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OPENINGS

In 2012, the Center for the Study of Ethniciy and Race (CSER) inaugurated the Gallery at the
Center ith the goal of creating openings for exciting ideas in as many forms as possible. To date,
the gallryhas presented o ustanding phologrphy shaws: Supeteres, Duce Pzons tour

e and prosper. and The Raging 705, a Series of ety Sting

New York City ife in the 1970s drawn from the Latino Arts and Activism collection at Rare Book &

Manuscript Library.

1890sat Simiartopror eXhbis, tncudes

v.suanysmkng images by artists of color that are not generally engaged with by art ns nor
Aswith The Raging oa e

exhibit also underscores the il of curating from the rich archival holdings at Columbia’s

potential
G |ndud|ng is three hundred indigenous obiects. Furthermore, the show’s focus on Inupiat.
continues CSER's deep commiment to indigenous studies and the arts through all our
programs, notably the Indigenous studies track, the Indigenous Forum, the Summer Program in
Y, Lab.
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Simutianeously, Messages Across Time and Space breaks new ground. For the fist time, the
gallery invited a guest curator—with thriling results. Led by art historian and Bamard professor

Elizabeth Huichinson, the show investigates the manfold layers of meaning present in indigenous.
ait produced within the violent context of seffler coloialism i e nincicent centuy Alaska
Moreover, in pursting this inquiry, the show raises key quesiions of power in the production,
e b e R R e T Jmis of ofcl archial

/e had
questions that the archive was not answering. We needed to consut nafive archives in whatever
form that they exst. Sometmes we had t0 go o YouTube o engage with Natve though and

produce
ong curators, diverse publics, and ndigenous commntes /& Chrstopher Green, one of e

et co-curators, observed, “Our
: nupiatvoices, ghin”
ghe goal was then ok oyt enable more anced scholrsip o develop curtoral s, 25
into rger process of|
gs, ¥, created by yet largel o

y
, are not simply
These fne ines, at fmes jmping of the page, are also a foreteling—of more openings fo
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A Properies, vy Argechs & Fre s
Lok Urivery 1 Chy o N
T BushClecton e and e
(con 14320

note: al drawings have the same
dimensions, materials, and creditine

Drawing B (King Istand Ezgle Wolt
mg) (King. Eag)
(C001483.300)

e miscons e

(C00.1483301)

Drawing D (Wof Dance: the

inofliding/Jennifer Kramer,

A \Elﬁgemlsun Sonya Kelliher-
Conibs, and Deborah Cullen.
Finally, We-are grateful to
Professor Bush for including
these beautiful and complex
\works in his collection and for

| so that future generations of

Inupiat  and  non-Inupiat
viewers can see them.
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MESSAGES ACROSS TIME AND SPACE:
INUPIAT DRAWINGS FROM THE 1890S AT COLUMBIA UNIVERSITY

Elizabeth Hutchinson, associate professor of rt history, with student curators Charlotte B

Canneli Bruschin Chaumet, Emie Chedeule, Ar
Jarmie Luria, Crystal Migwans, and Emily Rog

INTRODUCTION
The ten extraordinary drawings in this
bl o=t Sspeck ol e il
er Feast), a ceremonial complex
prr!o'med in many Inupiat communities in
Alaska. They offer a detailed depiction of
the regalia and dance steps used by the
participants who gathered from diverse
communities to participale in the event
These dances continue to be performed
foday by the leaders of Inupiat vilages in
Western and Northern Alaska, in many
cases resembling what is shown in these
century-old drawings quite closely

The drawings are now part of the collec-
tion of Golumbia University Art Properies;
they;came o e universt.as pert o fhe
ction, an assemblage of works

i Exsopeat s, Goleced by
Ph losophy Professor Wendell Ter Bush in
the early twentieth century for their
religious significance and donated to the
university in 1935. The collection was
described by Professor simply as
"Eskimo drawings,” and none are signed
This exhibition suggests that they were
likely made by Seward Peninsula Inupiat
people working closely with missionary
teachers Tom and Ellen Lopp in the village
of Kingigan in Wales, Al

In spring 2015, members of a graduate
seminar were tasked with finding out more
about these understudied artworks. Look-
dosaty 2L Ehjeci il eyeloping

el Cohen, Sarah Diver, Christopher Gi

Draving G King s W Dancers i isicians are auerce

(om rasazny

Interet in search of knowledge ssembled
. oriafon yseeric of e coplks i e

ey, o e companion

[oToE columbia ecu/AHISGA _001_

_1/). We hope that making these images

known " will inspire further discussion of their

origins and significance for both Inupiat and

non-inupiat viewers

YHe iRt st o A I i
ties have been making graphic art since ancient
fimes, the format and conlen of tese drawings is
novel for its time, for the makers of these works
engage Westem strategies to imply volume and
=eiskial spard e do no vy Wik fnese
ut both the subject matter and
e drawings are likely the result
ience.

rgue, the drawings were created during a
e hardship caused by the United
States’ colonization of Alaska Native territory.
artists used materials and worked
hat were introduced by outsiders whose g
o eradicate aspects of traditional
incompatible - with

ith formats
s

ing about Inupiat

confirming  community values and

practices
across periods of historical and cultural change
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dance troupes and guests from different Inupiat
villages, a tradition of gathering and exchange that is
perpetuated today in the annual Kingikmiut Dance
Festival held in Wales since 1999, offering a offefing a
profound and beautiful expression of survival and the
ongoing vitality of this community and its traditions.

A CLOSER LOOK
On the companion website, Emilie G notes
that contemporary Inupiat artist Larry Ahvakana
perpetuates historic tribal acminehe przch:es as a
e pointing to the past and maintaining an
education in Inupiat i Vi e present.
Like Ahvakana, the artists whose work is on dispiay
were memory keepers who used the materials
presented to them in their own time to speak to Inupiat
communities of the past and those yet to come.

Despite changes in media over time, Inupiat artists
have repeatedly retumed to the same themes—the
nuclear family, the home, hunting, and ceremony. In
doing so, they have repeatedly reciaimed
cmﬂsmansmp‘ aftention to materials, and_formal

trategies—such as the graphic representation of
L aspects of a
transhistorical Inupiat aesthetic_The care with which

components of that ritual, the details of the material
objects involved, and the identities of the participants
s N s e
technique to_er these defalls with affective
i calllng an informed viewer's attention to the
artists ry of the ideas and values that underlie
Messenger Feast

For example, in Drawing G, the artist has indicated
the relative importance of the human figures depicted
by varying the amount of detail with which they are
rendered—the dancers are carefully depicted in
multiple colors while the viewers and musicians are
sketched in with simple pencil outiines.
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At the same time, the arist shows
the significance of witnessing
remonial by emphasizing the
viewers’ eyes, which, though only
shown as simple dots, seem
riveted on the performance
Finally, the awkward poses of the
dancers—including  elevated
straight ~ arms  and  a
backward-leaning pose that
seems difficult to balance—calls
our attention to the strength and
o, demoretaien by
Wwho are executing their
e win precision. A similar
sense of mastery over the details
of the ceremonial might be found
in simpler form in Drawing H
(3061), in which the artist has
:arcm ly conveyed the identity of
figure by carefuly
facial  features
Siature, and detais of clfhi ng

the

It is important to emphasize that
these artists did not create the
drawings out of a sense of
nostalgia for a lost past, but
instead were engaged in
e Sl actifies

ct that the
ere made with school
supplies—colored _pencils ~and
One drawing, however,
e gravitas to this
rk. On the back of Drawing K.
the artist has
self-portrait into a tableaux
dedicated to “great artis
indicating an understanding of the
significance both
American and Inupiat cultures;
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