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Fanny Alagalak Avatituq
(b. 1950 Qamani’tuaq)
—
Untitled
c. 1980
Duffel, felt and
embroidery floss
84 × 70 cm
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FINE ART COLLECTION
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GALLERY
PHOTO ERNEST MAYER

In 1970s Qamani’tuaq (Baker Lake), NU, a group of
talented seamstresses invented a vital new art form called
nivingajuliat, or wall hangings. Five decades on, Krista
Ulujuk Zawadski considers how these remarkable and
beloved works on cloth continue to record personal
stories that have often been marginalized in the canonical
art history of the region.

ᑭᖑᓂᐊᒍᑦ ᑕᑯᒃᓴᐅᑎᑕᐅᔪᑦ

ᕙᓂ ᐊᓚᒐᓚᒃ ᐊᕙᑎᑐᕐᒃ
(ᐃᓅᓚᐅᖅᓯᒪᔪᖅ
1950-ᒥᑦ ᖃᒪᓂᑦᑐᐊᕐᒥᑦ )
—
ᑕᐃᒡᒍᓯᖃᖖᒋᑦᑐᖅ
c. 1980
ᖃᓪᓗᓇᖅᑕᖅ ᐃᔾᔪᔪᖅ,
ᖃᓪᓗᓈᖅᑕᖅ ᑕᖅᓯᖅᓱᖅᓯᒪᓪᓗᓂᓗ
84 × 70 cm
ᐊᐃᑦᑐᖅᑕᐅᔪᖅ ᓄᓇᕗᑦ ᒐᕙᒪᒃᑯᖏᓐᓂ
ᐊᒻᒪ ᐅᐃᓂᐸᐃᒃ ᓴᓇᐅᒐᖃᕐᕕᐊᓂᑦ
ᐊᔾᔨᓕᐅᕆᔨ ᐅᓂᔅᑦ ᒪᐃᔭ
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1970-ᐅᑎᓪᓗᒍ ᖃᒪᓂᑦᑐᐊᕐᑎᒥᑦ, ᐊᕐᓇᐃᑦ ᒥᖅᓱᖅᑎᒻᒪᕆᐅᔪᑦ
ᐱᒋᐊᖅᑎᑦᑎᓕᓚᐅᖅᓯᒪᕗᑦ ᓂᕕᖓᑕᓕᐊᕐᒥᑦ. ᐅᑭᐅᑦ 50
ᐊᓂᒍᖅᓯᒪᓕᖅᑎᓪᓗᒋᑦ ᑭᕆᔅᑕ ᐅᓗᔪᒃ ᔭᕙᑦᔅᑭ ᖃᐅᔨᓇᓱᓕᓚᐅᖅᓯᒪᕗᖅ
ᖃᓄᖅ ᐱᐅᔪᒻᒪᕆᐊᓗᐃᑦ ᐊᒻᒪ ᑭᒃᑯᓕᒫᓂᒃ ᐱᐅᒋᔭᐅᔪᑦ
ᑐᑭᓕᐅᖅᑎᐊᖃᑦᑕᕐᓂᖏᓐᓂᒃ ᑕᒪᐅᖓ ᖃᓪᓗᓈᖅᑕᓄᑦ ᒥᖅᓱᖅᑕᐅᓪᓗᑎᒃ
ᐅᓂᒃᑳᖅᑕᐅᓪᓗᑎᒡᓗ ᓄᓇᓕᖓᓐᓄᑦ ᐱᔭᐅᓯᒪᓪᓗᑎᒃ.
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Janet Nungnik
(b. 1954 Qamani’tuaq)
—
Frost Boil Song
2003
Duffel, felt, embroidery
floss and printed fabric
44.4 × 54.9 cm

Jessie Kenalogak
(b. 1951 Qamani’tuaq)
—
Untitled
1979
Duffel, felt and
embroidery floss
55.5 × 61.5 cm

COURTESY MARION SCOTT
GALLERY

COURTESY WINNIPEG ART GALLERY
PHOTO SERGE SAURETTE

ᓴᐅᒥᐊᓂᑦ

ᑕᓕᖅᐱᐊᓂᑦ

ᔮᓂᑦ ᓄᖕᓂᕐᒃ
(ᐃᓅᓚᐅᖅᓯᒪᔪᖅ 1954-ᒥᑦ
ᖃᒪᓂᑦᑐᐊᕐᒥᑦ )
—
ᖃᓛᖅᑎᑦᑎᓯᒪᔪᖅ ᐃᖖᒋᐅᑦ
2003
ᖃᓪᓗᓈᖅᑕᖅ ᐃᔾᔪᔪᖅ,
ᖃᓪᓗᓈᖅᑕᖅ, ᑕᖅᓯᖅᓱᖅᓯᒪᔪᖅ
ᐊᒻᒪ ᖃᓪᓗᓈᖅᑕᒥᑦ
ᑎᑎᕋᐅᔭᖅᓯᒪᔪᖅ
44.4 × 54.9 cm

ᔭᓯ ᑭᓇᓗᒐᕐᒃ
(ᐃᓄᓚᐅᖅᓯᒪᔪᖅ 1951-ᒥᑦ
ᖃᒪᓂᑦᑐᐊᕐᒥᑦ )
—
ᑕᐃᒡᒍᓯᖃᖖᒋᑦᑐᖅ
1979
ᖃᓪᓗᓈᖅᑕᖅ ᐃᔾᔪᔪᖅ,
ᐊᒻᒪ ᖃᓪᓗᓈᖅᑕᒥᑦ ᓴᓇᓯᒪᔪᖅ
55.5 × 61.5 cm

ᐊᐃᑦᑐᖅᑕᐅᔪᖅ ᒥᐊᕆᔭᓐ ᔅᑲᑦ
ᓴᓇᐅᖓᖃᕐᕕᐊᓂᑦ

ᐊᐃᑦᑐᖅᑕᐅᔪᖅ ᐊᐃᓂᐸᐃᒥᑦ
ᓴᓇᐅᒐᓕᐅᖅᑎᓂᒃ
ᐊᔾᔨᓕᐅᖅᑕᐅᓪᓗᓂ ᐅᒧᖓ ᓱᕐᔾ-ᒧᑦ

Sewing for Inuit has always been the basis of our culture, our roots
and our worldview. Sewing nourishes our lives with warm clothing,
it strengthens our traditions by providing opportunities to share
knowledge and opens an avenue for meaningful memory-making
with our families. Sewing provides a way for transmitting our culture,
stories and values to younger generations—threading our lives
together in the intergenerational tapestry of Inuit life. Sewing is a
cornerstone of our language, culture and values; it has been, and
still is, a strong component of our lives.
Our sewing tradition sits outside of our experience with settlercolonialism. It is maintained by the value placed on it by Inuit who
teach the skills to younger generations. Sewing is often one of the first
things you learn as a young person in Nunavut. I learned to sew as
a young girl in Igluligaarjuk (Chesterfield Inlet), NU, where we were
taught basic stitches at home and in school, and the stitches have stuck
with me since. Even today I continue to use the same stitches I learned
back then, and I revel in seeing my children, nieces and nephews
learn the same skills at home. Among my first grade-school projects
were mitts and a nivingajuliat (wall hanging), and when I completed
the nivingajuliat—with my signature “K. Oolooyuk” stitched at the
bottom corner like all nivingajuliat artists do—I gleefully sent it to my
grandparents in Winnipeg. I wanted to share with them my enthusiasm
for learning new skills and to showcase aspects of my culture that bridge
the gaps between generations and between cultures. This is the social
life of nivingajuliat; sewing is the basis of Inuit upbringing and life—
and by extension so are nivingajuliat and other forms of sewn art.
Qamani’tuaq (Baker Lake), NU, has a long art history, one rooted
in the legacies of ancestors’ traditional work on clothing, tools and
oral histories, and these skills have formed the pillar of the more
recently developed commercial art production in the community.
Benefitting from government crafts programs and early exhibitions,
the community opened a print shop in 1963 that began producing
an annual print collection and today it continues to support a fruitful
carving scene known for the beautiful black sheen of its polished
hard rock.¹ As southern arts and crafts officers arrived in the community in the 1960s, facilitating workshops in collaboration with Inuit
artists, the nivingajuliat movement began taking shape. Women
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ᒥᖅᓱᕐᓂᖅ ᐃᓄᖕᓄᑦ ᑕᐃᒪᖓᓕᒫᖅ ᐃᓕᖅᑯᓯᑐᖃᑦᑎᓐᓄᑦ ᐱᒻᒪᕆᐅᕗᖅ,
ᑐᖓᕕᒋᓪᓗᑎᒍᓪᓗ ᐊᒻᒪᓗ ᓯᓚᕐᔪᐊᓕᒫᒧᑦ ᑕᐅᑐᒍᑎᒋᓪᓗᑎᒍᑦ. ᒥᖅᓱᕐᓂᖅ ᐅᖅᑰᔪᓂᒃ
ᐊᓐᓄᕋᓕᐅᕈᑎᒋᕙᒃᑕᕗᑦ, ᓴᖏᔾᔪᑎᒋᓪᓗᑎᒍᓪᓗ ᐱᐅᓯᑐᖃᑦᑎᓐᓄᑦ, ᓲᕐᓗ
ᑕᑯᔭᐅᔪᓐᓇᕐᓂᐊᕐᒪᑕ ᖃᐅᔨᒪᑦᑎᐊᕐᓂᑦᑎᓐᓄᑦ ᐊᒻᒪᓗ ᒪᑐᐃᕈᑕᐅᓪᓗᓂ ᑐᑭᖃᑦᑎᐊᖅᑐᓂᒃ
ᐃᖅᑲᐅᒪᔾᔪᑕᐅᔪᓐᓇᖅᑐᓂᒃ ᐃᓚᑦᑎᓐᓄᑦ. ᒥᖅᓱᕐᓂᖅ ᓲᕐᓗ ᐃᓕᖅᑯᓯᑐᖃᑦᑎᓐᓄᑦ,
ᐅᓂᒃᑳᖅᐸᒃᑕᑦᑎᓐᓄᑦ ᐊᒻᒪᓗ ᐊᓐᓂᕆᔭᑦᑎᓐᓄᑦ ᑐᓂᔾᔪᑎᒋᔪᓐᓇᕋᑦᑎᒍᑦ ᓲᕐᓗ
ᓄᕕᓯᔾᔪᑎᒋᓪᓗᑎᒍᑦ ᑕᑯᔭᐅᔪᓐᓇᕐᓂᐊᕐᒪᑦ ᐃᓄᐃᑦ ᐃᓕᖅᑯᓯᑐᖓᖏᓐᓄᑦ. ᒥᖅᓱᕐᓂᖅ
ᑐᖓᕕᒋᔭᐅᕗᖅ ᐅᖃᐅᓯᑦᑎᓐᓄᑦ, ᐃᓕᖅᑯᓯᑐᖃᑦᑎᓐᓄᓪᓗ ᐊᒻᒪᓗ ᐊᓐᓂᕆᔭᑦᑎᓐᓄᑦ;
ᑕᐃᒪᖓᓂᑐᖄᓗᒃ ᐃᓅᓯᑦᑎᓐᓄᑦ ᒫᓐᓇᒧᑦ ᑎᑭᐅᑎᓪᓗᒍ ᐃᓚᒋᔭᐅᕗᖅ.
ᒥᖅᓱᕐᓂᕗᑦ ᖃᓪᓗᓈᑦ ᐱᐅᓯᖏᑦᑎᒍᑦ ᐊᒃᑐᖅᑕᐅᔪᓐᓇᖏᑦᑐᖅ. ᑕᐃᒪᖓᓂᑐᖄᓗᒃ
ᐱᖁᑎᒋᔭᐅᖏᓐᓇᖅᐳᖅ ᐃᓄᐃᑦ ᐃᓕᓐᓂᐊᖅᑎᑦᑎᕙᖕᓂᖏᑦᑎᒍᑦ
ᒪᒃᑯᖕᓂᖅᓴᐅᔪᓄᑦ ᐃᓅᖃᑎᒥᓄᑦ. ᒥᖅᓱᕐᓂᖅ ᓯᕗᓪᓕᐅᑎᑕᐅᖏᓐᓇᐅᔭᖅᑐᖅ
ᐃᓕᓐᓂᐊᕐᓂᕐᒧᑦ ᓄᓇᕗᒻᒥᑦ. ᒥᖅᓱᕆᐅᓚᐅᖅᓯᒪᕗᖓ ᒪᒃᑯᒃᑐᑯᓘᓪᓗᖓ
ᐃᒡᓗᓕᒑᕐᔪᖕᒥᑦ, ᐃᒡᓗᑦᑎᓐᓂ ᐱᒋᐊᖅᖢᑕ ᐊᔪᕐᓇᖏᑦᑐᓂᒃ ᐃᓕᑦᑎᕙᓚᐅᖅᐳᒍᑦ
ᒥᖅᓱᕐᓂᕐᒥᑦ ᐊᖏᕐᕋᑦᑎᓐᓂᒃ ᐃᓕᓐᓂᐊᕐᕕᖕᒥᓗ, ᑕᐃᒪᖓᓂᑦ ᒥᖅᓱᕐᓂᕐᒥᒃ
ᖃᐅᔨᒪᑦᑎᐊᓕᓚᐅᖅᐳᖓ. ᐅᓪᓗᒥᓕ ᓱᓕ ᐃᓕᓚᐅᖅᓯᒪᔭᓐᓂᒃ ᒥᖅᓱᕐᓂᕐᒥᒃ
ᐊᑐᖅᐸᒃᑐᖓ, ᐊᒻᒪᓗ ᖁᕕᐊᒋᔭᐅᓪᓗᓂ ᑕᑯᕙᒃᑐᖓ ᕿᑐᕐᖓᓐᓄᑦ, ᓄᐊᓐᓄᓪᓗ,
ᐊᑐᖅᑕᐅᓪᓗᓂ ᐃᓕᓴᐃᔾᔪᑕᐅᕙᒃᑐᖅ ᐊᖏᕐᕋᑦᒥ. ᓯᕗᓪᓕᕐᒥᒃ ᐃᓕᓐᓂᐊᓕᓵᖅᖢᖓ
ᐱᓕᕆᐊᕆᓚᐅᖅᓯᒪᔭᕋ ᐳᐊᓗᓕᐅᕐᓂᕐᒥᒃ ᐊᒻᒪᓗ ᓂᕕᖓᔪᓕᐊᓂᒃ, ᐱᐊᓂᒃᑲᒃᑯ
ᓂᕕᖓᔪᓕᐊᖅ—ᐊᑎᓕᐅᖅᖢᖓᓗ ᒥᖅᓱᖅᖢᖑ ᐃᒪᓐᓇ “ᑭ. ᐅᓗᖅ”
ᑕᐃᒪᓐᓇ ᓂᕕᖓᔪᓕᐅᖅᐸᒃᑐᑎᑐᑦ ᐱᓪᓗᖓ—ᐊᒃᓱᐊᓗᒃ ᖁᕕᐊᓱᒃᓗᖓ
ᓇᒃᓯᐅᑎᓚᐅᖅᓯᒪᔭᕋ ᐃᑦᑐᓐᓄ ᐊᓇᓇᑦᑎᐊᓐᓄᓪᓗ ᐅᐃᓂᐸᐃᒥᐅᑕᓄᑦ, ᑕᑯᖁᓪᓗᒋ
ᖁᕕᐊᒋᔭᓐᓂᒃ ᒥᖅᓱᕐᓂᕐᒥᒃ ᐃᓕᓐᓂᐊᓚᐅᕐᓂᓐᓂᒃ ᐊᒻᒪᓗ ᑕᑯᖁᓪᓗᒋᑦ
ᐃᓕᖅᑯᓯᑐᖃᑦᑎᓐᓂᒃ ᖃᓄᖅ ᑕᒪᓐᓇ ᒥᖅᓱᕐᓂᖅ ᐊᑐᖅᑕᐅᖏᓐᓇᕐᓂᖓᓂᒃ.
ᑖᓐᓇ ᓂᕕᖓᔪᓕᐊᖅ; ᒥᖅᓱᕐᓂᕐᒧᑦ ᐱᒋᐊᕈᑕᐅᕙᒃᑐᖅ ᐃᓄᖕᓄᑦ ᐱᕈᖅᐸᓪᓕᐊᔪᓄᑦ—
ᐊᒻᒪᓗ ᑕᒪᒃᑯᐊ ᓂᕕᖓᔪᓕᐊᑦ ᖃᐅᔨᒪᔭᐅᑦᑎᐊᖅᐳᑦ ᒥᖅᓱᕐᓂᕐᒧᑦ
ᐊᑐᖅᑕᐅᕙᖕᓂᖏᓐᓂᒃ ᐊᒻᒪᓗ ᐊᓯᕈᓘᔭᖏᓐᓂᒃ ᓴᓇᔭᐅᕙᒃᑐᓂᒃ ᒥᖅᓱᕐᓂᕐᒧᑦ.
ᖃᒪᓂᑦᑐᐊᖅ ᐊᑯᓂᐊᓗᒃ ᑕᑯᔭᒐᒃᓴᓂᒃ ᖃᐅᔨᒪᔭᐅᔾᔪᑎᖃᖅᐳᑦ, ᑐᖓᕕᖃᖅᖢᑎᒃ
ᓯᕗᓪᓕᕕᓂᖏᓐᓂᒃ ᐱᐅᓯᑐᖃᕐᒥᓂᒃ ᓴᓇᔭᐅᕙᓚᐅᖅᑐᓂᒃ, ᓴᓇᕐᕈᑎᖏᑦᑎᒍᓪᓗ ᐊᒻᒪᓗ
ᐅᓂᒃᑲᐅᓯᖏᑦᑎᒍᑦ, ᐊᒻᒪᓗ ᑕᒪᓐᓇ ᓴᓇᔪᓐᓇᑦᑎᐊᕐᓂᖏᑦᑎᒍᑦ ᐱᐅᓯᕆᔭᐅᓕᖅᐳᑦ
ᐅᓪᓗᒥᐅᓕᖅᑐᖅ ᓴᓇᖑᐊᖅᐸᒃᑐᓂᒃ ᓄᓇᓕᖏᓐᓂᑦ. ᐃᑲᔪᖅᑕᐅᓪᓗᑎᒡᓗ ᒐᕙᒪᒃᑯᑦ
ᓴᓇᐅᒐᓕᐅᖅᑎᖏᓐᓂᒃ ᐊᒻᒪᓗ ᑕᑯᔭᒐᒃᓴᐅᔪᓂᒃ ᑕᑯᒃᓴᐅᑎᑦᑎᕙᒃᖢᑎᒃ, ᑕᐃᒪᐃᓐᓂᖓᓄᑦ
ᓄᓇᓕᒃ ᖃᒪᓂᑦᑐᐊᖅ ᒪᑐᐃᖅᓯᓚᐅᖅᓯᒪᕗᑦ ᓴᓇᐅᒐᓕᐅᕐᕕᖕᒥᑦ ᑎᑎᕋᐅᔭᖅᓯᒪᔪᓂᒡᓗ
ᑕᐃᔅᓱᒪᓂ 1963-ᖑᑎᓪᓗᒍ ᐊᒻᒪᓗ ᒪᑐᐃᖅᓯᒪᓕᖅᑎᓪᓗᒍ ᓴᓇᕙᓕᓚᐅᖅᓯᒪᔪᑦ
ᐊᕐᕌᒍᑕᒪᑦ ᑕᑯᔭᒃᓴᓂᒃ ᑕᒪᒃᑯᓂᖓ ᑎᑎᕋᐅᔭᖅᓯᒪᔪᓂᒃ ᐊᒻᒪᓗ ᐅᓪᓗᒥᒧᑦ ᑎᑭᐅᑎᓪᓗᒍ
ᑕᒪᒃᑯᓂᖓ ᑕᑯᒃᓴᐅᑎᑦᑎᕙᒃᑭᕗᑦ ᓴᓇᖑᐊᓂᒃ ᑕᒪᒃᑯᓂᖓ ᓴᓇᓯᒪᔪᓂᒃ ᕿᕐᓂᖅᑐᓂᒃ
ᐅᒃᑯᓯᒃᓴᓂᒃ ᐅᔭᖅᑲᓂᒃ ᐊᒻᒪᓗ ᕿᓪᓕᖅᓱᖅᓯᒪᓪᓗᑎᒃ ᐱᐅᓯᑦᑎᐊᖅᐸᒃᑐᑦ.¹ ᑕᐃᒪᓕ
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Threading Memories

were taking the sewing skills learned at home, honed while making
beautiful clothing for their families, and applying them to the
production of art. Although artists experimented with different art
forms, the focus has always been on sharing stories.
In spite of the histories often accompanied by settler perspectives,
nivingajuliat are a vibrant way to narrate Inuit stories and traditions,
encoded with culture and language in the art form. The stitches in these
textiles represent the multi-layered art history of Qamani’tuaq but
also transfer the value and legacy of the practice of sewing within Inuit
culture and history. Untitled (1979) by Jessie Kenalogak takes on this
charge didactically, creating a sort of artful instruction manual for
living on the land, which highlights the importance of passing on Inuit
knowledge to younger generations. In Untitled, the words “In 1940/
Inuk Tent/ Made From/ Tukto Skin/ and Sinew” are stitched around
two bright pink tents in the centre, both tents held up with the shapes
of caribou bones. The inventory of materials and the call to the past
emphasizes the need to perpetuate this knowledge through the art itself.
Nivingajuliat are equally important for the unique and often
gendered narratives they capture. Nivingajuliat are primarily created
by women, offering glimpses into their lives and telling stories from
their perspectives—stories that might otherwise be excluded from
tangible records.² The unique opportunity afforded by these works,
to engage with a female-dominated art form, is one that I gravitate
toward because I can often personally relate to the art, the stories
and the emotions that are being shared.
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ᖃᓪᓗᓈᓂᒃ ᓴᓇᐅᒐᓕᐅᖅᑎᓂᒃ ᑎᑭᑦᑐᖃᓚᐅᖅᓯᒪᕗᖅ ᓄᓇᓕᖕᒧᑦ 1960-ᐅᑎᓪᓗᒍ,
ᐃᓕᓐᓂᐊᖅᑎᑦᑎᓪᓗᑎᒡᓗ ᐱᖃᑎᖃᖅᖢᑎᒃ ᐃᓄᖕᓂᒃ ᓴᓇᐅᒐᓕᐅᖅᑎᓂᒃ, ᑕᒪᒃᑯᐊ
ᓂᕕᖓᔪᓕᐊᑦ ᐱᒋᐊᓕᓚᐅᖅᓯᒪᔪᑦ. ᑕᐃᒪᓕ ᐊᕐᓇᐃᑦ ᖃᐅᔨᒪᓕᖅᑕᒥᓂᒃ ᒥᖅᓱᕐᓂᕐᒥᑦ
ᐃᓕᓚᐅᖅᓯᒪᔭᖏᓐᓂ ᐊᖏᕐᕋᒥᓂᒃ ᐊᑐᖅᖢᑎᒃ, ᖃᐅᔨᔾᔪᑎᒋᓚᐅᖅᑕᒥᓂᒃ
ᐊᓐᓄᕌᓕᐅᖅᖢᑎᒃ ᐃᓚᒥᓂᒃ, ᐊᒻᒪᓗ ᐊᑐᕈᑎᒋᓕᖅᖢᓂᔾᔪᒃ ᓴᓇᐅᒐᓕᐅᕐᓂᕐᒥᑦ.
ᑕᒪᒃᑯᐊ ᓴᓇᐅᒐᓕᐅᖅᑎᑦ ᓴᓇᐅᒐᓕᐅᕐᓂᕐᒥᑦ ᐊᔾᔨᒌᖏᑦᑐᓂᒃ ᐊᑐᖅᖢᑎᒃ,
ᐅᓂᒃᑲᐅᓯᓂᒃ ᐊᑐᕈᑎᖃᐃᓐᓇᐅᔭᖅᑐᑦ.
ᑎᑭᑕᐅᕙᒃᑲᓗᐊᖅᖢᑎᒃ ᖃᓪᓗᓈᓂᒃ, ᓂᕕᖓᔪᓕᐊᑦ ᖃᐅᔨᒪᔾᔪᑕᐅᕗᑦ ᐃᓄᐃᑦ
ᐅᓂᒃᑲᐅᓯᖏᓐᓂᒃ ᐱᐅᓯᑐᖃᖏᓐᓂᒡᓗ, ᐃᓚᖃᕆᓪᓗᑎᒃ ᐃᓕᖅᑯᓯᑐᖃᖏᓐᓂᒃ ᐊᒻᒪ
ᐅᖃᐅᓯᑐᖃᖏᓐᓂᒡᓗ ᑕᑯᒃᓴᐅᑎᑦᑎᓪᓗᑎᒃ ᑕᒪᒃᑯᓂᖓ ᓂᕕᖓᑕᓕᐅᖅᐸᒃᑕᖏᓐᓂᒃ.
ᑕᒪᒃᑯᐊ ᓂᕕᖓᔪᓕᐊᑦ ᑕᑯᒃᓴᐅᓂᖃᕆᕗᑦ ᐊᒥᓱᓂᒃ ᐱᐅᓯᕆᔭᐅᔪᓂᒃ ᖃᒪᓂᑦᑐᐊᕐᒥᑦ
ᑕᒪᒃᑯᑎᒎᓇᖅ ᒥᖅᓱᖅᑕᖏᑦᑎᒍᑦ ᐃᓄᐃᑦ ᐃᓕᖅᑯᓯᑐᖃᖏᓐᓂᒃ ᐊᒻᒪᓗ
ᐱᐅᓯᕆᔭᖏᓐᓂᒃ. ᑕᐃᒡᒍᓯᖃᖖᒋᑦᑐᖅ (1979) ᓴᓇᔭᐅᓚᐅᖅᓯᒪᔪᖅ ᔭᓯ ᑭᓇᓗᒐᕐᒧᑦ
ᑕᑯᒃᓴᐅᓂᖃᖅᐳᑦ ᓄᓇᒥᐅᑕᐅᑎᓪᓗᒋᑦ, ᑕᒪᒃᑯᐊ ᑕᐃᒪᓐᓇ ᓴᓇᓯᒪᔪᑦ ᐱᒻᒪᕆᐊᓘᖕᒪᑕ
ᐃᓄᖕᓄᑦ ᓄᑲᖅᖠᐅᔪᓄᑦ ᑐᓂᔭᐅᓪᓗᑎᒃ. ᑕᕝᕙᓂ ᑕᐃᒡᒍᓯᖃᖖᒋᑦᑐᖅ, ᐅᖃᐅᓯᑦ
ᐊᑐᖅᑕᐅᔪᑦ “1940-ᒥᑦ/ ᐃᓄᐃᑦ ᑐᐱᖓ/ ᓴᓇᔭᐅᓯᒪᔪᖅ/ ᑐᒃᑐᑉ ᐊᒥᐊᓂᒃ/ ᐊᒻᒪᓗ
ᐃᕙᓗᒥᒃ” ᒥᖅᓱᑕᐅᓯᒪᔪᑦ ᒪᕐᕉᖖᓂᒃ ᐊᐅᐸᔮᖅᑐᓂᒃ ᑐᐱᕐᓂᒃ ᕿᑎᐊᓃᖢᑎᒃ ᑖᒃᑯᐊᓗ
ᑐᐲᑦ ᓇᑉᐸᖅᑎᑕᐅᓯᒪᓪᓗᑎᒃ ᑐᒃᑑᑉ ᓴᐅᓂᖏᓐᓂᒃ. ᑕᒪᒃᑯᐊ ᐊᑐᖅᑕᐅᕙᒃᑐᑦ ᐊᒻᒪᓗ
ᑕᐃᓱᒪᓂᑐᖃᖅ ᐊᑐᕈᑕᐅᕙᓚᐅᖅᓯᒪᔪᑦ ᖃᐅᔨᒪᔭᐅᔾᔪᑎᒻᒪᕆᐅᕗᑦ ᓴᓇᐅᒐᑎᒍᑦ.
ᓂᕕᖓᔪᓕᐊᑦ ᐱᒻᒪᕆᐊᓘᒋᕗᑦ ᐊᔾᔨᐅᖏᖢᑎᒃ ᐊᒻᒪᓗ ᐊᕐᓇᓄᑦ
ᓴᓇᔭᐅᕙᖕᓂᖏᓐᓄᑦ ᖃᐅᔨᒪᔭᐅᓪᓗᑎᒃ. ᓂᕕᖓᔪᓕᐊᑦ ᓴᓇᔭᐅᕙᒃᑐᑦ ᐊᕐᓇᓄᑦ
ᑕᑯᔭᐅᔪᓐᓇᕐᒥᔪᑦ ᐃᓅᓯᕐᒥᓂᒃ ᐊᒻᒪᓗ ᐅᓂᒃᑳᖅᖢᑎᒃ ᑕᑯᓯᒪᔭᒥᓂᒃ, ᐅᓂᒃᑳᑦ
ᐅᖃᐅᓯᐅᔾᔮᖏᒃᑲᓗᐊᖅᖢᑎᒃ ᐅᓂᒃᑲᖅᑎᐅᔪᓄᑦ.² ᑕᒪᒃᑯᐊ ᐊᔾᔨᐅᖏᑦᑐᑦ ᑕᑯᒃᓴᐅᑎᑕᐅᔪᑦ
ᒥᖅᓱᕐᓂᒃᑯᑦ, ᓴᓇᔭᐅᓪᓗᑎᒃ ᐊᕐᓇᓄᑦ, ᐅᕙᓐᓄᓪᓕ ᖃᐅᔨᒪᔾᔪᑎᒋᕙᒃᑕᒃᑲ
ᐃᓚᒋᔭᐅᖕᒪᑕ ᓴᓇᐅᒐᑎᒍᑦ, ᐅᓂᒃᑳᑦ ᐊᒻᒪᓗ ᐃᒃᐱᒍᓱᖕᓂᑦ ᑕᑯᔭᐅᔪᓐᓇᕐᓂᐊᕐᒪᑕ.
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OPPOSITE

Naomi Ityi
(1928–2003 Qamani’tuaq)
—
Untitled (With tattooed faces)
c. late 1990s
Duffel, felt and
embroidery thread
158.7 × 193.1 cm
COURTESY EXPANDINGINUIT.COM

ᐃᒡᓗᐊᓂᑦ (ᐊᑕᓃᑦᑐᖅ)

ᓇᐃᐅᒥ ᐃᑦᔨ
(1928–2003 ᖃᒪᓂᑦᑐᐊᕐᒥᑦ )
—
ᑕᐃᒡᒍᓯᖃᖖᒋᑦᑐᖅ
(ᑐᓐᓂᓕᖅᓯᒪᔪᑦ ᑮᓇᐃᑦ )
c. 1990 ᑭᖑᓪᓕᖏᓐᓂᑦ
ᖃᓪᓗᓈᖅᑕᖅ ᐃᔾᔪᔪᖅ, ᖃᓪᓗᓈᖅᑕᖅ
ᐊᒻᒪ ᑕᖅᓯᖅᓱᖅᓯᒪᔪᑦ
158.7 × 193.1 cm
ᐊᐃᑦᑐᖅᑕᐅᔪᖅ EXPANDINGINUIT.COM

RIGHT

Myra Kukiiyaut
(1929–2006 Qamani’tuaq)
—
Summer Camp
1989
Duffel, felt and
embroidery thread
86.4 × 67.3 cm
COURTESY WADDINGTON’S

ᕿᑎᐊᓃᑦᑐᖅ

ᒪᐃᕋ ᑯᑮᔭᐅᑦ
(1929–2006 ᖃᒪᓂᑦᑐᐊᕐᒥᑦ )
—
ᐊᐅᔭᒃᑯᑦ ᓄᓇᒋᔭᐅᔪᖅ
1989
ᖃᓪᓗᓈᖅᑕᖅ ᐃᔾᔪᔪᖅ, ᖃᓪᓗᓈᖅᑕᖅ
ᐊᒻᒪ ᑕᖅᓯᖅᓱᖅᓯᒪᓪᓗᓂ
86.4 × 67.3 cm
ᐊᐃᑦᑐᖅᑕᐅᔪᖅ ᕗᐊᑎᖕᑕᓐ ᓴᓇᐅᒐᖃᕐᕕᐊᓂᑦ

The seminal 1974 exhibition organized by the Canadian Eskimo
Arts Council, entitled Crafts from Arctic Canada, is particularly
notable when considering the trajectory of nivingajuliat art history.
Featuring clothing, ceramics, dolls, jewellery and nivingajuliat,
the exhibition was one of few early exhibitions of Inuit art that celebrated artmaking techniques beyond carving and printmaking,
making it a watershed moment for Inuit textile artists. In the exhibition catalogue Virginia J. Watt and Susan Cowman write about the
translation of Inuit sewing skills to this new art form, and the curiosity
of the artists in learning and experimenting with new forms. The
artists, according to the catalogue, were very receptive, even to those
practices they were not familiar with, because they simply “wanted
to know.”
Elizabeth Angrnagangrniq, Martha Apsaq (1930–1995), Naomi
Ityi (1928–2003), Jessie Oonark, OC, RCA (1906–1985), Mary Yuusipiq
Singaati (1936–2017) and Marion Tuu’luq, RCA (1910–2002)—all
from Qamani’tuaq—are among the artists included in Crafts from Arctic
Canada. These trailblazing seamstresses distinguished Qamani’tuaq
from other communities that were creating sewn art during this
period by establishing the standard of what nivingajuliat represent,
raising Inuit master stitching to new levels and experimenting in
ever larger scales that departed drastically from other textile forms—
beaded or embroidered clothing—that were meant to be worn.
Untitled (With tattooed faces) (c. 1990s) by Naomi Ityi showcases
the large format possible with nivingajuliat, as well as its ability to

Threads

ᑕᐃᓐᓇ 1974-ᖑᑎᓪᓗᒍ ᑕᑯᔭᒐᖃᕐᕕᐅᓚᐅᖅᑐᖅ ᐋᖅᑭᒃᑕᐅᓪᓗᓂ ᑲᓇᑕᒥ
ᐃᓄᖕᓄᑦ ᓴᓇᐅᒐᓕᐅᖅᑎᑦ ᑲᑎᒪᔨᖏᓐᓄᑦ, ᓴᓇᐅᒐᑦ ᑖᒃᑯᓇᖖᒑᖅᑐᑦ ᐅᑭᐅᖅᑕᖅᑐᒥᑦ
ᑲᓇᑕᒥᑦ, ᖃᐅᔨᔾᔪᑕᐅᒻᒪᕆᓚᐅᖅᐳᖅ ᓂᕕᖓᔪᓕᐊᑦ ᓴᓇᐅᒐᓕᐊᖑᓂᖏᓐᓄᑦ. ᒪᑯᐊ
ᑕᕝᕙ ᑕᑯᒃᓴᐅᑎᑕᐅᓚᐅᕐᒥᔪᑦ ᐊᓐᓄᕌᑦ, ᓴᓇᖖᒍᐊᑦ, ᕿᑐᕐᖓᐅᔭᑦ, ᐅᔭᒥᑦ ᓇᒡᒍᐊᕐᒦᓪᓗ
ᐊᒻᒪᓗ ᓂᕕᖓᔪᓕᐊᑦ, ᑕᒪᒃᑯᐊ ᐃᓚᒋᔭᐅᓪᓗᑎᒃ ᑕᖁᒃᓴᐅᑎᑕᐅᓚᐅᖅᑐᑦ ᓴᓇᖖᒍᐊᑦ
ᐊᒻᒪᓗ ᑎᑎᖅᑐᒐᐃᑦ ᐊᓯᖏᓐᓄᑦ, ᖃᐅᔨᒪᔭᐅᓪᓗᑎᒃ ᐃᓄᖕᓄᑦ ᓴᓇᐅᒐᓕᐊᖑᓂᖏᓐᓂᒃ.
ᑎᑭᓵᒃᓴᐅᔪᓂᑦ ᑖᒃᑯᓂᖓ ᓴᓇᐅᒐᕐᓂᒃ ᕕᕐᔨᓂᐊ ᔨ. ᐅᐊᑦ ᐊᒻᒪᓗ ᓲᓴᓐ ᑲᐅᒪᓐ
ᑎᑎᕋᓚᐅᖅᑐᑦ ᐱᔾᔪᑎᖃᖅᖢᑎᒃ ᖃᓄᖅ ᑐᑭᓕᐅᖅᑕᐅᕙᖕᓂᖏᓐᓂᒃ ᐃᓄᐃᑦ
ᒥᖅᓱᖅᐸᖕᓂᖏᓐᓂᒃ ᐊᒻᒪᓗ ᓴᓇᐅᒐᓕᐊᖑᓕᖅᖢᑎᒃ, ᐊᒻᒪᓗ ᐱᔪᒪᒻᒪᕆᒃᐸᒃᖢᑎᒃ
ᐃᓕᓐᓂᐊᕐᓂᖏᓐᓄᑦ ᓴᓇᐅᒐᓕᐅᕐᓂᕐᒥᒃ. ᑕᒪᒃᑯᐊ ᓴᓇᐅᒐᓕᐅᖅᐸᒃᑐᑦ, ᑖᓐᓇ ᑎᑭᓵᒃᓴᖅ
ᒪᓕᒃᖢᒍ, ᑕᑯᒃᓴᐅᓂᖃᒻᒪᕆᓚᐅᖅᐳᑦ ᓄᑖᓂᒃ ᐊᑐᕈᓐᓇᖅᑕᒥᓂᒃ ᖃᐅᔨᔪᒪᓪᓗᑎᒃ, ᐊᒻᒪᓗ
ᑕᐃᒪᐃᑦᑐᓂᒃ ᑕᑯᓚᐅᖅᓯᒪᖏᒃᑲᓗᐊᖅᖢᑎᒃ, ᐱᔾᔪᑎᒋᓪᓗᒍ ᖃᐅᔨᔪᒪᒻᒪᕆᖕᓂᖏᓐᓂᒃ.
ᐃᓕᓴᐱ ᐊᕐᓇᒐᖕᓂᖅ ᒫᑕ ᐊᑉᓴᖅ (1930–1995), ᓇᐅᒥ ᐃᑦᔨ (1928–2003),
ᔭᓯ ᐅᓈᖅ (1906–1985), ᒥᐊᓕ ᔪᓯᐱᖅ ᓯᖓᑎ (1936–2017) ᐊᒻᒪᓗ ᒥᐊᕆᔭᓐ
ᑑ’ᓗᖅ (1910–2002)—ᑕᒃᑯᐊ ᑕᒪᕐᒥᒃ ᖃᒪᓂᑦᑐᐊᕐᒥᐅᑕᐅᔪᑦ—ᓴᓇᐅᒐᖏᑦ
ᑕᑯᒃᓴᐅᑎᑕᐅᓚᐅᖅᑐᑦ ᑕᕝᕙᓂ ᓴᓇᐅᒐᓕᐅᖅᑎᑦ ᐅᑭᐅᖅᑕᖅᑐᒥ ᑲᓇᑕᒥᑦ. ᑖᒃᑯᐊ
ᒥᖅᓱᖅᑏᑦ ᖃᒪᓂᑦᑐᐊᕐᒥᐅᓂᒃ ᐊᔾᔨᐅᖏᓐᓂᖃᖅᐳᒃ ᐊᓯᖏᓐᓂᒃ ᐱᒋᐊᖅᑎᑦᑎᓚᐅᖅᓯᒪᕗᑦ
ᑕᐃᔅᓱᒪᓂ, ᑕᑯᒃᓴᐅᑎᑦᑎᓪᓗᑎᒃ ᖃᓄᖅ ᑕᒪᒃᑯᐊ ᓂᕕᖓᔪᓕᐊᖑᒋᐊᖃᕐᓂᖏᓐᓂᒃ,
ᐱᒋᐊᖅᑎᑦᑎᓪᓗᑎᒡᓗ ᐃᓄᐃᑦ ᒥᖅᓱᕈᓐᓇᕐᓂᖏᓐᓂᑦ ᐊᑐᕐᓗᑎᒃ ᐊᓯᖏᓐᓂᒃ
ᓄᑖᓂᒃ—ᓲᕐᓗ ᓱᖓᐅᔭᓕᖅᓱᖅᓯᒪᔪᓂᒃ ᐅᕝᕙᓘᓐᓂᑦ ᑕᖅᓯᖅᓱᖅᓯᒪᔪᓂᒃ ᐊᓐᓄᕌᓂᒃ—
ᑕᒪᒃᑯᓂᖓ ᐊᑐᖅᑕᐅᔪᓐᓇᖅᑐᓂᒃ.
ᑕᐃᒡᒍᓯᖃᖖᒋᑦᑐᖅ (ᑮᓇᐃᑦ ᑐᓐᓂᓕᖅᓯᒪᔪᑦ) (c. 1990ᑎᐅᑎᓪᒍ) ᐆᒧᖓ
ᓇᐃᐅᒥ ᐃᑦᔨᒧᑦ ᓴᓇᔭᐅᓚᐅᖅᓯᒪᔪᖅ ᓂᕕᖓᔪᓕᐊᖅ, ᐊᒻᒪᓗ ᑕᑯᒃᓴᐅᓂᖃᖅᖢᓂ
ᐃᓄᐃᑦ ᖃᐅᔨᒪᔭᑐᖃᖏᓐᓂᒃ ᐊᒻᒪᓗ ᐅᓂᒃᑳᖏᓐᓂᒃ. ᑕᕝᕙᓂ ᓴᓇᔭᖏᓐᓂ
ᐃᑦᔨ, ᑕᑯᒃᓴᐅᑎᑦᑎᕙᖏᖢᓂ ᖃᓪᓗᓈᑦ ᐱᐅᓯᖏᓐᓂᒃ, ᑭᓯᐊᓂᓕ ᒥᖅᓱᖅᑕᖏᑦ
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LEFT

Jessie Kenalogak
—
Untitled
1979
Duffel, felt and
embroidery floss
70.5 × 76 cm
GOVERNMENT OF NUNAVUT
FINE ART COLLECTION
COURTESY WINNIPEG ART
GALLERY
PHOTO SERGE SAURETTE

ᖁᓛᓂᑦ

ᔭᓯ ᑭᓇᓗᒐᕐᒃ
—
ᑕᐃᒡᒍᓯᖃᖖᒋᑦᑐᖅ
1979
ᖃᓪᓗᓈᖅᑕᖅ ᐃᔾᔪᔪᖅ, ᖃᓪᓗᓈᖅᑕᖅ
ᐊᒻᒪ ᑕᖅᓯᖅᓱᖅᓯᒪᔪᖅ
70.5 × 76 cm
ᐊᐃᑦᑐᖅᑕᐅᔪᖅ ᓄᓇᕗᑦ ᒐᕙᒪᒃᑯᖏᓐᓂᑦ
ᐊᒻᒪ ᐅᐃᓂᐸᐃ ᓴᓇᐅᒐᖃᕐᕕᐊᓂᑦ
ᐊᔾᔨᓕᐅᕆᔨ ᓱᕐᔾ ᓇᐅᕆᑦ

OPPOSITE

Janet Nungnik
—
Eagle’s Shadow
2018
Duffel, felt and
embroidery thread
146.1 × 203.2 cm
COURTESY MARION SCOTT GALLERY

ᓴᐅᒥᐊᓂᑦ

ᔮᓂᑦ ᓄᖕᓂᕐᒃ
—
ᓇᑦᑐᕋᓕᐅᑉ ᑕᕐᕋᖓ
2018
ᖃᓪᓗᓈᖅᑕᖅ ᐃᔾᔪᔪᖅ, ᖃᓪᓗᓈᖅᑕᖅ
ᐊᒻᒪ ᑕᖅᓯᖅᓱᖅᓯᒪᔪᖅ
146.1 × 203.2 cm
ᐊᐃᑦᑐᖅᑕᐅᔪᖅ ᒥᐊᕆᔭᓐ ᔅᑲᑦ ᓴᓇᐅᒐᖃᕐᕕᐊᓂᑦ

transmit Inuit knowledge and stories. Here Ityi resists colonialism
head on, telling a story to be shared with future generations of
Inuit about the traditional life and religion we once practiced with
angakuuniq (shamanism). Two drumming figures are interlaced
with other aspects of Inuit life, such as travelling by dog team and
fishing with kakivak, highlighting their importance to Inuit identity
and values. What strikes me when looking at this piece is the way
Ityi has helped preserve the imagery of kakiniit (tattoos) in the midst
of colonial anarchy, which sought to end the practice. Thankfully,
stitched iconography like Ityi’s has recorded the practice and created
a safe space for Inuit women to embrace this important tradition of
self-representation today.
Outside of their representational work, the very act of stitching
nivingajuliat sustains Inuit culture, fostering opportunities for
meaningful mentorship. In 2018 I attended a printmaking and wall
hanging workshop held at the Jessie Oonark Centre in Qamani’tuaq.
Renowned and prolific artist Fanny Alagalak Avatituq lead the wall
hanging classes, and it was endearing to watch her teach stitching
techniques to a young Inuk. The care and patience she demonstrated
in her teaching was as palpable as it is in her work. The impeccable
artistry and skill of Avatituq’s work personifies the cultural mentorship of Inuit seamstresses, as seen in Untitled (c. 1980). The colours
of this piece are striking and the details are intricate. This is, perhaps,
the apex of this technique of nivingajuliat as an art form, refined
through intergenerational mentorship, making Avatituq’s mentorship
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ᐅᓂᒃᑳᓂᒃ ᐱᔾᔪᑎᖃᖅᖢᑎᒃ ᖃᐅᔨᒪᔭᐅᓂᐊᕐᒪᑕ ᑭᖑᕚᓂᒃ ᖃᓄᖅ ᐃᓄᐃᑦ
ᐱᐅᓯᖃᓚᐅᕐᓂᖏᓐᓂᒃ ᐊᒻᒪᓗ ᓲᕐᓗ ᐅᒃᐱᕐᓂᕐᒥ ᐊᖓᒃᑯᐃ ᐱᐅᓯᖏᓐᓂ
ᐊᑐᖅᐸᓚᐅᕐᓂᖏᓐᓂᒃ. ᒪᕐᕉᒃ ᕿᓚᐅᔾᔭᖑᐊᖅᑑᒃ ᐱᖃᑎᖃᖅᐳᑦ ᐊᓯᖏᓐᓂᒃ ᐃᓄᐃᑦ
ᐊᑐᖅᐸᓚᐅᖅᑕᖏᓐᓂᒃ, ᓲᕐᓗ ᕿᒧᒃᓯᒃᑯᑦ ᐊᐅᓚᖑᐊᖅᑐᑦ ᐊᒻᒪᓗ ᐃᖃᓗᒃᓯᐅᖖᒍᐊᖅᑐᑦ
ᑲᑭᕙᖕᒥᑦ ᐊᑐᖅᖢᑎᒃ, ᑕᒪᒃᑯᐊ ᑕᑯᒃᓴᐅᓂᖃᑦᑎᐊᖅᑐᑦ ᐃᓄᐃᑦ ᐱᐅᓯᕆᕙᓚᐅᖅᑕᖏᓐᓂᒃ
ᐊᒻᒪ ᐊᓐᓂᕆᔭᖏᓐᓂᒃ. ᑕᐃᒪᓕ ᑕᑯᓗᐊᓚᐅᖅᓯᒪᔭᕋ ᐃᑦᔨᐅᑉ ᓴᓇᔭᖏᓐᓂᒃ, ᑖᓐᓇ
ᐃᑦᔨ ᐃᑲᔪᕐᓂᖃᑦᑎᐊᓚᐅᕐᒪᑦ ᒪᑯᓂᖓ ᑐᓐᓂᓕᖅᓱᖅᓯᒪᔪᓂᒃ, ᑕᐃᔅᓱᒪᓂ
ᐊᑐᖁᔭᐅᔪᓐᓃᓚᐅᖅᓯᒪᔪᓂᒃ. ᖁᔭᓐᓇᒦᒃ ᑕᒪᒃᑯᐊ ᓂᕕᖓᔪᓕᐊᑦ ᐊᑐᖅᑕᐅᕙᓕᕐᒪᑕ
ᓲᕐᓗ ᐃᑦᔨ ᓴᓇᕙᒃᑕᖏᑦ ᑕᐅᑐᒃᖢᒋᑦ ᑕᐃᔅᓱᒪᓂ ᐊᑐᖅᑕᐅᕙᓚᐅᖅᑐᑦ ᐱᔾᔪᑎᒋᓪᓗᓂᒋᑦ,
ᐅᓪᓗᒥᐅᔪᕐᓗ ᐅᑎᖅᐸᓪᓕᐊᓕᖅᖢᓂ ᑐᓐᓂᓕᖅᓱᕐᓂᖅ ᑲᑉᐱᐊᓇᕈᓐᓂᖅᖢᓂᓗ
ᐊᑐᖅᑕᐅᒋᐊᒃᓴᖅ ᐊᕐᓇᓄᑦ ᑕᒪᓐᓇ ᐃᓛᒃ ᐱᒻᒪᕆᐊᓘᖕᒪᑦ ᐱᐅᓯᑐᖃᐅᓚᐅᖅᑐᓂᒃ
ᐃᒻᒥᓂᒡᓗ ᓇᓗᓇᐃᒃᑯᑕᐅᓪᓗᑎᒃ, ᐅᓪᓗᒥᐅᔪᖅ.
ᑕᒪᒃᑯᐊ ᒥᖅᓱᕐᓂᑦ ᓂᕕᖓᔪᓕᐊᓂᑦ, ᐳᐃᒍᔾᔭᐃᒃᑯᑕᕗᑦ ᐃᓄᐃᑦ ᐃᓕᖅᑯᓯᑐᖃᖏᓐᓂᒃ,
ᓲᕐᓗ ᑐᑭᖃᒻᒪᕆᒃᑐᓂᒃ ᖃᐅᔨᒪᔾᔪᑕᐅᖕᒪᑕ. 2018-ᖑᑎᓪᓗᒍ ᐃᓚᐅᓚᐅᖅᓯᒪᕗᖓ
ᐃᓕᓐᓂᐊᕐᓂᕐᒥᒃ ᑎᑎᕋᐅᔭᕐᓂᕐᒥᒃ ᐊᒻᒪ ᓂᕕᖓᔪᓕᐊᓂᒃ ᑕᕝᕙᓂ ᐃᒡᓗᒥᑦ ᐊᑎᖃᖅᑐᒥᒃ
ᔭᓯ ᐅᓈᕐᒥᑦ ᖃᒪᓂᑦᑐᐊᕐᒥᑦ. ᑖᓐᓇ ᖃᐅᔨᒪᔭᐅᑦᑎᐊᖅᑐᖅ ᕙᓂ ᐊᓚᒐᓚᒃ ᐊᕙᑎᑐᖅ
ᐃᓕᓴᐃᔨᐅᓪᓗᓂ ᓂᕕᖓᔪᓕᐅᕐᓂᕐᒥᒃ, ᐊᒻᒪᓗ ᖁᕕᐊᓇᒻᒪᕆᓚᐅᖅᐳᖅ ᑕᐅᑐᒃᖢᒍ
ᐃᓕᓴᐃᑎᓪᓗᒍ ᒥᖅᓱᕐᓂᕐᒥᒃ ᐃᓄᖕᓄᑦ. ᑖᓐᓇ ᐊᕙᑎᑐᖅ ᐃᕿᐊᓱᖏᑦᑎᐊᖅᖢᓂ
ᐃᒃᐱᒍᓱᑦᑎᐊᖅᖢᓂᓗ ᐃᓕᓴᐃᓚᐅᖅᓯᒪᔪᖅ ᑕᐃᒪᓐᓇᑐᑦ ᑕᑯᒃᓴᐅᓂᖃᖅᑐᓂᒃ
ᓴᓇᕙᒃᑕᖏᓐᓂᒃ. ᑖᔅᓱᒪ ᐊᕙᑎᑑᑉ ᓴᓇᔪᓐᓇᑦᑎᐊᕐᓂᖓ ᑕᑯᒃᓴᐅᓂᖃᖅᐳᖅ ᐃᓄᐃᑦ
ᐃᓕᖅᑯᓯᑐᖃᖏᓐᓂᒃ ᐊᑐᕐᓂᖃᖅᖢᑎᒃ ᒥᖅᓱᕈᓐᓇᑦᑎᐊᕐᓂᖏᑦ ᐃᓄᐃᑦ ᑕᕝᕙᓂ
ᑕᑯᔭᐅᔪᓐᓇᖅᑐᑦ ᑕᐃᒡᒍᓯᖃᖖᒋᑦᑐᖅ (c 1980-ᖑᑎᓪᓗᒍ). ᓴᓇᔭᖏᑦᑕ ᑕᖅᓴᖏᑦ
ᐱᐅᒻᒪᕆᒃᑐᑦ ᐊᒻᒪᓗ ᓴᓇᑦᑎᐊᖅᓯᒪᒻᒪᕆᒃᖢᑎᒃ. ᑖᓐᓇ, ᐃᓕᓐᓂᐊᓚᐅᖅᑕᕗᑦ
ᐱᒻᒪᕆᐊᓘᔪᒃᓴᐅᔪᖅ ᓂᕕᖓᔪᓕᐅᕐᓂᕐᒥᒃ ᓲᕐᓗ ᑕᑯᒃᓴᐅᔪᓐᓇᕐᓂᐊᖅᖢᓂ ᓴᓇᐅᒐᑎᑐᑦ,
ᑕᑯᔭᐅᔪᓐᓇᕐᓂᐊᕐᒪᑕ ᐃᓄᖕᓄᑦ ᑭᖑᕚᑦᑎᓐᓄᑦ, ᐊᒻᒪᓗ ᐊᕙᑎᑐᖅ ᐃᓕᓴᐃᓂᖓ
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that much more special. Scenes like these at the Jessie Oonark Centre
make me optimistic that the future of nivingajuliat will be as vibrant
as Avatituq’s style.
This impulse, to record and to pass forward, is evident across
the work of many nivingajuliat artists. Irene Avaalaaqiaq Tiktaalaaq
describes her work as trying “to keep our culture alive through my
art. Each nivingajuliat I do tells a story or legend. Art is a way to
preserve our culture.”³ Janet Nungnik is among the next generation
of artists, including Avatituq, after master artists like Jessie Oonark
and Marion Tuu’luuq. Nungnik’s bold colours, expansive use of
stitches and novel perspectives mark her as a master artist in her
own right. Nungnik has a decidedly individualistic style that she
has worked hard to cultivate that parallels Avaalaaqiaq’s storytelling
technique. Learning to sew from her late mother, renowned artist
Martha Tiktak Anautalik (1928–2015), Nungnik has been steadily
sewing nivingajuliat since the 1970s, continuing to learn new
techniques while pushing the boundaries of stitching and representation. Works like Eagle’s Shadow (2018) and Kiviuq and His Journeys
(2007) put Nungnik’s skills on full display through intricate shadow
work and three-dimensional beading. It’s skill that hasn’t gone
unnoticed by the broader art world—2019 found Nungnik with two
solo exhibitions, a showing at Canada’s largest art fair and several
major acquisitions.
Nungnik uses her art to dig into the deep recesses of her childhood
memories and bring forward images and feelings that she thought
were lost. In a conversation with Nungnik, she explained that she was
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ᐱᐅᒻᒪᕆᒃᖢᓂ. ᑕᒪᒃᑯᐊ ᑕᑯᔭᐅᔪᓐᓇᖅᑐᑦ ᑕᕝᕙᓂ ᐃᒡᓗᒥᑦ ᔭᓯ ᐅᓈᖅ
ᐱᔪᒪᓂᖃᒻᒪᕆᓕᓚᐅᖅᓯᒪᕗᖓ ᑖᔅᓱᑐᓇᖅ ᐊᕙᑎᑐᑦ ᓴᓇᔪᓐᓇᑦᑎᐊᕐᓗᖓ.
ᐱᔪᒪᓯᑲᐅᑎᒋᓂᖅ, ᐅᓂᒃᑳᕐᓗᓂ ᐊᒻᒪ ᑐᓂᓯᓪᓗᓂ ᐊᓯᑦᑎᓐᓄᑦ ᓂᕕᖓᑕᓕᐅᕐᓂᕐᒥᒃ
ᑕᒪᓐᓇ ᐱᓕᕆᐊᖑᒻᒪᕆᒃᐳᖅ ᑕᒪᒃᑯᓄᖓ ᓂᕕᖓᑕᓕᐅᖅᐸᒃᑐᓄᑦ. ᐊᐃᕇᓐ
ᐊᕙᓚᕿᐊᖅ ᐅᖃᓚᐅᖅᐳᖅ ᑕᐃᒪᓐᓇ ᓴᓇᔭᒥᓂᒃ ᐅᖃᐅᓯᖃᖅᖢᓂ, “ᐃᓕᖅᑯᓯᑐᖃᖅᐳᑦ
ᐆᒪᖁᓪᓗᒍ ᓴᓇᔭᒃᑯᑦ ᑕᑯᔭᐅᔪᓐᓇᕐᓂᐊᕐᒪᑦ.”³ ᔮᓂᑦ ᓄᖕᓂᖅ ᑭᖑᓪᓕᐅᓪᓗᓂ
ᑕᐃᒪᐃᑦᑐᓂᒃ ᓂᕕᑕᕐᓂᒃ ᓴᓇᕙᒃᑐᖅ, ᐃᓚᒋᔭᐅᓪᓗᓂ ᐊᕙᑎᑐᖅ, ᓲᕐᓗ
ᑭᖑᕚᕆᔭᐅᓪᓗᑎᒃ ᐅᑯᓄᖓ ᔭᓯ ᐅᓈᕐᒧᑦ ᐊᒻᒪ ᒥᐊᕆᔭᓐ ᑐ’ᓗᕐᒧᑦ. ᓄᖕᓂᖅ,
ᓴᓇᔭᖏᑦᑕ ᑕᖅᓴᖏᑦ ᑕᑯᒃᓴᐅᑦᑎᐊᖅᖢᑎᒃ, ᒥᖅᓱᕐᓂᖏᓪᓗ ᑕᑯᒃᓴᐅᑦᑎᐊᖅᖢᑎᒃ
ᓇᓗᓇᐃᒃᑯᑕᐅᕗᖅ ᑖᔅᓱᒧᖓ ᓄᖕᓂᕐᒧᑦ ᓴᓇᔭᐅᓂᖏᓐᓂᒃ. ᓄᖕᓂᖅ ᐃᒻᒥᓂ ᓴᓇᓲᖑᕗᖅ
ᖃᐅᔨᒪᔭᐅᔾᔪᑎᒋᔭᒥᓂᒃ ᐊᒃᓱᕈᖅᖢᓂ ᐱᓕᕆᐊᕆᕙᒃᖢᓂᖏᑦ, ᑕᐃᒪᓐᓇᑦᑕᐅᖅ
ᐊᕙᓚᕿᐊᑉ ᓴᓇᕙᒃᑕᖏᑦᑎᑐᑦ ᐅᓂᒃᑳᓂᒃ ᑕᑯᒃᓴᐅᑎᑦᑎᕙᒃᖢᓂ. ᐃᓕᑦᑎᓚᐅᖅᓯᒪᓪᓗᓂ
ᐊᓈᓇᒥᓂᒃ ᒥᖅᓱᕐᓂᕐᒥᒃ ᐃᓄᔪᓐᓃᖅᓯᒪᓕᖅᑐᖅ ᓴᓇᐅᒐᓕᐅᖅᐸᒃᑐᕕᓂᕐᒥᑦ ᒫᑕ
ᑎᒃᑕᖅ ᐊᓇᐅᑕᓕᖕᒥᑦ (1928–2015), ᓄᖕᓂᖅ ᒥᖅᓱᖅᐸᓕᓚᐅᖅᓯᒪᕗᖅ
ᓂᕕᖓᑕᓕᐊᓂᒃ ᑕᐃᒪᖖᒐᓂᑦ 1970 ᑎᐅᑎᓪᓗᒍ, ᐃᓕᑦᑎᕙᓪᓕᐊᓪᓗᓂᓗ ᓄᑖᓂᒃ
ᒥᖅᓱᕐᓂᒥᒃ. ᑕᒪᒃᑯᐊᑦᑕᐅᖅ ᓴᓇᕙᓚᐅᖅᑕᖏᑦ ᓲᕐᓗ ᓇᑦᑐᕋᓕᐅᑉ ᑕᕐᕋᖓ (2018)
ᐊᒻᒪᓗ ᑭᕕᐅᖅ ᐊᒻᒪ ᐃᖏᕐᕋᓂᕆᕙᓚᐅᖅᑕᖏᑦ (2007) ᓄᖏᕐᒧᑦ ᐊᔪᖏᓐᓂᖓ
ᑕᑯᒃᓴᐅᓂᖃᑦᑎᐊᖅᐳᖅ ᖃᓄᖅ ᑕᕐᕋᖑᐊᓕᐅᕈᓐᓇᕐᓂᖓᓂᒃ ᐊᒻᒪᓗ ᐱᖓᓱᓕᖓᔪᓂᒃ
ᓱᖓᐅᔭᓂᒃ ᓴᓇᕙᒃᑕᖏᓐᓂᒃ. ᐊᔪᖏᓐᓂᖓ ᖃᐅᔨᔭᐅᓯᑕᓕᖅᑐᖅ ᓴᓇᐅᒐᓕᐅᖅᑎᓂᒃ
ᐊᓯᖏᓐᓂᒃ—2019—ᖑᑎᓪᓗᒍ ᓄᖕᓂᖅ ᖃᐅᔨᔾᔪᑕᐅᓕᓚᐅᖅᓯᒪᕗᖅ ᒪᕐᕉᖕᓂᒃ
ᑕᑯᒃᓴᐅᑎᑦᑎᓪᓗᓂ, ᑕᕝᕙᓂ ᑲᓇᑕᒥᑦ ᐊᖏᓂᖅᐹᒥᑦ ᓴᓇᐅᒐᓕᐅᖅᑎᓂᒃ
ᑕᑯᒃᓴᐅᑎᑦᑎᑎᓪᓗᒋᑦ.
ᓄᖕᓂᖅ ᐊᑐᖅᐸᒃᑐᖅ ᓴᓇᓪᓗᓂ ᑕᐃᔅᓱᒪᓂ ᓄᑕᕋᐅᑎᓪᓗᒍ ᐃᖅᑲᐅᒪᔭᒥᓂᒃ
ᐊᔾᔨᖑᐊᑎᒍᑦ ᐃᒃᐱᒋᔭᒥᓂᒡᓗ ᓴᓇᓪᓗᓂ ᐊᓯᐅᓇᓱᒋᓚᐅᖅᑕᒥᓂᒃ. ᐅᖃᓪᓚᖃᑎᒋᓪᓗᒍ
ᓄᖕᓂᖅ, ᐅᖃᓚᐅᖅᑐᖅ ᖃᒪᓂᑦᑐᐊᕐᒨᕆᐅᓚᐅᖅᓯᒪᔪᖅ ᐅᑭᐅᖃᖅᑎᓪᓗᒍ 6-ᓂᒃ
ᐅᕙᓘᓐᓂᑦ 7-ᓂᒃ, ᐊᒻᒪᓗ ᐃᖃᐅᒪᓗᐊᖏᒃᑲᖢᐊᖅᖢᓂ ᑕᐃᔅᓱᒪᓂᐅᓚᐅᖅᑐᖅ.

37

Threading Memories

Inuit Art Quarterly

38

Spring 2020

Threads

39

Threading Memories

PREVIOUS SPREAD

BELOW

Janet Nungnik
—
Kiviuq and His Journeys
2007
Duffel, felt, embroidery
floss and beadwork
88.9 × 144.8 cm

Marion Tuu’luq
(1910–2002 Qamani’tuaq)
—
Untitled
1979–80
Duffel, felt, embroidery
floss and beadwork
113.5 × 150 cm

COURTESY MARION SCOTT
GALLERY

ᑭᖑᓂᐊᒍᑦ ᑕᑯᒃᓴᐅᑎᑕᐅᔪᑦ

ᔮᓂᑦ ᓄᖕᓂᕐᒃ
—
ᑭᕕᐅᖅ ᐊᒻᒪ ᐃᖏᕐᕋᓂᖓ
2007
ᖃᓪᓗᓈᖅᑕᖅ ᐃᔾᔪᔪᖅ,
ᖃᓪᓗᓈᖅᑕᖅ
ᑕᖅᓯᖅᓱᖅᓯᒪᓪᓗᓂᓗ
ᐊᒻᒪ ᓱᖓᐅᔭᓕᖅᓱᖅᓯᒪᓪᓗᓂ
88.9 × 144.8 cm
ᐊᐃᑦᑐᖅᑕᐅᔪᖅ ᒥᐊᕆᔮᓐ ᔅᑲᑦ
ᓴᓇᐅᒐᖃᕐᕕᐊᓂᑦ

COLLECTION CANADA
COUNCIL ART BANK
PHOTO LIPMAN STILL PICTURES

ᐊᑕᓃᑦᑐᖅ

ᒥᐊᕆᔭᓐ ᑐ ’ᓗᕐᒃ
(1910–2002 ᖃᒪᓂᑦᑐᐊᕐᒥᑦ )
—
ᑕᐃᒡᒍᓯᖃᖖᒋᑦᑐᖅ
1979–80
ᖃᓪᓗᓇᖅᑕᖅ ᐃᔾᔪᔪᖅ,
ᖃᓪᓗᓈᖅᑕᖅ ᑕᖅᓯᖅᓱᖅᓯᒪᓪᓗᓂ
ᐊᒻᒪ ᓱᖓᐅᔭᓕᖅᓱᖅᓯᒪᓪᓗᓂ
113.5 × 150 cm
ᐱᔭᐅᓯᒪᔪᑦ ᑲᓇᑕᒥ ᑲᑎᒪᔨᖏᑦᑕ
ᓴᓇᐅᒐᖃᕐᕕᐊᓂᑦ ᑮᓇᐅᔭᖃᕐᕕᐊᓂᑦ
ᐊᔾᔨᓕᐅᕆᔨ ᓕᑉᒪᓐ ᔅᑎᐅᓪ ᐊᔾᔨᖑᐊᑦ
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settled in the community of Qamani’tuaq around six or seven years
old, and was not able to recall many memories from then. Yet
through her art she has been able to open a seam revealing many
of her childhood memories that had been hidden for years.
“I can’t remember how our camp looked when I was growing up,”
she told me, “but when I started making art I started to remember
things, including where my mother would be when she cooks.”4
That little intimate detail is an important thread to Nungnik’s past
that connects her to her family and her homeland. This is a strong
demonstration of the power of art. Not only does art give you the
opportunity to document and convey oral histories, traditional stories,
Inuit material culture and Inuit values, it allows you to reconnect
with your own histories, and helps one find their place in the
broader story.
Inuit art histories written by non-Inuit are often prefaced by
narratives of survival, where Inuit are depicted as working hard to
endure life in a harsh and extreme environment. These narratives
are damaging as they perpetuate the colonial gaze and prevent Inuit
from representing ourselves the way we want in media. These depictions are well trodden and persist today, continuing to speak over
Inuit voices. The recent backlash to the New York Times article “Drawn
From Poverty: Art Was Supposed to Save Canada’s Inuit. It Hasn’t,”
shows that Inuit still combat these tropes, disputing the paternalistic
gaze of non-Inuit art historians and writers. Nivingajuliat makers
can interrupt this gaze, weaving their own direct counter-narratives.
The cloth works of Ityi, Nungnik and other Inuit seamstresses
refuse the tropes of decline and nostalgia assigned by outsiders, and
depict scenes of renewal and transformation: sons-in-law joyfully
received after a successful hunt, intergenerational games played in
the freshness of spring and patterns that shift one’s sense of place
and ground.
Creating space to tell our own stories, from our own perspective,
is an important part of decolonizing our art,5 and this practice of
self-representation is an essential facet of the story of nivingajuliat.
Not only are the styles and perspectives deeply individual, each artist
stitches their names into the art, as though offering their names as
a personal, authorial corrective to the colonial histories that shape
the descriptions of Inuit artmaking. Sewing, in this way, has created
its own divergent art history in the Arctic, and I don’t think it is a
coincidence that these unique, stitched stories emerged during the
height of colonialism in Qamani’tuaq. At a time when artists and art
historians were framing Inuit art and language as cultural products
in need of saviours, women were threading our collective memories,
language and traditions onto wool duffel and disseminating our
stories for everyone to see.

ᑭᓯᐊᓂᓕ, ᓴᓇᕙᒃᑕᖏᑦᑎᒍᑦ ᒥᖅᓱᖅᖢᓂ ᑕᑯᒃᓴᐅᑎᑦᑎᑎᐊᖅᐳᖅ ᐊᒥᓱᓂᒃ
ᓄᑕᕋᐅᑎᓪᓗᒍ ᐊᑐᖅᐸᒃᑕᕕᓂᕐᒥᓂᒃ ᐊᒻᒪ ᑕᑯᕙᒃᑕᕕᓂᖏᓐᓂᒃ ᐃᔨᖅᓯᒪᓚᐅᖅᑐᓂᒃ
ᐅᑭᐅᓂᒃ ᐊᒥᓱᐊᓗᖕᓂᒃ. “ᐃᖃᐅᒪᖏᑦᑐᖓ ᖃᓄᖅ ᓄᓇᓕᖁᑎᕗᑦ
ᖃᓄᐃᓕᖓᓚᐅᕐᓂᖓᓂᒃ ᐱᕈᖅᐸᓪᓕᐊᑎᓪᓗᖓ” ᐅᕙᓐᓄ ᑕᐃᒪᓐᓇ ᐅᖃᓚᐅᖅᑐᖅ,
“ᑭᓯᐊᓂᓕ, ᒥᖅᓱᖃᑦᑕᓕᖅᑎᓪᓗᖓ ᓂᕕᖓᑕᓂᒃ ᐃᖅᑲᐃᕙᓪᓕᐊᓕᓚᐅᖅᓯᒪᕗᖓ,
ᐊᒻᒪᓗ ᐊᓈᓇᒐ ᓇᓃᑉᐸᓚᐅᕐᓂᖓᓂᒃ ᐃᒐᑎᓪᓗᒍ ᓂᕆᓂᐊᖅᑕᑦᑎᓐᓂᒃ.”4 ᑖᓐᓇ
ᑕᐃᔭᐅᔾᔪᑎᒋᔭᖓ ᒥᖅᓱᕐᓂᕐᒥᑦ ᐃᖅᑲᐅᒪᓂᖅ ᐱᒻᒪᕆᐊᓘᕗᖅ ᓄᖕᓂᕐᒧᑦ ᑕᐃᔅᓱᒪᓂ
ᐊᑐᖅᐸᓚᐅᖅᑕᖏᓐᓂᒃ ᓲᕐᓗ ᐃᓚᒥᓄᑦ ᐅᑎᕈᑎᒋᓪᓗᓂᒋᑦ ᐊᒻᒪᓗ ᓄᓇᒋᕙᓚᐅᖅᑕᖓᓄᑦ.
ᑖᓐᓇ ᑕᑯᒃᓴᐅᓂᖃᑦᑎᐊᖅᐳᖅ ᓴᓇᐅᒐᑎᒍᑦ. ᑕᒪᓐᓇ ᓴᓇᐅᒐᓕᐅᕐᓂᖅ ᐅᕙᑦᑎᓐᓄ
ᑐᓂᓯᕙᒃᑐᖅ ᖃᐅᔨᒪᓂᐊᖅᑕᑦᑎᓐᓂ ᐅᓂᒃᑳᓂᒃ, ᐊᒻᒪ ᐱᐅᓯᑐᖃᖏᑦᑎᑐᑦ ᐅᓂᒃᑳᕐᒥᒃ,
ᐃᓄᐃᑦ ᐱᐅᓯᖖᒋᑦᑎᑐᑦ ᐊᒻᒪᓗ ᐃᓄᐃᑦ ᐊᓐᓂᕆᔭᖏᓐᓂᒃ, ᑲᑎᑎᑦᑎᓚᕗᖅ ᐅᕙᑦᑎᓐᓄᑦ
ᐱᐅᓯᑐᖃᑦᑎᓐᓂᒃ ᐊᒻᒪᓗ ᐅᓂᒃᑳᖃᑦᑕᕐᓂᐊᖅᑕᑦᑎᓐᓂᒃ, ᐊᒻᒪ ᐃᑲᔪᕈᑎᒋᔪᓐᓇᖅᖢᑎᒍᑦ
ᐃᓂᒋᕙᓚᐅᖅᑕᑦᑎᓐᓂᒃ ᐅᓂᒃᑲᐅᓯᑦ ᑕᑯᓪᓗᒋ ᐊᒻᒪ ᑐᓵᓪᓗᒋᑦ.
ᐃᓄᐃᑦ ᓴᓇᐅᒐᓕᐅᖅᐸᒃᑕᖏᑦ ᐅᓂᒃᑳᖅᑕᐅᓯᒪᔪᑦ ᖃᓪᓗᓈᓄᑦ ᑐᓴᖅᑕᒥᓂᒃ
ᖃᓄᖅ ᐃᓅᕙᓚᐅᕐᓂᖏᓐᓂᒃ ᐅᓂᒃᑳᖅᐸᒃᑐᑦ, ᑭᓯᐊᓂᓕ ᐃᓄᐃᑦ ᑕᑯᒃᓴᐅᑎᑦᑎᓲᖑᕗᑦ
ᐊᒃᓱᕈᖅᖢᑎᒃ ᓴᓇᔭᒥᓂᒃ ᑕᒪᒃᑯᓂᖓ ᐃᓅᓯᕆᕙᓚᐅᖅᑕᒥᓂᒃ ᓂᒃᓚᓱᒃᑐᒥᐅᑕᐅᑎᓗᒋᑦ.
ᑕᒪᒃᑯᐊ ᐅᖃᐅᓯᐅᕙᒃᑐᑦ ᓱᕋᖕᓂᐅᖕᒪᑕ ᐊᑐᖅᑕᐅᖏᓐᓇᕋᔭᕐᒪᑕ ᓲᕐᓗ ᖃᓪᓗᓈᓄᑦ
ᑕᐅᑐᒃᑕᐅᓪᓗᑎᒃ, ᐊᒻᒪᓗ ᐃᓄᖕᓄᑦ ᓄᖅᑲᕈᑕᐅᔪᓐᓇᖅᖢᓂ ᐃᓕᖅᑯᓯᑦᑎᓐᓂᒃ
ᑕᑯᒃᓴᐅᑎᑦᑎᓇᓱᐊᕐᓗᑕ. ᑕᒪᒃᑯᐊ ᖃᓪᓗᓈᓂᑦ ᐃᓕᖅᑯᓯᖏᑦ ᐊᑐᖅᑕᐅᖏᓐᓇᕐᓂᐊᕐᒪᑕ
ᓇᓗᓇᖏᑦᑐᖅ ᐅᓪᓗᒥᐅᔪᖅ, ᐅᖃᓪᓚᒍᑕᐅᖏᓐᓇᕐᓗᑎᒡᓗ ᐃᓄᐃᑦ ᐅᖃᐅᓯᖏᑦ
ᑐᓴᖅᑕᐅᖏᓪᓗᑎᒃ. ᑎᑎᕋᐅᓯᐅᓚᐅᖅᑐᖅ ᑕᕝᕙᓂ New York Times
“ᐊᔪᖅᓴᕈᓐᓃᖅᑎᑕᐅᔪᑦ: ᑕᒪᓐᓇ ᓴᓇᐅᒐᓕᐅᕈᓐᓇᕐᓂᖏᑦ ᑲᓇᑕᐅᑉ ᐃᓄᖁᑎᖏᓐᓂᒃ
ᐊᔪᖅᓴᕈᓐᓃᖅᑎᑦᑎᒋᐊᖃᓚᐅᕋᓗᐊᕐᒪᑕ, ᑭᓯᐊᓂᓕ ᑕᐃᒪᓐᓇᐅᖏᑦᑐᖅ ᐱᖕᒪᑕ,” ᐃᓄᐃᑦ
ᑕᒪᒃᑯᓂᖓ ᐊᐃᕙᔾᔪᑎᖃᐃᓐᓇᖅᐳᑦ ᓱᓕ ᐅᓪᓗᒥᐅᔪᖅ ᓲᕐᓗ ᖃᓪᓗᓈᓄᑦ ᐅᖃᐅᓯᕙᒃᑐᑦ
ᐊᒻᒪᓗ ᑎᑎᕋᖅᑎᐅᔪᓄᑦ. ᓂᕕᖓᔪᓕᐅᖅᐸᒃᑐᑦ ᑕᒪᒃᑯᓂᖓ ᖃᓪᓗᓈᓄᑦ
ᐅᖃᐅᓯᐅᕙᒃᑐᓂᑦ ᓄᖅᑲᖅᑎᑦᑎᔪᓐᓇᖅᐳᑦ ᓴᓇᔭᒥᑎᒍᑦ ᐃᓅᓯᕆᓚᐅᖅᑕᒥᓂᒃ
ᑕᑯᒃᓴᐅᑎᑦᑎᓗᑎᒃ. ᓂᕕᖓᔪᓕᐊᖑᓚᐅᖅᑐᖅ ᑖᔅᓱᒧᖓ ᐃᑦᔨᒧᑦ, ᓄᖕᓂᕐᒧᑦ ᐊᒻᒪᓗ
ᑕᒪᒃᑯᓄᖓ ᐃᓄᐃᑦ ᒥᖅᓱᖅᑎᖏᓐᓄᑦ ᑕᑯᒃᓴᐅᑎᑦᑎᓲᖑᕗᑦ ᐱᓪᓚᑦᑕᓂᒃ ᐊᑐᖅᐸᓚᐅᖅᑕᒥᓂᒃ
ᑕᒪᒃᑯᓂᖓᓕ ᖃᓪᓗᓈᓄᑦ ᐅᖃᐅᓯᐅᖏᑦᑐᓂᒃ, ᓴᓇᕙᒃᖢᑎᒃ ᐊᑐᐃᓐᓇᐅᔭᕐᓂᐊᖅᑐᓂᒃ,
ᓲᕐᓗ ᓂᖓᐅᖓ ᐊᖏᕐᕋᒪᑦ ᖁᕕᐊᓱᒍᑎᒋᓪᓗᒍ ᐊᖑᔭᒥᓂᒃ ᓂᕐᔪᑎᓂᒃ,
ᐱᖑᐊᖅᑎᓪᓗᒋᓪᓗ ᖁᕕᐊᓱᒍᑎᒋᓪᓗᒍ ᓂᒡᓚᓱᒍᓐᓃᕐᒪᑦ ᐅᐱᕐᖓᒃᓵᒥᒃ.
ᑕᐃᒪᓐᓇ ᓴᓇᔭᑦᑎᓐᓄᑦ ᐅᖃᐅᓯᖃᓲᖑᕗᒍᑦ, ᐅᕙᑦᑎᓐᓂᑦ ᑕᐅᑐᓚᐅᖅᑕᑦᑎᓐᓂ
ᐱᔾᔪᑎᖃᖅᖢᑕ,5 ᑕᒪᓐᓇ ᐃᓛᒃ ᐱᒻᒪᕆᐊᓘᖕᒪᑦ ᓴᓇᕙᒃᑕᑦᑎᓐᓄᑦ ᑕᑯᒃᓴᐅᓂᖃᑦᑎᐊᕐᒪᑕ
ᐊᑐᖅᓯᒪᔭᑦᑎᒃ ᓂᕕᖓᔪᓕᐊᓂᒃ ᓴᓇᓪᓗᑕ. ᑕᒪᒃᑯᐊᓗ ᓴᓇᔭᐅᓯᒪᔪᑦ
ᐊᔾᔨᒌᖏᒃᑲᓗᐊᖅᓗᑎᒃ, ᑕᑯᒃᓴᐅᓂᖃᑦᑎᐊᕐᒪᑕ ᑭᓇᒧᑦ ᓴᓇᔭᐅᓚᐅᕐᓂᖏᓐᓂᒃ
ᐊᑎᓕᐅᖅᐸᒃᖢᑎᒡᓗ ᑕᕝᕗᖕᒐ ᓴᓇᔭᒥᓂᒃ, ᑕᐃᒪᐃᒻᒪᓐ ᐊᑎᓕᐅᖅᐸᒃᑐ ᑐᓂᓯᓯᒪᓪᓗᑎᒃ
ᐃᒻᒥᓂᒃ ᖃᐅᔨᒪᔨᒋᔭᐅᓂᕐᒥᓂᒃ ᐱᓪᓗᑎᒃ, ᑕᒪᒃᑯᐊᓕ ᖃᓪᓗᓈᓂᖕᒑᖅᑐᑦ
ᓱᓕᖏᒻᒪᑕ. ᒥᖅᓱᕐᓂᖅ ᑕᐃᒪᐃᑦᑐᓂᒃ ᓂᕕᖓᔭᓕᐅᕐᓂᒃᑯᑦ ᐋᖅᑭᒃᓯᓯᒪᒻᒪᕆᖕᒪᑦ
ᑕᑯᒃᓴᐅᓂᖃᑦᑎᐊᖅᖢᑎᒡᓗ ᖃᓄᖅ ᐅᑭᐅᖅᑕᖅᑐᒥ ᐃᓅᓯᖃᓚᐅᕐᓂᖏᓐᓂ
ᐊᑐᖅᐸᒃᑕᖏᓪᓗ ᑕᑯᒃᓴᐅᑦᑎᐊᖅᖢᑎᒃ, ᐊᒻᒪᓗ ᑕᐃᒪ ᑕᒪᓐᓇ ᒥᖅᓱᕐᓂᑦ ᓱᖁᓯᖏᑦᑎᐊᕐᒪᑦ
ᖃᓪᓗᓈᑦ ᑎᑭᓚᐅᖏᑎᓪᓗᒋᑦ ᓱᓕ ᖃᒪᓂᑦᑐᐊᕐᒧᑦ. ᑕᐃᒪᓕ ᑎᑎᕋᖅᐸᒃᑐᑦ
ᐅᖃᐅᓯᖃᖅᑎᓪᓗᒋ ᐃᓄᐃᑦ ᓴᓇᔭᖏᓐᓂᒃ ᐅᖃᐅᓯᖏᓐᓂᒡᓗ ᓇᓗᓇᐃᖅᓯᓯᒪᓪᓗᑎᒃ
ᐅᒪᔾᔪᑎᒋᔪᓐᓇᕐᓂᐊᕐᒪᒋᑦ, ᑭᓯᐊᓂᓕ ᑕᒪᒃᑯᐊ ᐊᕐᓇᐃᑦ ᐃᓄᐃᑦ ᒥᖅᓱᖃᑦᑕᓕᓚᐅᖅᐳᑦ
ᐃᖅᑲᐅᒪᔭᒥᓂᒃ, ᐅᖃᐅᓯᕐᒥᓂᒡᓗ ᐊᒻᒪᓗ ᐱᐅᓯᑐᖃᕐᒥᓂᒃ ᑕᒪᒃᑯᓄᖓ
ᒥᖅᓱᕐᕕᐅᕙᒃᑐᓄᑦ ᑕᑯᔭᐅᔪᓐᓇᕐᓂᐊᕐᒪᑕ ᑭᒃᑯᑐᐃᓐᓇᕐᓄᑦ.

NOTES

NOTES

The print program was established in the 1960s, and the first annual collection
was released in 1970. The Sanavik Co-op suspended the print program in 1990.
Although nivingajuliat are primarily produced by women, there are also men
who produced the sewn art, and some became well known in their own right.
Jimmy Taipana (1919–2000) and Normee Ekoomiak (1948–2009) are two such
examples of nivingajuliat producers.
Nasby, Judith. Irene Avaalaaqiaq: Myth and Reality. Montreal and Kingston:
McGill-Queen’s University Press, 2002.
Janet Nungnik interview conducted by author in December 2019.
Smith, Linda Tuhiwai. “Forward.” In Decolonizing Research: Indigenous Storywork
as Methodology, edited by Jo-Ann Archibald Q’um Q’um Xiiem et al. London, UK:
Zed Books, 2019.
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ᑎᑎᕋᐅᔭᕐᓂᒃᑯᑦ ᐱᓕᕆᐊᖑᔪᖅ ᓴᖅᑭᑎᑕᐅᓚᐅᖅᓯᒪᕗᖅ 1960-ᐅᑎᓪᓗᒍ, ᑭᓯᐊᓂᓕ
1970-ᐅᑎᓪᓗᒍ ᓯᕗᓪᓕᖅᐹᑦ ᑎᑎᕋᐅᔭᖅᑕᐅᓯᒪᔪᑦ ᑕᑯᒃᓴᐅᑎᑕᐅᓚᐅᖅᐳᑦ.
ᓴᓇᕕᒃ ᑯᐊᐸᒃᑯᑦ ᑲᔪᓯᑎᑦᑎᓕᓚᐅᖅᓯᒪᕗᑦ 1990-ᒥᑦ.
ᑕᒪᒃᑯᐊ ᓂᕕᖓᑕᓕᐊᑦ ᐊᕐᓇᓄᑦ ᓴᓇᔭᐅᖄᖅᖢᑎᒃ, ᑕᐃᒪᑦᑕᐅᖅ ᐊᖑᑎᑦ ᒥᖅᓱᖅᓯᒪᔪᓂᒃ
ᓴᓇᕙᖕᒥᔪᑦ. ᔨᒥ ᑕᐃᐸᓈ (1919–2000) ᐊᒻᒪ ᓄᐊᕐᒥ ᐃᑯᒥᐊᖅ (1948–2009) ᑖᒃᑯᐊ
ᓂᕕᖓᑕᓕᐅᖅᐸᓚᐅᕐᒥᔪᒃ.
ᓇᔅᐱ, ᔪᑎ. ᐊᐃᕇᓐ ᐊᕙᓚᕿᐊᖅ: ᐅᓂᒃᑳᖅᑐᐊᑦ ᐊᒻᒪᓗ ᓱᓕᔪᑦ. ᒪᕐᑐᕆᐊ ᐊᒻᒪ ᑭᖕᔅᑕᓐ:
McGill-Queen’s University Press, 2002.
ᔭᓂᑦ ᓄᖏᐅᑦ ᐅᖃᕐᓂᑯᐊ ᐊᐱᖅᓱᑕᐅᓪᓗᓂ ᑎᓯᐱᕆ 2019ᒥ.
ᓯᒥᑦ, ᓕᓐᑕ ᑕᕼᐃᕙᐃ. “ᓯᕗᒧᐊᕐᓂᖅ.” ᖃᐅᔨᕈᑕᐅᔪᖅ: ᓄᓇᖃᖅᑳᖅᓯᒪᔪᓂᒃ ᐅᓂᒃᑳᑦ
ᖃᐅᔨᓇᕈᑕᐅᔪᓂᒃ, ᐊᖅᑮᒃᓱᖅᑕᐅᔪᖅ ᐅᒧᖓ ᔪ-ᐊᓐ ᐊᕐᓯᐸᓪᑦ Q’uim Q’uim Xiiem et al.
London UK: Zed Books, 2019.

Threading Memories

Over the past decade, fashions from the world’s coldest
places have been turning up the heat, from award show
red carpets to the most prestigious runways in New York
and Paris. Here, we convene five emerging designers
from the global North whose designs are shaking up
fashion weeks, carving new paths in the industry and
redefining contemporary Indigenous fashion.

Bibi Chemnitz
Est. 2006
Copenhagen, DK, and Nuuk, GL
—

BELOW

Tattoo Turtleneck Jersey
Dress, Blue Glitter Inuit
Collar Dress and Snow
Mohair Arch Turtleneck
ALL COURTESY BIBI CHEMNITZ

OPPOSITE

Extra Long Spray Down
Jacket, Black Thermo
Skirt, and BIBI Rib
Turtleneck
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“The story of our brand is Bibi’s heritage,
her Greenlandic heritage,” says David Røgilds,
Bibi Chemnitz’s design and life partner,
over the phone from Copenhagen. “We take
elements from the Arctic landscape and
Inuit culture and bring it into a mainstream
streetwear fashion space. We wanted
to compete internationally, and needed a
brand that people could decode very fast,
and no one had ever done this before.” The
specificity and boldness of Bibi Chemnitz’s
design voice has led to a decade of showings
at Paris, Florence and Tokyo’s seasonal
fashion shows. After relocating from Nuuk,
Greenland to Denmark when she was 13,
learning to live between two cultures has
profoundly influenced her design practice
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and philosophy—and her clothing line
attempts to bridge these two worlds. Inuit
iconography, such as traditional tattoos and
avittat patterns, distinguish her streetwear
designs, and much of her work interrogates
traditional Inuit forms, introducing them
to a wider world: “We have a strong Inuit
influence, but we have always tried to be
a non-tourist brand. Our clothes are for
everybody, and they have to work in Nuuk,
they have to work in Tokyo, in Copenhagen,
in Paris.”
For Bibi Chemnitz and David Røgilds,
these translations run both ways and they have
been focusing recently on building a line
that combines the sleekness of streetwear
with materials suitable for outdoor activities in
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Greenland. “Most people living in Greenland
have a close connection with nature. They
go fishing and hunting, so we try to make
clothes for those situations.” They recently
outfitted Team Greenland at the 2018 Arctic
Winter Games in athletic gear and will be
outfitting teams at Avannaata Qimussersua,
Greenland’s National Dogsled Championships,
this spring.
Though headquartered in Copenhagen,
Bibi Chemnitz is a trailblazer among contemporary designers in Greenland. Returning
home often, she runs workshops for schoolaged children on fashion design, trying to
cultivate an entrepreneurial spirit and instill
the confidence to pursue a creative life.
–Michael Stevens, Managing Editor

The New Arctic Cool

Nuvuja9
Est. 2016
Iqaluit, NU
—

Melissa Attagutsiak was never one for a
standard 9 to 5. In 2015, the young designer
began to teach herself to bead and sew and
just four years later she was showing her
collection beneath the Eiffel Tower in Paris,
France, for World Indigenous Fashion
Week in March 2019. Her brand Nuvuja9
(meaning Cloud 9 in Inuktitut) comprises
everything from tailored sealskin bodices,
elegant formal and semi-formal gowns,
jewellery and beyond. After initially
launching and developing her brand in
Ottawa, ON, Attagutsiak moved home
to Iqaluit, NU, where she continues to work
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and develop new original designs on an
ongoing basis.
Despite being in the early stages of
her career, Attagutsiak already has a
significant customer and fan base that
includes big names in the Inuit world such
as musical duo Silla and Rise and The
Grizzlies actress Anna Lambe. Another
customer, collaborator and close personal
friend of Attagutsiak’s was the late Junonominated pop singer Kelly Fraser,
who frequently attended shows and events
wearing her creations.
During her time in Paris, Attagutsiak
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met fellow designer Victoria Kakuktinniq
of Victoria’s Arctic Fashion where the two
began to collaborate on the Upingaksaaq
Fashion Show in Iqaluit, NU, in April 2019.
A distinctly community affair, Attagutsiak
recalls a packed house and an enthusiastic
reception from the audience.
“Most of the time people watching
[fashion shows] are just quietly observing.
But during this one, everyone started
screaming at the top of their lungs as soon
as the first model came out and it went
on like that until the end. It was really cool.”
–Emily Henderson, Profiles Editor
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LEFT

Model wearing sealskin
offshoulder top and polar
bear claw earrings at Paris
Indigenous Fashion Show
PHOTO BAZHNIBAH PHOTOGRAPHY

OPPOSITE (LEFT)

White and champagne
dress and polar bear claw
earrings
COURTESY MELISSA ATTAGUTSIAK

OPPOSITE (RIGHT)

Caribou antler earrings,
beaded necklace, sealskin
shawl and sweetheart
top with seal leather skirt
PHOTO IPPIKSAUT FRIESEN
COURTESY MELISSA ATTAGUTSIAK
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Victoria’s Arctic Fashion
Est. 2013
Kangiqliniq (Rankin Inlet), NU,
and Winnipeg, MB
—

BELOW

Sealskin and leather
jacket with beaded
embroidery
EARRINGS BY UGLY FISH DESIGN
ALL PHOTOS MARIANA B.
GUARDADO

OPPOSITE (TOP RIGHT)

Collared dress
with fringe
BEADWORK BY LORI TAGOONA
EARRINGS BY
MATHEW NUQINGAQ

OPPOSITE (BOTTOM RIGHT)
OPPOSITE (TOP LEFT)

Beaded dress

Beaded skirt

BEADWORK BY LORI TAGOONA
AND NANCY GOUPIL
EARRINGS BY
MATHEW NUQINGAQ

BEADWORK BY LORI TAGOONA
EARRINGS BY MICAH INUTIQ

OPPOSITE (BOTTOM LEFT)

Leather crop blazer
with beaded embroidery
with leather sealskin
skirt and chiffon train
EARRINGS BY UGLY FISH DESIGN

An icon in contemporary Inuit fashion,
Victoria’s Arctic Fashion founder and
designer Victoria Kakuktinniq is no stranger
to the global stage. Her signature designs
hit the runway of the February 2019 Paris
Fashion Week, with a feature in the worldrenowned New York Fashion Week following
a year later in February 2020.
Originally from Kangiqliniq, NU, and
a fashion design graduate from MC College
in Winnipeg, MB, Kakuktinniq has made
a name for herself with her form-fitting
sealskin parkas, tie-up bodices and asymmetrical zippers in sealskin, seal leather
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and commander materials. Her signature
designs expertly marry traditional Inuit
style with modern couture; they are fresh
reminders of the distinctive Kivalliq traditional clothing worn by Inuit for centuries,
with thick round fur hoods, colour-blocked
contrast hems and sleeves and often embellished with her distinctive embroidery.
Kakuktinniq also designs enormously
popular sealskin headbands, cuffs and mitts,
and has worked with other Inuit designers
and makers to incorporate jewellery and
beading into her work.
Some of the standout designs that have
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helped Kakuktinniq make an international
name for herself include tunniit-inspired
chevron designs, amauti-style hemlines with
a modern curve and expertly crafted seal
leather and sealskin designer blazers
and parkas. Kakuktinniq’s contemporary
aesthetic, combined with her thorough
knowledge of distinctly Inuit patterns, make
for the wildly successful and distinctive
clothing line which can be found in stores
ranging from boutiques in Newfoundland,
Manitoba, and Nunavut to high-end shops in
Nuuk, Greenland.
–Napatsi Folger, Contributing Editor
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Hinaani Designs
Est. 2016
Arviat, NU
—

“Inuit have always made their own clothing,
and those clothes evolved with different materials and sewing techniques, but have mainly
stuck to kamiit and outerwear, so we thought
it would be cool to have t-shirts and caps that
were Inuk as well,” says Nooks Lindell of
Hinaani Designs, over the phone. Hinaani is
a streetwear and athleisure fashion design
collective of four members from across the
Kivalliq Region of Nunavut, including Lindell
heading up the design team, as well as Paula
Ikuutaq Rumbolt, Lori Tagoona and Emma
Kreuger. “Inuit weren’t allowed to brag—we’re
usually a very humble people—so you showed
your hunting and sewing capabilities in how
you dressed,” explains Lindell. He hopes
that his clothing and accessories can come to
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signify cultural richness for those who wear
them in a similar vein: “We should have everyday, accessible items to show your Inuk pride.”
While Lindell sees the Hinaani brand
as fostering cultural and local pride, he has
come to view the process of making the
garments as culturally restorative in itself.
Hinaani incorporates Inuit symbols and
patterns, like kakinniit and printed uluit, to
remind customers that Inuit traditions weren’t
just nearly forgotten. “There were rules set
in place to make sure they were forgotten,”
he stresses, “To make sure that traditions—
like tattooing, drum dancing even—were
eradicated.” Making these clothes for Inuit
clientele has opened up the Hinaani designers
to talking to elders and family about these
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traditions, and Lindell has come to see their
clothes as a means for continuity. “Every
design we make is another opportunity to
show our love, where we can get creative
and enjoy it and learn more of our culture.”
Hinaani’s t-shirts, skirts, hats and athleisure wear have quickly earned a receptive
and eager following since their first release
of screen printed shirts, produced at the
Jessie Oonark Centre in Qamani’tuaq (Baker
Lake), NU. They’re carving a new path in the
burgeoning industry and debuted a runway
line alongside fellow Inuit fashion house
Victoria’s Arctic Fashion at New York Fashion
Week earlier this spring.
–Michael Stevens, Managing Editor and
John Geoghegan, Contributing Editor
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OPPOSITE

Kakinniit Crown cap
and antler earrings
ALL PHOTOS
COURTESY HINAANI DESIGN

ABOVE

Retro Qihik, Tuktu Camo,
Black Ulu, Piruqsiat,
Purple Pana, Ukkuhikhaq
Tunniit and Midnight
Tunniit leggings
BELOW

Kamiik leggings
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Okpik Designs
Est. 2019
Quaqtaq, QC, and Montreal, QC
—

BELOW

Elisapie wearing a red
amauti-inspired outfit
at the Polaris Music Prize
awards night in 2019
COURTESY DUSTIN RABIN /
POLARIS MUSIC PRIZE

OPPOSITE

Clockwise: Takijuq, Qisilik,
Atigi and Makkalik parkas
COURTESY VICTORIA OKPIK

Originally hailing from Quaqtaq, Nunavik,
QC and now based in Montreal, QC, designer
Victoria Okpik has been creating beautiful
garments for over two decades. After graduating from LaSalle College’s fashion design
program in 1999, Okpik went on to spend 19
years as a head designer and seamstress for
the Makivik Corporation owned and operated
company, Nunavik Designs, until its closure
in 2017. In the years following, Okpik continued to produce her own independent
designs and formed her own brand, Okpik
Designs, in 2019.
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Prior to debuting her label, Okpik continued to be a sought-after designer, earning
widespread notoriety for designing a sealskin
bracelet that accompanied astronaut David
Saint-Jacques on a December 2018 mission
to the International Space Station. Less than
a year later, she was commissioned by
Montreal-based singer Elisapie to create a
stunning sheer red amauti-inspired outfit for
the artist’s gala performance during the
Polaris Prize award night in September 2019.
As her brand continues to grow, Okpik
has focused primarily on developing parkas,
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purses and pualuuks, often trimmed in fox fur
and sealskin. Despite over two decades of
experience, she remains clear on the everevolving challenge of her work and the dedication required to bring her visions to realization.
“All I can say is that if you want to do
this sort of design, it takes a lot of work,”
she says. “For a parka there’s over 25 pieces
[of material] that have to be cut. I do all
my own samples and if I don’t like it, I have
to change it again. It typically takes a couple
trials until finally I get it where I want it.”
–Emily Henderson, Profiles Editor
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BACKS
—
by Genevieve LeMoine
and Susan A. Kaplan

TITCH
Backstitch:
Investigating the Nunatsiavut
Embroidery Tradition

PREVIOUS SPREAD

Unidentified artist
—
Embroidered tablecloth
with Inuit scenes (detail)
n.d.
Floss on cotton
84 × 86 cm
ALL IMAGES COURTESY THE
PEARY-MACMILLAN ARCTIC
MUSEUM, BOWDOIN COLLEGE
ALL PHOTOS LUC DEMERS

RIGHT

Embroidered tablecloth
with polar bear hunt
n.d.
Floss on cotton
88 × 89 cm
OPPOSITE (ABOVE)

Embroidered bureau
scarf with MacMillanMoravian school, church,
the Bowdoin and tree
n.d.
Floss on linen
41 × 122 cm
OPPOSITE (BELOW)

Embroidered runner with
figures, ship and tree
n.d.
Floss on cotton
39 × 107 cm

As we unfolded an embroidered table runner on a desk in the Nunatsiavut Government building in Nain, Nunatsiavut, NL, attendees
of our open house leaned forward, eager to see what scenes were
depicted on the textile. They saw inukuluit (singular: inukuluk)—
tiny figures dressed in brightly coloured parkas, running hand in hand,
picking berries, searching for robins’ eggs and feeding a fire for a
boil-up. Some inukuluit wave to a schooner in the distance or play
with a ball, while others hunt butterflies. As they had done in other
Nunatsiavut communities we visited, people remarked on the skill
and time required to produce these unusual textiles.
We were in Nunatsiavut to learn more about this embroidery
tradition, now practiced by fewer and fewer women.¹ We had twentyfour domestic textiles with us, selected from the nearly 100 pieces in
the collection of the Peary-MacMillan Arctic Museum, at Bowdoin
College in Brunswick, Maine. They were given to, or purchased by,
American Arctic explorer Donald B. MacMillan and his wife Miriam
MacMillan on their many trips along the Labrador coast in the schooner
Bowdoin between 1921 and 1954. The MacMillans donated these works to
the Arctic Museum where they have lain, unstudied, for over 50 years.
The Arctic Museum’s records reveal that Nunatsiavummiut women
and girls had embroidered the inukuluit on tablecloths, napkins and
other domestic textiles in the middle decades of the twentieth century.
We also understood that Kate Hettasch, daughter of Moravian missionaries in Labrador, taught embroidery in Labrador schools and created
some of the designs featured on the embroideries. Beyond this, however, we knew little about them. We have found only scattered examples
of similar embroideries in other museums and archives, and few
published references to them. Judy McGrath described them in the
catalogue for the 1985 exhibit Labrador Crafts Past and Present at the
Memorial University of Newfoundland Art Gallery. More recently,
art historian Dr. Heather Igloliorte has discussed how seamstresses
transferred this style of embroidery to clothing. We were left with many
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unanswered questions, and we hoped that by bringing community
members and the embroideries together we could all better
understand who created the designs, who did the embroidery and
the contexts in which these interesting textiles were produced.
The project sprung from the 2014 Heritage Forum in Nain
where Susan A. Kaplan showed photographs of the embroideries in
a presentation highlighting Labrador-related materials in the Arctic
Museum collection. A subsequent survey about potential research
topics revealed that Nunatsiavummiut were very interested in learning more about them.
In the spring of 2018 we travelled to Nain with photographs of all
the pieces in our collection to talk with community members about
how we should proceed. The message they had for us was clear: photographs, no matter how good, would not do. To understand the pieces
they needed to see the embroideries themselves. Under the guidance
of a textile conservator, we packed two-dozen textiles and visited four
Nunatsiavut communities in the Spring of 2019, holding open houses
and one-on-one interviews so more people could see them first hand.
We had many fundamental questions about the embroideries.
We wondered about the nature of the authorship of the patterns, how
collaborative was the embroidery of the larger pieces and how were
materials obtained. We also had questions about how women learned
to embroider and the social and economic contexts of their work.
Most importantly, we wanted to listen and understand what the community had to say about these textiles.
We learned that what we initially took to be generic backgrounds
behind the inukuluit were in fact identifiable landscape features, such
as Mount Sophia in Nain. Buildings were also depicted in detail: most
often the distinctive Moravian church in Nain, the schoolhouse and
in one case the neighbourhood around the Nain mission, complete
with fenced gardens. Elders even named the families who had lived
in each house, although the houses themselves are long gone.
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In this familiar landscape, inukuluit perform routine chores such
as fetching water or carrying supplies from the pier to the school.
Others carry small spruce trees, Advent gifts for their godmothers or
simply walk hand-in-hand to church. The attention to detail evident
in these works is remarkable, as is the craftsmanship. Stitches are tiny
and even, and close attention is paid to colour schemes. While most
of the figures are done in satin with stem stitches, scenes are framed
by a border created using one of a variety of stitches.
One tablecloth that consistently drew attention in our open houses
was the sole piece with a cohesive narrative, depicting a polar bear hunt.
It follows two men who leave their cabin to track a bear to a rocky shore
where they shoot it, load it on a komatik and mush it home. As with
all the embroideries, tiny details matter. The trajectories of the bullets
are embroidered, as is the small red wound where the bullet hit its mark.
When we visited the White Elephant Museum in Makkovik,
Nunatsiavut, NL, historian Joan Anderson recognized this story and
showed us a 1960 photograph of Kate Hettasch and Joan Cotton, both
teachers at the local school, holding up a nearly identical version,
troubling any hypotheses of authorship we were building. She brought
out an illustrated book by another local teacher, Doris Peacock—
featuring the story of a boy’s first polar bear hunt near Nain. Her illustrations for that story are similar to the embroidered scenes—could
they be telling the same story? Might the embroidery pattern be based
on Peacock’s book? The origins are even more complex perhaps, as
shortly after the museum’s tablecloth was featured on CBC News,
we heard from an archivist at the Rooms in St John’s, NL, who had
recently catalogued a nearly identical pattern that had been donated
by a former Grenfell nurse. Based on many stories of lengthy stays
in Grenfell hospitals by north coast residents, we now suspect there
were considerable back and forth influences as women moved between
Moravian and Grenfell institutions, further complicating the question
of authorship of individual works.
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So far, no one has been able to tell us who might have embroidered
any of our pieces, and some have suggested that we might be too late;
the elders who would have recognized their own handiwork have
passed away. We still hold out some hope, however. In upcoming visits
we will expand our study and visit institutions that have collections
of embroidery patterns. We hope through the patterns we can learn
more about the authorship of these pieces and the contexts in which
these embroideries were made.
There’s still much to learn from these cheerfully embroidered
scenes of inukuluit. As we move forward in our work with community
members, we are excited about the possibility of sharing these pieces
more broadly in two ways: by developing a travelling exhibit or publication featuring the Arctic Museum’s collection, and fostering a larger,
public conversation by publishing detailed images on Facebook.² We
understand it’s crucial to investigate these threads together, supporting
the renewed interest in this distinct textile tradition among generations of
Nunatsiavummiut women. Talented makers from the region elaborate
on this tradition. Celebrated fibre artist Shirley Moorhouse, whose
wall hangings are included in The Rooms Provincial Art Collection and
the Indigenous Art Collection, and younger textile artists Inez Shiwak,
Chantelle Anderson and others, incorporate new materials, new
narratives and mimetic techniques. It is our hope that by making the
textiles in our collection widely available, the history, skill and culture
carried within them can continue to inspire new artistic directions.
NOTES
1

2
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This project was funded by Kane Lodge Foundation, Inc. and Tradition +
Transition, a partnership between the Nunatsiavut Government and Memorial
University of Newfoundland with funding from the Social Sciences and
Humanities Research Council of Canada. Work was conducted under a permit
from the Nunatsiavut Government.
Visit facebook.com/nunatsiavutembroideries to learn more.
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