al 1993, Frideres 1993, Josephy 1994). Others are limired to a 

particular region or subject (Brown 1980, Crowe 1991, Bancroft-Hunt & Foreman 1979, Wolfe 

1988, Newman 1989, BIondin 1990, Clark, D. 1991, Barman et al 1986, Fisher 1992, DeSmet 

Project 1993, Maldaver 1993, Haig-Brown 1993, Spence 1993, Silversides 1994, luiorrison and 

Germain 1995). Individual voices have also emerged from Canadian (Fumoteau 1973, Kirk 

1986, Johnston 1988, Marsh 1991, Houston 1995) and world cultures (Chanda 1993, Goodtvin 

1994). Al1 of these new voices alter the perception that history is the work of European males, 

allowing others co be seen and heard. 

The legacv of social science 

Social scientists use observation and description in the process of interacting with 

populations being studied. This research technique is known as participant-observation. They 

acknowledge participation in the community, and describe andlor photograph the people, culture 

and context 'up close'. One advantage of this kind of research on groups of people is that the 

researcher can talk to individuals and ask them questions in addition to observing their behavior. 

Participant-observation is one aspect of ethnography, studying culture through the lives of people 
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living within it, which is discussed in more derail lacer in this chapter. Each investigarive method 

has its strengths and weaknesses, and the Iegacy of scient& investigation is still felt in most 

research today. 

The leeacv of feminism 

This study is not focussed on the groups or cultures sharing life in the Western Arctic, bu[ 

on individual women's lives. It is grounded in ferninist research methodology as explained by 

Lather (1991): 

Ferninist researchers see gender as a basic organizing principle which profoundly shapes/ 
mediates the concrere conditions ofour lives. . . . The overt ideological goal of feminist 
research is . . . to correct both the invisibiliry and distortion of female experience in ways 
relevanr to ending women's unequa1 social position. (p. 7 1) 

Ferninists discuss how far women have advanced toward equality in our societies (Segal 

1987, Kaplan 1986). The women included in this study discussed the roles, choices, cares, and 

smggles, which are central to feminism, but they did not use the term 'feminism'. 

This study is consistent with feminist research practices outlined by Harding (1987b). 

Ethnographie methods are thought to be consistent with feminist goals as they rely upon 

cooperarion, collaboration and discourse. Gluck and Parai (199 1) discuss the cooperative and 

anecdotal way women talk to each other about personal and affiliative issues. Women's 

inrerviews, or oral histories, become more Iike conversations: "What emerges and develops 

through dialogue are issues--the chaotic and problemanc process of two humans thinking and 

communicaring" (Minister 199 1 p. 36). 

One of the avowed purposes of this study from the beginning was to illuminate the Iives of 

women whose artwork has been known for decades, and to document and add their unheard 

voices to the written history of the Western Arctic region. Indigenous women traditionally made 
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artwork as part of their role in the family, and it was therefore their 'work'. The women of the 

Western Arctic often use the terms 'work' and 'amork' to describe what they do. They do not 

differentiate it from other forms of work they do; it is al1 part of their role as individual women in 

families and as contributors to the larger community. Now that many women also sel1 their 

work, they have become part of the labor force working for pay, and art has become an economic 

activity. The rising awareness of the significance of women's artistic activities in Inuvialuit, 

Dene, Metis, as well as non-native cultures, paraiiels ferninisrn's increasing attention to women's 

unpaid labor in the home. This research is based on discourse between women with different life 

experiences, in cuoperation, collaboration and equality in a shared society. Listening to each 

other as Bateson (1989) points out, even to unpleasant memories, helps us understand each 

other. As we reflect on our lives and the lives of others, we begin to see ourselves in new ways. 

The leeacv of art and educational ~ractice 

Art education in this century has undergone great swings in practice which has affected 

rhe politics of fünding. Dom (1994) provides a brief hisrory of these movements over the last two 

hundred years. In the last century art education has swung from ceaching drawing, to child- 

centered education in taste and beauty, to art in everyday life, to instrumental learning and 

creative expression, to art as a discipline. 

Throughout much of written hisrory, arr has been dehed,  valued and wrirten by white 

Eurocentric males. The arts of orher world cultures were largely ignored (Janson 1969). The 

traditional art of women around the world was excluded or ignored as less or unimportant 'crafts'. 

Broude and Garrard (1982) explain: 

Along with the dominance of a masculine value system in art and art history has often 
come a blindness to female experience, or sometimes quite literally, to female existence, 
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1972, May 1975, Ealy 1995). Other scholars documented new approaches to world cultures in 

art and an history (Chalmers 1996, Smith 1993), and Irwin, Rogers, & Farrell (1996) point out 

the unique situation of indigenous peoples. The Getty Institue has also become increasingly 

cornrnitted to art education and cultural diversity. 

This legacy of art and education practices extends even to the Westem Arctic. Art in 

schools in rhe 1960's supponed other subjects and had Iittle relevance to the art produced by a 

student's family. The Great Nmhm Arts Festival from 1989 perpetuated the myth, initiaIly 

accepting only 'fine art' painting, printmaking and sculpture, excluding most women artists as 

craft persons until 1994. This was ironic, considering the Arts Festival was created initiaILy by 

two non-native women (C. Aiexander and S. Rose) with the goal of helping indigenous women 

show their work. Eventually other non-native women created the Yellowknife Festival of the 

Midnight Sun, and the Western Arctic Cr& Festival in Inuvik in cooperation with indigenous 

women, in order that al1 work by regionai women could be shown. 

These legacies influence western thinking. They affect the way art is made, taught, 

bought, and sold across North America as well as in the Arctic. 

A sense of urpencv 

As 1 taught in the Western Arctic 1 began to hear indigenous people express a sense of 

urgency in getting to know elders' stones, Ianguages and traditional skills before they are losr. I 

began to build small research assignrnents into my classes, so niy students wouId gain the skills of 

how to learn about another person's life. 

While a person is still alive, we can document events in shared lives, talk to others about 

them, or talk to them directly and record their words. We can even collect their letters, pictures, 
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articles or wtitings. A few of the women 1 interviewed wrote letters that add to the richness of 

their oral narratives. 

Life histories written after a person dies are more difficult partly because the information 

cannot be validated by rhem. Famiiy and friends may relate scories and provide photos; 

documents they wrote, or that were written about them, can be examined, as can arcifacts rhey 

made or treasured. Most ordinary folks leave few documenrs and letters other chan binh, 

marriage, taxes, graduation and death records along with a few photos. Persona1 recoIIections are 

more important than lists. 

Several recent studies have featured interviews with living women of particular groups, 

some combined with writings about the women's life expenences (Brant 1984, Allen 1989, 

Perreault & Vance 1990, Silrnan 1987, Jaine & Taybr 1992, Rounnee 1993, Haningron 1993). 

In these accounts we hear the perspectives of individual women, from the past or present 

discussing events or issues in their lives. Their collective voices provide powerful first-hand 

accounts not just of their own lives, but of issues important to them, of the time and context in 

which the accounts emerged. 

Many of us have begun to recognize the value and urgency of listening directly and 

carefully to previously unheard voices while they are stiil in our midst. 1 first understood this 

sense of urgency ten years ago, when my &ers and 1 realized that Our mother was dying. We 

wanted to know more about her life before the Alzheimer's took al1 her memory. We dug out old 

photos and got her to tell us what she remembered, and began tape recording her recollecrions. 1 

wish 1 had also videotaped her, but at least we have a tape of her voice teiiing family stories, and 

albums full of old photos. Her brothers also helped to identify some of the people in the old 
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photos, but the loss of family information that died wich her, prompted even more sense of 

urgency. 

A person speaking for himherself is very powerhl. A person's view is valid as their 

version of the truth, but may dash with other accounts of the same event. We must remember 

that memoty can be selective, so several accounts are better than one. A range of views provides 

the miest picmre of an event, tirne or place, which is what this research provides. When oral 

histories include movement and sound on videotape they become a very rich and accessible 

inheritance. 

Ethnographv is acmally a group of methods, including participant observation and 

interviews, used by social scientists for studying cultures or groups of people. The word 

'ethnography' cornes from the Greek 'ethno' meaning race, people, or culture, and 'graphy' 

meaning the process of writing, drawing, describing, or representing. Ethnography was used by 

Margaret Mead to study people of 'other' cultures, or 'we studying them' (Bateson 1984). 

Ethnography is characterized as initially exploratory and open-ended, involving the 

researcher in the sociaI context of the culture being studied, using observation and participation 

in varying degrees. The many descriptions of ethnography provided by noted researchers, also 

reveal some of the issues. Hammersley and Atkinson (1983) provide their perspective: 

For us ethnography (or participant observarion, a cognate term) is simply one social 
research method . . . drawing as it does on a wide range of sources of informarion. The 
ethnographer participates, overtly or covertly, in people's daily livcs for an extended 
period of time, watching what happens, listening to what is said, asking questions; in facc 
coiiecting whatever data are avaitable to throw light on the issues with which he or she is 
concerned. (p.2) 
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Cl8ord (1988) describes contemporary ethnography as dserent from cultural anthropology, in 

t e m  of our mentieth-century social milieu: 

Ethnography, a hybrid activity, thus appears as writing, as co l l ec~g ,  as modernist collagc 
as imperial power, as subversive critique. . . . One of the principle hnctions of 
ethnography is 'orientation'. . . . Twentieth Century ethnography refiects new 'spatial 
practices' new f o m  of dwelling and circulating. Twentieth century acaciemic 
ethnography does not appear as a practice of interprering distinct, whole ways of life but 
instead as a series of specific dialogues, impositions, and inventions. "CuItural" difference 
is no longer stable, exotic otherness; self-other relations are rnatters of power and rhetoric 
rather than of essence. A whole structure of expectations about authenticity in cuIture 
and in art is thrown in doubt. (p. 13/14) 

Tyler (1986) describes ethnography as investigation based on common sense, cooperacion, and 

adaptation to situations of contemporary daily life. 

Clifford (1988) argues chat modem ethnography can connibute to our understanding of 

cultures in the process of change, provide perspectives on the effects of so0called progress, and th 

invention and transformation of cultures through change. He grapples with questions of idencity 

as relational and inventive. "Ethnographic texts are orchestrations of mulcivocal exchanges 

occurring in politically charged situations" (Clifford 1988, p. 10). 

Ethnographic methods require the researcher to 'be there', to be 'on site' or 'on location'. 

Clifford (1988) discusses the various roles of modem ethnography, voice and authority in 

studying 'other' peoples in a post-Colonial world. 

. . .the questions it raises are of global sigdcance. Who has the authority to speak for a 
group's identity or authenticity? What are the essential elements and boundaries of a 
culture? How do self and other clash and converse in the encounters of ethnography, 
travel, modem Uiterethnic relations? What narratives of development, loss, and 
innovation can account for the present range of local oppositional movements? (p. 8) 

Ethnography can help to answer these questions by going co the source and listening to 

the peoples within a culture or community. Ir can adapt to the needs of various groups, 
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cornrnunities, and/or cultures, and aUow a researcher to use the tools and techniques whch best 

fit the situation (Hammersley & Atkinson 1983). 

The group of women arrists included in this study provide insights into life in changing 

arctic communities through their stories. The focus is on them and their lives rather than on the 

cultures of the Western Arctic. This study began with an open-ended search for information, 

and uses a range of ethnographie methods to study the lives of individual women, presenting 

multivocal perspectives on the education and an of Westem Arctic women. 

Communit~ sumort 

In the Spring of 1992, when 1 f%st contemplated this research, 1 wroce co a number of 

people in the Westem Arctic asking for letters of support for the projec~. 1 received a nurnber of 

letters back (see Appendix l), and 1 was surprised at the strength of the positive response 1 

received. The President of Atceic College, Mark Cleveland, now Deputy Minister of Advanced 

Education in the NWT, offered College housing during the summers. The Cuuncil on the Sram 

of Women wroce saying this research project was long overdue, and Jane Dragon, a Chipewyan 

school counsellor in Fort Smith who 1 later interviewed, also wrote a Ietter of support. Yukon 

College offered Research Associare status, and a Whitehorse newspaper offered to pubIish articles 

1 sent them on the topic. The Governrnent of the Northwest Temtories Deparrment of 

Education, Curriculum Division, offered to help publish a future book for use in the schooIs. An 

arctic magazine Up Here offered CO publish articles on the project. However, the NWT Arts 

Council tumed down my request for research funding, saying they'd Iike to see the research done, 

but couldn't help with expenses because it: was related to a degree. Ttiey said they might consider 

assisting with publication of a book 'down the road'. 1 proposed my idea to business people, and 
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two bookstore owners in Inuvik and Fort Smith said they'd help with publishing a book anyway 

they could. When 1 tdked to NWT women and rny former students, they said "It's about time 

someone asked us Our opinion." 

UBC Ethics Review. and NWT Science Institute 

In the Spring of 1992, I applied to the University of British Columbia Behavioural Research 

Ethics Board for permission to conduct the smdy, even though 1 had not yet submitted my 

proposa1 to my cornmittee. 1 prepared consent letters with a tear-off portion at the bottom for the 

women to sign. The letter explained the study to the women, the tear-off portion for my use had 

a consent statement and a place for them to sign their name, address and date. 1 wanted to take 

advantage of the opportunit). to tvork in Inuvik that summer, and UBC fxulty advised me to 'go 

and collect everything you cari. 1 was already in Inuvik when 1 received a conditional permit 

kom the Ethics Board. The original permit stated 1 was to ask permission of local Band Councils 

before talking with any women. 

1 talked with Bev. Lennie, an Inuvialuit former student about it (later interviewed), and 

she wrore a letter to the UBC Behavioural Research Ethics Boarci in support of my study. She 

explained that the Western Arctic is different from the situation in southern Canada. She finnly 

explained that in the Arctic there are few reserves, that in Inuvialuit communities there are no 

Band councils, and that the indigenous women can speak for themselves or Say 'no' quite well, so 

permission from maie-dominated counciis, where they exist, is not needed in this region. After a 

few weeks the UBC Behaviourai Research Ethics Board granted permission for me to pursue the 

smdy in Inuvik, interviewhg women over a period of three years. 
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The Science ImBtute of the Northwest Temmt& also required that 1 apply for a research 

licence, and that 1 report to them on my research activities each year. Beginning in 1992,I 

applied for a NWT Research licence under my former married name Delisi and was granted 

permission to interview women in the Western Arctic both in 1992 and 1993 in the Fort Smith 

and Inuvik regions (see Appendix) . 

However, in the third year, 1994, the Science lnstiture regulations changed, and my permit 

required me to write to al1 small cornmunities 1 wanced to visit, and ask permission of the mayor 

to talk to certain named individuals. So, 1 wrote to Aklavik, Fort McPherson, Arctic Red River 

(now Tsiighetchic), Tuktoyaktuk, Holman and Paulatuk, asking if 1 could visit, including the 

names ofresident women I wanred to talk to. Only Tuktoyaktuk replied and granted permission, 

so 1 was not allowed to travel to the other cornmunities and talk ro more women as 1 wanted to in 

1994. However, 1 had already talked to a number of wornen from these communities in the 

previous two summers, either while 1 was visiting there, or while they were in Inuvik. The Town 

of Inuvik is the regional center for shopping, sports events, medical and dental visits so families 

are always coming in and out from outlying areas. 1 could talk to people 1 already knew while 

they were in Inuvik. The airfares to communities like Holman and Paulatuk are very hgh, and 1 

could not afford to go there. 1 was lirnited to the women 1 could talk to in Inuvik, and with the 

added help and contacts of my former students, 1 was able to arrange CO talk to many women 

while they were in Inuvik. 

Ethnomauhic research in an arctic setting 

The women included in this study provide multiple views of life as individual women 

artists living in the Western Arctic. They were chosen generally on the basis of recognition as 
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artists (or arts teachers/organizers) either by their communities, or through selection by their 

home communities to pamcipate in two arts festivaIs in Inuvik, NWT: The Great Northern Am 

Festival, and the Western Arctic Cr+ Festival. The i n t e ~ e w s  were recorded on video and 

audiotape to allow the women's voices to be heard individually and directly, and to assist later 

study on the above issues. Supporting documents such as notes, letters, newspapers, booklets, 

government publications, pictures and archival materials were also gathered, and used to provide 

background information and documentation. 

The prirnary sources for this research project were approximately thirty women artists. 

Secondary sources were approximately 15 women who were arts organizers and teachers. In all, 1 

talked with more than 45 women, representing fairly equal numbers from the three main cultural 

heritage groups: Inuvialuit, Dene, and non-native, with a few Metis, and a few Inuit from the 

Eastern Arctic. Many of these women 1 saw every summer for five years. Others 1 fonnally 

interviewed only once, but 1 saw them in town, taiked with them informally, and kept notes on 

changes in their Iives. 

A aarticipant observer 

In Chapter One 1 explained how in 1992 1 went to Inuvik by way of Fort Smith and 

Yellowknife. Once in Inuvik 1 felt the pull between the stances and roles of participant, observer 

tourist and respecrful visitor. 1 was hired to work at che Festival so 1 was a participant working 

within the community, which also gave me an introduction to al1 the artists. 1 was able to 

observe people and activities unobtrusively in my work with the Festival, while 1 was noc activcly 

doing research. 1 was asked to document the Festival on video for the Festival Board, so my 

videotaping had a dual role, and sometimes 1 had to choose which would predominate. At least 
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one woman was confùsed by my asking her for an interview; she thought it was for rhe Festival. 

At times language was a problem in understanding the artists clearly. 1 walked everywhere, 

which allowed me to observe the community in action, even though 1 was bothered by blackflies 

and mosquitoes. 

Observation: The Pokrak River Festival 

In 1993 Bev and Johnny Lennie took me with them and four of their children in their 

boat over to Aklavik to the Pokiak River Festival. Aklavik is an old traditional community with a 

mix of Dene and Inuvialuit peoples, and is across the Mackenzie delta from Inuvik. Along the 

way we stopped at old campsites and saw log homes and boacs disintegrating in the elements. I 

felt the sense of hisrory and an urgency to get these sites documented before they were 

completely gone. After six hours in a smali outboard boat, we approached an island with a big 

open space where many boats were tied up. We could hear music playing and saw smoke rising 

from fires. We could see canvas tents set up al1 round, most of them were open and elders were 

sitting inside visiting or playing cards, whiie other tents had food cooking. Children were playing 

al1 around, and everyone seemed happy and relaxed. 

1 was aware of maybe a hundred people, aimost al1 indigenous, and 1 was a manger, one of 

perhaps five non-native people rhere. 1 felt very 'out of place' and that 1 stuck out, so 1 stayed 

close by the Lennies, who knew everyone and greered them w a d y .  1 felt that 1 was accepted as 

a stranger as long as 1 was with them. As we walked rhrough the Cents 1 noticed that most of the 

elder women wore kerchiefs on their heads, and nadinonal decorated parka covers. Some babies 

were dressed in naditional parka covers too, but the rniddIe generanons of people al1 wore store- 

bought clothes. The only sign of indigenous traditional clothing was in some of their footwear, 
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mukIuks with rubbers wom over the soles. We al1 went to watch the dancing. A country band 

from Edmonton began to play a Limbo, and everyone from grandmas to Little kids lined up to try 

to wiggle under the bar. The mix of cultures and generations was astonishing to me. Dene and 

Inuviaiuit people in parkas doing the h b o  to a country band, on an island in the middle of the 

Pokiak River north of the Arctic Circle! 1 wanted so much to videotape, but it seemed 

disrespecrful when 1 was their guest at whac seemed Iike a large family gathering. 

When the Lennie's oldest daughter, Crystal (age 15), asked ifshe could use my video 

camera, 1 said 'sure'. 1 showed her how to work it, and she spent the next two hours videotaping 

things E felt 1 couldn't. The subject of ber footage was different from what 1 would have captured, 

and provides an 'insider' perspective. Later we visited Bev's folks in their house in Aklavik, and 1 

cook lots of photos of the kids and family there. The conflict 1 felt was between my several roles 

as a pamcipant. The Lennies had taken me along as their friend, so it was okay to observe, but 

not to behave like a disrespecrfül tourist. 1 took photographs with my good camera and natural 

shots of the Lennie family together, and of children (see fig. 7). 

Observation: A M a c k e ~ e  Delta Cabin 

On the way back from Aklavik, Bev's parents followed in their boat, and we al1 stopped at 

a cabin owned by Johnny's Uncle S m  and Aunt Margaret Lennie. I t  is about 20 miles by boat 

from Inuvik, with no electricity or plumbing, and they live there year round. They bring tourists 

out from Inuvik to experience life on the land, cook thern a meal and talk about naditional ways. 

Again 1 felt the conflict between rny role as a guest and a researcher. The men went off to check 

the h h  nets, while Margaret showed us their new metal storage shed, her sewing projects, and 
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Fig. 7: Pokiak River Festival fiiends, June 2993, Holly & Kacherine Lennie, right. 

the furs she was preparing for use in sewing. The men brought back several whitefish which 

Margarec cleaned. 

The researcher in me wanced to take pictures and video, but as their guest 1 couldn't. 

Later as we were sirring inside their cabin, Margaret made bannock and tea on the wood stove. 

Then she showed us some fifty-year-old photos that: sorneone had sent her co help identify people. 

The women talked and laughed while the men taked about other old times and ways. 1 wanced 

to tape it, so 1 gave Crystal the video camera, and she shot footage that 1 could not take myself. 

These two observations will be used as examples in the folIuwing discussion. 

The techniaues of ethnoma~hv in practice: participant and/or observer 

A bnef discussion of the various techniques used in ethnography will show how it is used 

in rhis study. The variation between the two terms parncipant and observer mm from exmemes 

of 'complete participant' to 'complete observer', with rnany situations in between. The attitude 
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and role of the researcher can be fairly involved or hirly detached. Hammersley and Atkinson 

(1983) state rhat "Everyone is a participant observer, acquiring knowledge about the social world 

in the course of participation in it" (p. 106). Alexander says: 

To discuss parcicipanr observation and ethnography together is ro recognize the 
substanrial overlap between the two- Pamcipant observation is a group of methods that 
stresses observarion in the setting, informant interviewing, respondent interviewing, 
document analysis, artifact analysis, and informal counting of events. (1982 p.63) 

The women inciuded in this study were al1 pamcipant observers of Western Arctic 

society, providing their perspectives on their lives and the community from their unique vantage 

points. As the researcher asking questions, 1 was aiso a participant observer with anort-ier unique 

perspective. 

Observation: frames and lenses 

One of the key ways ethnographers collect information is by observing and taking notes. 

An eady forrn of noting observations was by drawhg diagrams and pictures of a site. The 

researcher is an integral part of the research-it is s/he that frames the process and has to 'cake 

note' of what is important. Berger (1972) says ". . . the way we see things is affected by what we 

know or what we believe. . . . we only see what we look at. To look is an acc of choice." (p.8) All 

chat we see cannot be noticed, however, so we make further choices in deciding what to note or 

observe. Once something is noticed visually, then it must be descnbed using Ianguage and 

writing. Thus, a number of frames have already fiitered and focussed our vision before we begin 

to actually write something down. 

The same is nue of taking pictures. Both sri11 photographs, movie film and video provide 

greater observational power than taking notes and drawing pictures. They can also be anarysed 

from different perspectives once the researcher is 'back home'. StiII the researcher is holding the 
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Fig. 8: Mackenzie Delta year-round cabin of Sam and Margaret Lennie, 1993. 

be impolite for me to take video, whiie Crystal Lennie, a member of rhe community, took the 

camera and easily took video foocage. However, what she pictured was somewhat different fr 
what 1 would have captured. She got her &ends laughing and making faces for her, but also 

captured images of parents and grandparents 1 could not approach. 1 found the video camera 

invaluable tool for getting data related to the interview and setting, and also used it in later st 

of both the women and their context. 

Description: frames of language and point of view 

The note-taking and documentation of ethnography are detailed and tirne-consuming, 

even with the assistance of modern tools, but again, al1 information is framed by the researcher. 

When researchers get to a new place and look around, there are many things to describe, and it is 

hard to know where to begin. Most ethnographers starr with notes about place, date, time, their 

impressions, how they got there, etc. These very notes use words symbolizing meaning in a 
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impressions, how they got there, etc. ïhese very notes use words symbolizing meaning in a 

particular language, so they are limited by the vocabulary and writing skills of the researcher even 

before the first word is written. One researcher rnight descnbe events and conditions quite 

differently than another. For instance, what do we mean when we Say 'it's hot and humid'? 

Compared to what? Hot and hurnid are relative terms. When arrists came to Inuvik from the 

high Arctic they said Inuvik was 'too hot', but people from Vancouver said it was 'light and 

sunny'. People's past expenence frames their description of conditions. Most visitors to Inuvik 

comment on the rnidnight Sun, the flies and mosquitoes, while local people hardly notice these 

things. Geertz (1988) gives a good example of how the researcher fiames description in the 

process of 'being there' in the field: 

The highly situated nature ofethnographic description--this ethnographer, in this time, in 
this place, with these informanu, these commiments, and these experiences, a 
representative of a particular culture, a member of a certain class--@es to the bulk of 
what is said a rather take-it-or-leave-it quality. "Vas you dere, Sharlie!" as Jack Pearl's 
Baron Munchausen used to Say. (Geeru, 1988 p.5) 

When 'we are there', even before we begin writing or filming, our descriptions have 

already gone through several filtering frames. When 1 was visiting the Pokiak River Festival and 

the h h  camp with the Lennies, 1 was experiencing the visit through my cultural frame as an 

outsider. 1 was not born there, and people did not know me. 1 was a saanger, 1 did not know 

their customs, and 1 felt like 1 stuck out. 1 was fascinated, but both my past experience and niy 

feelings framed how 1 perceived and described things, even where 1 pointed the video camera. 

New tools of observation and description 

In the last century a number of new tools have been invented which enhance the 

observation of the ethnographie researcher. The sr i l l  camera was first used about mid-nineteenth 
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century. Film without sound has been used to assist observation for most of this century, and with 

sound for several decades. Audio recording in various form has been used for several decades 

and provides a reviewable audio record, capturing al1 sound, both what you incend to record--a 

person's voice--and that which you do not. 

Some of the film equipment is heavy, clumsy and requires electricity. The inncwation of a 

smaU video camera with a battery pack has overcome many of these limiting factors. The video 

camera is especially useful in capturing 'thick description' because it records an interview both 

visually and with sound as the person speaks. It records facial expressions, hand gestures, vocal 

inflections, accents, close-ups of working techniques (summaries of M. Lennie, B. Ruben, J. rSr 

B-Trennert), and captures background sounds, activities, and surroundings. It can capture an 

entire interview in a foreign language along with the translation for later scudy (summaries of P. 

Ugyuk, and M. Aklukjuk). New technologies, including elecnonic devices that record both 

visual and sound images, like the video camera, enhance the observational skills of a researcher, 

and can aIso assist in learning new skills. 

Goldman-Segall(199 L) poinrs out how the video camera can serve as instructor for the 

researcher. She States that when she began her research, the camera helped ro define the 

project: 

By having to decide when to tum the camera on, what to videotape, how to hold the 
camera, and most importantly, how to respond to the children with this invasive tool in 
my hands, 1 defined the scope of the project. . . . Even in those early stages of videotaping, 
1 produced results that 1 had not been able to produce using fieldnotes and audiotape 
recorders. . . . Daily 1 would view both the content and the technique of my shooting. 
This cornbinanon of instant self-instruction and feedback . . . taught me how to look at 
my research environment without prejudging it, how to see what was worth filrning and 
what was not. . . With the camera, 1 could better respond to what the environmenc toId 
me to record. (p. 476) 
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The new tools of video and audio tape overlap and have added greatly to the researcher's 

ability to observe both visual and auditory 'actions', but they require additional skills. Mead 

(1974) more than two decades ago questioned why there was still a tendenc~ for researchers to 

use written words instead of new visual aids to observation, and suggests possible answers in the 

very nature of cultural change: 

Much of the fieldwork that laid the basis of anthropology as a science was 
conducted under conditions of very rapid change, where the fieIdworker had to rely on 
the memory of the informants rather than upon observation of contemporary events. Th( 
informant had oniy words in which to describe the war dance that was no longer danced, 
the buffalo hunt aker the buffaio had disappeaïed. . . . Another explanation has been thai 
it takes more specialized skill . . . to photograph and make films than it does to set a tape 
recorder going or to take written notes. . . . 1 believe the best work is done when 
filmmaker and ethnographer are combined in the same person. (p.5) 

Using a carnera, tape recorder, or videocamera along with notcs snll rncans chat what is 

'shot' is framed by the researcher. These devices, valuabLe as they may be, cannot capture 

everything that is going on. We point the camera in one direction, and we don't see what is 

going on behind the camera, nor can we leave the camera running indefinitely. Choices of what 

to notice and observe narurally have to be made. 

Goldman-Segall (1991) relates a number of details of camera technique for getting into 

the center of the action in an intimate way, including holding the camera on her hip or 1ap to 

ensure eye-contact; holding the camera close to the centre of action; following activity with the 

camera to recreate reality; recording a whoIe inreraction; and providing contextua1 footage 

through stepping back and panning the whole scene. 

According ro Geeru 'ethnography is thick description' (l973), and using photographs, 

film, and/or video can capture a great deal more than can be humanly noted by writing it down. 

These tools can be used to assist the researcher in building the 'thick description' that 
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characterizes good ethnography, but they do not reduce the contlict benveen roles. Overlapping 

sources of information reinforce each other, and provide description from several points of view. 

I n t e ~ e w s  

Interviews may take many forms, from unsrmctured conversacions to forma1 structured 

ones. Each tequires a different attitude and scyle of responding and questioning. Interviews are 

used widely in ethnography m gather information from various people and points of view. Every 

person has an individual point of view, so interviews tell us about the person as well as their ideas 

and perspective. 

Hammersley and Atkinson (1983) point out that in echnographc interviews the agenda i 

not set in advance. The issues to be covered may be listed, but the style of dialogue, questions 

and answers, rnay vaty greatly within an interview. The role of the interviewer may at times 

appear to be quite passive, but active listening is required. 

The interviews for this smdy were quite varied. Some were long and full of quickly- 

stated, detailed information, interwoven with life experience and events. Others were shorter, or 

consnained by language, or the tirne or place we found to conducc the interview. 1 had a set of 

general topics in my head that 1 wanted to discuss, and 1 talked to the women about them briefly 

when 1 set up an appointment for an interview. We reviewed them again before we started as thc 

women signed the consent forrn. Sometirnes the women tord me their Iife stories without much 

prompting. Other women needed prompting so I asked a Lot more quesrions. 

Finding a quiet place to talk 

During the festivals it was hard to find a quiet place to have a conversation, so some of 

the interviews have background taIking and noise. We sometimes had to record in the midst of a 



busy room full of people. Sometimes we found a quiet place away fiom crowds for awhile, and 

then we had to go out on the festival floor to look at the artist's work while they taiked about it. 

We tried to arrange this in the moming before the festival opened, but momings were also rny 

time to conducr che artist seminars for the Festival. Again, there was a conflict of roles. Some of 

the interviews were conducted outside on a fire escape or stairs (E. Klengenberg) which was quiet 

und  a big truck went by, or a rock band began mning up (M. Igutsaq), or the wind or rain began 

to blow, or the bugs found us. Many were difficult to hear when 1 was transcribing. 

One interview stands out as an example of the difficulty of finding a quiet place to talk. I 

was to ralk with Mary Trirnble in her sister's home in Inuvik. When 1 h s t  artived there seemed 

CO be nobody eIse around betides Mary. 1 Iearned later rhat the children had been sent upst?' I 1rs CO 

their rooms to 'play quietly'. Mary was quite nervous at first, but relaxed as we talked. By the 

end of an hour, 1 could see in Mary's facial expression that someching else was happening behind 

me. 1 noticed her eyes go to the stairs or to the couch. 1 kept the camera on her but tumed 

around to look, and 1 saw rhat several chiiildren had crept down the stairs, and were sitting quietly 

both there and on a couch across from us, b e h d  the carnera. They liitened intently to what 

their Aunt Mary had to Say, and seemed fascinated that 1 was videotaping her. At the end of our 

conversation, 1 rurned the camera around and caught the faces of half-a dozen chddren before 

they scurried away. 

The children were an invisible part of the story, seen oniy in the concem on Mary's face 

which may have affected her remarks. The activity behind the camera reminded me that as the 

one holding and pointing the camera 1 was fiaming the story. Each i n t e ~ e w  1 did made me 

more aware of what and how 1 was situating the women, and 1 tried to just get out of the way and 
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let their sharing of culturaI expertise predorninate so the focus was fked on them, and 1 could 

leam. 

Interview techniques 

In my interviews with women artists in their homes, 1 wanted to show them 1 was truly 

interested in their work. 1 was friendly, brought cookies, and drank lots of tea with them. At ou1 

pre-interview conversation, 1 asked their advice about the time fiame and we discussed rhe 

general topics. 1 tried to put them at ease, and I listened intently. 1 was certainly aware of the 

power imbalance: 1 was the teacher, the Festival oficial, the researcher-which meant that I had 

to be extra carehl not to exploit my positions of power. 1 was also 'white' or non-native, and was 

a college teacher, so some women were suspicious of mc at first. 

However, as a mature woman with a rounded figure 1 presented a motherly or 

grandmotherly image, so my age and size helped me to fit in, and relate to many women, 

especially elders. Many women asked me if 1 had children, and they seemed to relax when 1 told 

them about my daughters. 1 leamed to take my sewing and beading with me to interviews, and 

asked the women's advice, because 1 was struggling to bead a pattern 1 had created. Some of the 

women Iaughed at my attempts, and they took pity on me and showed me how to do it. That 

immediately put me in the position of student, and helped to throw the balance of power in their 

favor. Only two women refused to be interviewed. 

When we were finished, I made sure to thank the women for their rime and cooperation. 

1 promised them a copy of the tape, and to keep in touch, but didn't promise anything quicker 

than 1 could deliver. 1 am not sure they understood how long it might take. Outside, 1 took 

contextual footage. When 1 got home, 1 wrote notes in my notebook, and taped the permission 
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slip to it. Later 1 reviewed the tape and made notes. 1 carried my videocamera, other cameras, 

and notebooks with me everywhere. 

Technical skills of videotaping interviews 

1 felt conflicts of role in videotaping, was I a &end, a camera operator, a technician or an 

interviewer? 1 med to make the camera as unobuusive as possible and stiil make sure it was 

working. Sometimes we set the camera on a table or a book and just let it mn, but then 1 was not 

in control of the picture. A mpod is helpful for long interviews, co relieve the researcher from 

holding the camera, but control is also lost. If a woman wanted to show me detaiis of her work, 

or demonsnate a technique to do something, 1 kept the camera in my hands so 1 could zoom in 

on the detail of what she was showing me. I asked advice and med to encourage an annosphcrc 

of collaboration. When we were seated at a table, 1 med to hold the camera steady on my elbow, 

but sometimes my a m  went to sleep during an interview. 1 focussed the camera and then tried to 

hold it in place, while looking around it to maintain eye contact. 

Interviews conducted at the Festival site were quite d8erent. In this public setting, 

people walked in front of the camera, or shouted close by. The videocamera records everything 

that is happening around it, while the lem is focussed oniy in one direction. So the possibility of 

a lot of unwanted sound coming from unseen sources is very real. These sounds can be louder 

than what the camera is focussed on-so an extemal microphone is useful. Written description 

may also be necessary, especially if the sound is not clear on the videotape. Using the two 

techniques together, can help to cover al1 situations. Keeping a notebook and permission letters 

handy is also useful. 
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In videotaping interviews, there are rnany skiils required of the researcher--physical skiIIs 

like juggling the camera while remembering what questions to ask and being mindhl of the needs 

of the person being interviewed. The researcher needs skills in Ianguage, speaking, writing, 

multiple meanings, and ethics, besides the instinct to know when things are nght or wrong, a 

cunosity about people, and a genuine interest in the welfare of others. The ski11 of using a 

videocamera can be developed. 

The interview is a valuable method of coUecting diverse perspectives on a range of 

subjects. It can follow a number of formats from collaborative to conversational. The video 

camera is a valuable tool for getting both sound and visual thick description. 

Collection of documenrs and artifacts 

Ethnographers collect documents for later study to aiso help round out the picture or to 

fil1 holes in the complete information when the researcher is 'back home'. ïhese documents may 

include (and certainly did for this study) local newspapers, tourist publications, programs for 

events, letters or diaries, writings about old photos and the photos themselves, govemment 

reports, brochures about festivals, schools, cultural events, cornmittee decisions, town rulings and 

bylaws, and sports and community events. Depending on the focus of the research, some or al1 of 

these may be very useful in providing other views on what is being studied. Hammersley and 

Atkinson (1983) advise that one cannot just use this material without being conscious of its 

source and purpose: 

. . . officia1 documents and statistics should be treated as social products; they must be 
examined not simply used as a resource. To treat them as a resource and not a topic is to 
made on the interpretive and interactional work that went into their production. . . 
(P. 137) 
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Collection of artifacts is also necessary, and can provide valuable informarion about 

people and their culture. These might include vanous kinds of artwork, tools, clothing, toys, 

books, or other items used in daily life. Both documents and artifacts help provide background. 

For this study, 1 examined the artwork of the women and tried to buy one piece of 

artwork from each woman 1 intewiewed, but found it impossible on a student budget. However, 

1 did collect a number of artworks from the women, which illustrate both their perspective and 

growth. For example, Sue Rose showed me a realistic painting done five years before 1 first 

interviewed her. It is of an Inuvialuit woman cooking on the beach in Holman. Two years later 1 

photographed her standing in front of an exhibit of her new work which was semi-abstracr, 

incorpotating beads and rocks. Last year her work was completely abstract. How could 1 choose 

which would besr exempw her development as an artist? 1 first bought the realistic one whicl-i 

showed the influence on her work of the lifestyle of the Inuvialuit community in which she lived. 

The semi abstract work showed the influence of northern materials beads, quills and Stones. 

These artifacrs add a lot of information to the verbal account of Sue's life. 

Validating women's words 

1 asked myself continually how 1 was hearing and understanding the voices of the women 

included in this projecr. 1 h s t  transcribed the early interviews exactly as they were spoken, and 

sent IWO copies back to each woman for checking and correction. I wanted to ensure that 1 

understood what they had said and rneant. One copy was for the woman ro keep, the other was 

for her to correct and send back in a self-addressed stamped envelope. Most of these copies were 

not returned to me. A few copies did come back with a few corrections of names, and 1 made the 

sugges ted changes. 
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Some women were offended at the way the speaking looks when it is written out as they 

spoke it, and Ruth said it made her sound 'like an ignorant Indian!' Some women wanced me to 

correct their English, and 1 made minor changes to make the meaning clearer, biir 1 did not 

change sentence structure. 1 chose noc to edit the transcripcs into a single standard English form, 

because then it wouid have been my style, rny words, and not theirs. The women were not 

equally comfortable speaking in English, or familiar with this conversational fom, which results is 

some unevenness in both style and quantity of words. However, 1 beIieve what comes across here 

is more m e  to the speakers: the words, the idiom, the order and manner is theirs. They are 

individual women, describing diffetent lives, experiences, families, and artwork. Any unevenness 

of articulateness and implied power is unintended. Some women demonstrate their power by 

speaking with just a few words, others use many words, 1 chose to honor cheir uniqueness. 

In order to focus on the essence of each woman's comrnents, with the permission of my 

dissertation committee, 1 removed my questions from the transcripts. The intention was to 

remove my disruptive questions, and let the women's accounts flow as complete uninterrupted 

stories. There is much debate in the methodological literature about the authorial voice. Sorne 

writers would say that caking my questions, or my voice, out of the transcript simpIy hides rather 

than eliminates the power of the editor. The purpose, however, in taking out my questions was 

not to hide myself or my role as editor, but to allow the women's voices to be heard in 

uninterrupted form. 1 acknowledge thac 1 moved sections of text around somewhat within each 

summary in order to convey the chronology of each experience in a sirniliar order. 1 was careful 

not to change words or meaning, but 1 did elùninate repetitious comments, scaternents about 

persona1 matters, and comments the women wanted to make 'off the record'. The summaries 
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have therefore been edited to some extent, but 1 was very careful not to alter the meaning or the 

sense in which a statement was made. 

Analvsis and writing 

When 1 began analysis of the notes, interviews, and documents 1 collected, questions of 

point-of-view, language, style and inclusion/exclusion emerged. One of the most important is, 

who is really speaking? Clifford & Marcus (1986) say: 

The writer's 'voice' pervades and situates the analysis and objective, distancing rhetonc is 
renounced. . . . In classical ethnographies the voice of the author was aIways manifest . . . 
. At best, the author's persona1 voice is seen as a style in the weak sense: a tone, or 
embellishment of the facts. (p. 12/13) 

Geertz (1988) discusses the issue of the author's position in Works and Lives : 

The question of signature, the establishment of an authorial presence within a tcxt, has 
haunted ethnography from very early on . . . . Finding somewhere to stand in a text that is 
supposed to be at one and the same time an intimate view and a cool assessment is almost 
as much of a challenge as gaining the view and making the assessment in the hsc place. 
(p.9110) 

It is impossible to separare the researcher or author from the report of her research. They 

are her observations, her notes, her views, her photos, and her words and style that fom the 

summary conclusions about che work. However, with the cooperation of those interviewed, a 

researcher can commit to allowing al1 the individual perspectives to be heard, and one way to do 

that is to include minirnally edited summaries or text of each woman's words, presented in the 

conversational form that is comfortabk. 

Ethical issues in ethnographie methods 

Some important ethical questions run through ethnograph~ which need to be clarified, 

though there are no easy answers. Ethics can be loosely defined as a system of moral principles or 

rules of conduct with respect to a certain class of human actions or a particular group or culture, 
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or the moral principles of an individual. There is more than one understanding of ethics, so the 

ethics of other cultures also require research. We must ask %ose ethical principles must we 

follow--thein or ours?' How do we h d  out what the ethical principles are? It may not be easy to 

find out what theirs are, and we cannot assume chat al1 our ethical principles are the same. We 

dare not presume that al1 of us basically foilow a 'Christian code of ethics' based on the biblical 

ten commandments and the 'golden rule'. Can we simply respect the human rights of each other 

when there are cultural differences in interpretation and practice? What are chose basic human 

nghts? 

Karl Heider (1976) said, "In science, the end cannot justu;r the means: results are only as 

sound as the methodoIogy which produces them" (p. 16). Likewise in using ethnographic 

methods, the end cannot justdy the means, so we must be aware of ethical considerations every 

step of the way. What an ethnographer does is loosely structured and based on trust, so the 

ethics of the researcher are of umost importance. Patai in Gluck and Patai (199 1) comments on 

the ethics of the interview: 

. . . many of us sense that ethics is a matter not of absnactIy correct behavior, but of 
relations between people. The personal interview is, therefore, a particularly precise locus 
for ethical issues to surface--unless, that is, we are busy (as indeed we often are) supressing 
our awareness of those issues. (p. 145) 

There are tirnes when ethical questions will be difficult to answer and will require more 

research, or at Ieast delicate handling. For instance, in my interview with Margaret Lennie, she 

told me that lnuvialuit people beIieve they have to know a person really well before they can ask 

questions of them. In a flash of ethnographic insight, 1 realized that 1 had already conducted forty 

or more interviews and asked many questions without being aware of this belief. So there 1 was, 

sitting at her kitchen table as a perfect manger, asking loads of questions, which was not 
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acceptable in her culture! 1 resolved to keep further questions to a minimum. But how would 1 

be able to conduct research without asking any questions? There are ways and I resolved to 

discuss major topics ahead of time, and then ailow them to comment fieeIy. Some   robes helped 

to keep the conversation focussed, and added other interesting information. Other specific 

ethical issues raised in the course of this smdy are discussed below. 

Framing the picture 

We have to keep asking ourselves 'What are we leaving out?' 'Who are we leaving in?' 

The interview with Mary Trimble is one example: 

The ethnographer's concern is always for context. One's focus moves constantly between 
figure and ground--1ike a zoom lem on a camera-to catch the fine detail of what 
individuals are doing and to keep a perspective on the context of that behavior. OVolcotr, 
1988, p. 203) 

When 1 interviewed other women in their homes, 1 wondered if 1 should get a close up of the 

woman, or a wider shot that included her house and chiidren or grandchildren? The latter would 

make a 'thcker description'. A few women voiced apologies for untidiness, which led me to 

suspect they might be embarassed by the condition of their houses, or by the way their 

grandchildren were dressed. 1 became more sensitive co these issues, was 1 embarassing her! 

Would 1 be showing her at a disadvantage? Was 1 consmcting her thoughts, or being 

inconsiderate? Was it gift enough to bring cookies? Or was that my construction of social 

customs? 

When 1 visited the Lennie's cabin, I wondered if they minded if 1 caught them on video 

cleaning or smoking b h ,  their stories, or their talk about tourïsts. How do I as researcher, who at 

that moment is her guest, accomodate her values and respect her rights? These are not easy 

issues to resolve, but researchers must be aware and consider them. 
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Coddentiality 

A related issue is that of confdentiality, which is impossible if a person's face is to be seen 

on camera. There are ways ro protect the idenriry of informants if that is necessary, but it was 

nor an issue in this srudy, as they al1 agreed to be named. Somerimes women ivould not tell me 

things u n d  1 assured them that nobody would know they said it and so 1 renioved that part from 

the summaries. Audiotape has more possibility of coddentialiry, but even then voices c m  be 

identified. In the case of rhis project, the women made their comments openly with the 

understanding that cheir knowledge and words would help future generations. There were two 

women who did not want to be videotaped, so they talked to me on audiotape onIy. 

In asking women's preference or wishes, 1 risked not getring their cooperation ar: al[. 

However, if my need for their inclusion in my research was more important than their right to 

refuse, then 1 would be exploithg hem. These are not easy issues to resolve, buc we must ask 

these questions to raise our awareness of ethical consideratioris. When I told the women what I 

was doing, one replied "Ir's about time someone asked our opinion", and mosr: ivere happy to 

conmbute their thoughrs. 

Obiective , subiective, bias and inclusion 

The above words raise thorny ethical issues. The term 'objective' means unbiased, not 

affected by personal feelings or prejudice. The rem 'bias' connotes outlook, and irnpiies 

intentional distortion, sianring, or prejudice 'Subjective' lies benveen these two terms, meaning 

individual, personal, or emphasis on personal moods, attitudes, and opinions. Does this mean 

that al1 research is subjective or biased? Anthropologists have been grappling with this question 

for many years, and Mead (1974) suggests: 
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The hazards of bias, both in &ose who film fiom their own particular framework, and in 
those who see their own f h e d  culture through distorting lenses, could be compensated 
for not by shallow claims of culture-free procedures, but . . . by the corrective of different 
culturally based viewpoints . . . . The ofi repeated argument that al1 recording and filming 
is selective, that none of it is objective, has to be dealt with . . . . The camera or tape 
recorder that stays in one spot, that is not cuned, wound, refocused, or visably loaded, 
does become pan of the background scene, and what it records did happen. (p.8-9) 

While videotape and film help the researcher capture 'mth'  of reality, they are only 

partial mths  because they are only partial pictures. Does that mean researchers must buy many 

cameras and point them a11 in different directions! Store and bank security systems now are 

doing exactly that. Mead's suggestion to correct namraI bias is positive: getring a range of 

opposing or contradictory points of view. Goldman-Segall ( 199 1) asks questions aboi1 t the 

subjective view: 

Why is point of view so often exchded from infoming us about the subject under 
invesngation? Why have we researchers tended to adopt models for doing research that 
do not incorporate the personal, subjective, and interpretative approach? . . . Research 
could benefit by acknowIedging the intimate relationship between the seer and the seen 
or between the observer and the observed. - . . video recording for research purposes 
cannot be without point of view. (p.474) 

Leacock (1976) discusses film-oriented ethnotogists who tried to be objective in observing 

and recording events using video and film: 

The rules of this game are often very strict: never ask a question; never ask anyone to do 
anything; never ask anyone to repeat an act or a phrase that you missed; . . . If the same 
people film the material and edit it, the results can be summarized as 'aspects of the 
observer's perceprion of what happened in the presence of a camera.' (p. 144) 

Experts seem to agree that even the most 'objective' type of research, using a video 

camera on a stationary mpod in a corner of a classroom, still has an obvious point of view. How 

can we ensure that our perspective does not dominate those that we are observing? One 

suggestion is to get a multitude of different viewpoints on the same topic, which is what 1 chose 
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to do in this study. This research project provides a vehicle for the voices of a number of women 

to be heard. Their views are diverse, both within each cultural group and berween groups. 

Another ethical issue has to do with inclusion: who shoufd be included or excluded? 1 

wanted to tak  with recognized women arrisrs, and I obviously could not af50t-d to talk EO every 

woman in every community. The 'recognition' criteria included selecrion for Festival 

participation, several recommendations from community leaders and economic development 

officers, andlor several references from other artists 1 spoke [o. 1 had to make a decision ro 

include as many established women artists as possible, to try to find a baIanced number h m  each 

culturd group, and a sampling of ages, experience, and artists working in various media. 

The fmt summer of my research in 1992, on my second day in Fort Smirh, 1 was walking 

d o m  the road when a woman stopped to give me a ride. She was a French businesswonian, and 

said she had heard that 1 was recording histories of women in the arts. She cautioned chat I must 

not leave out the white women, that white women had made a long and often costly personal 

contribution to the community and the region. She said that sometirnes the indigenous peoples, 

in their drive to take their power back, ignored the role of the white people in building 

communities. 1 was surprised that she knew who 1 was and what 1 was doing, and thac news 

travels so fast. 

1 thanked her and thought about her suggestion to include the contributions of people 

from 'other' cultures who helped build towns and the region. Her comments helped shape this 

study, as 1 saw continuously the substantial conmbutions of non-natives, and that they are an 

important influence in Western Arctic Society. As a non-native woman, 1 would be studying the 

'other' if 1 oniy examined the lives of indigenous women. 1 felt my research would have more 
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balance and validity if 1 examined the lives of women in al1 major cultural groups sharing Iife in 

the Western Arctic. 

If we admit with Goldman-Segall(1991) that there is no such thing as objecnvity in 

ethnographie research, we can at l em  be aware of our degree of subjectiveness. We must also 

communicate our point of view both to our coliaborators and to our audience. As a 'white' or 

non-native woman, 1 tried to be as 'objective', open-minded, empathetic and respecrful as 

possible to ail the women 1 interviewed. 1 wanted to Ieam, and like Cruikshank (199 1) 1 am 

gratefûl to al1 the women of this study who were my teachers. This is one more example of the 

ethical issues researchers rnust be aware of--constantly questionhg the motives of our research 

and the reasons for our persona1 involvement. 

Voice, au th ors hi^ and signature 

There is a great deal of discussion on the issue of voice both within ferninisr research 

(Harding 1987b, Laeher 1991, Bareson 1989, Gluck & Patai 1991) and without (Clifford & 

Marcus 1986, Geertz 1988, Clifford 1988). We recognize that in research on humans, the 'voices' 

in our research interviews are either shaped by, or are framed partly by our own intentions or 

questions. Clifford and Marcus (1986) suggest one way to allow the voices of informants to be 

heard: 

Once infonnants begin to be considered as CO-authors, and the ethnographer as scribe 
and archivist as well as ineerpreting observer, we can ask new, critical questions of al1 
ethnographies. However monological, dialogical, or polyphonie their form, they are 
hierarchical arrangements of discourses. ( p. 17) 

Voices speak through symbolic language, idioms, and dialects, which are often connected 

chrough regional understandings. For three women, howevsr, an interpreter was needed because 

the women did not speak English. Their words appear here in English, as they were translared on 
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camera. There are measures also to ailow the voices of informants to be heard through co- 

authorship, video and audio recording. A researcher cannot assume that s/he will understand 

even if people speak the same language, so an explanacion may be required. There are gender 

and cIass issues here too, as some topics dl not be translated the same way by members of the 

opposite sex or a different class. One possible solution is immediate translation on camera during 

an interview, which takes ttvice as long, but the evidence of both versions is on a tape that can bc 

studied later. 1 videocaped two interviews that were translated from Inuktitut on camera (M. 

Akulukjuk and P. Ugyuk) . 

The way in which written accounts are bound by language is discussed by Lather (199 1): 

Language is delimitation, a strategic limitation of possible meanings. It frames, it brings 
into fmus by that which goes unremarked. . . . 1 an1 keenly aware chat 1 write in a tinic: 
when the formerly unsaid/unheard are becoming increasingly visible and audible. (p. xix) 

Lather also discusses the humanism of the interview as a research strategy "consmcting 

meaning through negotiation with research participants" (1991 p. 1 IO), which would give them 

control over their voice. In t h  research project, 1 was adamant that the voices of the women 

themselves be presented as closely as possible co the way they spoke, hence sumrnaries of their 

words are presented in Chapter Three. 1 feel they speak eloquently for themselves, that the 

resulting polyphony is much more interesthg and natural than anything 1 could ever Say. 1 did 

ask some questions and 1 pointed rhe camera, so 1 framed their comments to some extent. 

Another ethical issue related to the above, is that of authorship of the research or the 

summary report. When the project data gathering is complete, the researcher is faced with 

anaiyzing the documents, notes and interview tapes she  has collected. At this point decisions 

are made about what to quote, paraphrase, include, exclude, and how to put it al1 together. 
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Geertz (1988) discusses creative authorship, descnbing Malinowski's work in New Guinea 

as a "kee fom collage" and work by Evans-Pritchard in Africa as "magic-lantem ethnography": 

The main effect, and the main intent, of magic lantem ethnography is CO demonstrate 
that the estabhhed frames of social perception, those upon which we ourselves 
instinctively rely, are hlIy adequate to whatever oddities the transparencies may mm out 
to picture. (p.64) 

If the people seen by the above 'magic lantem' are considered 'oddities' then the voice of 

the researcher is being heard not that of the 'subjects'. The judgement of the 'author' must be 

consistent. The author's 'signature' acknowledges subjective force in shaping the research 

process, and appears as an essential part of an ethical research projecr. Kuhn (1990) in Wmen in 

Film says "Ethnography Iies in the eyes of the beholder; an ethnographic reading inrerrogates botE 

the ritual being represented and the ritual of its representation" (p. 133). 

Issues of power 

The last ethical issue raised in this discussion is that of power. We discussed the role of 

the researcher (or film-maker) as having the power to include or exclude, CO kame, to use certain 

kinds of technical assistance, coois, etc. Facts of position affect research by irnpacting on the 

researched. Patai (1991) discusses research on women: 

When academics do research with women ofraces, classes, and cultures differenr from 
their own, a common experience is chat they are perceived as more powerfiil than the 
people they are researching. This no doubt proceeds from the quite accurate appraisal on 
the part of the people interviewed that the researcher has greater access to al1 sorts of 
resources, kom material g00ds to local officials. (p. 143) 

What power does the community or the informant have? The simple answer is they have 

the power to Say 'no'. They do not have to be included, photographed, or inteniiewed, and an 

ethical researcher will respect their views. The UBC Ethics Board and the NWT Science 

Institute Research licence are concerned about exploitation of peoples in societies that do not use 
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the word 'no' very much in their vocabulary. In fact several Inuit women said that they do not 

Say 'no' in their cornrnunities. For these people, especially women, the concem over the power to 

Say 'no' is very vaiid. 

At the Festival we witnessed unethical researchers who, without a research Licence, posed 

as news media in order to get stories with photographs. The material caken away could be used 

anyway s/he chose, without the subject's knowledge. The indigenous artists, especially those from 

small cornmunities, were quite wary of strangers asking questions. It is largely a matter of trust, 

and ethics The women sharing their life experiences also can control the results. I asked them 

what they would like done with a copy of the tape and transcnpt? Sent to the NWT archives, to 

their community library, or just to them at home? Most of the women said they wanted the tape 

sent to them at home. 

Even with a consent form, what assurance does the participant have that his or her voice 

or photo will be used in the way stated? The letters of consent explaining a study often give the 

respondent a chance to back out at any tirne, along with the address and phone number of the 

researcher and the sponsor or advisor's name. The participant is protected by the wording of the 

letter, and the signature on the consent form detached from the bottom of the letter and kept by 

the researcher, but the researched may not be aware of their rights. Cece McCauley said to me 

"I'd better not see this on TV!" An unethicaI researcher codd conceivably use the matenal in 

some other way ifshe chose, without the subject's knowledge, but s/he would be liable to legal 

action. Gluck (1991) speaks of her firsr intention to give women a voice through her research, 

and later used their cornrnents for advocacy on rheir behalf: 

My interviews with wornen were guided prîmarïly by a commirment to give them a voice- 
or rather to make their voices heard-now 1 was going to be using those voices much more 
deliberately to advocate on their behalf. . . .The oral history became, then, borh a 
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personai account defimd by the narrator, and a historical document that was shaped by 
my intervention. (p. 206) 

Whose voice is being heard? Does Gluck have the right to advocate on behalf of women 

who confided in her, when they thernselves may not perceive the need to speak up? In most 

research there is an uneven balance of power that is felt by both subject and researcher. I t  is a 

matter of integrity on the part of the researcher, and of trust on the part of the participants. In 

this study, some of the women had been my former students, but the power imbalance of the 

student-teacher relationship was long past. They too had become teachers, and when we saw 

each other on the srreet in Inuvik, we were more iike old fiiends who had shared some common 

history. They seemed CO respect me for doing the work of this project, and willingly participated. 

Somc said they knew the rcscarch nceded to be done on thc womcn of this region, and a fcw 

even said they wanted me to tell people about them and their culrures 'dom south'. 

Emuowering new views and voices 

How do we accomodate questions of power in ethnographic research projects? Lather 

(199 1) comments chat "An ernancipatory social research calls for empowenng approaches to 

research . . . that enables people to change by empowenng self-reflection and a deeper 

understanding of their pamcular situations." (p. 56) Harding (1987b) suggesn that the 

researcher must place hirn or herself squarely on the criticai plane: 

That is, the class, race, culture, and gender assumptions, beliefs and behaviors of the 
researcher her/himselfmust be placed within the frame of the picmre that shehe paints 
. . . a reaI IûstoricaI individual with concrete, specific desires and interem--and ones chat 
are sometimes in tension with each other. . . . to swing around the powerful Ienses of 
sciennfic inquiry so chat they enable us to peer at our own complex subjectivities as well 
as ar what we observe. (p.29/30) 
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Cruikshank (1991) discusses how the women she interviewed became her teachers, how 

they helped to shape her understanding and even suggested she use audiotape to allow their 

voices to be heard, and help her 'get it nght'. 

. . . eIders talked about the continuing importance of words. They insist that people still 
make use of long standing traditions to think about Me. Oral tradition does not simply tell 
us about the pas; it continues to provide guidelines for the present and to lay the 
foundation for thinking about the future . . . . A book inevitably reflects the expenences 
of the person who actualiy writes it. While 1 bring particular questions to research, my 
perspective inevitably reflects what 1 have leamed from my teachers, most of whom are 
from the southem Yukon, and. . . are women. (p. 8) 

This research project on Western Arctic Women Artists resulted in a number of women 

reflecting on their own lives and learning. Several women thanked me for provoking thought 

and helping them to see their lives in perspective. These women shared persona1 stones, and 

they were my teachers; they are the experts on their an  and lives. 1 was always aware that while 1 

had more years of schooling than most of the women 1 was talking with, they knew more about 

their art and culture. 1 genuinely wanted to learn from them. 

The position of researcher as student is suggested by Lather (199 1): 

Reciprocity implies give and take, a mutual negotiation of meaning and power. It 
operates a t  two primary points in emancipatory empirical research: the junctures 
between researcher and researched and data and theory. (p.57) 

Negotiation can irnply a power struggle, but rhat is not inrended here. This research is 

about the women of the Western Arctic, so they have the last word. When 1 was back home 

after a summer of work and interviews, 1 prepared a copy of the videotape for each of the women, 

and was excited to send it to them. 1 was surprised when some women did not want to see it. 

They seemed embarassed, and Sue said 'Oh 1 dont want to listen to myself blather on about 

myself for hours', and she said she didn't want the tape. Other women didn't want to see the 

cranscript, and ochers may not have read the summary. These women may have felt ehey shared 
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too much, or that 1 was now far away and not pan of the on-going community. Other women 

reacted much differently-they were proud of their stones, sent back copies with comrnents, and 

said these stories wouid be passed on to their children. Several women asked for copies of the 

video footage to give to their children. 1 told al1 of the women that I appreciated their perceptivr 

comments about their tives, their sharing thought. and taking the rime to talk with me. 1 felt we 

were almost &ends--we had shared some very persona1 experiences with each other. Patai 

(199 1) talks about Oakley's experience of intewiewing women: 

The mode1 of a distanced, controlled and ostensibly neutral interviewer has . . . been 
replaced with that of sisterhood . . . an engaged and sympathetic interaction between nvo 
individuais united by the fact of gender oppression. Oakley beiieves that the outcome is 
not merely a better research process, but also better research results. (p. 143) 

Bateson (1989) offers a way for both researcher and subject to learn from the experience 

of the interview--through providing an opportunity for insight into their own lives. 

The study of lives becomes an increasing preoccupation. This is especially true now for 
women . . . Women tday  read and write biographies to gain perspective on their own 
lives. Each reading provokes a dialogue of comparison and recognition, a process of 
memory and arnculation that makes one's own experience available as a lens of empathy. 
(P. 5) 

Many experts have used words like cooperative and collaborative, to imply a new 

direction for future ethnographies. One way to counter the balance of power suggested by Colliex 

and Collier (1986) is 'inside out' --giving the cameras to participants, and letting them shoot whai 

is important in their comrnunity. When participants help with the editing and/or control the 

entire process, they indeed have a bigger voice, and therefore more power over how rhey are seen, 

1 wimessed this when 1 gave the video camera to Crystal Lennie, and some of the other women 

rnight also have taken the challenge of using the camera themselves. Some women would also 

have refused, as they were simply not interested. 
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Some indigenous people in the Westem Arctic expressed the feeling that they were being 

exploited generaliy by research. They seemed to feel that some ulterior motive was involved. In 

this study, the women knew it was my project, and was conmbuting to my Ph.D. degree, and oniy 

two women rehsed to be interviewed. Some of the non-native women, who I thought would be 

most understanding of research (my bias) seemed the most suspicious of the process. Some of 

their Lives changed drasticaliy during rhe years of this study, and in recent times they seemed 

embarassed that 1 caught their ideas from a tirne past. 1 asked the women for an update each year 

and did some follow-up interviews. 

This projecr is both responsive to people and adaptive to new siruations. It allows new 

voices to be heard, and exposes a range of views. Ir reflecrs rhe h m e  of the author and 

researcher: I am a non-native woman from a protestant family, a niother of two grown daugliters, 

a seamstress, an artist, a teacher, and a student. 1 am genuinely interested in iearning about the 

arts of the Western Arctic: naditional and other arts, cultures and practices, fiom the women 

artists who [ive and produce art in the Western Arctic, and who influence each other and whose 

lives are interwoven in the process. 

In conclusion, this smdy is not an ethnography--it does not focus on the cultures of the 

Westem Arctic although they are part of the discussion as perspectives from which the women 

speak. This study uses ethnographic methods to make visable and audible the arristic lives and 

education of individual women who share life in Western Arctic communities. 
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CHAPTER THREE: INTERVIEW SUMMARIES 

The women a h t s  included in this smdy were visited either in the Fort Smith area, or at 

the Mackenzie Delta Festival sites in Inuvik and Aklavik, or in Tuktoyaktuk, or in women's 

homes. I could have taked to many more women artists, but it was not physicaily or financially 

possible. These women represent the variety of views, cultures and art media present in the 

Western Arctic today. 

Most of these wornen talked about their artwork as a part of rheir lives. They told me 

about their parents, their siblings, their mamages, their work, their education, their cares, their 

experiences on the land, with their artwork woven around it. Many found it difficult to talk 

about thernselves or persona1 feelings, and especially to express what art meant to [hem--the 

importance of art in their lives. But the pride in their work comes through as they taIk about the 

care they take in producing their work. 

1 was part of the community and part of their lives in a sma1I way, as 1 worked at the 

Festival or at the College. 1 was certainiy a participant observer, sharing in the daily [ives, joys, 

and troubles of the women 1 talked to. Living in Inuvik and Fort Smith over seven years, 1 was 

able to become somewhat familiar with the region, its residents, i a  political strutures, and the 

women in t h  srudy. 1 often met these women on the Street, or at the store, or we visited each 

others1 homes. 

This research projecr on Western Arctic Women Artists used the videocamera 

extensively to assist with observation, description, recording interviews, and even interpreration 

of language. Some use was aIso made of audiotape and two 35mm cameras. The researcher 

conducted the interviews, heId the videocamera, and took al1 photographs with the exception of 
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a few photos for which photo credits are Iisted. The resulting ethnographie narratives are both 

exciring and enlightening, and are arranged alphabeticaiiy by last name. If we pay close attentioi 

and leam to listen, we will begin to understand and see rhough theu eyes, and see our own lives 

in new ways. 

Women whose i n t e ~ e w  summaries EoUow: 

CharIene AIexander Inuvik non-native 
Arts festival CO-founder & Executive Director, schooVcommunity photographer 

Rosie Archie Aklavik Inuvialuit 
Traditional searnstress & fur designer 

Jane Dragon Ft. Smith Chipewyan 
Traditionai searnstress, napper, schooUcommunity counsellor/teacher 

Chnstina Felix Tuktoyaktuk 
Parka designer, factory owner, & creator of 'delta braid' 

Mona Igutsaq Taloyoa k 
Traditionai searnstress, women's CO-op organizer & manager 

Elsie Klengenbetg Holman 
S tencil prinnnaker & carver 

LiUian Kristensen Ft. Smith 
Weaver, gift shop owner, & animal shelter founder 

Nancy La Fleur Hay River 
Moose-hair tufier & Ianguage teacher 

Beverly L e d e  Inuvik 
Seamstress, teacher, arts festival coordinator & Board member 

Margaret knnie Inuvik 
Traditional seamstress & rourist guide 

Mary Ann MacDonaid Ft. Smith 
Traditional seamstress, beadworker & nifcer 

Laureiie Macy Hay River 
Painter & art teacher 

Inuvialuit 

Inuit 

Inuvialuit 

non-narive 

South Slavey 

Inuvialuit 

Inuvialuit 

Me tis 

non-na tive 
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Cece Mc Cauley Inuvik Gwich'in 
Founder~First woman Chef Inuvik Native Band, businesswoman & seamstress 

Lena OMe Hohan Inuvialuit 
Traditional seamstress, & musk-ox wool spimer (deceased) 

Janice Rahn InuvildMontreal non-native 
Printmaker & art teacher (doctoral student in art education at Concordia) 

Sue Rose Inuvik non-na tive 
Painter, graphic designer, Arts festival CO-founder & Board member 

Bertha Ruben Paulatuk 
Traditional seamstress & land claims negotiator 

Lorna Storr Aklavik 
Traditional seamstress, baby belt beadworker, & teacher 

Agnes & Mona Thrasher QuesneVYellowknife 
Painters & Igloo Church painter 

Vicki Tompkins YeIlowMe 
Painter, Arts festival founder, art teacher & tourisrn nainer 

Julia & Brendalynn Trennert Hay River 
Moose 6r caribou hair tufters 

Mary TNnble InuviklNanaimo 
Traditional seamstress, painter & carver 

Peeteekootee Ugyuk TaIoyoak 
Traditional seamstress & creator of the 'packing dolk' 

Margaret Vittrekwa Fort McPherson 
Traditional seamstress, language & cultural teacher 

Ruth Wright Inuvik 
Papermaker, sculptor, Arts Festival Board member 

Inuvialuit 

Gwich'in 

Inuvialuit 

non-native 

Inuvialuit/Mix 

Inuvialuit 

Inuit 

Gwich'in 

Gwich'in 
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Cultural Group represented: 

Inuvialui t 
Gwich'Ui/Slavey (Dene) 
Non-native 
Inuit 
MetisMxed 

Communities represented: 

AkIavik 
Ft. Srnith 
Ft. McPherson 
Hay River 
Holrnan 
Inuvik 
Paulatuk 
Taloyoak (Spence Bay) 
Tuktoyaktuk 
Yellowknife 
Southem Canada (at least part of the year) 

Women whose interviews were mped but not summarized here: 

Effie Blake, 
Cultural teacher 

MaIaya Akulukjuk 
Drawer 

Ft. McPherson Gwich'in 

Pangnirtung Inuit 
(deceased) 

Marrina Anoee/Bernade tte Irksuq Arviat Inuit 
Dollmakers--sculpter-boat singers, artist/apprenace-interpreter 

Mary Bryant Yellowknife 
Art gallery manager, watercolor painter 

Myma Button Inuvik 
Stained glas, pottery, watercolors 

Susie Evyagotailak Copperrnine 
Traditional seamsness/teacher 

Mona Felix Tuktoyaktuk 
Traditional seamstress, creator of "Ingamo slippers" 

non-native 

non-native 

Inuvialuit 

Inuvialuit 
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Dora Jones Ft. Smith 
Singer, former Aklavik residential school worker 

Mary Kendi Aklavik 
Traditional seamstress 

Sarah Kuptana Sachs Harbor 
Traditional seamstress 

Joyce Majeski 
Biologist/printmaker 

Whitehorse 

Sandra McLeod Inuvik 
Craft festival organizer, sewing shop owner, seamstress 

Terry Norwegian-Sawyer Tsiige htchic 
Traditional seamstress, women's organizer 

Pat S taccy 
Painter 

Agnes Sutherland 
Grey nun, biographer 

Gina Sydenham 
Museum curator 

Mary-Ann Taylor 
Carver 

Fr. Smith 

Ft. Smith 

Tuktoyaktuk 

non-native 

Gwic Win 

Inuvialuit 

non-na tive 

non-native 

Gwic h'in 

Inuvialuit 

non-native 

non-native 

Inuvialuit 
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CHARLENE ALEXANDER 

Non-native Photographer & Great N o r t h  Arts Festival Co-Founder 

Inuvik, NWT 

Fig. 9: At the end of the 1992 Great N o r t h  Arcs Festival in Inuvik, Irene AvaaIaaqiaq, 

left, CharIene Alexander, center and Effie Arnaloaq, right, are saying goodbye. Irene is 

an applique artist, and she and Effie are both carvers from Baker Lake, NWT. 
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CHARLENE: ALEXANDER 

huvik, NWT. 

This is a summary of CharMs own words arui comments f r m  three interviews over three years videotaped in 

luly, 1992 B August f 993, just nftw the fwth and fifth Great Ncnthem Arts Festiwals concluded, and in 

October 1994. 

Part One: July 3 1, 1992, at end of the fourth annual Great N o r t h  Arts Festival 

"l'ni the founder and Coordinator of the Great Norrhem Arts Festival which just finished in  fourth 

year. It always runs for ten days, usually the last ten days in Jury, always starting on a Friday and always ending 

on a Sunday." 

Childhood and early iearning in art 

Chartene grew up "ail over Canada, and then Germany. 1 think people are bom with a love for art. 1 

think if you're bom with ... some kind of a d e n t  then ... 1 take afcer my grandmother in t e m  of my painting 

talent, so thac was just the beginning of my painting. When 1 was growing up 1 thought 1 was going to be an 

amst, 1 was going to be a famous painter. My parents weren't great art connaisseurs, and they never took us to 

galleries or rnuseurns." Charlene's parenn encouraged her, and she was "doodling al1 the cime, and drawing 

and painting. But 1 had a talent and wanted to take painting lessons, so I took painting lessons, and from 

there went into art school. They definitely didn't discourage me, when 1 went into art school it was fine, 

whatever we did was fine. 1 took painting Iessons when 1 was ten or cwelve, and was always doing something 

. . . with the arts. I took it quite senoudy when 1 was in high school,. . .and 1 didn't cake any courses outside of 

school, and went direcdy into art school." 

Art School 

"1 took one year of fine arts a t  Nova Scotia CoUege of Art and Design, and realized that, 1 was not a bad 

painter but, 1 wasn't great. . . . My first experience with absrract art was in art school, before chat 1 was 
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painting nice Iittle landscapes, sunsecs, log cabins. i'd ais0 taken a basic photography course when 1 was at art 

schooI, and reaIIy enjoyed ic. 1 found it Less frusuaang than painting. So 1 . . .studied photography for four 

years, [in] Toronto, [atJ Ryerson. I'd always played around with photography and really enjoyed photography. 

. . . and Photography schooi reaiiy opened my eyes too, and that's when 1 started doing my nude 

photography." 

Photography in inuvik 

"1 rnoved to inuvik after 1 graduated. 1 had always wanted to go to the North. 1 was living in 

Vancouver, and I took a year off school, ran out of money and stopped to work, and saw an  ad in the 

newspaper for a job in the Mad Trapper Bar [in Inuvik], so my girlfriend and 1 both applied and got the jobs, 

and so we came. " After awhile Charlene began working at a gallery. 

"1 purchased studio equipment fiom the peopIe who owned the gallery. They had a gallery/photo 

finishinghming and studio ar the t h e ,  and they decided to get out of the photography end of it. But this cown is 

not big enough for a full-time photographer, so they approached me and said 'why don't you becorne our manager for 

a year and after chat we'll talk', about me taking over the business, which never happened. . . . So 1 started rny own 

photography business. But photography in a small comrnunity is noc really very creative. 1 was doing schaal 

pictures, and very straightfonuard famiIy portrai&, and after 1 got the hang of it, it wasn't very creative. 1 had k e n  

here a year, but 1 had spent two sumrners before chat up here. After a year i . . . started the Festival, and 1 ended up 

having co quit [work] because the Festival was so much work." 

Arts Administration 

"And now I'm back in fine arts, but as an adminisrrator. Six years ago 1 had a show for three women 

from Holman--Mary Okheena, Elsie Klengenberg, and Agnes Nigiyok, and Elsie was the only amst who could 

attend the exhibit. It just so happened that she was in town. 1 was working at a gallery a t  the time, and 

reaiized that their work was showing al1 over Canada, and they'd never had the opportunity to attend one of 

their own exhibits. And talking to Sue Rose, who had lived in Holman for eight years, [Il realized that the 
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arriscs in the north get very Iittle opportunity to exhibit their work with other artiscs and. . . to expenence that 

exchacge of ideas. 

So we decided co have a show the following summer for about eight artiscs, and went to the 

government ro see if we could get some funding . . . And they said 'well if you make it a territorial event we 

can help you even more.' So we originally were just going to do a regional thing, but heck, they were going to 

give us more money so, why not make it bigger? Then. . . the word 'festival' came to mind. As soon as that 

word came to mind, al1 kinds of ideas just [came], workshops, demonstrations, entertainment. 1 think 1 was 

aIways che driving force, but [Sue Rose] had more experience in the arts and more experience in the North. 

So i relied on her knowledge. . . . i guess 1 was just in the righc place, in the nght circurnstances, and 1 love 

smrring wich nothing and creating something. . . . i think we had thirty-five artists, [in] 1989." 

Creativity 

'The FestivaI is very creaàve. Every day it's building sornething. There's a big people aspecr. The 

response was incredible. Right away, i t  was 'God this is a great idea, This is what, not only the artists, but this 

is what this community needs'. And after the second day of the Festival people were saying 'is this going to 

become an annual event?' The firsr year was so easy, it's like 'yes of course--th& is so much fun, of course I'll 

do it again.' And it stilI is fun, but now it's become an entity. It's no longer just this little thing you pull off 

each year. It's Iike running your own business, rhere's a lot of work and dedication that has to  go into it. 1 

think in the first couple of years i t  was a local event that we just kind of pulled off. But now it's becoming, like 

1 said, an entity. Ic's becoming a national event that needs to be treated very seriously. It's becoming 

imporranc for the artists." 

Personal meaning 

"What does it mean to me? Well, it's a great accomplishment. Seeing that it's really helping artists, 

. . .its very satisfying to do something Like thar. People don't understand at al1 how much work it is. Even 

people that work closely with me don't understand. By the end of the Festival [the artists] do, 1 think. Maybe 

they go away and they forger. It's been very consuming lor the last two years. 1 don't have a life outside of this 
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festival. I'm taking it a day at a t h e  and karning a lot. 1 think chat if 1 had alot of experience, before the 

Festival, . . .I had no experience in marketing, or 1 never really had my own business. . . .I did Iittle srna11 

photography stuff, but, because it's growing and it's so young it's like every minute of the day is Festival. You 

know it's just constantly going through my mind, wondering how can we improve this, and how can 1 change 

this. And then you look to the future and think well, where could the festival go, and how could it get there. 

Besides I'm in charge of every aspect of the festival a t  this poinr, and it's very consuming. . . ." 

The Great N o r t h  Arts Festival 

The first year the Festival was run by "myself and Sue Rose, we were both voIunteers the first year 

together with [other] volunteers. We made a $16,000 profit the first year. Acrually we ended up paying 

ourselves $3000 each. And with that money we also went to a conference on managing festivaIs. The rest 

went into the bank as seed money for die next year." 

But the following year the Festival "lost $15,000,1 think. But that figure didn't include the salary 1 

didn't get." A Festival Board was created "at the end of the first year, but the board was never very active. 

The second year, 1 put in the budget for my salary, 1 chink 1 put $14,000. And 1 remember sitting there and 

thinking 'It really is a lot of work, maybe 1 should put something a little more tasteful in the budget [for] sweat 

equity.' 1 remember heanng 'sweat equity', we have CO show that we're putting our part in. So the second year 

1 made $7000 1 think. 1 . . . worked part time al1 year and then in February quit my job to work full rime on it- 

-1 worked more than full time, cime and a half, and from that point on it was full-time. 1 waitressed in rhe 

evenings and 1 took days off here and there to do photography, but every single day 1 worked on the Festival. 

Al1 year. When it's al1 over and chere's no rnoney, and you've already committed yourself CO the nexc year, you 

just have to keep going. . . ." 

A community event 

"1 feel [the Festival] is at a tum-around point. That it got a lot of recognition with the various galrery 

owners here. . . . It's very well recognized now. . . . The Gwich'in have to get more involved, and the Inuvialuit 
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have to get involved, and chen the Town [of lnuvik] has to get involved, they've been jusc letting it happen 

for the last four years without helping." 

Personal costs 

"I'm a t  a stage where my head is full 1 guess. Besides the fact chat I'm not rnaking any money and 1 

can't live anyrnore without money. My head is full, too full of details, ic's like when your cornputer gets full, it 

can only hold so many files. Well rny brain, right now is like a cornputer the hard drive is just about full and 

it's rime to buy another hard drive. Maybe two hard drives. 

The cost to me? üicers, gray hair! . . . 1 don'r feel like 1 have a life anymore. I'rn the festival, yeah. 1 

can't shut it off, because, like 1 said, there's just too many different aspects to it CO worry about, and I'rn 

worrying about them al]. 1 don't go on holidays, and my truck doesn't work anymore, and 1 can't afford a new 

truck. 1 don't have a vacuum. 1 mean, it's jusc, 1 can't even have a relationship anyrnore. 1 don't have 

anything to give in the relationship because I'rn so consumed. . . . 

Can 1 go through another year without a [livable] wage? 1 don't think so. 1 know that if 1 did hang in 

like next year, I'rn sure chat al1 the problems, or a lot of the problems, would be solved by next year . . . ." 

Part Two: August, 1993 At end of Festival #5 

"1 feel really good. This is the first year I've had any energy left ac the end of the Festival. 1 fee1 good 

about what happened at the festival, and am already looking forward to starring the next one. . . . Having 

staff, having help, and support, like for example, your help, your experience with educacion, and being able to 

give up, for example, the seminar sessions, having staff was definitely the biggest help, and a board of directors 

who were behind me. They weren't there as much as they should have been, but they were still chere. 1 see 

that [what] you have to do moscly is people work, and they don't teach chat in a n  school, or the organizationa 

part either. Thar is something else that 1 think people are bom with. 1 have a feeIing chat this is what I'rn 

destined to do. I'rn sure of it. My artwork wasn't a driving force in my life like this is. 1 teally enjoyed my 

photography, and painting frustrated the heck out of me. 1 mean 1 was good, but 1 wasn't driven." 
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I've leamed thÏs [festival work] ouaide of schml. 1 mean 1 was in photography school. . . which, 1 

guess contributed. 1 leamed about art and, freedom in art." 

Cultural differences, art and craft 

"In this region we have the Gwich'in. At this Festival we had only one Gwich'in amst, and Sm hoping 

the festival is regenerating the arts in this region. 1 don't think that it represenw the Gwich'in. [who] do more 

crafts than the Inuvialuit." The Festival began by being limiced to fine arts. "Each year for the first three or 

four years we highlighted a craft: jewellry, tapestry, but 1 don't consider them crafts. But it's such a fine line. 

And E think chat the jewellry chat we show at the Festival is fine art jeweUry, they're al1 individually done, 1 

mean, theqre no different than the carvings. You know some people repeac bears, welI, people can do that 

with jewellry as weI1, [such as] inukshuk earrings. 1 guess Sm not so concerned wich restricring it CO fine 

art. . . ." 

A Gwich'in woman suggested chat the Festival create a special corner for each of the cultures of the 

region, providing some histoncal background for tourists and visitors. "It would definitely add to the 

Festival. . . because then the Gwich'in would be more represented. . . what Brendalynne Trennert is doing, 

moose-hair tufting-is considered a craft, and is now tumed into an art. She is doing pictures which are 

moose-haïr tufting. . . . 

If 1 was a native person, most of the hnding would corne easier. Even if a nacive person was 

organiting, there are people who just don't understand the commission. In terrns of involvement of the 

Inuvialuit, if I was native, if 1 was Inuvialuit, they would have b e n  a lot more involved by now. 1 find the 

people really stick together by region, which has a lot to do with the dialeccs. 1 remember the first festival, we 

planned this very typically southem white banquet, and we dont do that anyrnore. ItS not necessary, they just 

felt uncomfortable. We had this big dinner and tablecloths and wine glasses, you know, a banquet, and 

everybody just sac there. 1 think I've leamed a lot, so we dont do that anymore. We have barbecues and 

outdoor activities. 1 think there's a lot of fiiendships made ac the festival. 
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Another thing, we're now more accustomed to the fact chat, [artistsl Say 'yes' chey're coming, and 

they'll change their mind at the lasc minute. The fishing's good, the weather's g d ,  and chey dodt want to 

leave their home communines. That's just che way it is. And . . . Inuit people don't say 'no'. . . . 1 don'c get as 

fniscrated any more, 1 can almost sense through the conversations that 1 have wirh them if they wiIl come. If 

everybody showed up that 1 originally booked, we would spend $65,000 for travel inscead of $45,000.'' 

Festival idluence on Northern art 

"1 think the most important thing is what it is doing for artists in the North. It's sort of opening doors 

for them. . . - 1  'd like to think the Festival gives chem che opportunity to become m e  artists. They corne here, 

after selling co CO-ops for their entire artistic life, and hardly ever going to exhibics, [and] ic gives them the 

opportunity to see what art can be. . . bringing people [together] or organizarions, [CO] give them roorn for 

freedom of expression. 

Art is, art  should be, a retlection of society and life, and I'rn hoping the Festival gives chem char 

opportunity. 1 can't see it really changing, the fünding is going to divide [with Nunavut, but] I'rn sure there's 

going to be ways around that." 

Educating artists--offerhg opportunities to leam 

"1 chink I'rn so busy thinking about the organizational side of i t  that 1 don'c always see a loc of the 

interaction that goes on. .. 1 was going through my mind and thinking about some of che interactions that 

cook place. For exampIe Trudy Gilbertson, who has always worked in wood decoys, she now is crazy about 

soapstone carving. And Bertha Ruben, who has been limited to wal1-hangings, 1 don't know if she ever sac 

down with Brendalynne, but until you get to rry something . . . . Most people just don't order up supplies CO try 

a new thing. . . .Thomasie from Pang, a master stencil printmaker, has never had the opportunity to paint, 

and he painted here. . . . 1 definitely see chat's an important part of it, just trying CO open some doors in a 

sense. It's neat t o  see them, artists that come back time after time and see some of the new things chat they're 

trying out. That's how artists learn . . . by copying ocher artists' work." 
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Fig. IO: Charlene Alexander going over sales figures at the Festival site, 1994. 

Fig. 11: The  artists of the 1994 Festival gather in front of the Igloo Church, Inuvik. 
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Personal plans 

'The close Future? Holidays! 1 don'c know. . . . I'm going to have a hard time leaving the Festival. i 

think 1 see myself owning an art gallery, and then being able to be more selective about artists, ac thac point 

deal with mature artists, artists who I think are good artists. Ifs going to be pretty hard co beat this Festivd. 

For five years now 1 have had the freedom to be as creative as 1 wanc and CO ny chings, and expriment, and 

just do whatever I wanted. 1 just can't imagine. . ." 

I said to Charlene. 'The terminology you just used has to do with what you're telling che artists--CO be 

creative and experiment-and you are doing thac. but with the festival. So has the festival become your 

arhvork?" She agreed. 

Note: The following year, July 1994. aker another successful Festival. there were more changes. more new 

things. There was more involvement from the Board. but chere was a fair amount of tension benveen 

the Board and Charlene. Charlene received a letter from the Board in Seprember stating that her 

services were no longer needed or affordable. She was stunned. hurt. and vew upset. She had been 

fired by her own creation! Charlene and Brian came through Vancouver on their way back from a holiday 

in Thailand, and 1 interviewed her in a restaurant at Granville Island. 

Part Three: Oct. 1994 after Festival #6 

"In my opinion ic was a really successful Festival. Adminisnanvely it went very smoothly. the artists 

were al1 very good participants. they were organized well enough that they were able to get involved with what 

was going on with the exception of the workshop program. 1 didn't pet a printed program of the workshops 

early enough, so people didn't know what was going on. There was confusion, and the artists comrnented on ir 

as well. It wasn't very well organized. But 1 find that 1 struggle with che public side. the demonsnation side of 

the program and the arrisu and the educarional side of it. It seerns like every year either one or the other 

suffers. 
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But the artists still spend al1 their time working together and really benefit from that. There has to be 

a balance knveen  the sauccured workshops and the things that just happen on their own. Like there's got co 

be the cime and the space and the ptivacy for the stuff that just happens on its own. Some of the artïsts that 

need a bit of color theory, if you point out to them that that workshop is coming up, and talk them into caking 

it, they'll usually take it. It's usually really good for them. Looking back, the educational side of it has got CO 

be taken more seriously, sorneone needs to just focus on chat part of it." 

Charlene's role as Coordinator 

"1 thought it was bercer organized, less fun! Every year it becomes more like a job-my position. For 

me it becomes Iess fun, because I've become less involved with the artists, more involved with being a 

supervisor. Generall~, 1 would Say chat it was the best Festival yet. The artists worked very hard, they worked 

non-stop throughout the event, [and] chey showed up for seminar sessions. They were eager to leam this year. 

I think the public program as well, there was always something going on, and having the princed program rhere 

[helped], films going on al1 the cime, slide shows, demonstrations. I think the program was well-balanced this 

year. The public couldn't say enough good things about it t h i  year. " 

Personal changes 

1994 was diffierent for Charlene because she and Brian Crist were pIanning an April wcdding. "Ir 

made me realize that 1 have to be able to give some time to my personal life. Although I work very long hours 

and he was very cooperative this year, and 1 know I couldn't put him through it every single year. Having him 

there was a sense of security for me. Someone to lean on, he really helped. . . . If there was a money cnsis at 

the end, [1 knew] he could carry me for awhile until I found another job. Not that 1 want him to support me, 

but if there was a problem. . . . " 

End of an era? 

"1 always thought chat one day 1 would just have CO move on to other things in my Iife. It's a sense of 

relief that 1 don't have CO carry al1 this stress around. . . . I'd like CO evencually be on the Board. . . .I don't wanc 
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walked inco sunshine as opposed to min. [An] is not just to decorate, [it's like] seeing things through 

sorneone's else's eyes. 

The Western Arctic carvers know how successful che Eastern Arctic work is and what sells. So they 

are scarting to copy the styles. The Gwich'in are starting to use soapstone now, . . . [carvers] who never come 

CO participate in the Festival but come co observe, and then you see their work out on the streec, and you see 

bears like Lydia's [Qayaq from Ciyde River]. 

"For me, pan of it [the appeal of the North] is the landscape, it's really open, dean, 1 always feel iike I 

can breathe. Being in Vancouver, it's Like closing in on me. But when 1 first come to Vancouver 1 look 

around at al1 these beautifid art s h o p  and 1 get very excited, and 1 wish 1 could walk into chem any day. Then 

1 think 1 wish 1 was back home where 1 dont  have al1 chese options, 1 can'c afford to buy chem al1 anyway, life L 

so much more simple back home [in Inuvik]. It's a more leisurely pace. Most people are drawn to chc North 

because of the people. GpecialIy in the North, chose people are so real. We women are the organizers, the 

helpers, it's just part of our nature. 

Notes: Bnan and Charlene were married in April L995. In late November, a lot of concemed people 

attended the annual meeting of the Festival Society, and voced in a whole new Board. Bev Lennie. 

Charlene, Bnan, Ruth Wnghc, Sue Rose and 1 were al1 nominated to the Board, and many ochers whc 

believed in the Festival. The oId Board was essentiaily voced out of office. We came away from that 

meeting in shock, but feeling elated that we had so easily taken back the Festival. 

July 1996: The Great No&m Am Fauval was a success with Bev Lennie as the first 

indigenous coordinator. Charlcne was appointed to the NWT Arts Council. She had her baby a 

week before the Festival began and came to che Festival sice with the baby every day. Sue Rose 

helped teach and exibited her new work. Ruth Wright was due to deliver her baby any minute, but it 

waited to amve until August 3. 

Since Fa11 1996, CharIene has been doing some of the administrative work on conuacc, and a 

dual coordinator has been hiied full-time for the 1997 Festival. Charlene told me she is glad people 

who care are caking over because she still cares about the Festival but it is time to move on and cake 

care of her family. 
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ROSIE ARCHIE 

Inuviiauit traditional seamstress, fut designer & sash weaver. 

Aklavik, NWT 

Fig. 12: Rosie in her home in Aklavik in June 1993, holding one of her wool applique 

wall-hangings. 
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ROSIE ARCHE 

AkIavik, NWT 

This u a sutnmary of Rosie's awn words and comments fiom an inrewiew viàeotaped on July 24, 1992 at The 

Western Arctic Crafts Festival in h ~ v i k .  

Childhood learning 

Rosie learned to sew "1 guess when I was very Young. I only started sewing when 1 became a teenager 

1 was leaming from my mom and my aune. So i'd say 1 watch my aunt and my mom, and others. There was 

nothing like chat [in school], there was nothmg like that. 1 think, at the time too there might be few [women 

sewingj that I've seen, but I wasn't really interested untilI got older." 

Working in the fur Shop & at home 

"Thac's when 1 start working, well, before 1 srart working in [the] fur shop, [The Fur shop in Aklavik] 

chat's in '69. And from there, 1 worked there for thirteen years. ['Xe learned] to work with fur mostly. That': 

what 1 did. We made garments--coats, long coats, a l  kinds of fur parkas, mukluks and mitts, and hats." They 

were sold "al1 over. Even right now 1 still do that." The fur shop belonged to someone else, so "1 start my own 

place [ofbusiness] even right at that time, right in '69. I starc with dolls, mitts, mukluks, whenever 1 got the 

fur. The only problem was getting the fur, it's kind of expensive." 

Rosie didn't trade with nappers, so she had to get fur commercially ranned from the South, which is 

expensive. "But then they were already tanned. It's mostly . . . che most that 1 do is . . . little stuff, like dolls 

and thac." 

Working at home 

"1 didn't have rny own shop, 1 just do it out of my home. I did extra work beside working at the shop. 

Whenever 1 get orders I would do it ac home. 'Cause a t  chat time, 1 work for few years, and 1 got a fur machini 

through the fur shop. From there 1 started making stuff." The h r  shop had taught her new ways ro sew large 
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items like parkas, and she used that knowledge also at home. "Right now 1 do different [things], my own idea! 

how to make new things, dfierent ideas." 

Sewing with other women 

At the crafi sale in 1992 the women were working a t  a Iarge table on one side of the room, and some 

were sitting on the floor, while children and grandchildren played around them. They were talking and 

visiting while they worked. (Fig. 13). 

Fig. 13: Women sewing and working at The Wesrem Arccic Crafc Festival 
display in Inuvik. 

Rosie had several tables full of fur pillows, Metis-style finger-woven wool sashes, muskrat slippers with 

fox trim, mitts, wool applique wall-hangings with scenes of naditional life, dolls in several sizes dressed in 

rraditional dress, several kinds of fur parkas hanging up for display, and also some small little souvenir dolls. 

"Once you start doing something like crafts, like these ladies here sicting here together, working every 

day, you're sewing al1 the time. Once you start your a ra  and crafts, you want to do it al1 the cime. Whenever 

you're sitting around . . ., like me . . .at home, 1 would just sit and watch ï V  and just do my crafts. . . .I just 

watch TV, or listen to radio, and sew [at the] same time." Rosie has had several other women working with 
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her to sew orders. 'There were two other ladies with me sewing this Spnng. They are good. Rhoda is the one 

that's been working with me, she's really good, she's the one that sewed these parkas cogether." 

Sewing to order 

"But then 1 always cry to not take too much orders, 1 do take orders, if 1 can make it. But if 1 don't 

have the fur, 1 always tell them EO wait 1 get the hrs h m  Edmonton--Belcourc--and Winnipeg Furs. 1 hardIy 

get anything locally, because they're mo expensive. Sometimes if I'm short a piece of lining or a litcle bit of hr, 

then 1 go to Northern stores and get some. From here, that's whac 1 do. 1 get a few chings here when 1 corne 

to Inuvik, because we don't have it in Aklavik. Like nght now 1 picked up some wool that 1 could use for my 

dolls." 

Dolls 

Rosie dresses her d o h  tradicionaIly, ". . . Pucting mitt strings on them, mukluks on them, ir's jusc Iike 

the ordinary [clothes], 1 always try and make chem like dolis that 1 made. And the color, 1 know what coIor 

sells good. 1 guess 1 would know what s e h  good now, because 1 do my arts and crafts. But I never try to make 

just that stuff, 1 like to make little of everything. If 1 have cime." 

An artist? 

Rosie is not sure whether she is considered an 'artist'. "1 dont know, 1 guess everybody is who does 

things like that. You know, when you do rhings like that, and you start . . .your ideas, new ideas and chat, 

when they sell. . . . and people like it, you really &el good about it." Rosie is recognized as one of the best. and 

most accomplished h r  seamstresses in Aklavik. 

Teaching the next generations 

Rosie says the young people are "not that interested [in sewing], not really. Because somecimes we 

tried teaching them, and they [are] just not interested. Some are, older ones, but younger ones nowadays, 

they [are] just not interested. They cry, even my own daughter, she's not interested in sewing. No patience. 
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They should be [teaching the kids in schod]. This winter, 1 was asked to go down one afiernoon co 

show what 1 was doing to the children, and they were realIy interested. Al1 ages, for about cwo and a half 

hours, and chey asked lots of questions,. . . to see how it was done, they want to know how 1 sew it togecher, 

and things Iike thar. 1 never go back because . . . 1 dont know." 

Children not learning at home 

Rosie said the children do not seem to be Iearning frorn their parents, and not many women sew now. 

'Noc too much, not with fur. Because maybe every year before Christmas 1 get lot of orders, but 1 just do half 

ofwhat they ask me to do. IL'S just too rnuch for one person. 1 don't make too many parkas because of buying 

the fur. And mitts, not too much. The fur hats, they're the ones chat 1 do the most." 

Fig. 14: Rosie Archie and assistant show off new Aklavik fur parkas, 
dolls and fur pillows in JuIy 1992. 

Note: The following June, 1993,I visited Rosie at her home in Aklavik. She showed me the work she had 

just been doing, and 1 took photographs of her. I asked her to bnng some of her sewing items over to 

the Arts Festival to sel1 in Inuvik. 

In JuIy 1993, Rosie came to the Festival office in Inuvik, with several bags full of woven 

sashes, fur slippers, dolls and other items. She was excited because Economic Development was 

sending her to Montreal to learn how to make 'fashionable' fur coats from a Fur manufacturer in 

Monneal. 
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In 1995 a Fur Garmenr Cemficate program was begun ac Aurora College in Aklavik, taught 

by a Gennan couple from B.C. More than a dozen ladies enrolled in the courses, and Rosie was one of 

chem. Rosie continues to sew and sel1 items from her home business, and continues to leam new 

techniques. 
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JANE DRAGON 

Chipewyan traditional seamstress, trapper, school and community counseiior, aboriginal 

teacher, and Aurora CoUege Board Member. Fort Smith, NWT. 

Fig. 15: Jane simng at her kitchen table on June 16, 1992, 

afrer giving a tour of her log home and fur storage sheds. 
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JANE DRAGON 

Fort Smith, NWT 

This is a surnmary of lane's own wwds and comment. fiom a three-part interview in lune 1 992. The first pan. of 

the interview w u  audiotaped in lane's office ut tk high school in Fort Smith a lune 1 1 ,  1992, and the second 

part was videoraped ut latte's house on June 16, 1992. W e  reviewed the videompe togecher later t h t  evening, and 

Jane's additional commenrs were audiotaped. 

Childhwd and early Iearning 

"My mother always sewed, and my grandmocher. It was part of our clothing. They had always done 

such neat things that i'm sure ic was arc. Because it was never plain, it always meanc somechicg. Ic's someching 

that 1 leamed since 1 was Young. You make special things for Christmas, you make specia1 chings for Eas~er, 

and in between, it wasn't so much special flowers, it was special days. We had special clothing we'd keep for 

special rimes. Al1 the speciaI work was put inro chat, then it would lasc them a long time. White caribou hide 

that you can't clean al1 the time. Everybody sewed, everybody did this work. 1 scarted when 1 was about ten 1 

guess; 1 used to sew for my dolis. Moccasins, oh yes, my dolls were decorated too. 1 leamed how CO knit that 

way coo. 1 used to do embroidery, beading, a little bit of porcupine (qui1lwork)--1 must have been a lictle older, 

twelve maybe, 1 was in Kay Camp that time. My dad used to be Park Warden. 

That work is something that you Ieam on your own; my sticches are different from my mom's, my 

flowers are different, 1 chink everybody's individual. Because your likings are differenc, like mom used to put 

lots of forget-me-nots and that. Mine are a lot of roses because 1 love roses. My grandmother, she used co 

have lots of small little dainty litde flowers; chat was hers. They learned 'cause ic was a parc of life. Not in 

school; it was something we jusc leamed a t  home. 

1 made my own cloches as a child, and when 1 got older and got mamed. 1 had the children's [clothesl . 

1 made cheir parkas; 1 made everything. 1 was a full-time mother. 1 know al1 the things the children need; ic's 

not a need of macerials, it is a need of somebudy For their tirne. And 1 was chere for my children. Now they're 
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ail grown up, but the children in the school, chey need me. So i'm a sort of grandmother in here 1 guess. 1 

sewed for my dotls, then for my children, my children's clothing, and after that, 1 sewed to sell to people, 

because that was che extra money 1 got to buy runners, baseball bats, and whatever we needed for the house. t 

made ten pairs [of moccasins] every year to sell, besides my family clothing." 

Building a log house 

'We built this house, 1 helped to peel the logs, cut the logs, and we brought them al1 from Salt River. 

We onIy had four extra ones. 1 think we cut off about cwo feet on the sides. David made those [corner joints] 

they cal1 them 'duck mils' 1 think. It took us ten years, first we brought our logs, then we built our basement a 

couple of years rater. But when we moved in cen years later, it was ours, and we didn't owe a ceiït on it. You 

have to see my house. 

When 1 first started making picmres for my house, it was because 1 couldn't afford pictures in rny 

house. Now theylre ai1 very speciai and Itre had them for twenty years. That's the kind of things 1 rnake. This 

is my firsc cufcing that I did, and it's about twenty years old. Ir's made on moosehide, [the design is made ofl 

moosehair, it's ail nacural stuff. This is one of the beading pictures chat 1 had done for my house, it's been in 

the same spot since we moved in. 1 had a mission brother frorn the Catholic [church] make these frames. 

This is out Northwesc Terrirories crest, it's al1 beaded, and 1 got it framed. 

1 helped my husband lots; 1 did a lot of sewing and 1 always got extra chings that my children would 

never have if1 didn't do that. Because 1 didn't work full time out. A lot of ~ a r e n t s  coday chey both work out, 

so chitdren have missed out on a lot of their culture. It's not only just the culture, it's a way of life in the 

North. We have to have rnoose, we have to have caribou, we have to have fish." 

Baby belts 

In Jane's living room, a baby beIt hangs on the wall. "This is a baby belt that my grandmother had 

made. It's 81 years oId right now. My Dad would have been that old. They always used to put them [baby 

beh]  around one side of the shodder [of the mother] and the baby sits on it, and it's easier to carry. These 



Western Arcric Womn Arciits - 102 

beads are very fine, we don't have beads like thac any more. The back of it is al1 moosehide, the front is black 

velvet with floral design5 in beads." 

Trapping together 

"I've been napping with my husband for the last five years, so 1 know where the furs corne from and 

what you do with it. We've been going five yean, this will be my sixth, but he's had the trapline much longer 

chan chat. Well, we've been married thirty-three yean, and he's been trapping full-time. Our trapline is about 

62 miles but we usually make fifty-six miles to go by leaving from Town, but we don't go al1 the way, ive use 

half. So for the Iasc three years we've been trapping only on  one side. So this fall, we're gonna leave that part 

and trap the other part. We usuaIiy leave from the house on  our skidoos. We harvest the furs on half the 

trapline. We use these three-wheelers [ATV's] in the Spnngtime when we can't go with our skidoos. Now 

my husband boughc us four-wheelers. We use [hem in the Spring and Fall." 

S tarting a sewing coeop 

"1 started a little sewing center with one of my friends . . .we both had put in 200 dollars apiece, and 

started a craft shop." Moccasins or slippers were one of the producn they made. "1 would get one woman CO 

do the beading part, then somebody to sew it up, and another to put the fur on, so it  would end up to be in 

three hands before 1 got it back to the shop. 1 had to put it around without hurting the next person's feelings. 

In four years 1 worked there, volunteenng my time, and 1 sent her to school, business admin. We were really 

going CO get into this business. We doubled our money. . . and we got this thing going, and we had al1 kinds of 

money in the bank, and then she said she wanted to work for the government.. . .We were going to work 

together, we taIked and taiked, . - .and sold some memberships to some native women, as rnany as we could 

gec. 

Then we both decided we'd give it to the native women. So we gave it to them, with all our money, 

there were 52 women. We said 'Here, this place is on its feet, everything is paid for, no bills, and you can have 

it and keep it up.' They went bankrupt in a couple of years, they started paying wages and everything else. 

That was the end of the handicnfts. It hurts, because we had put lots of work into it. That was in the 
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seventies or early eighties, maybe ten years ago. With that little shop, everything they could buy fiom our shop 

they could buy at 10% off, because the materials had to pay for chemselves. We gave it to them at cost price, 

and 10% on top. We were getting material very cheap, and we had two prices--for non-members it was the 

regdar price. It was a really good ching, they just never got it together. The president didn't keep it up, and 

chen she had one big sale and sold everything, and that wasn't fair to the other women. That's how it went. 

The Native Women's [Association] in YelIowknife [now] buys handicrah to sell." 

Sugar Shack-a quiet place to sew 

Jane has nvo storage sheds behind her house, one she c a k  a 'sugar shack' "because . . .I always came 

here and sewed whiie they [kidslwent to school. When chey leave for school, 1 go out to my sugar shack. 

Because if I stay in the house the phone will be ringing al1 the time, so thii way 1 have a chance to sew. This is 

where 1 sew, I have a sewing room in my house, 1 used to have my machines in here. " 

Using materials ftom the land 

"1 make my own hides, first of all. 1 take it . . .right from scratch, fiom running around in the bush, to 

whatever 1 make. 1 make cime [for sewing] my weekends are covered, usually it's in the evenings. When 1 go 

to the cabin, Iike nght now Sm going to the cabin, Sm going to be . . . smoking a moosehide while I'rn there. 

So there's always something every weekend. i'm so busy now, but I want to do this for the next five years. and 

after that I'm going back to my home crafts." 

Artwork designed individuaily 

"Usually when 1 rnake things, 1 have my four daughters, and each one is individual, 1 know the things 

chey Iike, so 1 try co match them up. One would Iike different shades and shapes of flowers. [For other people] 

I usually ask people how they want it, and they draw me a litde picture, and chat's how 1 make it. The 

majority of people always have a preference, very Çew say 'do whatever you want', they want a special thing. I 

make mitts, mukluks, hats, al1 the handicrafts of the Norrh, wall pictures--moosehair tuftings, beading. 

[Cuscomers] gec referred to me from other people. 1 don't take any deposits because 1 never know when I'rn 
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gonna have it done. When 1 was home, 1 knew exactly when 1 would have it done, but now 1 don'c hardly 

take any orders. 1 just make ten pairs [of moccasins], five pair for men and five for women. 

1 want to make my daughters dresses, 1 made [hem skirts years ago out of moosehide, but they never 

wore them that much. 1 think they wore them on career day c r  something. But if 1 had made them a nice 

dress, they would Wear them once in a while because chey Like their culture. 

Usually my favorite ching CO make is a parka. 1 like che embroidery; 1 like CO gec a big bundie of 

material and make something out of it. 1 do appliques too, it's whacever people wanc. 1 used to make ten 

parkas before, ten moccasins. Ten parkas, now I'm lucky if 1 make chree." 

Using new materials 

"Last winter 1 made a little pair of crow boots out of beaver for my granddaughter, and 1 pue some 

velcro on it--things we didn't have years ago, but now we have it available, so why noc use it? It's so easy to 

put on. 1 think we have to [use new matenals]. I'm sure years ago when people got new chings they would 

have used it too. These are the wwl [yarns] that 1 use to embroider, but 1 have to split chem now, because 

they're too chick. This is bear grease, [from] . . . when the bear hibernates. So 1 know it's cholesterol kee, 

and thae's the nuth!" 

Making things for sale 

"Handicrafts really went to an extreme, even since 1 was young u n d  today. I find people are making 

chings for sale, with maybe one little flower, there's nothing really, no meaning going into it. But they wanc 

the same price as somebody char had put a lot of thoughr and work into it; and they expect the same price. 

And then you say, 'What am 1 doing making so much flowers and so much scuff, and che other woman doesn't 

even do a good job?' That's what happens, . . . you never gec paid for your time, so you might as well do a 

good job and sel1 that and be proud of it. I go into craft shops and 1 look at the handicrafcs, and 1 say 'Oh my 

God, how can somebody abuse?' There's no talent in it, and it spoils it for a lot of people that take a lot of 

pride in their work. It's like that with other things as well, with knitting and things like crochet. The 
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handicrah is dying off now. because the handicrafts that 1 do 1 would never get paid for my cime. If 1 have to 

get paid for my time, it wouId COSE too much. " 

Pnde in artwork 

"If you're making something for your daughter or your mother, you're going to put the best you have 

into it. 1 want the best for them. 1 do my best anyway, you dont  worry about the cime. I'm very proud of 

things 1 do, I'rn not making ic just to sell, it's because 1 appreciate it and 1 love doing it. It's your pride in 

things you do. . . this is something 1 took my pride in. 1 make it and this is my handicrafts. I would never get 

paid for my time and 1 don'r worry about chat part, always ic's because ic's something 1 like doing. Time was 

never that important CO my . . .people. 

Benefits of sewing 

'Whenever 1 find myseif reaily buq, . . .I never get stressed because I nke up sewing, and you see 

from nothing, something grows. I'm still working full-time, but now whenever 1 want to get away from things 

I'11 make something. From a piece of material al1 of a sudden you've got a little jacker, 1 Iike that. 

This year, 1 want to rnake my ten pairs [of moccasins]. 1 don't know how long I'11 keep my ten pairs 

up, but, 1 will have cen pairs, and 1 can my own moosehides, and everything 1 make my slippers out of. 1 have 

to buy the beads. 1 sometimes put moose-hair tufting, but 1 haven't made any with the porcupine quiIl. 1 used 

to make them for my husband, but chat was long ago. It's not chat hard, but ic's cime-consuming. Like 

porcupine [quills], you have to really watch when you sew with them if you have young children around 

because those litde points are so dangerous. You cut them off, but when my children were srnaIl1 found a way 

to stick them into the hide, while 1 sew them. 1 left the points on to put them on the hide, and as 1 use them 1 

take them off, 1 cut them off." 

Jane's artwork now 

'This is al1 free-hand. I'rn not an artist, but 1 love makin' flowers. 1 can never draw a piccure--1 

suppose 1 could, of flowers, because this is my drawing. I've got to be in the mood for ic, and when 1 am, this is 
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how 1 go. 1 am making myself a new parka. This [old parka] is a parka chat 1 had made about fifteen years 

ago. Now I'm making this one for myself." When Jane starts to make a parka, "1 just cut it up, 1 don't hardly 

mesure, 1 just cuc ic up. 1 have no pattern. 1 just know [how big], they usually teIl me the size, and 1 just 

look at 'em. This is the back [embroidered white yoke] of my new parka-to-be, and it is gonna have wine 

stroud on the rest". Stroud is "like a melton cloth except its woven tighter, [and]. . .is already windproof. If 1 

use a duffle material, I do chat [put a windproof layer in between]. 

This is al1 ernbroidery with wool [on white stroud] and 1 draw al1 my flowers. This will be the back, 

just like t h t  one, and these are the [mol fronts. . .I'm not going to have cuffs on, because 1 found, when 1 

made that one, the cuff always was dirry." 

Women's and men's parka styles 

The women's and men's parka designs are a little different. "ïhe women's aIways goes down [in the 

middle of the back]. The men's, the flowers are higher up, and they have some [flowers] on their pockets. W 

put wolverine [mm] on parkas, it's frost-free and never fieezes on your face. Sometimes we use bear [fur], I'rr 

not superstitious, 1 use al! kinds of furs, whatever people want for their parkas. 1 know [in] Fort Rae , rhey 

don't use bear [fur] at all, because of cheir superstitions. This time I'm going to put fur on ir. 1 just fixed this 

[parka], so ic has no h r  on it [yet] . 1 find it's wann." 

Children's parkas 

'This is one of the Little parkas that 1 made for my granddaughter. Now my daughter wants the fur in 

so I'm going CO tum it outside in and make a little mocher hubbard out of it, ic's musknt. This is one of the 

jackets 1 made for the girls, for my daughters, in fact they al1 wore it. Now I'm going to cut ic up again, and 

make another Little coat . . .for the other granddaughcer. i'm gonna put t h i  as a Iining. 1 have a fur machine. 

A tour of the fur storage shed--bus and traditional uses 

"I'm gonna show you some furs in the shed. Actually, one of them 1 cal1 rny 'sugar shack', and the 

other is where 1 hang my fun. This is the wolf fur, we got this from our trap line, this is a dark wotf. 1 have a 
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wolverine, and this is ail che beavers. We get beaver and wolf, marten, fkher, chis is gonna be tanned because 

it's ripped." When it's damaged "we wouldn't get anything for it a t  the auction house. If the price is good, we 

seII it to the auction, if the price isn't good 1 keep i t  for my sewing. 

We get al1 kinds of hrs [on the mapline], . . .thereps some moose hides, thi is when i cake the flesh 

and the hair off of it, this is how it Imks. And when ic's at that stage, they used to make canoes, teepees, and 

things out of it because it's waterproof. Afrer 1 soften it up, lots of work, muscles, sunlight soap and suds. This 

is how i t  looks when it's the finished producc. Usually [it takes] about a week. CO have a hide done, al1 

completed Iike this. Thatfs working at it every day, a Iittle bit of this and a little bit of that. 

This is hhnee made out of caribou hide-this is how they used to make fishnet years ago before the 

cotcon came in br the nets. [Ic's] caribou hide--itts very strong, you can't pull it apart at aI1. And when it gets 

wet ic doesn't screcch more than it is, so you can catch fish. Caribou hide is a lot thinner than the moosthide. 

This is a caribou hide and the flesh is off, and they used co use it [with the fur on] for mactresses years ago 

when people used to cravel--it was their blankec. And it's a hoIbw hair so that it doesn't freeze or  frost up. It's 

wam. Thar's woif and thac is a solid hair so they could freeze up if it gets damp . . .the caribou doesn'c. 

This is a lynx pelt, I'm getting ic canned. This is my Lynx hat, and there's my Lynx boots with the 

Northwest Territories cresc on them. These are my winter boots. This is a buffab hide, they used CO use that 

for blankets too. The caribou's the besc for blankets. This is made out of caribou Iegs [mukluks]. 1 made this 

too. These have all been worn by my chiIdren, and 1 just show it to people. 

This is a beaver pelt. [It's soft] because it's been commercially tanned. This is one of the moccasins 

chat my grandmother had made with the porcupine quiIIs, see I told you she always made fine dainty little 

flowers. [The roses are] a fine silk--this is the silk she used. Then some fish scales thne 1 sew with--this is the 

natural color, and afier 1 dyed them. Then there's some moose-hair cuftings. This is the bag that 1 use for rhe 

Elder HosteI [ceachiig] . 

This is che jacket thac my rnother had made; t h  is made out of caribou hide. They used CO use that 

before. . . These are the bears, differenc colors--1 use that for boots and things like thac. That's a whole one 
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[blackl--as it is. II could sel1 it whole] but 1 find sometimes 1 make more witti my sewing. This place [shed] is 

al1 made out of steel, so chere's no mice or anything coming in it." 

Commercial tanning of furs 

"Ail my furs that 1 sew wich are comrnercially tanned, so that chey never curn 'buggy'. If you cake it 

back CO Vancouver, it doesn'c matter. Here's the other bear [brown]; it's a whole fur too. The claws 1 cut off, 

usually because what happens in the tanning they just get broken, so 1 just cut [hem off. . . .This is one of the 

hats that 1 made for my husband for trapping-he uses this [velcro to close]. And here's the lictle boots that 1 

was telling you about, sheepskin inside, fur outside, velcro CO close. And al1 rny duck feachers to make pillows. 

1 show that to the children in school too, just so they reaiiie chat we don't throw stuff away but we make use 

of it. 1 make al1 my pillows, al1 my children have pillows like that, some of my friends. This is moosehair--this 

is how it Iooks before I cut it and before 1 dye it, this is the natural coIor. 

This is the skin where 1 cake ic off, when I'm fleshing and scraping the hair off. These are caribou 

hides that 1 want to do a t  my cabin. These are ready co be smoked. It's double, two together. All kinds of 

goodies. There's some seakkins in here, chere's some foxes, 1 have &ends in the arctic who usual1y send me 

some, and I send chem whac chey can't have. This is al1 Our foxes from our trapline. I got work here for years. 

1 haven't got time to get bored. 

Sorne [buffilo hides] are sent out to be tanned. 1 med chat, 1 wanted to make a hide like a moosehide 

out of buffalo, but i t  turns out Iike a smng. You can't tan a buffalo hide, but you can tan the buffalo with the 

fur on, but not with the fur off. " 

Fleshing beaver 

In the basernent of Jane's house, four small hides are stretched on plywood boards. "These are 

beavers. This is when I cake the fleshing off, this is how it looks and then my husband nails it al1 up. These 

are al1 beavers, and we're gonna send them to the tannery when it dnes. "Fleshing means to cake the fat off 

them. 1 just use a big knife. it used to take me one hour, now it takes me fifteen minuces, 1 timed myself. 
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Whac 1 do is in the Springtime, 1 fiesh the beavers, and then 1 freeze them, and whenever he has rime, he'Il do 

them. Now he has rime, and heS doing them. We have three freezers." 

Art is a way of life in the North 

"Ic's art [to ochers], but it's a way of life in the North. Everything we use, we do, we need it for 

everyday life. To us it was never 'art' u n d  now, it's recognized as art. As you go further North, you'll see more 

fancy scuff because the people are still wearing it more. 

With hh ,  1 make necklaces out of the backbones, 1 make pictures out of fishscales. Those are things 

to show them chat you don'c just get something, eat it, and forget about it. You can make things out of the 

animah; so you don't just cake what you need and leave the rest out there. The more children you can get 

that across to. that's how it wiil be." 

The meaning of sewing 

"My senring is very--it relaxes me. 1 enjoy sewing, so whenever 1 am very busy, and 1 wanna cake a 

break from everything eise, 1 usually pick up something and make something." Jane is well-known as a 

traditional seamstress in Forr Smith "because 1 always setved 1 guess. And 1 show people how to do things. 1 

don't keep any secrets because 1 End the more people would benefit by it, maybe they would cake up the 

sewing and chings like that." 

Jane is very proud of the work she does. "Oh 1 am, because 1 always create it, 1 start from scratch. 

Then first thing you know, whatever I'm making, if 1 decide to make a jacket 1 make a jacket. If 1 decide to 

rnake a coat, 1 make a coat. Moccasins, hats--1 always have my own little style, because 1 tried different things 

on and ic depends on how they fit. Even my husband's napping hat, the fur hats chey make they only go up co 

here, and he needs it al1 undemeath his chin because of the cold weather, so 1 made that longer. Even when I 

was making my children's clothes ic was the same thing. It's what's better, how you can improve it. How it 

could be more cornfortabIe. My children al1 Wear [traditional clothes] a lot. When 1 go out to the bush 1 have 

all the clothing that I made on, except my skidoo suit. In the north it's so cold that, if you need it you make 

it. " 
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National recognition 

'Now 1 have a showcase in Ottawa, in the Musann of Civikaaon, not Yellowknife. . . . 1 made a 

complete man's outfit and a complece woman's outfit, and now, whatever 1 make from now on, 1 make one foi 

chem. Like if 1 make a lut or jacket for my grandchildren, 1 have to make one for them too, because my 

showcase wiil get bigger. i'm vety proud of it, because 1 know that later on my children and my grandchildren 

will see that, and people that 1 know. I made chings chat 1 had made for my children, like it's a wincer outfit, 

parkas, hats, rnitts. My parkas [for the CMC] were made out of duffle, al1 ernbroidery, with wolf trim, satin 

lined, woIf mukluks to match up to the knees, the top of the foot was beaded. The jackets were embroidered 

al1 the way up the front and a litde bit ac the back." 

Northern Studies & counsetiing at the schools 

"People always Say 'well 1 went and worked there,' but 1 always worked at home. So after the childrer 

were grown up, 1 decided 1 liked to go and work out too, but my husband said it was a poor rime. But anyway 

here 1 am." Jane completed the two-year Comrnunity~School Counsellor Program at Arctic College in the 

early 1990's. 

"1 love ic here [at the school]. 1 know the children, and some of them have hard cimes. and so do the 

parents, and the teachers al1 cate for the children. If they didn't care they wouldn't be here because nowaday 

it's a lot barder. A Lot of pressure, scudents gec a Lac of pressure fiom cheir pe rs  and everybody else. 1 don'c 

chink chey ever sic down to review cheir life. Nobody does; ic's sad, so, chac's my role. 1 want to do that for ch€ 

next four years, and I want to give them al1 1 can, for the next four years. Give what 1 know to the children, 

any way CO heIp them to do things. And later on ilchey want to learn more about ic, chcy know where 1 am. 

Because we're not going to leave here, this is where David and 1 are going to retire." 

Teaching traditional native cuIture at school 

"Somenmes people think that if you're native you should know your sewing and things like that. And 

chat's not crue, that's why I puc it inco che Northern Studies so it would be part of the cumculum, and so 

everybody does it, you don't have CO be a narive CO learn how to do moosehide. The native children probabIy 
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have seen their parents doing that so it's no big deal. But if it's put into the school [cumculum], chey see how 

important ir is, they wouId respect their culture a lot more. We have children from al1 over the North, so 

when they go back home, they would cake ir more seriously and rhey probably would do it tw; you know, 

keep it up. &cause right now, as it is, it's a dying art." 

A program for aii northern smdents 

"My Northem Srudies class nexc year [at the high school], we decided we are going to make 

[preparing] the moosehides a part of our program. As the season goes, we gotta do the furs, and how we 

prepare them, how we sew with it. We had 32 children enrolled last year in Northem Scudies. We have to 

bring it up to see what kind of things they're interested in. 

In the Northem Studies program at the high school, they are also planning to produce a video series 

on tanning moosehides. "From there they would leam what to do with the rnoose, i'm going to show them how 

to make dry meat, al1 kinds of things like chat. So the studenrs, for the next four years while I'm here, 1 want 

them to learn as much as chey can from me, because i'm only going to be here four or five years. 

The TV [crew] have agreed to corne down and film the students, a whole series on making 

moosehide. During the winter, we're gonna make things out of it, and then in the springtirne tve're gonna 

flesh beavers and rhat'll be our crïmming. The whole senes, we have a job ahead of us. It's gonna go through 

ail the schools." 

The importance of passing on knowledge 

"1 dont wanc extra for [telling others about traditional ways], because everytime somebody taught me 

something if they wanted extra for it, 1 would never have learned that. So what 1 leamed 1 want to pass it on, 

so chey can pass it on, later on, themselves. AU of them are not going to be moosehide makers, but out of 

them, I may get a few. 1 rhink when we show them these things, they leam the value of them, the animal5 and 

that it's very important to have your values, and i'm sure they're gonna leam from that." 
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Children today want to leam 

'They [children] want to Ieam, but things cost so much now, Like moosehide now costs $800 [per 

tanned hide]. So if they make it, they learn how to make it, it costs them nothing, because rhere's lots of 

moosehides thrown away in the North; al1 they have to do is pick ic up. . . .Ir al1 depends on the parents, it 

depends on how much they encourage it. 1 think the small communities still have a lot of handicrafts. 1 know 

Fort Ebe, people still Wear rraditional clothing . And thac's important, because 1 think if you Wear your 

tradicional clothing and are proud of it, there will always be some. But the more they buy it from the store, 

they \vil1 slowly just lose it." 

Jane says the students are very interested in leaming. Very much so, because when 1 bring my furs 

and that, they have al1 kinds of questions, and there's some of them they have seen it ac home. There's also 

lots of thern that never did. So it's always a good thing CO have it at the school." 

Teaching others 

"1 do [teach] elder hostel, 1 have an evening with chem, 1 show them al1 the furs and how we get 

them; I show them al1 my handicrafts, and 1 have a northem foods supper for them. It's surprising how many 

people don't realize chat it's part of our life. If we get someching, ic's used for something. Like the trapline my 

husband has, it's like farmers acre off their land and only use part of it, and rotate crops. The trappers do the 

sarne thing. We have a trap line that's ours, one year we trap about half of it and we don't touch the other 

part. You harvesc that and you have animals al1 the time. If you kill everything you see, then you'll have 

nothing. That's the kind of thing that 1 explain to the Elderhosrelers." 

Jane is hoping to help bring traditional clothing back "1 h o p  so, because the children like wearing 

rnukluks, and things like that, so if they make it themselves, I'm sure they will appreciate how much work 

that's gone into it. That's the kind of thing you have CO show people, and you have to tell them. to be proud of 

things they do, because . . . al1 kinds of good things come back." 

Note: Jane's beaded and embroidered artwork is now on  display at the Cm& Museum of Civilizatiun in 

Hull, Quebec, as part of the Threads of the Land' exhibition. She is also now on the Board of 
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Directors of Aurora College, and is a snong advocate for the integration of naditional leaming into 

college programs. She feels it will help co maintain the cuItures of the Western Arccic. She continues 

to sew and provide counselling to the comrnunity. 
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CHRISTINA FELIX 

Inuvialuit traditional seamstress, creator of 'Delta Braid', 

owner & designer of Christina Felix Parkas 

Tuktoyaktuk, NWT 

Fig. 16: Christina in the showroom of her parka shop in Tuktoyaktuk, August 5, 1994. 
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CHRISTINA FELIX 

Tuktoyaktuk, NWT 

Christina F e k  is an Inuviaiuit Elder who iives in the Hamiet of Tuktoyaktuk, NET, above the treeiine, jwt at 

the mouth of the MacKenzie River on rk Beaufon Sea. She u the designer and otvner of Christina Felix Parkas 

which has a worid-unde repucarion for sryle and qualiry. When 1 visited her in her parka shop in Tuktqaktuk, 

bodi s k  and her husbarid Emmanuel talked to me about the pas. Christina is one of the origimtors of t h  

ekborate and coIo+l conon ban& cailed "Delta B r d  which decorare the hem, sieeves, and pockers of kr 

parkas, and many parkas t?t rk delta r e m .  Christina and Emmanuel were expecting a busload of tozcrists to 

drop in any tim. Shorriy afm we s m e d  ro talk, they did arrive, so I stayed anà observed from her perspective. 

When t b  kft we resumed tk interview. Christim a d  hm hicsbad Emmanuel hoth helped tn anstuer the 

quescions 1 asked. 

Chiidhood and beginning to sew 

Chrisrina was bom in the Delta region and "1 grew up anywhere, everywhere, [as] we moved from 

place to place with rny dad when we were travelling." She says she began sewing "trying to cut a little parky for 

the dolls, thac's what we did at seven or eight. For the dolls we made parkys." If it wasn't right she'd have to rip 

ic out. She learned to sew from her sister kssie, and lacer in school. 

"1 scarted sewing in school in Aklavik, and then dresses and skirts." The nuns caughc her ac che 

Roman Catholic hostel in Aklavik. She says "the first thing 1 made [was] a parky cover for my mom, it was a 

Christmas parky. . . .we worked hard in school that bme." But it was "my sister Bessie, she taughc me how to 

cut a parky." Christina bas been making parkas for over fifty years now. working out of her home for most of 

that rime, untiI she started the shop in 1985. Now she gecs orders from al1 over the world. 
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Origins of Delta Braid 

When asked about the origin of'delca brais, Chnstina's husband ErnmanueI told this scory: "Before 

the delta braid chey used to make it [a parka] out of skins--caribou, and black and white skin ... really fancy 

parka[s] for the big days or whatever, the gatherings. There were always designs fiom al1 over on parkas. 1 

[have] seen pictures anyway from our ancestors, long long ago, the design--[ [have] seen them braided like 

that with fur. Black and white, they used the caribou bellies white with a really dark skin--jus[ when it's 

changed hair--chat's the tirne to use it for trims. 

So 1 couldn't Say when started the delta braid. Long long scories to cuc the hair and get the rrim. The 

real fancy parkas, 1 used to see the old piccures, they got a mm like that, but out of fur. Moscly made out of fur 

anyway, caribou or muscrat, chey used muscrat for parkas too. The bellies when they cut them, rhe belly's a 

different color, and the back--they only make two kinds. 1 don't know how Long ago when chey start parkas 

like that. 

But now ics changed over to [cloth]. . .the design it mighc be fancier too now--al1 kinds of colors. 

There were bias capes already when 1 was a kid, but they don't make it Like this. They make [a] few lines, i 

used to see when 1 was a kid the others-jusr few lines, they don't make it Iike chis. But her and her sister, 

they're the ones that star~ed these, make it like this. Delta Braid they called it." An example ofchriscina's 

'delta braid' follows: 

Fig. 17: Chrïstina's Delta Braid design- 13 layers of bias tape are carefully sewn one over 

the other inchding tiny pieces of different colors to make a geometric design. Sometimes 

rick rack is used at the edge to finish it off. 
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Christina said 'Way before trim started. [it was] litde narrow and different. ... machine [sewing] is 

faster, faster chan the hand sewing. And it's becter." Christina was asked about inlaid sealskin patterns, and 

said "1 don't do that anyrnore, too many orden, in a rush." 

Waterproof Kamiks 

Christina said there are still things that can only be done by hand, such as che waterproof seams on 

kamiks because of the smali needle. Emmanuel elaborated "when you make it waterproof p u  gotta overlap it, 

and when you're cutting it, your needle don't go through that whole skin, jusc between chose nvo. You don't 

make holes on the skin, inside or outside. The searns, they don't put it [the needle] right out of the skin-- 

between the two skins they put the stitches on--they have to make it two, like searns...co be sewn twice. It's so 

neat the water can't go through that." Emmanuel said sealskin and whaleskins are used to make soles for 

kamiks in this region, but Christina said she can't make chose anymore. ''No more reeth. Can't do nothing." 

Christina's designs 

Christina rnakes parkas thac are different 'The way 1 cut them, mine is differenc the way 1 cut it. The 

other parkas [are] just like jackets. This 1 put a hood on." Chriscina makes her own patterns for slippers and 

crow boots, and has had as many as five women working with her at the shop. She buys furs fiom Edmonton 

and Winnipeg. "Before 1 sew 1 stretch them, [and] wet them," and then she mends them. In her shop was a 

row of skins that she was stretching after mending. 'We tan wolfskin ac home, and fox." 

Artwork 

When asked if she considered her work arrwork, she said "No, my work is . . . they do al1 the arnvork 

uh? Molly and. . . two girls. They sew bercer, they cut the patterns better and make real dolls like real 

person. . . . 1 can't do it thac much. . . . I can make designs and parkas, she can measure you and it can fit, your 

parka, when you put it on." 
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Teaching the next generations 

Christina taught her daughcers and daughter-in-Iaw Molly how to make parkas. She says they use 

different designs. She also taught her granddaughter who is now nvelve. "She tried it first CWO, three years 

ago, she always ny." Eut she says 'Tourists don't buy chose Little girls sewing . . . " When 1 asked if she 

thought the skills were going to be lost CO be able to do this work by hand, she said "1 guess so. . . they could 

still do it, but it's slow." She has not been asked to teach in the school but she said of teaching in her shop "Tt' 

hard when you're teaching and sewing--'cause they had to do it, and undo it, and do it  over again, it's too 

slow." 

Christina and Emmanuel Felix were mamed over fifty years ago, and on their fiftieth wedding 

anniversary congratulations came from al1 over the world, including frorn the Pope and the Prime Minister of 

Canada. 

Note: The Christh Felix Parka Sho3 concinues to be busy and prosprous, and Christina works with other 

concerned women on improving the status of che arts in the Western Arctic. When courists corne, a2 

a bus Ioad did when 1 was there, Christina stands in the rniddle of her shop, quietly waiting to answer 

questions. 
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MONA IGUTSAQ 

Inuit seamstress, and women's CO-op organizer 

Taloyoak, NWT 

Fig. 18: Mona on JuIy 29, 1994 at The Great Northern Arcs Festival, Inuvik, NWT. 
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MONA IGUTSAQ 

Taloyoak, NWT 

This is a summary of Mana's cumrnents in ber own worh fiurn an hterview videotaped, on July 29, 1994 ut The 

Great Northem A m  Festival, Inuuik, m- M m  c m  CO Ihe Festival as an hmprecer for her region, and 

spnt a great deal of her time helping o h  artists communicate in EngM and lnuktirut. M m  ako incerpreted 

the interview with Peeceekootee Ugyuk, &O fiom Taloyoak, whose interview summary appears toward the trnd of 

Chapter 3 with a piceure of Peeteekootee holdnig a "pasking animai". 

Early childhood 

"How did 1 learn to do al1 this and that? 1 losc my mom when 1 was eighc so nobody realIy taught me. 

i don't know whar kind of work they were doing before the white man came. 1 didn't know any of my 

grandmochers, just my dad. I don? even remernber how my morn looks, until 1 saw her picture a few years ago. 

1 had an older sister but she didn't teach me anything at all. But today Sm not afraid to ask her, if 1 want co 

know sumething about sewing. I'11 just go and ask her today." Mona grew up both in lnuvik and "home: 

Taloyoak. [Pronounced Tell-O-yu-ak] It's 500 ro 600 people. 1 leamed by wacching, nobody reaIly taught me 

unri1 a few years ago 1 scarted asking questions. At that time, when 1 was younger, I was scared to ask. But i 

learned." Mona didn't learn to sew when she was Iirde. 

Learniag at the hostel 

' m e n  1 scarted going to school here, 1 Iearned kom Home Ec. . . . in Inuvik. The first piece that 1 

learned, we were doing a lot of beading in Smnger Hall back then. We would pick these wilIows and bend 

them, and put string across, and make necklaces, and put names on chem. The students that were there with 

us. They taught me how to do chat, because they were fiom around here in Aklavik and Fore McPherson, and 

from around here. That was the first thing 1 learned how to do. We were jusc in the Stringer HaII, in the 

hoscel, in the dorrns, and the girls wouId start doing something, start up something. Making necklacc, either 

making neckIace or always beading moccasin tops, and chey would bnng them ro school with them, Not to 
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the school but to the hoste1. So chats why 1 Iearned how to do beading , chat's the first thing 1 learned how to 

do, 1 learned to do beading. 1 never Iearned how to do anyching at home. 1 leamed frorn here. Uncil a few 

yean ago 1 starred Iearning from home, like i wasn'c afraid to ask anymore. Back in those years ic was just, 1 

don't know, either 1 was noc incerested or 1 was cm scared. 1 wanc co Ieam. Today I'm noc afraid ro ask 

anybody if 1 wanc to know something." 

Learning by asking 

Mona began asking "My reIarives, my friends, and chat's how 1 scarced sewing. . . everything. I make 

parkas, kamiks, whatever. Oh, what else do 1 make? 1 make clothings, 1 sew clothings, ernbroidety flowers, 

delta mm--delta trim on the Mother Hubbards. You cut them out .  . . and 1 learned co do that now, and 1 

know how to do embroidery. 

Nowadays, I learned that . . . when you want CO know something its better ro ask, now, Ask when yor 

want CO know something. If p u  don't ask you won? know. 1 Iearned that now. 1 know that now. When 1 

don't know something, I like to ask now. That's the way that things are done. Some just keep quiet, even 

though they don't know, even chough they want co ask, they're too scared to ask. Some people are like that, i 

know some people like char." 

Mother Hubbard Parkas 

'The parkas, 1 don't know. It's not a cornmunity style [Mother Hubbards], ic's a11 over. When I do ir 

for rny farnily and for my fiiends, if they're ladies or girls, I put flowers on them. 1 cut the pattern out of 

another color cover macerial, and make flowers or any kind of a design, and I sricch them on. 1 do that on my 

two girls packing parkas. 1 should have brought one but 1 didn't know. My packing parkas are different--they 

have pockets that corne right up, from up here, al1 the way down. AI1 the big pockets, this way, flowers here 

and fiowers on the pockets. FIowers on the boctom, and around here, and on the front. 

I do that to my two girls packing parkas, chat's differenc from everybodyelsc," They are calIed 

'packing parkas', "because you pack your babies in them. It's [an] amauci. . . appliqued. I do that all down the 

covers. 1 cut out cover materials~-flower patterns--and sew [hem on. Cover ma~erial on cover macerial-same 
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material but digerent colors. It's better to have the same matenal rather chan have something different on- 

same material but different colors. 1 have rny own style of sweatshirts that 1 brought wich me, those are my 

patterns. I was just making them for my friends, and for rny family." 

Recognition of individual style 

"One lady asked me about my kamiks, and asked 'did you do this?' and 1 said 'yeah'. [and she said] '1 

knew you could do that'. 1 don't know, 1 don'c know why she knew that 1 could do something like that. 1 did 

rny kamiks al1 in knots, and they're different, so 1 starred getting these ladies to do a11 knots on the slippers. 

Al1 in knots, because of my kamiks. They were doing embroidery but 1 started letting them do them in knocs. 

and they look better. 

They used to make these cape coats, cape parkas, that lady over there, Jean, chose are her style. 

Nowadays you see them in the stores . . . they're not made in Taloyoak, but somebody else musc of picked up 

the pattern from there. 'Cause 1 know this Lady from home, . . . those are her design+-cape parkas, cape coacs. 

The parka chat was worn last night [in the Fashion Show], the black one with the flowers [with] a cape on 

top. That Lady from Taloyoak, thac's her design. She started chose in seventies. She--went out co Ottawa, 

and she went Montreal, Toronto, Vancouver, everywhere. She travels, and she went to New York with al1 hei 

work and everything. Her clothing for fashion show was everywhere, and she was in newspapers, magazines, 

and everything, articles like. She was in kind of articles. 

When the craft shop closed down, it just ended rhere. She doesn't want to have anyrhing to do with 

crafts anymore. So today she's working for crisis center. At home she's scill doing a lot of sewing, for her 

family and everybody but today she doesn't wanc to be involved with the CO-ops anymore. She says she got 

tired of dealhg with, 1 dont  know, govemment. At one time CBC was calling me, and they wanted co 

interview me, and I said 'Can you go on instead!' and she said 'No, I'm tired of thac, it's your mm.' She's rny 

cousin cm, so we are kind of same. Whacever she does 1 like doing, and whatever I do she likes doing, we 

work welI together, we like doing things for other ladies, other people, to help them. 
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She invented the Mother hubbard dress that 1 was wearing last night. That was her pattern, chat is 

made out of her pattern. She had al1 kinds of different coaa, and owl pockecs, and oh, gee, you should see al1 

those kind--a11 the coats that she used to do in the first craft shop they're al1 her patterns. And they were sold 

al1 over, fashion shows everywhere. . ." 

Recognition 

"At that time 1 used to ask her for patterns. 'Can 1 borrow your pattern, and can you help me out wirI 

this and that' 1 used to ask her that because she's so close to me. But today, last year, she would come to me 

and Say 'Can 1 borrow your pattern?' It's so funny. 1 was the one who used to ask, and now today she would 

come to me and say 'Can 1 borrow your pattern?' And some of these ladies know that, and some of the ladies, 

even Peeteekootee that I'm with--she knows that and she does that and now, she's so--ic's odd or something. 

Yeah, it makes me feel good too. She was the one 1 used to ask, and now today she asks me. 

And now 1 know that 1 could do it now, and 1 could do something and if1 want something iïl go and 

do it. Whenever somebody mes to go on top of me, when 1 don't like that, 1 just go nght on  top of [hem. It's 

better just to start right on top than start on the bottom. If you start from the boctorn you won't get anywhere, 

its better to start-go nght to the top and work down." 

Re-organizing the women's craft CO-op 

"Back in 1974, the first craft shop started, around 74--73 or 74--but somehow it cIosed down in 86. 1 

was in there with rhem. 1 worked wich them for four years, but 1 wasn't there anymore after it closed--1 wasn't 

there when it closed down. 1 applied for another job, so 1 wasn't there anymore. Somehow it closed in 86 and 

they tost the copyright to Holman--of the packing animals. A few years later the ACL [The Arctic Co-op 

Limited] bought the copyright and gave it to Holman, you know how they are, they jusc say-chey just buy the 

pattern and give it CO chat t o m  and Say 'can you make these?' A few years later we starced seeing these 

packing animals in stores, al1 over, untidy-big hands, big babies--they were not cut ouc the way they were 

supposed to be cut out and the stitches were so big. And you could just notice right away even frorn looking 
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fiom far thac they were made from Holman. So it made us feel, 'Gee, what did we do, like 1 don't know, chose 

were our patterns, why are they spoiling it, why are they doing i t  so untidy?' 

So we got some ladies togecher-it wasn't easy trying to form a group. Before we formed a group, the 

Hamlet keep pushing about the packing animais-getting the packing animals back, and thac, but noching was 

done. Until a few years later, 1st  year, 1992 in December we formed a group of fifteen ladies and myself as the 

sixteench. [We] named ourselves and [put a] sign up. And in the Spring of 93 we did a four-week workshop-- 

four weeks of workshop, and see what can we still do? How--whac are we still good at? Things Like thac, we 

had al1 these ladies back from seventy something. . . some of them were the same old ladies still inreresced in 

the same sewing." 

Support for the new co-op 

"So we got some of them back, got a Lady from California, a designer, and we got funding from 

Economic Development for the wages of fifteen ladies. And the Development Corporation from Yellowknife 

got involved with us. We bought al1 the materiais and paid for the insnuctors and, after that four-week 

workshop, we started again in September of 1993, and we went on  u n d  1994 of May. . . less chan a year. 

The ACL, they . . . supported us al1 the way. 'Cause they . . . have seen what we had done before in 

the past, in the first craft shop. And they supported us and helped us al1 the way. If they didn't support us, I 

don'r know how we'd have done, but they goc us involved with the Development Corporation, eoo. And last 

Spring, when was it? April. The Development Corporation came over to Spence Bay, Taloyoak, and had a 

meeting with the ladies. So, we became Pamiers wich the Development Corporation. We'll be srarcing again 

in Sepcember as [a] Development Corporation partner-dthey're just one scep ahead of us. They'll be having [al 

meeting in September, but even though we haven't had the meeting yet, we know that we'll be working with 

them. They'll have one person more than us, and we'll have one person less chan them, or if they, anyrhing 

that has CO do with us and them, they'll be just one step ahead of us al1 the time. We start out like chat but as 

we go along, and if we do well, they'll be moving back and we'U be moving up. At the end the ladies wilI be 
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running on  their own. Economic Development [GNWTI is the ones thac are funding the tnining wages for 

the Iadies-they are on training now-they'll be on mining for another year. 

The Development Corporation [are1 the ones who [are] paying for the materiais and for the 

instructors and al1 chat. We went after che Hamlet, and asked [hem if they could lend us a building for the 

year chat we're going to be craining the ladies horn Sepcember to May. And chey were really supporcive, and 

lent us one of their buildings. We're in that building right now, but dunng the winter, we want to gec our 

own building, like where nobody could get us out of the building, where we couid stay pmanenr1y. So we 

went after another building-the buiIding is a two-stary building. We went afier the Harnlec Office, and into 

their meetings and cold them ?f you guys support whac we're doing, and if you want ro see something going on 

in your communicy, you couId support us, and you'll have no problem giving us another building.' They were 

supportive. 

1 wasn't surprised. Because if you want something you've got to be strong. You can'c be afiaid. You 

can't afford to be afraid if you start. Once ifyou start something you just can'c back off. Ifiic's for your 

comrnunity and for the people of the community, if you care for your people, you've goc to be strong and do 

this. If ~ou ' re  noc doing it just for yourself, you care, you reaIly care for your people. . . If you . . . start 

something out like that, you gotta be strong a11 the way. The people chat you're deaIing with, if they know thai 

you're scrong and you could do something for yourself, chey'll help you. They'll support you." 

Getting the packing animal patterns back 

Packing animals are 3-D smffed wool Northem animals or people-mothers canying (or packing) theii 

babies in the hood of their Amautis (Inuit parkas). On che front of Peeteekootee's summary, she is hoIding 

one of the packing animais she created. "In spnng, 1 chink ic was in March, ive wrote a letter co Holman ladies 

and told chem. We wrote in the papers Say 'we donTc make your patterns, why are you doing our patterns, why 

are you doing ours? If you're not going co give our patterns back, or whatever, rve could do some of your work 

or something.' Some kind of a, gee, demanding Iecter or something. We al1 signed i t  and sent it over. We 
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faxed a copy to Nellie Cornyea, John Todd, Our MLA John Ningark. And too, Economic Development, 

Cambridge Bay was in caucus, so we faxed them alL 

A few months later, just as the Development Corporation came to have a meeting with us, a fax 

came in from Holman saying 'Okay, this is your pattern, I'm glad you're started off again. iïl  give Sour patterns 

back. But we're keeping Our own patterns. . . for the standing [polar bear]. . .' Have you probably seen the 

standing polar bear that's on its four Iegs? or the Muskox? That's their pattern. But our polar bear is on ics 

hind legs and its Sitting up like that, but their polar bear is on four legs. 1 saw that done a t  the Northern 

Images and 1 don? know. Its there, its on four legs, 1 don't know. This is the first cime i've seen it, and, if you, 

you just feel, it's like when 1 went down to Northem Images 1 saw this polar bear. It looks like a polar bear but 

1 don't know--it's not Peeteekootee's pattern for sure. AI1 of the patterns-packing mimals-they are al1 her 

patterns. Peeteekootee [designed] al1 the packing animais." 

Leamhg fiom each othet at the CO-op 

'We've got mixed [ages ofI ladies in the CO-op. Younger girls, younger ladies, middle age, and older 

ladies. So they [are] al1 mixed in together and they a11 teach each other. It's just, gee, you've gotta come and 

see. So in the fa11 we'll be starting off. We had this Iady from Califomia--the one we had for workshop. Its 

good that she came to teach the ladies, and she gave some of her patterns away to us, too, Iike a fox puppet, 

curly fox, seal bags, packsacks--those kind of patterns. She gave them away to us, so we [are] using them nghc 

now aiso. We will be producing those in FaII, [the] new items. We've still gotta do more work on the packing 

dolls. We've got to talk about how we're gonna do, how many of them do we want to do, and what do we 

want? In the Fa11 we'll be doing-•right now we don't really know if we'll be doing those packing animais in 

fall." 

New materials and techniques 

"We'll be making them, but, there'I1 be some piece workers too, at home. We'll be doing them. We 

still got to do more work on them, 'cause we're using new macerials on them now. First they were duffeI and 

duffel [al1 heavy wml fabric], but that was in the sevenues when they started out with duffel and duffel. Now 
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last year at that workshop, we were trying out pile [fake fur] and stroud [lighter weight wool], trying anything. 

We invented polar bear-packing polar bear. male raven, male owl, tried some of them in pile and they look 

more real in the pile. 

". . . Some ladies are faster than the ochers. . . . The lady that came with me did al1 those ones, 

Peeteekootee. [SheJ made the ones that we brought. Sornetimes 1 don't have time to sew at aII in the craft shop 

because I'm always mnning around doing papers, and aU over, I'rn an al1 over person. The Iadies are always bugging 

me 'Am I doing this right? Am I doing this wrong!' You know, chat kind of a question." 

Packing nnimals tell stories 

One of the first 'packing dolls' designed by Peeteekootee Ugyuk was Thunder Woman with lightening 

baby' [pictured with her summaly]. 'This (Iegend] was invented in a curse. It was Peeteekootee's fint doll. 

and also this one, the Sedna. All of these are handmade, everything's handmade. AI1 the packing animals. al1 

the seams, evcn the pile and everything. The duffle at home is expensive, but we ordered these [fabncs J. 

Even though we ordered rhem we still pay for the freight and everything. This is a new seal, ick made out of 

snoud and pile, [and there is] the packing walrus. Al1 hand made, everything's hand made, no machine stitch 

on this. These are al1 new. Always theylre made out of pile and snoud, while others are pile and pile. 

I asked her [Peeteekooteel to scart making these tlowers like chis, [on the slippers] 'cause I nied this 

on my kamiks and ic worked out v e q  well and everybody really liked them. So I started asking the ladies if you 

are going to make slippers please use just knots. That's how they started using ail knots. We Wear chese 

[duftles] inside our kamiks and inside Our rubber booo in wintertime. These are our sweatshirts, this is my 

pattern. When I make them for my fiiends I put flowers on them. ïhese  were made at the craft shop. I 

couldn't do them myself anyrnore because there was too many orders, so 1 gave the pattern to the craft shop 

and they started making them. 

We can't even keep up with them at home. Sometimes we have some tours, not coo many tours but, 

people like filmmaken were there last spring making a film, they were from Vancouver. They were [here] just 

to make a film called 'Frostfire', They were there every aftemoon. . .We couldn't keep up with them, they were 

ordering, ordering. . ." 
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New ways of working 

"When the ladies come they work 9 to 5. So instructors come in--they are instructing us how to use 

sewing machines properly. Insmcting the ladies how . . . cause we never had those machines before in there- 

We had heavier equipment in the first craft shop. ïhey know how to run those, but these are the new ones. 

So we have instructors like that, like professional fâst people, iike, you know, who teach you how to do them 

faster. How can you do--how many can you do in a second or in a minute or things like that. It went well, 

there was dust flying al1 over. . . . 

We've goc two different things going on there. One is doing packing animals, [the] slow way, with ou 

hands and sewing them, and the parkas with our hands. The other is like fast way. Two things going on ac 

the same time. If we get tired of doing these hst production--you have to produce how many in how many 

days and how many months or how many. They say what number can you do th& in, and we try that, and 

when you get tired of that. We were just training just now, we're not really into [production], but we'll be 

there, we're getting there. We know how to do thac now. When we get tired of chat, and the insmccor has tc 

Ieave, in the middle while everybody's gone, just us are left behind--sixteen of us--so we slow down. In the 

middle we do slippers, packing anirnals, sweat shirts, or dresses or parkas, that's in the middle. We do chat in 

the rniddle, and when its time for the instructor to come back, we put al1 that on the side and get into 

[production sewing]. . . ." 

The insmccor comes to TaIoyoak for "Just a month, or something, . . . she's not always there. Its fun 

leamuig, we're still learning, we keep on learning until we die. So, the older women--we're trying to keep 

them on the slower macerial. Like we have thiç lady doing packing fur dolls, no, packing dolls, or she makes 

chem out of rabbit fur and leather--no calico or anything added to it--just fox, or rabbitskin. The ones you buy 

from south in stores, and leather-she rnakes rhat kind of doll. We keep her on that, because she can't, she 

doesn't go into the machine sewing. We just keep her doing that. We're new. We haven't really got into a11 

that [CO-op management] stuff yet. Cause, we're leaming one at a time. 

We don't want to rush it. When you rush something-at the end you'll--you know that you did 

something wrong there. That's a mistake 1 made, and then, it's just like your sewing. When you rush your 
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sewing with your hand--it1s not done properly-and you have to undo it again. We know that from the firsc 

experience-of the first craft shop. This one we just scarted, so we don't want to rush anything. We're still 

taking it one [day] a t  a time. We are going to take how many years u n d  we can [do it right]. We don't msh 

anything if we are going to start something Like Ehis. We don? jump from here to there. You go one [step] at 

a rime, its a better way to do it. Its well, we'll get there." 

Sewing for survival 

The new co-op helps the women support their families. ". . . it really does. For the widows too who 

don't have husbands, that have children at home, that helps alot for them. And for older people that don't 

have any of their family, or husbands working, irs helping them. Ic's going CO help the town people, [of] 

TaIoyoa k." 

Mona says chat the co-op will have quice an impact-putting sixteen women to work, who will help to 

support large families. "Gee, how many children! Gee, so many. Some of them have a lot, some have lots of 

grandchildren that they're keeping. Everyone--itts helping [hem--we are starting something here, and we're 

not going to stop until we get it where we want. We don't want to rush it. Ic's gonna take tirne. That's one 

thing we learned from the first experience, not rushing anything Iike chat. Some questions that you ask 1 can'r 

answer cause, we're not there yet. 1 don't know yer. Today we know where we are and where Ive are going, 

that's al1 1 know. h d  we're not gonna stop unril we get where we want." 

Teaching the next generations 

"Every person has her own leaming ability. The older people in my culture always say 'If you want 

your daughter or somebody to leam, don't teach them too much. They learn by watching.' Thar's what they 

Say. They don? ny to teach them tw much, they leam by watching and doing it themselves. If they make a 

mistake they try again. That's how they leani these things so I don't Say nothing. If they wanc to try, they try. 

My oldest daughter, she still doesntt know how to sew and she's twenty-two years old. But my younge 

and next one, she's twenty, she knows how CO sew. She smrted a t  four, rhe very first check she received was 

when she was four yean old. But, the other one, the older one, still today she's twenty-two and she doesn't 
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know. Her younger sister would teach her sometimes, try to teach her, and she would watch her younger sister 

sewing and just laugh. Why she doesn't know how CO do it--1t's always different for everybody. . . . My older 

one when i'm sewing and cutting, she doesn't say nothing, she doesn't even care to watch me. But che 

younger one, when 1 start cutting and sewing she says, 'Mom, let me try chat.' You know, she starts bugging 

me, without me asking her 'ïou wanna learn how co do this!"' Mona says the younger people, "chey're not 

afraid to ask," but the older people are afraid to ask. 'That's how it is now. 

There's gonna be a grade ten added to our school in the fall, next month rhey start. They srart early 

and finish early--cause families Iike to go out camping while its spring, so they start early. They'll be coming 

over learning some points from us. And we'll be going up there. It's gonna help Our studenw too, to Iearn 

some points from us--a guy fiom Education came over to talk to us. 

In our home community we al1 help each other, we al1 support, whenever there's something going on, 

we help. Whenever somebody's in trouble, or whenever somebody needs something, we help each other. 

Note: Although Taloyoak is in the Central Arccic, it will be part of Nunavut, the Eastern half of the Arctic, 

when it divides in 1999. The women's CO-op in Taloyoak has influenced the Western Arctic, 

especially Holman. So the interviews with Mona and Peeteekootee are included here because they 

provide valuable insight into how things often get done in the North, and how women's traditional 

sewing skills are being used as a means of survival by using [hem in new artistic ways. These 

interviews aiso provide insight into how children leam, and how a group of women are improving 

cheir community by working together, sharing their knowledge, and teaching the next generations. 

For another account of an Arctic Co-op, see Sue Rose's surnmary of how the Holman Co-op 

operated; also Elsie Klengenberg's summary of her own experiences at the Holman Co-op, which 

follows. 
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ELSIE KLENGENBERG 

Inuvialuit stencil printmaker, Stone carver, & traditional seamstress 

Hoiman, NWT 

Fig. 19: Elsie in May 1995 in Inuvik, NWT, rough-cutting a soapstone carving, 

her firsc in many years. She is wearing a Holman parka cover she made 

with applique patterns on the hem. 
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ELSIE KLENGENBERG 

Holmiin, NWT 

This i s  a surnmary of Elne's own w d  and comments fim an interview on July 20, 1993, conàucted and 

videotaped during The Great Northem Ans Festival in Inuuik, NWT. We weTe taking in English, which was 

not her fisc language. Two yean l a m  Elsie contplered the Fine Arts Certijicate program m Inuvik, with her 

daughter Hekn, ps ing  with high mmks. 

Childhood 

"Long ago when 1 was a kid we used to have snow house, and everything but TV. My father's name 

was Victor Ekootak. There was no co.op long ago when we moved to Holman, there was only seal hunting 

and fishing and something like that. When we moved to Holman my dad used to draw. 1 used to see him; rve 

had no papr--big for drawing. He used to use writing pads--chose Little writing pads? He'd just draw--never 

use patterns or anyching, draw old cime people. 1 used to see hirn." Elsie helped him put the pieces of writing 

paper together to rnake a big sheet, but says she didn't draw much then, "1 started after my Dad died. Just 

think about him and how he used to draw, make kars  and draw. 1 wished to know how to draw--just like a 

Iitde kid rny drawings, used to be. 1 just cry, and learning, leaming." 

Early Education O n  the Land 

"1 never have schwl. My dad, you know first cime the kids, when we were kids-1 was eight or nine 

years old--other people's kids started going to school here [in Inuvik] for the first cime. 1 really wanced to go to 

school, but rny Dad can'c lec me go. 'Cause I'm the only girl, and i'm a younger one too. 1 really wanted to go 

to school." Elsie had to stay wich her parents, "stay with them and help them, hunting, and help my mom, you 

know, what she's doing. Just made dry meat, and hunt cariboo, and seals, fish." Elsie helped scrape hides for 

winter clothing, "sealskin, from there 1 never go [col school. 1 wish to go to school, but 1 never go to school. . . 

.When the seaI skins--we make them dry-when they're dry--we started sewing them for hanging[s] . And we 
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started to make a CO-op like that. You know stone cut! My dad cut them, he and a few people scart the CO- 

op.,, 

Traditional Sewing Skilis 

Elsie leamed to sew and rnake parkas from her mother and friends. "1 used to sew, but nght now, it's 

different now. Long ago we used to have only straight on the bottom, [but] it's getting different from long ago 

It's getting lots more, now it's always make them fancy. Just iike it's different now." The applique work on the 

bottom of parkas was "cut by hand, and then sewn on by sewing machine--1t's easy, alchough you have to movc 

around so much--you put them in there and what you cal1 those stickers--pins?--you use chem. 1 don't sew 

anyrnore, only my daughter sew my covers-she has leamed too." EIsie says children and adults always Wear 

their traditional clothing, and the women sew first for their children and husbands, and then for themsetves. 

"Holman's ladies--the kids always have nice cloches--wam clothes, boots, kamiks, warm mitts, parkas. Old 

ladies always make fancy parkas. Even young ladies always make nice parkas--Chrisrmas time, Easter cime, 

always make nice parkas. Always look a t  them, like the ocher day, aIways look at the Holman ones, always 

make them win." [in fashion shows] "Always win the nicest one." 

Organizing and leaming at the CO-op 

"Just about dropped sometimes, the CO-op. When we had kablunas [white people] working, just aboui 

drop it, but we try it again. It's up again nght now. Just about no more CO-op sometimes, how many times it 

must be? One time or two times, just about drop. We find out, we kick the manager out, and t q  it again. 

Now we got new art shop, new CO-op, stores, hardware. About eleven or twelve years [ago] I started working 

at the art shop, pnnting. 1 [am] still pnnting." 

Elsie says nobody really caught her to draw, "Nobody. Only when I'm gonna leam at  the arc shop, the 

art shop worker--manager--jus[ show me how a litde bit. 1 just started, and I look at the prints, and 1 copy. 

From there 1 started printing. First cime when 1 used CO work wich Mary [Okheena], the print used to be 

scencilling, used to be flat, no changing--just like really flat. Lacer on . . . we started learning how CO fix the 

prints, put color on it. We leam. Just us--we try how to do it. Just try it, and just try to do it better. Jusc like 



Western Arctic Women Artists - I! 

now, when we are working at the art shop CO-op, we stiil leaming, help each ocher, and how to put color on it 

-we always help each other. When we really Iike our drawings, our own drawings, or anybody's drawings at 

work, we pick it out and we work printing it. 1 print my own, I draw my own work--printing." 

Leaniing new techniques 

Elsie says sometimes the co-op bnngs people in to teach new techniques but there are only a few 

artists working there. "Only six of us. Stencilling, some woodcut, some of chem are etching. Peter etching, 

Louie woodcut. Sometimes we could use woodcuts. Me, Mabel, Susie, Mary we always work stencilling. . . 

first cime 1 used co carve, too, before 1 started prinnng, drawing. 1 never touched them again, maybe 1 sri11 

could. 1 started to think 'Gee, maybe 1 should go back to carving', and also so 1 could rry, carving and 

printing. Maybe 1 could. Maybe 1 could finish one--1 couId p." 

Themes in her artwork 

Elsie says much of her work is based on Iegends and scories and scenes of nadinonal life. "1 like to 

draw people, and animals, and little kids. Sometimes 1 really hving a hard time to draw, when 1 want to drau 

So hard sometimes. 1 never use patterns or anything. Just the paper and somerimes 1 sit there and 1 can't dral 

. . . so hard sometimes--just still trying, yeah." She says that when she's out on the land camping, "1 look at 

animals, and land, like that, ic jusc makes it easier co draw. . . . Somecimes ic's so hard to work on prinnng 

when we stay home and the TV is in there, and somerimes want to look at it instead of working. So hard 

sometimes at home. 1 always work at, bring my work CO the CO-op art shop, and work them and pnnc them, 

[afier] 1 work at home on my own." 

New Influences 

Asked about the influence of non-naave people, and new marerials and techniques, Elsie said 

"Native-is that Indians? Native never go [to] I-iolman. Indian never go to Holman." She is 'Inuvialuit' and 

says the white people "the managers and workers, always working there helping us. . . . they always go to 

Holman, you know etching, they always have leaming, us never ceach from anywhere, only etching." 
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The meaning of artwork 

Elsie talks about how her work makes her feel, "I really iike it. 1 never have schwl, so 1 iike my work. 

if 1 have school, If 1 have big grade, maybe i never work Like this- 1 don't know, if 1 got a job somewhere, 

maybe 1 never work. I'm so glad that 1 couid work printing. 'Cause 1 never have school, 1 can't work 

anywhere, only in pnnnng. It's so hard to Say it. 1 wish to have schwl long ago. 1 feel gwd, you know, 1 like 

it [pnnting]. They [tourists] always srart CO--when they like my prints, and say itls nice, you know, it feels-- 

beteer." 

Fig. 20: Elsie on the first day ofcIass in the Fine A r t s  
Certificate Program in Inuvik, NWT. 
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Teaching the Next Generatioas 

Even though Ekie did not go to school herself, she is teaching ocher children both in schwl and at the 

CO-op. "School t h e  we always ceach thern at the school day afternoon. [They] go to our work, 1 mean, to art 

shop and learning. Those kids go to art shop and we have schwI day, school hour." Just certain kids are 

chosen to come to the art shop and leam--the kids rhat seem to have talent, and they are taught by "Me, 

Mary, Mabel-we always cake turns. We let rhem draw firçr, and let them cut out. Some of them are easy to 

Ieam, and some of them are hard. School days we aIways learn them. We used to go to school and bnng some 

scuff, and we used co Iearn chem. Too many kids at once, you know, Can't learn like that. We just talk to 

them, and we let them, four or three at a time, we let chem go and . . . they're gonna learn, kids gonna leam. 

You know those kids chat come here Iast year [to the Festival]? They used to leam from us and those 

teachers." 

Note: Two years after chis interview, Elsie and her daughter Helen were chosen to represent the Western 

Arctic and Canada at the Native Arts Festival "Keeping Our Scories Alive" in New Mexico. There 

they CO-produced a special stencil print and presented it to the Governor. in May 1995, Elsie was 

accepted into the one-year Aurora College Fine Arts Certificace program, and moved to Inuvik with 

her husband Joseph and youngest daughter Delma. Elsie's daughter Helen also moved to Inuvik with 

her young family to cake the program, and she heiped her rnother with interpretation and written 

assignments. In the program Ekie began to came again, and was an inspiration to the other students. 

Elsie said she was graceful for the chance to finally go to school, and she completed the program with 

high marks, but she was glad to get back home to Holman. She and Helen were interviewed for a 

segment of "On the Road Again" for CBC TV, in April, 1996. Eisie participated in the Inuit Qaggiq 

Festival in Otrawa in 1996 as well. 
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Nownative weaver, businesswoman, animal shelter founder, 

and Fort Smith "Citizen of the Year" in 1995. 

Fort Smith, NWT. 

Fig. 2 1: Lilllian warping hand loorns in March 1996 in Inuvik, preparing to teach 

weaving to students in the Fine Arts Cemficate Program at Aurora College. 
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LILLIAN KRISTENSEN 

Fort Smith, NWT 

This is a surnrnary of LiIlian's comments fiorn an interview videotaped on May 2 1,1993, m Fort Smith at LilIian' 

home, gift shop, and unimal sklter. 

"1 Iive in Fort Smith, NWT, a linle cown nght near the Alberta border. It's a nice quiet little town. . , 

a frontier cype of tom.  We have about 2500 people here, half are native and half are white. Most are 

govemment workers but there are a few people like me around that are just doing our own thing. Benveen ml 

husband and 1 we've done different things in Fort Smith since we came here in 197 1." 

Childhood 

'We  were bom, both my husband and 1, in Denmark, in Copenhagen. . . . In those days we went to 

school, starting when you were seven, and you were usually out of school by the rime you were fourreen. 

Then, if your parents cou1d afford it, you could continue to University, othenilse you could go in and take an 

apprenticeship for four to five years, depending on what trade you were into. Then you would go to a 

technical schml, and pan of chat was to continue to upgrade. Just your reading, writing, and arïthmecic, and 

then your technical chings. 

Apprenti~g--Leamhg design 

"My husband went into book pnnting and binding, everything to do with making books. 1 went into 2 

fashion house where 1 learned ro sew dresses. You were just placed next to a person [who had] already been 

there for many years, and you start overcasting seams, and chat's how you learn, step by step. And between 

twenty women Sitting there, there were only four sewing machines, and three ironing boards with the old 

fashioned iron without the steam in it. It was an old building, and it was quite dirty everywhere, and we were 

sewing these very expensive dresses, styles from Paris. The bosses would go to Paris twice a year and buy 

patterns, and buy originals, and you have fashion shows for queens, and al1 of the people that earned a lot of 
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money, dong with the great snobbery chat went on in Denmark. We met and mamed in [Copenhagen in] 

L956. Ttiat was one reason we wanted to get out of there, after both of us went through apprenticeship, 

because the taxes were so high." 

Immigration to Canada 

'We were Young, we'd just gotcen rnamed, and we wanted to get away. We decided chat Canada 

would be the place. We came here in 1956, we went to Vancouver, we had no choice, the immigration in 

chose days, we were told. A year lacer we had our first boy and two years after that we had Our second boy. 

And those two boys, that was it, there was more to life than bringing up children, two was enough for us. 

Through al1 the years my husband would have some business, and there was very very little money 

coming in. We did not go on unemployrnent, we never have in al1 the years had any help from the Canadian 

Govemment, we've been on our own, we've done it, and that's a pride. Our boys now are grown up, one îs in 

the navy, and the other one is working on the northem highway. So we are very proud of both of those boys, 

and we rea1ly lived up to whac ic is co be an immigrant in chis country, along with we now have a business. 

In the meanwhile, when we went to Vancouver, . . . I was always doing a little bit of sewing for people, 

in a quiet way, and not to go to work and leave the children, 1 stayed home with them." 

Vancouver to Montreal 

" M e r  king eight years in Vancouver, we decided it was a good option to go to Montreal to open up a 

little pnnting shop at McGill University. 1 didn't like Montreal, so after we had lived there a year and a haif, 

we found a little farm in Ontario, and managed to get enough money together to buy it. And then 1 moved 

out there with the boys and my husband then stayed in Montreal in a small apartment, and he then commuted 

back and forch to Our farm for five years. Our farm was a sort of MacDonald type of farm, we had a couple of 

calves, we had a horse, he got so big that 1 couldn't ride him, because 1 didn't know much about it in the first 

place. We had chickens and geese and ducks, and cats and dogs. We had great danes who had ten puppies so 

we had twelve dogs at one point. Ir was just a very nice life there, the boys had a good time going down the 

creek fishing and falling in through the ice in the wintertime, and al1 these littie things. Life was just great." 
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Leaming to weave 

"On the farrn, my husband had given me a loom, a 36 inch. 1 had never asked for a loom, but my 

husband decided it was a good old fashioned cype of look, that his wife should sic there and do weaving. And 

it fell right into the sewing, and that, and 1 liked knitting and crocheting and whacever, al1 these different 

things. So 1 got this loom and didn't know what to do with it. Someone came to visit and said '1 know a Young 

woman 18 miles away that does weaving, she has a loom very much like yours, and 1'11 make sure she knows 

about you, and you can give her a call.' And so 1 did, 1 went to her house one day and said 'Hi, I'm so and so, 

1 hear you do weaving. 1 have a litde loom.. . .' And she said 'fine, corne in,' and it was Iike we had known 

each other al1 along. She was a few years younger than 1 but had gone through an arts and crafcs school, to 

learn how to do these things. And she then showed me how to take four different colors of yam, Iike purple, 

red, blue and white, and she was very free ro use the colors. She put al1 of the colors together, got them on a 

warping wheel, and then made the warp. And then started on the loom and in no tirne she had it done. And 

we started weaving. We just picked any color, and 1 thought-that's it for me. 

1 had med [to Ieam] in night school, it was always about fifteen miles away, and it [was] a little 

farmer town, and there was some kind of a school, and they were doing weaving. And they started out saying 

on the blackboard 'Okay, never mind the loom, this is how, this is the warp, the weft, and so many ends', and 1 

just thought '1 can't believe this.' Then you had to use Cotton yarns, and flat colors, and 1 wasn'c impressed at 

all. So 1 gave up on that, 1 was only there a couple of times. 

Then 1 met my fiiend Anne, and she was showing me liow to do this. That was it. 1 started smggting 

with putting al1 the threads on the loom which 1 still hadn't leamed to do, trying to get everything organized. 

At first when 1 was weaving I started out so many inches and it s h n k  to that many inches as 1 was weaving 

along, and i t  was really fnisnating. But it was just a matrer of leaming and Anne kept saying, 'well just keep 

doing it'. But even from the first piece that 1 did, 1 found that 1 had to do something with it. This ain'c for me 

to sit and do placemats-or scarves-or things that you just cake off and then it's finished. It wasn't enough--1 

was a dressmaker, 1 was a designer, and 1 liked to create, to not know what I'm doing untir its there. Then 1 
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start to really create. So soon after 1 leamed to do ic righc--to get the tension nght, 1 had this long 20 rnetres ( 

fabnc. Woven fabric in wool--1 didn't like fine woven fabric4 Iiked the really bulky stuff. 

So 1 had six stitches to an inch. 1 had two to three ply yam, sornetimes one-ply in between, and then 

was just weaving. 1 found that it was both the warp and the weft that was doing the pattern for me. 1 liked 

the vitality of al1 the colors together, not just one showing together. Thar's how 1 did it al1 along--1 got into 

making dresses and skim and jackets and coats, and in chose days, this was in the sixnes. So 1 started in 1965 

and then it took me a few years before 1 really caught on, and then after that, 1 made more of the hippie type 

of clothing in those days. The casual type. 1 wouId do woven jackets, with knges hanging down. and fringes 

on sleeves, and no linings and funny buttons and straps. Never mind the zippers and so on, and people liked 

it. 

But after five years, it didn't work out without my husband not being abIe to get a job, and we didn't 

have enough money, so we had to give up the farm, and 1 was gecting very tired of king alone. He's a tine 

printer, and 1 suppose he should have stayed with it, but when we lek Monneal six to eight years after that, 

that was when we packed and went North." 

Montceal to Fort Smith 

"We went to Fort Smith, that was just a pickon the map, and we have been here since 1971. People 

in this town--it was al1 govemment workers, ali white people who came here because chey already had a job. 

They would then get a house with wall-to-wal1-carpecing. 

We came on our own-we were one of the few families who had corne to t o m  in those days, and we 

bought thii little log house that sorneone was going co tear down. They didn't think that anyone would want 

to live in it. Well, we lived in it, and it was drafty, but it had a horney feeling. We had tom down the old 

ceiling and we had the old wire hanging, and 1 wouId hang the weaving from there. Probably dangerous, but i 

was colorful, the TV was hanging from the ceiling one tirne because there wasn't room for it to stand 

anywhere. It was such a neat little house, with just the upstairs for bedrooms. People liked it, we had a red 
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larnp hanging in the window, and thac Litde house that was a nothing before became a home and a very buv 

place. 

When 1 came to Fort Smith, 1 started out weaving and by the few people we got to know when we 

came to t o m ,  they were talking about that 1 had this loom, and some of my friends came over to see this. 

One cime, somebody called, 1 didn't know this person, and she said 1 have a &end, can we come to see your 

weaving?' 1 said 'sure thac'll be fine, come along.' Well she showed up with a whole car full of ladies, and al1 

came into my tiny little house, and there they were, expectîng me to do like a fashion show of al1 the things 

that I had made, and explaining how they're done. It just took me off my feet, I wasn't used to that, 1 didn'c 

like standing up in front ofeven two people, let alone more, but 1 was stuck with it. And rhat was how it went 

here in Fort Smith. Word by mouth got out very fast, and I got orders. So 1 was doing jackets and 1 worked 

very hard. 1 worked long hours--1 liked doing it. There was no probiem there. After the first year, 1 had 

earned $9,000 and chat was retail. So that was really not much money that came in." 

House burns down 

'Two years after we arrived in Fort Smith, in March 1973, our little Log house bumed down. 1 was 

sicring weaving, and suddenly there started burning by the chimney, and in no t h e ,  the whole thing was up in 

smoke. Everything was in the house. It was a very cold day, wind, the boys and 1 went and sac at a neighbor's 

house, looking a t  our house bum up in smoke. and somehow, 1 couldn't believe that it was really anything. 1 

just didn'c believe it was really burning. 

It wasn't until the fire deparment left, and . . . 1 was alone, and I stwd there and 1 looked at my 

house. And 1 came in and lwked at this bumed out place, and that was when 1 realized that it had burned. 

Inside, ic was noc what you cal1 a hot fire where everything went down in ashes, the whole upstairs went and a 

few places downstairs everything was aU scotched . . . and 1 looked a t  al1 my cones [of thread], which we had 

al1 on the wall on dowels . . . were hanging with icicles and ~his  bIack water, and ir was scorched. And my 

loom was like it had gotten suntanned, the one was pretty good--my first one, my 36 inch loom 1 started out 

on, then after that 1 had got a 45 inch loom-- th  was totally gone. So it was just such a shock to see al1 my 
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beautihl yarn and everything there, books, al1 scorched. And my husband's books, al1 his fantastic book 

collection was gone, and some of them there was only one in Canada. AU these things had gone, and it was 

really hard to accept. 

If the fire had happened at night, we would a11 have perished in that fire, because the srnoke went so 

fast. But because it was in the daytime, we lost one car, but we had the two kittens, the one great dane, and 

we al1 got out of the house, and to me, it was just beautiful that we were al1 safe . . . . We saved the lwm, the 

36 inch Loom, and Ib [Lillian's husband] took it to the college where he was working. The catpenny shop said 

he could use cheir place to fix it up. 

But the nexc day, the day after the fie, one man came to us and said, 'It's so neat to see you have your 

own business, you corne to t o m  and you have been working hard at it, and you have made this place into a 

nice little house.' That is, before it burned. And he said, 'let me know how much it would take to get you 

back on your feet'. And we thoughc chat was quite something. So we figured out how much and he came and 

he gave us the check and said 'Okay, order al1 the yam you need, and whatever else you need, and that is a 

loan--a 99 year Ioan.' 

We established a bank account, and the govemment opened up a house for us. In those days you had 

to be working for the govemment to even get a room to [ive in. And 1 thought it was just one of the examples 

of what.-they opened up a house for us, and they painted it, and after five days, after the four of us had been 

al1 over che town living in four different places, we came back into this house and there was a chesterfield, a 

chair, chere was a mattress, and there were cloches al1 over the place, al1 over the house. Masses of it, and 1 

had a field time going through al1 this second-hand stuff and loved it . . . so, we slowly started to get back on 

our feet." 

Back to weaving 

"1 got back into my weaving, 1 was using whatever Little yam there was 1 washed and used. 1 made a 

couple of wall-hangings. 1 thought this was the last of it so it was a terrible color green, yellow and not my 

favorite color combination. 1 like more things like purple and orange together, and red and purple, mauve, 
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and white, soft and Iight blue, and so on. So these were temble colors, but it was the last of it, and 1 really 

appreciated having a little bit unhl my new shiprnent came in. And then 1 worked again at the weaving and it 

came back up again. So, from tbere on we went through difTerent things. We had no money, we were totally 

without, and so it was a lictle difficult. 

After the first year and a half the government said 'you've got to have a home.' We had a &end who 

said 'I'm leaving cown for a year, you can live in my trailer to take care of ic,' And so, we lived there cent free. 

After when he came back, we then moved into another trader for a month, then we got into public housing." 

Pride in her creations 

"1 continued doing my weaving a l  along. 1 was busy with orders. 1 would be so busy at Christmas 

time that 1 would send things out on COD orders to aIl the neighboring toms, and 1 remember payments 

coming in--COD orden corning back in January and nght into February. 1 would just pet check after check, it 

was a neat feeling. Even if it was not a great income, it was a great feeling. I remember there were days, 

especially after Christmas, 1 wodd go and stand out where we had the Bay building, and we had the p s t  

office, and a bank, it was right across the Street. 1 could go and stand there, and one day 1 counted seven 

women walking in my woven jacketse-that they al1 had received at Christmasrime. And it was such a neat 

feeling--that 1 had created chose, it was al1 my idea, and here were these women walking around very happy, 

calking about 'where did you get one of those?' That's great. So that was the feeling about weaving what 1 had 

created-it was a good feeling." 

An old house of theu own 

"We then had to find a place of our own. We couIdn't keep public housing, rhey didn't want us to 

stay for too long--afthough it didn't seem nght-*but you have polirical things. We were a white family from out 

of this cown and weren't quite fitting in to some extent. So chey didn'r think that public housing should room 

us--so we had to get our own. So one day, a fnend cook me up to this place in town where we are now, 

showing me this corner Ioc where there were two buildings--bath empty. [Onej had been the library and it 

had been the first p s t  office in town. So it had a Iittle bit of a history. They had belonged to the . . . Federal 
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govemment, and one . . . was an opthamologist's clinic a t  the time. The liale house where we are now, whick 

is our home . . . . It's probably something like forty old years now, that is old for Fort Smith. . . .So when the 

governmenc decided they didn't need them, they handed them over to the t o m  of Fort Smith [and] they put 

them up for tender. Anybody could put a bid on them. Two houses was what we needed, we could then start 

a shop. That was supposed to be my weaving studio. 1 remember sitting across the Street before tve put in the 

bid, looking a t  these two buildings, and he said we were going to start a shop. And so he put in the bid and wi 

got it. 1 thought Well, sure, 1 guess 1 can figure this out about the weaving,' but 1 was excited about us gettinl 

a place of our own. We had no money, so we ended going to the Federal Development Bank and they said 'wi 

can give you money to buy the place and to tix it up, but we cannot give you money for inventory.' That's ho! 

it worked in chose days. So we got this place and we moved into the smaller of the IWO buildings as our home, 

and the bigger building was then made into the shop. . . ." 

Starting a shop 

"So we got ic al1 ordered, and went to the govemment in Fort Smith ac chat time, who had the local 

collection of Native crafts. We got on account al1 kinds of items for our small shop. Ac chat time, after we 

had corn dawn al1 of the walls and removed the doors it was made into two rooms--in the middle of the house 

there was a bearing wall. So we had the front room and the back room. The back room was . . . my weaving 

studio, with al1 my yarns and ironing board and al1 these things, and . . . the fronc of it was the little shop. We 

managed to get a couple of hides--one was a buffalo hide and one was a muskox hide--and Ive took in nvo 

sawhorses, and we would dress the sawhorses up with the buffalo hide--the long hairy beautifil fur. We put it 

over that just to fil1 out the space--because we didn't have much. And al1 my weaving would be spread out, 

and being so colorful, it didn't look so empty in there. Then we had one wall with al1 the native crafts on. Wc 

were sa11 limited in how much we could buy, because we were totally borrowing money from the govemment. 

You know, borrowing and then it has to be repaid over a long tirne. So they have been very good to us." 
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Teaching weaving 

"And so as cime went, 1 was doing more weaving, we even got an apprentice coming in. She was ther 

for Iess than a year. And she worked for me for a little while, and people were coming in to buy things--1 was 

getting into making wall hangings, and 1 made woven bags, and then out of lictle leftover pieces 1 would weavc 

what 1 cali wall pockecs. Smaller wallhangings, bigger wallhangings, trying to make a variety of things. 1 mad 

dresses, 1 made jackets, 1 made vests, 1 made pillows. We ended up getting a lot of plants in, and we goç a 

coffee table and a couple of chairs, and people would come in and sit down and have their coffee in the middlc 

of the shop, and it was very nice." 

Needing her own space 

" M e r  I had . . . the weaving studio in the back room, my husband always thought it was a good place 

for me to do weaving. And he thought the whole world should see it. And 1 didn't work that way--1 didn't 

operate chat way. m e n  1 was doing my weaving chat was me, 1 always imagined that's like when a paincer 

starts painting something he's into chat painting. I've never painted so I'm not sure, but 1 imagine you're into 

chat painting and nothing else around you means anything. You're in there, you're on the hill, you're in the 

house you're painting, or whatever it is, and 1 didn't wanc to be disturbed, because then it's gone. And it was 

the same ching with me wich rny weaving. 1 would sic there -1 usua1ly put on twenty memes--and then 1 

measure out so much for whac 1 figure what it is 1 was going to do. 

If1 was going to do a jacket, I knew exactly how much 1 needed to do, and chis is where the border 

was going to be, and 1 created al1 these chings. 1 make simpie drawings and a simple way of doing things, and 

I'm the only one chat understood what it al1 meant. 1 would use my measuring tape. 1 need so much--so much 

for the front, so much for the back, and this was 36" wide so 1 had to go by the length, and so much for this 

sleeve and that sleeve. and then for whatever 1 wanted to do. But my husband invited people to come in and 

see whac 1 was doing. They were saying 'Whac are you going to do wich it? Al1 this that you have on the loom 

already, what are you going to use if for? It Looks interesting.' So 1 felt compelled to go and show them. So 1 

unrolled al1 the yardage to show them, and chen 1 had CO put it a11 back on again at a different tension, and 
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then it discurbed me. And 1 was really getting very uptight, very hsrrated about my own time wasn't chere 

anymore. 

And so, after a few years of doing that, 1 was losing interest, I had had enough of it. So 1 said to my 

husband, 'I'm really tired of weaving, I'm tired of being poor, I'm rired of k i n g  broke, we have no money, very 

little money for food because everything that came in there had to go to pay the loan back, pay whacever it is 

that came up. It was tight with money. And the weavings were leaving me with a feeling 1 was in a m p .  My 

husband was proud of what 1 was doing, and 1 didn't want to just come out and Say CO him 'forget it 1 had 

enough of chis' because he is not good at taking that kind of a statement. 1 had to do it in a different way." 

Economic and creative survival 

"So 1 just said '1 have had enough of this, 1 need to get money, 1 need for us to get back on our feec.' 

So across the Street there was a litcle movie theatre, and. . . a licele shop [was starting] over rhere, selling 

candies . . . as movie theatres have. And [the owner] needed somebody to heip, so 1 asked if he would hire 

me, and he said 'Oh absolutely'. Then later 1 found he needed someone CO clean the movie theatre, so 1 said 

'Hey 1 like eo do that.' 1 needed the money, 1 wanted CO earn more money. 

Then after 1 had done that for awhile, he said that there was a women's correctional opening up in town, 

and it wasn't hard core girls coming, they're coming from al1 over the North. You rnight jusc like thac, and chat 

would give you a good income.' So 1 went up there and 1 said to them that i . . . would Like to . . . ccach the girls 

weaving and sewing. And the fellow said 'Sure, we are hiring full-cime, but as a casuai thac would be fine.' Well, the 

first day 1 showed up at work they showed me around, and 1 said m a t  am 1 supposed CO do here!' It didn't sound 

right. 'Oh you're a guard' they said. So without knowing it 1 was hired as a casual guard for 640 hours and afcer thac, 

it was the end of it for that time. There was another rime later, when they phoned me CO be a casual hire, so chats 

what 1 did. " 

Teaching sewing at the women's correctional institute 

"1 volunteered when 1 was working to help the girls CO sew and trying ro bait cheir inrerest, and 

sometimes we got a lot of things done, and other rimes I'd just sic there and do my own thing when 1 was busy 
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supervising. It was very casual when they first opened ic up. And it was al1 like a big sort of family to some 

extent. You were in there with the girls and 1 actualIy had a very good cime with most of the girls, doing 

things, having different ideas, and without forcing it onco the girls, 1 would do something if 1 saw a different 

way of doing it. 1 did a landscape with different kinds of embroidery stitches. Then 1 did a piece and 1 hung it 

up on the wall, but 1 would do these things in the hope that someching would catch on. And some of the girls 

did some of the cime. 

After the 640 hours . . . 1 put in another 640 hours, for three years, and 1 earned governmenc money 

chen. Meanwhile, 1 bought fumiture, 1 bought the carpet for this house, 1 goc rhe walls for this house done, 

and al1 of the money 1 earned wenc also for food.. . and for. . . holidays. My income was paying for that. In 

the meantime the shop was taking care of irself. 

So chroughout Che years, with me working, after three years 1 decided it didn'c work anyrnore. Ruies 

were being tightened, and 1 found for the first time in rny life, 1 ended up with high blood pressure. There 

ended up being a few girls in there chat were kind of scary to be around. . . . Some of thern were put into jail 

at RCMP because we couldn't handle them at the correcnonal. And so 1 was supervising a t  the RCMP for the 

girls, and noticed chat the janitor a t  the RCMP station wasn't doing a very good job. 1 did a becter job working 

there in my eight hours, and 1 asked questions. So . . . Why not? 1 decided to bid on the next contracc that 

came up, and won it by $5. 1 got the contract and thac was how my greac: career [began] in doing janitoria1 

[work] ." 

Janitorial work 

"Considering my officia1 business name, 'Lili-Kris Creations', it was quite a name for a janitonal. From 

working a t  the RCMP, one of the rnembers quit the RCMP and started a lumberyard. And he needed 

somebody to clean that place, a nice clean building he had built, and came and asked me if 1 would do the 

janitonal at his place. 1 guess he had inquired about how secure and trustworthy 1 was. Then he asked me 

about doing hi house and home, because his wife worked full cime. And then he was also involved wich ocher 

buildings, there was the old post office building--the janitor there didn't do a good job and he asked me if I'd 
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then do the p s t  office. So ac one point, 1 then had a couple of other private houses 1 was doing, so some 

evenings 1 would go around to four different places and clean. And it was quite a life. Some of these 1 then 

lost out on as it goes by bid each year. 1 had the airport but 1 was working for someone who had bid on it 

already, who lived in Vancouver, and 1 didn't Iike his attitude, so 1 quit that, and that was the end of my 

janitorial. In the meanwhile, the yean passed and 1 felt my sanicy was not like it used to be and 1 was getting 

tired of cleaning toilets." 

A dressmaking partner 

"So from then on 1 went back, and decided it was rime to get back into the dressmaking business 

again. 1 then approached somebody else in town who used to have a hbric shop and was doing sewing. And 1 

asked her how she wouId like to parmer with me, and eventually start up a shop. So, she said ic wasn't exactlj 

what she had planned, but she would go for it. She had the shop and the wall was in the middle, she had the 

two rooms in the shop. So we had the front room which we turned into a dressmaking business, where 1 was 

doing dresses to hang on the rack, she was doing orders. And in becween if she had cime, she would also makt 

clothes for the rack. Then we took in fabric and sewing supplies. Everything that a fabric shop should have 

had. My husband had the other haIf of the s h o p h e  was . . . slowly starting co go into books. 

1 can't quite remember back how it was, but in anycase, this other woman and 1, my parmer and 1.- 

well1 didn't even last a year with [her]. . . . She went away on a two weeks holiday, and when she came back 1 

said 'Sorry I can't handle this.' . . . so i broke it off, and 1 got out of it." 

North of 60 Books 

"So we . . . had a whole extra room again. So we moved back into the front to creace the shop, and 1 

was doing a lictle bit of sewing but not much. 1 had sort of lost it. We went into creanng the gift shop. We 

got shelves fiom IKEA, and filled ic up, and my husband staned dealing with the college and the schools to 

supply their books, and he's stiIl chere. Now it's the college-in the old days it was A W C  but it tumed into 

the college. It's a much much bigger outfit than it ever was before. The young people from al1 over the North 

are going to the coilege. So now Ib's down to dealing with the college books and that's a full-time job. He has 
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somebody working in the morning, buc before al1 this happened, 1 got inro the gift area and started working 

that up. 

1 started going to gift shows twice a year, and just totally dove into running chat part of the business. 

My husband then bought an engraving business in town, and so he had chat besides whatever else he was 

doing with books. He started ordering more books for our shop, and he was working up. One day we removed 

the beanng wall in the middle of the shop so we had one big room, and 1 created an office a t  one end of the 

shop, so that he could do bis engraving and whatever else, office work that went along with it. When you gec 

involved with government you get the government papenvork. Thar's a whole different area. 

1 had labels for my weaving, that was 'Lill-Kris Creations', but rny husband liked calling the shop 

'North of 60 Books1--books were still his basic love, and he liked the idea of calling it a book shop, and 1 didn't 

mind ar all. 'Lill-Kris Creations' was my name and 1 didn't paracularly want it mixed with anything else. And 

so, being a man, and living up to what it takes to be a man, he got his will, and the shop was called 'North of 

60 Books1. But we still kept our accounts different--separate--1 had 'Lill-Kris Creacions' which went under 

whatever weaving or sewing 1 was doing, and it took in al1 of the giftware. And then he had 'North of 60 

Books' which took in al1 of the books, and as cime went he got into tapes, maps, flags, engraving. So WC had a 

mini department store, and we used to kid around, and 1 found myself very good at gift wrapping, and 1 found 

myself having to creare this gifc shop." 

A feeling of accomplishment 

"Thar was the fascinating &hg--to even imagine chat we should be able to run a shop. And roday we 

have over $100,000 worth of invcntory. And 1 look a t  that shop and 1 think that we have been abIe ro handle 

that, is beyond me. 1 definitely ncver thought 1 was a business person, and 1 am running a gift shop, and 1 am 

totally impressed chat I can do it. And I still can't believe that I can do it, but 1 seem to be able to. This is a 

gift shop where my faith pays, and I'm wearing a different hat al1 together. Suddenly wearing high heels and 

dresses every day, 1 am the buyer, and if they ask me if 1 like the stuff, 1 tell them what 1 think. If 1 dont like ic, 
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The animal shelter 

"1 al50 started, about twelve years ago, an animal shelter in Fort Smith. It was needed like anywhere 

eise in the North nowadays, there is no other operating animal shelter in the North. Yellowknife they are 

trying to start one--they have a board. But they are not really doing that much, as 1 am. 1 started out taking 

in dogs and cats in a little backyard fence that I built myself. My husband didn't want it so when hc was out of 

town, 1 bui1t it. So when he came home he looked at it and said You did it.' And 1 did, 1 made the dwrs, put 

up the fence, and did the whole thing. And that was how I started--it had a dog house in ir, and the c m  wenc 

in my basement under che shop. And that's where 1 kept them. 

Then as tirne went, people were supporting it, they liked the idea there was somebody doing it, and 

SPCA heard about it and somebody came by one time, and was encouraging me about it. I've been getting 

food and heIp from people throughout the years. Today, we have four dog runs with dog houses in ic, and we 

have one nice buiit house--the college built it--we paid for the materiais, and that is the house where I keep 

the cats. We had more fence added just last year, and now it's a totally enclosed yard." 

The need to create 

'Now, we are ac the point, for the last four years, 1 have wanted to sell the shop. 1 feel cotalIy scifled in 

the shop. I am finished creating. I am now just doing it. It's a routine, and 1 can't say I'm bored, bur: I feel . . . 

as if 1 have heavy chains on my feet and my hands, 1 now long to create, 1 long for my loom, 1 long for my time 

for my sewing. I always do a bit of sewing, but it's not like-1 have al1 these magazines and files--1 have chings I 

have saved over the years. Things 1 want to create, and things 1 want to sell. 1 am ready to burst, 1 am rezdy. 

I am putting it this way, we have now gone through a long life together, my husband and 1, we have 

been mamed for thirry-seven years, and it's like now we are going into the last chapter of our life. Not 

meaning I'm ready to die, f mean we are going into a whole new way of living. And it's very exciting. We got 

ourseIves three acres of trees, virgin land, 12 km out of Fort Smith, and Fort Smith is very good to seniors, so 

we decided this is where we going to stay. We are going to build a house, so the day we sel1 che shop we wiI1 

have the money for the house, in the meanwhile we have a wann little log house on this chree acres, and we 
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are planning for che house, cutting Crees, creating a road, and we are creacing a back yard and it's very 

exciting. 1 goc my weaving loom, . . . my sewing r w m  aU planned, my husband wil1 have a workshop and a 

double garage. We already in our backyard have two geese and three chicks, and it's excinng. 1 couldn't wait 

CO pet chese--1 had a chance to get these little fellas fiom friends, and 1 think it's great. We boch love them, we 

cal1 them 'geese for geezers, chickens for chicks', and chat's al1 chey had. They're in my backyard rnaking a 

mess and 1 love it." 

Noce: Two and a half years lacer, in March 1996, Lillian came to Inuvik CO teach weaving to the Fine Arts 

students for one week. When she amved she cold me thac she had been diagnosed recently wich a 

rare type of cancer, and had just undergone chemotherapy. The one week she was with us was barely 

Long enough to incroduce the artwork she loves, but it whet the appetite of some of the women 

sntdencs. Lillian said also thac the shop is still for sale, and while she was away for treatrnenc, the 

community people got rogecher and srarted to build rhe addition to their new house in Belle Rock. 

She remains positive, reflective, and energetic, and is an inspiration co many. She said she appreciates 

the honor of k i n g  chosen as 'Citizen of the Year' in Fort Smith in 1995. 
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NANCY LA FLEUR 

South Slavey language teacher & moose-hair tufter 

Hay River, NWT 

Fig. 22: Nancy at The Western Arctic Cr& Festival in Inuvik in July 1992. 
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NANCY LA FLEUR 

Hay River, NWT 

This is a summary o. f Nancy's cornmena E.om an interview videotaped on luly 22, 1992 at The Western Arctic 

Crafts Festival in Inuvik, NWT. 

Chiidhood and early learning 

"1 came from Fort Providence. 1 do moose-hair tufting. 1 didn't actually start sewing when 1 was very 

Young, but from about five on. My morn made me sit down and sort the hairs with her, the rnoose hairs, the 

white from the black. Thar was our means of getting our allowance. As we got older, about nine, we wanted 

to try particular scraps, she didn't want scrap hair, and we didn't want scrap hair, we wanted good hair. We 

weren't allowed tu use her good stuff and practice on uncil we were older." 

Seiiing her work 

"1 was thirteen when 1 made my first one to seI1. Shc [mom] mmmed it better for me, 'cause it was 

not cut good enough. And then 1 started to sew, whenever 1 have time. And my morn said she learned the 

same way as her mother, my great-grandmother taught her, Lucie, and then her mother taught her. Boch of 

my grandmothers are dead now." Nancy says her grandmothers did not leam tufting from a nun, they learned 

it as it was passed down in the family." She walked around the tables and showed me what she made. 

Nancy's artwork 

'This [barette] is made of hide with a foam backing and beading on it. These [tufting pictures] are 

faster. Nobody can make them [the birds] this small, 1 even med. This takes much longer than the flowers. 

The rabbit takes forever. You use flour paste, flour and water, and you just draw the design onto [the velvet]. 

Nancy used to do large pictures l'but it was t w  expensive for people. They couldn't buy it. 1 put [the prices] 

down, they have to add the commission." 
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Passing on the siciiis at home 

Nancy has five children. 'Now my oIdest daugheer is Iearning, she's 13. . . . But she's not interested in 

it [tufcingj. Shers growing up the modern way, it's realIy hard for her to sit down and try. She gets a regular 

allowance every week, so she doesn'c have to work for it. But she tries". Nancy says thac she is noc afraid that 

tu&ng will be lost. "1 think the kids are growing up the modem way and it wil1 be years before she can sit 

down and try to sew." 

Teaching traditional skiils in sctimi 

"In Providence they are [teaching tufting in school], chey try, and a Iot of the younger kids are doing 

it now. But in Hay River, 1 don't see any of the young kids doing it." There is a cu~cu lurn  in the schooi b r  

students to Iearn some native crafts, "but the kids aren't interested. In Hay River there's j u s  rhree elderly 

ladies that 1 know that sew, any kinds of sewing, and there's another lady chat 1 know that does cufnng, but 

she doesn't teach it. What they're crying to do now is . . . co get more cradicional and other cultural things 

invoived wich the school, but they're having a hard tirne finding teachers. 1 don't know how that's going." 

Native teachers in schools 

Nancy was in the teacher Education Program at Arctic College, and she is now almost finished the 

Interpretedïranslator program, and says she enjoys that. Her speciaky in language is South Siavey. She 

wants to teach Ianguage in the school, and they pair that sometimes with native crafts. "1 think so, that's what 

they're trying to do now, to get a lot of native teachers, and that's what the aboriginal teachers are for, ehat's 

what they're trying to train aboriginal teachers [for]--to teach [language and] cultural and traditional skills. 

So the kids will leam their language and other tradirional skills." 

Note: Nancy was my student in the Teacher Education program in Fort Smith, 1989-9 1, and she 

demonsmced cufting to other studencs in the class. Many of the women €rom other areas had not 

seen this technique. She toM me before that she was the only tufier that made dny lictle birds. 

During the Crafts Festival she was busy helping wich interpretation and cash. Since our discussion in 
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Inuvik, she has completed the Inrerpreter-Tcanslator Training Program at Arcric College, and she is 

çeaching in Hay River. She is still doing a lot of tufting and her reputarion is growing. 

Fig. 23: Nancy LaFleur demonsnating tufung to scudents in my art class in Ft. Smith, 

1990. Behind Nancy are Joe Beaverho from Lac LaMame (now Wahti), 

Henry Chamey from Fort Good Hope, and Florence Peterson, Ft. Simpson. 
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BEVERLY LENNIE 

Inuvialuit educator, seamstress, cultural liaison, and arts organizer. 

Inuvik, NWT. 

Fig. 24: Beverly and her sister, Glenna Hansen, in Inuvik in Jury 1993. We three sang 

"Oh Canada" together at the opening ceremonies of The Great N o r t h  Arts Festival. 
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Inuvik, NWT 

Bev was a student in my art rnerhods c h s  ut Arctic Coliege in I n u d  inlune, 1990. Thar full, she and her 

family moved ro Fort Smith and she took the Teackr  Educarion program full-tim, and was in some other of my 

classes. Bev and her family Iived a few hors  fiom me a d  I goc to know hem betrer, and 1 saw her eue? summer 

in Inuvik. In 1993 Bev worked as the Artists' Needs Coordinacor for the Arts Festival. This is a stcmmary of 

Bev's comments j b m  an interview canàucred in her k i t c h  after the Festival ended, on August 7,  1993. 

Childhood and early learning 

"1 was born and raised in Aklavik, Northwest Terricones, but I've been living here in Inuvik for the 

past 14 years. Aklavik is a very multicultural community, there's the Gwich'in people, the Inuvilauit people, 

and the non-native people. There's about 800 CO 1ûOO people who live in Aklavik, maybe 100 are non-narive. 

My mother said that years ago when she went into residentia1 schools, they were put in there by their 

parents because a loc of the people lived out on the land. My mother said chat she spent nvo years in a 

residential school. In the school they did a lot of darning socks, stockings, and mending in addition to their 

studies and dornestic duties. My father-in-Iaw's mother was one of the first Gwich'in ladies to rnarry an 

Inuvialuit man from this area, Johnny's grandfacher." One of Bev's grandfachers was an English trapper and 

prospector. 

"1 grew up in a family of seven other chiIdren. When I was growing up and going to school 1 was really 

shy, and 1 wouldn't Say very much. 1 didn'c want to ask questions because 1 thought everyone would chink 1 

was stupid or something. When 1 was growing up 1 hated going out in the bush. It was lonely out there, 1 

wanted to stay in town and be with my friends. Even growing up 1 didn't eat a lot of nadicional foods that 

were prepared by my mocher, because 1 didn't like the taste of caribou, 1 didn'c like goose, and muskrat and al1 

chose foods. But now that I've been mamed, 1 guess your tastes change. Now, 1 love going out in the bush, 
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and it's a whole different lifestyle. i'm mamed and we live off the land, and we like doing things, I enjoy it 

more than 1 did as a child. 

My Uncle Jackie used to draw a lot. 1 used to sic and warch, just with pencil, he would sic and sketch. 

He was very good. 1 think a lot of those skih were acquired . . . when you live out in the bush. Sometimes 

you have nothing to do out there, like after al1 your work is done, so you would sic around and start sketching.' 

Terms: Eskimo or Inuvialuit? 

"1 consider myself an Eskimo, because chat's [the way] 1 was broughc up, chat was the term that was 

used by everyone, was that you're Eskimo. So chat's what 1 use, 1 consider myself as an Eskimo. Then when 

the land claim was being implemented, the peopie who were Ruent in the language, said that the proper narne 

would be 'Inuvialuit'. 1 myself am just becorning fimibar with that term, and 1 have quite a hard time 

understanding. Like there's the Inuit people, Inuit which means people, and Inuvialuit means one group of 

people in rhis area. Then 1 was speaking wich someone the other day who said there was another group calkd 

the [nupiat [Alaska Inuit], char's what 1 would be, so I'rn sri11 crying to come to sorne understanding. It's easier 

for me just CO call myself an Eskimo person. The term Eskirno was not an insult until the land claim. About 

OKO weeks ago 1 was speaking with an Inuk fiom Gjoa Haven, and I said Well, I'm an Eskimo' and he was 

upset. So we had a long calk about that the next day. 1 said 'You made me feel like 1 wasn't part of your 

people. And we are one people.' And he said 'Eskimo' to chem would be a swear word that was used by the 

Indian people to call d o m  the Inuit people. And 1 said Well 1 wasn't familiar with that piece of informacion', 

so itts really crazy." 

Artwork at home 

'The type of artwork that rny mother did was handicrafts--embroidery, and making parkas, and other 

winter clothing for her family. She usually sewed first, for my dad, then she would sew for the kids. Usually ac 

Christmas cime, everyone would get a new pair of mukluks. At Easter rime, everyone would get new whatever 

was needed. During the winter, those are cimes when we'd have new cloches for the winter. Christmas and 

Easter. They always wore their old cloching from t h  previous year during the Fall, and when the snow came. 
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A lot of people would go out to the bush camps for the season [in the fail] and chey would recurn at 

Chrismasame, or Eastertirne, whenever there was a holiday coming up or when there was feascing and 

dancing. That's the time when al1 the farnily would go back into the communiry and starc their celebrarions. 

guess chat's one way the women showed their skill." 

Learning to sew 

"1 learned [co sewl years ago, 1 used to sew duffle slippers to wear around the house. And I would do 

beading, 1 learned from my sister-in-law who was fiom Fort Macpherson. She caught me to do beading on th' 

loom." When Bev was young the parkas were made of "duffle was the main parc of the parka, then they had 

the cover which was usually made from, 1 think ic was, 'Grenville' or [otherl material, quite a chick parka cove 

material. They would mm them with wolvcrine, wolf or black bear fur, or fox. The lining would be made 

from thin materiaI, more of a wool. The reason they use wolverine is because when you'rc travelling, you 

breathe a lot, and the front of your parka [hood] usually fiosts up, and it [wolverine] wouldn't gec wet. They 

would be able ro shake the frost off the fur, so thac's why they would trim their hmds with wolverine trim. 

The fox, they usually used chat mm for young children because chey didn't go out much, so ic didn't matter if i 

got wet, because their visits would be short. The black bear they used, but noc very much because if you goc 

caughc out on the Land you could freeze your face. That's why they used tk different mm on the parkas. 

My mom made a lot of fancy jackets. We called them 'fancy jackew', they would be embroidered and 

they'd have fiinge on hem, chey would look more like a coat-jacket, with wool frînge around the yoke. " 

Preparing furs and hides 

"1 can remember watching my mother scraping and tanning a wolvering skin. It was a big job, becausi 

she wouId start ic and she would get tired of doing it. so she would go and ask this other old man co complete i 

for her. She would tan the beaver skins, wolvenne, and also caribou legs for making leggings. Scraping it, anc 

doing it nght from beginning, not smoked." They didn't smoke and prepare rnoose hides when k v  was 

growing up. 'That's something thar has been losc along the way, tanning their own skins, and 1 chink that 

Eskimo people use the skins differencly chan the Gwich'in people, Like the Inuvialuit people . . . use a lot of 
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the caribou, what they were able to pet from hunting. And rabbit fun. The Gwich'in people usually ranned 

cheir own hides. It would a11 depend on what area you came Crom. The people that do stiIl tan their hides 

would be the people from the Sahtu area." 

Traditional recognition of womenfs work 

The women never signed their work but you knew whose work it was. "Yes, and if someone wanted 

their parka mrnmed with Delta trim or braid, or something on it, they would [sayl 'Bring this over to Ruby 

Mchod', who's very well known for her Delta Braid, or Doris Blake, anocher lady who does reaIly g w d  Delta 

Braid, and Maureen Rogers. These ladies are really recognized for their fine mm. Or  if you want a pair of 

slippers made, then there's al1 these ladies who are known for their fine quality of work that chey do. I know 

chat Jane Charlie Sr. fiom Ft. McPhenon would be one lady, also my mother-in-law, Jeannie Lennie, or 

Margaret Lennie, and it would al1 depend on the type of work chat you wanted done." 

Influences on artwork 

"The Gwich'in ladies are known for their beadwork, and they do a lot of beadwork on baby straps, 

beaded slippers, beaded parkas with mooseskin and beads on them. The Inuvialuit are known for cheir caribou 

skin legging boots, their fur mitts, part of their traditional clothing, and ais0 mukluks. Both groups do 

embroidery. They embroider their mukluks and parkas. 

The knitting [with beads] is done by hand. My mother-in-law does a lot of that beading but I'm not 

sure who caught her how to do that beading because my mother-in-law is Inuvialuit, and the beading is 

Gwich'in. There is a lot of [cross] influence. 1 was just a t  Shingle Point this last weekend, and 1 was 

speaking with one of the Inuvialuit ladies . . .who was . . . knicting with beads. And 1 said '. . .what you're 

making?' and she said 'Oh I'm making slippers for my daughter for Christmas. And 1 said 'Oh how did you 

leam to bead?' And she said '1 leamed from the Indians in Aklavik.' So it's someching that each group passes 

on. 

Years ago there used to be a group for quilt-making, the WI, or Women's Institute in Aklavik, a 

group ofwomen first started by the Anglican Church, and they would a11 gather on a certain night and learn 
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how to make quilts. 1 think it was something that was passed on from the people, like say the RC [Roman 

Catholic priests and nuns] were usually French-speaking, and Anglican minisrers were usually English. Then 

the Bay clerks and their wives. . . ." 

Sharing Women's art skills now 

Some of the women "are protective of their ideas. Say if you want a pattern for a parka, 1 could take a 

jacket and get a pattern off of chat, but would 1 have lefi enough room for seams! Duffle is very bulky, so you 

have to allow for that. A lot of the native women would cut out their own patterns. My mocher would never 

cut out a pattern, she always had to have her siscer cuc ouc for her. 1 even remember my morher, whenever 

she wanted to embroider on a pair of slippers or mukluks, she would get someone else to draw the flower for 

her. 1 guess everybody would be recognized for the skiIl that they had in certain areas. So my mother would 

send enough macerial over to Elizabeth Hansen so chat she could draw her flowers to make che mukluks. And 

char would be from Aklavik over to Inuvik and then we would send [hem back. tt's funny. 1 guess chat's how 

chey used ocher people's skills to accomplish what they wanted. 

Before the parkas chat were worn were very simple, just a cover. The fur trim [was] on rhe botrom 

and around the hood and sleeves. Only the men and women who had the fancy parkas, meaning they had the 

Delta Braid on them, they would have someching ta do with how chey would get the materials. Then it slowly 

began m change. I think wlien 1 was about 16, 17, they started getting new parkas." The difference berween 

parkas now and when Bev was a child "1 think there is more mm puc on today's clothing, so that chey would be 

more modemized. The materials nowadays are easier to get, so they can do more. They're still bought from 

the store." 

Delta Braid 

"1 grew up with [Delta Braid]. 1 watched my aunt doing Delta Braid on parkas, my Dad's siscer, chat's 

who my Morn would get in the beginning to do her Delta Braid. I think a lot of the ideas for Delta Braid came 

fiom the wide store-bought mmming chat you would get. Years ago when my Mom would do parkas, she 

didn'c have someone to do her Delta Braid for her, especially for the children, what she would use on the 
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parkas wouid be the store-bought mmming. It was wide, like the lace, but not lace, so maybe a Ioc of the 

patterns came from mm they had seen. 

Years ago there used to be a fur shop in Aklavik, The Aklavik Fur Co-op or something, and chey 

ernployed about 20 or 30 people. A lot of the designs chat they would put on the rat-skin parkas would be the 

geomecric shapes. So it derived from chat 1 guess." 

Going to high school away from home 

"For me to get my education it's been a real struggIe. When 1 was growing up, the school [in Aklavik] 

only went up to grade nine, and then for me to continue on with my education 1 had to leave my community. 

1 went to school down in Fort Smith, and 1 did not like being away from home. Being in such a sauccured 

environment, 1 went back home. Then 1 med again and stil1 I couldn't stay away frorn home. So 1 jusc quit, 1 

was in grade IO. Then 1 started working and even then 1 didn't like being away from home. So 1 quit that roo 

and went back home to Aklavik. 1 only carcied on wich my education after 1 got married. It's jusc being away 

from home, you're nor with your family, and it's very important. You're with a whole bunch of studencs and it's 

jusc a lonely life. No boarding home parent can take the place of your parents, and ic's just an empcy feeling, 

it's IoneIy. Tc's not jusr your parents it's your other family, like your relatives, and it's lonesome." 

Gwich'in and Inuvialuit cultural relations 

"My brother rnamed a lady fmm F t  Macf herson [Lama Storr], and when they first got married, her 

grandmother, who is Annie B. Robercs, she's about 93 or 94 years old nght now, when they first got married 

Lorna introduced my brother Billy to her grandmorher. She said she was upset because she choughc BiIly was a 

white man, and she didn't want him in her house. Because she was ashamed, or embarassed because her house 

wasn't clean or anything. That was kind of funny. 

Now t think the Inuvialuit and the Gwich'in seem CO get along quite well. If there's a celebracion 

going on in one of the communities, like the carnivals that they have. Each year around Easter cime they a11 

go and mix and celebrace. There's a camival up in Fort MacPherson, that would be the Gwich'in people, a lot 

of the people from each community usually gather up there and join in the celebrations, in games or activities 



chat are going on. The Gwich'in and the Inuvialuit land daims are both separate land daims. The Inuvialuit 

is the land claim for the Western Arctic Inuvialuit, and the Gwich'in land claim is for the Dene people of this 

region. There are borderlines and there was a big controversy over the overlap of some of the land areas, but 

that was al1 sorted out, 1 think." 

Keeping traditions 

"My facher-in-law would not shoot a wolf, because of the belief chat his greac-grandfather (Gwich'in 

side) could change from a man into a wolf, so he does not to this day, shoot wolves. A lot of those 

superstitions are beginning to die in the younger genetzttions. Mind you, my husband, the first couple years 

that we were married, he trapped for a living, he provided for us. Every time he killed an animal, there was 

something in the neck that he had to break or something. He jusc did it because his Dad did it. And the 

reason he did it, his Dad told him, if he didn't break this then he won't pet as many animals as you would. So 

whenever he goes out uapping, like rny husband sri11 does, even though he's not superstitious or anything, he 

scill carries on that, what was handed down to him by his father." There is scill some gender-related division oi 

labor. "A lot of it, like the sewing and everything, is happening through the schools." 

Teaching the next genecations 

"They're trying to revive the culture of each group, by implementing it inco the school system. 1 think 

thac is okay in some ways, but then in other areas, 1 think these skills should be raught ac home. 1 guess it 

should be taught ac home, by the parent, and not by the school syscem. It is something al1 kids should know. 

because you know 1 just started sewing parkas last year, and the reason 1 scarted sewing, is 1 was thinking 'Hey 

I have five kids, like 1 always depend on my mom to do chose things for us. Like my mom's fifty years old, and 

if anything happens CO her who's going to carry on  the tradition?' 

1 think a lot of the skills are being passed on to other groups chrough night schools. Like they have 

sewing classes, and so that's one way of women passing on their skills. One way 1 disagree with, is schools 

doing [cultural teaching]. 1 feel it's the parents' responsibility to provide those skills that are needed to 

survive out on the land, and also for sewing. It seems chat the govemment is always seepping in and taking 
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over parental responsibilities, and 1 think it has to stop somewhere. 1 do agree chat a lot of the cumculum 

needs robe adapted more to the area that the child is fiom, but 1 think if they do chat they wouId be furcher 

ahead than trying to teach them skills for survival out on the land. Like 1 want my children ro go on ro 

university, and 1 dont  want them using al1 their cime in school for learning the lifstyle of the North. Johnny 

and 1 as parents, we do ourselves, cake our children out on the land, and with their grandparents they learn 

the skilIs." Bev wants them co be able to funcrion in both worlds. 

Traditional ways of learning 

"Usually, the way children are taught is they sit and watch. They observe what the elder person is 

doing, they don't ask very many questions, and then they go and try it themselves. There doesn't seem to be 

very much verbal communication going on between them. Ic al1 depends on how you grew up. . . .I always 

express my kelings and if 1 want someching 1 know that 1 have to ask for it. So it would depend on the type of 

lifestyle that you grew up with. In my husband's home, my mocher-in-law, they don't talk very much. But she 

does a lot of crafts. She'll jusc sic and her grandchildren watch her beading, so chat's whac they want to do 

now. They want to bead and that's a ski11 that's being passed on, just by observing without verbal 

communication. A lot of children are very shy and don't ask many questions. I'm not sure if chey don't ask 

questions, if they're just shy, or they're brought up that way. 

1 think it does put aboriginal scudents a t  a disadvantage because a lot of them, if they don'r know, 

they jusc sic there. And i'm thinking, now they're either Iazy, just from my observation, or they jusc don'c want 

to leam, or they're 5hy. Or they want to learn but chey don't know how to do rhe work. 1 found ~ h a t  being 

shy, everything 1 did it didn't help me, because now it seems Iike 1 have to start over h m  chis point here and 

try to get my education." 

Language barriers in education 

"1 chink a lot of the system is based on English that's spoken properly, and a lot of ~ h e  hmilies speak 

another language first. Like English is not their firsc language. That's one problem chat a lot of the native 

students have, is coming from a home where they speak English, but it's almost like a broken English, because 
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their firsc Ianguage is Gwich'in or Inuvialuit or some other Ianguage so chey dont use the terms properly. 

Then chey go into a school setting, like when 1 was going to schoo1 yean ago 1 was always corrected for words. 

Then you go home and use the words that your parenes use for explaining about something. Then you go back 

to school and use chat and the teacher says 'No chat's not the proper way co use that.' You're always afraid of 

k i n g  corrected. Even my daughter Crystal noticed that when she went South, she said 'Oh everyone's always 

correcting me in my class for the way 1 say something.' Correcting her English." 

Cultural revival linked to pnde 

"Now, the children are being taught traditional arts and crafcs, and it's being taught more than it was 

when 1 was growing up. Because the land claim has been signed, and that's some of the things chat the leaders 

are fighnng for, to get back into the traditional way of life wich the drum dances and all. They had drum 

dances when 1 was growing up, but 1 didn't do any of them, like dance. I'd like to put rny son into the dance 

group. The culture is being revived now, because of peopIe recognizing that they don't have to be ashamed of 

who they are, or what they are. 1 think they are realiting chat it's someching important 1 think that it's 

important, but what 1 think is more important is getting an  education and being able to function in both 

worlds. 1 think it's really important for the children coday to get the courses that they need for university." 

University admission a struggle for aboriginal students 

Bev says that not having finished high school "keeps me from k i n g  accepted a t  universities. You 

need your Math and English 30 courses in order to be accepced. They have the mature student status, that 

you can be accepced with, but that 1 think is just lip service that's provided by the universities. Because in 

order for me to get into the University of Water!oo, 1 had to write a letter saying that rny husband has been 

accepted into the environmental resource program, and I think that ir's a waste of rny cime to be down chere 

while he's going to schnol, to be Sitting and not continuing on  with my Teacher Education program, and 1 

would really like to go to school, and 1 am Inuvialuit, or an  Eskimo person. Ic seems chat the only way chat 

we're accepted is by our native background. And 1 think it's reaIly unfair." 
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Aboriginal barriers to  post-secondary education 

"1 think that universities have to consider why a lot of these aboriginal studencs are leaving school. 

Why do they leave school? On my transcnpts there are only three courses, grade ten courses, and my marks 

are very low, buc what has CO be taken into consideration is, how a child is affected by being away fiom home. 

And it does affect their status in the school. 

I just applied recently to the University of Alberta and was refused admission, and I'm ~hinking of 

writing chem a Letter just to explain that it's really unfair. 1 think 1 have proven myself, firsc by going back and 

getting upgrading a t  the adult education centre chat's now Arctic College. Then by taking the Teacher 

Education Program, and doing v e v  well in chat program. Then taking university courses [in Ontario]. 

There's al1 these areas in one's life that affect the way that you're going to do in schoo1. What affccted 

my grades at the University of Waterloo, is that it is a whole different lifestyle down there and you have to 

adjust to it. It wasn't as hard [as without her family] but there's al1 chese little obstacles chac were placed in 

your way. Whac we were confronted with down there, was the high cost of rent and food, you have to pay for 

everything. Ir's not like living up here in the North where if you run out of food you can go and hunt off the 

land. So it's very costly in the south, and you don't have subsidized rent like you do in the North. Scudents do 

not own cheir own homes. A lot of [Northern] mature students who recurn [to schoou are already sec up here 

at home, they own a home, they have bills to pay on a monthly basis. They go down South co cry and bercer 

their education and the funding chac we're given from the govemment of the NWT does not meec the 

required amount needed co Iive in Souchern towns. In order to do well in school you . . . have to have all your 

family there, because if you don't there's al1 this added worry. Ic was better in Fort Smith with the whoIc family 

there. The whole cwo years chat I have caken poscsecondary education i've had a constant baccle with 

funding. It always seerns chat instead of concentrating on your scudies you're always fighnng for the right 

amount of money needed to compete." 
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Education in the North 

'Trying to get my education and trying to promote the importance of education is a real batrle in the 

North. Say, the cultural and naditional lifestyle, being integrated into the school system. Thar is important 

for surviva1 in the North. buc then you also need the academic skills to further your education. 1 rhink chat 

they need to focus more on the acadernic part in order chat the aboriginal studencs can go on to universicy. 

Those skills can always be learned when you return back to the North." 

Note: Bev concributed a great deal to thii research project: In 1992 she wrote a letter to the UBC Ethics 

Review Committee, explaining why 1 did not need permission fiom male elders before speaking to 

women. She and her husband, Johnny cook me to festivals and f i h  camps, and helped idenci6 and 

introduce me to wornen elders 1 would not otherwise have met. She was articulate in discussing 

culturaI differences between groups of people, and in explaining how things in the past were diKerent 

from now. 

Bev and fohnny own their own home in Inuvik, and are dedicated Christian parents CO cheir 

five children. Bev often helps Johnny prepare project proposais for her father's firm, Storr and Sons 

Contracting. In 1992193 Bev coordinaced the Stay in School program in Inuvik, and conducced a 

research survey of parents in the town, and she asked me co help her analyze the results. 

The Festival hired Bev as Amst Needs Coordinator for nvo years-1993 and 1994. Her 

constant srnile and jovial laugh put the artists a t  ease and endeared her to everyone. [n Fail, 1994, Bel 

began home-schooling al1 five of her children, and they are doing very well. Bev was elected CO the Festival 

Board in Nov. 1995 and began training to be the Coordinator of the Festival. Bev was fully in charge of Th 

Great Nonhem Ans Festival in 1996 the first time an indigenous person had held chat position. In 

Sepcemkr 1996, i3ev's husband Johnny was promoted to Regianal and Inuvik Airport Manager after years 

of training and experience. In Spring 1997 Bev helped do a research survey of Inuvialuic people in the 

Delca region on their understanding of self-government, and uncovered a lot of fear of the unknown. 
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MARGARET LENNIE 

Inuvialuit traditionai seamstress, carver, & cultural tour guide. 

Inuvik and MacKenzie Delta, NWT 

Fig. 25: Margaret holding a new 'Mother Hubbard' parka she just finished making for 

herself. Ptiotographed at her cabin on the Mackenzie Delta in late June, 1994. 
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In earIy Augwt, 1993, Bev Lennk took me to visit FLer husbandlohnny's Aunt M a m e t  ut h r  h u e  m Inuvik. 

We had tea and sh paaendy explaineci many dune to me. Several d q s  later I went back and videotaped her 

comments. I took alung some beaàwork 1 was attempting ta do, to ask her advice. T h  is a summary of 

Margaret's own words and commenrs ftom the in-ew uideocaped on Augwt 8, 1993. 

Childhood and residential schooI 

Margaret was bom and spent her early childhoad in Coppermine, but ac the age of six she was sent to 

school to Aklavik. 'The residential missions, to the Roman Catholic. I spenc almost six years rhere, not even 

[home] for summer holidays. 1 don't know, when you know nothing else, it's noc chat hard. . . . They used to 

have a group of people they called the WA, women's auxillary, and it was a young group of kids that goc 

together and we used to make little book markers, stuff like that with beads, and make [ ide  bags. 1 remember 

those things because I find now that they worked for me, because you found stitching, and it helped you in 

leaming how to put your needle, to sticch. They were important even if they were srnall, because you learn, 

that's your first project, and because you are sewing you remember ic. it cornes back to you, then you 

remember this is the way. . . . 

1 remember dressing a doII when 1 came home from school. 1 med co do something, I learned and 

dressed the Little doIl with caribou clothes. 1 don't remember whether it was good, but I was reaI proud of it. 

But your young eyes are not seeing the faults. I never did get around to making the waterproofscuff, sealskin. 

1 made a pair, but. . . 1 did the [chewing] but 1 didn'c Ieam it well enough." 

The importance of sewing 

"For us sewing was important because your men had to have warm clothes, and a woman that didn'c 

know how to sew wasn't considered a very good wife. So . . . they taught the basics first, [then] it was up CO 

you. If you weren't interested in improving something, you could be a sloppy sewer. If you didn't sew, if you 
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weren'c a gwd sewer your husband wouId suffer. He got cold, he got wet. you had to know how to sew. They 

sewed for everybody, if anybody needed sornething thac was your plan for tomorrow. Ir's an everyday ching. 

In April or March, 1 forger, there were people called 'inlanders', they were the people who [lived] 

where the caribou was, and they lived on caribou. They used to corne over to Coppermine to made skins for 

shells, cea, and stuff, and bring dry rneat. . . . ïhey  were called 'inlanders' and 1 remember seeing thii woman, 

she went up to see [sorneone's parka], she didn't admire the parka, she went over and turned up the hem to 

see the stitches. The stitches were important. . . . A well-trained seamstress could make little srna11 stitches, so 

if a parka was fancy or noc, if the stitches were not righc it was sloppy sewing. They could even turn someching 

over and look at the stitches, 'Oh, yeah, 1 know this woman'. Sometirnes you don't have to look at the bottom 

CO see the stitches, you look who did chat, whose style it is . . . . 

There's some things you know that you don't have to do thern anymore. Ifyou want to do them 

because you want to know for yourself--chat you know you did it, ic's a challenge. . . but chat chewing, and 

work on sealskins, is something ... to experience." 

Learning from an Indian elder 

A few years ago ..." then 1 was real1y trying to find someone who knew about how to tan hides, to show 

me . . . . Hyacinthe Andre's mother, this is an Indian wornan fiom Arctic Red, 1 remember ic was her birthday, 

and she came over. She told me she was going to show me something that was forgotten. She said they didn't 

use fiying pans at the cime, it's like you put it in a tub of water, and put a board across the tub, and heat up an 

iron, like a frying pan, and put i t  on ... u n d  it gets hot enough, and put the hide over it until it gets warrn, and 

then rernove ic. . . . She said they used round rocks inscead. Round stones . . . heat them up and just r d  ir: 

around on the hide to soften it. After you've taken the hair off, there's a layer that you have to remove before 

the hide can get soft. It's really [hard] to jusc do it by hand, without [good tools. They used] a caribou leg 

bone chat's splir, so ic's sharpened on both sides. You know the caribou leg bone? It's something like ours, ic's 

about this big [12"] and you split that in half, [lengthwise] and it's sharp on one side. You put lictle teeth, file 

shallow teeth that could snag on the [hide]. This is Indian stuff I'm telling you, from Arctic Red." Margaret 
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was honored chat Mrs. Andre chose her to tell, "and not tell the others, 1 know, 1 often wonder about that. 

[She toId me] through an interpreter, she didn't speak [English] a t  all. She was Loucheux, and she knew 1 wa 

trying [ro leamj. . . she could hardIy walk, she musc have been in her nineties at the time." 

OId ways of measuring 

"My mom was really good, she used to sew lots, she made her living with sewing. Somebody would 

corne and theyid want her to make a pair of shoes. And she'd look at their hands, and she'd make the shoes. 

They used to ask her 'How! How did you do that?' and she didn't know herself. She didn't realize chat was 

what she was doing. Or they'd happen to be standing on a tile, and after they'd go, she would go over and Say 

'chis is where his coe was.' There's lots of ways co do things. You don? have to ce11 them anything. There's loc 

of silent ways co do chings. The eiders didn't think it was important enough to tell anybody. It was their own 

thing, their own way." 

Margaret demonmaces anorher old way oimeasuring before rulers were cornmon. She stretches her 

hand out almost Aat on a piece of paper wich the fingers apart, and then rolls her hand forward on the middle 

finger. "Imagine my fooc Iine here, Sam's is like so--this size-the length of the hand plus one or nvo [finger 

joints]. Mine is not stretched too much. You leam yours and your husband's, you could use any fingers once 

you get used to ir. There's lots of ways to use hands." 

Keeping secrets 

'There are [reasons for keeping secrets], 1 think it's wanting to get something for it. This is sourhern 

stuff, down South everybody gets paid for what they do, and. . . they're getting land now, and they expect CO 

gec paid for skilk chat, ifs noc a bad thing. . . it's different. You can't approach a person, Say 'okay show me 

how you do that'. You have to ask them, and feel honored if they're inclined co let you in on something. . . . 

AI1 women have their own techniques. . . there's lots of Little things. I've got a lot too-see 1 just thoughc of ic. 

I've done chat! Like teIling. . .I have a daughter-in-law, who's originally from the South. And she's learned 

everything, and 1 admire her for wanting to leam, so 1 teach her. Sol 1 tell her, 'Corne and I'll teach you this, 
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but this is our own secret, our own way of doing it, don't pass ic on CO anybody.' I said that, 1 just thought of it, 

I didn't think 1 did that! 

I can't think of a reason, 1 think it's because ochers don't like to give you their secrets, so you're doing 

the same thing. I've known people thac Say 'No, you'I1 copy it and make money.' There's people that don't 

even like to give you patterns, like a parka pattern. And yec at the same tirne 1 tell people, You have to teach 

the younger people the basics, if you keep it to yourself, it's losc.' It's not because you don't want to. We've got 

to tell our people, find sorneone whose interested and cell them. [You think] '1 worked hard for it, 1 went 

through al1 this to find that out, so you should do the same thing. It would be good for you to leam."' 

Things are different today 

"There's too rnuch other stuff, other incerference. t don't live around town enough CO know. There's 

too much TV. 1 have nvo daughters and one likes ro sew, but noc much. But she does sew, and if she does 

something- don't lec her know i'm telling you Ais-- she does something and if there's a little tlaw in it, she'll 

cake it all apart. She's a prefecrionisc. and it's got to be perfect before she's satisfied. My other daughter is not 

interested in sewing. She still sews. Even if they are not incerested in it they still sew because you have to 

know a little bit. Like if you're out in the middle of nowhere and something nps, and it depends on someone's 

life, and its going to be used, it's got to be done. That they have to know, just a few stitches. There's some 

people that don't even know a few stitches. It al1 ends up survival. 

But now, there's social services, and the score, and everything ic's handed to you on a golden platter. 1 

think everybody shouId go out [on the land] with nothing, just to see if sou can survive. Long ago there was a 

lady on the dew Iine and she taught her kids. . . . 1 don't know what she did but she cold me. . . she took them 

out and taught her kids how to pick plants. She was good in Aklavik Iong time ago. That year was really 

hard, everybody had a hard cime, there was no jobs, noching, and everybody helped one another. We lived in 

Pokiak that time, and I remember we used to get cogether and we had al1 these little kids. . . . We'd Say 'lets see 

what we could put on our cable'. And she's one of chose wornen out of nothing she could make this delicious- 
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looking table. She could make things out of noching, she made canned tomatoes look gmd. She was a real 

good wife, good mother. and a friend." 

Teaching sewing 

'Your daughter, you have to start her off on something. Teaching her how co cook [and sew]. . . . If 

they are interested, if you find someone who is ineerested, push it, push them to doing it. And fiom there, if 

ehey leam the basics, they could find their own mistakes and learn hem them. 

Everybody must [leam] without knowing you're teaching. Even etiquette, when you say things ro a 

kid and give him something and he doesn't Say 'thank you' you're teaching him when you say 'what's the magic 

word?' You're being a teacher then." 

Beading techniques 

Margaret showed me a parka she made for her husband, ail in beaver h r  with a beaded smoked 

moosehide yoke. 'This is the beading 1 did. Outlines, you count beads on the outlines [of petals of flowers], 

and then the middle will take care of itself. Compared to buckskin or cowhide, [moosehide] is really easy co 

sew, you gotta do ic m find out. 1 do the [flower] center first, the outline, 1 count the beads, and then fiil it in, 

and then bring my needle out, and count the [petals], sticch it down, and this space the size of one bead, and 

by the cime you sew chem down, push it this way with your thumb, chen put the beads down. and then you 

jump over here, and then you fil1 it up with whatever, you don't count the beads. Stitches are covered in the 

back anyway, your lining, the threads dont  show. 1 do the same thing with this. Thar's why 1 could do it with 

one needle, techniques 1 leamed myself. Some design5 1 use one needle, some 1 use nvo. . . . The drawing 

behind there is just, you don't even use it when you count beads." 

Margaret demonstrates a beading technique on the fringed collar 1 brought with me. "You'll see the 

difference once you start. [pucting it around your finger] controls your thread and helps you space [the 

beads]. Doubling the leaf, and the stem--1 mean, i t  doesn't look finished when it's a single line." 
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pretty good. We should reaIly get into it more. One of my sons, my boys, did that, he did it coo srnail. Even 

before they started carving, I said 'make the drawings big because you're going to have to cake some off.' But 

he did litcle tiny people and chey were too small." 

When people ask, they are ready to learn. 

Margaret says that people have to ask if they want CO learn. "1 don't know if everybody is like chat. 1 

chink . . . a grown mari, a 30-year-old son, you can't go up ro him and say 'you're doing chis wrong. Do i t  chis 

way.' He's a man, you're ralking co him like a little kid. You understand? That's what it is. [ don't reaIIy 

know, it's j u s  our feeling, when you're asked to explain, it makes sense to me. . . . He's a man, he's no longer 

a child. But if he cornes to you and asks for advice, sure, you're al1 mouth chen. You just cell them, you tell 

them. He has to ask, and there's sometimes, sure you see something, you know what the result of chat 

sornething is, you have to go and warn chem. You Say 'If you gonna keep chat up. . . .' Even if you see their 

rnistakes, they're going to make mistakes, but vou have to back off, let them-mistakes are the besr ceachers. 

One time my daughter and 1 were talking, and she said 'How come you never told me that?' And 1 

said, 'If 1 told you, you wouldn't have heard me. And you did it and it sank in, and ic's in chere and you know 

it. And if 1 had told you, you'll just see my mouth moving, and it won't get through.' Like not tao long ago 

there's something, one of the boys was doing something not right with his kids, they told me about it, but I 

thoughc it's not the right tirne', and 1 chought '1 have co find an opportunity, the righc rime, rhe nght place, 

when it's happening, 1 have to be chere.' If 1 were to cell him about it now, it wouldn't even make sense CO him. 

When you try CO calk about someching that's happening, and it's not the right time, you dont  even make sense. 

You even confuse yourseIf. " 

Sharing a way of life with tourists 

Margaret and her husband Sam provide cultural mps for tourists out to their home on the Mackenzie 

Delta. Margaret explained that they are "sharing a way of life. They al1 do [appreciate it], you shou1d read my 

guest book. They do, they're really graceful for, because 1 caught rnyself not to be overly friendly. Sometimes 

when you're overly friendly, you think '1 wonder what he wants?' So 1 tried to teach myself, i act like 1 act in 
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my everyday life, not trying to put on, and it's not that hard after while. So they're looking at our tvay of life a: 

ic is . . . . We're not trying to prove anything, we're not trying to show that this k noc what we do, or it's dirty, 

we just let chem see, it's not fake. 

We cook a fish for them. . . we take them to our cabin, outhouse them. . . it's an hour and a half to 

get there. And we take chem to the fishing hole about 5-10 minutes, on our way over I have the smaller boat, 

and we set the net, and chen we take them fishing. They al1 get their fish, they're happy. And then we go  

home, and then 1 clean the &hl Sam cooks it, and 1 cook the bannock in the house [on the wood stove]. Thk 

ia a bonus, Iike a favor for them, ifthey wanc it cleaned, 1 clean it. And that's also advertising ulus which they 

are really impressed wich. The ulu--they really think they are something. If they med them it wouldn't be tha: 

easy, it's just, I've done it so much, 1 make it look easy. Anyway 1 clean some tish for them, if they want it, 

most of them do. 1 fillet them. cake the bones out--this is a favor 1 do for them, 1 don't have to do it. Sam 

cooks the fish, and then bannock. 

And there's people who say 'No I've never eaten fish before, 1 don't think i ï 1  eat, . . .' but they have 

tea and bannock and they end up eating fish. Sam puû onions in and spices, and ive cook it on those [racks] 

you know, the shape of fish? We dont take the scales off them, we clean them, put onions in, and dose it up, 

the juices stay inside, ifs a really good way of cooking, it doesn't dry. And then al1 the time is wasted. It's 

supposed to be a six-hour mp, over and back travelling cime is about 3 hours. And after tve sit down and eac, 

they just talk, and we tell stones, and then the next thing we know it's late so we have to rush. We make sure 

to Ieave a clean place, no scraps around, so bears can't get in. We had a bear once on the porch, i t  was a good 

thing it didn't go inside the house." 

Note: The following year, in lace June 1994, Bev and Johnny iennie took me in their boat with their 

children and we visited the home of Margaret and Sam iennie on the Mackenzie Delta (see picture ir 

Chapter 2). Bev's mother and father, Jeanne and Bud Storr also came, so there were about nine of us 

who just 'dropped in' without waming. We were welcomed warmly and with no apparent fuss, 

Margaret quickly had tea and bannock made on the woodstove. Sam and Johnny went to check the 

fish nets, and Margaret showed us a large metal storage building they recently built. That's where 
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they kept fun and hides, which were al1 hanging in bunches from Lines strung high across the space, tc 

keep them away from bugs and rodents. Thar's where Margaret showed me the new parka she had 

made, and I took the picmre at the front of this summary. Sam and Johnny brought back k h ,  

Margaret cleaned one and it was put on rhe fire to cook. Soon we ate, and the fish and bannock were 

delicious. Later, we looked ar old pictures and visited. 

Sam and Margaret continue to live much of the year in their cabin, without 'modem' 

plurnbing or electricity. Sornetimes they corne CO Inuvik to get supplies and visit, and they scay in 

their c o q  house in town where they do have 'modern conveniences'. They run tours for tourisw eveq 

sumrner, or in winter on requesc. 

Fig. 26: Margaret Lennie with Jeanne Storr near her cabin on the MacKenzie DeIta. 
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MARY ANN MACDONALD 

Metis traditional Seamstress, beadworker, and 

1993 Fort Smith 'EIder of theYearl. 

Fort Smith, NWT. 

Fig. 27: Mary Ann MacDonald in her Iiving room in April 1993, 

holding a pair of beaded moccasins she made. 
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MARY ANN MAC DONALD 

Fort Smith, NWT 

This is a summary of Mary Ann's own words, summmized fmn two conversacians: the first audioraped inJzcne 

1992, and mthet short incm'ew videompd on May 20, 1993, both ut her home in Fort Smith, NWT. 

Childboad and convent school 

"1 Ieamed only Cree and French as a child. 1 went to school in the convent in Fort Chipewyan from 

the cime 1 \vas four or five, 1 guess. My dad put us there because my mother couldn't look afcer us, she was 

very sick. So he put us there not long afcer my mocher passed away. My sister was just small, she wasn'c even 

walking. She was crawling when my mother passed away. 

1 didn't stay in the convent long enough to go with the big girls. 1 dont  chink chey ever sewed beads 

in the mission. Them days they didn't learn sewing in school. Just reading and wricing and chat way 1 finish 

noc even grade three. Some people, they Say things for nothing. True, some of the nuns were kind of mean 

somerimes for nothing, they'd hit kids, punish them for nothing, but 1 used to get lors of that because 1 didn't 

know how to talk English." 

Language difficulties 

'They used to give me books in EngIish and 1 had to read that. It was hard for me because 1 didn't 

understand, 1 couldn't read. If 1 didn't do it they thought 1 was just stubbom ... but 1 couldn't read because 1 

couldn't understand English. Well they used to cake me to the Sister Superior and she had a strap, and they 

used CO give me a good lickin'. Sister Superior told me Well, she doesn't want to read, so put her in the grade 

one, wich the grade ones in the other school.' That's what they did CO me because 1 didn'c know how to read. 

tt was hard." 
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karnuig stitches at school 

' m e n  1 stayed in the mission, long time ago, the nuns used to make their own cloches for kids, like 

underclothes. These flour bags they used to wash good, and chat's what they used to make the undercloches 

frorn. The stockings for to hold, there's lictle smngs so you tie them up. AI1 us kids we used to sew. Small 

stitches we had to make--that's where 1 leamed. 1 used to make loose strings about so long, the nuns told us 

you have to make small stitches, al1 small stitches. So that's how 1 learned, and lots of practice in how to sew. 

1 used to like that, when they used to give us sewing, 1 could do chat. Just only those garters and strings, with 

small stitches and thread o n  a small string of cloth folded up." 

Taken home to work for father and step-rnother 

"1 was about nine years old when rny dad mamed anuther woman. When he got rnarried, they 

wanted me to help inside the house to wash dishes and chat's where 1 leamed lots. ... My dad just rook me kom 

the convent. My brocher stayed in the convent. ... 1 was too young to do al1 those things. My srepmother was 

crippled, she didn'c walk righc. It was hard for her, so 1 worked a t  whatever she told me to do. 1 used to like 

working, so 1 lived there. My steprnother, her rnother was Cree and Chipewyan, 1 think rnixed, and some 

Torongeau-French, and her dad was pure Frenchman. My srepmother was brought up in town. Only after 

she got mat-ried with my dad, she stayed in the bush. 

When they took me out of school, they went out of t o m  tight away, they rook me in the bush where 

he was fishing in the fall. Them days they have dogs, and my dad he look after [them] for the Hudson Bay, 

and Colin Fraser, he had a store too chere. They asked him to look after the dogs, and he hang lots of fish in 

the Fall, so when he went to the dogs they could have something to eat. Make dryftsh, in the summer, she 

make lots of d+h, 1 used to help her. That's the way 1 leamed to do dryfish. They were good workers, my 

stepmother and my aunty, they worked hard for my dad. There were not too many children [in the family], 

there was my sirter Olive, brocher Oliver, sister Liza, brother Pat, sister Madeline-there were six of us. 1 am 

the oldest, others were older but they passed away." 
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ieatning to sew by watching 

"1 scayed wich my auncy, my stepmother's sister, Aunty Rosalie, [when] 1 went to scan school. 1 just 

speak French and Cree, and the Engtih book now 1 have to read. And 1 couldn't do ic, it was hard for me. So 

1 didn't even finish my grade t h e ,  so 1 quit school chat way, couldn't learn. 1 just stayed home with my Aunty 

Rosalie righc in cown. 1 lived with chem more than living with rny stepmocher. So she used to sew lots, chat's 

where 1 learned good sewing. 

My stepmother used to be a good sewer tw. 1 used to watch her and she didn't like people to watch 

her when she sewed. So 1 didn't watch her too much, 1 have to sneak away to watch how she sew, once in 

awhile, so that's the way I leam. 1 could see the way she'd put her beads, and embroidery, oh she used to make 

nice work. And those porcupine (quilis), she used to make those too. But that, I didn't learn char. 1 was 

scared-they used co ceII me if you drap the little pointed things and get chem in your legs you wouldn'c feel it, 

and thev just work k i r  way inside. So 1 %vas scared of that, so 1 didn't rvant to bothcr with chat, so 1 didn't 

leam chat. 

The firsr pair 1 made, it was for my brocher. He was big and 1 was eleven years old. She told me, 'you 

can sew beads now, you betrer make chis moccasin for your brother. So 1 did beadwork everything, and she 

cut out the moccasins for me, and she cold me '1 want you to sew it.' and she told me how to pleat and 

everything. So 1 did that. That's the first thing I did, 1 sri11 remember the Aowers, I couldn't forger because 1 

was so proud, you know the firsc ones. Ir: was my stepmother's design. Afrer that she said 'Now 1 want you to 

do beadwork for your dad, moccasins.' So 1 did that." 

Learning the old ways 

"Sometimes 1 used to stay with my aunty, my dad used to let me stay with her and 1 used to like 

working, just CO help her do everything. Her husband used to work the whole day for the Hudson Bay, so 1 

used to bring sorne wood for him so he doesn't have to do that after work. 1 used to haul snow to melt for 

dnnking water. That's what they used to use a long cime ago. But you never did cake snow from right close 

where we Iive. We'd go in the bush where there was no mil, and threw the snow from on top until snow at 
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the boctom is jusc Iike ice. Icy snow smailer, that one you take because ic makes lors of wacer. From on top, 

that snow doesn't make much water. Big bag, 100 pounds, 1 used CO fil1 it up and cie i t  on the sleigh, I used to 

pull that in, like a toboggan. And chat's the way we used to make water. Inside we had a big pail and put a 

Iittie bit wacer, fil1 it up with snow, slow fire with a big wooden bac and ic gecs fulI, that's what Ive used ro do. 

It was gmd, 1 did Iike working, inside too. Wich my aunty i used to wash the waIls, 1 start CO work for 

chem when 1 was 11 or 12, CO wash the floors, wooden floors, [hem days with a brush you had CO scrub really 

good. They were fussy for their work, wherever you wash, the oclier parc has ro look the same color. That's 

the way 1 Iearned. But 1 was gIad 1 was never dainty. And 1 sewed whenever 1 got the chance." 

Sewing for survival 

"1 have been making moccasins for sale since before 16, while I was living with my dad and 

scepmother. Them days, moccasins used to cost five dollars, and [hadl lots of beads. The store gave me the 

hides and che beads were mine. Them days the moccasins for winter, the uppers were made of smoked caribou 

hide--the kind chat wrap around your ankles-oniy for summer you put fur. Here in the boctom you put 

stroud, and you cuc small Iittle teeth. Now the scissors they got to make CO c u t  with, [but chenl by hand you 

make the ceeth. Sometimes we put beads on there too. 

1 used CO sew for tndians, somecimes they used to go away for the whole winter, just Chrhnas  rhey 

used to corne, chey used CO leave with me moccasins to make for the kids. Or gloves. They used to give me 

hides for chat, moosehide and some beaverhide. Beads, well, my scepmother's sister, n y  aunty, she used CO give 

me the beads. So 1 used CO seIl for five dollars, but [hem days it was cheap, the materia1. 1 used CO buy 

macerial for my clothes, my auncy's daughter used CO make dresses for me, but I worked hard a11 my Iife." 

Marriage at sixteen 

Mary Ann worked in her facher's house u n d  she was "16 years old. I mec this guy two weeks before 1 

was supposed to get mamed. Them days chat's the way--the mother and dad they fked it up. Afier chat they 

called me and chey told me about this. They said Tt's better for you to get married now, before anything 

happens. You havent got a real mother, its hard for us too.' 'How couid anything happen', i said? Even to go 
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to the washroom outside, you know at night, my brother has to corne with me outside and wait for me. He was 

smct, my dad. But 1 guess it was good. 1 don't blame him for it. 

Now when they asked me to get mamed, I thought 'Gee, my stepmother never used to give me 

butter', how 1 wished for butter. And tea too, with sugar, never. Just water we had to dnnk, us kids. 1 

thought, 'Gee, that would be nice, if 1 get married at least 1 can eat bucter. And dnnk tea with sugar.' 1 

thought it was only that, mamage for, 1 didn't know nothing. i didn't know noching because [hem days people 

they didn't talk to the younger people. What is chis mamage? You don't know. Well, 16, you're pretty Young, 

you don't care. That's the way 1 got mamed, and 1 didn't know anything. Well, after 1 goc mamed, it was 

okay for a little while. But my husband never went to work." 

Supporting the f a d y  by sewing 

"1 had to sew to eam money for my kids' food. 1 had children right away and had to earn a living for 

him too, buy hi5 tobacco. 1 supported my family with my sewing, even with srnall babies. But I don't know, 1 

didn't have no womes. Even though 1 didn't have very much, the on1y time ic was pretry hard, when 

sometimes 1 used to get short, and evening cornes and 1 have no sewing to do, 1 didn't have nothing to feed 

my kids, have to go to sleep without supper. MyseIf too. Then 1 used to sic down and try to finish for the next 

day, so 1 could buy some more groceries for my kids. Morning corne 1 used to go CO the store and buy stuff. 

That's the way 1 did. 

The men who Say they made a living for me, I don't chink so, because I've been doing this a long time, 

making parkys, jackets, mitts, mukluks, and everything I've been doing. Whatever they asked me to do 1 did 

it. It seems like there's nothing hard for me. 1 made my own patterns. My step mother s he had her patterns, 

expecially the moccasins. 

People would tell me 'you're crazy, having a man, and he can't support you, you're supporting your 

husband, buying his tobacco'. Lots of people used to tell me 'you're crazy'. The storekeeper used to ce11 me 

that because he used to give me hides to make moccasins for them co sel. He said 'Ifs enough you're 

supporting him, but 1 don't want you to buy tobacco. If you're gonna do that we're not gonna give you hides to 
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make money for yourself-' Locs of people told me chat wasn't right. 1 used to work hard, and he couldn't even 

cuc wood for me. 1 had CO go and cut wood in the bush. 

1 didn't know much about reading and that, 1 didn't know very much, 1 was just home al1 the time. 1 

dont  know, my dad broughc us up chat way. Not to go and bother people and go and visit, he said 'Some 

people they don't like chat, CO go and bother them'. So 1 [was] broughc up chat: way. After 1 got rnamed 1 

never did care to go no place, 1 just stayed home. Even today 1 never go no place. My daughter lives not far 

from me, 1 never go and visit. They come and visit me, but 1 don't go and visit there. 1 jusc go outside CO 

work. 

1 had to stay with him, 1 couldn't go no place. He used CO go out every day in the evening, sometimes 

come home three or four o'clock, 1 don't know where he is. 1 d o n t  know, 1 jusc didn't care. You know, if he 

don t  sray home, just as long as I have my kids and they're okay. 1 had six children with him, but the rest, ic's 

MacDonald's." 

Separation hom husband and kids 

Eventually Mary Ann and Daniels separated. "When we split that time, the convent took the kids 

because 1 didn't have no place to put them, 1 couldn't take the kids with me to stay with someone, just one 

little boy 1 cook because 1 didn't want CO put him in the mission. The people 1 was staying with would go for a 

beaver or  rat hunt in the Spring. They had a little boy, and they said 'It would be nice if you would come with 

us.' So 1 said okay because 1 was used CO chat, being in the bush, when 1 was living with my dad. So 1 was glad. 

But my little boy, now 1 left him with other people, chey were Anglican people. After 1 came back, 1 took my 

Little boy, and went to the Crees to take cheir family allowance--the kids family allowance. 1 signed my name 

with chem, and they kept my kids for a while until they were big enough." 

Learning English 

"1 was 28 years old when 1 learned English. 1 stayed with some people and this guy said to me, 'Talk to 

me in English', and when 1 answered in Cree or French, he used to tell me 'I'm not talking with you in French 

or Cree.' He said 'Answer me now, even if you don't Say it nght. If you don't Say it right I'11 let you know how 
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to pronounce the words.' So he used to talk to me so 1 thoughr I'd try, and he'd correct me, He tells me This 

is the way to say it next time'. That's the way 1 learned English." 

Chiidren 

'Toward the end the kids corne to stay with their granny here, and they run away frorn there and 

come back to me. They didn't like co stay with their granny, she was mean to them. Thar was rny mother-in- 

law, my husband's rnother, Daniels' mother. [Then] he came to [Fort] Smith, 1 was in Smith here cm, and 

him too, he came here and he lived with my girl. Some of the [chiIdren], after they stayed with me, some werc 

getting mamed or they were working, they were big enough. They wanted to be on their own. 

I stayed in [Fort] Chip, but after that 1 came here, 1946 1 came here. Since that cime 1 stayed here, 

but went ro Yellowknife for maybe five years we stayed over there, but we come back again and 1 lived here al1 

the time after chat. 1 never wanted to go back to live in Chip, I'm not used to that place, not since 1 left. Al1 

thc old pcoplc 1 know thcy arc pretty near al1 dead. There's just young people now." 

A new husband and more children 

'With MacDonald 1 had these kids now, and 1 had co make a living for them. He was a very nice guy, 

twenty-two years 1 Iived wich hirn." Altogether, Mary Ann had twelve children. "But two passed away. Until 

one day I broke up wich him too. 1 couldn't stand, well, that he was going around with somebody else. 1 

thought Tm not going to have a man that way.' He had another house, and 1 told him it would be better for 

hirn to go and stay over there." 

Settiing in, boarding patients 

"So 1 stayed here, and then more people came co scay here, and [now] chat's the way 1 make rny living, 

sewing and keeping people. 1 take care of people and they pay me, welfare pays me. Before that the welfare 

peopIe were helping me, when 1 didn't have anything. But after 1 started to cake patients 1 told them that if 

anybody wants a home, some patients, i'11 take [hem, and rnake my own money. So 1 did that, and took them 
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into my place, to look afier them. 1 was happy alone. As long as my kids were around, they were al1 big, my 

kids, they weren't small then. 

Me, 1 don't know much, 1 didn't finish my grade three. Sometimes I want CO wrice Ietters, since the 

cime i got here. . . - 1  could read now, but not all, some places 1 donTc understand the hard words. It's hard for 

me, because 1 never used to talk English a Long cime ago." 

Mary Arm an artist ot  designer? 

'No, 1 just sew. I'm just a sewer, that's all. And CO draw, well 1 just leam myself. 1 didn't know how 

to draw before, so 1 made up my mind to draw. I was still noc sewing to sel1 for people, I used to ask someone 

to draw for me, but sometimes they don't like to do it. So 1 have ro try, Tm gonna draw my own now, I'rn noc 

askin' no one.' That's the way 1 start to draw. From chere 1 Iearned more how to draw, and people used to 

bring their smff [for me] to draw for them, used co make a dollar or fifty cents. But fifty cents it was locs then, 

a dollar was Iots then, you could buy four pounds of butter with a dollar them days. This was in Fort 

Chipewyan, that's where 1 was bom." 

A family of artistç 

"My brother is still alive, he stays in Norman Wells, he got mamed over there. And rny sister 

Madeline, chat's che one chat used to cook for che pack, she stays in Fort Chipewyan. My brother, the one that 

passed away, ... they used to run that boat in Athabasca, from McMurray to Fitzgerald. He drew, but he made 

[chings] wich wood and everything. They used to use only chis--they called [it a] crooked knile--long cime ago 

they used to have rhat. That's what kind [ofl pocket knife he used to make al1 the things. Arnscs are in rny 

family, different things they rnake." 

Making parkas 

"When 1 could sew them days 1 could make parkas, 1 don't know how many parkas one year I used to 

do. Some fancy ones, some just plain with appliques. 1 don't draw a11 the designs, some my daughter draws. 1 

draw on the stroud after. 1 made locs of parkas, 1 used to do sewing early in the morning, 1 always did get up 
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[early]. Whiie everybody's sleeping 1 used to start and cuc out the parka, the new parka. After they al1 go to 

school I'rn free to sew, so the whole day 1 sewed. 1 finish one parka 1 used to finish [inla day. People don't 

believe when I Say that. But it's m e ,  I'm not bragging. Noc the fancy work, the appIiques. The fancy work it 

takes longer, about a week, the fancy work al1 around the sleeves. And 1 used to make the kind with the 

fnnges coo. Men's parkas more likely have the fringes, the ladies is different. Now the men's and ladies is just 

the same, you don't know sometimes if it's a lady or a boy. Some of them use the fringes with the ladies now. 

. . . Now 1 can't do ic very much [make parkas] it's too heavy, 1 get too tired. But I'm gonna try to make it for 

my daughter." 

Wd-hangings and siippers 

Mary Ann sews applique and embroidered wa11-hangings. "Everybody Likes the black one. 1 put 

canvas on the back afterwards to Save the stitches. 1 use wool and chat embroidery thread. 1 mk [hem 

because they look the same. When 1 haven'r got the color of wool, 1 just usc cmbroidcry rhread. It wcars the 

same. 1 havent[ made up my mind how I'm gonna finish chose piccures [appIique scenes]. 1 was thinking of 

getting somebody to make a homemade [framel--1 don't want to buy from the store. Moosehair 1 do, I've 

done lots of piccures, but 1 got nothing here to show. I've given some to my kids." 

When Mary Ann makes slippers her design has a right and a left. "That's so you could tell the left, 

you see chat's lefi, this one the stem goes this way, that's the righc. I always do the pecals different because 

that's what 1 do, that's my style. 1 don't know how to do porcupine quills. I ahays put the border around the 

edge of my uppers [beaded top part of the moccasin] because to me it looks not finished [othenvise]. I have 

some uppers made for moccasins, the large ones are for men. i make the same border around for finishing-if 1 

have red flowers with pink, then 1 put red finishing and white. 1 charge $75. I put a lining on my moccasins 

always--quilted lining-and they really like it that way because chey don't have to have socks inside the house. 

They just put the slippers on. 

1 always use moud for the upper. These are white to match the white caribou hide. 1 always make 

flowers with five petals. These [beaded piecesl 1 bought from somebody else who needed some rnoney. They 
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or around the top. Maybe I'11 make these up this winter and rry to make a bit of money. Here's another pair 

that are full-beaded. Somebody else made these, but 1 make chem sometimes. The full-beaded ones are $85 

finished. Thii amber moud matches almost the smoked m w s e  hide. They give me the foorprint 

sometimes, ... but not for babies--theytre just small. 1 just know what size. Sometimes they tell me what size 

they want, like for a gift." 

"1 used to make my own dolk and dress them up. So 1 used to dress them [dolis] up diffèrent, some of 

them, all moosehide, jackets and pants, moccasins. Sorne of them, they used to make fur parky, used to be 

kom summer caribou hide, fur che outside, and they didn't have zipper them days, so they used to put fancy 

stroud [down the front] here, and make these pompoms with woolzvith a little string, chat's the way they tied. 

Those leggings, with navy stroud, and on  the side wich white and navy, and from [the hip] you put fnnges 

down. That's the way 1 dress up my dolls, and moccasins, everyday moccasins. Those leggings, they have to 

have sornething CO stop the snow going up, so they used to make a garter with wool you braid, and that's the 

way 1 dress up my dolls. The white parka is stroud. The other one is al1 with beads, silk embroidery, they 

were really nice, and 1 sold them all. I havent made any doll cloches for awhile. 

1 used to make the doll too, these are too 'white'. It has to be like an Indian. What about those little 

coloured dolis you can find? Their face is kind of reddish--therels al1 kinds of Indians-some are red, some are 

dark, that way they wouldn't know. They [doIIs] cost so much now, because ic's homemade. When 1 went to 

visit New Brunswick, my daughter-in law stays over there, chat's for her I made chat." 

Taching the next generations 

"My sister's kids didn't learn to sew beads and embroidery, 1 don't chink so, not one of them. 1 taught 

my daughters. . . Mary Hill, Doris she could sew, and Shirley, she lives here with me, she could sew, and 

Lorraine, thatts the baby of the family, chat one knows how to do sewing. She's pretty good at ir. Only Gertie 

and Eileen never sewed. So four of them, they know how to sew. My daughter Mary, too, she can draw good. 
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With al1 that paint and canvas too, she can do that. One of my sons carves, his name is Freddie, he can draw 

too, really good. 

1 have lots of stuff for sewing, so when 1 die, my kids are gonna have that so they could sew. Like 

duffle, 1 have been buying some when 1 was making gmd money with my sewing 1 bought lots of stuff. 1 have 

to buy the hides now from Edmonton, and i t  costs so much, the face to go out. 

They had sewing class for making parkas and jackets and they told us to bring any of our sewing. Anc 

these were not young people. And they didn't know how to sew with beads, so they would sit close to me and 

1 showed them how to sew beads. Young people, 1 didn't bother. They used to ask me [to teach at] the 

school. But Sm one of chose persons, 1 don't like to leave my home, I'd rather stay here and sew, so 1 used to 

tell them 1 didn't like to go." 

Reputation 

'They asked me [to rnake things]. They heard 1 guess hom other people, the ones 1 sew for them, the 

show other people, they tell my name, and they phone me and they come here. So then 1 tell them, like 

parkys--pay this and this, and that's the way 1 used CO do sewing. 1 made lots and lots of parkys. That tirne 

they didn't sel1 no parkys in the store, now they're all from the Northern and from Inuvik parkys. ï h e y  were 

selling them. Them days it wasn't that way. So 1 made lots of parkys, men's, women's, kids. 1 used to charge, 

the ones that are not fancy, different price. If it's too big of a parka, well 1 have to charge more because 1 use 

more material. 1 just used to explain to them. Before 1 sew 1 make sure to tell [hem the price, if chey think it's 

too much 1 don't have to make it. So 1 tell them you have to put a deposit before, so 1 can start che parky, or 

maccasins or an~thing that way. 

That's the way they know my name because 1 did sewing for lots of people, and 1 see lots of people. 

Some of them, these people were here and they move someplace else, and they see my sewing. Norman Wells, 

there were lots of white people there, quite a few, my son lives over there, 1 did lots of sewing for over there 

too. For McMurray too. Native and white people too. Lots of natives they can't do any sewing around here, 

so 1 been making for them too. But the white people, they're the ones who 1 always sew for. 
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And 1 used to make neckiaces. bela, everything, litcle souvenirs, so I used to seIl al1 of them. 1 never 

did keep my sewing long. When they corne here and they see, they buy. 1 never sew anything this winter. 1 

didn'c feel Iike sewing, because too many of us here. Ir's hard when lots of people. At times 1 get tired but 

then 1 Lie down. 1 got too much to do, it's m e ,  the patients here, 1 can't just leave them alone. 1 have just the 

one patient now, but her siscer lives here too. 

So today I'm alone here but there are always my grandchildren and my kids. They are al1 around me 

so 1 am not lonely. I'm jusr happy." 

Note: When I visited Mary Ann in 1993 she had two boarders, a daughter and grandchildren staying with 

her as one big happy famiIy in her wood-frame bungalow in Fort Smith. On  Canada Day, 1993, Mary 

Ann was named Fort Smith's 'Elder of the Yeaf. When 1 sent Mary Ann a copy of this summary in 

1996, she wrote back in 1996, saying chat ". . . due to health problerns I have been unable to do 

sewing like I used CO." 
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A l 0  NEWWORTH, Monday. July 19.1993 

ELDER OF 
THE YEAR 

On Canida Diy, 17- 
y e a r d d  Maryann 
MacDonald was named 
Fon Smiih's Elder of the 
Yeur. Cammunity resi- 
den& submit names cf 
candidatas for îhe annu- 
al honar. 

- 

Fig. 28: Mary Am's picture in News North, july 19, 1993. 
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LAURELLE MACY 

Non-native painter and art educator 

Hay River, NWT 

Fig. 29: Laurelle at the 1995 The Great Norrhem Am Festival 

holding one of her paintings of native dancers. 
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LAURELLE MACY 

Hay River, NWT 

This is a surnmary of Laureüe's commenu fxnn a cmversation viàeotaped onJuly 2 7,  1994, at rhe Great 

Northem Arts Festival, Inuvik, NWT. 

Childhood 

Laurelle was bom and raised in Norrhern Alberta. "High Prairie, Northem Alberta. 1 grew up and 

spent most of my life there, out in the country. We grew up on a farm where we had horses. My mom was the 

kind of person, she'd get us a hone, a few horses, get us a cow, just so we could get up in the morning and rnilk 

it. We never even used the milk that we milked out of the cow, but 'you go out there and feed that cow.' We 

had it for a few years and we soid it. Just so we could get the experience of it. My uncles oicourse had cows, 

but our own personal cow! So 1 always loved animals. I gravitate toward animals, and it was just a natural srep 

for me to paint thern." 

Early artwork 

"My mom has a picture thac 1 drew when 1 was three years old of a little pig in a house on a stick, in 

paint. 1 dont know really why but there's a lot ofcreative people in my family. Musical, not way out, creative 

in a subtle sense, and I've always drawn. So me and my cousins would sir and draw horses though. I was so 

incessant, 1 would just spit pictures out €ive every hour. 1 have celephone books of drawings of just horses, 

different ways to draw horses, different personalities of horses, me and my little cousins would sit around and 

prop up these horse pictures, and we would Say, bkay chat horse,' and we would get into his personality. 1 

never had a lot of forma1 [art] education in school, 1 was always drawing in social studies. I'd draw a horse, or 

I'd draw an animal of some sort from another country, teachers would always Say chat 1 was the artist, 1 was a 

natural artist al1 through. They didn't even recognize me as an artist, they thought 1 was an animal artisc. In 
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art classes 1 would just do anything that was alive, like fish or horses, camels. 1 wouldn't draw anvthing else. 

They'd stick a flower in front of me to draw and I'd still draw an animal. 1 think 1 drew a lot of angels too." 

Rural Living 

"Also when 1 was younger, as far as my Nonhern existence, my father gravelled roads al1 over Alberta 

and the NWT, from Fort Smith right up to Fort Simpson. 1 really wasn't involved with any towns, or 1 didn't 

get invohed with any peopIe. We were stuck out with the gravel, you know camps, the cook house and a 

bunk house and such. We went to [live in] those places. . . . 

They didn't have any arc in high school, ~here  was no upper level training. They had some guy chat 

was a biologist, who painted o n  the side, and he was the art teacher, so he basically let us go on our own. He'd 

give us a medium and we'd draw flowers, and he'd say 'draw this'. But 1 never really blossomed, and then 1 

figured 1 knew enough and 1 was just scuck in it." 

Art coiiege 

'1 don'r know why I went away to coIlege as soon as 1 graduated, 1 had no idea. 1 was fairly airnless, 1 

had no direcrion in my own mind. Of course your father tells you 'Oh you should cake sornething that you'rc 

gonna gec out and make money and gec a good job', and that kind of thing. 1 don't know why 1 chose art, 1 

have no idea. 1 was wandering around, 1 was idealistic 1 guess. Oh, I'd like to try this, and 1 signed up for the 

art program--it was Advertising Design, at Ricks College, Idaho, 7000 students. 

1 was such a novice when 1 first went, 'cause 1 was so used to drawing my own way-I mean 1 had ctied 

things up to chen, and everybody said 'that's nice, but really you don't challenge yourself.' And that's whac 1 

Say about anybody that is untrained. What schooling does, they never hold your hand and say 'now this is how 

you paint this.' ï h e y  make you struggle through it yourself. 

One class was three hours long, a studio class every day, and they'd give you a bowling bal1 and a 

cube, and say 'draw that'. And we'd say 'oh that's so easy' and we'd draw that and be done in fifteen minutes, 

and we'd stilI have another two weeks, three hours a day to draw that bowling ball. So pretty soon you gotta 

Iook and Say '1 can't believe we gotta draw this' but then you see the nooks, and the shading, you have to really 
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look. So that's what school did. We had a diversity of teachers . . . [and] it was an excellent, excellent two 

years. 1 wouldn't have traded it b r  anything --1 leamed a lot there. 

There was a toc of studenw that signed up for the art program. 1 didn't think it was gonna be easy. 

But by first semester most of them dropped out, there was just a handful of people lefc. You know when you 

get recognized-then you feel gwd, 'hey maybe 1 can do thii' and then you get absolutely hstrated,  'cause 

then you have to be able CO take criticism, if you're an artist. That's what people do, you stand up and Say, 

'Okay, critique this piece'. And you have to Say what you like about it and what you don't like about it, and 

it's hard to do that at first. If it's stiff, or cold, or unbalaliced, or it's tao-if something's irritating somebody, 

figure out why, what it is. So it's kind of good for the ego and bad for the ego atone time. You work really 

hard but it's great experience." 

Graphic artist 

'Then 1 worked as a graphic arcist in Edmonton for awhile, 1 think 1 was still too young though, 1 

didn't want to be tied down to nine to five. 1 never thought art was so [mundane] 'now, Ive want a sketch on 

a water treacment plant, and we need a logo for chac.' So 1 would work on that. 1 sri11 was a countw person. 1 

was stuck nght in the middle of Whyte Avenue, 1 had to take a bus there every day, so 1 wasn't chere more 

than abouc a year. 

Then 1 went back to Brigham Young University, to get my bachelor's in art, 1 got a minor in health, 

cause 1 enjoy heahh a lot, my teaching cercificate, and also a cerdficate in gerontology, which is the study of 

aging and dcvelopment. 1 enjoy oId people, I've worked a lot with them, and 1 just like old people. 1 like 

talking to them and fhding out exactly what it was like in the old days. 1 used to bother my grandma, asking 

her all kinds of things. Questions upon questions upon questions, so it was a nice supplement to my health 

minor, to cake that." 

Mamage 

"By chac 'me my Dad had bought the hotel in Hay River. i'd come up North to work, 1 didn't have a 

visa for working, 1 had ro take a few semescers off, and make a transition there. 1 stayed down in Utah, and 1 
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met a guy. 1 painted and 1 never considered s e l h g  anything, 1 jusc drew for my own sake. We got married in 

Saine Louis. When 1 was in Missouri 1 worked for a design shop, and they'd commission me, and i'd do pieces 

that would match a room. . . . This one guy had a big bar, like a New York bar, in his basement, and he had 

Peter Maxes hanging on his wall, and a Chagall, he was a really big art [collecror]. And he had a big weight 

room downstairs al1 in red and black, and he wanced me to painr, 1 think it was 8 foot by 4 foot, and so 1 

painted a nude man, really big muscles, and he's looking back, and he's twisted. . . . " 

Working in cities in the U.S. 

"[We] lived in Denver, . . . moved ro Los AngeIes, we were transferred there, and then my husband 

couldn't stand it anymore, and by that time 1 had my first baby. We didn't like it anymore-al1 the sarne 

weather, no snow, no rain, it was always the same, every day, and that drove me nuts--1 didn'c like it ac all. I t  

was tao packed. and you couldn't drive out in the counny if you wanted, you just drive through city ciry city. 

So chen we wenc back to Sc. Louis, and it was pretry staIe in St Louis. 

Pretty stale-the economy-vit seemed to me. And it's too hot for me--very very hot. And my mom 

was up here at the hotel-by this time my parents had divorced and she got that [hotel] kind of as part of the 

divorce settlement. And she was up chrough the summer al1 by herself and she had a big crew of about fifcy 

men that were coming in to live, to eac, and everything ac the hotel, so it was a big conaact." 

Retuming North 

"So we went up North, me and my husband, and there was my mom, and that was it. It was really 

hard when you have a hotel, like it's a real wild hotel, people are drinking and leaving their kids outside, and 

comin' in drinkin for days, go out, pass out, corne back in and drink, 1 mean, hard core drinkers. So we had a 

real wild, they cal1 it 'northem environment'. Everybody in Hay River has to go co the Zoo CO get a real taste 

of the North. It's something like the 'Range fan& in Yellowknife. But when you live there everyday, and you 

smell the ber-stained rugs and there's cigarette bums all over, and, it was--there was no way 1 could leave 

mom alone there. We just worked really hard, and we ended up staying a little longer, and then Pac, chat's my 

husband, got a contrace [power buffingl some planes up here . . . and so we thoughc 'we'll stay up here for a 
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year' and so 1 could continue to help mom with the hotel, and we had a general store, and 1 didn't like the bar 

scene much, so 1 hung out in the general store. And 1 had lots of rime to kill. 

You know we had ta order things, stock the shebes, you know, i'd work there all day long, why pay 

anybody, I'd just think. So either you stare at the wall, or you play [with the computer] al1 day or you paint. 

So 1 started painting--1 painted al1 kinds of scuff. People corne in to buy a chocolate bar and 1 had paintings 

stretched out on al1 the tables. Okay, bounce over and, and I had a Little gir1,so ir was kind of easy-it became 

Our front room this store. 

A girlfiend of mine, first she gave me a wildlife arts magazine, and so me and my cousins again, when 

1 was home, when we came back from Sc. Louis, we painted al1 of us, al1 together, way into the night A 

couple of days just al1 together, and it was the first thing--tbt was lace L989. 1 got started [again] with art." 

Making art again 

"If 1 had a good idea I'd sketch it down. And it's funny, because some ideas were parkas, but 1 

sketched it down south, but 1 just put it on a cracing p a p a  and it was just shuffled in al1 my stuff. Litde kids 

sitting on benches, wich unique lines in their faces. And I'd use the same idea. So I'd keep al1 these ideas, but 

1 didn'c draw, there was too much going on. Stuck in Iife, really, in jobs, and not really believing you know, 

there's so many artiscs everywhere, chat were reaIIy trying to get a job, chat 1 didn't want CO live on a sidewalk 

and paint portraits for $20. That's noc my idea you know, if you gocta make jewellry on a sidewalk aomewhere 

in Venice, California, you know it's not my thing. I didn't really push ic, maybe 1 didn't have the confidence to 

start painring. 1 came up North and finally settled down and 1 was doing al1 kinds of litrle bitty [paintings] , 

and 1 thought, 'Gee, this ain't bad'." 

Seüing paintings through a gaiiery 

"1 saw some of the Northern art that was reaching Hall of Frame, Hay River, [run by] Janis and Bill 

McBride, really nice people. She's so sweet to me, realIy encouraging. Such a Little thing to approach a 

gallery, why was 1 so scared al1 those years? 1 just don't know why 1 was so scared, but 1 just wenc in there-co 
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Yellowknife, and me and my sister were dressed in the mbbiest cloches, 'cause we didn't really care what 

anybody thought about us. 'It's the North', dress how you wanna dress, and just go up there. 

1 had al1 my paintings that I'd been doing in a garbage bag. 1 had done some really nice ones. 1 was 

proud of them. Proud enough that I'm gonna march around Yellowknife with a garbage bag full of paintings! 

And 1: go into the art gallery, only because it was the biggesc name that hit me. 1 phoned a few--1 guess they 

get phone calls al1 the rime, 'Do you wanna see my art?' Well, send me a sample 1 guess.' No real 

cornmiment. So 1 just went to Arctic Art Gallery, because it was the first one 1 stumbled onto, just slapped 

my garbage bag onto the table, said '1 do some paincings', and 1 just got out al1 these little ones like this, and 

al1 the staff bought it up before she even came out. 

But when 1 went around the art galleq it was Iike 'Gee this stuff is really nice in here'. 1 saw some 

stuff that 1 thought was just tacky stuff, it shouldn't be on rhe wall, 1 was shocked it was on the wall. But chen 

again, thece was a lot of nice stutt, and 1 thought it was a very nice gallery. It was the old place. And she said 

'yeah', and she bought up everything 1 brought up there. And she took care of me for a couple of years, selling 

stuff for me. And then 1 was off and running, and 1 haven't really stopped to look back. 1 was selling a lot in 

Hay River too. People found out 1 painced, and they end up buying it from me--you know the bar cronies. 

You get to meet 'em and you know them al1 by name. . . ." 

Portraits 

". . . When 1 started painting people 1 was looking for change. 1 didn't see a lot of paintings of 

Northern people, Dene people. There's not many Inuit peopIe down there. We go to the thnft shop in Hay 

River, a fantastic thnft shop, and al1 the Dene women, and we had some really neac women working for us at 

the hocel. . . . A lot of these interesring characters, you know, everybody in the bar, they said 'you know you 

should paint [this or that person] . . . You got the northem miner type, . . . you got the fisherrnen, you got the 

campers, we got people parked in our backyard because they canoed down the MacKenzie, and they 'Oh Iook 

at this place' and they jump out, 'we're from Italy and we thought we'd corne here.' Everybody just loves the 

atrnosphere there. 
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. . . So everybody in the bar says, 'why dont we paint these people chat hang out in our bar'? Like 

mom was saying this, paint and draw these people. 1 was chinking how we could make the ptace look more 

northern, we had a big birch bark canoe, and a big rnusk-ox head, and al1 kinds of little things. 'Paint these 

pictures and then we'll put glas on top and sheIIac ic on there.' So you see al1 these characters--regulars--you 

know, 'cause they're al1 what people come North and take pictures of, and you get to know them. So that's 

what got me started kind of. But 1 never really did a big bust of one. " 

Getting grants to paint 

" And then 1 got a grant--1 wanted to do Dene people. First 1 got a grant to illusaate children's books. 

T h e  Five Seasons of the Dene', with Phoebe Tatti, of the Official Languages Department. . . .I did al1 the 

illustrations they sent me . . . Then I applied for [a gram to paint Dene elders]. I was scill fairly fresh with 

painting the Dene people, when 1 did my paintings. The people 1 painted were people from Hay River, su 

when anybody saw the show, they'd Say 'Oh chat's Harriec'. . . ." 

Painting women 

"It's only been a couple of years now chat I've been painting faces. You see them--1ike 1 paint women 

for some reason--1 just naturally gravitate to women, cause they're so quiet. Their faces just light up when 

chey smi1e. Theylre so quiet, and they just shuffle around and do their own business, you know? But when you 

gec to know them they've got so many stories, fun things, a [or: of them have such hard Iives though. Really 

really really hard lives, and chey're stmggling with their kids who want Nikes, and it seems Like there's a real 

dissent--a difficult generation nght now. So I started painting them." 

The rneaning of ar t  to life 

"1 put real pressure on myself--'you gotm painc four hours a day', and al1 my family's a free enterprise 

type family. Nobody works for anybody, so if you do thac, you gotta take yourself fairly serious. So 1 was 

trapped in my own house, 1 always had to paint, '1 have to paint, 1 shouldn't be here 1 should be painting'. So 1 

couldn't really enjoy myself. And when you're in an uncreative mode, and you've got to get a lot done, Like 1 
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don't know about other artïsts, but 1 go into slumps where the bmsh is a thousand pounds heavy. 1 just can't 

keep on--so 1 got a job, 1 got out of the house, 1 get cabin fever. I'm in the house, its cold and dark al1 wincer 

long, my kids can't stand it when 1 paint, so 1 thought I'11 get a job. 1 got a job for the power corporation, lots 

of numbers. . . . 1 became instantly creanve as s w n  as 1 got a job outside the house. '1 wish 1 was painting' 

'Boy, 1 could--' 1 was thinking of al1 these things to paint in my head while 1 was working . . . . So it was a reall 

good experience for me to get that job. . . . Then 1 went to school this year--accounting school--to learn al1 

about about computers--lotus and accpac and al1 that kind of stuff. 1 feel like a person has got to be well- 

rounded because 1 don't want to be stuck for a job in art the way the economy's going. You just gotta be able 

to [workJ--nice to be idealisnc." 

Roles in her life 

Laurelle continues to balance the roles of artist, mother and wife, and has painced her children, "but 

noc as much as I'd like. It seerns like Itm always painting for somebody--1 gotta do a portrait for these people-i 

seems I've always got things on the table. 1 got things to get finished. 1 got to get ten paintings done, or ten 9 

x 12's' and so 1 don't have a painting on my wall. If it's on my wall for a little while, it cornes down and ir goes 

off to someplace, or sorneone will buy it off my wall. There's few paintings 1 hang onto. " 

A driving force 

"Art is definitely important, something 1 don't want to quit. It's almost like a hindrance because it's 

always chipping at your back, 'you should be painting, you should be doing something, you should be creacing' 

And if you don't do it for years--like al1 those years 1 didn't paint, it was always at me--'you shouid be painting-. 

don't waste your talent'. You know you have a talent--the Lord says, you should be doing it, you should be 

utiliiing your talent. There's so many people that--who knows someone here could be a world class athlete in 

sprinting, high-jumping, or javelin, but if you never groom it  you'll never see the fruits of it. So in my opinion, 

1 gotta keep at it. Y11 be a sad woman if 1 don't do it. I'm not totally happy unless I'm doing it. You know what 

1 mean, If 1 haven't accomplished something proper, Sm really hard on myself in art." 
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Tnfiuence of the North 

Laurelle's artwork has been influenced a great deal by che Nonh. "It's untouched. It's new. Ic's fresh 

land. It seems isolated. 1 j u s  reaiiie chac it's raw land--pu drive up on chat highway, and you have to drive 

through ic even CO Hay River, you drive up chere you goc four hours of noching but trees. You're stuck on the 

side of the road and you've got CO waic for the next vehicle chac comes along. You feel chat isolation. 

Especially we drove a11 over in the States, and there's pic stops, rest stops, but you get up here and there's a sigi 

that says 'no stops for the next LOO miles!' Just think in the Winter--it's absolutely unbelievable that people 

actually lived here and they had their landmarks and they walked through this land unmarked, really except 

for whatever they did, and lived al1 winter long having to hunt. Thar just blows me right away, and co think 

that some of the people that 1 paint . . . like chis interesting native man, really pure from the old school, . . . 

Oh the scories he'd telIl unbelievable, someone should have written his memoirs down. . . . 

The people up here, you can calk CO . . . this is the frontier-4's absolutely captivating. 1 like old 

people to begin wirh, 1 like oid farmers, 1 could sic down and talk CO oId farmers who raised 12 kids and they 

had to work hard. 1 love Iistening to [hem calk." 

Teaching art 

Laurelle has taught art CO children, and ro adulc classes. "A real mix, native and non-native. young 

and old. Anybody can sign up for a basic drawing class. They corne in and native people get frustratecl a littk 

bit easier. They have definice topics chat chey paint about scenes or flowers, 1 don't know if chat's because 

they're influenced by ocher native artists. 

One [woman] in particular paincs drying fish and everything, but she's from a very craditional 

[background]. She's educaced but she still filrers back, she's done al1 chis kind of stuff. She draws it, and she' 

sel1 her arc, she does it, she's reaIly aggressive. She's a really sweet Iitcle 80 pound lady, raised some beautiful 

kids, chat's a real tribuce to someone when they raise really good kids. She is really quiet, but when you get to 

know her, she's not planned aggressive, but she'l1 corne over to the house and say 'what do vou think of this? 

Should 1 change this?' So she's not afraid of anything. She's willing to learn. And it's nice to give everybody 
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encouragement, they come to an art class to refine the littie bit ofskiIls, they don't want to be put through 

hard core teaching. Hard core criticism 1 guess. She reaIly wants to iearn." The students painc "mostly 

traditional scenes. It's al1 so influenced by--in the South Slave--lots of Don Cardinal stuff. He . . . set the 

precedent, and like Archie Beaulieu--the younger natives are always drrtwing that same style. They put their 

own flair into it, but you see it coming out over and over. And then you see the eagles coming out. 1 feel it's 

almost influenced by southern markets. 

And the Dene seem a bit different-than al1 the southern natives. 1 grew up in a town with four 

reserves al1 around it, my best friends were native, but they're a Iot different down there. 

Note: Laurelle taught the first tenn of a Fine Arts Program offered by Aurora College in the South Slave 

region in 1995, and also taught a drawing and painting module in the Fine Arts Program in Inuvik in 

1996. She stayed atour house in Inuvik while she taught, so we calked a lot and got to know each 

other better. She has participated in two Great Northem Arts Facivals, and teaches art in Hay River 

and on the Hay River Reserve. She concinues to draw, and paint in acrylics. She produced a set of 

pnnts and cards in 1995 and her reputation as an artist continues to grow. In Summer 1997 she 

moved with her family bach to Udah. 
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Fig. 30: A pencil drawing with watercolor wash by Laurelle in 1991, 

of a young Mens mother in Hay River. 
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CECE MC CAULEY 

Seamstress, first woman Chief of the Inuvik Native Band, 

businesswoman, and arts advocate. 

Inuvik, W T .  

Fig. 3 1: These photographs of Cece appeared with her column in News North, a weekly 

newspaper published in Yellowknife, NWT. Photographers unknown. 
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This is a mmmary of Cece's comments fTom an interview vldeoraped onltcly 9, 1993 ut Cece's shop in Inttvik. 

Childhood 

"1 was born in Fort Norman, Norman Wells or around there. Everyone leamed to sew in the early 

days because it was a different world then. If you didn't sew you didn't have anything to Wear almost. Things 

were expensive, our parents were trappers, and so we made a lot of our clothes. There was pride in those day: 

because it seemed like women were nying to outdo each other, che compecition was great. When 1 was 

growing up we didn't have anything but the radio, but you could sir there and sew. Everybody did embroider) 

every family was q i n g  to outdo each other to see nho had h e  nicest, most embroidered clothes. Beading an1 

quills, and horsehair too-you don't see that anymore. They used to make the moccasins and around the 

tangue-they musc have dyed it--green, blue, red-che horsehair is long, and they nvisted them around and it's 

just like a coil, and you make designs with it. You don't see ic anyrnore, it's dead 1 think now. But they still dc 

quills and moosehair tufting." 

Learning to sew 

"Every girl who was born in the North was caught to sew at home and when we went to the convent 

we were taught to sew there too. Anyone boni in the North had to learn co sew. My mother taught me co 

sew, and then the sisten taught us in the convent. 1 went to school in Fort Providence, up the river." Cece 

leamed basic stitches and was encouraged to sew at home, but the sisrers taught her different skills at school. 

"In the convent we leamed to do quills, 1 remernber that, the nuns caught us. We had CO make dresses. and 

when we went home we had to make our own moccasins, and do our own embroidery, make our own cloches. 

There was a store there, but they didn't sel1 dresses, chey soid yard goods, and you had to make your own. We 

learned to sew with machines, on treadle machines. In the old days sewing gave us something co do. 
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We never did capesmes in school, we never had cime, we only had rime for basic stitches--in school 

we worked on machines and made our own dresses. We had treadle machines. Those nuns sure taught us 

good, and our mochers coo. If you didn't know how CO sew you didn't dress well. Buc today, thk day and age, 

kids have too much money, they dont even like second hand cioches. The hairdresser in town here, she 

cornes fiom Nova Scotia, and she said e v e w n g  chey wore chey cumed inside ouc evencualty rrying to make it 

more new. And here they won't Wear second hand clothes. My favorite sweater, a big heavy one 1 bought in 

the second-hand store in Edmonton. 1 love it. Just by fluke I saw ic for about $4. 1 grabbed it, and everyone 

compliments me on it. But people are too proud here, they donTt like second-hand." 

Delta Braid 

"In this area the women do Delta Braid and they're very proud of it, but gradually chey're losing ic 

because not many women still do ic. It started here with bias tape when ic came in. They didn'c have the 

mmming for coats--now you can buy ic by the yard. So some of the women scarted to make cheir own designs. 

This is what 1 heard--they cuc the bias cape in Little pieces, I don't even know how to do it. It ~akes a lot of 

patience to do a real good job. Only a few women do a real good job and it takes quice a while CO do it. 1 can 

narne the women on my hand who can do ic, and they're getting older. Everything now is already made. They 

buy a lot of mmming, but I'm telling you chey're losing it, and the white women are doing it--embroidery, 

rnaking parkas. 1 don't know what wc're going co do about it. The native women resent it when the white 

women do it, but 1 keep telling [hem, it's rheir own fault, because they're not doing ic." 

Influences on her designs 

When Cece first started sewing capestries she said she made Eskimo designs "because 1 was here [in 

Inuvik], 1 did al1 Eskimos because char's al1 1 saw around here. UntiI somebody said to me You're Indian, how 

corne you're doing only Eskimo wark?' And 1 said, 'WeIl, chere's only Eskimo animals up here', so 1 started 

doing Indian designs and they werir very well. In facc, more in demand than the Inuvialuit because they're 

more colorful. 1 love doing it you know. M y  daughter-in-Iaw loves doing it too. 1 can do one in two days--noc 

thac long, 1 can do that in sixceen hours for one piece. Thac's pushing ic, eh? 1 like co cake rny rime. No, that 
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one's simple, 1 could maybe do that one in a day. 1 cany it with me when 1 visit people. 1 keep it in my purse 

and it's just CO pass time. I'm asking $75. What you make, you're not doing it for a living, so 1 don't count 

that as making a living, it's fun." 

A Woman Chief 

"When 1 was a chief for ten years, it took me rwo years CO be accepted by the men. But 1 scuck in 

chere and then 1 ended up being one of the boys. 1 told the chiefs here once, 'l'd rather you got drunk and 

wenc to bed ac night, and come to meeting in the moming ar 9 o'clock. Instead of playing poker al1 night u n d  

8 in the moming and then come to meeting and fa11 asleep.' Even though I was chief . with a lot of paperwork 

and office work, going ro meetings, you have your leisure time, you don't work 24 hours a day. You work and 

then you have your time-1 aiways have my sewing there. 1 can't sic and visit now withouc my sewing. Ir 

relaxes you. Most of the older women who sew do that-they sew while they visit or watch W.  You're 

creating. " 

New Ideas 

"There's other little things like, if you have a bottle of wine, you want to rnake a little cover for it, a 

c o q  like a tea cozy? I make Eskimo do11 parkas with a liccle face on it, and you put ic over your bottle of wine. 

Like puppets, you can make puppets out of them. Theylre cheap, we sel1 them for cwenty dollars. and that's 

affordable. I'm in demand for chose, 1 just havent had the time to do it. Things like that--1 make duffels, gun 

cases. They like them because they're rough and they're lined with duffel. I've done how many ravens! They 

are so nice to do and 1 do them on pink because it's a sunset. 1 do them standing on garbage cans. 1 did one 

for my &end in Yellowknife in a black ring. A lot of people kame them, and is it ever beautiful. That's why 1 

don't put anything around them anyrnore, Nellie told me thac. 

Now people want me to do more flowers. Even native women are buying them fiom me. For my 

name. One of them said, You're going to be so famous one day, 1 want a tapestry.' " Some of Cece's sewn 

pictures are stretched on circles of wood. "1 tried to get the native men ro do willows for me, but they made 

such a mess of it. . . . 
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1 sit and 1 think 'what should 1 make?' 1 want it to be simple and elegant, if you put too much on it, 

it's too much. 1 want it simple. Sometimes 1 put just one little cariboou and a big white piece with a IittIe 

crack behind it. Nothing eise. 1 like simple--my b a t  seller is the eagles-everybody buys eagles. Some are big 

and they sit up on a branch, but the ravens are in high demand." 

An artist? 

Cece does not really consider herself an artist. "Not really, 1 do it for fun, 1 never took it seriously. I 

started because 1 saw the Inuit do it. Believe it or not, one time a guy said to me, one of my tapesmes like that 

with the seals, went for twenty-five hundred dollars. There was a movie star here, and they were auctioning at 

the mad napper bar. 1 was the chief then and the Band didn't have anything, so 1 said I'1i make a tapestry and 

donate it to you. They gave me $50 for it. 1 did a n  Indian woman very proud holding her feathers, and her big 

fiïlls, and 1 put Indian animals like wolverine, a beaver, and a wolf. They took it over there as their 

contribution. 

The next day 1 was a t  the airpon working at my cafeteria there, and one of the girls came in and said 

'you know you brought in the most money last night,' And 1 said 'what do you mean'? 'The tapesny it went for 

twenty-five hundred' and it was this movie star on Danger Bay. So the next day he wanted to meet the artist. 

Well 1 laughed. So he wanted to meet the artist and he wanted me to explain. WeIl my Little brain had CO 

wock fast because 1 had to make up a story. I'11 never forget it, he twk my picture and he even canied it on 

the plane--he wouldn't put it in his suitcase. . . . it was so funny. 1 don't consider myself an artist, 1 do it 

because 1 love it. A lot of them it comes to money now." 

Quality and criticism 

'%en they were going to do Seville [for the world's fair], 1 never laughed so much. This little guy, 

this young kid who was in charge of Seville, he didn't know--he had a bunch of iittle stufY, and we Iooked at 

what he had. We said 'we'll take this, this is no good, now chi is good, this is no good' by the time we finished 

we only had a few items chat were worth anything, the rest were garbage. And he didn't know the difference, 

he was going to send the whole thing to Seville. But they're too scared to put the people who know [in 



Western Arctic Women Artiirs - 2 1 

positions of responsibilicy]. 1 should be in chere, be a Deputy Minister, Bertha Ailen and 1. We should be in 

there but they won'c do ic because we don't have the education, but we sure have the brains and know how. 

We've been doing ir a11 our lives, but chey put these bureaucracs with degrees that's al1 theory-they don't kno\ 

whac the heIl they're talkin about. We know every person fiom Fon Smith co Tuk and who they are and who 

does what, who should teach it, who does carving." 

Marketing, pricing and s e h g  artwork 

"1 keep teIIing the women to make chings chat are affordable. That's why I'rn making my tapesmes 

srnaller. I outline with machine, only outside by machine, but most of it is done by hand. And it's fast, you 

can sic there and watch TV and do chat, and 1 tell them it isn't-you can do it fast, and it's good money and it'! 

affordabIe to tourists and customers. They make moccasins, a lot of them, and they sel1 them for about $150 a 

pair, and by the tirne a retailer s e h  them, they have to put the mark-up on it, and by then it's out of reach for 

most people. When 1 was at the airport I bought two mocassins from the women, I had to give them up for 

almost the same price 1 bought them, I didn't make a cent on them and they sat there for almost a year. And 

chis is the airport, 1 mean there's not very many people who have money to spend when they're travelling on 

their holidays. 1 don't know what the answer is. . . . 

The school principal's wife who makes parkas in town. and she does embroidery, she's selling coats likc 

mad in town here to a retailer. She's moving to China, her and her husband, and 1 said to the women, 'you 

jusc watch' she rnight be getring the Chinese women in China to make mass production and ship it back here. 

Then you're losing your culture-the women don'c like it when the white women do i t  but 1 said 'It's your 

fault! You do it.' 1 stick to tapesrry and 1 like doing ic. 

Goverrunent infiuence 

I'm watching the native people now, and 1 don't think their ptices should bc up high, but it's the 

govemment that's saying it should be high. I think they can sel1 more. Some of Mona's pictures used to hang 

in the family han, forever, and she sells, but her prices are high now. . . . I'11 tell you about soapswne. The 

soapstone-one time I heard the carvers in Aklavik went on smke because they were selling their soapstone foi 
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so much here, say wenty dollars, and in Inuvik they were asking $60 or $160. They got so mad they quit for 

awhile. Let the natives do what they want, they know what it's worth you know, But the government guy 

comes in with his degree of course, and says 'well, you know, you can get so much'. He doesn't know he is 

holding the natives back by making it too high. Now if he was reasonable, he'd sel1 ten times that much, and 

make ten dmes more money. But they Say 'no, no; it's got to be this price'. 

This is no lie, 1 heard that there was a warehouse in Ottawa and one in Alberta, full of soapstone. 

The gcivemment was buying them from the Eskimos, and piling them in these warehouses. And they didn't 

know what to do with them. So they hired a consultant, to see what they could do with it. So the first 

consultant group came out and they weren't too happy with them, so another consultant group took it over, 

and my fiend was in the second consultant group. And he said 'you wouldn'c believe these carvings, they're 

not very good, the carvers are doing it fast to make moneyt--it's the government again. So he said You know 

what we toId chern! Take those two warehouses and put them on a big ship and dump them in the deepest 

water in the ocean.' That's what they told them! What are you going to do with two warehouses full of 

carvings? Iithey sold them for a cheaper price, they would ruin their price. So who's crazy? " 

Eastern versus Western Arctic 

''In the East they are way ahead of us. In the Eastern Arctic they have five things we don't have. And 

1 don't know if we are asleep in the West, but in the East they have jewellry making--silver and ivory, thcy 

have a factory for that. They have a factory for [musk-ox wool] knitting, they have printing, and they have 

weaving, and they have five things that we don't have in the wesc. And I'm telling the leaders here to find out 

why. Why couldn't we have the same thing in the West? They're way ahead of us in the East. 

. . . But in the West we dont have al1 of those rhings. . . . The Aklavik Fur shop has been going on since 

Inuvik was created, 35 years ago, but they've k e n  up and down, up and down, and the governrnent even med to do 

a tanning [plancl in Aklavik years ago. They sent a white guy and a guard, and a couple of natives down south CO 

leam al1 about tanning. And we were al1 excited. Either you want to do it or you don't. They ruined al1 the fur, they 

didn't do it nght and the supervision was poor 1 guess. You have co get people who are willing co do a proper job and 

who are willing to help the people, not just do a bandaid chin:. 1 had an Eskimo woman visiting me here from 
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Tuk, and she's been in c rah  and she was so depressed, she came back from a meeting in Yellowknife, and she 

said 'you know Cece, we're way behind in che West."' 

Preparing hides 

The women in the western Arcric dont tan hides much anymore. 'No, that's past. There's a few 

that do. 1 think they sti1I do it in Liard, in some areas they do, where they don't have al1 the whites and 

modem towns like inuvik. Nobody does that, or very few. But around Fort Liard and Simpson, they do a lot 

of tanning. I don't even know if there's much in Dogrib area. Fort Franklin they still do, but a lot of them just 

bnng in moosehides, and you can buy moosehides from Alberta, Manitoba, in some of those places they still do 

them in the back woods of the North. Native tanned--beautiful hides corne out of Liard, 1 think in the 

Northwest Temtories that's the best place to buy a hide--through Liard." 

Reviving baskets and tufting 

The birch-bark baskets of Liard are well known in the NWT. "They're nying to teach it, the 

governmenc got them co smrt doing ic there, and they're picking up and that's their specialty for Liard. 

Around Fort Providence is Moose-hair tufing, and around some areas it's beading, around Norman it's mostly 

beading and embmidery. Up here it's beading, silk, and wool. Those people [from LacLaMartre] are more 

naditional. Although they do their own sewing, they are losing their traditions, very fast, because the younger 

generation are taking over and elders are too busy in their own tvorld--bingo and poker. " 

The poiitics of being heard 

'We've got to get new blood. People with vision and know--a lot of us are frusnated because we know 

what should be done but it isn't being done. They won't listen to us, because we don't have a degree. They 

are nice, some of them, but they go back to their own thing. People have talked, and the govemment said the 

same thing, over and over and over, and not a ching changes. Nothing changes. 

It's too late now to change, 1 think I'm at the stage where 1 don't care anymore. 1 Say that but 1 do 

care, about my art, 1 do care but ni fight them in my writing. 1 won't go and talk to them, I'11 fight them in my 



paper which everybody reads. You know they read two of my articles in cabinet in Ottawa? Jake Epp told mr 

they read it in Cabinet-two of them--that was during the Oka [crisis: standoff benveen police and Indians 

over golf course expansion ont0 sacred burial grounds]. 1 just cal1 a spade a spade, and CO come hom a chief 

it's quice something. But I'm not an ordinary chief. " 

Thoughts on government and people in powet 

"Go to these big meetings and ask a lot of questions: 'Don't you ask the average person for advice?' 

Al1 they have is people with degrees, the same people in government and in crafts. The big problem with 

govemment, they keep saying they want to try to help the craft people, but they pur people in charge in the 

crafts, or in indusuy or in the offices in Yellowknife, who have no idea of what craft is in the North. Sure the 

have a degree or a little paper on the wall . . . . I t  makes me mad because they have a chance of a lifetime. 

If they would use the average wornan--1 know women in this cown who should be in chose offices. Just 

giving direction, and give them the manpower to do the paperwork, but let them make the decisions. Where the 

rnoney should be spent, what to be done, where it should go, who we should have, how much rnoney to the East anc 

how much to the Wesc! Find out where the money's going . . . there's no money left to help the little people." 

Teaching the next generations 

"My sister had two girls, . . . she was here and her girls were just teenagers, about 12 and 13, and she 

just let them use the machine, and those girls were just sewing like mad, because she encouraged them. 1 

couldn't believe it, seeing these two little girls just sewing their own dresses . . . . k t  them use the machine. 

Myself 1 wouldn't let mybody use my machine. But it's up to the parents. But we're in a different world now. 

1 dont know if crafcs--there will always be a few, the ones chat are in their thirties and forties now, will 

probably try it. Most of the young women are looking at a career, and they don't even know how to sew a 

button on, most of them. 1 keep trying to tell them 'you need a hobby, have a hobby, you know, make 

anything. Make a neck band, or earrings.' 

My son when he was about six or seven, he'd come home frustrated, he had to make mitt smngs and 

sew, 1 guess its just a waste of time. They should ceach them the ABCs then. Where they should learn crafts 
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is in the high school, if they want to. If they want to teach it in the school. And the native women used to 

teach the high school kids how to skin rabbits and things like that, which is okay I guess. Same as Language, 1 

don't think they should teach language in class, in schools myself, I've k e n  against chat al1 along. They're so 

far behind in the school, in the education, just teach them the 3 R's. Teach them--if they have to go to school! 

even the elders say char--'why are you crying to teach the language in school, youtre just conhsing the kids!' 

But these do-gooden, again ifs the big bureaucrats who make the decisions, Well, you gotta teach the 

cuIture.' And there's a few [Narive] leaders, a lot of them are just as bad as the bureaucrats, because the more 

they keep their people down, the more sure they are of their jobs. 

In the school they teach sewing anyway. Most of the things the young girls do now is just beading- 

tiny litde eamngs, and 1 keep telling them, make big glamorous earrings, lots of beads. Not tiny Little things, 

you can't even see it. And they make a lot of hair bows and things chat they spend a lot of cime on, and they 

don't make much rnoney on. " 

1 have a daughter-in-Law, she's a white girl, and she's got diabetes so I said 'okay you make a doIl--let's 

try it.' So she drew a pattern but with the first one she made the body too skinny and the head too big, so she 

had to take it apart. So her second try was perfect. So 1 showed her, 1 cut out the parka, so she made it. We 

took ic over to tourkm and they had a bunch of dolls and they were so ugly 1 couldn't believe it. Our doll just 

stood out, and she gave me $100 for it. i said, 'no we'll cake $85,' because she had to put her mark-up, and you 

donPt want to be cm . . . . 1 know how long it took us, and we had fun doing it, so now she's rnaking a bunch 

more. 1 taught my daughter-in-law and she's doing good. If you're going to do something, do it right." 

Note: Shorcly aftcr this interview, Cece bought the Chicken Chef (franchise fast food) Restaurant in the 

center of Inuvik and runs it with her staff. Her wall hangings or tapesmes are on sale and help 

decorate the walls of the restaurant. She has a glass display case on one wall which holds other 

women's work on a smaller scale--beaded slippers and hairbows. She is still organizing women to 

make affordable sewing items, and is now also buying crafts for two govemment gift stores in Ottawa. 

She reccntly told me that she is tired of the restaurant, and wants to sel1 it to spend more time helping 

women get ahead with their artwork. 
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LENA OLIFIE 

Inuvialuit traditional seamstress 

Holman, NWT. 

Fig. 32: Lena in July 1994 ourside Family Hall in Inuvik at the site of The Great Nor& 

Arts Festival. She is wearing the parka, booa, and wolf rnitts which she made, and which 

she speaks about in this interview. 
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LENA OLIFIE 
Holman, NWT 

This is a summary of Lena's comment5 from a conversation videotaped on july 29, 1994, ut The Great 

Northern Arts Festival site in Inuvik, NWT. We were talking in Engiish, mt h first language. 

Childhood and school 

"I'm Lena Olifie from Holman Island, and I've been living in Holman for about a t  least 30, close to 30 

years. 1 grew up where there was no people. My parents used to live alone out on the land. Well, 1 don't really 

know much about crafts then, but my dad used to do a lot of hunting and sel1 foxes and chat. Later on, well, 

he's been gone for over 30 years so 1 grew up without a dad, and al1 that's kind of hard to survive and manage. 

Mom was gone most of the cime." L n a  says her father died "when 1 was about 8 or 9, wer 30 years ago." Hrr 

mother and farnily rnoved from the land into Holrnan then "about 1960 after my dad died. And 1 went to 

school in Inuvik for a couple of years, and 1 went back to Holman. And I've been living in Holman since then. 

1 went to grade three in Inuvik, and 1 couldn't go back to school. My mom was alone and she needed me at 

home. So 1 had to be home. 1 leamed it [sewing] fiom my older sister. My older sister--we got different 

mothers. 1 got five sisters and two brothers. i'm the oldest." 

Marriage and a family of her own 

Lena got mamed when "1 only just tumed 18,I guess. And 1 got three kids of my own, so 1 got a small 

farnily. My kids are older now. . . .the oldest is 28,27 and 21. My adopted girl is 14, so we got four grand kids. 

I've been married for 28 years." 

Beginning to sew 

"So 1 started [sewing] over how many years now, over 20 years at least--30?--over 20 years at least. 1 

started doing some sewings slowly and slowly since 1 was nine. 1 guess 1 started off with little animals--ookpik, 

seals, and everything, tapestries, and mitts, slippers and rnukluks. Later on 1 started leaming more and more 
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so 1 started making parkas--everything. So I've been sewing ever since chen. . . for long cime now. 1 make m 

own clothing and for my kids and chat. . . and 1 rnake everythiig--cIothes for my family. . . ." 

Seiiing through the Co-op in Holman 

"Where I'm from there's a CO-op store. But CO-op crafcs, where they buy sewings, it's not like it used c 

be before, cause there's not much orders for white people down south. So you can't really sel1 sewings there 

anymore and they--quite a few years back 1 know th-- the  only ching thac you have to make is the orders. Ya 

can't sel1 your own matenals there anymore, they don't need it. So it's hard for people to make money. Some 

people 1 know work there and sell their sewings there. So for myself my husband works so it's not too bad, bu1 

1 like to do some crafts and sel1 them. So it would be really a precty desolate place to go out to sell some crafts 

and al1 that. So we don'c have co look ar somewhere to sel1 sewings, and try and find some crafts to sell. So 1 

would really like to know where they could send sewings and crafts and that and sel1 them for us. Maybe 

whoever's in sewing and craits!" 

Seliiig work in other towns 

"1 have been doing some crafcs for sale, selring [hem before Chrismas in Yellowknife, and al1 over. 1 

broughc things for out craft sale from Inuvik Sewing Crafts, and I did pretty gmd. 1 make everything-parkas, 

mitts, slippers, mukluks, Little animals, wall hangings, but ic's kind of hard to sel1 sewings when you don't knon 

people. In Yellowknife whan 1 go, scores don't wanna buy sewings anymore much from quite a few years back. 

Before Christmas when 1 have a mp d o m  to Yellowknife 1 se11 crafts. I know this lady at Norchern Images in 

Yellowknife, Agnes, so 1 bring sewings ro her evew time 1 go to YelIowknife . . . . She used ro buy my sewings 

and chat, and 1 sold my sewings to her for white people. Just Iike slippers and mukluks, and mitts and chat 1 

did wall-hangings and al1 that. If 1 know I'm going somewhere, 1 know what 1 have to do. Well you never 

know what you're gonna do in future, in a couple of months, but I aiways plan to make some stuff, otherwise 

I'll be going somewhere or whatever. I'11 have some stuff ready, mostly wincer rime." 
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Sewing, artwork, lie and pride 

' m e n  1 do some sewings, like chat's your work. When 1 get onto my sewings, and do some sewings, 

it's mine. i sel1 some crafis and make some money for my family or whatever, and buy some grocenes, and al1 

chat. And 1 feel good about ic when 1 do some stuff like that for my family." Lena said she considered it 'art'. 

"Spring is really hard, summer is realIy hard to get things Iike that, because you want to be out 

camping every weekend, every day. You spend your rime ourside, and picnicing, or go out hhing and 

camping, and al1 chat. Bur: soon as it started slowing down, in August or Seprember, until-must be April or 

March-you spend your time inside the house, u n d  the weather starts getting warmer. 

1 have my free time whenever 1 want to at home. Like most of the cime, I'm hee but 1 babysit in the 

aftemoon. I started babysitting not too long ago. When you have a small family you're free because there's nc 

kids around and you're--my kids are grown up--so 1 have my free rime to do [sewing]. What to put there and 

what co do, and what kind oidesign to put. . . ." 

Lena leamed new techniques of artwork ac the co-op. "1 do my wall-hangings, 1 did some for my 

sisters and my %ends. Myself 1 dont do drawing so 1 never thoughc of drawing anything like that. I worked ir 

the co-op on and off. 1 do some paintings, screening and al1 chac, pnnts, aprons, Chriscmas cards, cablecloth 

and aU chat, so I know all about chat, but 1 never planned to have ic myself. 1 worked there on and off for how 

many years chen I moved on CO the co-op store and 1 worked there for four years and then 1 got out and I've 

been on and off, whenever they need me. 

1 know the co-op has really slowed down, musc be [because] not much orders. 1 know that changed 

because nobody wants to do sewing for the co-op anpore.  Not like how many years from now. How many 

years ago al1 the ladies used to so sewing, so there's sewing there, but now it's jusc [a] few ladies do sewing for 

[the] co-op. Must be that nobody's ordering from d o m  south. They only do some orders from co-op. If 

somebody orders duffels, mitts or whatever they let them know 'you gocta do the sewings'." Lena says the co- 

op doesn't buy sewing unless ". . .they need ic. If chey don't need it, they let you back out with it--they can't 

buy it. Like if you bring smal1 shoes or mukluks with flowers or sealskin or whatever, they'd Say 'Oh we don'c 
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need t h , '  and you just go back out and bring it home. That's how it works if they don't need it they can't buy 

ir." 

Getting materiais 

"The CO-op supplies the materials --duffels and al1 that, that's where we used to get Our materials when 

we need materials for parkas and everything. That's whete they ordered the supplies, or through the Northern 

store. But usually 1 ger my materials from Yellowknife when there's no materials that 1 want in Holman. So-- 

you just tell whoever works at the &-op crafs, or Northern store, to order this and they let you know when it 

comes in. They put it out and 1 buy it. 

Whenever I go to YeIIowknife 1 buy materials because they're cheaper. Back home you buy a meter of 

duffle is about 50 something dollars [per metre]." In Yellowknife it is "34 or 38, maybe 37 [per metre], so 

everything is . . . when you want materials you have to buy ahead of rime. When you have rnoney. You just 

buy ahead of time and you gec enough ro start everything. So inscead of buying it al1 at once. . . if you know 

that you are going to do some crafts, or wharever you need, you have to buy ahead of rime. i've never ordered 

fiom Edmonton." 

Preparing hides and sewing techniques 

'You can tan your own caribou skins, scrape it u n d  its soft and get soft, but you have to send seals to 

gec commercially [tanned]. You sel1 ir to the co.op." Lena says a sealskin costs "about 100 dollars, maybe 

108. . . I don't really know anything about it because 1 don't sew sealskins. 

Some ladies like to do sewings jusc rush and al1 that, and don't do a good job. So especially when you 

have to work on the skins like seaIskin and caribou skins and al1 those hides, you take your time to do thern. 

And put linings and whatever, duffels and everything. . . you find it different ways. Ladies like to take their 

time and do sewings . . . for myself 1 do sewing and take my time." 

Hoiman is known for the parka designs on the 'mother hubbard' parkas of calico with the ruffle 

around the bottom. 'You make your own design, whatever design you want to put. I never thought of putting 
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my name on. 1 don't know. 1 did lots of wall-hangings but 1 never put my inicials on. 1 always was going to 

make a better parka cover but 1 never had rime. You know, more designs, so. 

riiat's the new braid that puts stitches in embroidery or just skip stitches4ike needlepoint almosc. 

That's the new designs that we're doing in Holman now. We still do it [delta braid], but it's differenc. . . they 

find it easier I guess. It's more work. It's new so it might look better and nicer. 1 don't know. Lena said 

chat in the old days 'YOU might jusc find a braid [and) just put it on to decorate-braid or whatever." 

The other 'old' way was little pieces of inlaid hide sewn into geomenic patterns around the hem of the 

parkas and sleeves. "Ic's caribou hr, those little pieces, kom caribou summer-the very bottom so we jusc 

soften it and work on it for a long time . . . it's fiom sumrner caribou." 

Participating in the Festival 

"1 really enjoyed staying here, this is my first time. So 1 really enjoyed it and people are really 

welcoming and everything. So I'm real glad ta be here and I'rn enjoying this nice weather but [it's] too hoc. 

It's nice to meet other people and see their work and leam a bit Looking at them, and what they're doing. I'rn 

so sorry that 1 never had much sewing, because 1 didn't know 1 was really coming. If 1 knew ahead of time 1 

would have made lots of crafts, little rhings like rnitts, mukluks, parkas or covers, anything like that. 1 never 

really do much this spring--I1ve been going in and out of t o m  every week and camping. So I didn't never 

really do much. I thought 1 was not going anywhere, but 1 really enjoyed it. Maybe if 1 have another chance in 

future, 1 will try and make more than what 1 have." 

The meaning of the artwork 

"1 know about printing and al1 that, but 1 find it [sewing] easier. When you're used to doing things 

like sewing, it's just my job. It's jusc normal in my job, its easier for me. Sorne ladies Say that it's like hard 

work, but it's not. I rnean it's hard work but, itts my job. So I don't know, 1 just like to do some like my own 

cloches and my kids and my grand kids, so 1 do a lot of chat. A lot of times people ask Who made this for you!' 

and 'Oh, Lena made this for you?' and 'Do you make your own clothing!' Ir jusc makes me feel good chat you 

know how to do your own stuff and do your own clothing and al1 that for your family." 
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Lena said she considers herseIf an 'artist'. 'Yes, art [is] sewing and all that stuff. Yes, 1 can do things 

and all." k n a  feels chat art should be beautiful. 'Yes, or someways etse. 1 don'c know for other people." 

Lena's family Wear cradirional ciothing for "Special days. Myself I don't use my ciothing but special days 1 use 

them. Like Easter time, Christmas cime . . . ." 

The next generatiom 

In Holman now there are some children's sewing classes in the school. 'There's some, they m u s  be 

twice a week, or once a week they have a class. There's some people, chey do sorne sewing Iike duffels and 

shoes, embroidery and al1 that in schooI. Once a week 1 guess, or cwice a week." Lena says she doesn't teach 

young children, ". . . there's older people. . . . None of my girls do sewing, except for the youngest one. she is 

leaming a bit and made some slippers, and that and duffels at che school. None of my girls do sewing because 

they like CO work and maybe have their free time after work. I did [teachj rwo of them, my youngest one. 

Two of my daugbters chey not [cake] up sewing. One says it's too boring co do, my youngest I'm crying to s h o ~  

her how to sew everything. She can make wall hangings, she's been here once so a couple of years ago. She 

came over . . . 3  years ago fiom school. When she was Sn11 in school about 4 years ago . . . so she's learned to 

make some wall hangings and al1 that. . ." 

Learning to sew at home or in school? 

'They should leam it at school and home too from their mochers, so they like, ic's hard for them when 

they need money. Like myself, if 1 need money 1 just make sornething and se11 it, when I'm somewhere chat 1 

could sell it. But back home ic's kind of hard because you can't sell it back home if they don'c want ic. Like if 

i'm somewhere if 1 need something i'11 just make something and sel1 ic. Ic would be realry betrer if there were 

some younger people who leamed how to make crafcs and everything like thac. Inscead of iust waiting for 

money from somewhere else. Like from their parents . . . ." 

Note: Lena was recognized as an outstanding seamstress by her community and in the Delta region. She 

died unexpectedly in January 1996 and is deeply missed by her family. She was remembered fondly ac 

a women's meeting in Inuvik in March, 1996. 
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JANICE RAHN 

Nonenative printmaker, papermaker, teacher & graduate student 

Montreal, Whitehorse, & Inuvikflqaluit, NWT 

Fig, 33: Janice in 1994 ourside The Great Northern Ars Festival, 

shortly after her daughter was bom. 
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JANICE RAHN 

Montreal, Whitehorse, Inuvik, Iqaluit 

This surnmary is based on un interview videotaped on July 25,1992 ut The  Great Northem Arts Festival in 

Inuvik, NWT. 

Childhood 

Janice grew up in the Ottawa Valley in "a rural area called Alice, jusc outside of Pembroke, just 

outside of Ottawa. . . . it's real Canadian shield country, lots of rock and rivers. . . . 1 started by drawing, and i 

still draw. That's still the basis for my love of art because it's spontaneous and it teaches me to observe the 

world, and 1 think it gave me purpose for arr. 1 felt chat it was a way of observing the world, and [Il started by 

just drawing things, and gecting my IittIe brocher to pose. My father's very attached to the land, he lives on the 

same land that his grandfather farmed, and so 1 think my whole conneccion to art is chrough him-the feeling 

for the environment." 

Cearning art 

"1 was lucky enough to have a good high school art ceacher who was a porter. So in high school 1 

hung out in the art and music room. I had a mentor 1 suppose--it was this woman who lived in the bush and 

was a Christian Sciencisc, who had worked wich Arthur Lismer, and had a David Milne painting in her living 

room. And she was very eccentric, and really loved the way 1 drew. [She] talked a lot about [the] 

progression of children's art, so she would talk to me a lot about how children leam co see-going through the 

scribbling stage, and the syrnbol stage, and she was very much into art as a way of maintaining the child in you. 

1 [visited] with her a lot, because 1 wanted more support for what 1 was doing. 1 was getting a lot of pressure to 

be a Iawyer, and 1 didn't think 1 wanted co be a Iawyer. . . . My parents didn't encourage [art] --they always said 

that ic's okay for a hobby, but, my mother especially, wanted us to get a degree. She said it was especially 

irnporcanc for a woman, because she always worked, and felt that she didn't get as much pay as a man because 
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Printmaking 

"It's just the medium that 1 love-right from the beginning. 1 just took really well to pnnmaking. 

And the hard pan was, when you graduated, the professors don't prepare you for the real worid. 1 thoughc 

that one way 1 could make a living and stil1 do arc was to go be a nanny, so 1 went to be a nanny in Boston. 1 

worked four days a week and 1 still was dmwing all the time. Then 1 worked three days in an experimental 

etching studio--three days of the week. I wasn'c coo happy, [because] 1 didn't have any independence--living 

with other people looking after their children. 

1 spent every summer when 1 was in University in Lake Louise hiking and 1 really liked mountains, 

and 1 worked in Whisky Jack Lodge as a waitress at night in the bar. 1 hiked al1 day and 1 knew 1 wanted to 

live in that kind of environment. 1 saw a slide show on Pangnirtung and Baffin Island. So 1 Left and decided 1 

wanted to go to Northern Canada. 1 went and got my teacher's degree--Toronto University [for] one year--1 

took music as a minor and arc as a major. l-hat was really a good year. The Music Department was really 

active--1 was actually more active with the music. We made our own musical, 1 did al1 the sets, and 1 just 

really liked the collaboration of it. I accually ended up doing a lot of that in my teaching." 

Going North 

"1 applied to go to Baffin Island. I went co apply for a job in the North and 1 said 1 definicely wanted 

to ceach art, because 1 was interested in northern art, and especially the native people and their prints. So 1 

thought it would be a way of teaching and s'Il leaming about different forms of printmaking. 1 thought 1 

would enjoy teaching if 1 was always leaming somerhing new. And the school systems in the South didn't 

impress me, 1 thought ic was very stifling and so i wanted to leam about another culture. But they wanted a 

music teacher, and 1 said but I'm realiy not a musician. 1 said 1 played cello and piano, and they wanted me co 

teach guitar. So they hired me and 1 had to go buy a guitar and take guitar lessons. So for the next three years 

al1 1 did was music, 1 didn't make any an.  We scarced off making plays and then realized we were making sets, 

and writing music. 1 was trying to leam more about music and teach the children more by ear than by notes. 

They obviously wanted to learn that way, and I was getnng pressured to teach them by notes because the 
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Principal was a classical guitarist, and he wanted me to teach classical guitar. He would corne into my class 

and correct hand positioning, and he was very authoritarian. So that's actually why 1 ended up leaving." 

Building a house 

'While 1 was in Iqaluit 1 builc a house. If you're a single person in Iqaluit they put you in a high rise, 

an eight story high rise, it's totally alienated fiom the native community, and I thought the attitude of the 

native people was if you live in that building you're a transient. So 1 really didn't like it, so 1 built. 1 boughc a 

shack by the beach and then 1 moved ic onto a lot--it was a beautiful lot by the cemetary looking down on the 

bay, and 1 builc a two-story addition, 1 mean it kepc growing. It took me three years to build--1 was going co 

put just a lean-to addition, and then 1 said 'no, 1 need a studio', so 1 ended up going up nvo stories. You could 

never tell 1 started fiom this--theylre called 512's because they are 512 square feet--they are actually very 

sturdy." 

Janice was in Iqaluit three years. "The reason 1 left was because of this principal. He was jus[ too 

authoritarian, he made me feel like 1 was being watched al1 the time, and the whole reason 1 came to the 

North was to have some auconorny. . . . 1 really wanted to teach art, so chis art job came up in Inuvik, so 1 sold 

my house which was heartbreaking. It was my first house. 1 flushed the toilec for the firsc cime when 1 sold it-- 

u n d  then 1 had a honey bucket. 1 had m install a tank before the woman would buy it." 

Teaching in the Delta 

"So 1 came to Inuvik, and 1 missed my house, so 1 immediarely began looking around here, and 1 

bought anorher sort of unfinished house. and finished it. 1 wanted to teach printmaking, so 1 applicd for g r a m  

and got a press, the etching press we use here, and so 1 taught a lot of printrnaking techniques. 

1 really enjoyed working with the native studencs, in the East and the West. The art room is always a 

haven for them. 1 always felt chat 1 was getting the studencs that didn't fit into the academic Stream, and chey 

feIt very safe, because art is a part of their lives. They al1 have parents that carve or draw, and it is a different 

perception up here, that art usually means money. 1 was trying to grapple with that idea, because 1 wanted our 

program to be more self-sufficient. 1 did have an art auction--we did auction off the studenc's work. The 
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pnnts . . . Imked professional, so people did want to buy them. We made a lot of money, but at the same rime 

1 was encouraging the marketing of their work before they were mature. 

That bochered me, so 1 stopped doing chat. 1 did it for two yeaa, and then I stopped the art auction 

because 1 could see char a lot of the work that was selling was the typical norchem scenes. And 1 was trying to 

challenge [hem more to have other more conceptual ideas, maybe they wanc to make a political scatement, 

maybe think about thernsehes, so 1 preferred art to be more of a personal thing--self-discovery-rather than 

create pretty images CO seU. At the same cime 1 realued that a lot of cbese scudents would probably not go on  

to university, and I did give [hem sornething to do-to go back to their community-they could rnake a living. 

Some of the student work here [ac the Festival] is from some of the students chat 1 had here, and 1 can 

see char chey are doing chat. So 1 never came co a comfortable conclusion on  that, because, again 1 see a lot of 

work shown here is still che cure lictle images, and that they're not developing. They could leam more about 

other native groups. If I was to teach up here again, 1 would teach a lot more about different native groups, 

differenc syrnbols, . . . more about their native hericage and that they are relared to other native groups and 

chat it's a very rich hentage, and that they are very lucky to corne from that, because they have a lot to draw 

from. Ic gives them pride, and aIso gives them purpose, and thac's whac chiIdren are missing. 

I chink art education up heic is especially important, more so than in the South, because it's a way of 

waching them abouc themselves. The souchern school system is imposed up here--ic bochered me nght from 

the beginning. When 1 amved in Iqaluic, [Il realized that thii guy wanted me to ~ e a c h  c1assical guitar, and 

wasn't interesred in chat chey maybe wanred to play country and western or whatever. He wasn't interested in 

their needs at all." 

"1 think the other important one is drama. 1 use drama a lot, because 1 saw chat it was very important 

to draw from them--[fmm] their own resources. You can't do chat with a math program, because there is a 

cumculum, and chey are going on, or you have to assume that they are going to go on to university, so they 

need these tools. But with the arts chere's complete freedom so you need a person up here who is very 
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interested in the culture and is very interested in what the children have to offer and where they corne fiom. 

That's why 1 brought in a lot of artisrs, even before there was an  'artists in the schools' program. Bringing local 

community people or people who are successful as artistdike Abe Ruben came in for two weeks, hi brocher 

David came in for two weeks. It was reatly great for me because 1 would then leam, and 1 could see char che 

students jusc loved having chis fresh person. Because they are more equipped to ceach them about their 

culture than 1 am. That's what 1 was always running up againsc, that 1 really didn't know enough. " 

Making a choice-art making or teaching 

"The reason 1 quit teaching was--1 always said chat 1 didn't want to be an art teacher that didn't make 

arc. And 1 wasn't making art, so 1 felt 1 was sort of almosr drying up. 1 was losing a sense of what 1 felt- 

because 1 was always using the students as my medium--1 was losing touch with myself. 1 felt 1 was almost 

becoming a non-person. So it's caken me u n d  now-my work keeps changing. People [were] criticizing me, 

'what kind of work do you do? You keep changing it.' 1 had to try al1 these things again. Now I'm coming to 

terms with why 1 was attracted to aboriginal cultures, and how that relates to myself coming from a farm 

community. 

So 1 had a lot of respect for che native way of living, in harmony with the environment. And 1 don't 

think chat you have to be a native person CO appreciare that. 1 hate to see the world divided into camps where 

they say this is a native issue, the environment is a native issue, chat's tidiculous. We al1 have to be part of it, 

so my work is a sort of spiritual quest for myself, a matter of self-evaluation, who 1 am. finding out more about 

myself, and my values. . . . You just see so much art out there you just think, 'well, if 1 am going to create 

junk, 1 may as well not be doing it, I may as well be doing something else that makes a living. 1 may as well go 

back to teaching'. So 1 think if you're creating a work of art, 1 always question whar ir is 1 am saying, which is 

valuable for me. 

1 enjoy working with the [print] medium, it's very tactile. 1 think that's my strongest sense, the tactile 

sense. That's why 1 like ecching because you're working with an object, it's very sculptural, 1 like what the acid 

does, you're working with a medium that does things on it's own. Sometimes you're just a medium allowing ir: 
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was-he was getnng ready to sectIe down, so we were sort of on a different time clock. He was kcoming more 

and more-that he wanted co setde down, and 1 wanted to see things. 

Part of that is because 1 was making my own work, 1 was just craving new ideas. 1 just reatized chat 1 

had been living in isolation, and 1 just wanted to be a sponge, and people are a great resource, and 1 needed ro 

be around other artists. I'11 always be interested in northem art, and just what is creativity, what is art!" 

lanice came CO The Great Northern Arts Festival for several years. 'This has been a great week, part of it is 

because 1 have been away, 1 think. It is going to be interesting to be in a totally different environment a t  

school where it's art for art's sake. It's conceptual, it's totally different, 1 find chat too extreme sornetimes roo. 

Then it's just making art for other artiscs, and I'm not interested in that, because I'm interested in 

communicating co people. So 1 need to be slightly more balanced. 

1 want to build a studio. It's always been my dream from the beginning, which is one of the reasons I 

was investing the money. Wanting to build a studio--CO be a prinnnaker--involves money, you need a studio, 

you need presses. Now I'm a papermaker, 1 need a beater, 1 need a big set-up. 1 don't like working in cities, 1 

can always go to a city and use these facilities, because they are available in cities. There are princing studios 

in every city, but I'rn not happy in cities, so 1 have to build my own. And 1 have to decide where. And rhen if 

it's in a nice location, other artiscs ïvill come to me to work. So 1 think that will be ideal, where 1 can invite 

the artiscs that 1 want to work with. Rather than me travelling around, 1 can have them come to me." 

Recent work 

Janice commencs about her recent work: "1 started making hand-made paper--1 was making the paper 

and pucnng the etching on top, because 1 didn't want to work with just the whice piece of paper. That led IO, 

instead of working on the paper's background, 1 made a background plate, to put the pictures on. So chat's the 

direction I'm going. Now I'rn working on 4 by 8 pieces of plywood and I'rn gouging into the plywood, and 

putting the pulp on and pressing, as 1 go 1 press. I'm working with images, and I'm reaIly conscious of it. 1 beat 

up rags--1 was able to do each one of these in pulp, you make a base sheet, and lay your colored pulp on top. 
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Comparing the process of etching with the process of erosion. [you] see p u r  culture, landscape co recreadon, 

to water, and the parallel becween the etching process and the erosion of life." 

Ocher work is "a tongue and cheek parody of the bars and the macho lifestyle I experienced in the 

North. 1 had a lot of fun with these images, and since 1 love drawing, FI1 always make these kind of things. Ic'i 

part of my observations. This is making fun of the Americanisms, and ics pervasion into our culture. 1 did 

some drawings of some ladies playing bingo . . . showing the unromantic side of life in the North. 1 think 1 

divide my work into rhe realistic and the romantic, because the romantic does exisc, but 1 think it's in the 

landscape, and this exists in the towns. These are my social cornmentaries. [Other] work . . . is realism, . . . 

just starting with a sketch and chen working it up so it cornes, creating a mood, it's like a picture of my dog 

sleeping. 1 love doing thac--1 work with the aee  image a lot, the work I'm doing now with the plywood that I'n 

gouging, it will probably end up being Iike the growth of trees, and the energy of trees. The poplars were very 

weachered-the crees in the North are often very cortured." 

Janice now lives in Montreal, "getnng my MFA at Concordia University. 1 have most rccently moved 

from Whicehorse--i've been there since 1989. Before that 1 was in Inuvik h m  1985 co 1989, before that 1 wa: 

in Iqaluit-it was Frobisher Bay at thac tirne, 1 went up in 82 CO 85. So people ask me where I'm from, 1 have a 

bit of difficulty." 

Note: Since 1992 many changes have occurred in Janice's life: she became a mocher in 1994, and she 

eamed a Master of Fine Arts degree in Printmaking from Concordia University in Montreal. She is 

pursuing her Ph.D. while teaching, and she loves the philosophical part of academic life. Janice and 

her partner, Michael Campbell, also a master painter and printmaker, retumed to Inuvik to work for 

six weeks in the Spring of 1995. They would like to return CO the North sometime. 1 visited them ac 

Easter tirne, 1996, while 1 was in Montreal. 
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SUE ROSE 

Non-native painter, festival CO-fouilder, p p h i c  artis t, 

& former Holman C h  Shop manager. 

kiuvik, NWT. 

Fig. 34: Sue in 1994 at an exhbit of her work at Cafe Gallery in tnuvik. Her recent 

paintings combine acrylic paint with other materials, some traditionally used by 

Indigenous women. Here she stands beside an acrylic painting that includes porcupine 

quills, beads and thread. 
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SUE ROSE 

Inuvik, NWT 

Thrs is a summary of Sue's commenu from an inrerview viàeocaped on August 1 ,  1992, in hm business ofice, 

Rose Am, in Inuuik, NWT. 

Education 

"1 live in Inuvik in the NWT. 1 was actually bom and raised West of Chicago. 1 think probably like a 

lot of ocher artists, 1 just always enjoyed it [art], and moved through the regular grade school and high school 

doing artwork. Then 1 moved into college, and cook my major in artwork there. 1 enjoyed prinnnaking and 

majored in lithography as a major studio. 1 took my first three years of university at Illinois Wesleyan. Then a 

fncnd of mine said, 'look at t h i  school, it sounds great', and it did. 1 took my 1 s t  year at thc Nova Scocia 

College of An and Design. Ic has an excellent printmaking department. . . . In my last year, . . . 1 actuaIly had 

to do extra studio credits because NSCAD required more studio than my original college did. So 1 graduated 

from NSCAD. " 

Going North to Holman 

"1 met my tiusband at art school in Nova Scotia, and chrough friends we heard about a job in Holman. 

My husband asked me if 1 wanted to go live on an island in the Arctic. The Holman Eskimo Co-operative was 

Iooking for somebody CO ceach printmaking, lithography, and be the director of their pnnt program. It didn't 

faIl to me, it fell to my husband, John, and he was also a prinnnaker from NSCAD. . . . We went up there in 

1976 in the Fall, and he walked into a shop that didn't even have the ink cans open yet. It WIS a brand new 

shop and people keen co leam, and wonderful artwork, ic was really a tremendous experience for us. " 

Father Tardy & Holman history 

'Now the Holman Coeop was established by Father Henri Tardy, with the people. . . . People used to 

bring him drawings as giks, and he began CO see the potencial and the beauty in these things. And sort of hand 
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in hand, he very gendy encouraged the development of this, really uying not to intrude or make any changes, 

or influence as to how people did things and such. 1 don't know [how] Father Tardy, . . . got the idea to start 

the prints. They . . . started out with stonecut pnnts, after chat they incorporated stencil, then they bought 

the litho press. 

He also encouraged the marketing and che promonon of these. And different producrs they could try 

doing. I'm sure he's full of Iots and lors of scories, and the man should really write a big book. He left a year or 

cwo after us and lives in Washington State now 1 think. So their first print collection was 1 think maybe in 

1965." 

The Holman community 

'There were only maybe 300 souls, so 1 chink a lot of the health of Holman was that people had 

meaningful work. At the cime we lived rhere, the seal industry was going fine, the fox industry was going fine, 

so the men had meaningful work that brought [a] significant wage. There were certainly wage-eamers in the 

communicy, chat did construccion, drove machinery, drove trucks, fuel delivery, but the CO-op paid a lot of 

salaries. 

It was work chat people enjoyed, it was getting togecher as a social group, [it] had a rhythm to it. The 

plane would corne in twice a week and everyone would al1 go out and meet it because it landed right in the 

rniddle (if town. There were festivais during the year chat had a good comrnunity spirit. . . . Of al1 the places 

we could have Ianded in che Arcnc, it was one of the nicest places, we could ever have gone, 1 think. Just 

because of good Iuck, if ic hadn'c have been for the development of the CO-op, the print collection, and al1 that, 

it wouldn't have been as economicalIy healthy, and maybe there would have been more hardships." 

Co-ops in the North 

"We came in 1976, so ten years they [the Holman Co-op] were well established, and were one of the 

major pnnnnaking CO-ops in the North. There would be Holrnan, Pang[nirtungJ, Cape Dorset, Povungnirtuk 

and Baker Lake. 1 think he [Father Tardy] taught them pnntmaking, but I'm not sure how he came about the 
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idea. There's some small competition about when James Houston started in Iqaluit, or in Cape Dorset. It's . . 

my underscanding chat Hofman came by it independently, but just about the same time. " 

Managing the Cr& Shop 

"Shortly aker we got chere, three or four months, the woman who was running the craft shop had jus; 

had a child. and she didn't fee1 like doing ic full cime anymore, and she asked me if l'd wanc to do chac. So 1 

managed the craft shop in Holman from 1976 to 1980 when 1 had rny first child. When 1 came, the craft s h o ~  

was already a going concem. Ir was doing fine, . . . the shop ernployed about 15 to 20 women in the shop 

itself. . . . Whac we did in the craft shop, we silkscreened on fibric. 

In Holman, artiscs wouId submit drawings CO the CO-op for purchase. . . . Holrnan collected--1'm not 

sure what the tocal number of drawings is in the collection--but ic's a huge collection ofdrawings chac date 

back to the early ssiuties. We would go over and pull from che drawing collections designs and dnwings to be 

used on fabric produccs like tablecloths, wall hangings, napkins. And we'd always make sure to check with chi 

print director that these had never been used in the print collection, and weren't likely to ever be used in the 

print collection. " 

Work for women 

"So it was steady work for 15 or 20 women al1 rhrough the winter, and as much people as wanted CO 

work in the summer. But of course, people didn'r really care m rvork in the summer. I t  was al1 wornen becausc 

the men were either employed as hunters and trappers, or they were ernployed with work like construction 

work, or maintaining heavy rnachinery in the town. 1 wouldn't Say chac a man would have been refused . . . 

work at the CO-op, ic just wasn't Iike char. It was just like where the ladies worked. It wasn'c work chat would 

appeal to them. There is orher work in the town chat was shared. There were male and fernale carvers, both 

well-respected, male and female artists who did graphic work, and printmakers, and also jobs like janirorial at 

the school. Buc jusc in the same way chat it would be unusual to find a wornan driving a car, i t  would be 

unusual to find a man sewing tablecloths in the craft shop." 



Sharing work in the CO-op 

"In house, . . . first we would cake the original drawing and prepare it to be used in silkscreening. So 

we'd make al1 the screens, cut the film to be adhered to the screens, and I didn't do this, but these women 

knew how to do this and very well, too- Of course, I'd had some in school too, so 1 was okay with that, 1 knew 

what they were doing. The work would be pnnted, then the work would be taken, if ic was a tablecloth, and 

sewn around the edges, and the hem would be fringed. Then die work wouId be EoIded, kept in invcntory, 

orders would be pulled, people would pack them, and they would be shipped. It was a complere--1 really hate 

ro refer to it as a factory besause it  was not like a factory at all. It was a coeoperative work place. 

Quite ofien they would rotate jobs. Some people would cut fabric, because ic would have to be precut 

for napkins or placements or tablecloths, or aprons or whatever. You might cut chis week, you might fnnge 

next week, you might sew after that. But there were some jobs, like the person who seemed co know the rnost 

about the silk-screening, it was never like 'she's the boss' it was like 'she's the rnost knowledgable person', so 

we'd re fer to her. So, she would keep sort of the pnnt sc hedule. She'd say 'Well, this week we're gonna do 

tablecloths, next week we're gonna do aprons,' So my job was really--that was what we did in the shop." 

Buying work from the community 

"AIso we took in a lot of cottage sewing from, it seemed like, every pair of hands in the community. . . 

. We took in a lot of work that was sewing with sealskin, ciothing, artwork like tapesrries, or lictle funny scuffed 

animais char you can buy, little toys. So we took in al1 that from the community and we would purchase chat. 

Also we bought raw furs also, so 1 knew a lot of the men because of chat. They would bring fox furs, 

wolvenne, seals, and that was the most of it, and we would purchase those and send them out CO be tanned 

and get them back. 1 would be hiring and firing, 1 would be managing the budget, purchasing supplies, 

marketing new products, handling tourists that would come in, although it wasn't very often because you had 

to fiy into Hoiman. So occasionally, more in the summer, we'd get people who'd come in and want to buy at 

the craft shop, so we had a mail area. It was mostly wholesale with some reraiI." 
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Choosing designs 

"1 remember usually going over [the designs] with someone. We would look through the drawings, 

and try and find some designs that we thought were pleasing. I'm sure I had my opinion about what 1 thought 

would work well as a design. Say you have a tablecloth thac you're going to print. And the way the design is 

usually put on, it is mirrored in the middle. So you have the design this way and then you refiect it the other 

way. Now, for sure there are some drawings or shapes that will work better in that chan others. ALo a lot of 

the drawings were just pencil lines, there was no indication of where to fil1 [hem in . . . with a full black or to 

leave white. We would make chat sort of decision. 1 dont remember really doing it by myself. 1 remember 

doing it with other people. We would talk about 'well what do you chink would look best?' " 

Learning from each other 

"It was such a pleasant place to work. It was my first experience managing people, I'd never done 

anything like that before. 1 leamed more from chose ladies, but chen 1 had things to offer too. Mostly to do 

with dealing with people from South, and things like bookwork, which they hadn't leamed yec. But they were 

very quick to learn, keen to leam, happy to leam, and had Lou of new ideas to bring CO things. When you 

work with them you feel very much on a peer level. This is not, somebody down therc, ic's somebody you 

respect for their skills, and chey respect you for your skills. 1 really enjoyed working there." 

Major artists emerge 

"Agnes Nanogak [Tales from the Igloo] was one of the cote arcisw in H o h a n ,  she did drawings for 

years and years. 1 don't remember Nanogak ever working in the craft shop, She did drawings, she may have 

even done some printmaking at times. Eisie [Klengenberg], 1 think 1 remember her working in che craft shop, 

but she was doing her own drawings, and aker a cime, then she moved over to the art shop as a stencil 

printmaker, and has worked there since. Mabel Nigiyok also worked there for years and years in the craft 

shop, and she also moved over. My husband John didn't say Will you corne and learn to do stenciI 

printmaking?' Some of the other printmakers would say '1 need some help', or 'so and so would like to Iearn'. 
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And it wouId just be . . . informal, 'Mabel's going to corne over and I'm going to show her how to do stencil 

pcintmakingf and my husband would Say 'fine'. 

There were two different buildings. The craft and silk screen shop was in one building, and the art 

shop was a newer building, it had the co-op office, and the print area with the litho press, the big chubb safes 

with al1 the drawings, fireproof safes, and about three stations for stencil princmakers and stonecut 

princmakers. And when we were there they hadn't started as yec with woodcut printmaking. That came after. 

We stayed u n d  1984, my husband was print director for alrnosc eight years. Afier 1 had my fint boy, 1 

ofTered co keep on part rime, 1 knew 1 wouldn't want to do it full tirnc, but they chought they could carry on 

themselves, and they did fine. Probably a couple of the ladies took on what 1 did and worked with the co-op. 

There was a general manager of the co-op because they aiso had a hoteI, and a hardware store, and did 

contracts like he l  delivery, so it was a large operation. Probably the ladies worked with him CO develop 

budgets and just canyon and they did just fine." 

Archives: cataloging the collection 

"It hadn't been begun before we got there. It was a project, 1 didn'r: do it al1 by rnyself, cerrainly, 1 did 

some of the work. Some of the 'write the number on the drawing' and file it. 1 believe that was a project that 

was funded co catalogue the collection properly, because it was getting so huge, and it was certainly a joy. 1 

can remember going back with Charlene [Alexander], when we were going to have a special exhibit of original 

drawings h m  the Holman Co-op a t  the Festival, the first or second year. Anywxy we took a trip over to meet 

with the manager of the Co-op, to go through the drawings, and select a good representation, and O h  Cod. It 

was just great to see [hem again. 1 dont  know, whac a wondehl  feeling, it's a trememdous [feeling] . - . it's 

like holding a history of a civilizanon in your hands." 

History in drawings 

"So much of the drawings is storytelling you know. If it's not really storytelling, iis representadonal of 

like feelings. It's not just 'a man hunts a bear', and you've got a phocograph of ic. You've got how he felt, and 

what happened-the happening of the event. So it's like participating in an archeoIogicai project. Kind of a 



feeling of civilization and culture. And . . . you really begin to understand . . . [che] role [of] artwork, and 

what arcisa do. Nor just the people who draw, but creative people. How much of a role creative people have 

in civilization, and the advance of civilization. Thar which is out society. To have it . . . in a tangible form, 

and to be tuming the pages of people's lives, it was incredible. A lot of what 1 experienced in Holman 1 

consider such a gift to me personally, 1 would certainly not be the same person as 1 am today without the 

people that 1 lived with there." 

Artwork to  market 

'We had a big client list of galleries and shops that we dealt with, and then aiso we sent large orders cc 

Canadian Arctic Producers for dismbution farther South. We dealt . . . mostly with communities d o m  by the 

border. We had northern Canada, some shops we dealt with directly, and some shops they would deal for us. 

It was a funny system but thac's che way it worked." 

Market-driven artwork in the North 

"A lot of native artists seem to be caught up in the market. But who's to blarne chem. . . . It's been 

market focussed. It's been, in a lot of cases, a medium of exchange. I'm speaking solely from rny own 

experience, and what I know, which is a little bit about how ic's been for other communities also. In Holrnan 

we had a core of people who were really artisa. 1 would Say that the greater portion of them are really artists. 

1 don't know how it is in larger cornmunities, as Cape Dorset, or Pangnirtung, where they have much larger 

artist bases. 1 know thac a lot of people in the North can leam the skilis of prinmaking, carving and drawing. 

We're in a very funny transitional stage now, that has been going on for a number of years." 

Changing society 

"Of course, the whole society is changing. A lot of the arts are k i n g  affected because the market is 

changing. The people who buy are changing. The work that is being brought to the market is changing, and 

the sociecy underneath is changing. The society undemeath is not what it was, nobody can dispute thar. 

Individuals now, who are my age, say becween 30 and 40, [are] people who were bom in igloos and grew up in 
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tents. For maybe the first 12 years of their lives. That way is gone now. Their children did not grow up in 

that environment. ïhei r  children probably have had travelling experiences, camping experiences, storytellinf 

experiences, but it's not the part of their Iives and the sociery chat it was." 

Drawing on oew experience 

"So the experiences that they have to draw on for their artwork are just simply not the same. So whe 

you take those new experiences, like the famous print with the airplane that Parr did in Cape Dorset, 'Here is 

a new thing, here is Eskimo artwork with a new technology in it.' You have drawings by Kalvak in Holman, 

who is part of the old old way, the man is standing there with a rifle. ï h e  market doesn't know what to make 

of this stuff. People who buy--you have to know what they are thinking of. Are they buying to invest, are the 

buying because they want 'primitive' work? The market is not buying the product of a living changing artistic 

community, . . .1 don't think." 

Art patrons 

'Now . . . just as on the one side you have real artisw, you . . . have real appreciators of that art. 

Those are the people who wiIl buy a carving of a man who is using a rifle to shoot a bear, instead of a bow. 

They will buy something that depicts a modem day drum dance inscead of a drum dance where the man is 

stripped to the waist and he's wearing sea1 pancs and mukluks. They would buy, see the value in the work of 

people who are contemporary. And ic must be a hstration for the artists, once they realize it's happening, 

that many of the people who are in the market, are not incerested in work that is contemporary." 

The artist's dilemma 

"So what we have are arriscs that are market driven, and yet bound by a market that will not allow 

them to do their own work. They want them to do the work that they did [earlier], that reflects life long ago. 

Some artists are comfortable with that. They wifl do prints ofscories chat their parents told them, not from 

their own experience. Granted, a lot of the art and culture cornes from myth and storytelling, and these thing: 

don't really change with the change of society. The old legends are the old legends. 
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1 saw a vew powerful princ by a printmaker in Holman, Mary O'kheena, and this is a number of years 

ago. Mary's really one of those people that developed as an artist. She started ouc working in the crafc shop. 

She moved over co learn stencil princmaking. Her parents were 7rinunakers and artists, her father. She did a 

print of a woman and a child that were starving. It was grey, and it was sad, it was full of sharp things, the 

woman's haïr was ragged, her cloches were ragged, but it was sharp Iike claws. Ir was pinful. i'm interested ro 

see what the sales were on  chat pnnc. That's another story about markerabiliry." 

The Eskirno A m  Councii 

"1 remember in Holman, occasionally prints wou1d not be accepted by the Eskimo Arcs Council and 

we felt it was because of saIeability, but chat was somediing else again. It's an agency of the Federal 

Govemment, al1 the CO-ops had to send copies CO them for approvaI. Don't corne to me for the hitory of the 

Eskimo Arrs Council because 1 don't know ic, but 1 know chat when we were working in Hoiman, it was 

already a well-established fact, the govemment had appointed this body that would, in essence, review work-- 

proofi. 

The CO-op would produce proofs of the pnnt coIlection, al1 would go down to the Eskimo Arts 

Council, and rhey would sic and they would judge these works, review these works. 1 dont know the word 

they use, and they would say 'these are approved CO be published' and 'these are rejected'. 

The year we arrived, in 1976, they had rejected a pmof of a print of a woman, with a dead seal in 

front of her, and she had opened the seal and she was pulling out che intestines. And you had loops of 

intestines going around her. And this was rejected by the arts council. Now give me one reason. . . . What 

righc did chey have to judge the works that were chosen by the arcists and by the print program director! Ir 

seems ludicrous now when you look back on it. It would have been anything but saleability, it could have 

been poor design. But people in the arcs council stood up and said 'our purpose is not to outhne marketability, 

we are noc concemed wich saleability, but they cerrainly-we ccrtainly felt they were. i think chat's part of the 

reason that years lacer, Cape Dorset was the first to break away and form its own marketing agency." 
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Canadian Arctic Producers 

"Canadian Arctic Producers would not sel1 the coliection unless it had the 'chop' [ofl the Eskimo Arts 

Council . . . A chop is like a seal that a Company has, it creates an emboss mark. Al1 the work [had to be 

approved]; they would reject some, and approve some. The approved ones would come back and get printed, 

al1 50 of each, and they would be shipped to the Eskimo A m  CounciI for their chop. It would be next to the 

co-op chop, then the whole collection would then go to Canadian Arctic Producers which would dismbute it 

for the co-op. Some would come back to the co-op co be sold out of the community. But the majority of them 

would be sold by C.A.P. 

At the time 1 think they had the best interescs of the people in the North [in mind], when Canadian 

Arctic Producers was established, when the Eskimo Arts Council was established. Thcy were established to 

ensure that a level of quality was maintained, chat would ensure the continued success of the arts of the 

North. Also the saleability and marketability of the a r a  of the North. I'm sure the Federal Govemmenc was 

concerned that there was a good thing going, and chey didn't wanc to see i t  diluced." 

Changes 

'Now the whole market structure has changed drastically. Cape Dorset pulled away, and established 

an office in Toronto to market cheir own work. Then one by one [other co-op] have followed suit. There 

have been tragedies that forced changes. The destruction of the drawing collection in Pangnirtung, a fire in 

one community that destroyed their drawing coIlection. There was a fire in another community that 

destroyed the pnnt shop. There was a fice in Holman thac destroyed the craft shop--about a year after we left. 

1 know it was the fümace. It had a crack in it that you could see through. We used to s e p  over a hose in the 

back room that was the fuel line to the fumace. So these are terrible tragedies for the communities, because 

where are the dollars to rebuild? 1 don't think they camed insurance." 

Inuvik 

"We've lived here since 1986. When I first came here 1 was working as a n  artist, doing my own work. 

From there 1 moved to working with The Great Nûrthem Am Festival, and from there 1 moved to establishing 
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my own business as a graphic designer. 1 work in chat now and have for almost three years now. So my work 

has certainly changed over thac lime--my own artwork. And 1 think I've certainly changed as a person too, 

with a11 the experiences that you go through." 

Artistic development 

"1 did lithography in school, but after 1 left school, of course you don't have the pnnt shop anyrnore. 

So 1 guess, when you're young as an artist, 1 wish like everybody else in the world, that 1 knew then what 1 

know now. And chat 1 were standing in a print shop with time to waste. You don? see your work, in the 

beginning. T o  me you just see your work as things you enjoy that come out of your hands. 1 don't really chink 

that 1 Iooked at it in a spiritual way, as a persona1 expression. 1 may have with my mind, but 1 do so more now. 

My artwork is more a part of me now than it was then. 

After 1 left college, 1 continued to do drawings with colored pencils, and now that 1 look back on 

chem, 1 see them as lithographs without the press, because it gives you the same texture of the stone. Ic always 

appealed to me--the texture of the stone, shapes and colors. Then 1 took up calligraphy for awhile, and got 

really involved in that. It was a long time-1 was still doing calligraphy when we came CO Inuvik in 1986. And 

it was awhile before 1 felt cornfortable doing artwork that didn't have a quoce on it. Finally 1 let it go, and 1 

was doing color pencil drawings again. different though, and then 1 moved into painting." 

Criticism 

"So, 1 guess, for my own work, 1 am not pleased with it. In fact, when 1 get to a point, 1 find it very 

obstruccive when people tell you how much they like your artwork. That is one of the greatest obstacles chat 

an arrist has to learn to live with. Galleries and individuals coming to you and they Iike your work, and they 

want your work, and on a certain level any artist has to leam to live with that. Because if you listen CO chat 

cm much, you begin to do your work over and over again. You begin to reproduce your own work. Ic may be 

a different scene, or you think you are developing. But you are really producing what those people who come 

co you want to see. Because you think that's what you want to do." 
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Northern art 

"1 think a lot of northern artists are caught up in that, to their own demment. They are caught up in 

primarily, working for the market. Working CO please the people who buy their work. . . . In the midst of that, 

you have some very unique individuals who are not affected by, and have never been affected by, or they grett 

out of this, ocher people's praise or blame. Other people's praise or criticism has not affected them, they have 

gone on. And 1 dont know where it comes within thern, but they are really artists. They are really-artists. 

They are also probably uncornforcable with people who make comments about their work. 

Sometimes the praise or the ctiticism, either way, is--you see your work then, not through your own 

eyes, but through that person's eyes. i'm sure othcr artists . . . feel that way also . . . . 1 think everybody ought 

to drop out and not exhibit or seIl their work for awhile. We should al1 just cake a break. WC should let those 

mature artists who've gotten over it, have the shows and carry the bal1 for awhile." 

Looking within 

'We should al1 climb back inco ourselves, and find what ir is inside that made us think char we wancec 

to do this to begin with. Why do 1 want to do this! And more properly, why do 1 have to do this to be happy! 

If 1 don't have to do chis to be happy, why am 1 doing it? That's fine too. 1 think every human has a creacive 

part of thern and they express it in different ways. But 1 think that properly speaking, there are a few people 

who have CO do it in order to be well. Other people can do it to enjoy themselves, but it's those individuals 

that we should rea1ly cherish, and have near us, who have to do it because ic's sornething that is coming out of 

them, that will not be put under a bushel." 

Mature artists 

"It's those people, . . . who are the most calm about their work, the most humble about their work, th( 

most open and quick to share, and loving to teach. Maybe that's not m i e  of al1 artists, but it's certainly true of 

a lot of the artists I've met that seem to me to be mature people. They would never hesitate to tell you how 

they came by a certain effect in their work, although 1 have met people who didn't wanc CO tell me. 1 Say 'how 
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do you get chat soft background?' and they Say, 'well it's a technique that I've developed.' 1 chink Thank you 

for shanng that wich me, 1 h o p  ten years from now you're not the same'. 1 don't know. 

There's so much going on across [the Arctic], 1 can talk to Andrew Karpik for a few minutes at the 

Festival about how chings are going in Pangninung, but it's certainly not like living there and working with the 

people. 1 Iived and worked in Holman, so chat's the most of my experience. Everything else 1 know, 1 know 

through reading a few articles, or calking to people. My husband certainly knows much more about the princ 

programs in different communities. But these are things I've learned because 1 was interesced EO know chem. 

So 1 feel Iike my knowIedge is certainly on a superficial level. What it's brought to me as a person, it certainly 

makes me feel a part of, in a basic sense, a part of other people's lives, and what's going on in different places." 

Oppottdties to leam 

"1 don't think you could cal1 it, 'northern art', it's part ofa process, . . . part of a changing cuIture. As 

overworked as chat sounds--it really is. 1 think we really have to make an effort to see it wich clear eyes al1 the 

time. 1 know a lot of the artists do. 1 know people love to see other people's work, they love to leam new 

things and try them out at home. 1 think the Arts Festival is one of the best opportunicies for chat sort of 

thing, if the only. Individual artists may go out South for shows, or the gallery may invite them to come to the 

opening, or chey rnay go to something like Expo, or they may sit on councils. A Lot of the more experienced 

artists have opportunicies Iike this. But certainly the young artists don't. I rernember my husband, when he 

would go out for che [Co-op] review of the proofs, he would always take one of the pnnters with him. So they 

could see and they could know. But for myself personally, it has been a cremendously fulfilling, worchwhile 

thing CO be connected to, and help with, and to try to be one of those people that Çosters the developmenc of. 

Thete's Iocs of people chat are." 

Giving back 

"Every individual has things that they are good at, either innacely or that they've Ieamed. I chink it's 

part of che responsibilicy of every prson to give back. To contribute in any way chat chey can. It's everybody's 

responsibility to offer whacever they have for the benefit and developmenc of che greacer communicy. And if 



you do, you Ieam, and you gain much more back in the process of doing that. If you don't do it, you're not 

really a fuiiy functioning individual. You're son of 'hoeing your own row', and you become sort of ingrown and 

1 don? chi& people deveiop as well as if they had learned that a part of living is giving back." 

A sense of community 

"1 am sure chat in che greater part it's something that 1 leamed fiom chem [in HoIman]. Not onIy art, 

buc as 1 Say, any ski11 that a person has. So if you are a good negotiator . . . if you are a good leader, if you are a 

good hunter. If you are a good mocher. If you are a good--anything. [In] everything. . . we are togecher. 1 

can remember the most tangible way you can see this in action-people and children in the community. It's 

rny experience in Holman. 

Fig. 35: One of Sue's earlier acryIic paintings of an  elder and child in HoIman. 

Whac a gift. My kids were raised in Holman, and my son was four when we left and my Little one was one. 

But 1 wouid [ose him. 1 would be in the store, and someone would let hirn out the front door. 1 would go tooking for 

him, and be standing on the steps of the Bay store. Somebody would drive up wich hirn on the skidoo. '1 found 

Duncan he was over there.' It would just not enter their mind, not to pick hirn up and bring hirn to me and find me. 

To drop whatever they were doing and bring my child to me. 

Fumy scories too, I remember the cime when, we used to get the barge in every summer, and so 1 would be 

busy off-loading the year's supply for the CO-op for the craft shop, and ticking things off on a list, and my boy Duncan 
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would be mnning around--myk three. And you don't worry about them. You worry thac they're safe, but you don' 

perceive anything they are going to get hurt with. No dog is going to bite them, they're not going to faIl off a cliff or 

anything. . . . Somebody came up to tell me that they saw Duncan lying on his stomach, Licking sugar from a broken 

bag! From the CO-op stores. And they just thought 1 should know this. 

Everybody minded, took care of, everybody was a part of everybody [elsel. You realized chat you were a par 

of somebody's family. You would feel it in different ways. They would come and bring you something, or chey wouId 

ask John to go out hunting with them. . . . That was, to a person from out away, it's one of the greacest gifrs tthat can 

be brought to you is that you are, not just like they like having you around. but they actuaily cake you in. They were 

so easy to do chat in Holman." 

The sum of expenence 

"1 think that a person who does artwork can't help but be the sum of cheir experiences. So anything 

that comes out of me, hopehIIy, if I'm being honest wich myself, is a part of my experience as a l  my Me 

experiences, including becoming a Ba'hai when 1 was in College. That certainly had a big effect on me, and al 

my experiences Iiving in the North, my experiences out South. Al1 these things are wrapped up in me. Su 

you're sitting in front of a work and you're thinking, 'Well, what shall 1 do?' 1 think one of the things that 1 

enjoy mosc is actually a piece of wricing, when Hemingway said when he sat down to wrice, he would begin 

with the truest thing he knew." 

Getting to know yourself 

"And sol 1 think that 1 have, in the process of growing as a person, 1 chink I felc for a long time chat 1 

didn't know my mue self. In the sense that when 1 came to a canvas or came to a drawing, and you chink co 

yourself, 'what shali 1 draw!' Really, what 1 enjoy most is the doing, the painting. Ir may even be the color anc 

the paint and the shapes. And i t  wouldn't even matter, 1 sometimes wonder if 1 should just do abstract stuff 

and give up right? But for a long time, in the work chat you see here, 1 did stuff that was around me because 1 

felt chat was what 1 should be doing. 
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The artist's view 

'You have to keep your eyes open al1 the rime, and you have CO recognize whac smkes you. And chen 

you have to sic and you have to chink a b u t  it. Whac is it abouc this scene, this quality of lighc, chese colors, or  

Iack of them, or this feeling. What is ic chat has made me go 'Oh, Cod, there's something there. Thac is 

something.' Thar is something Like Monet painting the same scene over and over again, the haystack out his 

hont door. It wasn't the haystack a t  all, it was the Iight, that. . . he was just overwhelmed by. The quaIity of 

the lighc. Andrew Wyeth said, talking about a painting that had a basket, '1 was interested in the quality of 

the light, the quaIity of the air in the basket.' What are you calking abouc? 

So it has been an obstacle for me to sit and decide whac to paint, whac to do. I'm sort of scuck in a 

place where . . . the work is changing so drastically, because I will noc allow myself anymore to find a scene 

chac I find interesting, and paint ic just for the sake of painting. To me now, 1 won'c aILow myself to do that 

anymore. It seems Like the easy way. Aithough 1 enjoyed painting these paintings. I enjoy them scill, I 

couldn't painc them again. 1 couldn'c paint anything like them again. They're just, 1 feel differently now. 

1 remember caking a phocopph of walking down the streec in Inuvik, there was a mustard color 

building, a row of them, [and the] perspective going down the hiIl, and coming up the hi11 was a railing rhat 

was yellow, and the whole thing was in the Sun, . . .the way chat ic shone in the Sun. And 1 thought 'l'm gonna 

take a picture of chat because it smkes me.' Maybe 1 should just take a break for a year and take pictures of 

things thac strike me, and maybe then I'11 figure out where 1 am. Ic's sort of like, once you cry to pin ic down it's 

gone. 

It's noc good enough CO painc just because you enjoy painting. 1 End people's work vacuouc . . when 

there's nothing bebind ic. There's no gut to it. There's no feeling that '1 had CO do chis, 1 had to get chis out.' 

It's vacuous, it's ernpty, ic's almost like a fraud. If artisls get stuck in that sort of a Ievel--chat's why people 

enjoy k i n g  around ocher arrisrs. [They say] '1 wanc ro go out for schooI', 'we want to have artists come in and 

give a workshop'. Because ic's exhiliraring, you get sort of shaken up." 
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Experience and place 

"fc's kind of a drawback k i n g  a 'northern artist'. Being someone from South who's doing a m o r k  in 

the North now. Because if you get hooked by che market you'd be Iost. As many northern artists are. You 

don'c develop properly as an artist. You cannoc deny the fact that you have not been born and raised here. 

That you have had other experiences. You cannot tie your artwork only to this place. If you do, withouc 

realiing it, you're going to scymie your own development. In a way, unless 1 exhibit my work in the South, 

which I'm not particularly actracted to doing. Just putting your work in a gallery contributes to the whole 

marketing-the obstacle of marketing your work. Whac a drag, you're in the middle of a painting, and you're 

thinking about where you're going co show it, who you're going to show it CO, and what kind of a pnce you're 

going ro put on it. 1 have [done that] ." 

Graphic art business 

"My graphic [business] is totally different. The posters--[ enjoy doing them much in the same way 

that 1 enjoy putting a puzzle together. It's creative on a certain level, ic's sort of like putting a puzzle together 

because you have so many different considerations. You have the budget of the customer, you have the wishes 

of the customer, you have your own sort ofskills chat you bring CO it, and you put [hem togecher until you 

reach a point where you produce something chat the customer's pleased with and you are pleased with. Most 

of the cime you would like to have the fieedom co have che customer Say, 'this is the budget, whatever you do 

I'11 be thrilled to death.' Thar would be the best, but most of the cime ic's not like that. You want to come up 

wich something that you like, that is going to thri11 the customer, and serves their purpose. 

In a sort of a way it's a funny thing because 1 think I'm the sort of a person who likes to deal with other 

people and be helpful CO other people. So 1 found myself escablishing a Company chat does chat with artwork. 

They are very different. 1 guess, the only drawback is when you cake on full-cime work, no macter what it is, ic 

saps some of your energy. And if that work takes some of your creative juices out of you, 1 think it  really does 

exisc--the creative pressure that builds up. It's easier to put your own arnvork aside. That was something thac 
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at the beginning 1 prornised myself 1 wouldn't do. But of course 1 did. My accountant said thac to me, You'll 

have deadlines Sue.' And 1 have, but we're now entering our third year. 

1 know if 1 don't paint-- 1 might have done a half-dozen works over the last year, nothing 1 would 

really want to show anybody. They are just fooling around, crying to figure out what's in there. I have to. 1 

just got to the point where 1 could no: do what 1 have been doing. It doesn't sacisfv me." 

Note: Sue and Charlene Alexander together founded the first Grear Nonhem Arts Festival in 1989. Sue 

then served on the Festival Board and became more involved in her business. In 1993 Sue began 

combining acrylic paint with other materials from 'traditional crafts', such as beads. quills, threads, 

and canvas in an abstract way. Sue exhibited some of ber new work at the 1993 Festival and many 

visiton were excited by it. Other people said 'This work doesn't belong in the Festival. it's not 

Northem." Sue taught a workshop on prints, and said she was pleased for the first time co participate 

in the Festival as an artist. 

In 1994 and 1995 Sue had several exhibits of her newest work at Cafe Gallery, and with a 

photographer in her house. Her new works are entirely abstract explorations of color, texture and 

mixed media materials. Sue represented the Delta region on the NWT AN COuncil for several years. 

Sue's Company, Rose Arts, continued to rhnve. In 1995 Sue did the pricing and inventoory at the 

Festival. She taught drawing and painting to the Fine Arts Studencs at Aurora College in 1995.96. 

In 1997 Sue's husband was transferred to Yellowknife so the family moved there, and she will have a 

wider audience h r  her artwork. 
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BERTHA RUBEN 

Inuviaiuit traditionai seamstress, applique artist, & land agreement negotiator. 

Paulatuk, NWT 

Fig 36. Bertha and her youngest boy at the 1994 Great N o r t h  Arts Festival. Norrhern 

News Services (1995). Photograph by Tessa Macintosh. 



Western Arctic Women Artists - 25 

BERTHA RUBEN 

Paulatuk, NWT 

This is a summary of B&'s comments in h e ~  own words, f;om an interview videotaped July 23, 1993 ut The  

Great Northem Arts Festival, Inuvik, AJWT. Bertha and her husband Billy Ruben are the parents of several 

famous artisr sons including Abe Anghik Ruben (sculpter, living in B.C.), David Pikroukan Ruben 

(snJptor/painrer living in Toronto), and Francis Ruben of Paulatuk. She was one of the elders chosen to 

negoBate the Inuwialuit Final Agreement, signed m 1994. W e  were taking in English, not Iier fist language. 

Childhood and tesidentid school 

"I'm Bertha Ruben from Paulatuk. 1 know my mother sew lots, but 1 didn't stay with her too long. 1 

was about six years old [when] 1 went to school in Aklavik. My parents lived in Paulatuk, they were not 

around, 1 was chere with the nuns. We sew, we do lots of mending in the school that cime, cause you know.. 

it was RC mission, so we do Lots of mending and we have to take care of our clothing and anything that is tom 

we have to mend the hole. You know that cime we don't waste cime, when we got nothing to do we always sit 

at the table and do some kind of sewing, and make some flowers, make some drawing. 1 learned how to do my 

stitches, 1 never forget the stitches. Knitting sornetimes, and a little crochet, and sewing. We do lots of sewinl 

pacching holes and such. 

We do lors ofwork in the school, we're busy always. We do clean up and do washing and do kitchen 

and sweep the whole hostel and its different not like now. Now. . . the hostel is different . . . we did al1 the 

cleaning and everything up in Aklavik. 

And we had to pick up woods too, and the barge, when they cut up wood we had to go down to the 

river and load up the big barge with logs--winter wood. Not like now. When the kids come from school now 

they don't have stories to tell. We used to go to picnic washing because we have our own camp, log cabin, on 

the lake up past cape and make doughnuts and make our own places in the camp, just to have picnic. It's just 
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nice there. 1 always think it's nicer than home. It's nothing for thern CO Say, it's so nice. We ail l tam EO do 

something else. 

There's lots of sisters chere, different sisters every time. 1 know a sister Leduc who worked in the 

kitchen, but there's another one. She was a teacher. 1 know lots of girls who took from her, lots of sewing. 1 

don? know that name [Beatrice], 1 just know another sister who worked in the kitchen [named] Leduc. Later 

maybe she was a teacher, because 1 was in school [earlier]. My first girl, Effie, she went CO school in Aklavik. 

My girls were in school and my boys were in school, like Abraham and David, and Travis, but not in Aklavik, 

they built up this other one. They did leam us to do drawing, but not Iike now. Now the kids are . . . oh chey 

hate drawing because they just copy when they go to schooi. " 

Learning traditional skiiis at home 

'When 1 go home my mother has different sewing-like leggings and parkys and mitts-they're 

different, chey're sealskin, waterproofsealskin. 1940's we don't have wacer boocs, we make sealskin shoes for 

water, we have wacer boots with sealskin top, we have that kind of shoes always. There's bots of things Co sew 

that time. We had to scrape the skins, caribou and seaIskins, make i t  sofc for parkys. Buc 1 didn't learn from 

my mum, 1 was young that cime, 13 [or] L4 years old, when my mom died. She lived only one year with me, 

and she died." 

A wife at fourteen 

"So my dad gave us to be married-14 years old-and we weren't allowed to stay . . . man and woman. 

My dad can't do nothing after that, but we had to be a wife, and my brother to be a husband. And 1 ieamed 

more from my mother-in-law, Bi1ly1s mum. And she make me work those [hides], teU me to scrape them. 

Her, she do the sewing--caribou legs too--1 scrape them for shoes. . . .We don't throw away things, we have CO 

Save everything--keep littie pieces for patching, not like now, nobody uses those kind of cloches at home now." 
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Learning to Sew 

"How I started sewing, when 1 firsc rnamed, 1 did sewing jusc for clothing and us for using. We never 

make a m  and crafts that time, in the L940's and 50's." Bertha made many pairs of kamiks. "Hundreds, what 

we leamed on. My mocher in law leamed us on sewing those lots, we did doing lots of braiding coo, for parka 

trimmings. Ic was long ago before the 'delta braidt. They used CO have chem smps, ic's about chis narrow? Al1 

the color of that --they used to make parkas for dance, for dmm dance. My mom had that kind, little narrow 

strips she used CO make mmrnings for parkas. Real nice, lot of colors to make that parka." 

OLd and new designs 

"Some people make different designs with caribou skins, white skin and black skin from caribou, they 

didn'c have rac skin or cowhide, or something that time, you know the caribou hide on the belly is white, and 

the hide is black, al1 the caribou, al1 the mmming. Right now in July they're white, and they cake caribou for 

parky, end of July when it's kind of thin. For parky you can make inside parky and oucside parky, difierent 

kind but fur on top of Fur. And they're warm. Now they're just always using down parkas, and down pants, 

and they just use homemade parkas and homemade shoes." 

Making things to order--Inuvialuit shoes 

"People ask 'could you make this for me and I'll buy it?', 'make this kind of wall hangcr', or shoes or 

moccasins or mitts, and 'we'll buyt, or seal parky or ? When they ask for something 1 make it, if they ask for 

slippers I make litcle slippers, the sort of slippers like Inuvialuit slippers. Different, they called 'Palayluk', it 

means nothing on the top of the shoes-- just the bottom. Jusc like this--the kind of shoes thac we have, jusc a 

litde fur, no top, nothing else, we call the shoes 'palayluk'. It's noc mocassins, different. 

And then we have other kind of shoes too, we cal1 them 'kauwak'. They're the ones that have flowers 

on the top, and the men's are long, we call them 'sivualik', right from the top down CO the bortom chey have 

ffowers on, and wolverine hanging. Men's shoes--fiom the front, there's flowers, but the sides have woiverine 

hangings, and the top has flowers, men's have long legs thac go close to their knees. Wornen's, us too, we have 



Wesrem Arccic Women Artisrs - 25; 

fiowers that go around, but they're shorter chan men's shoes, We call them'sauwak', and Sivuatik'. Ali the 

men's shoes we call them 'kamiks'." 

Innuences-new materials and techniques 

"So later on . . . it was in Paulatuk, 1956 [or] 57, we finally started something, Ehinking of something 

like we knew people liked. The Father was making us to sew--do some project--make us sew some wal1 

hangers, mitts and . . . . He give us a place to sew, the Father's house, we sew upstairs --it was a project, 

anyway. It was a hard labor to us to make us do that. Even we were already making yarn from muskox. She 

was teaching us to weave the muskox--she was a weaver chat woman. She brought her little [spinning wheel] 

--it's not elecmc but, it's easy, you press it in your hand and we roll our yarn same time. That's what she was 

doing. Since then we don't have another one. We make little rolls with yarn from that, it was cure chat time. 

I t  was real nice, but we don't knit, so it was sold--they bring it out and it was sold." 

Making work to sel1 

'The first wal1 hanger 1 made was a sealskin. We was on the dew line in the fifties. . . . This guy was in 

the Air Force and he asked me to do a sealskin mg, but they're not shiny like a seal pup. lors of times the 

seah are rough, they're not too good when they're rough--jus[ yelIow. So 1 made a big rug for him, with rhe 

Inuvialuit village and the dew line up top of it. 1 put that big one, walrus. 1 made that for him, 1 don'c know 

how much he pay for it--1 never think about money--how much he gave me. 

Since then 1 start sewing with sealskin. So Father, the priest we have now in Paulatuk, hc tell us al1 

you wornen wouId like to have sealskin, and it turned out we did that. We made a big do11 tirsc. . . he pay us 

for a couple, he paid us $12 each for dolls out of sealskin. We made a doII, they were pitiful yeah, out of 

sealskin. So we went that way. He help us to make exrra money. We make it by pieces and then we started 

to buy seatskin, and they started to tan the sealskin. It was easy for us to make some souvenirs with chat--doIl 

parkas and wall hangers, we use the sealskin for design5 on the wall hangers, and since then we never scop. 

It seerns there since 1957 or 58 we start to do that. Later we find out from arts and crafis in Inuvik, it 

was nght in the Semmler Building, [they] Say we could make Little souvenirs and some women Say it's not hard 
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to make them. From there we started and then we keep on like that and come up to the Northem Games in 

the Western Arctic. So these guys tell us to do some work like, kind of al1 the Inuit using, so we made shoes 

and mitts and parkys, ookpik, and there's many ookpiks out there, and rnany dolis, and we ended up with sorne 

wolf mitts, and caribou shoes, sewing. We started chat cime it was really cheap chough, buc even thac we sell 

them." 

Traditional themes in her artwork 

'We dont ask for designs from people, we think ourselves how we--what kind ofworld we have in the 

North--you know we go out hunting and.  . . camping, stay in a camp and snowhouse. 1 never made a design 

with a cent, we make a design for a house-a snowhouse. And an Inuit Sitting inside wich a Eskimo lamp and 

they use chat for cheir scove like. So later 1 make more of these hunting, seal huncing, fishing, hunting caribou, 

and the bears and woIves and seals and some places wich snowhouses, all this whac thev use ouaide cheir 

snowhouses, cheir big harpon and their big spear, and shovel and their dogsled and their dogs laying beside 

the sled. And some land chat matches that--snowhouse like in the Winter, the North, there's lots of snow and 

it  doesn't show much of the land, but lots of ice. High ice is around. Then around springcime it would be nice 

for the fishing guys in the spnngcime, the sun is up, and there's some cloud and it's cold and sciI1. . . there's 

what we always do in springrime. 

So siace that time WP always look for litcle money we make someching to sell. Now a few years ago, 

chree four years cime, we had a hard cime to sell them, a hard tirne, and who is going to buy [hem! Nobody to 

buy chem. And unless you make, somebody wanc it, there's no place to send them off ro. 

1 do lots of caribou skins, sometirnes 1 do beadings, in the sevencies I did beadwork, noc for mocassins, 

you know those bracelets and chokers, and little picture frames with beads around. Little pictures for babies. 

Anybody can do chat, 1 was selling them." 

Making work to order 

"1 do anything. 1 made lots of wall-hangers. Folks al1 over Say, not the women, Say 'Il1 buy it from you 

if you make something like this or thac' so 1 make it. And 1 rnake someching they see, or. . . . 



This is my own design, 1 see this al1 over. When 1 go from my house to town 1 see this, we don't have 

streets in Paulatuk." Bertha chmses her colors carefully. "1 could put white on top of white, but chis blue is 

. . .becter. 1 used to use white with blue, sometimes o n  the beach there is some water, but not right there. 1 

sewed that one right through. When I did this 1 was in a really quiet place, nobody bother me." [Bertha was 

nying to sew in the middle of the Festival with people standing al1 around her calking to her, so 1 asked her if it 

bothered her to work in public]. " Yeah, 1 always take off my glasses. 

1 have CO sit down and do it real neat. Some people say it's nice, even that other one. Lou of them if I 

know somerhing happen, and you need it--sometimes it's rush, so much ice in it, and so much clouds and 

flowers, and things co put on, bigger chan this--this is small one-you got to race. Once NelIie Cornyea tell me 

to make three wall hangers for Tuk, for [a] Tuk . . . sign, big like about that long and chis wide, a big sign that 

said Tuk  Pingo' same rime. They look at the pingo chose cwo kids and there's river, like two kids are sitcing 

here looking at che pingo, and there's geese flying and a sundance-al1 in front of thern--1 made chree like chat. 

I did al1 chose three, al1 while it was by request, they paid for materials. 1 know they paid me cheap, but they 

pay me." 

Sewing as income 

"Right now 1 don't work. My husband does sorne carvings to make extra rnoney, and 1 have to sew to 

rnake extra rnoney, only whar we're living on is the old age pension. And rhat can't fil1 up the whole monch. 

Thar's why we have to do excra sewing-1 have to buy this and that. Everything is, if you ask for it I'll rnake it. 

If 1 make it good, then somebody say--'this is nice', and they just look at it and Say, '1 wanna better one, 

different only change this and that.' What they want, 1 have to make." Bertha says she never refuses or says 

'no'. "If chey ask then 1 do it. Even mitts, 1 have to make wolf rnicts for them--for the nurses. And mukluks 

and parky 1 have to make, and they want shoes too, 1 have to make it. It's nice when they do that because it's 

extra money. 

When we had a craft shop in Paulatuk, we made lots of tapestries, and she paid us by the hour. Ir's 

good that wage. Later she give us points. One piece like this we bring ic home and sew it, and she pay us how 
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much. By the rime 1 bnng in three or four pieces, and 1 didn't like to sew small, 1 always sew big ones al1 the 

time; 1 used to get over four hundred, it's a good wage, a lot of work in them." 

Recognition 

"Since I start in Northem Games, and won Woman of the Year' in 1989 in Holman island, 1 goc a 

plaque thac says 1 am the 'Good Woman of the Year'. Every Northem Games 1 cry to do my best. 1 ny to set a 

good example. BilIy says he likes to hang out with a 'good woman'! Billy and 1 join the Northern Games and 

he used to be the 'good man' and 1 used to be the ' g o 4  woman'. And Billy was King once chat rime. He was 

King at Holman once. We like to go there because chere's lots of differenc things to see at Holman. We 

missed the Spring this year." 

Bertha sometimes doesn't sign her work, "1 used to sign it, but these ones 1 was in a rush at home. 

We made a big tapestry for the circumpolar [Conferencel--a really big one--and 1 had to put my own design in 

the middle--An Inuvialuit dancing bear--and 1 don't see it again. That place took that, [the] Circumpolar 

[conference], the Inuvialuit people--the IDC, it was a real nice one." 

Finding a market 

"1 made some [applique wall hangings] Iasc year and some this year, but nobody buy-just rny dolls. I 

left it at Inuvik Sewing. Jusc my dolls were sold here--1 made seven dolls and al1 of [hem sold. i think 1 put 

them for $125 each, but they cake 25% off. But these [hangings] here-nobody wants to buy them. I don'c 

know what the reason is. . . . This is from last year, this year 1 was going to make different things Iike, make a 

bigger design, al1 sewn on, these are small ones." 

Ic cakes Bertha many hours to sew. "Quice a while somerimes, because 1 do this and that, and chis and 

chat, before 1 sit down. If 1 stay quiet for a couple a nights 1 could do it in about three nights, about four hours 

[a nighc]. When we do the stitching it cakes a little longer. Work harder. Just before 1 cut it up, before 1 stick 

it together, 1 sew it. Even those cwo 1 sew it before 1 stick it together. So 1 dont know, 1 never try and count 

my hours. 
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1 never thoughc-1 know lots of women at home that do sewings, and they want to bring it here, but 

they don't know whac's going on  with arts and crafts (festivai). She was going to make them two mother 

hubbards, and 1 tell her 1 don't know, when 1 go home 1'11 let her know about ic , but 1 don't know about it. 1 

hear lots of things but 1 dont  know if it's in huvik or Yellowknife or what?" 

Getting materials 

"1 get the material from the Bay [Hudson's Bay Company store]. Even chat cloth there, just one yarc 

is over $20. My boy is in Vancouver, he know what 1 need and so he pick [it] up there. He gets them down 

chere, he can buy yards, and he get lots of it, and he send me Iots of embroidery thread for sewing al1 different 

colors. Lots of chat white color and gray, always, 1 use those Iots in my sewing. Only these kind of sewings. 

When you add it up it's lots. The boundary, the feIn, and sit down sewing. . . 1 was going to make one with 

sealskin but it was too late. 1 had some white duflel Ieft, and 1 had some sealskin left, already commercial 

tanned, 1 was going to use for design but it was mo late. They never bother [tanning] seaiskin, just the 

sealskins chat are white. They don? get seals [just for hides]--we eat them for food. 

But 1 have no materials. It's hard--there's nothing in the stores. Absolutely nothing in the stores, so 

how can you? We have to go to Inuvik, and pay our way, corne here and get materials chat we need. las t  ye2 

Ive tried [ordering] wich Inuvik Sewing, I pay $417 for 2 parky covers, 4 yards or 2 yards of white duffel, and 

different material for different women, but i t  cost that much!" 

Teaching the next generations 

"In school we used to go and they give us IittIe projects for three or four weeks, maybe one hour, kids 

sewing, we have a class and we leam them how to put the stitches in. They have to learn, the schoolteacher 

put them there right to the srnall little girls, noc boys. They enjoy that in school, they make small little shoes- 

just to see how far they could sew. If they don't finish them they could do how fâr they could. We learn [hem 

how to make little design in moud or make Iittle design on a piece of felt. 1 cut design for them and they sew 

it--no[ good--just leaming hciw to hold a needle, talk to them al1 the whi1e they sew. Sometime they give us 

these projects, and lots of them do nice work. 
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Sometimes at home they don't bother with TV, not unless they get to Like a certain show--Don 

Messer. Even myself, 1 don't bother rnuch about TV. What 1 like only--1 like to watch a Inuit show. Some 

girls used to corne and watch me. 'Lucky Bertha' they telling me, 'you can jusc sit d o m  and look, and do that 

kind of work.' 

Fig. 37: Bertha after winning the Good Woman contest in Tuktoyaktuk. Northern 

News Services, (1997). Photogra~h by Lyn Hancock. 



Note: 3ertha and her husband Billy trave1 h m  PauIatuk every summer to The Great Norrhem Arts Fesnval 

in Inuvik. They bring one or two whole fresh caribou on the plane to help feed the artists. Billy is a 

carver who works in musk-ox horn, ivory, caribou ander, and Stone, and he also rnakes tools. The 

couple are always togecher and seem to Iaugh a lot. Bertha look after Billy and their youngest 

adopred son, sewing in between. They are always full of srniles. 
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LORNA STORR 

Gdch'in Traditional Beadworker and Teacher 

Aktavik, hWT 

Fig. 38: Loma in 1995 as she was taking her last course in the Teacher Education 

Program at Aurora Coliege, Inuvik, NWT. 
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LORNA STORR 

Aklavik, NWT 

This is a ncmrnary of Loma's cmments frum mi h&w videotaped Augwt 4, 1994, at The Great Northern 

Arts Festival site, Inuvik, NWT. 1 had prisited her home in A k h i k  in the summer of 1993 with her sister-in- 

law, Beverly Lennie, where 1 photographed che eighc baby bel& she made which were arrangeci on tk wall over 

her couch in the living r o m .  This was the mly anwork 1 saw in her h m e .  1 had asked her if we cmtld talk when 

she came ro Inuvik, so after the Festival in 1994 she came to see me with examples of her work. 

"I'm from Aklavik, originally from Fort McPherson. i'm of Gwich'in descenc, and 1 married rny 

husband who is Inuit, so 1 [have] got one Coot in each culture. 1 live in Aklavik nght now, chat's where I have 

lived for the past 15 years. " 

Childhood leaming 

"We used to . . . when Ive used to visit our grandmochers or the older people, I guess because they 

were losing their eyesight, chey used to make us chread their needles. We were thinking about ic the ocher day 

. . . when we used to visit my grandfacher and grandmother, and because they couldn't see, they used to have 

us thread about ten needles. But chat also gave us . . . handling the needle." Lorna was "about eighc I guess. 

So we used to go around doing thac, or else they would make us sic and stitch pieces of cloth together. . . chese 

squares. 1 rernember my grandmocher, by Chrisunas cime she sewed it together, and you know I'd have a 

blankec. So, not knowing . . . doing al1 this work we didn't realize . . . . 
But if we didn't do the stitches nght, she'd cake it out and make us do i t  again, so we used m have to 

do it right the first tirne." Lorna leamed most of her sewing skills ac home, but in schooI "1 think we started 

with a sewing machine . . . ." Loma's mother had a sewing machine "but we really didn't use it, I guess. We 

did home ec. in school. . . not in the residental school, not in the hostels, just in school where we did a bit of 

home ec. But thac wasn't u n d  we were in junior high grades . . . ." 
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The tradition of the Baby Belt 

The baby belts were, 1 guess, originally used as [carriers]. . . the mothers would pack the babies on 

their back with a shawl, a blanket or a shawl, and. . . [the baby belt] went under the baby's bum and heId 

them, and the top of the snaps went over your shouiden, and you tied them. . . . I can remember my mother 

packing a baby like chat al1 day, and did her housework." Loma explained that the tassels and beaded designs, 

"they're just decorrition. Back then there wasn't enaugh cime . . . a11 work was manual, hand done. There was 

no such thing as etectricity . . . . So they jusc had . . . 1 guess ic was just a strip, chose embroidered stnps you 

buy, that's L w  they used to make them. But then the beads came along and now chey got fancier, pucting 

names on, and birthdates . . . they just used them.. . they had no such things as strollers. . . . . 

Fig. 39: The  seven beaded baby belts that Loma made with hers by her mother. 
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Well, evewhing had to be hand done. If you wanted a pair of shoes you had to stan by going out and 

getting your mwse, and cleaning your moose skin, getting it tanned, I mean chat's lots of work. You just 

couldn't go to the store and buy one, you had CO make them. It was more a matcer of survival, you had to be a 

good sewer. . . in order for your husband to survive you had co be a good sewer. In order to find a good 

husband it depended on your sewing, your sewing abilities, because you had to sew al1 of the clothing, parkas 

everything. Mainly out of fur roo. . . . They used to do it wirh quills . . . moosehair, they used co do moosehair 

tufting and that's a lot more tvork chan beads. This is accually easier, cause the easier ones are done with a 

loom too. That's way easier than hand sewing. . . . But chey had to do al1 of chis work among ocher work like-- 

handwashing clothes, preparing al1 their foods . . . so they had a lot of hard work." 

Combining Gwich'in and Inuvialuit traditions 

Loma as a young Gwich'in woman, mamed into an Inuvialuit family with cheir own traditions, but 

said she did not find the transition difficuit. "1 guess it used to bel but 1 never found any problems. Maybe 

when 1 first moved to Aklavik. . - 1  guess myself, just being new CO the community, 1 never really got out to 

meet people, but after awhile . . . we get aIong well." Gwich'in women make baby belts, but Inuvialuit women 

"they use the amautis. . . . and the Mother Hubbard [parka style]--both Inuic and Gwitch'in women use them." 

Women of both cultures use 'Delta Braid' and do beading. But hardly anyone does tanning of hides, anyrnore, 

so the women have to buy moosehides in order to make siippers or mukluks. 'Thar's how most people get it 

[hide] now, they buy commercially, or order it from the South, I guess it just saves tirne. Like 1 said, it's a lot of 

manual hand work. It's quite a bit of work. There are very few women chat actually do chat tanning, which is 

sad." 

A family of her own 

"1 have seven children, and [pointing to a picture 1 took of the baby belcs on the wall behind the 

couch in her house] that's the beaded belts that 1 did for each of my children, showing their birthdares and 

their names. 1 also have mine-which my mom accuaIIy packed me around in as a baby. She gave it to me 
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because 1 made one for each of my children. She has given me my own baby belt that she packed me around 

in." 

Beading techniques 

Loma holds up cut out pieces of moccasins, some beaded. 'This is al1 hand done, and it's for the high 

top moccasin slippers, a boy's slippers. The uppers, for this set, my mom kepc, and she's going to sew the 

uppers in, by the time 1 get this finished, she'll sew thac in. You use two needIes, and the top part you thread 

your beads, and with the other needle you sort of sew down in between the beads. Does chat explain it? 

[demonstrating] So you use the top beading needle, which is for the top-this is the beading needle, and you 

bring ic through, you thread your beads on there, and you use another needle and sew down the beads. Every 

one or m. This thread [with beads on it] always stays on top." Ic is very time-consurning work and takes 

many hours to complete. "1 just started this at the beginning of the month. If you work on it steady, it'lI cake 

you a good week 1 guess." Loma uses a wool backing with paper behind it. "Just to make it tirmer. This stroud 

material is too soft, so you make it firmer, and after you're done, you line it with . . . maybe canvas or 

something to make it firmer. [The paper is] just to sew your beads on, and cut around when you sew it on." 

Slippers are still worn by a lot of people "usually at Christmas time, farnilies dress their kids up. At Christmas 

rime . . . and that usually lasts a good year. . - 1  know chat men and women that do a lot of dancing, they 

usually have quite a few pairs, like different pairs for every time they go dancing 1 guess. Or when a big special 

event cornes up. . . they usually have a new pair." 

Loma says she calls it 'artwork'. "I guess for myseIf you would say [yes], because 1 don't do it that 

often. . . . I have a bag chat my mom made, and therets some more beadwork on there. For my mom, she does 

it, and she also sells her beadwork, 1 don't know, 1 guess its a f o m  of craft, but . . . for myself, 1 think it would 

be an art because 1 dont do it often. But my morn would consider this as a crafr, because that's al1 she does. 1 

chink ifs hard too, because today, you're out working, and I work al1 day, and then 1 come home and 1 have 

my housework, my kids, everything else to do, so 1 dont  have chat much time to do it anyrnore. 1 think that's 
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another problern, most people are out working now." Sometimes when the slippers Wear out, the beadwork is 

saved and sewn onto anodier pair, so it is ueasured and passed on. 

The meanhg of beadwork 

"1 just wonder how our parents used to do chis. 1 mean back then . . . well in my farnily alone there 

was 11 of us children, and that was like every farnily. . . but yec, the rnothers had parkas sewn, mukluks, 

moccasins, mitts out of mooseskin, and it makes me sad because it's sort of dying. Like it's lost . . . and even, 

speaking for rnyself, 1 don't chink I'd ever sic down and make each one of my kids a pair of rnicts, parka, and . 

you wonder how they did it. All those children, they had to do everything, there was no such thing as 

elecmcity, they had ro pack water, and yet they had al1 this work done. So it kind of makes me really Sad, 

because we'll never see this again. And even my own children will probably never do this, they'll do a bit of 

work here and there, but never to sit down and actuaIly do something like this." Loma hopes to help keep a 

bit of her culture's history by doing the beadwork. 

Learning to sew now 

Loma explaincd that not much sewing is taught in the schools these days in Aklavik "because of all 

the cutbacks with the govemment, and cucting staff members off, and chere's not enough ceachers CO do the 

home ec. part. . ." Some language lessons are combined with cultural arts such as beading, but "not as much 

as they should, and ifs so hard now, like compared to the old days where the work had to be done. 1 rnean 

there was no saying 'well I'll leave it u n d  tomorrow', ic had to be done today. If there is work to be done 

today, it had to be done, and nobody complained. But back then we didn't have the Ws. videos. and rnovies, 

and TV's ail night you know! We just had to get this work done, and now, even with my own children, they 

won't do any of thii, because it's so much easier to go to the store and buy the stuff they need." Loma says the 

girls today are noc much interested in doing chi kind of sewing. 'They're not, because it's not wom as much as 

ir used co be. And it's easier for people CO just go to che store . . ." Even for special occasions 'They're even shy 

to Wear that. Yeah, it's sad, but we're realIy losing that part of our tradition." 
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Noce: In 1990 Loma was in my art mechods class in Inuvik with several of the ocher women who 1 

interviewed for chi smdy--Beverly Lennie, and Effie Blake. In Winter 1996 Lorna completed the las 

course for her Teacher Education Diploma fiom Aurora College in Inuvik, and she graduated in Junt 

1995. She says in the process she leamed a greac deal about perserverance and doing her best work. 
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AGNES & MONA THRASHER 
Inuvialuit painters & drawers of traditionai life 

Quesnel, B.C. and Yellowknife, NWT 

Fig. 40: Siscers Agnes and Mona Thrasher, in July 1992, 

at the end of The Great N& Arts Festival. 
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AGNES AM) MONA THRASHER 

Quesnel, B.C. and Yellowknife, NWT 

This is a summary of Agnes' comrnmrs from an int-ew videotaped by Joanne McNeal on July 29, 1992 at The 

Great Northem Arts Festival in Inuvik, NWT. M m ' s  cornments are included fiom a written artist's s r a m i  

s k  sent to die Festival. 

Chiidhood and dtawing 

Mona and Agnes Thrasher were bom in a bush camp between Aklavik and what is now [nuvik, 

NWT. Their father's name was Billy Thrasher, and he worked a trapline. Mona wrote in her artist statement 

to the Festival that "He was the son of a portugese whaler who came to the Arctic during the last cencury. 

Billy mamed twice, after his first wife died, he rnamed her sister Alice, who was an ALaskan Eskimo woman. 1 

was the first child born of chat second union. My father died when 1 was 18, in 1960. . . .At age 10 1 was sent 

to the Roman Catholic school in Aklavik for seven years". 

Agnes says their parents "were too busy trapping. My dad was the artist. He didn't do ir well, chey 

didn'c have nothing here. He used to just sketch on a piece of paper, just drawing here and there. But 1 

didn't know he was a good artist. He never oil painted or anything, but he was very good ac doing rhese priests 

on a mission boat, when he used to work for the missionary." He drew with pencil "and he used ro keep 

pencils until chey turned to nothing, nght to the end." 

Agnes says drawing "just came to us when we were Little girls. My sister Mona used to do a lictle bit of 

drawing so we decided to do a IittIe drawing with her. And my brother did the same thing, he's next to Mona, 

and he's also a very good arnst, or was a very good artist. We lost him." The children rarely watched their 

father draw ". . . the missionaries used to teII us, we never see him, because we were coo much in a convent." 

Residential school 

While living in the convenc they took art classes. Agnes explains "When we had art class, Sister 

Leduc noticed that we were very good artists. She wasn't an artist herself, but she knew pretty good. And she 
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used to give us--chat's the only time 1 got-straight A's --for my art, with Sister Leduc." Mona "used to do 

artwork also in the school. But we didn't do any [oil painting]--there weren't any oils then. Maybe just for the 

boys--my brocher used to do artwork in oils. But she [Mona] didn't uncil we came here in 1960. She started 

in the church, with Father Adam." 

Mona's accident 

Mona's biography at the Igloo Church explains that she has been hearing and speech impaired since a 

gun accident at the age of 13. A shotgun blast went off near her head and since then she has not been able CO 

hear or speak. Agnes says Mona can't speak for herself now, "Someone has CO talk for her," Mona and Agnes 

are somehow able CO communicace with each other, so Agnes speaks for boch of them when rhey are together. 

Painting the Igloo Church 

It was Fathcr Adam who first asked Mona co painc the 12 Stations of the cross on the walls of the 

Igloo Church in Inuvik when she was eighceen. Mona wrices 'In 1960 the Igloo Church of Inuvik was being 

completed. Father Adam who was then the pastor, caIIed upon me to do some of the art work that is found in 

the church. 1 had no previous experience but Father saw in me someone capable of doing an acceptable job. I 

went CO work and within three months 1 painted the Scations of the Cross on the circular wall of the Igloo 

Church, as well as the ocher paintings that you can see above the different enaances of the church." Agnes 

explains "Facher Adam was the one chat was in that department --it was his departmenc--1 couldn't even see 

her doing that, because 1 was in the convent at chac rime. So my parents lived behind the Cacholic Church, 

and my Mother and Dad were chere while Mona was doing her artwork with Father Adam, at the Church." 

Father Adam got paints for Mona, and Agnes "scarced [work] at the hospital at the same cime, and 1 

didn't realize that 1 was also an artist. It just picked up nicely. But nobody taught us how to do any [oil 

painting], we never went to any art school or anything, just three of us appeared to be artists." Agnes says 

Father Adam gave Mona picture books of European church artwork CO use as examples of the 12 Stacions of 

the Cross. Agnes remembers their first reaction to chose oId paintinp-that the colors seemed dull. "They 

were too dull. Nor enough oils to show off the colors too good. It wasn't bright, it looked too dull. No oiIs." 
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The meaning of art now 

Both women ofien now paint scenes of an  earlier life. Agnes explains "Like [ofl my grandfather, and 

the Eskimo dmm dance. It was nice to do him again--1nuksik Bennett was his narne. It's pride, it's part of my 

Eskimo people, and I'm nying to leam more about the Eskimo culture, cause 1 don't know, I've been living 

with the Grey nuns and they never taught us anything about our life. 1 think rny parents were out in the bush 

trapping, and al1 we knew was English. We couIdnrc learn how we lived--years ago in Alaska. My mother uset 

to tell me the stones. That's the onIy time 1 can realiy paint [now] is when my mother tells me Eskimo scories, 

and 1 can really get to work with my artwork." 

Mona writes 'Today 1 enjoy painting different scenes of the Eskimo life of my forefachers. Igloos are a 

ching of the past, dogteams are on the way out, seai huncing has almost become a sport with my people, but 

the very fact that 1 paint those scenes rerninds people thac not so long ago, men lived chat way and survived 

amidst hardship and found happiness in a climate whose harshness is unparalleled anywhere else in chr worlcl. 

You will notice that my basic colors are whice and blue because chat is the way rny country appears to me. tt i: 

made of blue sky and blue water. Even the snow which covers the ground for 9 months out of 12 has a bIuish 

tint on account of the semi darkness. 

1 get rny inspiration from the different activities which are at the very heart of the Eskirno way of life. 

You will see women cutting &hl men driving dogteams, children p1aying in the snow. 1 even try to put a soul 

into the meager trees of my country, the wacer of its lakes and nvcrs, as well as in the beautiful sunsets which 

linger for hours in the sky during the fall. What 1 paint is what 1 see. And 1 paint it as 1 see it." 

Art education and the younger generations 

Mona writes "1 never studied in any art schml and never had any teachers as such except some of the 

oblate missionaries who helped me Launch my career. My natural abilities and talents have not been refined 

by an institute of fine arts, but at the same time it allows me to be more natural without worrying about the 

rules and regulations which rnany artists sumund themselves with, chat give greater value and acceptance to 

rheir work. 1 have painted nearly 800 canvases which have been sold throughout Canada and the United 
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States. Hopefully, I will paint many more in the years m corne. It makes me extremely happy to know char 

through my art many people get a better understanding of the North and ia peopre." 

In regard to young people's interest in art, Agnes says, 'The younger generation today doesn't seem to 

be interested. This is the nineties. I'm teaching my daughten to do some art. The oIdest daughter's reaIly a 

good arcist. My second oldest, she's nying. And of course my 15 year old daughrer doesn't bother." 

Mona makes her living entirely from her artwork, and Agnes sells quite a few paincings too. Agnes 

says she hasn't done much painting the last few years. 'The 1 s t  couple of years I've been sick off and on--lung 

problem, and [one side ofl my heart was beacing faster than the other side. They had to electrocute me in 

order CO get the beat to go back. So C have to take heart pills, that's why 1 don't drink or smoke. That's why 1 

can't sit where people are smoking, its dangerous for me. That's why 1 was so embarassed--1 felc so embarassed 

CO leave [the Festival earlyl--1 don't like doing that." 

Note: Agnes and her family now live in Quesnel in Northern B.C., while Mona lives in Yellowknife, NWT, 

painting prolifically, especially scenes of a remembered lifestyle. C was told that after her accident ac 

13, the priests gave her work co try and protect her from other kids who picked on her, but nobody 

wanted to talk about this. 

Mona is one of the best-known painters in the Western Arctic. She is on edus ive  connact 

to sel1 her paintings through an established gallery in Yellowknife. When I sat with Mona one 

aftenoon 1 watched her draw a beautiful scene of an igloo with dogs staked out ail around it. She 

seemed pieased and responded to my compliments with a smile, and nodded a sort of communication 

with gestures and her eyes. It seerns to me that she communicates the stones of her childhood and 

traditional Iifesryle through her drawings and paintings. Mona gave me this copy of a photo of her at 

the easel in the gallery. 
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Fig. 41: Mona painting at her easeI in the Yellowknife gallery. Photographer unknoivn. 
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VICKI TOMPKINS 

Non-Native painter, festival organizer, & art educator 

Yellowknife, NWT 

Fig. 42: Vicki outside Aurora College, Inuvik, in May, 1995, 

when she visited the Fine Arts Program. 
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WCKI TOMPKINS 

Yellowknife, NWT 

This is a summary of Vicki's commenu from an interview videotaped at The Great Northem Arts Festival in 

Inuvik in Juiy 19%. 

"i'm from Yellowknife. I'm an artist participating here in The Grear Northern Am Festival. 1 also came 

up as a vohnteer, 1 worked on  a Festival myself in Yellowknife, and I've been doing art for years, years, years. 1 

was born up here in the North, and moved out, and then came back and just stayed." Vicki was bom in Fort 

Smith, and "1 think we left when I was three, and we were in Yellowknife for a year, and then Edmonton and 

Ottawa. . . . During one of my university years I came up. Of course 1 had heard a11 the scories fiom my 

parents and everything, and 1 came up for a summer to work. And stayed. 1 came up for one summer and 

went back for my final BFA, and then was supposed to go back to do graduate work, and just didn't make it. 1 

got offered a good job and 1 just didn't want to go back to school, 1 quite liked ic up here. 1 do contract work, 

and Iive on grants, and substimce teaching, whatever you can." 

Childhood 

When Vicki was growing up she was encouraged in her art skills by her parents. "1 rernember one 

incident, 1 dont know, ta me chis is sort of when it al1 began, 1 guess 1 was always drawing art, doing 

something, and then one Christmas, just before Chirstmas, 1 goc into the van with my mocher, and there was a 

big box on the floor, and I opened it up. And she was al1 mad at me because ic was my Christmas gift. It was 

just full of al1 these art suppIies. And ic just scarted there--1 just would rnake anything. Yeah, that's what 1 do- 

- painting, and scyrofoam, pipedeaners, and that sort of thing, buttons, and then material, 1 made anything 1 

could, and gIued everything together. My mother's a musician and . . . none of us had voices or we never took 

up any instruments or anything. We were just encouraged to do whatever came naturally. It just so happened 

that 1 just Ioved putting smff together, and sewing, and those were always Christmas gifcs, that sort of thing, 
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and we were encouraged CO do that. For each of the kids, whatever came to chem, chey were encouraged CO 

do. Sol I'm the only one in my family right now thac does artwork. 1 would say that al1 of chem are very 

creative, but i'm the only one chat has gone inco any sort of traditional arcwork." 

Vicki went to high school, and then went and took a BFA. "1 first of a11 went CO art school at Emily 

Carr in Vancouver, into art school there, and spent my first year there, and then took a year off school. 1 felt 1 

was just too young, 1 really didn't know anything. 1 chought it was very funny when 1 was there. 

Everybody was talking about Andy Warhol, and 1 didn't know who he was. 1 felt very embarassed. 

And there were a lot of things, and 1 thought I was just too young, so 1 took a year off and went back to 

Monueal. 1 jusc worked for a year and encered art school again, 1 was just going co rake general painting and 

scuipting, and chen we chought well, maybe 1 should take some education because maybe 1 could become an 

art teacher. So 1 did a BFA wich a speciaiization in Art and Drama Education, and then finished chat and 

realized that I didn't like teaching. . . . Yeah, you jusc cry whac you can. 

I t  was never suggested by my family to do that. They just, well 1 would Say 'this is what I'm doing this 

year', and they would go 'oh chat's great,' you know. They always encouraged me in my arnvork, though, 

aIways. They were always very thdkd  and supportive of what 1 did. We're a very close knic family. " 

Artwork now 

Vicki works "in mainly watercolor painting. 1 find it easy. 1 guess 1 take it broader chan I guess what 

ic's supposed to be, 1 use it on canvas, and 1 use it really chick, and 1 use ic very differently than somebody 

who's a uadirionalist. 1 just find it's nontoxic, and 1 had a studio in Yellowknife 1 couidn't use my oil paints 

because it would give me headaches and everything, so 1 moved into che wacercolors so 1 tend to use chem a 

little bit like oils. . . . 1 find acrylics very flac. When 1 first started painting 1 was using acrylics and then, one of 

my teachers suggested that 1 try some oiis, and 1 did and i've never gone back to acrylics." 

The rneaning of artwork in her life 

'Well, a t  this point 1 think my focus has been benc over the past year or so, because I've been trying to 

make a living off my artwork and it's not working. So you're trying to create something that's appealing to 



yourself, and fulfills chat need to create, chat need to express yourself, visually. yet something chat's sellable as 

well. And chat's really hard to come by. it's a really hard balance. And then sometimes ic really doesn't 

rnatter, whatever you do, it jusc doesn't seli, so 1 find ifs also interesting that as my verbal skills get better and 

better, 1 find expressing myseif in painting just, not getting worse, but it's not as needy. 1 dont need it as 

much." 

Painting Yellowknife citiscapes 

'Wrell, 1 had a gan t  lasr year. . . from the NWT Arts Council, 1 worked on citiscapes, and the area 

around Yellowknife. 1 really needed to work on the change thac was happening in Yellowknife at the time, 

even though i'd only lived there for four years, I just found this big change in the focus of the city council, as 

far as like putting up new buiIdings, and where they were going, and stuff like chat and 1 really wanted, 1 

needed, to exercise thac. 1 felc a lot of fmscration chrough that, this 'change in my town' type thing. So 1 was 

doing a lot of work like this, where you cake ic kom king ugly to being very beautiful. You know some 

momings you wake up and ir's incredible, al1 rhese buildings and it's miscy, and the ice fog and everything, ani 

then ic will change, wichin a few minutes, and it will be a hideous ug1y town. There's been a lot of frustration 

in chat way, for me. With al1 the poIitics and evecyching. " 

Beauty and ugliness 

' 'The mine is a really big thing in YelIowknife, there are two mines, and this Giant one, for the year 

and a half that 1 was chere, 1 worked out at a lodge and would pass Giant mine every day. And ir's go[ some 

beautiful shapes CO ic. It's also an ugly part of cown, ocher than the shapes of these buildings, a lot of them are 

really old and everything like that. . . .You can recognize the head frame, and some of the buildings if you 

knew Giant mine. . . . Thcn the color in rhe background is the kind of smokiness of the sky and everything Iik 

that. Sometimes you come around a corner and these shapes are really simplified, and rhey're just beautiful. 

And of course, the aurora borealis, the norchern lighcs, you see [hem al1 the time . . . they're quite 

fascinating. Sometimes 1 lie in my yard, in the Fall and watch them. Talking about northem lights, it seems t 

me thac a lot of artists have the same way of painting che northern lights. 1 don't know how so many people 
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can see the same thing. This is . . . more getring rid of the shape and going more after the aurora. Like I've 

seen many different colors, now Sve reaIly seen a lot of the aurora in green and white. 1 saw one red one and 

that was because they released some smff into the amosphere, and that's the only reason. 1 find a lot of the 

painting of the aurora is very tight--it's like they want to contain it in something. tt's conscantly changing you 

know, so I have a totally different style of doing it. Ofcen for that reason, people don't recognize it. 

Rather than do things for specific people, because 1 donit know if it is specific people ic just seems to 

be the focus of a lot of different people, chat 1 try to capture some of che beauty, some of the chings that some 

people might miss. Particularly tourisn, because it is not a very nice looking place. Yet somecimes, it is the 

most beautiful place in the world. 

These inukshuks, are also another thing chat are al1 over YeIlowknife, they're everywhere and 

anywhere you drive. . . . If  ou go camping you my to make your own, and 1 make my own and try to draw 

them. . . . Ekhind this very expensive hocel, che most expensive hocel in Yellowknife, ic useJ CO br the old 

dump site, and a sewage lagoon, which . . . the ciry's trying to Say that they are going to build on thii, they're 

going to build a new subdivision on this and they're aerating it out, and you go behind and there's al1 chese old 

cars, and it's really stinky. And this big beautifil expensive hotel is right there. 1 scarted working wich the 

positive and negative shape of the car in the snow, . . . but 1 sort of got caught in chis uap of doing typica1 

northem trees. Which you do a t  cimes." 

Living by the light 

"1 think like any animal you sort of get used to in the summer staying up al1 night, and then in winter 

you sleep quite a bit. 1 mean at five o'clock in winter i'm ready for bed. You go on the schedule of the light, 

which is not surprising, native people do it up here and irfs just natural. I tend to get a Little antsy in February, 

but 1 try CO cake a vacation or something at that rime. And 1 think, ifs not just myself, there's quice a few 

people chat get like that. Sometimes when you go in a store, they're just uptight when winter is supposed to be 

coming to an end. It does cake a long cime, but by March, ic's starting to gec warmer, and you feel bercer, and 

the lights there, and you're really affected by it, definitely. You just live by it." 



On 'native art' 

'7 don't know if it's the way they paint, or whac chey think, or the need to paint or anything, 1 think 

that's different for every artist. I think in the way they're marketed, there is a big difference here in the North. 

1 think the govemment and the gallenes market the native artwork, and if you're white, then it's very hard to 

gec picked up by a gallery, ir's very hard to, for people who are tourists, who are buying it, to see your work as 

an art. Whereas if you were in Toronto or sornething like that, doing scenes of the North, then chat would 

bnng a new cwist to urban painting. So there is a difference. I think that a lot of native people are 

encouraged to stick co Inuit or Dene art and not encouraged to expand. And 1 don't know if they are 

encouraged directy but just encouraged because that's what sells. That's what the gallenes will pick up, chat's 

what they take co Spain to Expo, that's whac will rnake it." 

Furs or carvings, imppers or artists? 

"1 was just discussing the other night with some sculptors, or carvers as they are called here, and thcy 

were talking about why people starred canring, and why it became such a big deal in the cornrnunities. And 

sornebody recounecd this story about how before the head man or  head person of that communiry or family or 

unit was the best humer. He would bring in the best or most meat and skins. And chcn as the fur nadc 

started to go down, particularly because of Europe and chat sort of anti-fur movement, these greac hunters 

were the poor ones in the village because they couldn'c sel1 their furs anymore. . . . Before the carvers would 

be the poor ones in the village because chey weren't good hunters, they couldn't get as much, so they carved to 

make a Iiving. . . . Now the carvers are the heads of the families because they bring in the mosc money, 

because the fur industry has just gone down the tubes. So ir's like this total tum around for conimunities, and 

they'll have a very very hard time with thac. Because they're trying to keep their naditional way of life, yet 

they're k i n g  encouraged to do polar bears and because that will make them a few hundred bucks. Their fur is 

going to make them $30. So it's a total turn around. A lot of it is definitely motivated by the fact that they 

can make some money which is not wrong, we've been taught that justifies what you can do. You can buy chis 

T-shirt, and you can put fmd on the table." 
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The artist's challenge 

Being an artisc is ", . . sornehow, it's difficult at times. 1 find there's periods of intense creativity, and 

chat whatever cornes out just works, and then sometimes 1 really really smggle with it. 1 find I'rn very 

political, and 1 get quite involved, and in particular with the city this year because 1 live in a place where they 

are q i n g  to kick us off our land, chat's the way things are. I'rn quite concerned wich where 1 Iive, and I'rn noc 

too impressed with our city council. 

1 think that any artist anywhere goes through that. It's hard, I've never wanted to live in poverry, 

and 1 don't think it's necessary CO bnng out your creativity. Yet 1 don'c have. that incredible passion thac they 

have to painc night and day for MO months, and then they can't paint, they're just totally spenc. 1 don't know, 

every artist is different, and there's always that smggle, an inukshuk will sell, where a nude or a scene of a 

graveyard won't. Yec you may want to do that graveyard anyway. 1 think you do do that anyway, but you do it 

less now. Particularly if there's a show corning up, you do try and [you] want CO make a living ac your artwork. 

1 think possibly a Ioc of amsts have to compromise to sell their work, and then once they're accepted into the 

artist community, then they can go on to doing what they really want. " 

Gender and art making 

"It's hard CO generalize . . . it seems to me chat the men, particularly that I've met here are cougher, 

well noc tougher, but just harder about what they're doing. Like they're not so concemed with breaking a 

piece off of their carving, or they really understand chat concept of money and '1 do this, so ger me this much 

money.' I don't know if this is a malelfemale thing, but I'm just doing my arnvork because 1 enjoy ic, and if it 

makes me money then chat's great but, you try to do things chat make you money but it's not my best work. So 

1 don't know. I definicely think there's a lot more male artists up here than female, particularly if they are 

doing it full-cime. Particularly now, I've gone into carving, and last year when 1 was here a t  this festival 1 

carved for ten days and it was quite a big deal, because 1 was the only woman in this carving atmosphere. It 

was quite strange to see, it seemed, a female carver. The same thing when 1 was [at] Coral Harbour chis 

winter, the people would walk in and go, 'a wornan carver.' So there is a barrier really . . . ." 
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Startirtg the Festival of the Midnight Sun 

"1 came out of this festival last year, thrilled to death. And 1 went for a grant and of course I'm going 

to need money. Money was the big ching. You know there's people who wanted to start this festival in 

Yellowknife, and 1 had been to this one xi 1 had a bit ofexperience, and 1 knew there would be a paid posinor 

in the end, and 1 wanted to be invoIved, only CO take it out of the control of the galleries and the business 

people. To make sure that it had a lot of integcity to i t  And 1 like organizing, so 1 got involved in that way. 

And it definitely came out of t h  festival, the idea chat it couId be very successful. and we're in a bigger 

community and everything, so it definitely came out of this one. It sort of gives you the sense that you can-- you're 

talking to anists, musicians, poecs, and they've no idea how to market thernselves, and what's available to them as fa1 

as grancs, or where they can go for a show. And here you have--it's so easy to access that information, and be able tc 

give it out, that's a real sense of helping sotnebody else. 

Thar's sort of how it feels. that you've really put in a lot of effort and eveybodv has come, and thev 

were enjoying themselves. It's a great sense of accomplishment and pnde--that you've pulled it off. 1 need to 

have another grant this year to be able to work, get another body of work for next year. i'm not sure how 

differently I'd do it, I'd probably just do it different. ThereS a number of things, al1 the things that we talked 

about, about being non-native in this cype of environment, and being a woman in chis type of environment, 

and there's a lot of things like that, that 1 wouId Iike to work on, and work out." 

Connecting artists through festivals 

"The bond that takes place in something like this is just, you can't even explain it. You're meeting 

people who-this is my second year so i'm meeting people who 1 met Iast year, who it's instant--you know we're 

'Oh, yeah, 1 remember we carved' and you don't even talk about the old stories. It's what you've been doing al 

year, and what are we going to do for this festival, and, there's an incredible bonding that takes place benveen 

al1 the artists. 1 think that takes place even in out festival CO a certain extent. It's a different type of festival in 

Yellowknife, so there's not this incredible 80 hours together. Some of us know each other, and we're al1 here 

to do the same thing, we're al1 here to work, and you know there's a lot of socializing going on. These people 
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who come h m  Spence Bay or  Clyde River or anywhere, you know you're never going to see al1 year, you'd 

never get the chance, unIess they were coming to be ar chis festival, and you were coming too. Ir's just --when 

do you fly to Spence Bay? And the fact that you'U know chese people for ever and ever and ever. The North 

seems very very far apart but ic's very close, once you know-Charlie from Spence Bay-you know him. 1 know 

last year, 1 sent a loc of information out to different artists abouc art, because chey don't have access to it. 

Particularly in the library and chings Like that, that type of thing, that you can't put a number on and you can't 

predict, but you know chat it happens. 

1 didn't want co copy what Charlene was doing here, . . . what she had creaced here [in Inuvik, in 

Yellowknife], we also are in a bigger communicy so we can include al1 of chose people-the writers, and the 

drama, we can include those people in different events that possibly you couldn't do here. 1 don'c know if you 

could but . . . al1 the arts, and the crafts--there was a Loc of pottery, and baciking, and things like that. 1 think 

there could have been more meeting of artiscs but I ~hink chat jusr comes with cime. 1 nociced chat a loc of 

arcists chat we had flown in wanted co try out sorne diRecent medium, like poctery and batiking and a lot of 

that happened which was really nice. That they just got to try someching out." 

Teaching art to kids 

"1 teach mostly in Yellowknife. I'm ceaching high schooi or junior high, and they sec it as an easy 

course. There's a couple of senous kids, who i think would maybe continue into art, but most of [hem have no 

idea of anything about northem art. Nohing about Inuit art, or anything, which 1 find is really strange, 

chey're Sitting in Yellowknife, and they've never had a carver come in and demonstrate how they work or 

anything like rhat. It's really odd, they're here in the North, chey could be really close. I'm sure some of [hem 

have had chat but. . . these are most1y white kids. 

Most of the native kids who come from the cornmunities deftnitely know their culture. There's a very 

clear understanding chat if you do this painting or this drawing, then you'll get some money from it. The [role 

models] chey have, have really been successful and they tend to follow rheir style of work. You know this 

person has been very successful and he's getting recognition, making a living, so 1 can do the same thing. " 
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Note: Vicki coordinated the Festival of the Midnight Sun for three years and then withdrew to let someone 

else take over. While she was involved with the festival, she said she almost stopped making art 

herself. She became close friends with Inuvialuic sculptors, which gave her personal insighc into 

cultural relations of the Western Arctic. She is now the chairperson of the NWT Arts Council and is 

teaching tourism courses with a Company in Yeltowknife. 
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JULIA & BRENDALYNN ?'RENNERT 

Inuvialuit moose-hair and caribou-hair tufters 

Hay River, NWT 

Fig. 43: Julia and Brendalynn at The Creat N o h  Arts Festival in July 1992, 

in front of cheir artwork. 
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JULIA 6r BRENDALYNN TRENNERT 

Hay River, NWT 

This is a summary ofJulia and Brendalynn's cornmenfi from an interview videotaped in july, 1992, during their 

first trip ro The Great Notthern Arts Festival. 

Julia's leaniing in residential schml 

"I'm Julia Pokiak Trennerc, and this is my daughter Brendalynn Trennert, better known as 'Inukt." 

Julia was born inco an Inuvialuit fami1y in Sachs Harbor and went co residential school in Aklavik. "1 learned 

moose-hair tufting basics fcom a nun thac was teaching in Aklavik years and years ago. Sister Leduc." Julia 

moved to Fort Providence, where there are very few Inuvialuit people, when "1 was an adult and a1ready had 

my farnily. I think there rns only one ivoman lek that riras taught by Sister Leduc, thac's SUU doing a lot of 

tuftings, that's Grandma Lafferty. . . . She used to live in Fort Simpson, she has really beautihl works, [her tirsr 

name is] Celine. 1 lived in Fort Simpson for seven years, but at that time 1 was not into tufting so 1 missed an 

opporcunity co learn from her. I'm really sorry about chat, but you don? know how your life is going to tum 

out." 

Doing tufting again 

"When 1 Ieft school 1 didn't even think about doing tuftings. Years later when we moved co the Fort 

Providence area, 1 started and cook chat up again. . . . 1 used to admire the works of the elderly [Slavey] ladies, 

the ones that are in their sixcies and seventîes, and they make really complicated roses and flowers. As 1 got to 

know people better, 1 learned that those same wornen were taught by the nun [the same Sister Leduc] char 

taught me how to do tuftings in Aklavik." 

Unique work in tufting 

"1 was nying to make flowers Like the women in [Fort] Providence were making and I couldn'c, 1 was 

not pleased with the results. So 1 experimented with differenc animals, and . . . butterflies, and birds. I found 
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1 was really good at making animal pictures, and 1 was happier with the results. So if 1 don't have to do 

flowers, 1 keep away from making fiowen, and I try to corne up with different designs to keep the pictures a 

little different frorn each other." 

Influence of the market 

' m e n  1 eventuaily settled in that area, 1 got back to it, because the touriscs were interesced in the 

tuftings, and Fort Providence is farnous for char. It started out trying to fil1 a dernand for it, For stuff che 

tourists wanted. . . . When they go to Fort Providence, moose-hair tufting is usually what they buy CO take 

back as souvenirs." 

The challenge of tufting 

"I've been doing moose and caribou-hair tufcings for about ten years. 1 work mostly with rnoose hair. 

But it's a very tirne consuming way to do rnoose-hair tufting, because you have to sort the hnir almost 

individually. The caribou hair is very fine to work with, really delicate hair. You have to have a steady hand 

to work with caribou, but with the moose hair it's a lictle courser, so you could shape it better wïthout too 

rnuch trouble. Up to now, 1 do other things. and do the tufting on the side. . . . 1 don't count on it as an 

income, because I'm not doing ic fuI1-tirne. 1 [sel[] everything privately, and it's al1 by word of mouth." 

Being an artist 

Julia says she considers herself an artist. 'Yes 1 do. 1 used to work with oil paints years ago, and 

switching over to tufting, it's another way ofexpressing myself. . . . It's a different medium. So for me it was 

easy to switch over from oil painting to something different. 1 tried doing beadwork but 1 haven't got the 

patience to do chat type of work. With the tufting, especially when you work on a blank piece of velvec, and 

you start adding things here and there, and the pictures start coming out, it's really nice." 

Brendalynn begins tufting 

Brendalynn leamed to do tufting "by watching rny rnother. She never really sac me down CO say 'this k 

how you do it', but I've seen her do it for many years. And it was actually out of a request from one of my high 
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school teachers after 1 graduated, to make hirn four pictures, and he sent me four very large pieces of velvet. It 

was al1 connected. He wanted four pictures, so al1 1 did was fold it over four rimes, and 1 made pussywillows 

and ptarmigan pictures. And when 1 brought them to him, he said al1 he wanted was four single flowers-very 

srnall. But 1 had made these large picmres! And that's how 1 found out that 1 did know how to do it." She 

had observed her mother working, and says "you could be taught, anyone can do or m, tufting. However, 

some of us [seem to] have a natural ability to work with the tuftings." 

Feelings about her work 

Brendalynn suys char doing tufiing makes her feel proud. "Sometimes 1 sound a littfe bit conceited. 

I'm good at my work, and I'm very proud of my work, especially my birds, and my whale, 1 know that my 

qualiry of work is good, and it only can get better. Any one of us would be confident and proud of our work 

and ourselvec when the effort and love is put into it." 

MateriaIs and purpose 

Brendalynn explains about the materials used in tufiing. "Black veIvet usually shows the colors, brings 

out the color. When you work with moose hide or caribou hide, or you have home-tanned moose hide or 

caribou hide the price goes up automatically, because these are hand tanned. We dont tan the hides 

ourselves, we have ro buy it. So the price on the picture goes up quite a bit. Black velvet brings out the colors 

and seems to add to the picture." 

Brendalynn says that they make their pictures "just to make wal!s beautihl. Beautiful pictures on 

[the] wall of your home or your office, something chat you won't see anywhere else, a conversation piece." 

Creativity in tufting 

How is the Trennerts' work different? Brenda answers "from a normal person? We're not normal! 

From people that don't do crafrs and art? . . . Creativity. Being able CO . . . 1 look at a picture, and Iike 

warercolors, and 1 could see things that are in it, 1 see images in it. Whereas if you ask somebody coming off 

the Street, to look at the picture, al1 they might see is a bunch of colors mixed together. They wodc see tvhat 1 
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can see. With my picmres, they're different. Ir cakes a creative mind to corne up with new ideas. To be 

unique." 

Teaching others 

Both Brendalynn and Juba have demonstrated tufting at the Festival s e v e d  years, and taught visitors 

who asked them how to begirr tufring. ''In Edmonton. . . just this past year, 1 [participated in] a multicultural 

festival day, and . . . basically the same as here, 1 demonstrated how it's done. And if anybody wanted to try it, 

or leam how to do it they couId do it. But as for any workshops, or just solely for a person coming [CO [earn], 1 

haven't done anything like that." Neither of the women have demonstrated their skills in the schools. 

Brendalynn says "the only challenge for my mother and 1, [is] because we do such unique pictures. . . . 

1 don't think there's too many young people, I'rn 23 years old, . . . people around my age, that can do differenc 

things besides the flowers. i think it is slowly dying out. And even though whenever ive have a chance to 

show sornebody, whether it be privately or in an a n  show, or to do with an art show, y011 have co have that 

urge to do it. 

You have to want to do it. Not for money, not for anything, you have to be proud of your work. 1 

think it is slowly dying out. There's no way you can force anybody to do it, just because they're Native, or 

they live in a community ~ h a t  this is where they do it [tufting] to get the money from [in order to Iive]." 

Brendalynn says kids shouId be taught "when they're younger. They shouldn't be forced to do it. Ir 

should be offered, but if it's offered, it should be with somebody that has [the] heart to do it. Because if 

somebody doesn't have heart to show you, you know. . . ." Brendalynn says "1 have never had a student that 

was bad. . . . [they] should be proud, . . . they med" 

Note: The following year, 1993, Brendalynn came to the Festival by herself. She was producing some very 

unique images in caribou-hait tufting, and exploring others. In 1994 both Julia and BrendaIynn came 

to the Festival. The other artists voted Brendalynn's work the 'Most Creative Arcwork' of the 

Festival, arnong al1 the carvers, painters, and pnntmakers. She was realIy pleased with that honor 

from fellow arrists. 
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In March 1996 Brendalynn had an exhibit of her work in Yellowknife, and a color brochure 

of her work was produced by Northern Images. In this brochure Brendalynn States "From the 

beginning 1 have not stayed with the traditional style of tufting. 1 thought 1 wouId keep my tuftings 

and make each one different f-rom the one before. 1 love to blend different cultures together in my 

designs. 1 use traditional tufting techniques to create non-traditional designs of birds, animals, peoplc 

and 'mind benders'. 1 ny not to set or follow boundanes. Our worId is fuil ofcoIoun, shapes and 

possibilities, which can be combined in art." Brendalynn has created a number of designs that 

symbolue strength and healing, like the one below: 

Fig. 44: 'Rebirth' by Brendalynn Inuk Trennert. "1 finished this nifnng on an 

evening when someone 1 knew passed away. 1 shall always . . . remember: 

chrough the cycle of life--we are bom, we Iive, we die, we are rebom." 

Other designs represent a spiritual healing of the inner soul. 

(Norrhem Images 1996). 
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MARY TRIMBLE 

buvialuit traditional seamstress and stone sculptor 

Inuvik, NWT and Nanaimo, B.C. 

Fig. 45: Mary working on a stone carving 

at the 1996 Great Nortitem Arts Festival in Inuvik. 
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MARY TRIMBLE 

Inuvik, NWT and Nanaimo, B.C. 

In July, 1993 1 viàeotaped an interview with Mary ut hm sism's house in Inuvik. Just two weeks later, ditring 

The Great Northem Am Festival, their d a u g h  Carol was killed m an automobile crash in B.C. Carol had 

lived all her life in lnuvik, had served a the Festival Board for several years, and haà just rnoved to B.C. co be 

near her parents. Bev Lennie and I wmt CO the Mernorial service in Inuvik, which wu. attended by a hundred or 

so people. That Fall, 1 visited Lyk and Mary Trimbie ut their log home and acreage near Nanaimo, B.C. Thqr 

had jtat finished enclosing a carpark ta make a small galIery area at the front of their home. Lyks painrings, 

Mary's dolls, as well as their s t m  carvings were on exhibit. We had tea, and then Mary and 1 wafked armind th 

artwork and talked about the va~iow pieces on which she had worked. 

Childhood and early learning 

Mary grew up in a naditional [nuvialuit family, who onginally came from the Alaskan Eskimo or 

Inuvialuit peoples. "My dad. my father, used to do carving. He didn't came like this, he did something to Iive 

with. He made spoons, and he took a sheephorn, and he made a spoon for my mother. Yeah, he did that, so I 

[watched] him. Thar's the way it is here . . . my mother used to make sealskin clothing, and chen something 

waterproof. We didn't have rubber boots then. 1 learned to do that, but you can't use those now. 1 guess you 

could use it, but rubber boots replaces it now." 

Traditional sewing 

'You start from the very beginning, when 1 was mamed, 1 didn't really know how to sew, because my 

mom was teaching me as I was growing up. When I got mamed 1 had to depend on my mother to show me 

what 1 can do." Mary mamed Lyle Trimble, a non-native pilot, and they raised their family in Inuvik. "Later 

on, 1 did sewing for my family-made mukiuks, make parkas. And you try and teach your family, your own 

family, to do your sewing, and you know they did a lot of chings like chat. 
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These are my moccasins, my aunty did these, 1 don't do this [knicting with beads around the back] but 

1 do these part [beading the uppers]. 1 can do the beadwork, [but] 1 don'c do very much [anymore]. My auncy 

gave me this so 1 got chem to make shoes for myself." 

Sewing now--old s k i b  for new projects 

'These are the dolls chat 1 make. 1 make the ladies [doll] and delta parkas, and these are the men's 

[doll with craditional parkas]. 1 make quite a few a year, 1 would Say 20 [dolis] a year, but lasc year 1 made ten, 

that's how much Ieft 1 have here. 1 like doing the dolls, it's something for me to do." 

Tragedy affects art making 

"But after we lost our daughter, 1 just didn't want co do anything. 1 have to get back to it. It is really 

hard. You just lose yourself from doing work that you used to do, but you gotta get up and go. Ic's really hard." 

M u e n c e  from others 

There doesn't seem to be much mixing between cultural groups in the Delta. "Not really, like the 

Eskimos cm, they do their own thing, the dancing, the drumming, and the sewing, and different things. And 

the Indians coo, they do their own thing-dancing and sewing, and they do the moosehides and scuff. They 

live together though, even if they do their own thing. You live there, and he's your nexc door neighbor, but 

when it's time to do crafts, they do their own thing, and they want to do their own things. 

Like when you go to Inuvik [to the Festival], you see someone eise's art, and chen you look to see 

what you can do. And chen you ny and do things like chat. And this way when you go to Inuvik, you learn. 

If you're an arcisc, and you see someone's else's art and see how they do it, and this way it really gives you some 

ideas. Things to do, and you leam from each other. You leam--chat's an  idea." 

Making art 

Mary and Lyle began to carve after their children were grown, and now they work together on carving 

various kinds of rock. 'We goc started when Freddie [their son] started to carve, when we start him off. And 

we said we would do something, and we staned it together. 1 learned [to carve] as we'd go along. 
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about three or  four years ago we did that. These little ones [srnall relief carvings on the flac side of a stone] we 

did just after we came back. You just cake a flat rock and trace your animal, and then carve i t  wich a knife. 

Ic's really simple. This is very very simple. This little one here, we jusc started [putting little feet under che 

carvings], we just start this not long [ago]. We used to have it flat d o m ,  but chis way you have chis litde one 

[bumps for feec], and you don't scrape your cable." 

Images of the Western Arctic 

'We  did this one too [a muskox al1 in one piece olstone]. We usually put a [separate] hom, but we 

didn't, so we just carved it out of the Stone. It looks pretty good too. AIso, i t  is real easy to do this one, no 

sanding. This one [a relief sculpture of nvo whales crossed] we just, simple, same thing, you sand this, and 

then after you work with rough sandpaper, chen just fix it like that. 

This one's the inukshuk. We just put the Stones togecher, and make them fit and flatten them, we 

have them [inukshuks] out chere too [in the yard] and then they [neighbors] ask us 'what are these things?' 

Just rocks piled together, and then they would ask us 'what's these things?' Yeah, and that we cal1 the 

inukshuk. You just puc che rocks together and glue them. Any kind of rocks. Lyle used to pin them, 1 don't 

do the pinning, now we just glue chem. This one (small muskox) we made when we were in Inuvik. \Ve just: 

got it finished just before we left Inuvik. Thii is whac Lyle and 1 did togecher. 

Mary and Lyle wotk on almost everything together now. "1 should really do someching for myself, buc 

1 don't know why 1 never do. 1 don'c know." 

Note: The following summer, 1994, Mary brought some of h t r  own new ideas to the Festival in her Iacest 

work. She carved a relief image on a moosehom and stained it, and chat piece won an award for one 

of the most 'creanve artworks' of the Festival. She was really pleased. They have also won prizes for 

their carvings at B.C. art shows in the Nanaimo area. Mary and Lyle now live most of the year in 

Nanaimo, but go North every summer for several months so Lyle can fly air tours around che Delta. 
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PEETEEKOOTEE UGYUK 

Inuit traditionai seamstress & creator of the 'packing dolls' 

Taloyoak, NWT 

Fig. 46: Peeteekootee holding two of her creations: one of her first 'packing dolls', 

'Thunder Woman with Lighming Baby' and slippers 

she made ar The Great Northem Arts Festival, July, 1994. 
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PEETEEKOOTEE UGYUK 

Taloyoak, NWT 

This is a summav of Peeteekootee's cummenrs from an inreniiew videotaped at The  Great Nonhern Arts 

Festival in Inuuik, NWT inluly, 1994. Her commenu were inrarpreted on c a w u  by Mana Igutsaq, ais0 of 

Taloyoak C f m l y  Spence Bay) in Jie Central Arctic. 

Early learning 

"1 am Peeteekootee Ugyuk h m  Taloyoak. 1 rernember the very first tirne 1 started sewing was with 

my mom. My mom let me try--wu know how the karniks get holes on the bottom? And you have to cover 

them with a piece? That's how 1 started sewing, first time, helping my mom." 

Peeteekootee was born when there were already white men around, and her grandmother died when 

she was small, so she didn'c hear much about the old days before White people came. "My grandmother 

passed away so 1 never heard hard1y any stones about rhen. In the past the men used to sew. Even though if 

was a man, 1 would have still done sewing. 1 never went to school or training, so 1 leamed al1 my sewing from 

rny mom ac home. Lacer, after putting patches on the soles of the karniks, 1 started making little kamiks for m 

younger sisters. Just crying. Somecimes they don't fit, but when it doesn't work out, 1 try another one. That's 

how 1 started sewing. 1 had three sisters and brothers. That wasn'r coo hard on me because it was a small 

family." 

A farnily of her own 

"Afier chat when 1 was old enough to get marrîed, 1 goc married and started raising rny children. Tha 

got harder, because there were too many of rhem, and 1 had ro pack [babies] and have everything ready for al 

kinds of weaçher. Each spring, and summer, fall and winter we had to have seasonal clothes, al1 the time, 

handmade. So it was getting kind of hard. 1 had four sons and three daughters. Seven children in all. 1 had 

to hand sew for all six of them. the youngest one, 1 still hand sew his clothes, but not as much as the other 

ones. Today i'rn stil1 not professional, but 1 know how to make kamiks now." 
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The packing animais 

"The packing animals, the famous packing animais, it started out, al1 of us [a group of women sewing] 

cogether at the same tirne one aftemoon, we were talking about how the animais packing a baby would look, 

and we were just Iaughing. Just joking around. You know, we didn't know we were going to get hooked on  it, 

or something. One aftemoon they asked me, if 1 could try something-an animal, packing a baby. And we jus1 

laugh Our heads off at it, we thought it was silly. So they let me try a fhh, and 1 came back next day with this 

babpfish packing her baby. It lwked good. You know we like to try, and that's how it started. We got 

hooked on it." Not long after that, the women of Spence Bay began rnaking 'packing animals' for sale, and 

they were a big hic across the Arctic and later down South. 

Creativity & designing 

"Our grandparents they used to use the same pattern over and over, and over again. Like the same 

old ching al1 the time, for the same old--gee it was those years. But today it's different, even with us today, 1 

Iike to add a little bit of something as i'm sewing--1ittle bit different than other times." 

When Peeteekootee starts something new she doesn't draw it out on paper, she just thinks about it for 

a long time. "'Vlrhen we're trying something, a t  home, in our cornmunity, to us, when we're planning 

something, we don't draw it, we just think about it. And we see ic in our mind. And we forget about it, and 

then few days Iater, it comes up again. It keeps coming back, and then you have to try it. I t  looks so perfecc, 

cause your rnind works so fast. You see it in your mind, and it looks so perfect, and you don't try it right away 

'cause you're not sure if you want to try it, but you have to think about it before you start something. 1 do that, 

and Mona does that, too. Your mind is a fast worker, but your hands can't keep up with your mind. so you 

have to keep planning, u n d  you start cutting it out. It doesn't always really tum out the way you see i t  in your 

mind, but you know, sometimes ic just turns out perfect. Other times it's hard, but you have to learn fiom your 

mistake and try again." 
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Perserverance & criticism 

"In order to keep the packing animals alive you gotta keep going, you gotta keep adding more, 

something new. You gotta keep going, you gotta keep adding new pieces, or to keep the packing animals going 

by adding a liule bit, every year add a little bit more chere, rnaybe little bit different next year. It doesn't make 

any difference to sewing them. 1 like to see adding litde bit each time." Peeteekootee says "I'm always happy 

when 1 create something. But I'm happier to ask the question before it's done, before it's finished, I'll ask 

somebody, 'how is chis?' If chat person Say, 'Oh it's so perfect' 1 gec so--gIad--chat there's no mistake in ic. Or  if 

that person 1 ask says 'do a Little bit more work here and there' I'rn sri11 happy about chat, it doesn't change 

that. 1 always thoughc co myself that 1 could do something. Even if 1 tumed out to be a man, 1 would have 

been sewing, because 1 love sewing." 

The meaning of artwork & helping each other 

"It's exciting. Happy CO do, but as you go along, you leam more. 'If it's this way, it would be better', or 

'there's something wrong with this and this', 1 don't know. As you go along you leam your mistakes, or if you 

hurry. or you should do more, or do less--itls exciting to be the creator of the packing animals. 

In order to keep going, you gotta be creative, not just yourself, but with other people, they help each 

ocher out. So 'let's be creative, and do something different',' let's add something different to this', like helping 

each other out, and it's different. T o  keep going you gotta be creative. 

You don't need to have a word for it [art] but we do. Always trying something new, or always trying-- 

just cal1 your, gee, how can you say it--artist? I'm one of chose." 

Teaching the next generations 

"Today at home, in Our community, we teach out younger children and teenagers and they love 

sewing. They have somebody to teach each other. We don't think about age today, we don't Say 'you're old 

enough to sew'. Righc now, we start it nght from the beginning Iike, when they're old enough to hold a 

needle-they're old enough to sew. They could try anyching. Ac the beginning you have to watch them 

though, when chey're old enough CO, as long as when they Say, when they're walking or when they want to try 
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sewing, just let them try. You dont say 'you can'c, or 'you're not old enough.' Last year 1 was helping in 

school, teaching the kids sewing, and 1 taught my daughters how to sew tao. They are so eager they learn right 

away. 

Note: A month after chis interview Peeteekootee represented her community, and presented a packing doIl 

co the Queen when she visited Rankin Inlec, in the Central Arctic. She continues to work and learn 

wich other women at the new women's c o s p  in Taloyoak (formerly Spence Bay), where Mona Igutsaq 

serves as Manager. 
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MARGARET VITTREKWA 

Gwich'in traditional seamstress & cuiturd teacher 

Fort McPherson, NWT 

Fig. 47: Margaret in the Teacher Education classroom at Arctic College 

in Fort Smith, in June, 1992. 
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MARGARET VITTREKWA 

Fort McPherson, NWT 

This is a summary of Murgarer's comments from an interview vuieocaped on July 2 1 ,  1 992. A short disacssion 

about her work was recoràed in lune whik s k  was taking a course in the Arctic College Teacher Educacian 

program in Fort Smith. S k  was excired to see the photos o f t k  beaiwork in Kate Dtcncanfs 1989 book encirled 

Northern Athapaskan Art: A Beadwork Tradition. At the C r 4  Festival in lntcvik h parkas hmg on the 

tuail ut one end of the roorn, and her slippers and 0 t h  wmk were phced on several rables. S k  is taiking about 

her work while she is showing ir to me. 

Early learning at home 

Margaret grew up and leamed sewing skills from her mother in Aklavik, "not in school, just tiom my 

mother. My mother is a really good sewer, she leamed fiom her mother. She wasn't the one chat went to 

school, and she scayed home most of the time, so she knows her work in the house, and then if they have a 

Little spare time, her mother shows her how CO do this. So she could sew parkas very well, beading very well, 

wool and embroidery. Al1 that, she does it by herself, make parkas, mukluh, mitts, everything, because shc 

hasn't k e n  CO school, she knows a11 chat. 1 picked up mose of her sewing. Sve been doing beading evcr since 1 

was 14 years old. 

My sister Mary Kendi is in Aklavik. . . [she is also well-known for her sewing]. We don't put animals 

on our clothing, itfs our tradition 1 guess. Ever since h e  been sewing it's been flowers, just flowers. It takes 

quite a bit of time to do the embroidery. 1 just think [hem up [the designs] . Then lacer, as we draw it, we just 

think of the colors that we like to put them in. Of course, we have more colors now, more chan we used to 

have anyway. 1 use light bnght colors, pink, red, blue and green, 1 seldom use black and brown. 1 use white 

for filling in. 
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It is very interesthg to leam different pattern. 1 asked the girl h m  Providence to cuc me out some 

of their stuff. ï h e n  1 went to the museum to see al1 the patterns. Fifteen years ago 1 moved here [to Fort 

McPherson] ." 

Traditional skills being lost 

"There's a couple of women that [tan hides] but it's hard to get them to work with it. They are nying 

to get a product going so the women would learn how to get back to tanning skins again. Yeah, a lot of the 

skills got lost. It's hard for them to get the caribou brains. They soak the hides in the [brainsl solution which 

softens it up, that's kind of difficult at rimes. Very few wornen do their tanning." 

Getting materiais 

'We get ideas and then we get our matenais for the product we want to rnake, and get enough of it to 

Anish it. I t  takes time to order-at least two weeks. This here is woivenne. Al1 this. too, we order fiom 

Edmonton--fiom Ken Belcourt. He sells to northem people and he knows what most people need for sewing." 

They don't buy at a wholesale price, 'We still pay the same amount, that is why the prices go so high, and ic 

makes it difficult to sell. Mooseskin . . . we order fiom Edmonton. You could use scroud," [a finely woven 

wool cloth] but 'stroud' retails at over $30 a mene in the north; and 'duffle', [a thick and fuzzy woven wool 

130th like blanket cloth] retails at almost $50 a metre. So materials are very expensive for women to 

purchase." 

Speciai techniques in beading 

The women of Fort McPherson are known for their inmcate beading techniques. They bead not only 

the 'uppers' [top of the foot] of the moccasins or slippers, but also bead a band around the sides and back of 

the foot, in different ways. "These are 'knitted' by hand, you can rnake these [beaded bands around the back 

of slippers] in hearts, heart shapes, or in smpes. [Knitnng with beads is done] by using just one beading 

needle. [You] thread five beads, put it into the center bead of the next. [They are knitted first] without a 

backing, [like a beaded lace] and then you put it onto this snoud. 



Western Arctic Women Arrisrs - 301 

This solid work we do, it's on a stroud, and you-press them together so they are the same [design] on 

both sides, and chen starc beading--decide on the colors. This at least takes a couple of weeks. Over here, is 

the zigzag pattern-just use different colors, and the beading here [on the uppers] is solid work again. Then 

jusc put the bottom hide o n  ir, [and it takes] not long. 

Fig. 48: Knitting with Beads, an example made by Efie Blake of Ft. McPherson. 

Other ways of beading include those "done on string on the loom, and you just pick out your own 

design, you just figure out what you want to make on ir. They put it ont0 white leather. There's the litcle 

booties here--one is done on  the loom and one is done by hand." 

Wearing traditional ciothing 

"They [women and men] do Wear their traditional clothing when there's special eventwthe leacher 

dresses--with fringes on it. The really fancy dresses, white ones, made with stroud or leather. Mukluks they 

make their own, and slippers." 
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Beadig  and sewing in school 

'The young women are not learning much [cradicional skills] ac home. Thar's m e  because they have 

the home econornics teacher, she's a woman frorn Fort McPheaon, and she teaches girls how ro bead on the 

loorn, [and] get their own designs. 

In the school they started this beading on the Ioom, with just smng. They are making their own 

mukluks, and slippers, their own handbags, eamngs, these are the girls chat are in school. The boys sometime 

they do too. They learn from age 10 to 15 or so. Yeah, they're quite anvious to learn, they're most interested 

in those twisted eamngs." 

Margaret's work at the Craft Festival 

'There's the cwo [pair] there, 1 got about four or five pairs [of slippers]. These are large men's slipper: 

with blue [beaded] roses, lined with beaverskin, [the back is] blue moud and red felt [with beads dotted alon] 

the edges]. These are ladies slippers, which are not cm difficult. They are usually [priced at] $180. These ari 

with beaverskin, [and these are] Iined wich white rabbit fur. And then, over here, the sides are with felt and 

stroud, lined with beaver. There's a hairpin here sornewhere. 1 dont make dolls." 

Margaret made several parkas to sell a t  the Craft Festival, al1 beaunfully embroidered on the yoke, 

with some embroidery also on pockets or CU&. "This one has the lining inside-the satin lining. It's very 

warm. This too is moud--this child's parka is for a 8-year old. A woman's, and men's parka, they take at least 

two weeks [to embroider]. This [sewing it together] is not diFticulc, you can do that in a couple of days." 

Balancing time and pice 

"I've got $200 on it. Ic doesn't realty [pay for the time]. But if we have it [priced at] more chan that, 

it doesn't really sell, because of the price. ï h e  work here icseIf is just really fine and it takes tirne. This white 

jacket, it sold al1 right--and it wenc for about $300, [it is] white smud. This one is fur, and 1 did that one al1 

in roses." 

Note: Margaret completed the Arctic College Teacher Education program in 1993. She is well-respected fa 

her beading and sewing skills, and teaches in the Fort McPherson etementary school. 



Western k t i c  Women Amisa - 30E 

RUTH WRIGHT 

Gwich'in paper &t, Fine Arts graduate, and Arts Festival Board Member. 
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Fig. 49: Ruth Wnghc in April 1996 touring the C&n Museum of Civilizaticm 

in Hull, Quebec. 



RUTH W G H T  

Inuvik, NWT 

Following is a s m r y  of Ruth's cmrnents videoraped in an interview, m the cafetenh of the lnttvik Hospital, on 

July 3 1, 1 996. Ruth was merdue to deliver her eighth child. 

Childhood and early Iearning 

"My rnom had two chiIdren before me, but they both passed away, so 1 am the oldest in my family. 

Out of al1 of us there are only four left: chat's me, Dennis, Karen and Elaine. Because of the way 1 am 1 cake 

over the family whenever 1 get a chance, I'rn boss in my family. 

My mocher's side of the family cornes from Old Crow in the Yukon, and her father came from Circle, 

Alaska. M y  Dad's sidc of thc farnily, his mocher cornes from Aklavik and that General area. she's Gwich'in as 

weU, but my Dad's facher came frorn the United States, 1 think it was Indiana. But his Grandmother and 

g randfa th  are English. So 1 have a whole bunch of things in me. I'rn a half-breed. i'm from Inuvik, 1 

consider myself a Gwich'in Canadian. Moscly I'rn just from Inuvik, I'm just one of those town people." 

Learning the oId ways 

"When 1 was very very smal1 we lived in the bush u n d 1  was about four years old. My mom and dad 

had a sawmill up past Fort McPherson, and my mom had a big garden out at the back. She used to take us out 

there every day and in the winter she'd set snares around, and my dad had a sawmill and he had lumber, and 

we'd go to town and go CO different places. Once we moved out of there we moved to Fort McPherson, and 

then he started his own business. From there we rnoved from one community to another to another one, u n d  

1 was about eight years old 1 t h k .  We moved here, there, and everywhere al1 over the Northwest Territones. 

We'd stay in one place for so long, my dad would move ' d l  school was over then we'd follow. 

When we Iived out  in the bush, my mom always had her cousins from Old Crow come over, and chey 

always beaded and sewed. My mom couIdntt bead very much because she had an artificial eye, and it bothered 

her to bead-her other eye wouId get cired. So 1 used to sic around and watch them bead. Of course 1 tried to 



learn, but I couId only bead with one needle. And here, everybody was beading with two! Everything 1 ever 

learned I've leamed to d o  a different way from any normal person. 1 always find my own way co do things. My 

aunties and cousins from Old Crow used to come over and they used to sew and bead, when we'd go to Fort 

McPherson we used to go to old people's houses so there'd always be sornething there to do. 

This oId man used to make snowshoes, and i'd want to leam how to do that. i'm thirty years old, and 1 

finaIly Ieamed how CO rnake a dreamcatcher, and chat's basicalIy the same ching as a snowshoe dog hamess and 

bells. I've always wanted to leam how they do things like they did Long time ago--like fishnets. 1 wonder how 

they make those hhnets? You can't go up to anybody and ask them because hardly anybody knows how CO 

make them now. Hardly anybody knows how to make those really nice beaded and embroidered dog packs, 

with the Litrie bells on it, that al1 the dog packs had. People used to make everything--al1 these brand new 

items with as much flowers and colors as possible, and each mother and grandma used to make their whole 

family a new parka, new mitts, new shoes, this is beaded and embroidered, and it was gorgeous. Christmas and 

Easter they'd sew Iike crazy, and now hardly anybody does that anymore. 

They did not cal1 ic art, it was what you wore--it was your c1othing. Anybody could go praccically 

anywhere up in the Delta, and you'd know who made chat because it was cheir style of clothing, their scyle of 

sewing. They didn't even have CO sign it. Old people can still find oId slippers and Say 'Oh you know such and 

such did that,' because they remember what she used to do. And men used to do it too, not only women. 

Men used to sew as weli, as h r  as 1 remember, I know lots of men who sew. Try and tell that CO men 

nowadays, they dont believe you." 

Delta Braid 

Ruth guessed a t  the origins of Delta Braid. "It probably has something to do with long time ago, when 

in the middle of winter, you see someone coming down [the mad] their style of parka, whether or not it had a 

mmming on it, you could recognize the person because of the scyle they had on. I'm sure once more and more 

material came in, people started making their own design and you could Say 'Ah this person made chat design', 

and you'd recognize that penon because ocherwise you'd just see a bundle of fur coming down the street." 
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Formai schooling 

Ruth started school in these various cornmuniries. "Ic was kind of Ionely because you never got to sta 

in one place very long CO make fciends. So 1 was always a little outsider. I'rn very bad with names. Everybody 

can remember me, 1 know their faces, but I'll be damed if 1 can remember their names. I've known people 20 

30 years, and 1 still don? know what cheir name 5. Of course, I'rn too embarassed to ask. But they know me, 

I'rn like chat. 

[In school, art] wasn't structured. You could do anything in art, it was fun. I'rn going to get off on 

this, but 1 always say its fun. 1 dont mean fun being lazy and not having to do things, ifs fun, it's exciring, you 

get a bunch of energy, you get to go out chere and fiddle around, you get to painc. And even if you didn'c 

paint real good, the teacher would always say 'Oh that's very nicet--ic was encouraging. If you didn't sculpture 

if you didn't know how to do ic really good, and somebody over there can make a polar bear or a little man anc 

it looks real, even your Little abstract ching, they come along and Say Thar's ver). creative'. It was good, 1 just 

loved it. You didn't have to be like evecybody eise to do that." Ruth was introduced to al1 kinds of pencils, 

paints, clay and other medium in school. 

"Mom always med to get us other stuff to do a t  home--we're not allowed to be lazy. Like if we weren't 

ouwide ~laying, which she considered good, like we were always allowed to, encouraged to go out and play--4C 

below weather. Mind you, in those days 40 below weather we used to go ouc and swing and sIide and play 

around and have fun out there. Nowdays you send a kid out to play and they wait for somebody to tum on a 

batrery of some sort. In chose days you had to use your imagination. And you could be warm out there in 40 

below, you just had to dress for it. You weren't allowed to come in and just sic around and ho hum the way 

most kids do now. You had CO do something. You either sac there and practiced your wricing, you read a 

book, or you drew, or you beaded or sewed or med to do something. You weren'r allowed just to sit around. 

They should've thrown televisions ouc long rime ago." 
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Gwich'in women 

In my family, because my mom had TB when she was young, very young, she went to Edmonton and 

spent years there. So her whole idea of a 'Gwich'in woman', was [different]. Everybody up here [thought] 'y01 

have to do this, you have to get married, you have to have kids and so forth'. She believed in that, but she alsi 

believed that women are ailowed to do what they want. So she never ever told us we have to do this or that. 

It was, 'you make up your mind on what you've leamed so fat, and thac's whac you're going to be, or chah wha 

you're going to do.' Ir wasn't chat we weren'c allowed to dress this way or chat way, Mom always believed in 

God, but she didn't force it on us. She was always there whenever we went to church, shc sang hymns ac 

home once in awhile, ic was hn. Ic was fun because you'd know them, and it was just something that, not like 

most kids now dav, like 'church ahhh' you know, it was something we grew up with. Like CBC radio, it was 

always on in the background-you knew everything if you listened to the CBC. 

Church infiuence 

Because we lived here, rhere, and everywhere, we got involved with a lot of different famiiies that 

went CO church. One year we were serded in Fort Franklin, and Mr. and Mrs. Cummings had a miniscry there, 

and we gor to do crafts in their house. So that was really lots of fun. She'd bring out playdoh, 'Playdoh, what's 

that?' We'd have string art, and painting, and we'd learn CO do lots of liale chings chat was jusc fooling around 

so we could sic there at the sarne time and hear our verses, or practice our verses. I t  was educational but lots 

of fun." 

Ruth talked about cuscoms, like elder women wearing kerchiefs, that may be related to church-going. 

"It probably [was] a long rime ago--in some communities they do [wear kerchiefs] and in some they don't. 

That's mostly Anglican. But you go down the Mackenzie [River] and moscly the RC [Roman Catholic] 

communities, they aU Wear kerchiefs. The women who don't Wear kerchiefs in town, will Wear kerchiefs CO 

church. Could it have to do with the bugs? You never know--we could have been wearing kerchiefs eons ago, 

and called them bug protectors! " 
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School and learning 

"1 haced high school. 1 think from grade four on, 1 really did not like school. In grade four, the 

teacher had us do a speIling bee, and most children, if you get it wrong, you get to sit down. But she kept o n  

and kept on, and made me stand there and try and try, and 1 finally sat down and said 1 was never ever going 

to spell. Then when 1 goc to high school, you were allowed to do so much more sruff, you were allowed to takc 

shop with the boys if you want, and wow, you were allowed to be a carpenter if you wanted. So away I went-- 

mind you, 1 was the only girl in carpenrry. But it was good, 1 enjoyed it, 1 got to learn so much more sm& 

With girls you get to learn sewing and cooking and crocheting and knitting and little stuff like that, which you 

basically already should know by the cime p u  get there. Nowadays they don't, most kids don'r even know hov 

to cook by the cime they are in high school. Then [with boys] we got to learn shop, we got to do things with 

rnetal, on the lathe, lamps. You could do other stuff, you didn't have to be this way or that. 

They had music classes, so 1 took up music, the hrst day 1 just, by tluke, happened to gec the right 

notes, and 1 thought it was easy. As the week wore on, [I realized] that was really a lucky break--'you don't 

have a voice'. 1  could recognize when somebody else was playing a good cune, playing the music in cune, but 1 

could never do it myself. It's like singing, 1 can tell when somebody was off key, but 1 could never sing 

properly. But 1 love singing, and i sing Loud. And they had photography classes there too. 

One year, in high school we had Iocs of things to do, we got to do extra science. We goc to go in on 

saturdays, sometimes to do extra school work, extra projeccs, 1 don't know how long that went on but it: was 

fun. You could do one whole week of chis, and then if you got tired, you got to Say, 'Im not going to do this 

any more, I'rn going to go over here' and they let you! It was beautiful. So 1 got to do some science and some 

social studies, learning about the sky and a11 the pIanets and it was wonderful. They weren't doing things to 

schedule. They were doing not whac chey were supposed CO, but a little bit off-beat, which is what 1 like to do. 

1 never did get to the end of high school. 

In my first year of grade nine, 1 fiddled around a lot, and 1 didn't quite like the teachcrs, so of course, 1  

failed. So the second year 1 thought, This year I'rn going to go in there and do my damdest, I'rn going to pass 

and I'rn going to show everybody.' So I: went back, and 1 ended up getting married on November 1, 1977." 



Western Arctic Women Artises - 3 1 

Marriage and famiiy 

"1 was seventeen. 1 met George, he was Greek. He came up here for a holiday to visit his cousin, 

about four or five months later 1 decided, 'Well, he's going to leave soon, if 1 got married to him 1 could get ml 

own house." 1 know it doesn't make sense, but then . . . so 1 went home and said 'Mom I'm going to get 

rnamed. You have to come up and sign some papers.' She said 'You're going to get rnamed, to who!' So 1 toli 

her, and she said 'WelI, if that's what you want to do, and so they came up and signed the papers for me 

because 1 was under age. I went out and got married. 1 was pregnant. He didn't stay, he had to go back to 

Greece. He wanted me to go back to Greece with him. He came up on a holiday for about 6 months or so, 

and he was supposed to go to the States after that, so after about five months we got married, and then a 

month afier that we went to Edmonton. But 1 was not about to go and leave the counrry with him, whether ti 

the States or back to Greece, because 1 was going to get my own house, and 1 was going to fix it all up, and 1 

was going to have a baby, and aah [live happily ever afterj without George. He was going back to Greece, 1 

never thoughc he rnight want to come back. And so, bye, away he went." 

Ruth got her own house. 'We rented in Inuvik. But it was my house--nobody tells you what to do, 

what tirne to go KI bed, what cime co get up, whac to eat, or anything. And 1 got to decorate, oh 1 had fun, loc 

of fun. 1 was al1 by myself, and at firsc you hear all these wild scories about having babies, and how hard it is, 

the labor. and the pain and everything. 'Oh my goodness, what am 1 going to do?' 1 was a nervous wreck for 

awhile. But 1 thought, 'People have been doing ic for years around here, they do ic in the bush, they do it in 

their tenc, i'm sure 1 can survive.' 1 was only in labor for three hours, and 1 had a lictle baby boy [Harley]. 1 

toved being pregnant. You feel so much more energeric, you feel--creative is what you feel." 

Ruth's husband George "Stayed there [in Greece] for six months. and then he came up here, and he 

stayed, and we setrled down. He was working a t  the restaurant with his cousin, who owned the restaurant. 

We had another Iittle girl [Angela]. He took my boy over to Greece for a holiday to meet his parents. and 

then he came back. After that, about a year later, we were going to break up, and he wanted to take Harley 

back to Greece. And 1 thought, 'If my parents lived in Greece, and 1 came over here with George, I'd want 



Western Arctic Women Artists - 3 1 

them co know my kids.' So 1 didn't feel any hostility for giving hirn permission co cake hirn over there, to get cc 

know them. Well, he did take Harley over to Greece, and then he said he wouldn'c bring hirn back. 

So 1 was really upset, but . . . . They need a chance co grow up in their culture, and learn their 

traditions, and that was okay. They'll eventually come back. And so, life went on." 

Visit to Greece, learning another culture 

1 went over there with Angela two years later. We scayed chere for six and a half months, and had a 

wonderful time. We had lots of fun. We did a whole bunch of things. When 1 went over there 1 couldn't 

speak any Greek, my in-laws didn't speak any Engiiih, Harley could understand English a little bit, and he 

couldn't speak it very much, so we had to rely on neighbors. Thank goodness there's lots of people in Greece 

who know how to speak English. It was fun, 1 goc co do a whole bunch of things over there too. 1 met people 

from al1 over the world, who have gone there to live. Here in Inuvik, alot of people drink and they get drunk. 

In Greece, they can get up in the morning, and start drinking and chey will be drinking al1 day long, a little bit 

here, a little bit there, and they never get dmnk! Honest to goodness, 1 couldn't understand it. One of the 

people 1 met there, he is from New York, his family's from Greece and he goes back every year, he says 

probably their metabolism, their bodies are so used to it. 1 was there six months and 1 only saw two drunk 

people. Wow. 

But they're so traditional, like in the lictle village we lived in . . . . At first they consider you American 

until you Say, "No, 1 come from Canada', and then you just gec practically royal treatment. 1 think chat has to 

do with the war and everything. But it was wonderful. Being a Canadian in Greece, you don't have to go by 

their cuscoms. 

They chought 1 was Greek first of all, but 1 might have some sort of a face, 1 just fit in everywhere, 

because people came up and talked to me in Egyptian, and in Hebrew, Turkish, they just expected me co 

understand. It took awhile, and after they found out 1 was Canadian, they'd grab someone to translate so it 

was good . . . 
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The people in the villages, and how they Live [is different]. The people got up in the moming really 

early, by six or seven, they'd go out and work in the field al1 day long, and then in the evening, Say 5 or 6 

o'clock at night, they'd totally change. They look Like they come fiom New York City sophistication or what! 

They'd walk down on the front of the boardwaik, they'd sit down and have their coffee and french fries, and 

they are totally different people. In the morning you'd see them in their little kerchiefs nding on their 

donkeys, and in the evenings they're tocally different. And farmers, they'd be out there al1 day working and 

slaving, and a t  night they got suits on and they Iook like businessmen. That really struck me as strange, just 

how the pople acted. h o c h e r  thing too, was when a relative comes, and just about one of each fami1y lives 

somewhere else in the world on that island, my second cousin such and such lives in New York, my third 

cousin lives over here in Germany. They al1 come and they al1 speak different languages and the kids al1 speak 

different languages, by the cime chey leave chey are al1 speaking lictle bits of each other's [Ianguagej, so ic feels 

more of a world thinking. 

1 like independence, 1 don't like people teIling me what to do. He [George] was more traditional than 

1 could handle. So Harley stayed in Greece with George, and I brought Angela back. It was November when 

1 came back, and there was no snow there, 1 don't know how people could stand it. 1 really did miss the snow, 

I thought, when you're up here and its forty below, you go 'Oooh it's cold, 1 wish it was summer', but when 

you're actually there and there's no snow, ics like 'Holy, what's going on, it's November, and there's supposed tc 

be snow', And it was raining over there. So 1 really missed the snow, and when 1 left Greece it was oventy 

above, and when 1 arrived in Inuvik 17 hours Iater and it was thirty below in Inuvik. O h  1 loved it. I t  was 

nice to be back home." Afcer Ruth retumed, she had Nicki, and "a year later we starred divorce procedures, 

and 1 gave him [George] cuscody of both [older] childmn . . ." 

Work and single parenting 

"1 worked part cime. There was me, my sister Karen, and Nicki, we had $75 a month fiom my work, 

plus any babysitting job chat came along we took it. Goodness we even had steaks sometimes, if you can 

budget you can survive on anything. It was wonderful--chat whole year and a half we stayed chere. 
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1 went back CO upgrading, and my sister in law dared me--1 couldn't get a job. Well. 1 got a job in 

Arctic Red, Secrecary, rnind you 1 can't spell worth beans. 1 can spell wich the cornputer check. It was a very 

good job too, $18 an hour plus extra benefits, for a person who couldn'c spell worth beans, 1 was just 

wonderfully employed. And ic was gwd . . . 
We scayed there for three and a half years--me and Nicki and [a new baby] Dusty. Then 1 had Ryan. 

We stayed in Arctic Red and then Harley came over and stayed with us for chree years during this time. Brian 

[Nicki, Dusty and Ryan's ficher] was here [in Inuvikj. He wasn't a part of our farnily, he was jus[--their father. 

We stayed in Arctic Red, Harley went back to Greece because his father came and took him back". 

During chi time Ruth was doing a little artwork. "1 wouldn't cal1 i t  artwork, 1 always cal1 it crafts. 

because its not like things people would buy. 1 mean they always offer to buy my plant hangers or my macrame 

or my sewing, or other stuff, but 1 never do thac. I'd Say, TI1 show you how to do it and you make your own.' 

But 1 wouldn't sel1 anything because its too personal. Even now 1 have trouble selling my scutt, because 1 have 

more fun making i t  Carving, my God, 1 don't think T'Il ever seil a carving, you put so much of yourself into it, 

you figure ic out, and you chip away, and Sand and polish it and everything else, and chere ic's finished, it's 

done, it's yours. How do people sel1 their work? 1 still can't figure it out--amazing." 

Mother dying 

"Then we were trying to move back co Inuvik, my mom was sick, she had cancer." Ruth moved to 

Inuvik CO help her mom. ". . .Because we found that she had cancer early on, we were able to talk about it, 

we're the type of family, the way we are, we could talk about things that rnost people up here don't talk about. 

If they find out sornebody's dying, they dont  talk about the person dying, they talk about other things. . . - 1  

mean, we weren't being rude or anything like t h ,  it was a way to get over al1 these feelings and get them out 

in the open and talk about it. Mom died on March 1, 1991." 

Land clairns 

"1 moved back to Arctic Red and got a job for the surnmer there, with the land claims. Inuvik was 

home, every weekend we came back CO Inuvik, well, every weekend excepc break-up and freeze-up, then we 
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were smck in Arctic Red. Every weekend we'd hitchike over, in the middle of winter and the middle of 

summer, four of us--Nicki, Ryan, Dusty and me--three kids. 1 leamed a lot then, doing the land claims. . . . 

We had to write everything out in basic English, we had everybody come in and do a little tour, and we 

explained to them what first happened nght through CO what we want to happen. It was very informative, anc 

jusr about everybody knew. We had translators for the old people, and it was very nice." 

House fire and death of children 

'That summer we came back we were going to stay in Inuvik, and we were looking around for a 

house. [One weekend] we came over for a &end of my mother's who passed away, Mr. Adams. We had to 

stay at a friend's house, that night there was a big fight outside, inside and outside, and the RCMP picked up 

this guy, and we had to go to court in the morning. So me and rny sister got up in the moming, and we asked 

the man of the house to watch the kids, and he said 'yep', he was watching TV, we went off ro court. They 

said 'nobody's here, come back in half an hour'. So we went for a walk. and came back in half an hour, 'Oh 

chey're still not hete, they're going to be here in another hour, can you come back?' So we went to the posc 

office, and then we heard that the house was on fire. 

My kids passed away. And my sister's kids passed away too. It was Dusty and Ryan, Tamara and 

Lesliana, and Loreaa's little boy, Jimsey. They al1 passed away in the fire. A little boy had started the fire and 

got o u t  Well, when he ran out, there was a child-prwf lock on the door-the child-proof lock locked--they 

couIdn'c get out. Because it was the old houses, it went poof. The kids tried to rescue the turdes. We got nvo 

turtles [out], one of them was under Tamara. The other one that was crawling around, ic died as well, a 

couple of days lacer. My sister hates tunles now. But me, 1 can't help it, they're the only things that survived, 

so 1 like them. One turtle survived--its the biggest curtle we have now." 

Acceptance 

"It's like, thac's what is supposed to happen. In my opinion, it's--chat's life. You can't Say, 'Darn you, 

God' or anything like that, because there's a time to be born and time for you to live and rime for p u  to die, sa 

whether or not we were there, it was still going to happen. So 1 guess that's how 1 survive. 
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That happened on Friday the 13th [ofseptemberi. When 1 went to tell Nicki, she was at school. 1 

walked in and told the front desk what had happened, and they went and got Nicki. She came out, and 1 

went out on the balcony of the school with her. 1 told her 'I'vt got some terribte news.' 

1 got to tell Nicki and she didn't believe me, so my sister toId her, and she didn'~ believe her, and the 

nurses told Nicki again, and so she hally believed. She was al1 upset. But [for me] it was like, starting then 

was 'Okay, I've got to deal with al1 these people. no time to grieve.' So 1 don'c chi& I had ever dealt with thai 

sort of stuff yet. Either for my mom or my dad, or my kids--in my famiIy Iots of people have died. Its 

something normal. Everybody dies evenmally. That's what 1 nied to tell Nicki chat time, everybody is bom, 

they live, they die. From the minute you're bom, you're just living uncil you die. It could be a litde time or a 

long time. So she goc over chat, 1 think. She goc whac 1 was nying to Say, but chat whole week was a kind of i 

blur. After that 1 moved in with Brian. We got an aparcmenc, and 1 had AyIa a monch lacer. . . . Then we ha 

Kenny, then we moved into the big house wich four bedrooms and a big living roorn, and that is when art 

school came aIong. 

Festival artwork 

After the kids died in [our house tire in] September, 1991, thac nexc summer, 1992,I wanted Nicki c 

do chings, because she wouldn't Ieave me alone, 1 had CO be with her al1 the cime. Everywhere we'd go i'd 

practically have to hold her hand to the bathroom after this, she didn't want me to leave her. 1 don't know 

what she was scared of, she didn't want me co leave her, so I wanted her CO get involved with other kids. And 

she was not the type of person to do thac at that point. So I said, 'the arts festival's coming up, why don't you 

join that, see if you can voiunteer to do sornething?' Well, she wouldn't do chat so 1 had to join with her. O h  

just loved it. Boy 1 had so much fun, you get to leam IittIe bits of this and Iittle bits of that, 1 learned so much 

from them. Then 1 went home and started fiddiing around al1 during the wincer season, and in '93 again we 

participated, and then '93294 that Strings Across the Sky first came up, and 1 told 'Nicki you've goc to learn 

how to play musical instruments--its good for you always--fiddling is a wonderful way co live up here.' And so 

she joined. The first day she went she stayed a couple of minutes and came home, and said '1 can't do it if 



Western Arcnc Wornen Artisls - 32( 

you're not going to do it', so 1 had to go with her. So 1 leamed to play the fiddle a IitrIe bit and I still know 

how. Mind you 1 never practice. Ir's Nicki who has to practice--WC bought her a violin. Brian bought it for 

her, she Sn11 practices today, she's stiii leaming. Every time 1 tried to get her involved to ger out and spread 

her wings and leave me alone, she dragged me along with her." 

Learning new skiiis 

'This was 1993, and when 1 came back 1 took a carpenny course [at Arctic ColIege] and we built a 

whole house fiom scratch, which was good. 1 leamed a lot, and 1 passed. 1 passed on ail the paper stuff, the 

heavy pans were where 1 had my trouble, lifting up boards, and drywall, and climbing on the roof to do the 

rafters, al1 that stuff was a little bit difficult, but 1 survived. 

Then we did the Fine Arts program, and 1 found out Joanne was reaching it, and 'I'II be your 

volunreer--1'11 even help' because you weren't allowed to join,[it was limited to age] 18 CO 24--chat was ac first. 

Then she said 'Put your application in, they've expanded it, and aahhh! We had a wonderhl time. Ail the 

years i'd been helping with The Great Northem Arts Festival, I'd saved al1 my stuff I'd been practicing on, chat 

was my portfolio to get in on this class. 

Theraputic artwork 

The first sculpture we did, we were given a 4 x 6 x 10 piece of stonee, and we had to came something, 

having never carved before except fiddling around with a file at the Festival, because i t  takes too long to 

carve. You can't do it in two weeks or ten days when you're at the FescivaI. So 1 never did accomplish a 

carving. 1 chought a simple little curve here and there, I'll just do an abstract and that'll be it. I srarted and 

pretty soon there was an abstract woman. And then she was holding a baby. 1 thought 'Okay, this is realIy 

easy, 1 can really carve.' 1 was ready to do the scratching out the face of the woman and the baby, and 1 

thought 'Okay, this is my mom holding my kids, chi is a mbute to my mom, Duscy and Ryan.' This is mom, 

Dusry and Ryan, chat's what's going on. It just came out al1 by irself in a carving, you look a t  ic now, and all 

the lines are jusc where they're supposed to be, rhe colors are where they're supposed to be. The carving 
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representing my mom, che fâce part of my morn is really dark, the face pan of the kids are realIy light--jus1 che 

stone chat's there, just like ic was meant CO be. 1 just had to go in there and find it." 

Healing 

Ruth said she was able to process some of her grief through the carving process. "Especially the 

sanding part, and the polishing pan, chat's what does it for me. You gec a lot ouc, you have to chink, you're 

sitting there for hours polishing it, you think a lot doing it. You're really not doing anything else, but you sit 

there and you think and it does wonders. Doing that [sculpture] was really the starnng of my grief. The 

starting of my repairing myself. When we did painting we had to do absmcc as well. And as 1 was painting 

[the piece Il called 'lonely standing in the window', if you look at it, you can see three colors: white, blue and 

really dark blue just about black. You can see Little planes in the background and this shadow--char's me 

looking in or looking out, bue you're lonely and you're just standing there looking a t  thern. Those cwo pieces 

went togecher. 

Then I wanted to do someching chat 1 can Say This is for my mom', because my mom has done 

everything for us. So I wanted to give someching back out chere, so 1 did this little abstract carving, its very 

absnact, a litcie woman with one breast missing, but she survived and she's holding up her lictle tlame like che 

Olympic people. 1 just need to make a base for it, one of chese years 1 final1y will, buc I want ic to be made ouc 

of wood, 1 don't want it co be made it out of stone, 1 don't know why. I'm going to donate it CO che hospical 

cancer saciecy, once chey start ic. They have scarted it here and there, but they never get ic off the ground. 

Once they do its cheirs just to help raise money or  just whatever. 

There's no use k i n g  lonesome or depressed or anyching, it doesn't do you any good. I chink the 

reason 1 [laugh a Ioc] is because when 1 am depressed 1 am very depressed. Its just no good for me eicher, Ir 

just brings everybody down. I'm mad and I'm miserable, and Sm gnimpy and everything eise. Buc 1 figured if 

you're one of those happy Iitde people, like my mom used to Say 'hello' to everybdy on the screec and 1 used CO 

wonder about that when 1 was srnall. And afier awhile 1 started saying 'hello' to everybody, and everybody says 

'hello' and smiles back at you. Ever~body knows who you are and they ask how your family is, and they know 
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everything about you. You might not know who chey are or what their names are, or anything about them, 

but they always Say 'Hi, how are you? How's the kids, and what are you up to?' and its nice. It's nice when 

people Say 'hello' to you on the Street and you Say 'hello' back. Even if they dont  Say 'hello' back its nice to 

give this out for you. It bnghtens up your day." 

Motherhood and creativity 

Ruth always seerns to have lots of energy. Ruth said that when s'ne does something creative she feels 

"energised, . . . when you're doing something creative and artistic it just gives you life. It adds to you. I feel 

like 1 have to do it. Even at home, if we're making bread or something, we always Save a Iictle piece to be 

creative with later, to make little men or faces or tudes  and we bake that, me and Ayla. Nicki, 1 cry to gec hei 

involved in everything 1 can. She's learned to do a lot of things, and 1 think she'll be okay. I want her not to 

be scared to try new things. 1 want her to go out and try even bungee jumping if she wancs co, and noc be 

scared. 1 would [go first] I'm one of chose people, like 1 said before, you can say '1 bet you can't' and t'II go out 

and do it jusr to prove to you that 1 could. Unless its really really really dangerous. 

1 hope one day to get more into making things with welding--bigger stuff. I Iike papemaking now 

because its different and nobody else is doing it. One day 1 hope co make something bigger chat you can see 

h m  a distance." 

The next generations 

"Little threads go through everything. You leam one thing over here and it helps you over there. Its 

al1 connected. 1 think kids should be allowed co just play with pots and pans, bang them around, co play with 

dirt. Even playhg with dirt, just making a mound and precending its a castle, is a little artwork in iwelf. 

Playing with pots and pans, they're creative, they could pur them on their head and be a soldier, and chac is 

good. I refuse to let my kids watch cartoons, we don't have cable, 1 woulddt let them. 1 want them to get 

something up here that's called imagination. 1 want them to start using it. 

Nicki, because I was going to work in Arctic Red, she was just starting grade one, and they did a lor of 

cartoon things there, they had a computer and everything, but she came home and she watched cartoons. 
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And then you'd say 'Nicki go play outside', its Iike 'What am 1 going to do out there!' Well, Hello. Kids are 

like that nowdays, you cannot send chem out to play unless you send something out with them, that's going to. 

-it will do this, now it's your m m  to do something. 1 want my kids to go out on a pile of rocks and have fun. 

Just using their imaginations. 

When my older kids were srnaIl, 1 used to cake a bunch of kids from the neighborhood. They had to 

have a dollar, we'd go to the movies, at family hall, walk home and collect things, and iron them between wax 

paper, and make things to hang up, We'd go for nature walks anywhere around town, we called ic 'walk 

around the world' where we'd walk around the utilidor down by the oId West end of town, down by the lake, 

and we'd collect little junk, and then when we'd get home, they'd make up scories and pretend. Get them out 

there and do things that's not structured. What 1 mean by structure, is that someone in authority says you 

have to do it this way, you have to do this or that. 1 don't know about this computer stuff-they've got 

everything compucerized. 

You go in and some schools have art at a certain time and you do this and thii and you go out. You 

go over to here and you do chis and chis, and you come out. AIthough you do get the education they'rc telling 

you to get, you're still not reaIIy broadening your mind. It would be nice if they said children can stay home 

until they are about seven or eight, or nine, and learn more how to be interactive with other people. A Little 

bit more of their traditional knowledge. Then when they are a IittIe bit oIder, then go to school and start 

having things done this and thii [structure]. 

1 was home-schooling Nicki but 1 stopped last year because 1 couldn't deal with everything that was 

going on and continue homeschmling Nicki. It was getting too feathered-and she wasn't able co concentrate 

properly. So she went to school in Fort Smith with my sister. She went to schooI in the daytirne, and babysat 

while my sister went to night classes. When she came back here, she wanced to go back to home-schooling, 

because her, at twelve, she wasn't learning at school whac she could learn at home-schooling. They weren't 

teaching her as much or she wasn't comprehending as much. At home, you go by your own pace. But if you're 

slow, you still get it. Now days, they go to school, and let them go on. There's kids here in her grade 6 class 

that rnissed 90 days out of the year, and they still pass. They dont know how to spell by the time they get to 
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grade 10 and then the teachea Say 'Hmmm, what's your probIem? Well, goodness.' 1 don't know how they 

could do it nowdays, where they could say 'Everybody-the parents, should stay home and teach the kids, and 

then [later] go to school'. With al1 this inflation everybody would be broke and poor. You need basicalIy nvo 

incomes to survive nowdays." 

Artwork now 

Ruth loved participating as an artist at the Festival Iast year. "1 didn't take any pressure being an 

artist because it didn't bother me not co seU anything. 1 had fun just making it and dernonstrating it. i still 

have people coming up to me on the screet, asking me if l'm going to give another workshop. 1 scill enjoyed 

taking other worksops with other artisa. I can now look at their work and appreciate it alot more, because 1 

went to school for my first year, and 1 know a bit more about each technique and each style they're doing. It 

was really interesting trying CO see how chings developed. Some people were really a little bit too creative for 

this time. 

1 d l  make slippers every once in awhile, every year 1 make a pair just to prove 1 can do it. 1 Sn11 sew 

parka covers, and in my farnily in Old Crow, everybody still does their mukluks, their slippers, parkys. It would 

be nice to be rich to have money to [go back CO OId Crow more often]. 

I'm going to start nying to do more of a wider variety of things at home. We've already started to set 

up a l ide  workshop at home in a closec. The whole fàmily's getting involved, they tear up my paper, we go 

collecting plants, chat's one of their big things to go out for a walk and collecc plants. 'What coior is this going 

to make, mom?' 1 was trying to explain to them thar if we make it really flat we can put it inside the paper, anc 

so they are waicing to see how we do chat. They try to help do artwork, their biggest thing nowdays is their 

chalkboard and chalk. 1 got them big sidewalk chalk. We make papier mache stuff." 

Meaning of artwork 

"1 feel good. There are people out there who appreciate the type of things I'm doing, and 1 love doing 

it. 1 love making paper. My paintings are scill abstract, rny carvings are still abstract, and I'm sure if 1 worked 

on it 1 could expand it, and people up here they don't appreciate absnact. 1 like doing things chat 1 can see a 
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result in right away, instead oflike caMng, i'm not keen on caMng because it cakes so long to do. But 1 like 

the end result. Sm sure as f get older, i'll appreciate doing it more. f'm getting there. The different things you 

can do wich, like paper- The t y p  of paper 1 make is unique, I'm planning to make a series for Christmas. 

1 think women are a Iittle bit more creative than men. 1 don't know how that's going to sound, but i 

do. Women are more expressive in whac they do, whereas men have learned to hold back, and a few men, you 

ny to explain to h e m ,  but they dont want co ny. Well, now chey don? want to try because they just can't 

comprehend chat ifs not work. 

I think having another baby is just going to be more creative. The type of work 1 do, you can do it in 

a little ciny space as long as you have air space above, you just need a little bit of things here and there. O n  

one Little table you could make a hundred pages in one day. 1 feel really good [when 1 make art]. I'rn not a 

very good housekeeper, if 1 could [clean] my living room, 1 wouldn't feel half as good as if I'd made a hundred 

pages [of paperi. It feels Iike you've done something, that you've accomplished something, and somebody's 

eventuaIiy going to look at it and say 'My that's wonderful,' you know. Even if they don't, so what, you feel 

good, you don't need that. But if they do, it just gives you tingles al1 over anyway." 

Note: Ruth had a baby boy just two days afrer chis interview and is busy with her children and making paper 

again. She got a NWT Arts Council grant to go CO Edmonton for a week's workshop at a 

Papermaker's shop there. She serves on the Arts Festival Board and at the 1997 Festival, she was 

given a special award for being an "Outstanding Board Member." 
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Fig. 50: Ruth with 2 ofher chiidren, sorting out the h s t  Awards for the 1996 Fesnvai. 
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CHAPTER FOUR: DISCUSSION AND ANALYSIS 

The perspectives of the women artists in this study were shaped by a variecy of factors; 

some were within theu control or choice, while others were noc. These 'facts of Me' were not the 

major questions of this study, but they must be acknowledged as shaping the perceptions of each 

woman whose voice is heard in rhese pages. From the outset, it was apparent that the women 

were at difTerent stages of heir lives, but 1 did not directly ask the women for basic information 

on age, buthplace, marital status and number of children. I asked them to introduce thernselves, 

and to talk about their families and early learning. Some of these facts emerged dunng each 

interview, and a profile of each woman grew out of a synthesis of her own words, in combination 

with widely known tacts, information kom outside sources, and my personal observations or 

deduction. 

CommonaIities among the women include gender and residence: al1 are women, al1 are 

artists or art educators to some extent, and al1 now live in the Wesrern Arcnc. Framin~ these 

women as individuals, in the context of their communities and the region, helps us to understand 

them both as women and as artists. 

Factors influencing the women's comments 

Some of the factors influencing the women's development include place and year of birth, 

gender, sibling order and family, h s t  language, culture, inherited lifestyle, cultural/spiritual beliefs 

and traditions experienced in their childhood. From their lace ceens, the wornen may have had 

some control over factors such as marital status, number of chiidren, level of education, length of 

residence in the North, and traditions kept, although they may not have believed they had a 

choice in these matters. Facts of the womens' lives and identities are important to the process of 
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summarizing and analyzing the individual in te~ews.  These essennal facts of their lives 

influenced their persona1 comments and responses to my questions. 

For the purposes of this discussion, as staced earlier, the women may be referred to in 

three major groups by heritage: The Inuit (including Inuvialuit) , the Dene (including Metis), 

and ail others grouped under the r em 'non-native'. Sometimes the tirst two groups are combined 

as 'Indigenous', 'Aboriginal', or 'Native1 women, although all three t e m  have slightly different 

meanings (see 'Definition of terms' in Chapter One). The women themselves often refer to 

panicular sub-groups, such as Gwich'in or Chipewan (Dene). When the women are grouped 

generaily by age, such as 'eiders', or according to thcir marital or parental status, such as wives, 

mothers or grandmothers, each grouping creates an interesting profile. 

Commonalities and auestions of choice 

The women have many shared interests, including their parmers, children, extended 

families, educanon, religion, region of residence, health, and the arts. Al1 the women were 

taught Christian (Protestant or Catholic) religion as children, which became part of their home- 

based values and spiriruality. When the women are grouped by heritage and age, major 

differences appear between the groups. The two major indigenous groups seem to have a number 

of shared similarities, and both seem to be quite different from the group of non-native women. 

The women may or may not have had any controI over the factors that shaped their lives, 

or they rnay not have perceived their choices as they became women. For example, when the 

parents of Bertha Ruben and Mary Ann MacDonald arranged mamages for them at a very young 

age, they said they had no choice in the matter. Their familial and cultural heritage framed their 

understanding so that they did not perceive any choice in the matter. Considerably later in Me, 
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they saw at least some of their choices: Bertha helped negotiate the Inuvialuit Final Agreement, 

and Mary Ann decided she could live alone. A very important factor in the women's 

development is their perception of rheir choices in these matters. Learning how the women 

viewed alternatives in their lives helps us understand how each woman's background shaped her 

education, experïence and artwork. 

Arre, marital and ~arental status 

The women in this study ranged in age between 16 and 82. When 1 began to examine 

the responses of the women by approximate age and cultural heritage, the women seemed ro fa11 

into very different groups: most of the indigenous women are 'elders' over 40 with only a few 

younger women. The non-native women, however, are almost al1 in che 30-50 age groups. 

Fig. 5 1: Rome of women by age & heritage groups in 1994 

70-82 3 1 1 
60-70 4 2 2 
50-60 8 2 O 
40-50 O 2 3 
30-40 5 2 7 
16-30 3 O O 

Inuir/Inuvialuit Dene/Metis Whi cehon-na rive 

The indigenous women began having children early and had fairly large families- 

5 chiidren or more. Many of this group are still mamed, others are now alone, and some did not 

discuss their marital status or number of children. It must be noted that two women in the 'Inuit' 

group died during the rime of this study, one over 80 (Malaya) and the other in her 50s (Lena). 

The non-native women have quite a different profile-most are either not yec married, or 

recently mamed, and have ody one or two children. During ;he time period of this study the 
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status of two non-native women changed. Charlene mamed, and both she and Janice gave birth 

to fist  children. 

Differences therefore emerge in the order of education, parenting, and careers. The 

aboriginal wornen spent their young adult Iives raising families, while most of the non-native 

women pursued advanced education and careers. The result is that the non-native women are 

almost a full generation behind the indigenous women in becoming parents. The aboriginal 

women are almost a generation behind in starting careers outside the home. 

Two women serve as examples of this difference: Bev Lennie and Charlene Alexander. 

Both are 35 years oM and have made substantial contributions to their chosen community of 

Inuvik. Bev (Inuvialuit) was bom in Aklavik, has been mamed seventeen years, has five childtei 

between the aga of 8 and 16, has been a homeowner in Inuvik for the last fifteen years, has heid 

severai jobs in social work and education, is the first aboriginal coordinator of The Great Northen 

Arts Festival, and is now struggling to further her own education while home-schooling her 

children. Charlene (non-native) was born in Ontario, travelled the world with her family, 

completed a degree in photography, has settled in Inuvik for nine years where she runs her own 

photography business. She created The Great Norchem Arts Festival, has recently mamed, becomc 

a homeowner, and given birth to her first child. The wide difference in order experiencc cannot 

help buc influence rhe perspectives of chese women. 

The two indigenous groups, Inuit and Dene, include many grandmorhers with years of 

family-life experience and wisdorn, and a few young women with very young children. The non- 

native group had fewer years of parental experience, and fewer children, but a lot more work and 

career experience outside the home. 1 could Say thar they are wise in different things, dependisg 

on their age and experience. The difference in experience fiamed their perception of their lives, 
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the influences on their artwork, their education, the issues we discussed, and their response to ml 

questions. 

Heritage and choice of arcnc residence 

The women's residential status in the Arctic is another major factor aifecting their 

cornrnents. The home lifestyle and cultural traditions in which the women were raised influences 

how they value their education, and how they view their artwork. Gallagher (1993) discusses the 

effect of environment, taking many examples from Alaskan 'Eskimos' who adapted to the natural 

rhythm5 of the arctic climate. The aboriginal women are, by definition, 'indigenous': born and 

raised in the Arctic--most in the Westem Arctic region. They have lived alrnost al1 of their lives 

in one srnaII area or community of the North, and expcrience close tics to the region through 

extended farnily, cultural traditions and the land. Most of the indigenous women have nor: 

travelled very much outside their region. They have a wealth of expenence in their own culture, 

but limired experience outside it. 

Mosr of the non-native women chose to adopt the North as adults (Charlene, Myma, 

Dora, Lillian, Lautelle, Sandra, Janice, Sue), and may also choose to leave one day. Two non- 

native women were bom in the North such as Vicki, who left for education, and then chose to 

return. Most of these 'white' women grew up with European-based heritage and values, and have 

travelled and/or lived in other parts of Canada and the world. Their experiences conmbute to 

their perspective of the North and their choice to stay. These factors of residence, and perceived 

choice of place to settle, not only affected their cornments, but seemed to conmbute to their self- 

confidence, and willingness to discuss these issues. 
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Farnilv and source of income 

Most of the indigenous women's parents were hunters or trappers who followed animals 

for subsistence, and who spoke very iittle English. The generation that is now 40 to 60 is the link 

between the 'traditionai' ways and languages of their parents, and the computer age in which 

their children are learning to function alrnost entirely in English. Many elder women talked of 

living 'on the land', of having to hand-sew clothing for their families as part of the expected 

'traditional' role of a good wife and mother. For instance, Eisie talked about being born in an 

igloo out on the land, and has made the transition to living in a community of 400 in a wood- 

frame house. ï h e  change has been dramatic within one generanon, and young Inuit women may 

not ever have experïenced an igloo. For these women traditional sewing was an accepted and 

unquestioned part of their daily survival and culture. As Jane said, Now it is called art' (J. 

Dragon, Chipewyan, Ft. Smith). 

The non-native women were typicaiiy raised in large cities or towns in Southem Canada, 

except Lillian, who grew up in urban Denmark. They were raised by parents who were middle 

class and part of the wage economy. The towns they grew up in were considerably larger than 

2000, and some of their families navelled extensively so they had a broad perspective of their 

region and the world they lived in. 

Earlv education, schooling, and religion 

The early learning and forma1 schooling were quite different for the groups of indigenous 

and non-native women. Traditional ways of learning in both Inuit and Dene cuItures placed 

children with their parenrs who gradually educated them in the ways of the land, as they were 

ready to learn. For the most part, the elder indigenous women's earIy forma1 schooling 
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interrupted their parents hunting lifestyle and brought them in touch with non-natives and the 

English language for the fmt rime. Al1 of the indigenous women's lives were affected by the 

confiict between their traditional education on the land provided by parents and elders in native 

languages, and the forma1 church schooling in English andlor French. Most of them had to go to 

residential schools where everything was different-the customs, values, subjects, languages, 

religion, foods, and the manner in which knowledge was passed from generation to generation. 

Many indigenous women found these differences traumatic and they were also subjected co harsh 

and demeaning treatrnent. Some of the women, however, were hidden by their parents, others 

were caiied back home to help out with family chores, so they had Little fonnal schooling (Bertha, 

MaryAnn M, Mary). Other women did not go to school at all, such as Elsie, until she went to 

college in 1995/96. 

The indigenous women in this srudy survived residential schools, learning from both sides. 

Aiter their own children were in school, many of the aboriginal women (Rosie, Jane, Bev, Lorna, 

Effie, Margaret V., Nancy, and Peeteekootee) chose to return to school, completing additional 

formal education: some G h e d  high school and others went on to college. Bev and her 

husband went to Arctic College in Fort Smith and then to university in Ontario. A11 of these 

women's comments, therefore, come from their school experience, being tom between family and 

colonial culture. 

Most of the non-native women completed ar least high school and some university before 

getting married and/or becoming parents. They did not experience the conflict and persecution 

in school chat their indigenous sisters bore. They were raised with a set of beliefs and values from 

the dominant colonial culture, without experiencing overt conflicts over belief systems. In fact, 
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they may not have been aware of their own culture, or even the existence of other cultures, u n d  

much later. 

Firs t Lanmiage 

The languages the women learned as children seem to have affected their responses in 

another way. The elder indigenous women learned, and most still spoke, indigenous languages ai 

home. Most were forced to leam English by immersion at residential schoois without instruction, 

and were punished for speaking their native language. Some of the younger indigenous women 

like Bev did not know their parents' language at all. Others leamed French at Catholic missions, 

under duress and threat of punishment. MaryAnn te& of her experience: 

They used to give me books in English and 1 had to read that. It was hard for me because 
1 didn't understand, 1 couldn't read. If 1 didn't do it they thought 1 was just stubborn . . . 
but 1 couldn't read because 1 couldn't understand English. WeU, they used to take me to 
the Sister Superior and she had a snap, and they used to give me a gooci lickin'. Sister 
Superior told me Well, she doesn't want to read, so put her in the grade one . . . in the 
other school.' That's what they did to me because 1 didn't know how to read. It was hard 
(M. MacDonald, Metis, Ft. Smith) 

The womens' language experiences, Ievel of facility and comfort in discussing these 

matters now in English may be reflected in the length of the interviews. Only three intewiews 

were translated by an interpreter (au on video): Peeteekootee (by Mona Igutsaq), Malaya (by 

Daniel Qitsualik), and Martina (by Bernadette Irksuk). NI these women are Inuit from the 

central and eastem regions of the Canadian Arctic. 

Many of the indigenous women seemed less cornfortable talking about ideas and 

conceptual matters in general, and may even have resented raiking in English, or to me, an 

outsider, thereby resulting in shorter discussions. The indigenous cultures pass knowledge 

between generations by oral tradition, and there is an economy of words. There also seems to be 
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a culturaily-based reluctance to talk about one's self, and a tendency to state opinions in a very 

few words. A few of the indigenous women, whose community roles and training prepared them 

for tallcing easily, explained things in great detail (see J. Dragon, R Wright, B. Lennie). Again, 

questions about language were not asked directly, but the issue of language became apparent 

during our conversations, or was observed as the interviews were conducted over several years. 

All but one of the non-native women have English as a first language, and were educated 

in formal school settings in English. They generaily found it easy to talk in English, and may be 

more accustomed to explaining things verbaily. With a few exceptions, the discussions with non- 

native women were longer, and more descriptive. Speaking in their first Ianguage, English, 

coupled with the European heritage of discourse, and travel experience, seems to have helped the 

non-native women to express themselves freely in English. 

Differences : education, research exrienence, and ~erceived choice 

The education of the women seems linked to their perception of their life choices. The 

indigenous women took on the responsibilities of wives and mothers in their late teen years, 

following cultural traditions that honored their husbands as providers. Decline in the status of 

men's roles of providing by hunting and trapping prompted the women to see the need for more 

education in their own adult years, to help support their families. 

Some of the indigenous women are now organizers as weli as artists, or they have become 

teachers and managers. However, for many a sense of self-confidence and autonomy seems to 

have corne later in IiÇe with further education as they raised their families. From my own 

observation of life in the North, especially in smaU cornmunities, indigenous young wornen often 

express the idea that they want to get out of their communities and see the world. When they do 
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leave, most can hardly wait to go back home, and they always seem to live with the puli of both 

places. The indigenous women have a very strong attachment to their hentage lands, and few 

choose to leave the region. 

Some indigenous and non-native women seemed suspicious of research in generd. Their 

suspicion may reflect the expenence of many aboriginal groups visited over the last hundred years 

by 'white' researchers, who asked lots of questions then disappeared without a word. As a result, 

they have come to mistrust unknown people asking strange questions. 

1 observed this phenomenon during the summer arts festivals when the Town of Znuvik 

was over run with tourists. Video cameras were everywhere, and tourisrs were huddled around 

artists und  they felt they could not work. The tourists were not aware that the indigenous 

peoples were brought up in a culture that places great value on sharing with the community, to 

the poinr rhat they feel they cannot Say 'no'. 1 asked a number of indigenous women if they had 

ever refüsed to do something. Most looked shocked and quickly said 'Oh nof. During the festival 

seminars every year, the artists discussed the issue of people asking quesrions and taking 

photographs, and being able to Say 'no'. Some of the Indigenous women who retumed to school 

had begun to understand the role of research in recording history. Most of the time, when 1 

explained what 1 was doing, the women were very supportive, and some even said "It's about time 

somebody asked us our opinion." 

Most of the non-native women spent their fornlative childhood years in a very different 

cultural milieu than the one in which they now live. On average, they compkted more years of 

forma1 education, often in southem Canada, which added to their self-confidence. The non- 

native women made conscious choices to go on to college after high school. They chose to come 

to the North, or to retum co the North as individual adults, for adventure or jobs or other 
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reasons. They all adopted roles of arts organizers, or educators, who saw a need for sornething tc 

be done to benefit others, and did something about it. Today they c o n ~ u a l l y  choose what 

traditions they will follow. Their perceived right to choose a place to live, and a way of Me, seem 

to be reflected in their confidence and in roles they adopted in the North. 

Although the non-native women worked sometirnes at manual jobs such as wainessing oi 

janitorial work for awhile, each saw an opportunity to do something and seized it, moving toward 

roles of leadership in the arts. For ali of these women, their work in the North seemed to 

enhance their self-esteem, their perception of their roles as women and artists, and their 

confidence as leaders. They seemed to gain a sense of persona1 power from exercising their 

choices. Coupled with more formal education, they also seemed to perceive a greater range of 

choices. The non-native women i inrerviewed have now lived in the Arctic for much OC their 

adult lives (at least ren years) but they are still considered 'newcomers' or 'outsiders' to the 

indigenous North. 

The groups of indigenous women and non-native women, seem to have responded to my 

questions with vastly different experiences in life. Their comments reflecr rheir individual 

perceptions and choices, regarding their artwork, roles as women, and education opportunities. 

Research themes 

A number of themes evolve out of the women's comments. Most of these are directly 

reIated to the initial research questions. These themes include the women's early learning of 

their artistic skills, their education in general, the ways they leam, how they describe themselves 

and their artwork, the influences on their artistic work, the significance or meaning of art in their 

lives, their recognition in their communities, and how they feel the next generations should learn 
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artisac skills. Most of these themes were explored in discussion with each woman. Some were 

discussed directly while other issues were commented on indirectiy. 

Earlv learning of artistic skills 

There is no obvious pattern to the age at: which the women began learning artistic skills. 

Some began as early as they can remember, about four or five. Others began when they were a 

bit older, at eight or nine, while others began around the onset of puberty. Almost al1 the 

indigenous women began by learning sewing at home, as they explain: 

Everyone leamed to sew in the early days because it was a different world then. If you 
didn't sew you didn't have anythmg to Wear almost. . . .Our parents were trappers and so 
we made a lot of our clothes. . . . Everybody did embroidery, every farnily was trying to 
outdo each other, to see who had the nicest, most embroidered clothes. Beading and 
quills, and horsehair too. . . .Every girl who was bom in the North was taught to sew at 
home, and when we went to the convent we were taught to sew there too. (Cece 
McCauley, Inuvik Native Band) 

When we used to visit our grandmothers or the older people, 1 guess because they were 
losing their eyesight, they used to make us thread their needles. . . . That also gave us 
handling the needle. . . or else they would make us sit and stitch pieces of cloth 
together. . . . If we didn't do the stitches right, she'd take it out and make us do it again, 
so we used to have to do it nght the h s t  tirne. (Loma Storr, Gwich'in, Aklavik) 

My dad . . . used to do carving. . . .He did something to live with, he made spoons 
[from]. . . sheephom. My mother used to make sealskin clothing. . . 1 learned to do 
that. . . .You start from the very beginning. When 1 was rnamed 1 didn't realIy know how 
to sew, because my mom was teaching me as 1 was growing up. When I got mamed I had 
to depend on my mother to show me what I can do. (Marj Trimble, Inuvialuit, 
Inuvik/Nanaimo.B.C.) 

The very first rime 1 start sewing was with my mom. My mom let me ny--you know how 
the kamiks get holes on the bottom, and you have to cover them with a piece? That's 
how 1 started sewing, fist t h e ,  helping my mom. (Peeteekootee Ugyuk, huit, Taloyoak) 

1 remember dressing a do11 when 1 came home from schwl. 1 med to do something 1 
learned, and dressed the little do11 with caribou clothes. . . your young eyes are not seeing 
the faults. . . .For us sewing was important because your men had to have warm clothes, 
and a woman that didn't know how ro sew wasn't considered a very good wife. They 
taught us the basics tùst ,  it was up to you. (Margaret Lennie, Inuvialuit, Inuvik) 
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Christina also began sewing for doh: 

Trying to cut a little parky for the doh,  that's what we did at 7 or 8. For the dolls we 
made parkys. . . . the fmt [big] thing 1 made was a parky cover for my mom, it was a 
Christmas parky. (Christina Felix, Inuvialuit, Tuktoyaktuk) 

Some of the indigneous women who began sewing by making dolls and doii clothes 

leamed other kinds of stitches and rnending at school. As their skills developed, they sewed 

other projects for their family's survival, and some later went on to explore other forms of art. My 

students at Arctic College told me that in sorne Dene cultures the old puberty ntuals included a 

seclusion in which the young girl was taught sewing by a famdy elder as one of the essential skiüs 

needed in adult life. 1 asked the women about these rituals, and while some acknowIedged the 

tradition, nobody spoke about them in detait. Several referred to sewing skills as essential to 

being a good wife. 

The fxst learning of sewing skills for many of the women seems to have formed a skiil base 

and mode of working which they transferred later to other art forms. Mary still makes dolls as 

examples of naditional dress, but also began stone carving after her family was grown. Cece uses 

her sewing skiils to make appliqued scenes of arctic Me, which she sells from her restaurant, and 

helps women market their work. Peeteekootee used her sewing skills to design and make the 

Packing Dok. Christina not oniy sews parkas for her family, but her small shop in Tuktoyaktuk 

now fills orders fiom all over the world. Margaret L. still sews and does beadwork, and she does 

scrimshaw in antler, and uses her rraditional knowiedge ro guide and teach Delta rourists. 

Drawing is mentioned in some of the indigenous women's accounts of their early arcistic 

learning. Julia and Brendalynne Trennerr, EIsie Klengenberg, Bev Lennie, Mona and Agnes 

Thrasher, talked about drawing as another skiiI that was leamed by watching someone at an earIy 

age. They talked about drawing designs for beadwork, drawing pictures on paper, or about 
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drawing patterns for clothing. However, they did not talk about it as a matrer of survival, the 

way they raked about sewing. 

Most of the non-native women did not begin with sewing. They talked about early art 

experiences quite apart from survivd and the necessities of Me. They were encouraged by 

parents or teachers in drawing, or in using art materials such as paints. Lillian's fashion 

apprenticeship in Denmark began at the age of fourteen, and included sewing in a factory setting, 

while other non-native girls began drawing and painting: 

1 went into a fashion house where 1 learned to sew dresses. You were just placed next to a 
person [who had] already been there for many years, and you start overcasting searns, and 
that's how you learn, step by step. . . . We were sewing these very expensive dresses, styles 
from Paris. (L. Kristensen, non-native, Ft. Smith) 

My mom has a piccure that 1 drew when 1 was three years old. . . in paint. 
. . . Me and my cousins would sit and draw horses. . . . 1 was so incessant 1 wouId just spit 
pictures out five every hour. . . . I was always drawing in social studies. I'd draw a horse, 
or an animal of some sort from another country, teachers would always Say that 1 was the 
artist, 1 was a natural artist ail through. (Laurelle Macy, non-native, Hay River) 

1 started by drawing and 1 still draw. That's still the basis for my love of art, because it's 
spontaneous and it teaches me to observe the world, and 1 think it gave me a purpose for 
art. . . . jusc drawing things and getting my Little brother to pose. (Janice Rahn, non- 
native, White horse/Montreal) 

The experiences of the indigenous women with early sewing, and the non-nanve women 

with early drawing and painting, gave each group a different attitude about art in the school 

setting. During theit school years, whether they lived at home or in residence, their artistic 

experiences were shaped by teachers and/or parents, as well as by other students. 

Women's ~eneral education 

The elder indigenous women were educaced partly at residential schools, or were called 

home to help the family before they hished elementary school. In a few cases, they were unabIe 
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to go to schml at all. Their first language affected their success in school, and most indigenous 

women were affected also by having to Ieave home at some point in order to complete grade 12. 

Most younger women stayed in their home communities through grade six or eight. 

It should be noted that to this day, many NWT students cannot finish high schoal in the 

srnall communities. They stiii have to go away to one of the larger centers (Inuvik, Yellowknife, 

Hay River or Fort Smith) and stay in residence in order to complete grade 12. Several women 

told me this is a very difficult time for kids to be away from home and al1 that is familiar, and that 

is why so many northem kids drop out. Bev, now in her thinies, explains: 

For me to get my education it's been a real smggle. When 1 was growing up, the school 
(in Aklavik) only went up to grade nine, and then 1 had to leave my community. 1 went 
to school down in Fort Smith, and 1 did not like being away from home--being in such a 
structured environment, so 1 went back home. Then 1 med again and still, 1 couldn't stay 
away from home. So 1 just quit, 1 was in Grade 10. . . . 1 only camed on with my 
educaaon after I got married. It's just being away from home. You're not with your famil7 
and it's very important. You're wirh a whole bunch of students and it's just a lonely life. 
No boarding home parent can take the place of your parents, and it's just an empty 
feeling, it's lonely. It's not just your parents, it's your other family, like your relatives, and 
it's lonesome. (B. Lennie, Inuvialuit, Inuvik) 

Bev eventually completed her high school courses, and has almost completed the Teacher 

Education program at Arcnc College. Many of the indigenous women 1 talked to haci pursued 

hrther education themselves after cheir children were in school. Efforts are being made to 

correct some of the inequities perpetuated through inadequate schools, but the impact on 

northem society will never be fuiiy known. 

The non-native women as a group compleced considerably more years of formal 

education, and were abIe to complete high school without leaving home. Al1 except Lillian 

finished high-school in southem Canada, ail did at  least some college or university, and most 
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have degrees. Al1 but one of these women had EngIish as their first language, with the immediac 

result that they talked faster and seemed to use Enghh words more easily. 

Different wavs of leaniing 

The groups of women described quite differenrly how they ieamed their various skius. 

The indigenous women talked about learning by watching, and even though they had teachers ir 

school, considered themselves 'self-taught'. They watched their mothers or aunts sew, and said 

they therefore had leamed from thern. There is a great respect for silence and learning to 

observe- Several indigenous women described these ways of learning, and how children had to bi 

ready to leam before they were shown important things. Mary Ann had to sneak looks in order 

My stepmother used to be a good sewer. . . So 1 used to watch her and she didn't like 
people to watch her when she sewed. . . . If somebody didn't watch me, 1 used to look ove 
there. 1 could see the way she'd put her beads, and embroidery. Oh she used to make 
nice work. (M.MacDonald, Metis, F t  Smith) 

T'here's lots of silent ways to do things. The elders didn't think it was important enough 
to tell anybody. It was their own h g ,  theu own way. 
. . . You can't approach a person, Say 'Okay, show me how you do thar'. You have to ask 
them, and feel honored if they're inchned to let you in on something. . . . Al1 women have 
their own techniques. (Margaret Lennie, Inuvialuit, Inuvik) 

Learning by watching is described in an arctic children's book called S h  Me 

(Hanson, 199 1). An 11 year old Inuit boy gathers the courage to ask his father to teach him to 

came, and the father replies: 

From now on, watch everything around you very carefuIIy. Don't just look, see and then 
forget. Keep what you have seen in your mind. Look at it from every angle, around and 
around, from the top, fiom the bottom and from a l  sides. (p. 10) 

Later the father demonstrates his canring technique to the boy with just the words "Watch me" 

(Hanson, 1991 p. 22). 
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In both indigenous cultures, the child or person learning, stands or sits beside the skiüed 

person and watches intently until s/he feels ready to ay it. The leamer does not ask questions, 

and the tasks are not broken down step by step. Much of the t h e  there is no discussion, the 

communication of ideas is through silent watching and respect. Learning occurs by observation, 

by watching an expert, folbwed by a period of private trial and error, so it can be thought of as 

self-teaching. 1 fist heard artists describe thernselves as 'self-taught' when 1 was writing 

biographies for the festival program, and 1 asked the artists what they meant. They talked about 

workmg beside an expert or master and learning a ski11 by watching how something was done. 

Several Inuit women used the word "cry" to describe the way they leam: "We learn, . . . 

we cry how to do it. Just try it, and just uy to do it better" (Elsie Klengenberg, Inuvialuit, 

Holman) . "1 starred making little ka& for my younger sisters, just trying. Sometirnes they 

don't fit . . . 1 rry another one" (Peeteekootee Ugyuk, Inuit, Taloyoak) . Mona descnbes her 

Iearning: 

1 learned by watching, nobody really taught me until a few years ago 1 started asking 
questions. At that t h e ,  when 1 was younger, 1 was scared to ask. . . . Nowadays 1 leamed 
that . . . when you want to know something it's better to ask. . . . The older people in my 
culture always say 'If you want your daughter or somebody to learn, don't teach them too 
much. They learn by watching.' That's what they Say. . . they learn by watching and 
doing it themselves. If they make a rnistake they try again. That's how they learn these 
things so 1 don't say nothing. If they want to ny, they try. (Mona Igutsaq, Inuit, 
Taloyoak) 

The non-native women taiked about their learning using very different terms. They 

talked about formal school art classes, about how their parents encouraged them at home, about 

mentors, or individuals who had influenced them. They also talked about their persona1 

development, and about using art as a quest to find themselves or a way of expressing themselves. 

Laurelle explains her reacrion to art school: 
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1 was such a novice when 1 first went (to art school) 'cause 1 was so used to drawing my 
own way. . . . What schooling does, . . . they make you struggle through it yourself. 
Pretty soon you got to look, . . . you have to really look. . . . Then you have to be able co 
take criacism, if you're an arrist. You have to say what yùu like about it and what you 
don'r like about it, and ic's hard to do that at first. . . . It's kind of good for the ego and bad 
for the ego at one the .  You work really hard. (L. Macy, non-native, Hay River) 

Janice t a k  first of being c o ~ e c t e d  to a n  through her father's feeling for the environment 

and the tarrnland worked by his grandfather. Then: 

1 was lucky enough to have a good high school a n  teacher who was a potter. So . . - 1  
hung out in the art and music room. 1 had a mentor 1 suppose. . . this woman who lived 
in the bush . . . and had worked with Arthur Lismer and had a David Milne painting in 
her living room. . . - 1  visited with her a lot because 1 wanted more support for what 1 was 
doing. 1. . . had a lot of respect for the native way of living, in harmony with the 
environment. And 1 don't think you have to be a native person to appreciate that. U. 
Rahn, non-native, Whitehorse/Montreal) 

The experience of the non-narive women was noc onlv different in substance from the 

indigenous women, but was described in cornpletely different tems. The indigenous ways of 

Iearning are observable in the Arctic on a daily basis, and were really obvious at The Great 

Nmhem Am Festival. There, over 6 summers, 1 watched small children crouch down beside 

elders, and siiently watch whde the elder performed a ski11 that fascinated the young ones. No 

words were exchanged. When the young ones were satisfied, or the demonstration was over, rhey 

would go away. Later 1 saw rhem wotking diligently, trying to do what the elder had 

demonstrated. 

AduIt indigenous artists could also be seen working beside an artist whose ski11 they 

respected, silently observing every move and technique. There was little or no discussion or 

questioning, although artists were encouraged to talk to tourists, who asked lots of questions. 

Often the indigenous artists told me that the questions from tourists dismrbed their work. 



Western Arcric Women Artiits - 3' 

Severd misunderstandings occurred at the Festival becween indigenous and non-native 

people over ways of learning. Each artist was required to give a 'workshop' and several 

'demonsnations' in their area of expertise. Non-native artists gave workshops by talking about 

their work as they dernonsuared. Tourists seemed to expect a forma1 presentation, and asked loi 

of questions. But Inuit master carvers simply kept on working, knowing that others were 

watching them. 1 heard comments from tourists from as far away as Germany Say things such as 

"The workshop wasn't organized, there were just a bunch of artists working together, with nobod 

talking." 

Indigenous ways of learning, and techniques of gathering donnarion, are quite different 

from Eurocanadian norms of learning through verbal discourse, Lecture, discussion, questioning, 

and taking notes. Even though the Inuit and Dene cultures have an oral tradition to pass 

knowledge fiom one generation to another, there is an economy of words, and far less 

verbalization of ideas and techniques. Educators need to understand these basic differences 

before relevant and effective cumculum planning can take pIace. 

How the women viewed their work 

The indigenous women sometimes seemed uncornfortable talking about the importance a 

their work, but they talked easily about techniques used in doing their artwork. The non-native 

women seemed generalIy more comfortable talking about their artwork. The various terms they 

used providt keys to understanding, community usage, and awareness of the politics of the rems. 

Terms: creativitv, handicrafts, art or crafts? 

The women used a number of dif3erent terms to describe their work. The difference in 

the use of these terms rnay reflect regional or community uses of the terma Or it rnay reflect 
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awareness of the transition from individual traditional work to a cornrnunity-based wage 

economy. Quite a few of the indigenous women used the term 'handicrafts' or 'arts and crafts' to 

describe their traditional sewing: 

Once you start doing something like crafts, like these ladies . . . sitting here together 
[sewing] , working every day, you're sewing al1 the tirne, once you start your arts and 
crafts, you want to do it ali the Mie. Whenever you [are] sitting around . . . like me 
myself at  home, 1 would just sir and watch TV and just do my crafts. (Rosie Archie, 
Inuvialuit, Aklavik) 

Christina's business card lists the name 'Christha Felix Parkas' and the address, foIIowed 

by the word 'handicrafts'. Jane said it is really 'art' but then uses the word 'handicrafts' in 

describing much of her own work: 

1 make mitts, mukluks, hats, all the handicrafts of the North, wall pictures, moosehair 
tuftings, beading. . . . The handicrafts is dying off now, it's because the handicrafts that 1 
do 1 would never get paid for my tirne. (J. Dragon, Chipewyan, Ft. Smith) 

Other indigenous women refer to general skilis such as 'my sewing', or 'sewings', or a 

particular kind of sewing such as 'embroidery', 'tufting', or 'beading' applied to specific projects 

such as slippers or mukluks. Lena seemed to use 'sewing' and 'crafis' interchangeably: 

When 1 do some sewings, like that's your work. When 1 get into my sewings, and do some 
sewings, it's mine. 1 sel1 some crafts and make some money for my family or whatever, anc 
buy some groceries and al1 that. And 1 feel good about it when 1 do some stuff like that 
for my family. . . . 1 do some paintings, screening and all that, prints, aprons, Christmas 
cards, tablecloth and all that, so 1 know al1 about that. (L. Olifie, Inuvialuit, Holman) 

When 1 asked about 'artwork' many of the wornen irnmediately referred to drawing and 

painting, and then went on talking about what they do specificalIy. Margaret Lennie talked 

about drawing flower designs, using the word 'drawing' to describe the freehand outlining of a 

flower. She used the word 'design' the way some other women used the word 'pattern'. 

Sometimes . . . when your mind's wondering what you should draw. . . you just put Sour 
pencil on it, and automaticaiiy your hand is going, and then you think 'oh yeah, that's the 
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one 1 was going to make.' You have lots of designs in your mind. Sometimes 1 look 
through books for designs, because 1 get tired of my own. (M. Lennie, Inuvialuit, Inuvik) 

The Thrashers talked about their artwork using the t e m  'drawing' and 'painting', 

probably because that is what they do. Mary taiked of specific skills like 'carving', and used the 

word 'art' to describe the carving work she does with her husband. 

The non-native women talked about having to choose between being an artist, an art 

teacher, or some other work, and about learning to work in new 'mediums'. They used almost 

completely difTerent terrninology fiom the indigenous women to discuss and describe their work, 

but they generaiiy did not use the terms handicrafrs or crafts. 

Tenns: art or artist? 

1 asked most of rhe wornen if they considered themselves 'artists', and most said 'yes'. 

Many of the indigenous women, however, seemed embarassed to talk about chemselves, and 

quickly changed the subject. The answers to that question included explanations which provide 

a key to their definition of the word or its meaning. The following statements seem to define 'art' 

as something that you do seriously aU the tirne. "1 dont consider myself an artist, 1 do it because 1 

Love it. . . . 1 do it for fun, 1 never took it seriousty" (Cece McCauley, Inuvik Native Band). "1 

guess 1 don't consider myself an artist now. I feel I'm more of an administrator. 1 think I'll 

probably always dabble in photography, but not cake it senously" (Charlene Alexander, non- 

native, Inuvik). Jane and Ruth defined art as part of life: 

Ir's art, but it's a way of life in the North. Everything we use, we do, we need it for 
everyday life. To us it was never ' ad  uneil now it's recognized as art. Uane Dragon, 
Chipewyan, Fr. Smith) 

They did not cal1 it 'art', it was what you wore, it was your clothing. Anybody could go 
practicaliy anywhere up in the Delta and you'd know who made that because it was their 
style of clothing, their style of sewing. They didn't even have ro sign it. Old people can 
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stilI find old slippers and Say "Oh you know such and such did thac". . . . Men used to do it 
too, not ody women. (Ruth Wright, Gwich'in, Inuvik) 

In discussions with my classes at Arctic College between 1989-9 1, my teacher education 

studena tofd me that "Art is that stuff that hangs on the wall in rich people's houses". They 

seemed to think that clothing or something usehl, made by women, perhaps was not 'an'. They 

were surprised and pleased to learn that some people consider the beaded mukluks they wore 

daily to be 'art'. 

Sometirnes the women talked about being an 'artist' meaning that it was the carehl way 

they approached their work, or the 'creativity' that went into their designs or patterns. Margaret 

said, "In sewing, yeah, [I'm an artist] and I've done carvhg . . . ." (M. Lemie, Inuvialuit, Inuvik). 

Peeteekootee's definition seems linked with oriboinality and creativity: 'You dont need to have a 

word for it but we do. Always trying something new, or always m g .  How can you say it, artisr? 

I'rn one of those." (P. Ugyuk, Inuit, Taloyoak) Lena seems to mean accomplishment: "Yes, art 

[is] sewing and al1 that stuff. Yes, I can do things." (Lena Olifie, Inuvialuit, Holman) Christina 

concludes that her skills are not at the level of 'artist' as she understands the word: 

No, my work is. . . they [other women] do al1 the artwork. . . they sew better, they cut the 
patterns better, and make real d o k  like real person. . . 1 can't do it that much. 1 can 
make designs and parkas. . . (Christina Felix, Inuvialuit, Tuktoyaktuk) 

"No, 1 just sew. I'm just a sewer, that's alL And to draw, well, 1 just leam myself. . . . 1 

made up my mind to draw" (MaryAnn MacDonald, Metis, Ft. Smith). Julia considers herself an 

artist, and talks about mediums: "Yes 1 do. 1 used co work with oil pauits years ago and switched 

over to tufting, it's another way of expressing myself . . . it's a different medium (J. Trennert, 

Inuvialuit, Hay River). Rosie was not sure, but alludes to originality and public recognition: 
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1 don't know, 1 guess everybody is [an artist] who do things iike that. You know, when 
you do things like that . . . and you start. . . .your ideas, new ideas . . .when they selling 
and . . . peopIe Iike it, you really feel good about it. (Rosie Archie, Inuviahit, Aklavik) 

Loma had a d8erent understanding, and contrary to Cece and Charlene, she concludes 

that to be considered an artist you don't do it al1 the rime: 

For my mom, she does it and she also sells her beadwork . . . 1 guess it's a form of craft bu 
. . . for myself 1 think it would be an an because 1 dont do it that ofien. But my mom 
would consider this as a craft, because that's all she does. (Lorna Storr, Gwich'in, 
Aklavik) 

Most of the non-narive women spoke from the assumption that they are considered 

artists. Sue taIked about the experience of being a Northern arrist: 

It's kind of a drawback being a Northern artist, being someone from South who's doing 
artwork in the North now. You don't develop properly as an artist You cannot deny the 
fact that you have not been bom and raised here. That you have had other experiences. 
You cannot rie your work only to this place. If you do, without realizing it, you're going o 
styrnie your own development. (Sue Rose, non-native, Inuvik) 

Vicki talks about the relation of artists to selling work: "I'm just doing my artwork 

because 1 enjoy it, and if it makes me money then that's great" (Vicki Tompkins, non-native, 

Yellowknife). Janice sums up her intentions: "My goal in art is to communicate within an art 

community for stimulation and dialogue, but not confined to that" (J. Rahn, non-native, 

Whitehorse/ Montreal). The indigenous women's use of terminology is very different from the 

non-native women's, which could be attributed to cultural n o m ,  IeveIs of education, or 

individual difkrences. 

Influences on the women's work 

The women's artwork has been, and continues to be, influenced by several different 

sources and aspects of their lives. Some of the influences are documented in recent histories 

(Crowe 1986, Clark D., 199 1, Karklins 1992, NWT Education 199 1). Some women found 
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influences dificuft to arciculate. The influences they talked about, or 1 observed, included 

necessity, new matenals, other arctic peoples/cultures, and arctic newcomers, as discussed below. 

Influence: necessitv 

A very important influence for many of the women is necessity. In past years the 

indigenous women sewed c lo thg  for their families to keep warm and survive in a very cold land, 

Loma explains: 

Everything had to be hand done. If you wanted a pair of shoes you had to start by going 
out and getting your moose, cleaning your moose skin, getting it tanned, 1 rnean that's lot! 
of work. You just couldn't go to the store and buy one, you had to make thtm. It was a 
matter of survival. (Loma Storr, Gwich'in, Akiavik) 

Bev explains the women's work and how it was tied to the seasons: 

Usually at Christmas tirne, everyone would get a new pair of mukluks, . . . We'd have new 
clothes for the winter, Christmas and Easter. A lot of people would go out to the bush 
camps for the season and they would retum at Christmas tirne or Easter time, whenever 
there was a holiday corning up or when there was feasring and dancing. That's the time 
when al1 the family wouId go back into the community and start their celebrations. 1 
guess that's one way the women showed their skill. (Bev Lennie, InuviaIuit, Inuvik) 

The women are still sewing for survival, but in different ways. Now they sew to sel, to gel 

money to buy what they need. Jane said "1 sew to sel1 to the people, because that is the exrra 

money 1 got to buy runners, and baseball bats, and whatever we needed for the house" (Jane 

Dragon, Chipewyan, Ft. Smith). The women explained that if they need something that requires 

money, they have to make something to seii for money. Mary AM said "I had to sew to eam 

money for my kids' food. . . - 1  supported my farnily with my rewing, even with smail babies" 

(Mary Ann MacDonald, Metis, Ft. Smith). Lena does the same thing: "1 sel1 some crafts and 

make some money for my family. . . and buy some groceries . . ." (Lena Olifie, Inuvialuit, 

Holman). Bertha explains the urgency of her family situation: 
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Right now 1 don't work. . . . 1 have to sew to make extra money. Oniy what we're living 
on is the oId age pension. And that can't fill up the whole month. That's why we have to 
do extra sewing. . . . 1 have to buy this and that. If they ask then 1 do it. . . . It's nice when 
they do that because its extra money. (Bertha Ruben, Inuvialuit, Paulatuk) 

The non-native women likewise were influenced by necessity, but they ofien sought jobs 

for a wage rather than depending on making m o r k  to sel. For many of them, the jobs they 

accepred led them in new directions of persona1 growth, and they ofren spoke of their artwork in 

that context. Afier college, Sue Rose and her husband John took jobs at the CO-op in Holrnan, 

and eventuatly helped catalogue the massive Holrnan collection of drawings. Sue talks about the 

influence of that experience on her lik: 

You reaily begin to understand [the] role [of] artwork, and what artists do, and . . . how 
rnuch of a role creative people have in civilization. . . . To have it . . . in a tangible form, 
and to be turning the pages of people's [ives, ic was incredible. A lot of what I experienced 
in Holmari 1 consider such a gift to me pemnally, 1 would certainly not be the same 
person as 1 am today without the people that 1 lived with there. (S. Rose, non-native, 
Inuvik) 

Chariene came north afrer tînishing a photography degree in Toronto. 

1 had always wanted to go to the North. . . . 1 ran out of money and saw an ad in the 
newspaper for a job in the Mad Trapper Bar. . . . and so my girkiend and 1 both applied . 
. . and we came. . . . M e r  a year 1 . . . started my own photography business. But 
photography in a small commuity is not really very creanve. Afier a year 1. . . started the 
Festival, and 1 ended up having to quit [work] because the Festival was so much work. 
(C. Alexander, non-native, Inuvik) 

lanice came north to learn about other cultures, and taught art and music in Iqaluit, and 

later Inuvik. She found she had to make a choice between teaching and making art herseif. 

1 thought 1 would enjoy teaching if 1 was always Ieaming something new. . . and 1 wanted 
to learn about another culture. . . . The whoIe reason 1 came to the North was to have 
some autonomy. The reason 1 quit teaching was 1 always said that 1 didn't wanr to be an 
art teacher that didn't make an. And 1 wasn't making art, so 1 felt 1 was sort of alrnost 
drying up. 1 was losing a sense of what 1 felt, because 1 was always using the students as 
my medium, 1 was losing touch with myself. (J. Rahn, non-native, Whitehorse/ Montreal) 
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Vicki was bom in the North and went South for art education and retumed North to 

work. "1 got offered a good job and 1 just didn't want to go back to school, 1 quite üked it up 

here" (V. Tompkins, non-native, Yellowknife). Laurelle lived in northem Alberta and the NWT 

as a child, went South to university, and moved back Norrh when her mother needed help with a 

hotel in Hay River. She says she was: 

. . . stuck in life reaily, in jobs, and not reaily beiieving . . . there's so many artists 
everywhere, that . . - 1  didn't want CO live on a sidewaik and paint portraits for 20 bucks. 1 
came up North and finally settled down and 1 was doing al1 kinds of litrle bitty 
[paintings]. . . . People found out 1 painted, and they end up buying it from me, you know 
the bar cronies. You get to meet them and you know them al1 by name. (Laurelle Macy, 
non-native, Hay River) 

These non-native women spoke about their artwork as part of their persona1 

develipment, using quite different terms from the indigneous women who talked of handicrafts, 

sewing, survival and tradition as part of everyday life and their role as women. 

Influence: new materials and techniaues 

The scarcity or availability of matenals has a Large d u e n c e  on arctic artwork. 

Indigenous artists traditionally used what was avaiIabIe in the natural world around them: Stone, 

wood, hrs, bone, and other animal products such as ivory msks and porcupine quills. Some of 

the wornen still use whatever is at hand. For instance, one old way of making decorations on 

parkas used idaid bits of colored fur sewn into geomemc snips. Bertha and Lena explain: 

My mother-in-law [taught] us on sewing those . . . for parka trimmings. It was long ago 
before the delta braid. Little narrow strips (of fur) she used to make, trimmings for 
parkas. . . . Some people make different desigris with caribou skins, white skin and black 
skin €rom caribou. (Bertha Ruben, Inuvialuit, Paulatuk) 

You might just h d  a braid and just put it on to decorate, braid or whatever. . . it's caribou 
kir, those little pieces, the very bottom, so we just soften it and work on it for a long tirne. 
It's from surnrner caribou. (Lena Olifie, Inuvialuit, Holman) 
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Trade goods including imporred calico cotton (a floral printed cotton from Britain, 

popular at the tum of the cenrury), Hudson's Bay wool blankets, cotton thread, sreel needles, and 

bias tape changed the way women consmcted and decorated their family's clothing (Karklins 

1992, Hali, Oakes, &Webster 1994, Thompson 1994). Traditional sewing skills were used 

alongside skills learned at school to make these new materiah into something unique. A photo 

from Aklavik in 1950 shows school girls wearing cotton-covered coats, with fur mm. These girls' 

coats are called 'Mother Hubbard' parkas. They have calico covers with a ruffle around the 

bottom, and some are decorated with Delta Braid (Fig. 52). Only the nun is wearing a rraditional 

fur parka, and the older girls are wearing kerchiefs. This photo shows the prevalence and 

acceptance of naded materials in the Delta region, even before rhe Town of Inuvik was built. 

Fig. 52: Sister Germaine Cote with Aklavik 
school girls, 1950 

(Sutherland 1984, p. 93) 

Fig. 53: A dancing parka with the old style of 
inalid fur trim -- made and wom by Agnes Goose 

Nanogak in 1992. 
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Delta Braid 

The indigenous women told different stories about the origin of 'Delta brai&, the regional 

decorative innovation using a traded material-cotton bias tape. This new way of decorating 

parkas seems to have grown out of the old intricate geomenic firr patterns described earlier and 

shown in Fig. 53. Christina's husband Emmanuel Felix and Cece both explain the innovations 

and techniques: 

Now it's changed over to [cloth]. . . . The design it rnight be fancier too now a11 kinds of 
colors. There were bias tapes already when 1 was a kid, but they don't make it like this 
[Christina's pattern]. They make few lines . . . but her and her sister, they're the ones 
that started these, make it like this. 'Delta Braid' they cailed it. (Christha Felix, 
Inuvialuit, Tuktoyaktuk) 

In this area the women do 'Delta Braid' and they're very proud of it. . . . It started here 
with bias tape when it came in. They didn't have the flmming for coats now that you 
can buy by the yard. So some of the women staned to make their own designs. This is 
what 1 heard, they cut the bias tape in little pieces. . . it cakes a lot of patience to do a real 
good job. (Cece McCauley, Inuvik Native Band) 

Fig. 54: An example of Delta Braid made of 12 bias tape strips and pieces, copied directly 

fiom the fabnc strip made by Polar Parkas, YK. 

Delta braid is one of the unique innovations of the women of the Delta. When a new 

material like bias tape was introduced, they fomed it into their own original designs. Sewing for 

survival also meant sewing had to be adaptable. They created a completely new design tradition, 
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using their naditional sewing skills and techniques. Delta braid got its name because it is made 

mostly by women from the communities of the Mackenzie Delta. 

T u h g  in moosehair and caribou hair 

New materials expanded the options for making and nimming warm clothes for 

indigenous women, and Iater for au women. Another unique innovation is the tufting created 

with moose and caribou hair, although there are different stories about the origins of this unique 

adorm. There are evidendy references to t u h g  in the joumals of Alexander Mackenzie, which 

places m h g  as an indigenous tradition before contact. Nancy LaFleur refers to niking as a 

family tradition passed d o m  from her grandmother and great grandmother. Other women told 

me it was 'revived' by Sister Beatrice Leduc in her teaching of sewing and French embroidery 

skik in an Aklavik Convent School. Tufting has now become a unique art form sewn either in 

traditional flower patterns, such as those sewn by Nancy LaFleur, or in new designs like those by 

Brendalynn and Julia Trennert. 

The artwork of non-native women was not influenced by new materials in the same way, 

as they were already purchasing materials with which to make art. Many women borrowed 

design ideas from one another, and some women discussed being protective of their designs and 

patterns. 

Influence: Leaminrr fiom other arctic ~ e o ~ l e s  

The influence among the groups of women can be observed but it is not often 

acknowledged. I asked about influences, the origins of particular ways of sewing, and about 

where materials came fiom. Many of the women were a bit hesitant in discussing this. They 
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talked about their own experiences, or they told me about individuals who created a certain way 

of wor king. Cece explained her early wall-hangings: 

I started because 1 saw the Inuit do it. . . . because 1 was here [in Inuvik] 1 did al1 Eskimo 
[designs] because chat's all 1 saw around here. U n d  somebody said to me 'You're Indian, 
how corne you're doing ody Eskimo work?' And 1 said, 'Well, there's only Eskirno anirnals 
up here', so I started doing Indian designs. (Cece McCauley, Inuvik Native Band) 

Margaret L. said she was priviieged to learn some of the Indian ways: 

An Indian wornan fiom Arctic Red. . . she told me she was going to show me something 
that was forgotten. This is Indian stuff I'm telling you, frorn Arctic Red. . . . S he didn't 
speak English at all, she was Louchewt, and she knew 1 was nyuig [to leam]. (Margaret 
Lennie, Inuvialui t, Inuvik) 

Some indigenous women leamed dfierent sewing techniques from other girls at the hostel 

while they were alI in residential school. Mona explains her experience in Inuvik at Stringer 

HaIl, the school residence in Inuvik: 

We were doing a lot of beading in Stringer Hall back then. We would pick these willows 
and bend them and put string across and make necklaces and put names on them. The 
students that were there with us, they taught me how to do that, because they were fiom 
around here in Aklavik and Fort McPherson. That r : ~  the first rhing 1 learned how to 
do. . . . the girls would start doing something, and bring them to the hostel with them. 
(Mona Igutsaq, Inuit, Taloyoak) 

So there was some cross-leaming of skills between indigenous cultures, and these new skills were 

incorporated into each culture's designs. 

Now, both Inuivialuit and Dene women make Delta Braid and do beading, and different 

cornrnunities speciaiize in difTerent fonns of work (Duncan 1989). Paulatuk is well-known as a 

centre for applique wall-hangings, Ft. Liard for its birch-bark baskets, Ft. Providence for its 

tufiing, Holman for its applique patterns on Mother Hubbard parka covers, Rae#Edzo and Ft. 

Simpson for embroidery, but very few women now do quillwork. Many indigenous women talked 

about learning particular sewing techniques at school from the Grey nuns. 
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A few non-native wornen have learned some of these techniques. 1 was told about an 

enterprising English woman in Inuvik, who began making 'native-style' parkas, and rows of them 

were for sale in a store in Inuvik. Cece comrnents: "The native women resent it when the white 

women do it, but 1 keep teiling hem, it's their own fault, because they're not doing it" (Cece 

McCauley, Inuvik Native Band). Many Indigenous women engage in hand-sewing individual 

garments, which continues the traditions but makes items very expensive. 1 med to leam 

beading with two needles, and asked the indigenous women to help me leam the technique, and 

some laughed at me, but they were glad to help. Several women talked about being protective of 

persona1 patterns and desimgru, but they were happy to share techniques. 

Only one non-native woman discussed the influence of family as well as new materials 

and equipment. Lillian received a h m ,  which prompted her to leam weaving: 

My husband had given me a loom, a 36 inch. 1 had never asked for a loom, but my 
husband decided it was a good old fasluoned type of look, that his wife should sit there 
and do weaving. And ir fell nghr into the sewing and rhat, and 1 liked knitting and 
crocheting and whatever, al1 these difTerent things. So 1 gor this loom and didn't know 
what to do with it. (L. Kristensen, non-native, Ft. Smith) 

Mer husband's gift of a loom inspired Liilian to take a weaving class at night school, and t~ 

find a neighbor to help her learn how to set it up, and then she began to create new designs with 

the newly woven material. 

Influence: The land. northern Me. and clirnate 

Most of the non-native women were influenced by northern life and climate. They 

discussed the influence of surroundings in cities, issues like garbage disposal, or the rural relation! 

with the land that became part of theu work. In some of their anwork the influence is obvious 

and observable. Sue Rose painted and drew HoIman elders, and is now using strings of beads, 
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leather thongs, porcupine quills, and arctic rocks in her acrylic paintings. She said when she 

went to the store, she found large strings of beads hanging up for sale, so she used what was most 

readily available. Lillian used local sub-arctic plants and grasses in her weavings. Vicki painted 

discarded junk against the nonhem lights. 

Many of the non-native women paint or photograph images of arctic peoples, animals and 

landscape. Janice discussed the unromantic side of life she saw in the North, the isolation, 

chnate, lifestyle, and the tortured nees. She did a number of etchings of people playing bingo or 

in northem bars. Myrna Button taiked about being influenced by the changing quality of the 

light in different seasons, as she ran her dog team across the tundra. Now she uses the theme of 

light in her watercolor paintings and stained glass. Laureiie explains her fascination and respect 

for northern peoples and the land: 

When 1 starred painting people . . . 1 didn't see a lot of paintings of northem people, Dene 
people . . . everybody. . . says 'why don't we paint these people that hang out in our bar?' 
You see al1 these characters, regulars . . . and you get to know them. . . . Ir's raw land . . . 
it's absolutely unbelievable that people actuaily lived here and they had their Iandmarks 
and they walked through this land unrnarked . . .and lived al1 winter long having to hunt 
. . . to think that some of the people that 1 paint. . . like this interesting native man, really 
pure kom the old school. . . Oh the stories he'd tell, unbelievable, someone should have 
written his memoirs dom. (Laurelle Macy, non-native, Hay River) 

Charlene has taken school photographs of children in the Delta and Sahtu regions for 

more than six years, taking portraits of farnilies and elders too. 

For me part of [the appeal of the North] is the landscape, it's really open, clean, 1 always 
feel like 1 can breathe. . . . Life is so much more simple . . . it's a more leisurely pace. We 
women are the organizers, the helpers, it's just pan of our nature. (Charlene Alexander, 
non-native, Inuvik) 

In al1 of the women's artwork the snong influence of the land and the environment can 

be observed. There seerns to be a fascination with the mix of traditions, the animals, and the 

northern way of life. 
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Influence: Gender 

1 obsenred that many of the wornen focus on subjects such as women, the farnily, children 

the community, and the way of Me in the Arctic. 1 asked some women about the images they 

used and if their artwork was different kom men's artwork. They replied that they didn't 

consciously think about it, but they guessed that perhaps their images were different Erom that of 

male artists, perhaps more focussed on famiiies or people in general. Laurelle said "1 just naturally 

gravitate to women . . . when you get to know them they've got so many stories" (Laurelle Macy, 

non-native, Hay River). Laurelle also commented on how painting was easy to schedule around 

her mothering of OKO young daughters. Sue was irnpressed with the way the whoIe community 

helped take care of chiidren in Holman. Charlene commented that organizing cornes naturally: 

"We women are the organizers, the helpers, it's just par: of our nature" (CharIene Alexander, 

non-native, Inuvik) . 

The indigenous women who made traditional cloching did so as part of their roles of wife 

and mother, so the influence of gender dictates medium, form, and often even regional patterns 

or styles. Cece talked about her sewing as part of the social structure of visiting with other 

women. The Thrashers paint images of naditional life, famiiies, and their chiidren. 1 asked the 

seamstresses and beaders why they work so many flowers into their clesigns, and the answer was 

often 'because they are so precious'. Women seem to play a key roIe in rnaintaining indigenous 

culture, maintaining community, and educating and nurturing families. These commmitments 

show in their artistic images. 

The non-native women showed evidence of the same influence of their roles as women on 

the subjects they chose to pornay. Janice commented that becoming a mother affecred her 

artistic work and her images: "My daughter made me feel connec~ed to my own family history, so 
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I began . . . making work about it" (J. Rahn, non-native, WhitehorseMontreal). There is 

certainly much observable evidence of the influence of gender in the women's arnvork. 

Influence of arctic newcomers--churches and religion 

There were many newcomers who influenced the arts of the North, and one large group 

of individuals represented churches. The Catholic and Anglican churches established missions 

throughout the Western Arctic beginning in 1820 (Furnoleau 1973, Marsh 1991). France was 

undergoing a needlework revival before the mm of the century, at the same t h e  as England was 

experiencing the Arts and Crafts Movement (Callan 1979) with an emphasis on floral patterns 

on textiles. 

Arctic newcomers bring French embroidery techniques and tufting 

Grey nuns came fiom Quebec and France to teach the young and nurse the sick 

beginning in 1867 (Sutherland 1984). The influence of the needlework heritage they brought 

with them can be seen in the work of arctic women. The nuns taught daerent sewing skilis than 

the indigenous girls learned at home. Some of the indigenous women told me about a particular 

Grey nun, Siscer Beatrice Leduc, who taught them sewing and embroidery. She became well- 

known in the Western Arctic for teaching French embroidery techniques in Aklavik and Ft. 

Providence, and she is credired with introducing (or reviving) the art of ruhng. Julia said "1 

leamed moose-hair rufting basics from a nun that was teaching in Aklavik years and years ago, 

Sister Leduc." Years later, Julia moved to Fort Providence, and she relates how she got interested 

1 was an adult and already had my family. 1 think there was onIy one woman left that was 
taught by Sister Leduc, that is still doing a lot of tuftings, that's Grandma Celine 
Lafferty. . . . 1 used to admire the works of the elderly ladies, the ones that are in their 
sixties and seventies, and they make really complicated roses and flowers. As 1 got to 
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know people better, 1 learned that those same women were taught by the nun t h  taught 
me how to do tuftings in Aklavik. (Julia Pokiak Tremert, Inuvialuit, Hay River) 

Mona and Agnes Thrasher, and Bertha Ruben also talked about learning embroidery techniques 

from Sister Leduc. Other Dene women, however, said that tufting was a skill passed down in the 

family. 

My mom made me sit down and sort the hairs with her, the moose hairs, the white from 
the black. 1 was thirteen when 1 made my first one [tufting] to sell. She m m e d  it bette1 
for me, 'cause it was not cut good enough. And then 1 started to sew whenever 1 have 
time. . . . My mom said she leamed the same way as her mother, my great grandmoher 
taught her, and then her mother taught her. (Nancy LaFleur, South Slavey, Hay River) 

The church influenced the style of needlework done by groups of women (Duncan 1989). 

The experiences of many of the residents of the church-run schools are beginning to be told, and 

they are not al1 traumatic and painful. Many women taked about how the priests helped rhem. 

They saw that the indigenous people needed a way to support thernselves, and mied to help by 

providing materials, ideas, and a place to work. Father Adam gave Mona Thrasher paints when 

she was 16, and asked her to paint the Stations of the Cross for the new IgIoo Church in Inuvik, 

for which she is now famous. Sue explains the influence of the church in Holman, when the art 

CO-op was estabIished: 

The Holman Co-op was established by Father Henri Tardy, with the people. In the early 
sixties . . . there was absolutely no economic base and, he told me, people were starving 
and they needed to do something. People used to bring him drawings as gifts, and he 
began to see the potential and the beauty in these things. He very gently encouraged the 
development of this, really trying not to intrude or make any changes, or intluence as to 
how people did things. . . . They . . . started out with stonecut prints, after that they 
incorporated stencil, then they bought the litho press. 

He also encouraged the marketing and the promotion of these, and different 
products they could try doing. . . . There's some small competition about when James 
Houston started in Iqaluit, or in Cape Dorset. It's my understanding that Hotman came 
by it independently, but just about the same tirne. (Sue Rose, non-native, Inuvik) 

Bertha talked about how the priest helped the women in Paulatuk: 



The Father was making us to sew, do some project, make us sew some wall hangers, mitrs 
and . . . He gave us a place to sew, the Father's house, we sewed upstairs. I t  was a project 
. . . we were already making yarn fiom muskox. He helped us to make extra money. 
(Bertha Ruben, Inuvialuit, Paulatuk) 

Bev explains another way in which the churches influenced the women: 

Years ago there used to be a group for quilt-making, the WI or Women's Institute in 
Aklavik, a group of women first started by the Anglican Church. They would al1 gather 
on a certain night and learn how to make quilts. 1 think it was something that was passec 
on from the people . . . the RC [Roman Catholic] priests and nuns were usually French- 
speaking, and Anglican ministers were usuaiiy English. (Bev Lennie, Inuvialuit, Inuvik) . 

There is no doubt that the churches influenced the arts and artists of the Western Arctic 

in many ways. The sewing skiils taught by the nuns, although different from naditional sewing 

skills, built on many of the same concepts of stitching with pride. Sutherland (1984) 

documented the history of the diocese in the Western Arctic for the Catholic church and 

recently wrote a history of the Grey nuns. Their influence was felt not only through teaching in 

the residentiaI schools, but through involvement wirh the communities in which they served. 

Arctic newcomers-Trade goods, beads and cloth 

Using available materials, women traditionally decorated fur and hide clothing using bird 

bones, seeds, sheh, colored bits of fur and natural dyes. The introduction of beads and wool 

from Europe, fine steel needles and thread gave women more ways of constructing and decoratïnj 

their clothing (Duncan 1989, Hall, Oakes & Webster 1994, Thompson 1994). Fine beading 

added another sewing technique to the already highly developed sewing techniques of the 

indigenous women. The Dene women are recognized as the largest group of regional experts in 

beading (Duncan 1989). Some Inuit women leamed beading in their communities, and speciaily 

beaded amautis can be seen at traditional dances and ceremonies. Other Inuit women (M. 

Igutsaq) learned beading techniques fiom Dene girls in the residential schools. 
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The availabilüty of certain colors of beads and threads abng with personal and local 

preference created regional and individual styIes that contributed to a woman's persona1 

recognition as a seamsrress. Margaret L. talked about how the colors she used in beading have 

changed. 

We reatly used to mix Our colors long time ago . . . now they are atI new, che style. 
Sometirnes you are drawing and your mind is telling you lit's going to be this color.' They 
cal1 that rhe 'Lennie Design' because of this . - . dark blue and Iight blue and another 
shade ofblue. (Margaret Lennie, Inuvialuit, Enuvik) 

Lorna is a Gwich'in woman who married an Inuvialuit man. She brought her farniiy 

sewing skiiis to her new cornmunity of AkIavik, and made a fülly beaded baby belt in the 

Gwich'in tradition for each of her seven children before they were bom. These baby belts now 

hang on the wall above the couch in her living roorn. She expiains the development of beadtvork 

on baby belts: 

1 guess it was just a strip, chose embroidered smps you buy, that's how they used to make 
them. But then the beads came along and now they got fancier, putting names on, and 
birthdates. [Before] they just used them . . . they had no such ehings as s trollers . . . 
everything had to be hand done. If you wanted a pair of shoes you had to start by going 
out and getting your moose. (Lorna Storr, Gwich'in, Aklavik) 

There is tangible evidence that the arctic indigenous peoples naded materials and 

techniques, and even copied each other's designs in a number of ways. This mutual influence 

produced some unique individual styles, and some very recognizable comrnunity styles, within a 

region that has a mixture of two indigenous cuItures as weil as non-native influences. 

Arctic newcomers--business, markets and patrons 

In the past women created clothing for their families and chose colors and designs just to 

please them. When mangers asked for work, sometimes they made specific demands for new and 
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different things. There is now considerable influence from buyers and markets on the arts of the 

Arcac. Bertha explains: 

The first wall hanger 1 made was a sealskin. We w[ere] on the DEW [Distant Early 
Warning] line in the &es. This guy was in the Air Force and he asked me to do a 
seaIskin mg. So 1 made a big mg for k, with the Inuvialuit village and the DEW üne 
[sewn] up top of it. Since then 1 start sewing with sealskin. (Bertha Ruben, Inuvialuit, 
Paulatuk) 

Julia says she started doing tufting again because of tourist demand: 

1 got back to it because the tourists were interested in the tuftings, and Fort Providence ii 
famous for that. It started out trying to fil1 a demand for it, for stuff the tourists 
wanted. . . . When they go to Fort Providence, moose-hair tufting is usually what they bu. 
to take back as souvenirs. (Julia Pokiak Trennert, Inuvialuit, Hay River) 

One of the criticisms of northem art is that it is market-driven. Most of the indigenous 

wonien did noi comment on markets generally, but they talked about: 'making things CO order' as 

in Bertha's comments above. Several of the non-native women (Sue, Janice, Charlene and 

Vicki) discussed the effect of the market on northem art. Janice articulated a major concem tha 

'art' is produced to sel1 starting at an early age, without tirne or regard for artistic development. 

Sue talked about buyers being thousands of miles away in the South, and that the artists never 

hear comments on theh work to help them grow. In fact, that was why Sue and Charlene started 

The Great Nmhem Arts Festival in 1989--to give northem artists a chance to learn from their 

patrons and each other. Many Northerners are concemed that the market has a huge influence 

on its artists and what they produce. 

Arctic newcomers-govemment and business 

There is a lot of intluence from government through funding, development programs or 

training of art-related skilk on the development of the women's artwork as well as on market 

opportunities. Many of the art CO-ops tike Holman, Tuktoyaktuk and Fort Liard were originally 
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set up through government grants. The indigenous women's artwork initially prompted Charlen 

and Sue to start the I n u d  festival, followed by Vicki who initiated the Festivd of the Midnight 

Sun in Yellowknife, and Sandy who started the Inuvik Women's Cr& Festival. The arts festival: 

pay artists' expenses to participace through partial fùnding by government grants. These festivals 

in tum, influence the development of artwork in a number of ways: through exposing art and 

artists to the public, by widening their markets, introducing them to other artists, giving them a 

forum for discussing common issues, and dowing them to gain new confidence in themselves 

and their work. Mary sums up her festival experience: 

When you go to Inuvik, you see someone else's art and then you Iook to see what you can 
do. And then you try and do things like that. . . . This way when you go to Inuvik you 
leam. If you're an artist, and you see someone else's art and see how they do, this way it 
rcally givcs ÿou some ideas. . . you learn from each other. (Mary Trimble, Inuvialuit, 
1nuvikB.C.) 

The NWT Arts Council provides grancs for anists to do approved projects, and both 

Vicki and Laurelle gor NWT Arts Councii grants to paint elders or certain aspects of life in the 

North. Business also influenced the development of the women's art by providing market 

sources. Jane Dragon helped organize a CO-op for women in Fort Smith, to help get materials at a 

reasonable price, but the women needed business skills to run it. Liliian ran several businesses in 

Fort Smith and purchased other women's work to sell. Sandy runs a sewing store in Inuvik whicl- 

has sewing supplies, and she aIso seh  local women's artwork. Bertha and Lena said it was 

impossible to make things when there was nobody to buy it, and woot and other materials are 

expensive to buy retail. In many smaU cornrnunities the CO-op is the only buyer of artwork in 

town, as well as the only supplier of materials. 

Another influence of government is through sponsored training programs such as the Fine 

Arts Program mounted at Aurora CoUege in 1995 in Inuvik, Fort Simpson and Hay River. Ruth 
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was a studenr in that program, and Janice, Sue, Charlene, Laurelle, and LiIIian all taught parts of 

that program. A govemment-sponsored Fur Garment Arts program (ironicaIly ais0 under the 

name Fine Arts) was offered in Aklavik the same year. Rosie Archie was a student in that 

program evcn though she had worked in the Aklavik fur parka factoty for many years. Earlier, 

Rosie was sent by Government to MontreaI to a fur-coat manufacturer, co leam how to make fur- 

coats. Many influences were observed and discussed that had an impact on the women's artwork. 

Many of these influences become obvious as 1 observed rhe arts of the region. 

The meanine of art in women's lives 

What art means in a woman's Me is a difficult question. Many of the women did noc 

seem cornfortable discussing this, they seemed embarassed and quickly rurned the topic away 

from themselves. For the indigenous women this may be the result of cuItural learning, as they 

generally do not talk about themselves. Their reaction could also be partly due to the Christian 

belief chat it is vain to taIk about oneself. However, those that did answer this question told me 

that it gave them pleasure, that it relaxed hem, that it made them proud, it made them 'feel 

good', or that ic was part of visiring &ends. As previously discussed, many women told me that 

seliiig artwork helped to support their fadies. Loma talked about art as a comection to 

history, while others connected it to cultural revival: 

1 just wonder how Our parents used to do this? . . . In my family alone there w[ere] 11 of 
us children, . . . but ye t the mothers had parkas sewn, mukluks, moccasins, rnitts out of 
mooseskin, and it makes me sad because it's sort of dying. Like it's Iost . . . you wonder 
how they did it. . . . They had to do everything . . . and yet they had al1 this work done, so 
it kind of makes me really sad, because wefU never see this again. And even rny own 
children wiü probably never do this, they'll do a bit of work here and there, but nevcr CO 

sic down and actually do something l i e  this. . . . It's sad, but we're reaIIy Iosing that part 
of our tradition. (Lorna S torr, Gwich'in, AkIavik) 
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Now the children are being taught traditional arts and crafts. . . . The culture is being 
revived now, because of people recognbbg that they don't have to be ashamed of who 
they are, or what they are. 1 think they are realizing that it's something important. (Bev 
Lennie, Inuvialuit, Inuvik) 

My sewing . . . it relaxes me. 1 enjoy sewing, so whenever 1 am very busy, and 1 want to 
take a break from everything else, 1 usudy pick up something and make something. . . . 
Right now, as it is, it's a dying art. What I leamed 1 want to pass it on, so they [children] 
can pass it on, later on, themselves. . . - 1  think when we show them these things they 
leam the value of them, the animals and that It's very important to have your vaIues. . . . 
Tt's not only just the culture, it's a way of life in the North. (Jane Dragon, Chipewyan, Ft. 
Smith) 

For Cece, sewing is connected to pride, but also to social gatherings: 

Even though 1 was chief, with a lot of paperwork and office work, going to meetings, you 
have your leisure tirne, you dont work 24 hours a day. . . . 1 always have my sewing there. 
I can't sit and visit now without my sewing. It relaxes you. Most of the older women who 
sew do that, they sew while they visit or watch TV, you're creating. (Cece McCauley, 
InuvikNa tive Band) 

For other wornen the meaning of their art is scated as hancial or connected to repucation, 

although the obvious pride is left unspoken: 

1 did sewing for lots of people. . . . Native and white people too. Lots of natives they can't 
do any sewing around here, so 1 been making for them roo. But the white people, they're 
the ones who 1 always sew for. . . . 1 never did keep my sewing long. When they corne 
here and they see, they buy. (Mary Ann MacDonald, Metis, Ft. Smith) 

Mona talked of trading skills with a cousin, and Elsie alluded to confidence and respect 

from peers: 

Yeah, it makes me feel good too. She was the one 1 used to ask, and now today she asks 
me. . . . Now 1 know that 1 could do it . . . 1 couId do something, and if 1 want something 
I'11 go and do it. (Mona Igutsaq, Inuit, Taloyoak) 

It's so hard to Say it. 1 feel good, you know, 1 like it. They always start to . . . when they 
like my prints, and Say it's nice, you know, it feels better. (Elsie Klengenberg, Inuvialuit, 
Holrnan) 
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The non-native women spoke of th& artwork using quite different terrns, they talked 

about the need to create for personai reasons. The sense of pride gained from their artwork is 

embedded in their cornrnents. Lillian said: 

Even if it was not a great income, it was a great feeling. . . . One day I counted Severi 
women walking in my woven jackets . . . and it was such a neat feeling, that 1 had created 
those, it was all my idea, and here were these women wdking around very happy . . . it 
was a good feeling. 1 now long to create, 1 long for my loom, I long for my time for my 
sewing. . . . 1 am ready to burst, 1 am ready. (L. Kristensen, non-native, Ft. Smith) 

Laurelle, Janice and Sue tallced about art as part of a persona1 journey: 

1 have just recently done 25 p a i n ~ g s ,  it was great, and very exhausting. 1 reaIly got into 
the process, the imer self that leads me via process. The product was not what 1 was 
seeking, the process was! It is so exciting to paint that way. (L. Macy, non-native, Hay 
River) 

Art and life always have to be comected for me, and so my work changes as 1 change 
environments, like moving from Whitehorse to Montreal, and having a child. . . . My 
daughter made me feel connected co my own family history, so 1 began . . . making work 
about it. (J.Rahn, non-native, Montreal) 

We should al1 climb back into ourselves and find what it is inside that made us think that 
we wanted to do this [art] to begin with. Why do 1 want to do this? And. . . why do 1 
have to do this to be happy? 1 think every human has a creative part of them and they 
express it in different ways. . . . There are a few peopIe who have to do it in order to be 
well. Other people can do it to enjoy themselves. But ifs those individuaIs that we 
should really cherish, and have near us, who have to do it [art] because it's something 
that is coming out of them, that will nor be put under a bushel. (S. Rose, non-native, 
Inuvik) 

Brendalynne talked about what it takes to produce art: 

It takes a creative mind to corne up with new ideas. To be unique. . . . You have to have 
that urge to do it, you have to want to do it. Not for money, not for anything, you have 
to be proud of your work. 1 think it is slowly dying out. (Brendaylnne Inuk Trennert, 
InuvialuitlGerman, Hay River) 

Although it was hard for many women to talk about the meaning of art in their Iives, 1 

could observe their obvious pride as they discussed their work. Ir seemed to me that making art 

gave them a great deal of power: the power to support themselves, to be autonomous, to be 
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respected, and CO contribute to theu communities and their culture. Their sense of self-esteem 

also seemed to be connected closely to their recognition as artists, as women, and as leaders in 

their communities. 

Recomition by the Community 

The women have been recognized by their communities in many different ways. Some 

were recognized as artists just by the fact of selling their work regularly, or by being chosen to 

show their work at festivals, or having theu work shown at galleries, or being chosen for special 

exhibits. Many of the women talked about the honor of being chosen to make something special 

for an important person or occasion. Peeteekootee was the designer of the 'Packing Dolls', so she 

was chosen CO make a very special packing doil for the Queen and was flown to R a n h  Inlet to 

presenc it to Her Majesty in 1993. 

Some women are well known for their sewing, but also received more general community 

awards: MaryAnn MacDonald was chosen 'Elder of the Year' in Ft. Smith, Lillian was chosen 

'Citizen of the Year' in Ft. Smith, and Bertha was selected to negotiate the Inuvialuit Iand claims, 

and won 'Good Woman' Contests in Holman, Paulatuk and Tuktoyaktuk. Other women gained 

more quiet respect in their communities for their artistic work and everyone knows their skills in 

particuiar techniques. 

Some of the women have gained national or territorial recognition: Jane Dragon was 

asked to make two sets of traditional clothing, a man's ourfit and a woman's outfit, for the 

Canadian Museum of Civilkation in Hull, Quebec. Elsie's stencii prints have been pan of the 

Holman Print Collection for the last eight years. Cece McCauley was elected the first woman 

Chief of the Inuvik Native Band, she writes a weekly newspaper column, and is known for her 
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advocacy of women's artwork. Chnstina F e h  is world famous for her parkas, and the Town of 

Tuktoyakmk has placed a bras sign outside her parka shop to no* visiton of her connibution. 

Mary Trimble has won prizes for her carvings at art shows in Inuvik and B.C. The AWT Am 

CounciI provides recognition as weU as grants: Laurelle, Vicki, and Ruth received grants; and the 

Festivals are supported partly by NWT AN COunciI grants. Thee  of the women have been 

chosen to sit on the NWT Ans Cound: Sue, Vicki, and most recently Charlene. 

Some women have gained recognition through business or organizations. A few are 

represented by a gallery: Laurelle, Mona Thrasher, and Mary; while Sue and Charlene held 

exhibits of their work locally. Two of Sue's paintings were reproduced and copies were sold as 

hnd-raisers for Mental Health. Most of the women I interviewed were participating in the 

festivals because they were chosen CO represent cheir communities. 

Other women gained recognition through organizing: Charlene, Vicki and Sandra 

created festivals to help other artists, and obtained national arts support. Bev became the first 

indigenous Coordinator of The Great Nûrthern Am Festival in 1996. Mona Igutsaq and Jane 

organized CO-ops to help ocher women. Some women have their oun art-related businesses and 

have gained recognition through their business skills: Sandra owns Inuvik Sewing, Chris tina 

owns the ody parka shop in Tuktoyaktuk, Mona Igutsaq manages the CO-op in Taloyoak, Sue 

runs her own graphic arts business in Inuvik, and Charlene has a photography business. Bertha 

helped to negotiate the Inuvialuit land claim more than ten years ago. 

A number of the women are recognized by their teaching of art and other subjeccs: 

Laurelle, Sue, Charlene, Vicki and Janice teach art in schools and to adults in college. Jane, 

Nancy, Bev, Loma, Vicki and Margaret Vittrekwa al1 are teaching regularly in elementary 
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schools, some combining art with indigenous languages. Bev is home-schooling her five chifdren, 

and Mona, Peeteekootee and Elsie aIso do some teaching of children. 

There are many forms of community recognition, and all of the women interviewed for 

this research project have gained recognition in their own communities and the region. They 

were chosen for this project on the basis of their recognition as community experts. 

Teachina the next ~enerations 

Most of the women felt that sewing skills and other art forms should be taught in the 

schwls as well as leamed at home. The indigenous women talked about sewing and naditional 

siciils, explaining the situation in their own community. Some women were concemed that the 

knowledge of traditional skills is dying out, and that most of the younger generation are not 

interested in learning. Mary talked about passing on traditional sewing skiUs at home: "You try 

and teach your famiiy, your own farnily, to do your sewing, and you know, they did a lot of things 

like that" (M. Trirnble, Inuvialuit, Inuvik/BC). Bev spoke about the responsibility of parents and 

grandparents: 

A lot of the skills, like the sewing . . . is happening through the schools. . . . They're trying 
to revive the culture of each group by imptementing it into the school system. 1 think 
that is okay in some ways, but then in other areas, 1 think these skills should be taught at 
home . . .by the parent, and not by the school systern. It is something that al1 kids should 
know. . . . 1 feel it's the parents' responsibility to provide those skills that are needed to 
survive out on the land, and also for sewing. . . . As parents we . . . takc our children our 
on the land, and with their grandparents they learn the skills. . . . A lot of the skills are 
being passed on to other groups through nighr schools . . . they have sewing classes, and 
that's one way of women passing on their skills. (Bev Lennie, Inuvialuit, Inuvik) 

There's some people they do some sewing like duffels and shoes, embroidery and a11 that 
in school. Once a week 1 guess, or twice a week. . . . They should leam it at school and 
home too from their mothers. (Lena Olifie, Inuvialuit, Holman) 
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Margaret L. explains that sewing is stiil important to women of the North for survival, an 

that the approach to teaching is also important: 

Even if they are not interested in it, they sri11 sew because you have to know a little bit. 
Like if you're out in the middle of nowhere and something rips, and it depends on 
someone's Iife, and it's going to be used, it's got to be done. That they have to know, just 
a few stitches. There's some people that don't even know a few stitches. It al1 ends up 
survival. 

If you find someone who is interested, push it, push them to doing it, and from 
there, if they learn the basics, they could find their own mistakes and learn from them. 
Everybody must leam without knowing you're teaching. . . . Even if you see their mistake: 
they're going to make rnistakes, but you have to back off, let them. Mistakes are the best 
teachers. (Margaret Lennie, Inuvialuit, Inuvik) 

Several women pointed out the relationship between interest, readiness, respect andior 

encouragement before children will want to learn. 

My sister had rwo girls . . . about 12 and 13, and she just let them use the machine, and 
those girls were just sewing like mad, because she encouraged them . . . and let them do 
it. . . . My son when he was about 6 or 7, he'd corne home fmsnated, he had to make mit1 
smngs and sew, 1 guess it's just a waste of tirne. They should teach them the ABC'S then. 
Where they should leam crafts is in the high school, if they want to, if they want to teach 
it in the school. (Cece McCauley, Inuvik Native Band) 

The younger generation today doesn't seem to be interested. . . . I'm teaching my 
daughters to do some art. The oldest daughter's really good, she is really [a] good artist, 
my second oldest, she's trying, and . . . my 15 year old daughter doesn't bother. (Agnes 
Thrasher, Inuvialuit, InuviW BC) 

Mary Ann talks about the skills learned by people in her family, and then about how she 

helped others leam in a class setting: 

My sister's kids didn't leam to sew beads and embroidery . . . not one of them. 1 taught 
my daughters . . . four of them, they know how to sew. My daughter Mary, too, she can 
draw good. With al1 that paint and canvas too, she can do that. One of my sons cames 
. . . he can draw too, really good. They had [a] sewing class for making parkas and jacket: 
and they told us to bring . . . our sewing. . . . These were not young people . . . they didn't 
know how to sew with beads, so they would sit close to me and 1 showed them how to sen 
beads. (MaryAnn MacDonald, Metis, Ft. Smith) 
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The indigenous women who are teachers, were concerned that sewing was not being 

taught much at home, and that a11 children should have the opportunity to learn naditional skills 

at school. The women explained the various situations in their home communities. Lorna, who 

is teaching in Aklavik, expIained that not much sewing is taught in the schooIs there ". . . 

because of all the cutbacks with the government and . . . there's not enough teachers to do the 

home ec. part." She said young girls today are not much interested in doing this kind of sewing 

"They're not, because [traditionai clothes are] . . . not wom as much as it used to be, and it's 

easier for people to just go to the store" (Lorna Storr, Gwich'in, Aklavik). Margaret Vitnekwa, 

who teaches in Ft. McPherson, told of the situation there: 

The young women are not learning much [naditional skiils] at home. . . . They have the 
home economics teacher, she's a woman from Ft. McPherson, and she teaches girls how 
to bead on the loom, [and] get their own designs. in the school they started this beading 
on the Ioom with just string. They are making their own mukluks and slippers, their own 
handbags, earrings--these are the girls that are in school. The boys sometimes they do 
too. They learn from age 10 to 15 or so . . . they're quite anxious to leam. (Margaret 
Vitnekwa, Gwich'in, Ft. McPherson) 

Jane, who teaches in the eIementary and high schools in Fort Smith, said students need 

encouragement from parents to keep an interest in learning: 

It al1 depends on the parents . . . on how much they encourage it. 1 think the srna11 
communities still have a lot of handicrafis . . . people still Wear al1 their [naditional] 
clothing. If you Wear your clothing and be proud of it, there will always be some. Bur the 
more they buy it from the store, they will slowly just Iose it. . . . Some of them [chiIdren] 
have seen it at home, [but] there's lots of rhem that never did. So it's always a good thing 
to have it at the school. (Jane Dragon, Chipewyan, Ft. Smith) 

Nancy, who teaches in Hay River, explained the government policy in training indigenous 

cultural and language teachers in the schools, as one effort to help the indigenous people revive 

their Ianguage and culture. 

Thar's what they're trying to do now, to get a lot of native teachers, and . . . that's what 
they're trying to train aboriginal teachers, to teach cultural and traditional skills. So the 



Western Arctic Women r t t i s c s  - 374 

kids will learn their language and other traditional ski1I.s (Nancy La Fleur, South Slavey, 
Hay River) 

Some of the women, regardless of their level of forma1 education, have been asked to 

teach traditional skilis to classes in the schook, because they are respected as elders. Bertha 

expIains how sewing is taught in Paulatuk: 

In school we used to go and they give us little projects for 3 or 4 weeks, rnaybe 1 hour, 
kids sewing. We have a class and we leam them how to put the stitches in. We tearn 
them how to make a little design in stroud or make little design on a piece of felt. 1 cut 
design for thern and they sew it--not gd- - jus t  learning how to hold a needie, talk to 
them al1 the while they sew. . . . lots of them do nice work. They have to leam, the 
schoolteacher put them there right ro the small little girls, [but] not boys. They enjoy 
that in school, they make mal1 little shoes, just to see how far they could sew. If they 
don't finish them, they could do how far they could. (Bertha Ruben, Inuvialuit, PauIatuk) 

Peeteekootee and Mona Igutsaq explain how sewing is taught at an early age to girls in 

their Central Arctic cornmunity, when they want to leam: 

We don't think about age today, we don't Say 'you're old enough to sew'. . . . We start it 
right from the beginning like when they're old enough to hold a needle, they're old 
enough to sew. They could try anything . . . when they want to try sewing, just let them 
rry. . . . Last year 1 was helping in school, teaching the kids sewing, and 1 taught my 
daughters how to sew too. They are so eager they learn nght away. (Peeteekootee 
Ugyuk, Inuit, Taloyoak) 

There's going to be a grade 10 added to Our school in the fali, next month they start . . 
and they'll be coming over Learning some points from us [at the women's CO-op] . . . and 
we'll be going up rhere. It's going to help Our students too, to leam some points from 
us. . . . In Our home community we ail heIp each other, we al1 support. Whenever . . . 
somebody needs something. . . we help each other. (Mona Igutsaq, Inuit, Taloyoak) 

Elsie has taught in the school, even though she never went to school herself: 

School tirne we always teach them . . . [They] go to our work, 1 mean to art shop and 
learn. . . and we have school day, school hour. . . .We let them draw first, and let them 
cut out (stencils). Some of them are easy to learn, and some of them are hard. . . . We 
just talk to them and we let them go and . . . they're gonna learn. (Elsie Kiengenberg, 
Inuvialuit, Holman) 
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Rosie was asked to show her work at the school in Aklavik. She said the young people's 

interest depends on the circumstance of che experience: 

Sometimes we  med teaching them and they are just not interested. Some are, older ones 
but younger ones nowadays, chey [were] just not interested. Even my own daughter, she': 
not interested in sewing, no patience. They should be [teaching kids in school]. 

This winter 1 was asked to go down one afternoon to show what 1 was doing to thc 
children, and they were reaily interested. AU ages, for about two and a half hours, and 
they asked lots of questions and to see how it was done. They want to know how 1 sew it 
together. (Rosie Archie, Inuvialuit, Akiavik) 

Some of the women have been asked to demonsuate their skills at public festivals, such ai 

the Great Nonhem Arts Festival in Inuvik. Julia and Brendalynne Trennert demonstra~ed rufting 

at the festival for several years, teaching visitors who wanted to leam. Brendalynne explained he: 

concerns and the relation to pride, and readiness to learn: 

1 demonstrated how it's done. And if anybody wanted to try it, or learn how to do it, they 
could do it. But as for any workshops . . .I haven't done anything like that. . . -1 thnk it 
[tufting] is slowly dying out. . . . You have to want to do it . . . you have to be proud of 
your work. . . . There's no way you can force anybody to do it, just because they're native, 
or they live in a community that [does tufking]. [Kids should be taught] when they're 
younger. They shouldn't be forced CO do it. It should be offered, but if it's offered, it 
should be with somebody that has h e m  to do it. (Brendalynne Trennert, Inuvialuit/ 
German, Hay River) 

The non-native women calked about art education using very different t e m .  Charlene 

talked of giving children broad art experiences in rhe schools: 

1 think if they [students] had a srronger background in just the basics, it would give them 
more freedom . . . and just the ability to try new things. . . . The majority of them 
[northern artists] don't know the color wheel, they never had any training in perspective, 
that's why so much of the art is two dirnensional. . . . If they at Ieast knew how to do ic, 
then they wouId have the ways to [draw] two dimensional or three dimensional. They 
dont think of art as persona1 expression, an experimenc, or something they do for the love 
of it. From day one it's money, and there's always people there to buy. Maybe I'm wrong 
in comparing northern artists to southem artists in that way. (Charlene Alexander, non- 
native, Inuvik) 





Western Arccic women h i s r s  - 3' 

have redy been successful and they tend to follow their styie of work. (Vicki Tompkins, 
non-native, Yellowknife) 

Vicki ailudes to teaching by example, and the need for indigenous smdents to know theii 

culture. Sue taiked about leaming f r m  the cornrnunity people in Holman, and also about being 

honest with herself in searching for meaning and expression in art. She taught several weeks of 

drawing and painting in the Fine Arts Program in Inuvik in 1995/6, and said she really enjoyed 

the teaching expenence. S he concluded: 

Every individual has things tkiat they are good at, either imately or that they've leamed. 
chink it's part of the responsibiiity of every person to give back, to contribute in any way 
that they can. It's everybody's responsibilty to offer whatever they have for the benefit 
and deveIopment of the grearer cornmunity, and if you do, you leam, and you gain much 
more back in the process of doing that. (Sue Rose, non-native, Inuvik) 

The groups of women in this smdy have learned a great deal fiom each other, and from 

their comrnon experiences of shared Me in the North. Most of che non-native women have been 

in the Arctic for more than ten years and some are good friends, and there has been some 

exchange of skills. Most have corne co respect naditional indigenous ways, especially of leaming 

by example, observation, and trying. Many have adapted their own philosophies of art educanon 

to accomodate this style of learning. The indigenous women have also leamed and understand 

some of the Eurocenmc colonial culture's ways: they have learned to discuss, to be assertive to a 

degree, to document and question. Some have even learned to Say 'no'. However, the way the 

non-nanve women spoke about their art, the terms they used as well as the approach, was in 

general, very different fiom the way the indigenous women spoke about their art as a part of 

everyday life. 
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Observations about the unspeakable 

In addition to the powerful comments of these women, 1 observed several issues about 

which few people spoke openiy, but which 1 found both puzzling and problematic: cultural 

polarization, racism, family violence and abuse. 

Cultural ~olarization and racism 

There is a polarization of cultural groups which 1 observed as 1 lived in both Fort Smith 

and Inuvik. Non-natives largely live in one end of town whiIe indigenous peoples Iive in the 

other. 1 was actually told that the 'native' housing in Inuvik was simated near the sewage 

treament plant, because the white people wouldn't live there. 1 observed that some community 

activities have participants f-rom only one cultural group or another, although everyone is said to 

be welcome. For many years the volunteer Fire Deparnnent crews had no indigenous people, 

oniy non-natives, who had to commit to weekly practices in emergency procedures. When they 

sponsored a Fireman's Bal1 and banquet every year, costing $40 per ticket, it was attended alrnosr 

entirely by non-natives with very few indigenous people. 

Old-time dances in Inuvik are held at Ingamo Hall, a beautiful large log building, and 

they are attended by aboriginal people of al1 ages, but by oniy a few non-natives. The admission 

to the old time dances is fiee, and everyone brings something for the 'feast'. These dances are 

also 'dry,' no alcohol is allowed, the music is country fiddle, and families with babies to great 

grandmothers visit and get up to 'jig' to the music. Feasts of 'northem foods' (buffet-style) are 

organized by indigenous people, formai sit-down banquets were organized by non-natives. At first 

rhese different activities are somewhat understandable--these traditions corne from different 
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cultures. However, they spill over into daily reIations that demonstrate a lack of understanding 

and perpetuate prejudice on the part of both groups. 

For example, The Great Northern Am Festivd was criticized in 1992 for not including the 

cornmunity and the two major indigenous cultural groups in its organizing and planning, and 

because ic had no aboriginal people on its board of directors or staff. Yet, it was created to assist 

northern artists (largely aboriginal) to leam from each other and meet their panons. Part of my 

Festival position in 1993 was to get the community involved in order to address this criticism. I 

went out and talked to business owners and to Gwich'in and Inuvialuit officials, asking for 

suggestions. The two aboriginal goups said they had never been invited to parcicipate, thac it 

was a 'white' event, and even though the venom of their comments surprised me, we talked aboui 

how they rnight become more involved. One suggestion was a cultural display by each group, 

which never matenalized, and another suggestion was awards, which 1 began in 1993. 

We set up awards for the most promising emerging Inuvialuit and Gwich'in artists, and 

the groups agreed to donate prize money and certificates. During the Festival when it came rime 

to decide on the recipients, we gathered a group of Gwich'in and Inuvialuit people and art 

experts togerher as judges. We discovered, however, that there was only one Gwich'in amst 

participating (out of 65), according to a kt registered with the Gwich'in land claim, and they 

were very upset. The Festival had ro examine why this was so, and we discovered two important 

reasons. Fust, the artists from the Gwich'in communities of Arctic Red River (now Tsügehtchic) 

Fort Macpherson and Aklavik that produced naditional beadwork and embroidery were women, 

they did not cal1 their work 'art', the parricipation of 'crafts' was discouraged by Festival 

organizers, and a commission was charged on al1 work sold. So the women did not apply to 

participate in the Festival. 
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Second, the male carvers from Gwich'in commuriities did not corne forward to apply to 

pamcipate because they sotd their carvings direcrly to the public and did not want to pay a 

commission. There was dways a lot of discussion and resentment expressed at the Fesnval artist 

seminars about the commission of 40% taken by the Festival on the sale of art works. The artists 

had a hard t h e  understanding why it was so high even though the Festival paid airfares that 

might run as high as $1600 to bring artists into Inuvik, and paid al1 meals and lodging expenses. 

LocaI aboriginal artists were even reluctant to seil to local galleries and gift stores excepc when 

they were in need of emergency money. So the different terminologies, biases, and ways of doing 

things oken got in the way of truly cooperative activities. 

In early 1993 1 suggested that Bev Lennie be hired in one of the staff positions for the 

Festival, and she served as Artist Needs Assistant in 1993 and 1994. Wirh her help we also 

organized a fashion show of traditional and northern designer clothing in both those years, which 

became an important part of the Festival activities. In order to contact people in the Delta 

region who are out in the bush, the Canadian Broadcasting Corporation (CBC) makes 

announcements every noontirne which include birthday greetings and upcoming activities in 

various indigenous languages. Bev explained that the indigenous women would not respond to 

an u ~ h o w n  person as the contact, so we used her name. Even chough very few people called her 

ahead of time, five minutes before the Fashion Show was to start a whole lot of people amved in 

their best traditional 'fancy' oudîts! To me that was both wonderfu1 and amazing, and somehow 

we got it al1 organized at the very last minute. 1 got to observe h s t  hand a whole different way of 

doing things. Bev was the Coordinator of the entire Festival in 1996, and was later elected to the 

Board, dong with Ruth Wright and anocher Gwich'in artist, so some progress was made toward 

represencation of indigenous groups. By July 1997, there were 5 indigenous Board members. 



Although it is rarely discussed openly, I also observed a number of incidenrs that pointed 

to blatant or disguised racism, both by whites against indigenous people, and the reverse, 

aboriginal peoples against whites. One example cornes from a meeting of the Western Arctic 

Tourism Association in the Spring of 1995. With the Gwich'in land claim recently signed, there 

was a discussion of land access nghts for tour operators. One Gwich'in man stood up and 

reportedly said "This is our land now, you whices have no right to travel on Our rivers and land. 

Ger off our land!" The often unspoken divisions between peoples are leftovers of colonialism, and 

will take years to elirninate. 

The activities that now seem to bring the polarized groups together are community events 

like Festivals that have both indigenous and non-native traditions as part of the activities. 

During the winter festivals there are dog-sled races, snowshoe and cross-country skiing races, 

snowmobile races, and dmm dancing in which al1 peoples participate. Competitions for 

indigenous women are skill-based, such as tea-boiiing and seal skinning or muskrat skinning. 

Bertha Ruben won several of these competitions, receiving the title of 'Good Woman', which she 

talks about in her i n t e ~ e w .  These activities seem to bring the groups together and help 

everyone to celebrate CO-exisrence in arctic communities. The published NWT Tourism Guide 

booklets list the vanous community festivals and their dates each year. 

Power and resnect. familv violence and abuse 

In class my students were able to discuss issues of power and respect in general terms, but 

when it got close to specific persona1 situations, the conversation became uncornfortable. These 

other unspeakable issues are family violence and abuse. Some of my students both in Fort Smith 
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and Inuvik talked about rheir experiences in class and 1 also observed what happened to them. 

Sometimes the women confided in me and asked for help, and at times 1 unwillingly got involved. 

Without embarassing the women personally in class, 1 med to approach the issue as one 

of power and respect, discussing the issue of family violence openly so the men in cIass codd 

benefit from the women's point of view. We were comfonable enough to do this toward the end 

of each year, and 1 found that taiking about my own experience of abuse helped. During the 

interviews for this research, women also codded stories of violance and abuse. 

The Native Women's Association of Canada has made this issue one of its top priorities 

(Voyageur 1996), but there are a number of legacies that make it hard to address. Some of these 

are outlined by both Barman (1996) and Voyageur (1996) including the submissiveness taught by 

residential schools, the inequality of both male and white dominaced society, low self-esteern from 

having no rights as women, the very silence and acceptance of the women, and the culturaI belief 

that it is not permissable to Say 'no'. AH of these legacies have messages for women that 

contribute to their abuse. 

Several recent collections of writings by aboriginal women voice their perspectives on 

their Iives including family problems ( S h a n  1987, Allen 1989, Jaine 6r TayIor 1992, Perreault & 

Vance 1990, Birchwater 199 1 & 1993, Brant 1984). This is just the beginning of healing. At 

least one woman interviewed here talked about the role of art in the healing process. 

I aIso observed a community perception that al1 kinds of abuses are somehow the problem 

only of the indigenous peoples, so they do not like to talk abour it with non-native people. WhiIe 

1 was at the festival in 1994,I exhibited the series of soft-sculptured artworks I created on healing 

ftom abuse, and they were hung way up high and at the back, so that if people reacted they couId 

do so in private. During the Festival, a few days after 1 interviewed Cece McCauley, she came in 
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to see the exhibit. She looked ali around and went over to the series 1 did. She said to me: "Wh 

did these, some white person?" 1 said to het, 'Well, as a matter of fact, 1 did them." She said 

'Where did you get that idea?" and 1 said "From my own experience." She said "umm" and did 

not say much after that. 

These are not easy issues to talk about, but the truth of women's stories is beginning to be 

told. The place of art in healing, and the recovery of self-esteem, is just beginning co be 

understood (Belenky 1986, Steinem 1992, McNiff 198 1, Anderson 1979, Brafford 1992, 

Cameron 1992). The tension between cultural groups in the Westem Arctic is starting to break 

down as al1 people share comrnon problems and find cornmunity solutions to help in the healing 

process. 

The collective voices of these women are very powerful, and they teach us not only about 

their lives but also about ourselves. The wornen's statements about their attwork, and rhe 

artwork of other northem women, contribute to out understanding of the meaning of art in 

Western Arctic women's lives specifxally. An understanding of the sirnilariries and difTerences 

between the cultural groups may enlighten economic policy, encouraging the arts industry in the 

North. The women's collective voices offer strong views on the way art should be taught to 

future generarions, and may help to confirm the place of art in the schools of the Arctic. 

Understanding the importance of art in these women's lives has broad implications for the 

classrooms of Canada and beyond. We have a social responsibiiity to learn from each other, to 

understand and assist the process of upsetting the inequities of colonialism, and to enlighten and 

help heal the unspoken social issues that still pIague arctic society. 
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CHAPTER FiVE: CONCLUSIONS, IMPLICATIONS & 
RECOMMENDATIONS 

The socio-political history and artistic background of the Western Arctic region was 

described in Chapter One, along with the rationale and basic questions of this research project. 

The research suategies were reviewed and discussed in Chapter Two. The large central section 

of this dissertation, Chapter Three, contains the comrnents of women artists from interviews 

which were originally recorded on video and audiotape. These women artists are representative 

of three large cultural groups that CO-exist in the Western Arctic: The Dene and Me&, the 

Inuvialuit and Inuit, and non-native or Eurocanadian peoples. The presentation of this data is 

followed by an analysis and discussion of emergent themes in Chapter Four. Finally, based on 

these interviews collected over five years, and my field observations over seven years in the 

Western Arctic, 1 draw concIusions, identify implications, and make recommendations for action 

and further research. 

1 began this project with the idea that there was a strong connection between women's 

artwork and their concept of self and individual power. 1 had observed my women studenrs 

making artwork, which seemed to give them a quiet pride and an economic power to provide for 

their families when other sources did not. Recent books focussed on the artwork of the region 

(Duncan 1989), but the women who created it were invisible. 1 wanted to know who these 

women artïsts were, how they learned their skilis, how theù education contributed to their work, 

and about influences on their work. 1 also wanted to know what art meant in their lives, and 

how they thought future generations should be taught. 

It is hard to step back far enough to view the women as a single group, but what I found 

were a number of fascinating individual women creating art in different media. Each was making 
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a difference in her community in some meaningful way. Some had created festivals or CO-ops to 

help other women, others were helping to teach cultural traditions in schools. Each seemed 

somewhat isolated, but worked wi th i  a complex interwoven society which spanned several 

cultures. Sometimes they worked togecher, helping each other, at other times they worked 

independently, and sometirnes there was tension beoiveen them. The women were ofien quietly 

and paciently doing arrwork, each making a conmbution to the rich fabric of life in the Western 

Arctic region. 

1 observed and talked with individual wornen, each providing her personal perspective. 1 

talked with them either in their homes in Fort Smith and Inuvik, or at several festivals in the 

Inuvik region. 1 videotaped al1 of the interviews except for a few women who preferred to be 

audiotaped. It  was not possible to talk to every woman artisr in the Western Arctic, but I feel 

these women represent rhe range of cultural views present in the region. Most of these women 

were chosen to attend the arts or craft festivals in Inuvik as representatives of rheir communities. 

The following conclusions are based on my personal observations as well as a review of the 

womens' comments from our conversations. 

Conclusions 

Cultural identitv-how the women describe thernselves 

Some of the indigenous women were aware of the changing usage of rerms for the cultural 

heritage groups, while other women seemed less aware. The terms are confûsing and are used 

differently in each community and region. A brief overview of terms and meanings was presented 

in Chapter One. Sometirnes both groups of indigenous women used the contemporary terms 

'indigenous' or 'aboriginal' to describe themselves as different peoples fiom non-natives. 
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However, none of these women used the rems 'first nations', 'tribes', or 'treaty Indian' to describe 

their cultural group. These terrns are, however, s d i  used by non-natives, who are a minority in 

the Western Arctic, especially in the srna11 isolated communities. 

Eskimo, Inuit, or Inuvialuit women 

These women used several r e m  in describing their cultural hentage, and some had a 

clear preference for one term over another. For instance, some Inuvialuit wornen used the broad 

tenn 'Inuk', meaning a person of Inuit descent, saying it was simpler. Some of the Inuvialuit 

women stiii calIed themselves 'Eskimo', because, they said, chat was what they were used to. 

They said they did not perceive the name 'Eskimo' to be an insult. However, Bev was surprised 

when she was told by an Inuit carver, that the term 'Eskirno' is considered to he a n  insult in the 

Eastern Arctic. The Inuvialuit women used the term 'Native' to describe 'Dene' or 'Indians' as a 

group, but seemed uncomfortable talking about names and categories. 

Indian or Dene women 

The women of Inclian heritage, however, did not use the terni 'Indian'. They often 

referred to themselves as 'native' or by one of the regional group names, such as 'Gwich'in' or 

'Slavey'. Sometimes tliey used a specific sub-group or communiry name such as Fort McPherson 

Band or Inuvik Band, both sub-groups of Gwich'in. A number of the women used the tenn 

'Dene' to refer to their larger Western Arctic regional heritage group. Women of mixed French 

and Dene heritage are grouped as 'Metis', but sometimes the rem is used more broadly to 

designate any person of mixed Indian and other heritage. The exception is that women of mixed 

Inuit and other heritage are never called 'Metis". Some women who talked abour rheir mixed- 

race ancestors were not registered as Metis, but as Gwich'in or Inuvialuit. 



A number of women were puzzled by the descriptive t e m  as many fadies have 

ancestors from both groups, and/or a European (whaler) grandfather, in their famiiy histones. 

Most spoke proudly of their European ancestors, yet they still considered they belonged to one of 

the aboriginal groups. They talked candidly about their choices now that land claims have been 

settled. They explained that their hentage is IegaUy defined by which group they register with for 

land claims. Some have to choose between sides of their families, and/or on the basis of where 

their established land ngh t~  are located for hunting and napping. 

Non-native 

The women of Euro-Canadian heritage are often referred to as 'whites' in general usage, 

or as 'non natives' or 'mher' or even 'indigenous non-aboriginal' on NWT government forms. 

This groups ail peoples other than aboriginaIs together to describe them as one group of outsiders 

or newcomers. This group may, however, include people of European, African, Asian, and 

Middle Eastern descent. While this group of people does not come from a single heritage 

tradition, the largest number do come generaily from European heritage. The most accurare rem 

seems to be 'Eurocanadian' but this is rarely used except in writing. 

The terms used to describe peoples of the Western Arctic are important and changing. 

How they are used provides a clue as to the understanding of the different cultural traditions. 

Choice and uower 

The groups of women made choices in life in a different order, and they seem to draw 

power from different sources. An individual's power, defined as the ability or right to act, the 

capability or capacity to control hisher life, is related to awareness of choice and the 

opportunities available. A woman may have the legal right to make a choice to stay or leave 
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school, choose a husband, take a job, train for a career, or even decide on a medium of art within 

which to work. She can choose to travel, to live far away from home, to go to coilege, or to have 

children, and the number and spacing of children (with birth control). However, these are not 

real options or choices uniess a woman is aware of them. Individual power to act is shaped by 

factors such as culture, traditions, farnily responsibilities, and persona1 experiences. Both 

consciousness and opportuniry for choice appear to be important factors influencing women's 

choices in Me. 

The choices for the indigenous women were very lirnited, especially in decades past, as 

their parents focussed on family survival, culture and community. They had marriages arranged 

for them, some as early as age 14, or they chose to marry and have children ear1y in rheir young 

adulthood. As k v  pointed out, for indigenous students to get through high school was a real 

accomplishment, because high schools only existed in the larger centers. Students had to leave 

home and Iive far away for several years, so rnost of the indigenous women did not compIete high 

school until later. When they did complete high school, few jobs were open to chem without 

further training, and there were very few real opportunities to get further training without 

moving South. Postsecondary program were scarce in the North u n d  the last decade. 

The non-native wornen had a broader range of choices growing up in southem Canada, 

where they could Lve at home and access many more opportunities for training and further 

education. They couId c h s e  to leave home, but they didn't have to. They seemed to be 

conscious of these various choices, and exercised their individual power to choose relatively early 

in their adulthood. When they came North, the non-native women already had the additional 

training sought by their indigenous sisters, so when they competed for jobs they were favored. 
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These inequities have begun to decrease through a h a t i v e  action, and by increasing 

educational programs and training opportunities for northem residents. 

Indigenous women 

Some of the indigenous women spoke of having no choice at ail early in theu lives, as 

mamages and decisions were made for them. Some Inuit women spoke of girl babies being left on 

the ice to fieeze to death because they were vatued less than boy babies who could become 

hunters. Although they could not control such decisions made in their chiIdhoods, a wornan's 

place in indigenous traditional culture was firmIy established (NT Education 199 1). The 

introduction of colonial pamarchical values and Christian teaching in residentiaI schools 

devalued women and espoused deference or obedience to humer husbands (Voyageur 1996). 

The indigenous women's limited choices, framed by community, family, chiidren, and 

traditional values within their cultural group, were hnher denied by residential school teaching. 

Their quiet acceptance of life situations, and relucrance to say no, worked against their awareness 

of choice in these matters. There were few chances for them to develop healthy seIf-respect. 

This led some women eventually to accept situations of subservience or even abuse. However, 

traditional sewing and artwork was an accepted way to show pride, and the indigenous women 

seemed to gain power and maintain a sense of self through knowledge that their skills were 

essential to the survival of hunters, families, and their comrnunities. For many indigenous women 

their artwork became their key to econornic survival, as well as to self-esteem. 

The indigenous women have recently realized their powers: the power of birthright, of 

belonging to a place, of being rooted in a land; the power of being strong women, of being 

creative, of being educated, and of chmsing to retain some of the traditions of a lifestyk based on 



the land. The indigenous women's artwork seems to be a cornmon thread tying the old to the 

new. These women know that they are the custodians of their cultural traditions, and they 

believe snongly that they must keep traditional skilis alive. They also know that they need to 

adapt and learn new ways, in order to c o n ~ u e  to survive in today's world of change and cultural 

diversity. 

These indigenous women are kaming about the colonial-imposed structures of 

governrnent, and many have now completed the forma1 education required to participate within 

it. They are competing and winning positions of power with good salaries, enabling their famiiies 

to flourish whiie stiü upholding many of their traditional values. They also retain deeply- 

embedded ties to cheir cornmunities and the region, which seems to increase their confidence and 

srrength. Now, eMer indigenous women are respected and honored as extremely powerful and 

influential in arctic cornmunities. Their artwork keeps old traditions strong while creanng new 

Non-Native women 

The non-native women were encouraged by parents to develop as individuals through 

postsecondary education, travel, or starting careers. They had more real choices and 

demonstrated their power of choice by getting postsecondary educations early. ïhen, many 

chose to travei and work in the Arctic, often as single women. Moving and rraveI are acts of 

choice, and gave rhem a sense of their individual power, their fieedom to choose a place and way 

of life, along with the realization thar they could choose to move away again. This individual 

sense of power is evidenr in the approach taken by non-native women to their daily work and 

their artwork, but may conmbute to their need to search for sdf, for personal growth, and 
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belonging to a new community- These women saw a chance to help other arctic artists, and 

acted upon it, either by teaching, and/or creating festivals, or organizing outlets for arrists to sel1 

their work. 

As al1 the women became aware of their choices, whether early or later in Me, they al1 

opted for further education and wider life and career opportunities for themselves and their 

children. The indigenous women found strength in their culture and power through their 

communities. The sense of self and self-esteem for the non-native group of women, seems to have 

corne from challenging themselves as indidualS. This is heard in their talk about their quest to 

find themselves in relation to their art and lives. The choices and experiences of the indigenous 

and non-native groups of women seem to have been exercised in a different order, and result in 

very different sources for their self-esteem, and approaches to their arnvork. The wisdom they 

gained through experience is evident in their quite varied artwork. 

A balance of Dower 

A power struggle is evident between the groups of indigenous and non-native peoples tha 

is seldom spoken of, but which 1 observed on many occasions. For more than fifty years the 

positions of power in al1 communities have been held by 'whitesV--police, teachers, doctors, nurse5 

governrnent workers and store managers. The governrnent affirmative action policy now gives 

preference to indigenous people and businesses on al1 conuact bids and job postings. Once in a 

while the heritage groups or sub-groups polarize over an issue, and racism is openly voiced. 

Through education the indigenous women are learning techniques to scale the walls of colonial 

power, and acquiring management skilis to stay at the top. Non-natives are leaming to respect 
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the skills and cultural traditions of indigenous peoples. The groups are learning to respect each 

other as they CO-exist in the Western Arcac, but tension still exists. 

Womens' eeneral education 

The women's forma1 education occurred in different sequences, and was completed to 

various levels, but by the time they are rniddle-aged, the indigenous and non-native women 

appear to be contemporaw equals. The women, however, may not be conscious of rheir equaIity. 

The mature indigenous women who experienced residential schools, as Barman (1996) 

concludes, were trained for submission and inequaliry. Their chance to continue formal 

education later in Me was haught with dificulties in leaving their communities and providing for 

families while going to school. However, college learning enhanced their understanding of their 

skills, and therefore increased their sense of power to affect their lives. Besicles being parents and 

wives, they are taking their hard-won places as cuItural teachers in schools, as leaders in 

communities, and as artists worthy of note. 

The non-native group of women continued their formal educations soon after high schoot 

graduation and some waited a considerable Iength of time to marry and/or have chddren. They 

took training or degrees in art or arts related fields, and also worked in other careers to support 

themselves, which increased their sense of personal power. They explored other places to [ive 

and work, before choosing to corne to the North to settle for awhiIe. They tried to balance 

careers in art with the need to support themselves. Their education enhanced their awareness of 

their skills, and their appreciation ofother ways of life. They do not have the same ties to the 

land thac the aboriginal peoples have, but they value the beauty in the environment around 

them, and seek involvement in their new communities. 
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Earlv leamine: of artistic skills 

The women began learning different artistic skills, ofien sewing or drawing, and some are 

still producing art in the medium in which they began. The indigenous women usually began by 

Learning basic sewing sk& as part of their roles as women in aboriginal cultures. Many women 

continue to work in these traditional ways, sewing dolk for tourists m help thern undersrand 

traditional clothing, making slippers for family and for tourists, and sewing wall hangings as 

reminders of naditionai life. The non-naave women aIso began with a basic art skill such as 

drawing, and many srill work in this way, although they create artwork in other mediums as well. 

Many of the women, however, have used cheir early k a d g  as a basis for skîll 

development in other art mediums, or in arts-related fields such as management, teaching, arts 

administration, and tourism. The implication of their early art learning and continued succcss, is 

the transferability of both skiil and confidence to other areas of learning and Me. Problem- 

solving, and ways of thinking which are fostered in the process of creative activity, may be 

transferred to other areas of life in Iater years. Sanford and Donovan (1984) write that in order 

for a child to develop seIf-esteem, she needs to feeI both significant and competent at something. 

Steinem (1992) also equates self-esteem with a sense of personal value. Early art success appears 

co nurture a sense of significance and increase a sense of cornpetence, building self-esteem in Iife 

experience as well as artistic abiIity. Many teachers and parents believe that the a h  of education 

is development of self on all levels (Belenky et al l986), and these women's artwork seems to 

conmbute to chat process. 
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Different Wavs of Lamine; 

The way indigenous people learn is vastly different fiom the European-based school n o m  

of North Arnerica, based on lecture, discussion, questioning, reading fiom texts, writing, and 

step-by-step instruction. Aboriginal people learn by silent observation, by watching, observing 

details, and then trying new skilis on their own. Facts of history and group values are passed 

down by example and oral tradition with an economy of words. These indigenous ways of 

Learning are finaiiy being accomodated in the cumculums of contemporary school systems today 

in the North. They need to be understood more widely across Canada in order to faciiitate the 

success of indigenous peoples in al1 forma1 schwling. Ferninist scholars have documented the 

unique ways in which women Leam and know, and these also need to be understood and 

accomodated in today's classrooms. The women of this study cooperated, assisted and supported 

each other in new experiences. 

How the women viewed their work 

Art or artist, crafts & handicrafts 

Most of the women considered thernselves to be artists although a few did not. However, 

almost al1 of the women considered their creations to be artwork. They spoke of individual skiil, 

original ideas, creativity in designs, and beauty as factors contributing to their artwork. Some 

wornen ais0 used the term 'crafts' or 'handicrafrs' ro describe their work, while orhers used more 

specific terms such as 'sewing'. 

The division of fme arts from crafts is relevant in the Western Arctic because it reflects 

the value of the artists who create it, and often their gender. Although the indigenous peopIe are 

nos aware of the European arts and crafts debate, it has affected the prices they get for their work. 
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The indigenous women's artwork is often used in everyday life, and it reflects their culture and 

way of life. Yet they cannot ask a price that will pay them even minimum wage for their work. 

The European notion that art is most valuable when it has no purpose or use other chan to 

decorate or elevate, has become part of Western Arctic cultures. The sculptures or carvings 

largely done by men in the Arctic are valued most highly in the South. The paintings done by 

both men and women are valued more highly than a wall-hanging made of cloth even though 

both are designed as wall decorations. The Western Arctic struggles with this division of fonn 

and function and with starus of various art forms, yet it is the women, and their artwork, who 

hold the key to cultural survival. They are therefore fighting for scatus, recognition and equality 

in the arts as in other areas of their Lives. 

Influences on the womens' artwork 

Necessitv 

Much of the indigenous women's artwork is created out of necessity-either for wearing 

for survival in arctic climates, or for money to buy other necessities. A factor in art production 

for many indigenous women was their changing economic situation, due to the decline of the fur 

industry and its devastating effect on cheir men. Many supported their families with theu 

artwork. The non-native women discussed their motive for art production in quite different 

terms. Creation of artwork they said is more a quest for persona1 development and growth, and 

yet many still contribute to family incomes through their artwork. 

New materialsltechniaues 

Most of the women incorporate new materials and techniques into their work, although 

some guard their regional traditions and own persona1 patterns as precious. Delta Braid is one 
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example of a new creaaon using traditionai sewing techniques with new materials to create a 

product unique to this region of the Arctic now made by aU cultures. New materials and 

techniques are used alongside old ones, such as in tufting, a French embroidery technique, using 

local moose and caribou hair. Both non-native and aboriginal women use local materials in new 

and creative ways. The indigenous wornen adopted new fabrics like blanket doth--they cal1 it 

duffle which was originally traded as Hudson's Bay Blankets-and calico Cotton into their designs. 

They incorporate new good ideas in cechnoIogy and macerials into their designs, using sewing 

machines, velcro and zippers alongside hrs. The Inuvialuit women who were expert at skin 

sewing and piecing now work also in woot with embroidery thread using applique techniques. 

Arctic Peo~les 

Al1 the arctic peoples influence each other in some way, and they teach and leam from 

each other. Non-native women Iearned traditional techniques, and taught new techniques to 

other women. For instance, the nuns taught French embroidery techniques, the use of sewing 

machines, and began quilting classes. Non-native people brought new art forms to the North: 

silk painting, stained glass, poctery, weaving and printmaking, and photography. The indigenous 

people taught each other skiils like sewing and beading. The paintings and images of al1 the 

women reflect traditional cultures as welI as modem life. Newcomers continue to have a wide 

influence: the church, naderslstores, government, markets and patrons, and even Festivals and 

gallenes. 

Arctic land and environment 

Al1 artists are influenced by the beautifid but harsh arctic land and clirnate. Some 

elements of the old traditional ties to the land are reflected in the art of the indigenous peoples, 
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and some of the old ways are ideaked and adopted by all cultures CO-existing in the Westem 

Arctic. The artwork of many artists, including women's traditional sewing, reflects a fascination 

with the arctic clhate: the light, the midnight Sun, the dark season, the cycles of life in animals, 

f%h and birds, and the cornmunities of people. The struggle to survive in this harsh environment 

is a continual theme in artwork as well. Syrnbols of arctic lands and lifestyle are also used in 

spintual and cultural ceremonies such as drum dances. 

Gender 

Gender appears to influence not oniy the subjects of wornen's artwork, but the medium in 

which the women work. Women now produce artwork in almost every medium imaginable, 

including Stone carWig. Alchough stories are told of men sewing in years past, wonirn now are 

the exclusive makers of art using sewing as the technique of creativity. In the Wes tem Arc tic 

only women now work in cloth making Delta Braid, parkas, packing dolls, slippers, and applique 

wall-hangings out of fun and cloth. The influence of gender has broadened to allow wornen to 

work in all mediums, but still excludes men fiom sewuig anything beyond the basics. Gender and 

culture dictate that women have the nght to sew, along with the 'right' to be underpaid for their 

efforts. Many wornen in the Westem Arctic concinue to choose the needle instead of the brush 

or other tools to 'paint' pictures of their lives. 

The meaning of art in women's lives 

Through their work as artists, women gain respect for their artwork and ideas, their skills 

and conmbu tion to organizations, their hard work, their tirne, and support of their families. In 

observing the women artists, it seems that art connibutes to their self-confidence and sense of 

power-their power of choice, autonomy, and sumival in theù chosen land. The women 
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themselves concluded that their artwork bxings them joy, sansfaction, recognition, fmancial 

stability, and it is sometimes a bridge to social cornfort. Some women also found that a n  heIped 

them connect to their inner self. The meaning of art in these womens' lives was sometimes 

evident in their smms and the recognition they received from theû comrnunities. I t  seemed to 

empower them to accept positions of leadership in their farniiies and communities. 

Recomition bv the comrnunitv 

The women were recognized by theû communities and the region in a number of different 

ways: by being elected to council or as Chief of a Iocal Band, by selection as negotiator of land 

claims, or by awards and honors fiom outside sources like newspapers and festivals. Other forms 

of recognition include success in business and organiring events, or selection to govemment 

commitrees. Some recognition comes in tangible forms like paven t  of salaries for continuing 

jobs, such as teaching, performed within the formal government system. One of the most 

tangible forms of recognition comes in the form of conrinued support by patrons who appreciate 

their artistic production. 

Teachin~ the next ereneranons 

The women agreed that the next generations should leam naditional and new skiIIs both 

at home and at school in order to allow studencs a variety of opportunities to leam from a range 

of sources. Most of the women also agreed that teaching should be done not oniy by aained and 

inspired teachers from all cultures, but by respected elders who are expert in particular traditional 

skills. They acknowledged the need for formal training to validare and cernfy the skills already 

acquired, and recognition already received fiom the community. 
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Some of the implications of the broader focus of education not only spread the 

responsibiliry for education across the community, but also require new teaching methods. 

Awareness of the learner's cultural background, social milieu, physical and emotional needs as 

well as academic ski11 requires teachers to adopt more sensitive and culturally aware methods of 

teachmg. Using some of the indigenous ways of learning like silent observation, crying, and 

sharing, will help equalize student success in classroorns. The women acknowledged the need for 

botti formal schooling and karning at home. 

Art as a discidine 

The place of art in the economy and cuItures of this region is very strong. However, we 

still have to ask 'Why do we make art?' and 'What is art for?' as Chalmers(l996) suggests. 

connecting the role of art to society. 

The women talked about the need for local histories and for skills to be documented and 

recorded. There is a need in this region to get to know the artwork of the region, and place it in 

the context of the Iarger Canadian and worId art scene. The students of this region cannot 

understand cheir place in history, or in rewriting history, if they have no sense of the larger 

picture. So there is a need for broader art and cultural hiscory in the schools, for looking, seeing, 

experiencing art, and then examining and comparing it to the art frorn other world cultures. 

For instance, women who do beadwork may be very excited to learn about mosaics, 

pointillism, or cross-stitch patterns created in other parts of the world. Making the connection to 

artisrs across the world rnight make them feel important, and give chem a sense of belonging to 

the larger picture. We could ask: do they create images for the same reasons? The local arts 

need to be examined first for their own characteristics, and then examined in the larger context. 
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Reacting to imposed colonial educational norrns and irrelevant books, educaûon 

authorities began creating curriculum materials unique to the North or a region that alrnost den1 

the existence of the outside world. Students rarely see arctic artwork alongside chat of European 

masters, and they do not understand how they fit into world art, and they seem to devalue cheir 

own work. They need to see how a Michaelangelo rnarble sculpture is similiar to an Inuit Stone 

sculpture. We must continually ask of al1 art: why is it created? What purpose does it serve? 

These questions need to be pondered and discussed. 

The women acknowledged 'criticism' from elders in learriing their early sewing skills, and 

having to 'get it right'. Looking at art and discussing what makes something 'right' conmbutes to  

our understanding of what is good or bad art, but these discussions rarely happen in northern 

schools. There is a need to view a variety of art examples, to describe their elements, and to 

think about what makes something art. What makes quality in artwork now? 1s there any 

collective agreement on this issue? The women discussed some aspects of valuing, but other 

women noted that the criteria need to be expanded beyond 'what wiIl someone pay for it?' 

Making art to sell can get in the way of making art to express feelings or statements Northern 

Artists can allow theselves to grow, to experirnent with trial and error, and to leam from 'failures' 

which dont sell. Yet ironically, almost everything sells in the Arctic. 

The women discussed beauty in their artwork, and the 'aesthetics' of artwork in the 

Western Arctic. They were quite cornfortable talking about how something looks, or whether it 

brings pleasure to the eye. They even talked about their views of creativity and why they crcate 

art. The wornen talked about how they used color, their meanings and designs, and techniques 

of accomplishing a particular look or pattern. 
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There is a need for al1 these aspects of the disciplines of art to be expanded in the 

classrooms of the Western Arctic, as it can only enhance the understanding of art at the local 

levels and beyond. Although discipline-based a n  education is an outsider's label, the women 

agreed that all peoples make art, tallc about it, and acknowledge its history. Some artists at the 

Festival expressed a fear of being changed by new ideas, and they wanted to do things the 'old 

way'. The women artists are now beginning to understand that knowing other ways gives them 

rhe power to choose which way they want co create something. Al1 of this reflective thinking wiil 

only enhance the art of the Western Arccic. 

Implications and Recommendations 

There are many implications which develop out of the conclusions stated atiove. Some of 

these translate into one or more recommendations for action. Following are brief statemencs of 

some of the implications, followed by specific recommendations for action. 

There was an expressed need for more understanding and cooperation between cultural 

groups of peoples, to foster pnde, understanding, and mutual leaming, increasing respect and 

eventually eliminating racism. 

Recommendation: 

to encourage and promote comrnunity activities, such as arts festivals for al1 media, 

community cultural activities, and cultural exchanges that promote cooperation and 

leaming between groups and individuals of all ages chat make artistic products in a range 

of artistic media. 
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There was an expressed need for teaching traditional skills at home, as well as artistic 

skills in the schools by local experts most respected for their knowledge of a particular skili. Som 

local elders and other experts are now teaching successfuiiy in schools, both occasionally and full 

tune. 

Recornmendation: 

to encourage respected community petsons or elders (not necessarily with teaching 

credentials) from different cultural g~oups, to teach a variety of arts skilIs in the schools-- 

from drurn dancing, embroidery, beading, tufting, quillwork, basketry, canoe construction 

and snowshoe making, to painting, quiiting, embroidery and stained glass. This may be 

simiiiar to the 'Arrist in Schools' program in effect across North America. 

Recommendation: 

to expand arctic curriculum and teacher training programs to include local and world art 

history, discussion of art criticism, aesthetics, and cultural contexts of art in addition to 

explorations in art production media. 

Indigenous people traditionally Iearn in quite dserent ways from European and North 

American noms, so allowance for Iearning about, and accomodation of, these ways of leaming 

should be taught to aU teachers and smdents alike, and be accomodated in al1 curriculums. 

There are number of ways that this new awareness can become part of our school 

cumculums. Fust, we need to become learner-centered, and to begin from the perspective of the 

student. We must at leasr ny to understand and cultivate a sensitivity to the student's culture, 

circumstance, or context, so we can better understand the tools needed to help him or her leam. 



We may have a classroom of students from several cultures, and we need to accomodate aU of 

their perspectives, and Ieam about aii of their contexts. 

Second, we need to be aware that we are teaching whole individual students, not just 

their rational brains. Students have emotional and physical needs that we should be aware of, 

and that may not be being met. We may not be able to accomodate al1 the student needs at al1 

times, but we are not doing our job in helping students develop if we ignore these aspects of theü 

individuality. We need to h d  ways to respect and validare the whole student and help them 

grow and develop self-esteem on personal, emotional, physical and rational levels of their beings. 

Third, as teachers we need to learn different ways of teaching and cultivate more sharing 

and observational activities. Sometimes we use language to comrnunicate much more ofien than 

necessary. We demonstrate skills accompanied with verbage in a dominant language. Sometime 

we break down skills into parts or steps on a chart, using language. If we teachers lost Our voices, 

we would be forced to develop other ways to help, communicate and motivate students' learning. 

If we demonstrate without talking, like the artists 1 observed at the Festivals, we put more 

emphasis on the visual. 

We need to be aware of how we teach. We cannot afford to assume from a teacher- 

centered position of power, that teacher talking and lecturing is effective or the best method. 

The indigneous method of learning by watching and trying is a legitimate mode of learning as it 

personally engages the leamer. This observational and experiential mode builds responsibility 

and self esteem, and assists classrooms with multiple languages. The visual, experiential and 

persona1 are effective communicators. 

Fourth, we need ro develop new ways to reframe our power as teachers, to become 

facilitators of student learning. The indigenous mode1 of consensus, or circle of sharing 
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information and Iistening to each other as equals, can be used to change the power smcture of 

classrooms. We need to find ways to motivate, and connect the persona1 and emotional with the 

tangible, such as in reflective journals or personaily focussed artwork. We can make more use of 

investigation and individual research skills, of elders relating stories from the pax, or use videos 

to visit and observe other places. Ali of these techniques divert the power away from the teacher 

as the cultural expert source of knowledge, and transfer the power and responsibiiity ont0 the 

individual smdent to choose to exercise power to learn. This honors the students, increases self- 

esteem, and teaches them to honor themselves. 

Recommendation: 

to include indigenous ways of learning (naditionaily by exampIe, siienr watching, 

observation, mal and error, and sharing) into school and community cumculums, teacher 

education programs, and teacher orientations at ail levels, including college and 

university. 

Recommendation: 

to include a thorough review of local and regional history, and indigenous ways of 

learning, at required pre-service orientations for al1 new teachers to the region, so they 

can plan programs to accomodate these ways of learning. 



Recommendanon: 

to wriwrite new art and social studies curriculurns that focus on local cultures and social 

histories in the contexr: of world cultures, eras, and movements which have iduenced rhc 

exploration and settling of the arctic. 

Recommendation: 

to expand a n  education practices to include the learning styles of indigenous peopks, 

based on student readiness, observation and interest. To use the already highly developed 

powers of observation in new ways to learn about ocher cultures and cheir artistic 

production. 

The power of art in womens' iives is evident in their life stories, in spite of their isolation. 

Women working together in groups is common to many cultures, and is often comforting, 

educational and empowering for women. Leadership is needed to organize groups, to facilirate 

mutual learning, and to assist in ordering bulk supplies at wholesale rates. 

Recornmendation: 

to assise the organization of a women's a n  workshop or CO-op in every community in the 

Western Arctic, to assist in the provision of a clean, common space for women to do 

creative work and support each other. This would enable groups of women to learn from 

each other, to gain pride, and facilitate the ordering of bulk supplies at wholesale rates. 
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The power of art to enhance self-esteem, and provide a key to familial and community 

respect, is abo evident in these women's stories. Assistance is needed to re-educate comrnunities 

about the need for respect in the treatment of all peoples, to h t en  and learn from others, and to 

assist women who are in crisis situations. 

Recommendation: 

to creaee and promote a series of community education projecrs in which the respect and 

equality of al1 peoples is encouraged, promoting the coopcration of al1 levels of 

communities, business and govermnent in joint proj ec ts. 

Recommendation: 

to create a women's support group and safe house in al1 communities for those who have 

been or are being abused, including expertise in counselling and techniques of art therapy. 

Recommenda tion: 

co make uaining available in the healing power of art and art therapy, taught by a sained 

art therapist, to Life Skills coaches, counsellors, teachers, social workers, and drug and 

alcohol workers. Anyone interested should be encouraged to take training in art therapy, 

and it should be widely available in the Arctic. 

The women interviewed for this project have lent cheir voices and expertise, sharing 

information about important aspects of their lives. There is much more that could be learned, 

however, by enlisting the help of teachers and students in Western Arctic classrooms, from 
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kindergarten through college Ievel, to leam about and share the experiences of long-rime 

residents. 

Recommendation: 

to encourage the video and audio recording of oral histories of al1 elders in al1 

cornmuniries before they p a s  on and the information is lost forever. This would gather 

and document the cultural production of elders of al1 groups who have contibuted to 

community arts and development. A starting place is the seniors home in every 

community. Copies of the tapes could be available at the local library with originals 

stored in the archives at the Prince of Wales Heritage Centre in Yellowknife. This woulc 

create a valuable legacy for future generations. 

The Western Arctic region of Canada may seem isolated and far away from the rest of th( 

world, and yet the situation is simiiiar to many places and peoples that were subject to 

colonization. Many wrongs were perpetuated in the past through colonization, and it is only 

through listening, study and understanding that we can learn new ways of respecting each other 

and healing Our future as a global community. Art is a powerful and positive force linking the 

past to the future and bridging cultures. 

These women's voices provide a first step in listening and understanding the importance 

of the arts in other cultures. Through this smdy they have shared their perspectives on their 

childhoods, their artistic skills, their educations and influences on their work. They have 

commented on traditions, new ideas, politics and materials which affect their artwork. They 

reveal what art means to them, and how they think future generations should be taught. 



Many of these women artists have expenenced aagedy and hardship yet they remain 

courageous, positive and full of laughter. They continue to produce art which inspires creativity, 

strength, and courage in others, while building their own self-esteem. They continue cultural 

traditions and create new artistic ones, while cooperating and assisting each other and their 

families. We can leam from them how to irnprove and empower the lives of individuals, families, 

and comrnunities to benefit Our children's future. 

This is only a beginning. There is so much more to be done to foster our unders tanding oi 

chis one region of Canada and of humanity world wide. We need to learn how we can help each 

other, to value and respect the events and years of the past, and the artistic contributions of 

peoples that have gone before us. Listening to the voices of these women fiom a remote corner of 

the world, and Iooking at what they make with their hands, helps us understand the place of art 

in persona1 fulfillment, cultural continuity and change, and pride within famiIies and 

communities. 
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Western Arctic Women Artists: contact record 
Women hr miewed for Pl1.1). Research, S unmicrs 1992-93-94-95-96-97 by Joanne C. McNeal 

Woman Interviewed Communily Cultural Group Art Media or work 
Documentation method, date, and follow-up years lianscriptlsummary statu s 

Malriya Akulu kjuk *Panpirimg, NT Inuit cldcr pcncil dnwing 
Long VT lnierview (trunvlattid t?\. Daniel Qitsuufik) 1992 GNAFestival, (deceused) 

Charlene Alexander inuvik, NT non-nat ive C photogmph/Orgmizer 
Long VT Imen+ews I992/3 ut GNAF, uphred 1994,fof/ow-up lrucrrrr'ew Nor. 9 4  Vrrncourer 

Rerth Allen# lnuvik/Yellowknifc Gwich'in cidcr Bcadworkcr/Nativc 
Sewral t a k  a d  notes over four jean; inrenfew requesrtid, (rw tirrie) WoniaIIs Assoc. P m .  

Marth Anoee *Arviat, NT Inuit elder dollniaker/umer 
Simrr VT iniervie M. 1 993 (rrrrmlared by B. Irhuk), upda fed ar GNA F 93 & D w i k  hospiutI: 

Rosie Archie Aklavik, NT Gwich'in clder C fur seamstress 
Shorr VTirrrcn-ieri. 199-3 ar Crafr Festiral, teafior~s in AWavik Ilorne 1993, amork  in Inurik 

MyrIw B ü  :ton Inrivik, NT non-native pain ter/s~üined ghss 
Lot~g VT 1riren.k r i  lC)E iri Iier horne/~?udio/cabin, rrpdnred 93/4 Inuvik. 

Jmice Rahn Wixitchorsc, YK non-nativc Ci printmsikcr/tcachcr 
Long VT Inierview 1992 ui GNAE updaied 94 GNAF a d  95 rhru teaching, Irutvik 

I(Xie Blake Ft. McPhcrson, NT Gwich'in elder beadcr/culf. teacher 
I ~ w g  A 7' ;rrrur-vi~w 19%. cnnwrsnnon~ nt Midwczi. Inkér l V9.3, R owr tm, 1994-9-51nrrvik. 

Mzry Bryant Ycllowknifc,NT non-native art gailcry manager*" 
SIuir~ i l  T I i i A ~ ~ i ~  i.i! 1992 ui rlri'fic A ri Gdkrry, Z'~IOWX?L$P 

Jane Ihgon Ft. Smith, NT Slavey/Dac elder C sewer/cult. teûcha 
I h g  VT itrrc!rriPw 1992 in her honie/nisd~onl, updaied 1993/4 in k r  honie, Fr. Snuïlr 

Susie Evyngotnilrik roppcnri inc, NT Tniividuit scamstrcss/teachcr 
Short VT Inr~rviets 1992 ut Crnfr Fc.mmrval, Inttrik 

C hristina Felix Tuktoyaktuk, NT Inuvialuit clder C Puka designer 
Long Vï' Inrerview 1994 in her Parka fictori; 'litkro~akntk. shop organisier/owner 

Mona Felix Tu ktoyaktuk, NT Inuvialuit elder Traditional seamstress 
Long VT inremieq 1997, ut Great Nortiwrn Arrs Festiral, Crrift shop ovmer 

Mona Igu tsaq *TaIoyoak, NT Inuit C Scwing Co-op Mgr. 
Inng VT ln t~niew 1994, nlso trnndaied for P ~ s i e ~ h o t e ~  ligjuk. ai GNA F, Inirrfi 

Dora Jones Ft. Smith, NT non-native senior organizcr/teachcrA* 
Long AT lnteniew 1992, updared VT intemiew I993/4, in lier Irorric, Fort Srru'rh 

Mary Kendi Aklavik, NT Gwich'ia elder Tnd. seamstress 
Long VTinrewiew I997at Great Nortkm A m  Fesn'blai, inuvik 

Elsie Klengenberg Holnim, NT InuvXuit eldet C stencil printnisiker 
Long VT Inredew, 1993 ar GNAF, Inurik, updared 95 in colkge teaclhg. auver 

Lülian Mstensm Ft. Smith, NT non-native senior C weaver/business 
b n g  inrerview 92, long VT interview 1993 in !ter srore, updared 1994, Fr. S11tir14 96 Inirrik 

Sarah Kuptana Sachs Harbor, NT Inwhluit elder Tmd. seamstress 
Long VT infe niew, 199 7 inietpreted by le r daugle r Rose rmne Kuptaw ai GNA F. 

Nancy LaFîeur Hriy River, NT SIavey/Dene C tufter/tr;insl;itor 
Long VT lruenieiz: 1992 ar Craft Festival, lnicvik 

Beverly Lennie huvik, NT Imvhluit tcacher/org&cr* 
Long VT lntet-vicw 1993, notes and corrcqondance, 1992-5, Inuvik Updated '95-96 Inuvik 

AMargaret Lamie lnuvik, NT Inuviriluit elder C sewerlcult. tour oper. 
Long VT lnrerriew 1993. visif ro MacKenzie Delta cabin, 1994. 

Mary A m  MacDonald Ft. Snuth, NT Metis eider C bcadworker]scwer 
Long A T lmn- ie~;  1897 Lang VT Iniet-view 1993, Fort S~~lirlr 
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Lnurelle Macy H a y  River, NT non-nat ive C paintcr/tcacher 
Long VTlnten.irw; 1994, at GNAF, Imrik, upda1c'd1995 in  cof/qp* trrrching. 

Joyce Mqjeski Wiiehorse, YK non-native prititniüker/hioIogist 
Short VT lntcn-~w: 1992 ar GNAE Inurik 

Cece McCauley Inuvik, NT Gwicri'inelder C Chie f/sewer/writer 
Long VT lnreniew, 1993 pius weekfv nempaper co6urrmfor93-95, talks 95, Inuvik 

Sandra McLeod Inuvik, NT non-native Festival organizer* 
Long VT Inienlew 199v in !ter s c ~ , f n g  shop, Inuvik upriated 94-5 in Inur?k. 

Terry Nonvegian-Sawycr Arctic Red River G wich'in elder sewer/organizer 
Long VT infervieil) ar her sales table in Inurfk 

Lena Oiifie Holnm, NT Inuvialuit eldcr C spinner/designer 
Long VT Imen7ew ai GNA F, 1994, Inurik. (deceawd) 

Sue Rose Inuvik, NT non-nat ive C painterlorganizer 
Long VT lnren+iew in lier Grrrphc Arts OfJce, 1992, Inur-ik uphted 94-95 Inuvik. 

Bertha Ruben I1riuIatu 4 N T  Tniivialuit rider C sewer/;ippiiqiie 
Long VT inri? nim. 1993. ~pit- ir~d con~~?rsczti~)n~/ht(~~:s~~ap~~r a n - c h .  94-95, Inuvik 

Pdt Slaccy Yellowhi Te, NT Inuvialu it painter 
Long VT ïmenie ii* 1992. uydared 199314 ar G NAF, inurik- 

I A ~  Storr Abrhvik, NT G wicli'in e ldcr C c u l t u d  teacher 
Long VT Imemiew 1994 ai GNAE ajer vkir to I w  home in AWnrik; updni~d 95 in Znurr'k. 

*es Sut herlmd FI. Smith, NT non-nnt ive senior nun/wriler/research* 
Long AT Zizien-iew 1992. Long VTlnten'iew 1993/4plus book nium-cripts, Ft. Smith 

Gina Sydenham Ft. Smith, N T  non-native niuseiini c i i n t o F  
Long A T  lmerri~w5/horcs, 1992 ai Museurnt. Ft. Sruitk 

Mary A.nn Taylor Tuktoyaktuk, NT Iniivialuit carver 
Luq VT Imen.iew at GNAI;. 1993, Inurik. 

Agnes Tlirasher Tniivik/HCI Triiiviiiliiit elder C pinter 
Slwn I/TZnten.im rifth sicrcr Mona at GNAF, 1992, Znur?'k updared 1993/4. 

MOM Tlir;ishcr Yt.llowhiik, NT Inuviahiî elder C painter 
Short VT inlenfe H' with h-ISrer Agnes ar GNAF, 1992, Inut* updared 1993/4. 

Vicki Tompkins Yellowicnifc, N T  non-nitive C paixitcr/orgariizer 
Long VT Interview rrr GNAF, 1992, updared 1993-94-95, I n u d  

J u k  Pokitrk Tremwrt Hay River, NT Inuvisiluit elder C moose-hair tu  fier 
Long VT lnieniew wMrh daugher, (bebw)f 992, updared 1994. Inur-ik. 

Brendalynn Inuk Trennert Hay River, NWT Inuviaiuit C caribou-hair tufier 
Long VT lnfen?iew ~ i t h  rrmrher (above) in 1992, updated 1994, Inuvik 

Mary UyariaqTrimblc Inuvik/BC Inuvhluit elder C cmver/sewer/painter 
Long VT hîen-iew al sisrers imitw, Inuvik 1993, Long VT lniervie w al horrie94 Namirru, BC 

Pcetcekootce Ugyu k Taloyoak, ,WT huit elder C clesigner/sewer 
Long VT lnteniew inîerpretcd Mona Igmaq, 1994, Ft. Srrr ith. 

Mwgarel Vit trekwa Fi. McPhmon NT Gw ich'in elder C sewer/culi. tacher 
Slton AT Intemiai! 1992 ar Arcric CoDege, Fr. Si~iirh, updated VTar Craft Festird Inurik 92. 

Ruth Wright Tntivik, NWT Gwichtin C Papermder 
Long VTiliren-iew 19% at lnu~ik Hospital. 

Synibol~: AT/VT-audio/video tape 
GNAF--Great Northem Arts Festival (huvik). 
C--Coniplete ~r;uiscript sumnisiry. 

# Women with whom I have l e s  t h  a formai interview, but some documents or notes. 
* Cornmunitics bcated in the castern arctic, but which nte included for additional refercnce on 

wnys of aist ic  l e m h g  and howhg,  (Arvint, Pangnirîung, nnd Tdoyoak). 
**Secondary Sources: Women who contributcd comments on cultures or arîistic l e d g ,  but 

who m y  not be reco&d as ar ias.  





Woman 1-Ieritage Town Other contribution 

Other media (including photogmphy, stained glass, dancing gmups) 
Charlene Alexander Non-N Inuvik Photograpliy, created GNAF 
Myrna Button Non-N Inuvik stained glass, pottery, ed. assist 
Cathy Cockney Inuvialuit lnuvik drum danccr organimr 
h a  Jones Non-N FtSniieh Aklavik &B. School worker/sing 

Traditional Clothh Se~stresses-(3-D) 
Bertha Allen %uieh'in lnuvik bended Moccasins 
Martina Anoee inuit M a t  soft sculpture fur dolls 
Rosie Archie Gwich'in AM avik bradcd boots, hats, niitts, belts 

Blake Gwich'iri Ft.McPliersbcadedboots,miLts 
Kathy Cockney Inuviaiuit Inuvik dancing parkaçb 
Jane Dragon SSlavey Ft.Smith parkas, beaded moccasins, hides 
Suzic Evya otailak d Inuviduit Co pcminc boots, niitts, parkas 
Christina elix InuvialuiC Tu i parka e h p  owner/designer 
Mona Felix rniivialuit Tiik parkas, slippers, craft shop 
Mona Tgutsnq In uÏt Taloym k sweatshirts, slippers, 
Mary Kendi Cwich'in hkiavik cr~ltural traditions tcaclier 
Sqcirüh Kuptan a In uvialuit Sachs Flürbor sbrytellcr, triditional life 
Heverly Lennie Inuvialuii; fnuvik sewing, CU Itiira i irit.erpreter 
Mqare t  fiennie ln uvialuit Inuvik parkas, mitts, ruffs, nioccnsins 
Mary Ann MacDonald Mctis FtSnl i~h  slippcrs, jackcts, parkas 
Sandm McLeod Non-Native lnuvik sewing shop owrier 
Terry Norwegian-Sawyer Gwich'in'! .4rctic Red wonien's organizer 
Lena Olifie Inuvialuit Hotman Applique sewing/txadÏtional life 
Bertha Ruben Inuvialuit Paulatuk boots. slippers 
h rna  Storr Gwich'in Aklavik beaded baby belts 
Ju l ia  Pokiak 'i'rennert Inuvialuit Hay River t ufting on slip pers, jackets 
Mary Trimble Tnuvialuit Nanaimo 
Pceteekootm Ugyuk Inuit Taloyoak womcn's CO-op learning 
A'iürgiwet Vittrekwa Gwich'in b't.McP.>tiers. enlbroidcred jackets, slippers 
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SCIENCE INSTITUTE OF THE NORTH WEST TERRITONES 

SCIENTIFIC RESEARCH LICENCE NUMBER 12162N 

ISSUED TO: Ms. Joanne C. Delisi 
6931 Camsell Crescent 
Richmond, B.C., V7C 2M9 
(604) 822-5716 

DATED: June 22, 1992 

FILE NUMBER: 12 410 226 

RESEARCH TEAM: Self 

AFFILIATION: University of British Columbia 

FUNDING AGENCY: Self 

TITLE: Western Arctic Women Artists 

OBJECTIVES: To discover the role of art in the lives of women in the 
Western Arctic; the effect of formal and traditional education in the 

learning of women's art foms; how the role of women in the 
fami earlT y and society has changed through art; how increased pressure 
on women to support their families has changed the art forms; and how 
women artists feel their artistic skills can be paçsed on to future 
generations; 

DATES: June and December, 1992 

ITINERARY: the western N.W.T. 

Scientific Research Licence 12162N expires on December 31, 1992. 
Issued at the City of Yellowknife on June 22, 1992. 



SCIENCE INSTITUE OF THE NORTH WEST TERRiTORIES 
SCIENTIFIC RESEARCH LICENCE 

LICENCE # 12427R 
FILE # 12 410 226 

ISSUED TO: Ms. Joanne C. Delisi 
96 Parkgrove Crescent 
Delta, BC V4L 2G3 
( 6 0 4 )  822-5716 

ON : May 26, 1993 

TEAM MEMBERS: self 

AFFILIATION: University of British Columbia 

FUNDS AGENCY: self and Arctic College 

TITLE: Western Arctic women artists 

OBJECTIVES OF RESEARCH: 
To discover how women artists learned their artistic 

skills, the role that art plays in their lives, the effect of forma1 
and traditional eaucation in their learning; to provide guidelines 
for the preservation of women's art forms and skills in the 
education of future generations. 

RESEARCH ITINERARY 
DATE(S): May 26 - August 15, 1993 
LOCATION: Fort Smith and Inuvik 

Scientific Research Licence 12427R expires on December 31, 1993. 
Issued at the City of Yellowknife on May 26, 1993. 

P.O. Box 16 1 7. Yellowknife. Northwest Territories, Canada X 1 A 2P2 Fax 873-0227 Tel. (403) 873-î 



SCIENCE INSTITUTE OF THE NORTHWEST TERRITO 
SCIENTfFIC RESEARCR LICENCE 

LICENCE # 12737R 
FILE # 12 410 226 

ISSUED TO: 

ON: 

TEAM MEMBERS : 

AFFILIATION: 

FUNDS AGENCY: 

Ms. Joanne McNeal 
#227 Green College Scholar's Res. 
6201 Cecil Green Park Road 
VANCOUVER, BC V6T 1Z1 
(604) 224-6658 

June 27, 1994 

Dr. R i t a  Irwin 

University o f  British Columbia 

SSHRC, UBC - HSS Grant,  Getty Centre for Edue. in Arts 

TITLE: Western Arctic Women Artists 

OBJECTIVES OF RESEARCH : 
To record oral histories of selected  nuv via luit and 

Gwich'in wornen artiets regarding their learning exgeriences and 
perceptions of art and ctaft within t h e  Weotern Arctc.  The ~ t u d  f w i l l  compile an archiva1 colletion which w ~ l l  serve as an educat anal 
and cultural resource in the conununities. This will also be part of 
international study. 

DATA COLLEXTION IN THE NWT: 
DATE(S): June 20 - Aug. 9.194 
LOCATION: Inuvik 

Scientific Research Licence 127178 expireo on December 33, 1994. 
Issued at the City of Yellowknife on June 27, 1994. 



Tho Unlvereity of Britieh Colun-la 
office of Research Services 

BEEAVIOURAL SCIENCES SCREENING C O M T T E E  FOR RESEARCH 
3JD OTIIER STUDIES INVOLVING H13MAN 9UBJBCTû 

MEMO TO: Chalmers, G. 
vieual & Perf A r t s  

TITLE : Western artic women artiste 

NUMBER : 892 - 2 13 

The Cornittee ha8 reviewed the protocol for  yout pro osed s t ~ d y  
and ha8 issued a Certificat9 of Apptoval w ~ t h  the un erstanding 11 
ehaz evidence Chat the following re irenents have been 
satlsfied will be supplied to clle &ice of rtesearoh Services be 
= -*.- = =amencernent o f  research: 

Written approval frm the Band Council should be obtained 
bsfore individual consent is obtainad from native women. 

:c; have an questions regarding these requirerrients, pnease 
Shirley T t ompson at 822 -0584 .  

SLZCISE SEhT 2;; COREESPONDGNCE TO RESEARCH SERVICES, UBC 



Eox 1565. Inuvik. FJWT. XOE DTC 
Juiy 1 O. 1992 

Office oi Researcn Services 
University of British Coiumbia 

Dear Sir a n d h  Madam: 

re: 'Western Arctic Women A-tists', reseach projet? ~f J. DG5 

Joanne calied to ask me about our !nuit cuiturzi traditms 2nd w9c s h e  s!?os!r! 
speak to to Get approval for interviewin9 tne wc;rnen for h a .  stridy 

I am a 33-year-old Eskimo Wonian v~ho was born and rziseti i;.. Akia5.k. NET i 
hove married. lrved and worked in !nuvik a!! the rest of rny Itfe excepi fw ?kt  tixc ! -ws  
taking teacher edumtion in the southern arctic and in Ontario ! am farniltar w:?h Ihe 
Inuit ways of life in the western arctic. as ali niy famiiy 1s her-e. As a WGniÛil i nave 
always expressed my concerns and opinions pet-soria!iy. lt is fi.=.: o m  zt ûur r h - e  ;s 
have to ask anyone's zpproval befwe 1 can spaak my mind. 

Non-native people are always trying to tell us hcw we shccid dc !'.:!:qc end :31s 
gives false information. It makes it look like native women êr e diii;iS. whicCi we are riSi. . . We have a lot of goad ideas to pass on znd we ran spzzic ;.Zr c.~:seivos. 

I hope this clarifies the situzrion in regzrds to .=oiisu!:ir?g ir:uit w":sii 

Sev. Lenilie 
BA student. University of Waterloo 
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OFFICE OF RESEARCH SERVICES Telecopier: 604-822-8589 
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Ms. Joanne C. McNcal Delisi 
CIO Great Northem A r t s  Festival 
Box 2921 
Inuvik, NWT XOB OTO 

Dear Ms. Delisi: 

Re: Western arctic womea artW 

Thank you for your faxes of July 9 and 10, 1992. Both letters have been reviewed by the Acthg 
Chairman of the Cornmittee, Dr. S ratiey and he agrecs that sub'ect consent is ail that is nwessary 
fmm the vomen, and Band ~aunc#tppmval is only required w 1 en research ir done on the -me. 

Regarding your question about ownership of the photogra hs and tapes of the interviews, Dr. 
Sprarley says it should be part of a seprate consent and 8 so, that the current consent fonn should 
spedfy what wiii happen to the interviews and videotapcs, ic. if they agree, the museums would 
receive a copy . 
Thank you for the lcttcr from Bev Lennie, this is useful information to have on fiic. 

Shirlc A. Thompson 
Cm n l  inator, Etiucal Review 

SENT BY FAX TO: 403-979-4445 

#323 - 2194 Heahh ScrMcw Mall, Vonmuwr. B. C., V6ï 123 



J P.O. Box 1320, Yellowknife. NWT X I A  2L9 
403-920-6177 

February 6, 1992 

Peter Cullen 
NWT Arts Council 
Dept. of Culture and Communications 
Govt. of the NWT 
Box 1320 
Yellowknife, NWT X I A  2L9 

Dear Peter, 

1 am writing in support of Joanne C. Delisi's proposal to promote northern 
female artists. 

The Status of Women ~ounc i l  fully supports this highly imaginative and 
creative proposa! which, if implemented, would assist in the exposure and 
developrnent of northern female artists. 

Sincerely, 

&. 
Lynn Brooks 
Executive Director 

cc Mark Cleveland, President, Arctic College 
Joanne DeIisi 



N.W.T. A r t s  Council 
Box 1320 
Yel lowknife ,  NWT 
X I A  2L9 

Re: Joanne D e l  i ç i '  s thesis "The Development of  Women -- 
m s  i n  t h e  w-n ~ r c t i c "  -- 

1 w i s h  t o  suppor t  Joanne's  r e q u e s t  f o r  a s s i s t a n c e  t o  
conduct r e sea rch  on wornen artists i n  the wes te rn  
Arc t i c .  1 th ink  i t  wou13 be very  worthwhile. Tt's 
high t imo we s t a r t o d  to do research o n  t h e  
c o n t r i b u t i o n  wonen have made t o  t he  a r t  h i s t o r y  of 
t h e  V7estern Arc t i c ,  before t h e  in€ otmation and t h e  
a r t  i t s e l f  are  l o s t .  

T b e l i e v e  t h a t  Joanno would 30 an e x c e l l e n t  job of 
gatheting t h e  necessary informat ion.  she h a s  a 
s t r o n g  d e s i r e  t o  record this P a r t  of our h i s t o r y .  
A s  a c r a f t s p e r s o n  h e r s e l f  she  h s s  a t r u e  
a p p c o c i a t i o n  o f  the a r t i s t i c  value and work 
involved.  Her experience i n  t h e  North and her warm 
p e r s o n a l i t y  would be a  g r e a t  a s s e t  i n  i n t e rv i ewing  
t h e  people i n  t h e  North. 

1 b e l i e v e  t h a t  t h e r e  would be . g r éa t  support  f o r  t h i s  
p r o j e c t  by a l 1  people - . i n  . t h e  Western A r c t i c .  1 
encourage you to support  he.r ~ r o p o s a l .  

- .  . . 
S i n c e r e l y ,  

J a n e  Dragon 

c. c. Mark Cleveland,  pres  i d e n t  4 r c t i c  Col lege 
Joanne D e l i s i  



. . - -. . - - . - - - . - . - . - - - - - - - - - . - 
OFFICE OF THE PRESIDE 

March 28, 1992 

Joanne C. De l i s i  
6931 Carnsell Crescent 
Richmond, B.C. V7C 2M9 

Dear Ms. Del i s i  : 

In consideration o f  your l e t t e r  and proposa1 and l e t t e r s  o f  support received i n  
mid-March, you may count Arct ic  College among your supporters i n  t h i s  project. 
1 agree, t ha t  the development of women a r t i s t s  i n  the western Canadian a rc t i c  
i s  a h igh l y  valuable top i c  f o r  invest igat ion. 

By copy o f  t h i s  l e t t e r ,  1 am d i rec t ing  the campuses i n  the locat ions to which 
you are planning t rave l ,  t o  support you i n  areas where i t  i s  appropriate and 
feas i  b l  e. Please contact the campuses d i r e c t l y  w i  t h  a deta i  1 ed i tinerary and 
speci f ic  requests f o r  assi stance, a t  your conveni ence. 

1 thank you f o r  the opportuni ty t o  be o f  assistance i n  a worthy pro jec t  such as 
t h i s  and look forward t o  hearing pos i t i ve  reports of progress and developments. 

Si ncere 1 y ,  

Mark Cleveland 
Presi dent 

cc : Vice Presi dent, Thebacha Campus 
Vice Presi dent, Aurora Campus 
Vice Presi dent, Yell owkni f e  Campus 

- - - - - - . -- - -. -- - -.-. - .- - - 
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NORTHERN RESEARCH INSTITUTE 
Ayamdigut Campus 

P.O. Box 2799 
Whiteborse, Yukon 

-.2 .. . ?"--.a. Y1A 5K4 
Phone: (403) 6684735 

Fax: (403) 668-8734 

Ms. Joanne C. DeIisi 
593 1 Camsell Crescent 
Richmond, B.C. 
V7C 2M9 

ûear Ms. Delisi, 

[ am pleased to offer you the opportunity to affiliate with Yukon College as a Research Associate 
af the Northern Research Institute. 

Research Associates may access college faciiities to support their areas of appmved research. Such 
support may include communication services (mail, phone. fax). office or desk space, 
accommodation when available for out-of-town researchers, research grant application sponsorship 
and administration services, computing facilities, and resource centre services, induding on- 
line data smrches. Research Associate status is reviewed yearly, or at the termination of your 
current research project. 

it is the intention of the NRI to produce in the near future a costing of these services, at which tuue 
I will discuss with you which might be applied to your tesearch activities. The level of assessrnent 
wiU he guided by the importance of the research to Yukon Coliege, the extent of coliaboraîion with 
staff or students of the CoUege, your ability to pay, and other potential sources of gant fimding. 

In the meantirne, however, only directiy i n c d  costs, such as volume photocopying, or long- 
distance telephone charges will be rnonitored and charged for. 

In addition you may be requested to provide a short summary statement on the progress to date for 
publication in our newsletter, e; where appropriate, you are also 
encouraged to submit manuscripts to The Northern Review and the NRI scientific rnonograph series. 

...u 
CAMPUSES LOCATED AT 

AYAMDIGUT. WHITEHORSE TESLIS 
CARCROSS FARO OLD CROW WATSON L A K E  
CARMACKS HAINES JUSCTION PELLY CROSSING WHITEHORSE CORRECTIONAL CENT 

DAWSO\ CITY M A Y 0  ROSS RIVER SKOOKUbl J I M  FRIENDSHIP CENTR 



Could you please take the time to fül out and return the enclosed form to provide additional details 
on your research? 

Please feel free to contact me to discuss the progress of your resevch and what additional role the 
NRI might play in it. 

N.A. ~ast/on 
Director of Research 



WORLD-YUKON PUBLICATIONS LTD. 
P.O. BOX 4306 

WHITEHORSE, YUKON 
VIA 3T.3 

February 16,1992 

To Whom It May Concern: 

As editor of a magazine devoted to recording the  history of the Northwest, 1 am 
very intrigued with Joanne Delisi's proposa1 to investigate artforms produced by 
women of the Northwest. 

It is my beiief that her research and resultant thesis will fiIl what has been a very 
blank space in  the recorded history of this region. In fact, now that she has shown this 
"rnissing chapter" to exist, it behwves any institution i n  a position to assist her in 
financing the work to give her application a serious inspection. It seems obvious to me 
that she will put a tremendous effort into her project: her interest in the North has 
already been shown by her previous excursions and experience. Also obvious, in every 
regard, are  her qualifications for this project. 

Please contact out office if 1 c m  be of any further assistance. 

Thank you, 

Sam Holioway, 
Editor/Publisher 

TEL. (403) 668-2355 
FAX. (403) 668-7953 



[ore by iiz crompton than a rong 
The audience was on  its feet before 

the Iast note had faded away, clapping 
enthusiastically for the two performers 
who had been singing in praise of 
women al1 evening. 

The two dynarnic local singers, 
Joanne Deiisi and CoraIie Bryant 
beamed during the long standing ova- 
tion, as delighted with theirreception as 
with the support shown for Sutherland 
House, the women's shelter in Fort 
Smith. 

The pair had loaned their voices to a 
benefit dinner-concert, entitled More 
rhon a Song a Tribute fo Women. 
Organizers considered it a resounding 
success. as S1,200was raised from ticket 
sales and a spontaneous Chinese auc- 
tion to sel1 off the table centrepieces at 
the end of the evening. 

holders in turn were helping the women 
and children who use the much-needed 
community facility. 

Although the shelter is adequately 
funded by the territorial government's 
department of Social Services. it likes to 
have money available for extras, explain- 
ed Jones. In the past, Sutherland 
House's fundraising has been approach- 
ed in a Iow-key fashion. with bake sales 
being the staple money-making activity. 

That's been changing of lateas fund- 
raising has become more than a way of 
getting pocket money. The shelter's 
taken on larger projecrs. including put- 
ting on the dinner-concert extravagan- 
za and catering the rneal at Arctic Col- 
Iege's Thebacha Campus graduation 
cerernony last spring. 

"We don't fundraise because we 

don't get enough funding (but) we 
shouldn't rely on oneagency for al1 Our 
funding; we should go after other 
sources." the  executive director 
explained. 

The shelter has been receiving fund- 
ing from Social Services Farnily 
Violence Prevention Program since pro- 
gram directors approved in the lare 
1980s. a proposal from theïawow Socie- 
ty, an  organization established by a 
group of  residentsconcerned about the 
plight of victims of family violence. 

Until the mid-1980s. victims of vio- 
lence, mainly wornen and children couid 
turn to the crisis centre in the old Si. 
Anne's Hospital. Theentire medical op- 
eration moved to a new building in 1979. 
but St. Anne's was used for a variery of 
purposes for the next five years. 



I i v i n w L  L V r f L U M I I U I Y  

TEST TARGET (QA-3) 

APPLIED I W G E  . Inc 
1653 East Main Street 




