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-1 designed and implemented three native art profgéts with the art
classes at Northern Ligﬁts Secondary School jn.Monnnee, Ontario, fhe
objective of the first project was to expdse the students to Cree’art in
order that they may better understand tb?t aspedt of tradjtional Cree .
Culture. In the second project, my objective was to have the students
experience two totally different modes of renderinglthe same subject in
drawing. One of ‘Ehe modes I called "realistic", ang the other'I called

“spiritual”. The objective of the third project, which I called the

“Special Project”, was to have.certain native artworks created for a
_,l- N

special high school ceremony.
}n addition to;the art pioje;és,'l also di&tributed'a'questionﬁaire
designed to obtain personal data on each of the students. tThrough the
questionnairg, I gathered information on traditional aspects of Cree
Culture that are still being retained by some of the Moose Cree students.
[ correlated the'personél information of eachnstudent to ihe'artwork ‘
they produced. Also, I required each ;tudent to discusé the meaning of
their Project Two artwork, as well as to indicate, in writing, where

4
they believe that they acquired their ideas from. This was done fh order
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d(a)

(b)

(c)

Cree Art:

‘Shaman and

_ shaman, "The shaman is also a magician and

DEFINITIONS . .. . RS

In;this paper the term refers to the historical and |
pre-historical motifs, designs, symbolism, and spiritual
naturé of‘ the art of .Canada's Eastern Woodland Orée
Indians (Dockstader 1961:21).1
Shamanism:

" A mystic, either male or- female, whb
engages in ecstasy through various techm ques,
either esoteric or 1literal, such as mastery
over fire, astral travels and flight, descent
into the underworld, disappearance. into the
sky, etc. The word shamamcomes via the
Russian from the Tungusic saman. Not eyery
ecstatic ¢an be considered a shaman. The
definition offered by Mircea Eliade (cf.
Shamanism, Princeton University Press 1964)
here condensed, succinctly summarizes the

medicine man; he is believed to cure, like

. all doctors, and to perform miracles of the

fakir type, like all magicians, whether .
primitive or modern. But beyond this he is

a psychopomp, and he may also be priest, myst1c,

and poet, Shamanism in the strict sense is
pre-eminently a religious phenomenon of

Siberia and Central Asia. Through this whole C

region in which the ecstatic experience is
considered the religious experience par
excellence, the shaman, and he alone, is the
great master of ecstasy. A first definition
of this complex phenomenon, and perhaps the
least hazardous, will be: Shamanism -
technique of ecstasy. Generally shamanism
co-exists with other forms gf magic and
religion". (Rice 1978:321)-. . .

Spiritualism: It has been my experience that "spiritualism" has

S/
v

a variety of meanings, usually depending upon the

context it is used in. Russell arid Clare Goldfarb,
@

i’n discussing spiritualism in aspects of nineteenth-

century literature, defined spiritualismas,
\ <

!

~{y-
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(c)’ ‘(cont'd),:

"concgrﬁed v.fith the immortal souls of men, not
with immortal beings called gods" (1§78:17)‘?’ On
the other hand, a standard religious approdch is
taken by Francois Vanderbroucke. |

In a word, spiritualism is first of all the
science of the reactions of religious conscience
vis-a-vis the object of faith - this is the
intellectual aspect; secondly, it is the
science of those human act®" that have a special.
reference to God, that is, asceticismand
mysticism., Thus, spirituality may be defined

as the science of the application of the Gospel”
to Christian 1ife on the intellectual plane, on
the ascetical plane and on the properly mystical
plane (Vanderbroucke 1965:52).%

For the purpose of this paper though, spiritualism is

defined as, a belief in the supernatural. That is,

£

. a belief in an "afterlife" or an "afterworild".

(d) Traditional Cree Culture: In this paper the tem refers to the

pre-historic origins of the hunting and
gathering, and social features of the
contemporary Cree Indians of Canada's

Eastern Woodlands.

(e) Transitional Culture: In this paper the term refer§ to the Moose

Cree societiés present acculturation (Linton

1963:463-464)°

s;atus. On a general ‘leve],
the term refers to tﬁe entire Eastern

Woodland Cree Culture as 1t currently exif¥s
in the process of assimilation with the

Western Industrial Culture. .~

-y-
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" .INTRODUCTION T

Teaching an aspect of a culture to the pe_op]e Of that culture is
not new. Qur schools, at the elementary, secondary, and post-secon&ary
'1evels are involved in th_at pérticu]ar activity continually. However,
educators are much less frequently involved in teaching some aspect of a
minority culture to the people of that culture. In this case, I am
re'aferr’ing‘ to thé teaching of native art to Cree high s;choo1 students of
Moosonee and Moose Factbry,.Ontario.

X ‘ !
In teaching native art in Canada's elementary and secondary schools B

one can find information on how to dissect and identify the various typés
of motifs used in Northwest Coast art (for example, Boas 1955)% For ‘
the province of /Ontario, a "how to" package on teaching native art was . '
designed for elementary and secondary schools by the provincial ‘

government, The package is entitled "People of Native Ancestry" (P.0.N.A.)

and it is composed of: P.0ON.A., A Resource Guide for the Intermediate

Division, 1977 .(P.0.N.A., Ministry of Education, Ontario, 1977);8'and, .

s e

P.O.N.A. Curriculum Guideline for Senior Division, 1981 (P.O.N.A.,

Ministry of Education, Ontario, 1981).2 However, P.O.N.A. was basically

[P S

designed as a package to tgach non-natives about natives (P.0.N.A.,
Mim’s]:ry of Education, Ontario, 1977:6,7)%0 Information on the phﬂ;asophy i
and méthodo]ogy behind teaching modern Indian and Inuit people about
traditional Indian and Inuit people, I found lacking. Jake Thomas (perjs.
~Comm. 1982), a renowned Iroquoian carver and a professor of Native

Studies at Trent University, also knew of no publication, document, or

S

guideline that delt with the teaching of native art to native people.




Therefore, it 1s'apparedt that if one is found to be in the seemingly odq
situation of wanting to teach native ;rt t6 native students, then one must
use materials that would ﬁorma]ly be used to teach non;natives about
native art. ’ .

The question to all of this is, of course, why should the materials
matter? If the pbjectiye is t‘ teach a grsup of students who presuma-
bly know little br'nothing about native art, it should hot matter,whethef
or not they are native orvnon-native. It shouldn't mafter, but how was
I to know for sure? Certainly the Cree people of Moosonee qnd Moose7
Factory are'participants in Canadian iﬁdustria] society. However, there
still remain.vestiges of ;he ancestral tree culture. Although the Crse
trappers use sﬁowmobi]es, they are.st%]]‘traépingz A]though th? Cree
huﬁters use guns and rifles, they are still hunting: Although the Cree
fishermen use outboard motors aﬂd{frgighter canoes, they are sfi]]"
fishing. Their tradﬁtiona]ism .or maintenance of the "old ways", is in
the1r act1ons. The "01d waya: ¢an a]so be found in their words, for
many of the Cree, young and 01d, still speak the traditional language.
would‘any of these aspects of today's Cree Matter when teaching them

about their own qrt?' With nothing to work with that specifically delt

with this problem, I chose to proceed with my hative art projects,

t . [

curious to see how my Cree stqunts would respond in their art-work.
Why did I decide io teach native arf to natives? The reason is,
they do‘not know much about their tradi%%ona] cdlture and [ viewed ‘
these proaects as an opportun1ty for the students to learn about them-
selves; "tha §§1s what makes them unique and special (June K, McFee

1970:131). 11 for the students 1 believed. that native art (1 e.,

pre-1ndustria1 art)" would have a“"d1rect bold" appeal (Lowenfe1d and

~a
R

Brittafn 1975:403)%2 There is alprofoundly deep ‘and 1n§r1gu1ng ‘element

o

-
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of mystery about art from'pre-industria]“cu1tures.

McFee, in discussing various'important cultural functions of art,
mentioned "the expression of the 'supernatural' in visible and tangible
forms" (1970:33)13as one of.the functions. It is this sdpernatﬂra1
function which is the root of the mystery in pre-industrial art. In line
with pre-industrial art's supernatural function, is the spiritualism of
Cree art. Thomas (pers., comm, 1982}4be11eves that native art, of
aboriginal North‘America, is spiritual in purpose and meaning.

It was my hope thaf the supernatural would serve as a Highly
stimulating ;onzept in which the imagination of a student would flourish
with creative imagery. Still, though, I wondered how well these Cree
students would do in art assigéments about the pre-industrial past of
their own traditional culture. Would they enjoy such assignments?

-Would they show enough interest in those assignments on.native art to’want
to talk about the mean1nés of such resulting art-works, as they pertained
to traditional Cree 1ife?’ I was hoping that with the Tittle "cultural
mdinteﬁance“ (McFee°f976:138}5that still existed (e.g., hunting, trapping,
spéaking of the Creg Tanguage) among the "Moose bree" (i.e., Cree, of
Moosonee and Moose Factory), there perhaps would be an_interest in
learnfng something of their spiritga] art.

This paper'is ‘a subjective documentation and appraisal of my.
personally designed native art lessons with predominantly Cree students,
Aqfwers, though nog necess£r11y the only answer;, to the ab;ve mentionéd,

r

questions, are offered through my personal interp}etatioﬁs of my

«students' art-work and related respJnses.
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Physical Setting and Livelihood of Moosonee

A

Moosonee is a small semi-isolated Ontario commuqity located on the

western side of the Moose River, just a few miles from James Bay. It has

a predominantly Woodland Cree and Metis poph]ation that numbers
apbroximately fifteen-hundred people, 'The main industry of the
community is tourism, in whjch local art énd;craft p1éy a significant
role. .

The "sister communiti% to Moosonee is Moose Factory. Moose
Factory is located on an island in the Moose Ri&er, about three miles
from Moosonee. Its population is approximéte]y equivalent to that of
Moosonee. g X

Moosonee is an economically depressed town, depending heavily
upon government monies and services. The largest government ;erv1qe
in the town is education. . .

) The main business section of Moosonee can be found along First
Street(see Figure #1). ,At the .end of First Street, along Atim Road,
can be found the Ontario Nortﬁ]and Railway station grounds. It is
Bécause of the existence of this rail connection with the rest of the
province that Mocsonee is generally -considered to be semi-isolated.

Moving down First Street, away from(fhe'railway station, one
would meet vaéious businesses and services. Firstly, one would see,
coming from the 0.N.R. station, the Liquor- Store. Beside the Liquor
Store is the Ontario Provincial Police station. Across First Street
from the Liquor Store there is avrestaurant. Beside the restaurant

stands the Weneebaykook Art Gallery; and beside the Art Gai]ery is

Moosonee Public Elementary School.

o e T T ke MR A




«
‘Moosonee Public, or M.P.S. as it is more commoniy called, is
“actually just the northwest wing of a larger structure known as the
James Bay Education Centre. The James Bay Edﬁcafﬁon Cenfre (JBEC
pronounced "Jaybec" for short) is %ocated on the corner of First Street
and Bay Road. JBEC is an adult education and retraining institution,
It rents classroom aﬁd gymnasium space to M.P.S., and Bishop Belleau
Elementary School, better known as B.B.S. B.B,S. is located in the
northeast wing (located along Bay Road)." .

At the intersection of First Street and Bay Road, along with JBEC,
one would also find the local Catholic Church, and the local Hudson Bay
étore (more commonly known as "The-Bay"). Behind the Catholic Church
there is the Moosonee Clinic, which is specifically 1oéated on Bay Road
and Henry Crescent. '

In the immediate viciﬁity 6f the Hddson Bay store can be found
smd]\er hardware,; food, and variety stbre;;‘another restaurant, and the
local post office. Then one comes, finally, to the last building of
concern to this sfudy, that is located in the business section of
Moosonee. '

Arctic Arts is an arts’and crafts store 1océted on the corner of

First Street and Ferguson Road. It specializes in selling Inuit graphics

and soapstone sculpture. This store also sells some Cree art and craft,
and a great variety of tourist souvenirs. Arctic Arts receives its
Inuit art from such places as Povungnﬁtuk and Great Whale in Quebec, anﬁ
the Belcher Islands in the North West Territories.

Afctic Arts and the Weneebaykook, mentioned earlier, both operaté

year ‘round, but see their largest volume of business during the tourist

season of June through September. However, the similarity of these two

“ ! .




businesses ends here. Whereas Arctic Arts is a "middleman" for art

v :
and craft (primarily Inuit), the Weneebaykook Gallery operates both as
a,retail outlet, and -a.production centre,. . |

The weneebéykook has several-Cree artists from the local area on
staff, as well as an admin}strator who handles the financial and
promotional end of the business. The gai]ery\se]]s and promotes only
the art that its own artists produce. The artists of the gallery are

5

all screenprinters working largely out of the traditional Noodland

Indian style. The Weneebqykook art is well known throughout the

Moosonee/Moose Factory area, with its works gracing numerous homes.

The ga]1ery'a1so maintains a lucrative mail order business with
cdstomers throughout Canada and the United States; and in Toronto |
Weneebaykook sgréenprints‘qaﬁmge found in ga]leiies specializing in
nagive Canadian art.

Approximately one mile north of Moosonee there is a small sub-

division called "the Base". It i's called the Base because back in

the 1960's and éar]y 1970's it ﬁas an Armed Forces radar base, forming.

’ part of the now inoperativg "Pine Tree" radar defense line. With Ehe

growing obsolescence of .such defense, the Base wa$ abanaoned. By the
early seventies the-mi1itary airport was completely in the hands of
Austin Airways, a civilian commercial coﬁpany; and, shortly afterwards,
the complex of rgﬁar base buildings and'mi1itary staff houses were under
the authority of thg,Moqsonee Development -Area Board (the Moosonee -
Development Area Board, or MDAB, is the equivalent off a town council).

‘The community of Moosonee took these large miljitary buildings as

an opportunity to have their first high school; and/so, together with

‘____..,A_ .,

g it -
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the town of Moose Factory, Moosonee formed the James Bay Lowlands -

Secondary School Board, w1thfﬁorthern Liggts Secéndary School (N.L.S.S.

. for short) as the Board's first and only school.

1

Since its beginning in 1976, Norfhern Lights Secondary School's
Feaching and administrative positions have been filled almost entirely

Ly people from outside of the commupities of Moosonee and Moose Factory. =

aving been born and raised on the Nipissing Indian Reservation, whtch
‘is located between North Bay and Sturgeon Falls, Ontario, and with my .
father being *‘0jibway, I am consider;d to-be of partial native Canagfan |
descent, However, I feel that I was viewed as an outsider by the Cree
) of the Moose River region. My cultural background and influences, like
those of all other outsiders, are not the éame as those of the indigenous .
Moo;e Cree. Qutsiders almost always came to Moosonee or Mooseﬂﬁgctor§
from much larger towns or cities sjtuated in the non-isolated regions
of Canada. Hunting and trapping are often considered, by a‘"newcomgr" ] j
L to éhe James Bay area, to be unfamiliar activities,

The Nipissing Iﬁdian-déservation, where my family 1i§es, is
situated between two communities, each of several thousand\pe6p1e. The
(popu]ation of the city of North Bay a]ohe is over.50,000. Thereforé{
the 0jibway people of the Nipissing Reservation are greatly influenced '3
by their large neighbouring populations. Hunting and trapp¥ﬁa, once the
primary occupations of the Indian peob]e of the Nipissing Reservation,

have long since been replaced by jobs in admiﬁistrat?on. building trades,

transportation, and lumbering which can be found on the reservation

itself, or in a neighbouring community. Even the Ojibway languages of
the Nipissing Reservation Indians has been affected by the close asso-

ciation between natives~and non-natives. No longer js the 0jibway

o
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language passeed on from generation to generation. Only tﬁe elder people
of the reservation speak the native tongue. The dominant langeage is

' -
now English. Among the Moose Cree, though, the Cree language is .sti‘ll

being passed along, from generation to generation. It should be noted,

though, that in the Moosonee/Moese Factory area not all of the Cree people
can speak the Cree Language. There are now many Cree chi]dyéa who can -
only speak English. Certainly, though, the Moose Cree are ;ignificantly
1ess enculturated to the contemporary domlnant Nestern Industr1a1 1ife-
sty]e of Canada than the Ojibway people from my reservat1on I was v1ewed
as an—outs1der by the Moose Cree, along with all the other outsiders who

came to teach in the area. It was a situation that I understood and ac-

cepted.

Although I have no statistics, my experience in Moosonee has led

‘me to believe that many of the parents of Horthern Lights Secondary

School's students have an indifferent attitude toward the high school.
In thefeérly years of N.L.S.S. I think that indifference, by the parents
of Meosonee and Meg;e Factory, was much greater than it is noﬁ, but the i
attitude of indifference is still held by_a fairly large number. -This

attitudé is reflected in the behaviour of many of the students. In my .

teaching exper1ence, 1 have found that absenteeism is the result of that -

indifference, and that is a major problem that N.L.S.S. has been ’ v
struggling with ever since the high school was first opened. Regularly

the High school .communicates with the parents of truant studehts. All

too often in the past, though, the school was met/with a lack of real
support from the home. On rare occasions the high school has even en-
countered hostility from some parents. ‘However, I wish to stress here

that, recently, over-all concern and cooperatior from the parents has

*_ . )
-1 use the term to refer to anyone who has not been born and raised in

the area.

v1,,
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. improved significantly. The reason for problems existing between the

local Cree and the high school is complex, Put very simply though, I see

the reason as being one of suspicion on thebpart of .the Cree and a

- general lack ‘of éensitiyity and understanding on the part of the N.L.S.S.

14

towa;as working withfp‘people who'are in the midst of a change from a
hunting and gather{ng cu]turé‘to a modern industrial culture. For the
great majority of outsiders, they have never known any other culture
than the modern Western Industrial Culture of Cﬁnada; It is not
surprising they do not adequately understand the Moose Cree and ‘their
problems., As for the Moose Cree, their suspicion of the outsiders who ~
dqminate and control the high school is also not surprising. The
oﬁtsiders are from another.cu1ture. They don't speak thg Cree language
or behave like the CrZ;. The outsiders are, compared to the Creé,

poor hunters. However, also compared to the Cree, the outsiders aré
usually quite wealthy. Thé outsiders always seem to have plenty of
money, and a quick survey of Moosonee or Moose Fagory would reveal  ,

that they seem to control almost everything. Almost all of the teachers

and ‘principals of the area schools are out%iders. Most of the personnel

at the 5ames Bay General Hospital's clinic in Moosonee, and the Moose
Factory General Hospital 1n'Moose Factory, are outiiders. Most of the
police in the two communities are outsidefs. The majority of the
businesses in the two communities are owned by outsiders. The airline,

helicopter and train services that operate in Moosbnee are all owhed by

- outsiders. The judge or magistréte~who comes to Moosonee to hold

_ court sessions is an outsider. The Ministry of Natural Resources officials

who regulate hunting, fishing, and forestry laws, are all outsiders.

The Children's Aid and Welfare officials, that some of the Cree come in

o
o

it AT & e L IKE UL ALMTIITMRIMNG ¢ b e = o e e w e oo et e St o




) 11
i 4
contact with are outsiders, Even in their places of worship, the local
churches, control is held by outsiders., With the outsiders controlling

so much, it is my opinion that the Moose Cree Took at the outsiders as

exploiters, T feel that many of the Moose Cree believe that outsiders

only go to Moosonee, to earn large amounts of money. Once outsiders have ~

plenty of money, th?nk the Cree, they leave the area. I have been told
this in’private conv;;gifﬁons with a few of the Cree. Generally, the
Cree people that I talked with feel that outsiders don't care about
anyone bgt themselves, As an outsideg{ I Was also accused of this -~

selfishness. . It is true that many outsiders have behaved. very selfishly,

. There will always be outsiders who will go to Moosonee and Moose Factory,

and behave that way. Ho&ever. I have met some outsiders who truly have
cared for the Moose Cree they have worked with. For those outsider;,
the Cree people they met and bé%rien&ed are worth far more than any
amount of money tﬁey earned.

It is also my opinion that many of the Moose Cree xiew Northern
[ights Secondary School with.bew11derment. Unemplovment in Moosoneé
and Moose Factory has always been a serious problem. In recent years
unemplovment has also become a serious problem for the entire Canadian
nation. Of what use is a high school education when there are no jobs
for a graduate? 'This and similar questions have. been puf to me by
students in some of my classes. With a large number of Moosonee and -
Moose Factory parents unemployed, this question must also have beeﬁ
asked in many of the local homes. My answer to thg question was baséd

on self-improvement and hope for the future. It was a_standard Western

" Industrial Culture answer, and at that, only limited to those of the

industrial culture who do not know what it is Tike to be poor,
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.Thus, the lack of understanding, the insensitivity, and the

‘suspicion continue between the Moose Cree and the outsiders. It was in

this situation that’ I was employed as an art teacher at Northern Lights

Secondary School in September of11§76. In the 1980-81 academic year,

. sti11 as the high school art teacher, I deve]obed and implemented three

native art project§ for my predominantly native art students. Through

these projects, not only did I hope that my native students would learn
. - K4 0

more about themselves, it was my hope that I would learn more about

them.

L3 e o r e
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Northern Lights Secondary School

Northern Lights Secondary School is distributed throughout six

large buildings. The school is similar to a college campus in that its

‘students must frequently change buildings when changing classes. N.L.S.S.

is a small high school, with one principal, twenty-two teachers, and
approximately two hundred students. ' \

Since N.L.S.S. is a small school it cannot off;r the full variety
of courses that the average Ontario high schools offer, but it does
have 'most courses. The N.L.S.S. core curriculum consists of:;‘Eng1ish,

French, History, Geography, Mathematics, Science, and Physical Education.

" Additional courses are offered in the areas of Business and Commerce,

Family Studies, Law, Shops, Native Studies, Outdoor Education, Cree,
Music, and Art.
‘ Class periods at N.L.S.S. ;;re forty minutes in length.
Most Ontario high schools offer courses on three different
academic levels: fhe Five Year Program (grade 9 to 13) for students

wish1ngJ%o persue post-secondary education at the universi%y Tevel;

‘the Four Year Program (grade 9 to 12) for students who do not wish the

--in-depth academics of the Five Year Program, and who may be interestgd

in persuing post-secondary education at a technical college or grstitute;
and the Two Year Program (grade 9 and 10) for students of the

Occupations or Special Education Programs who find their abilities

better suited to vocational trades. .

] Since Moosonee and Moose Factory are semi-isolated communities,

the people of the area are somewhat cut off and sheltered from the

outside world. N,.L.S.S. has Five Year Program students planning to

&
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persue their academic studies af the univerﬁity fi;el. With universities
being located in large urban centres, it is the policy of the James Bay
Lowlands Secbndary School Board to offer the Five Year Program only up
to grade twelve, Grade thirteen must be taken at a "southern" high

school. In that way, the student is exposed to the different world and
—~

lTifestyle of a non-native southern community without having to-immediately
face the heavy academic demands of university. As well, Moosonee and
Moose Factory lack the community resources of larger centres, such as
major museums, galleries, and extensive libraries. Therefore Northern
Lights éecondary does not have many of the supporting resources that
southern high schools do. 1In completing the final year of their Five

Year Program at another high school, the students have an opportunityw=

’ to utilize educational resources, such as the afore-mentioned, before

entering university.
In addition to the Five Year, Program, N.L.S.S. also offers a Four
Year Program, and a Two Year Program.*

The program with the largest group of students was the Four Year

Program.

°

I was the only art teacher at Northern Lights Secondary during
*the 1980-81 academic year, My teaching 1oad.wés: one Two Year Program
art class, and four Four Year Program art classes. There were no Five

Year Program art classes, although some Five Year Program students were

~allowed to take art classes at the Four Year level. Each art program

that I taught consisted of five fourty minute classes per week. The
three art projects I devetoped, that are discussed in this paper,

vere implemented with the four Four Year Program classes:

W

i
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|
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Art 141
Art 141
Art 241
Art 341

| Pféase Note: Art class designation numbers were given by N.L.S.S.

(1)
(2)

%

14 students (grade nine) - "
14 students (grade nine)

15

8 students (grade ten)

3 students (grade eleven)

Also, ctass sizes are based on year end figures, since all

students did not participate fully in the projects.

. classes fluctuated in size during the year. Due to absenteeism, some



R

16
Project One ; '

In September of 1980:1 begap the Four Year level art c]gsses
with a dist;sion of some examples of native Cahadian art, I used, as
resources, the following publications: Armstrong 1971 Brodzky et al,
1977, E11ade 1964, Hoffman 1897, Jilek 1974, Lommel c. 1967, Meldgaard
1960, Moody, Jr. 1975, Moody, Jr 1977, Morr1seau“1965 Ne1hardb>1972
Osis and Haroldsson 1977, and Vastokas and Vastokas 1973. '

In addition.to the above publicatibns, I used several screenprints
by weneebaykéok artists to illustrate my lessons. .

The objective of Project One was to expose the sﬁudentsl;o spiritual

motifs in primitive art (primarily Woodland Indian and Inuit). With

,exposhre to such motifs, the students were then required to make two

dimensional works 6f art incorporating one or more of the motifs. In
my opinion this process would lead the students toward a better under-
standing of the art of the James Bay- Cree. >

The opening three lessons of Project One 1nv?1ved discussion of
the role that spiritua]ism once p]ayéd in Indian and Inu%t life. ' I
mentioned the 1mportant roles of the shaman as spiritual medium and: gu1de,
and healer of the sick (Eliade 1964).16

In the opening lesson I spoke of how the sun, a constantly visible

\power high in the sky, couldnpossjb1y have been viewed by the ancestors

of the James Bay Cree as the manitou or great god. Together with my
classes, I looked at pictures of the fhunderbird, a mythical creature

from anciént Indian lore 'and discussed its purpose as "protector of

)17

mankind" (Morriseau 1965 We locked at professional works of art,

displaying souls in an x-ray" view of a man or an animal's body. ‘Also,
~
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we studied the peculiar spi(itual belief of reincarnation as depicted

in works diép]aying the_prbéess of metamorphbsis (a creature undergoing

[ 4 Y

a bﬁysiéa11y raddcal(Ehangé from one form to another completely
different form). ~In a fo]]ow%ng|1e§son I illustrated for my students
" the greatest influence of primifive énciqnt shamanism upon modérn day
religions, and that is the "Tree of Life" which we know today as the
cross (Farbridge 1923)18
‘ In the final lesson, using several Weneebaykook serigraphs that

depicted such spiritual motifs as the thunderbird, the x-ray form, and

T

the sundisc, .l illustrated what Andreas Lommel (1967}9be1ievés to be

&

the common thread.that links these motifs together - shamanic

.spiritualism.

Bl

Once preliminary discussion was camplete, the students began their
N .
first art assignment. Throughout this first assignment, which lasted
X ;-
for six to eight weeks, we frequently ﬁgturned to the various aspects

ofﬁthe spiritua]ism’of native art that we first talked about.

The substance of the first éssignment consisted of each.student
creating his o; her own visual image utilizing any of the native art
ideas studied in the preliminary discussion, or discovered in the works
ofep(ofessiona1 Indian and Inuit artists.

Pencil skétching on newsprint paper was'éncouraqed while each
student was searéhing for an ideé. Once a sketéh'that a studersliked7
was achieved;'tﬁen a second drawing of the idea was made on a siiteén
inch by twenty inch sheet of.cartridge paper. All students were
encouraged to colour their aketéhes or second pictures if they'%e1t that

_colour would enhance either the aesthetic effect or meaning of their

o

\, l}
' images.




18

»

The primary importance of the second picture, or second stage of
the process, was to allow students to introduce any desired alterations
to their works; using pencils and erasers, while enlarging and refining
thé images. (Quite often original ideas underwent radical changes while
going through this second stage.

I-found that original sketch ideas changed for a variety of reasons'
in the second stage. Sometimes change resulted from students exchanging
ideas with one another, At other times students would come to me wifh.
technical problems (e.g., "I can't draw a bird".) “or aesthetic problems
(e.g., "My picture looks funny. What's wrong with it?"), Most fre-
'quently, though, the students would quietly sit at their desks working
and‘re-working their ideas out on paper without giving any indication as
to why they were modifying a particular form,

Once refinement was complete, the students were then instructed
in cutting out their images using eitHer scissors or x-acto knives.
Large and middle size shapes were cut frgf the pictures. Small details
were avoided because they were too awkgfird to cut.

With the cut-outs of the second sTage pictures, the students moved
to a third and final stage. On a sixteen inch by twenty inch sheet of
bristol board, the students’arrangéd and traced their cut-out shapes,
according to the refined picture idea each person arrived at. In this
way a neater, cleaner version of the refined image was developed, Only
the details too small or awkward to cut out were re-done without stencil
aid. Deviation from the second stage image, though, at this point, was
marginal, )

The cut-out stage of this process éou]d be subs}ituted with an
acetate copy of the original sketch placed upon an overhead projector.

In that way the exact original image could be illuminated onto the final
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drawing sheet, ready for tracing. However, such a procedure, although -
faster, was not wused by the students because only one overhead projector
was available for four classes.
Since the native students of my classes are, culturally, very
different from their Cree ancestors of pre-industrialization times, I
felt it necessary to place the traditignal native spiritual beliefs, that
we discussed, into a modern context. In this way, I believed that I
would offset at least some of the criticism that the ;tudents may have
had Fegarding the existence of supernatural phenmnéna. such as: human
souls, he]ping‘spir{ts, and the Great Manitou. Therefore, one week after
- beginning Project One I conducted a lesson on research into recent claims
of supernatural experiences by ordinary citizens in the United States;

I mentioned to my classés the work of psychiatrist Raymond A, Moody, Jr.
(1§75 and‘1977)§0and psychologists Karlis Osis and Erlendur Haroldsson
(1977)?l These researchers are part of a growing body of scientists and
\?edjca1 physiéians who have, in the last several years, taken to studying
tﬁg unusual reports associated with the supernatural. The research of
these writers is based on interviews with hundreds of people who have

had "near death experiences" (Moody 1975)g2that is, coming'c1osé to death
a}thr“ough some traumatic experience suéh as injury ip a car accident, or

the 'suffering of a heart attack;k Upon resuscitation, these victims

claim to have had one or more of the following experiences while under-

going their trauma:
1. Hearing a strange noise, sometimes reported as a “buézing“.
2. Fee]ing'one's consciousness "float" out of one's own body‘,~r
3, “"Flying" swiftly through a great blackness, like a "long

darkltunnel“.

o bk
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4, Meeting a "very brilliant 1ight" at the end of the tunnel
or darkness. (Moody 19?5)23 \

[ re)ated these research findings to anthropological writing on -
shamans and the phenomena that they reportedly encountered while |
experiencing a self-induced state 6f trance (Jilek 1974).24 The main
,lpofnt of this comparison was to convey to the students the mystery of
these trance and near death experience phenomena that have only recently
begun to baffle serious scientific researchers.

[ wish to note here that through all discussions that I initiated
on this first assignment, very little verbal response was given back to
' me from i;he studen~ts. Unless asked a direct questidn, the students
tended to prefer just sitting quietly listening, which, I may add, w.as
@ characteristic of the Northern Lights.students frequently reported by
the teaching staff.

Three of the Project One art-works are i]]ustrated’here, with
comments by the artﬁts. The remainder of the Project art-works can be
found in Appendix 1. Unfortunately, not all students attended classes
. enough to give their work the time that is needed. Therefore, a number
of students could not coni':ribdte to the final coHEction displayed in
this paper. |

In order to get some idea of the kind of thought that was put into
the creation of these \pictures. as well as some indication as to thei
oriains of their ideas, 1 asked three of the student subjects to tell me

about their pictures and where they got their ideas from.

o tanne =
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~ > Student Code Name : Anna F,
e . E
Grade nine /.
Residence Moos4 Factory
) Status ) :  Part-Indian
& r
Language English
Age 15
" (See Figure #2) .
| - The inside cavity in the eagle represents life flowing
{ out, with a 1ight side and an evil side. The flowing
. movement in the wings represents grace and fluency. The
colours are morning and evening colours, to me. The
figures beside the wave-motions in the wings represent .
" power, .
: ) . I got the idea from a photograph of an eagle in a nature
' book. I think I was influenced (by) other pictures I've
seen, :
N Student Code Name Ganeb M,
. Grade nine
Residence Moosonee
Status Indian _
| Language Cree, English o -
! .
| Age 15 '
E ( (See Figure #3) _
% Picture Title: Spirits of the Sky and Water
i There are many spirits, good and bad, but thest ones
are the good ones. There are other spirits such as the
. spirits of the underground, the spirit of land (surface),
spirits of nature, etc.
To the best of my knowledge I got this picture from my
A mind,
| |
i‘x P \ '
!
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SPIRITS OF THE SKY AYD WATER

Ganeb M.

Figure #3
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Stucqient' Code Name ' - :. Pennab M.
Grade : nine
Residence : Mosse Factory
Status : Indian .

Language : : English, Cree

"

Age ' : 15
(/Séjiguﬁf’ﬁ)’ ~

(In) the content and meaning of my art .picture...
there are two meanings: (1()’ that wildlife is joined
together. For instance, the geese joined up by wings
means... a male and female put together gives ees an
of fspring. See, the bottom goose, doesn't yet have
the white chin... It's wmgs of orange colour mean

‘ he's still a young one. éz " The second meaning has

to_do with the caribou an three geese., They create

a circle to show that the geese are protectors of

one species of animal (could've used a different animal
than a caribou). Also, that wildlife is Jo1ned Tike a
family, 1iving free together.

To the best of my knowledge, I got the idea of my art

-picture from (another pi cture) that had two geese .

joined up and a fetus... in the middle; but (1) changed

¥t to... the one I drew...
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Pennab M.

" Figure #4
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Project Two:

In April of IQéi\f\Tntroduced Project Two., The p;ojéct lasted
between two and three weeks, although some students did take more time.

The grade eleven students were excluded from this project because
of other course-work demands. The project that I -gave to the grade
elevens, in place of Project Two, is describeq in the section of this
paper entitled "Special Project".

Project Iwo'involved each student drawing two pictures of’a goose,
or geese. The goose, or geese, could be drawn in any kind of situation
that the' students chose, For example,“they were told that the birds -
could be depicted flying in formétion, stipding on a shore, or in the
midst of landing. '

I chose\geese as the main subject-matter for this second assignment
because geese a}e the most ardently hunted of all wildlife in the James
Bay region., This is due to the fact that in the Fall and Spring, when
Fhe geese are in tﬁeir north or south migration, large flocks of thgm
stop to feed on the Moode River mud-flats, which are located just a few
miles from Moosonee;

The speci%ic instructions I gave to my students regarding this

.assignment were: to dFaw one realistic picture of a goose, or geese; ’
and one picture in symbo]ié Indian art, or symbolic design-oriented
fashion. I did not want to overly influence'thefspecific content or
meaning of the students' pictures, so I allowed colour to be optional

“in their drawings. - .

[ told the stqdents that in either one or both of the pictures

they may use any of the ideas that they.found in other works of art,
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provided such ideas were only used as starting points in the evolution

of their own pictures. Also, I suggested to the students that they |
consider using ideas that we had discussed in Project One. Further, I
encouraged the students to search for ideas from their own experiences

outside the school.

-

The objective behind this assignment was to have the students ‘
experience two totally different modes of rendering the same subject in “
drawing. Through"such‘an exercise the students would demonstrate that.

-

there are at least tﬁo different ways of looking at a given life-form:’
a documentary depiction (e.g., "This is a goose eating".), also described F\\\\
as the "realistic" mode; and the Woodland Indian style depiction studied
in Project One (e.g., "This is the soul of a goose‘entering the spiﬁit
world".), also described as‘the “spiritual” mode. o

The materials I suppli€d to the students were:. white 8" x 11"
office ditto paper, erasers, thirty centimeter rulers and pencils (2B

and HB).

I-decided on the & x 11" paper size because it has been my
experience that teenage art students generally seem to prefer a small
rather than a large drawing format. With two pictures required from
each subject, I wanted them to be as comfortable,wﬁth the assignment as
dbssib]e.

) In order to save time [ decided not to use the "cut-out" procedure
of the first assignment. 1 allowed the studen;; to use erasers on their
final drawings. Additionally, for those who wfshed, [ allowed them to
transfer their finished drawing ideas to acrylic paint on stretched
canvas, However, I have not presented any of these paintings in this

paper. 0Only the drawings are presented, since they were the portion of

O T
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Project Two I considered 5-mandatory assignment for all students.
The following are samples. of ‘the art-work completed for Projecf
‘Two. The entire body of pictures, submitted by the students for this

assignment, can be-found in Appendix III.

£ 3
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Special Project

The small grade eleven art class, as was mentioned eartier; did ’ ‘
not participate in Project Two. Instead, they wegé g}ven a special “
assignment.. Two of the three’students were to each create native art
paintings on a five-foot by approximately. twelve-foot canvas. The third ;
student was to make a five-foot by %ive-foot painting of the high school
sports crest. The work of tﬁe third student is not contained in this
paper bgcause his work oniy involved the dqglication an& enlargement of
a pre-existing design. | |

The class reéeived their initial instruction on Canadian native
art in Sepfember and October of 1980. Then, in thé Spring of 1981, I
had the class return to making native art. The high ;éhool needed three
large paintings to complete the decor 6f the gymnasium for the Northern \
Lights Secondary School 1980-1981 Graduation ceﬁemony. 1 hadlthe
students (except the one who was working on the sports crest) return to
native art because such styles and designs would be very much in keeping
with the rest of the decor and ceremony, I did not tell either of the
“artists," working on the twelve-%oot banner paintings, what specifically
to do. I merely gave them the theme; their, work had to be something
that could be identified as native art. ' f

The work of these two students is presented here, and also in , . ;

Appendix III with accompanying comments.,
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” Reflections and Conclusions

Upon viewing the resulting art-wd}ks from the three projects, some
questions came to my mind. Although I had introduced various asPects of
native spirithalism to the students, I wondered how much spiritualism
of the old Cree culture was still retained by the local natives.
Shamanism, the traditional mode of spiritualism in North American
native cultures (Eliade 1964)§5is believed by some to still exist in a
few isolated northern communities in Canada (Butler and Bridge 197726 and
Larmour 1967)@7‘Whi1e a resident of Moosonee, i had never encountered -
any practices that could be identified as shamanistic; nor had I ever
heard anyone speak of a shaman living in the/area. This does not mean
that spiritualism, as practiced in shamanism, does not exist in
Moosonee or Moose Factory. People involved with shamanism are usually
quite ;ecretive about such involvemenf (Butler and Bridge 1977)2.8 What
I am gaying is shamanism, if it exists in the Moosonee/Moose Factory area,

is not overt, Therefore, I have no.evidencé that spiritualism is carried

M. ¢

on through that mode.

' Even though [ did not witness or hear of any shamanistic practices
in the area, I was told of one unusual practice that, although not
mentioned as shamanic, does seem to have such an element to it. THe
mentioning of this unusual practice was made to me by a couple of my
students, in October 1980, while we were discussing spiritualism amonggt
the Cree. One of the students said that he saw his father, on numerous
occasions while out hunting, hang the bones of a bird or an animal,
(whatever had been caught), from the branches of a tree. This practice

was also apparently carried on by relatives of the otﬁer of the two

3
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students. Unfortunately, I have no documeptation of these claims, ;nd
when [ asked what the purpose or meaning of the pfﬁgtice was, ﬁeither
student knew. However, my acquaintance with literature on shamanism
leads me to speculate that such handling of the bones of "game" is an act
of reverence for the spirit of the bird or animal (Armstrong, 1971:147,

148,29 Eliade 1964, and Martin 1978%1),

The use of a tree for the
hanging of bones 1 also see as significant. In many cultures, particu-
larly very old cultures, the tree is considered an important spiritual
symbol. These cultures speak of this symbolic tree as the "World Tree" -
or "Tree of Life" (J.M., Vastokas 1977).32 For many cultures, the tree is
for Qas) the actual manifestation of their religious belief system, linking

¥
the "upper world", this world, and the "lower world" (Eliade 1964).33

If some spiritual aspects of the old culture were still being retained
by the local people, would %t be possible to fipd examples of such
rétention in the art of the community? This quéstion, actually, originally
occurred to me back in January 1981, éince it was not possible for me to ’
obtain and study the art of every artist in Moosonee and Moose Factory,

I decided that the work of my art students would have to suffice as a
regresentative sample of the Cree art of the area. Of course, the
difficulty in studying the art-work of my students for evidence of the
retaining of théir Cree culture is that I had already taught them much
gbout spiritué1ism in Indian art. By January, my influence on the subject
matter of their art-work was extensive. The only way, I felt, that I

could find out if any of their Cree culture was still being retained in
their art was to, firstly, ask the students about themselves, and secondly,

ask them to talk about theiF art and indicate where they believe that their

art-work ideas came from., I asked the students to supply information
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about themselves through a "Perso ﬁ] Information QuestignnaireJ (see
Appendix II). It was'my hope thét, through such a questionnaire, a 7
"connection" could be made between traditjona] ways _of living (e.g.

hunting:, speaking Cree language, attending "pow-wows") and the making of
Cree art in wh{éh spiritualism, from their traditional past, could be
expressed. The questionnaire lead me to speculate ﬁhét possibly the
retent{on of some significant aspects of traditional Cree culture, such ,
as those listed above, might aid jn Ietaiping their Cree art. Following
_the questionnaire, through discussion of théir own‘art-work, it was my -
hope that at least a few of.the student§ would indicate that some tra- €
ditional Indian spiritua{ism was sfi1] ongoing in their families. Perhaps
even the discussion T initiated on spiritualism may have.revived lost
memories of stories once told by anwelder relative of spirits and

medicine men, and journeys to an afterworld. Maybe, I had hoped, —

34and Lommel

pictures of shamans and shamanic art (Brodsky, et al 1977,
196735) I showed them would "spark" stories from the students of ‘similar
art’or people, encountered ]oca]iy, in their own past.

After completion of the art-work for "Project Two", I asked each of
the students to answer two questions regarding their pictures. The first
question was; “"Please indicate the content and meaning of your picture
in as much detail as you'cén". The second question was; "“To the best
of you;]knowledge, where did you get your idea for this picture?” (see
Appghdix I}I). : s

Despite the lessons I taught_on the symbolism and spiritualism of
Woodland Indian art, I hoped that in the first question I would find not
‘only that which I taught the students, but also totally new responses
regarding the students' Indian art contept and meanings. Additionally,

it has been my experience that sometimes a given work of art, containing
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symbolic motifs and arrangements, does not have the meaning that the
observer thinks it has. The artist of the work may reveal that the
artwork is different in meaning, or that there are a number of meanings
within the work, A given work of art may even contain one meaning that
is quite obvious to the obsdixﬁr, and a less obvious, perhaps even .
ambjguous, second meaning. However; all that I discovered was that the
students only talked about their %ictures in terms—bf the symbolism and
sbiritua]ism that 1 had taught them. When I checked through their
pictures, no new motifs were discovered. Everything appeared to have
been done according to the way that I had taught them. As far és )|
could discern, no motifs or meanings were being utilized from the Cree
backgrounds of the students. They appeared to have relied solely upon
that which I had taught them. ’ \

If any new motifs or meanings had been revealed, I wanted to know
where the students received such ideas from, Also, I thought that it
- was quite possible that some of the symbo1ism and spiritualism of
Indian art may already have been~fami1i$r to my Students before I intro-
duced the native ant projects. For those reasons, I decided that the
second question was necessary. As with the responses to the first
question, the students did not give any firm indication of having
received any ideas of symbolism or spiritualism from their traditional
Cree culture. Many answered that they didn't know where they acquired
their ideas from; and fairly large percentages responded that they found
their ideas in school and by looking at other pictures. Influence
. from the families of the students as an aid in creating images for
Project Two, was almost non-existent. Only one student claimed to having

¥

formed artistic ideas from such influence,
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Therefore, I found that the responses of the students to questions
about their artwork were such that there seemed to be no accurate way
of determining whether or not their project artworkg were just "re-
flections" of my lessons on spiritualism, or were actually expressions

of traditional Cree spiritualism remembered from/ their past. C—~—

M

To answer the question on finding examples jof spiritualism \\
retained in the art of the Cree, perhaps a diff%rent approach is needéd.
I taught several lessons on native spiritualism before the question of
the retention of spiritu;1ism occurred to me. Perhaps an approach
opposite to what I did is needed. It may -be that an answer to the
question can be found by simply assigning the native art projects,
without teaching the native students anything about sbiritua]ism
beforehand. Maybe, in that cése, the artwork and the ideas from which
they are spawned wou]dlbe truly from and of the Tives of these native
stgdeﬁts,”;;}te free from my influence (Jenkins 1980:26, 27)?6 Hovever;
this is only speculation on my part. In considering the proper approach,
one would also have to find out how huch the students, of a given nativg
high school, already know of spiritualism. Would they understand what
spiritualism and native spiritual art are; or would they need some
preparatory lessons? If so, how much preparation would have to be given
to the students before the teacher ran the Yisk of giving them too much?
Much has been said by educators about the theory and practice of classroom
methodology (Beechhold 1971:103and Gaitskell and Hurwitz 1970:60, 61)38
However, I feel that in the case of teaching my native art projects to
native students, the unknown area of teaching native art to native sfu—

dents, and the additional unknown of how much traditional -culture has

been retained by the families of these students, has' left me without a
/
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pat answer to the problem of propgr approach. I seg the situation as
peculiar and hence believe that w£re study is needed on the question,
“If some épiritua] aspects of the old culture were still being retained
by the local people, would it be possible to find examples of such
retention in the art of the community?" - and the bes£ approach to
answering the question, before a“serious attempt can again be made to

1

In speculation though, I think that the degree of Cree art still .

maintained by the Moose Cree population is direct]y:proportionate to the

degree that the Moose Cree have been acculturated to the modern Western
Industrial Culture. The mo;e accuiturated that the Cree are, the fewer
Cree people there will be mak1ng Cree art.

Change among North American Indian tr1bes, as they came into contact
with the encroaching Western Industr1a1 Culture, has been noted in thg“
past. The fo110w1ng(quote is taken from a study that dea]s with

accu1turat1on among a tribe of Indians from the western Great Lakes

. H
region: oo

>

A comparison was made between two groups of
Indians with the same culture background
(Woodland Saulteaux), and living on the same
river, but acculturated to different degrees -

_ at the present time,. While all these Indians
exhibited tendencies towards the same basic
type of character structure, the sample re-
presenting those who had come into closest
contacts with whites departed significantly
from the sample whose culture was most
heavily weighted in the aboriginal direction,
(Haltowell 1955:126).3

Like the Woodland Saulteaux group who had come into closest contact
with "whites", the Moose Cree have also changed significantly from their

traditional culture. In the 1980's, the Cree of Moosonee and Moose

-
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Factory enjoy many of the luxuries and technological advances of the
. L

Western Industrial Culture, For example, most of the Cree families of

the afea own one or more snowmobiles. Many of the Cree own trucks or ' j
cars. All of the Cree who hunt or trap use rifles, shotguns, and metal ‘ |
traps. All of the Cree understand the concept of money, and use the
Cénadian cu}rency in tﬁeir daily lives. The Cree of Moosonee and Moose
Factory live in houses 1ike those typical of almost any small town in

the rest of northern Ontario. As well, most of the Cree own televisions,
radios, furniture, and appliances. The list,-of courQe, could go on,

but with just these few examples it is clear that the Cree of the 1980's
are very different from the Cree of the 1880's and earlier. ;However,

one does not have to search through historical reéords, or even pre-
(higtorical archaeological records, of the James Bay LoQ]ands regioﬁ to i
nofe how“much*the modern Cree have changed from their ancestors. One has

only to meet the Cree themselves, who are still actually living in the

James Bay woodlands‘regions, away from the industrializing towns. Those :
are the Cree who are living closest to the traditional life-styles of \ 3
their ancestors, Whep one meets a Cree man'who hunts and traps for a |
1iving, and also Tives with his family most of the year in the woods,

one is meeting a type of Cree‘who is much less acculturated to Western

Industrial Culture than the Cree town dwellers are. In the Winter of

1981 I met éuch a man, Through a high school teaching staff associate‘ : ‘j

\

\sy the name of Mr. Robin Jreeman, I was introduced to Mr. Philip :

: , 40 . ’
ippeneskum 1981:pers. comm.).

Tippeneskum (Freeman and
Tippeneskum is a Moose Cree, At the time that I met him, some of

Tippeneskum's family were living in the woods. A few Tippeneskums lived !
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) in Moosonee, and I knew that one of Philip Tippenéskum's daughfers was
attending Northern Lights S}éo‘ndary S_choo‘l. From our very brief conver-
sation, it was my understand{ng that T\ippeneskum was only in Moosonee for
a short time to visit re}atives, and acquire some supplies. Being pre-
occupied by other matters, I did not have the opportunity to hear more
than just part of an account of a snowmobile trip in the woods that

‘ Tippeneskum and Freeman had j‘ust returned from. Later though, I talked
to Freeman about his snowmobile. excursion with Tippeneskum, as well as
their general asdociation as friends. Freeman told me of his amazement
at how much he was learning from Tippeneskum. Tippeneskum's great

knowledge of hunting and trapping, and lengthy experience in the woods

* (I judged Tippeneskum's age to be somewhere around sixty) was a source

of wonder for Freeman. (Freeman's age was close to forty). For example,

Freeman recounted a story of a hunting trip he had gone on with
Tippeneskum,. While they were walking along a bush trail, a bird was
observed standing on the éround along side the trail. The bird was a
spruce grouse, and it was estimated tq be almost one-hundred yards from
the two men. Both men had rifles, but Tippeneskum decided to let Freeman
sho?i: it. Since the bird was almost one-hundred yards away, it made
only a very small target, therefore Freeman tried to move in closer.
As he did so, though, the spruce grouse flew away. Then Tippeneskum
walked up to Freeman, looked at him and said; "Why didn't you shoot
when we first saw it?"

In this little story we see a fundamental portion of the traditional
Cree life-style. Tippeneskum is a marksman. This great skill with a
rifle has grown not out of some love for the sport of hunting or the

pass-time of target practice; rather, it has grown out of a need for

& o
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survival., In Tippeneskum's life, as with khe lives of other traditional
Crees, a single sprhce grouse standing on the ground one-hundred yards
away may be the only game that the hunter will see for the ent;ra day.
With the need to feed one's family, one Eannot afford to miss a single
opportunity for food. For Freeman, who is a non-Indian, a member of

the Mooéonee community, and a full-time bigh school teacher receiving

a regular pay check, the hunting incident seemed at first to be a matter
of sport. He went on that hunting trip with a "you-win-some and you-‘
lose-some" attitude, When Tippeneskum asked him why he didn't shéot,
though, Freeman realized at that moment that he had just been taught

a valuable lesson about survival in the traditional.Cree culture.

There are not many Cree people like Tippeneskum and his fahi]y left.
With the encroachment of Western Industrial Culture, hunting and trapping
through-out the James Bay region has become severely limited. The James
Bay Hydro Electric Project in Quebec is a major example of the incursion
Qf a non—C}ee culture into traditional Cree hunting and trapping
territory. I would estimate that at the present time an overwhelming
majority of tﬁe Cree people are living in permanent homes located in
one of the numerous small communit?es situated around James Bay. Among
the Cree of those communities., acculturation to the dominant Western
Industrial life-style is significantly greater than among those Cree
who spend most of their life in the woods. Logically, it would seem .
that if with acculturation-there are fewer Cree people making Cree art
in the communities, then most of the Cree artists must be out in the
woods hunting and trapping. In actual faét, though, I know of no Cree
artists who spend most of their time in the woods. A1l of the Cree .

artists that | know of are located’in communities. This i find not éo

i
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be surprising though, because as I said, most of the Cree people are
located in the James Bay communities. The only way, I felt, that I
could find out if the.t:aditional Cree Culture still maintained any
remnants of its art among the Cree people was to study the artwork of
the Cree people I had the most contact with, my art students.

In this $tudy of my students' artwork (see Appendix sections) I
found indications that the students.who still hunted and trapped, and
spoke the Cree language, generally displayed more of a “flare" for'Cree
art aesthetics than those who did not maintain such Cree Culture con-
nections. However, I emphasize'here that these indications were not
strong, and therefore it is only my opinioﬁ that the degree of Cree
art still maintained by the Moose Cree popu]atﬁon is inversly pro-
portionate to the degree that the Moose Cree have been acculturated

to the modern Western Industrial Culture.

The response of the students to the native art projects was varied.

During the discussions, the students tended to say very little: While
working on their pictures, though, I found that some of the studenfs
would frequently criticize their own work. Often the problem was tha£
those students could not think of anything to draw. To help them I
wouid show them a variety of native art pictures by professionals. 1
woq]d talk to them about the meanings within the piQtures. If necessary,
I would even discuss legends and hunting stories with them. "These
approaches to handling their motivation problems always seemed to work.
At other times.the problems of the students were technical. For
example, the students came to me with problems in determining colour
combinations, or they would ask me to show them how to draw something,

such as the wings of a goose in flight.

VUDUOREV



o S

" 48

Generally, I found the problems accompanying these projects to be

. no different than thé problgms that would arise in any of my other art
lessons. The results, however, were another matter. Since I found
their work aesthetically pleasing, I decided to display their work in
various rooms around the school., My decision met with a Qery favourable
response, as several of the students immediately wanted to know where _
I was going to display their work. While some said nothing about whether
or not they wanted their work displayed, and one student even refgsed
to let me show her picture, most appeared to enjoy having other classes
see their art-work,

The school teachiﬁg staff also.welcomed the display of these
pictures. Many of the teachers commented that the art-work helped to
"brighten up"/their classrooms.

From such student and staff responses, I have concluded that my
three native art projects were a success. However, the pictures and
data (see Appendices) that I collected on them leaves some questions,
mentioned earlier in this section, in need of answers. With the James
Bay Cree in a trgnsitt?nal culture stage moving from the old hunting
and gathering subsistence base to the new Western industrial economic
base, it is my hope that someone will persue.the answers to these

questions in the near future,
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Figure #15

COLOURED PiCTURES
Images en couleur




Figure #16

i'-im

92]
€3]
o
=}
=
O
=
s W
M
]
o
jes]
o
]
Q
o

Images en couleur




. Figure #17

COLOURED PiICTURES
Images en couleur

|
H




COLOURED PICTURES
Images en couleur




Figure #19

COLOURED PICTURES
Images en couleur




Figure #20

COLOURED PICTURES

Images en couleur

L i & e




| Mgure #21

COLOURED PICTURES
Images en couleur




.@, Figure #22

* COLOURED PiCTURES
Images en couleur




Figure #23

COLOURED PiCTURES
Images en couleur




CTURES
couleur

1

COLOURED P
Images en

<t
o
I
[
[
S
=)
-
(T




s o s S A

Personal Informapion Questionnaire

APPENDIX II

i
.
\x
i
N
[
a

. 68

RV S T

o e i st




69
# :
“ - 3 i
SAMPLE
Personal Information Questionnaire ) Page I
Name:
1. Circle.one: Male Female ’ ’ g

2. How old are you?

3. Please list“all the languages you can speak.

4. Please list all the languages you can understand,

(Y

™

What languages can your parents or guarﬂians speak?

Y0
.

[
6. What language is most often spoken at your home? -

7. Where were you born? _

8. Where do you live?

8A. How Tong have you lived there?

.4

9. Have you ever lived in the bush?

9A, If you have lived in the bush, -how long have you lived there?

LN

10. Have you ever set up any kind of bush camp before?

11. Have you ever hunted? Yes ' . No A

[ L I



11A.

12,

12A.

o

13.

13A,

14,

If yes, how often? (circle one)
a. once . b, a few times

Have you ever-fished? Yes ‘

If yes,,how often? (circle one)
a. ance b, a few times

Have you ever trapped? Yes

If yes, how often? (circle ane)
a. once b. a few times

Have you ever heard any Indian Legends before?

Page 2

.C. many times

‘No

.C. many times

No

c. many times

i

14A. If you have heard any Indian legends before, where did you hear

15,

15A. Ifﬁyes, when and where?

16.

“them from? ' (a) parents? Yes
(b) relatives? VYes
(c) school? Yes

v \V—_——

(d) television? Yes

No

No

o

No

(e) Other? (please state)

Have you ever attended an Indian pow-wow or heritage days

festival? Yes No

9

Is there anyone in your family who makes Indian Art?

?

Yes No

16A. If yes, how did that person learn to do that type of art?




17.

17A.

18,

19,

20,

21,

22,

71
Pagé‘3

Is there anyone in your family who makes Indian Crafts?

s

If yes, how did that person learn to do that type of craft?

o

. L .
Do you think vou underFtand very much about traditional Indian

Art?

—&

Where do you think you received most of your knewlédge of Indian

Art?

q -

Do you think you know very much about traditional Cree lifestyle?

Where do you think you received most of your knowledge about

traditional Eree lifestyle? ,

A

Do you think of yourself as: (circle one)
(a) Indian EEQ part-Indian (¢) Inuit (Eskimo)

. or part-Inuit
(d) Non-Native




y

3

PERéONAL INFORMATION QUESTIO&&AIRE

ANALYSTS
{

) -

I view the Personal Information Questionqaire as the instrument

through which the foundation of this study is gaged. The questionnaire

A}

- reveals a number of facts about the classes that were involved in the
. Ve . -

™

projects. |
Overall, the combined tbtal of the classes was thirty-six students
(ip January 1981 when this questionnaire was given). Of that total,
twenty (56%) of the students considered themselves Indian.* Fourteen
(39%) of the total considered themse]v%? to be part-Indian; one student
(3%) considered himself to be non-native; add one student (3%) did not
indicate into whjcﬂ categbfy he believed that hébe]dnged1 Almost
ever; student eitherAwholly or«partlylidentifieq his or her self as a

North American Indian. The statistical study also dhows thap’a large

majority of the students either still maintain, or have maintained a

" connection with their traditional native heritage.

In a statistical breakdown of the questions s;ecifically igalingh
with the traditional Indian heritage‘of the students, the‘fo]lo@ing was
revealed.** | )

A, | TWenty-three (approximhte]y'64%)*9{’the thirty-six subjects can
speak the Cree language. Two'of"the subjects {6%) indicated that
| they could speak the. 0jibway ?%nguage.

Al

* Jn order to avoid the maze of problems associated with racial
definitions, ‘I ‘let the students indicate their own racial identity.

** For an overview of the statistical information, see graph on page 75
of ‘this Appendix section. . ’

7
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Fifteen (42%) of the: gubjects indicated that Cree or a combination
of Cree and English were the languages most often spoken at home.
Twenty (56%) of the subjects indicated that they have lived in the
bush, even if it was only for a few days. Many spent a few weeks
in .the bush, one indicaéed having spent a year_ar{d a half,
Twenty-oﬁe (58%) of the s\ubjects indicated that they have set-up
some sort of bush camp before.

Thirty-three (92%) of the subjects indicated that they have hunted
before.

Thirty;four (94%) of the su\bjecté indicated that they have 'fished
at least once before, .

Twienty - two (61%) of the subjects indicated that they have trapped
at least once before.

Thirty-four (94%) of the subjects indicated that they have heard
'Indian legends before, Fourteen (39%) of the respondents claimed ~
that they heard Indian legends from thei’r own parents or guardians.
Twenty-four (67%) of the subjects indicated that they have attended
a pow-wow or native heritage dJys festival at least once before.
Fourteen (39%) of the su:bjects 1ﬁdicated that there is someone i‘n ‘
their i‘éyz\ilny, including gr?ndpare’r\fs, uncles, aunts, and brother-
or sister-in-law relations, who makes Indian art.

Twenty-six (72%) of the subjects indicated that tHere is someone

in their family, including grandparents, uncles, aunts, and brother

or sister-in-law relations, who makes Indian crafts.\

Seven ”(19%) of the subjects indicated that they believed that they

‘understood much of what Indian art is about. Five (13%) of the

A

VR UUR P4 P

A




L%

P

74

respondents claimed that they received most of their knowledge
of Indian art from their parents or guardians. One (3%) respondent
indicated that he believed he received most of his knowledge from

Indbian artists, :

Seventeen (47%) of the subjects indicated that they knew much

about traditional Cree lifestyle. Twenty-two (61%) of the respondents
claimed that they received most of their knowledge of" traditional

Cree lifestyle from their famildes.




75
Personal Questionnaire Answer Graph

(36 students)100%
95%
90%

85%
-~ BO%

(27 students)75%-

70%-

65% -

60%

55%-
(18 students)50%

45%
40%

35% -
30%

(9 students)25%-

20%
15%

10%

5%
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Abbreviations . .

Group and Number; Co

e.g., Traditional Group, first person and,

Non-Traditional Group, first person

Student Code Name
Grade

Residence

Status

Spoken Language

Hunted, trgbped, spent time in bush?

Please discuss the content and meaning
of your picture in as much detail as
you can.

v
To the best of your knowledge, where
did you get your idea for this
picture? |

T.G. 1
N.T.G. L
SICONI

—

77

Content and Meaning?

: Idea Origin?

—




e et o

NON-TRADITIONAL GROUP

N.T.G. 1
S.C.N.

' Gr.

- Res,
St.
S.L.
H.T.B.

: Anna F.

9 ¢
Moose Factory
Part-Indian
English

No

(see Figure # 25)
Conmept on SYMBOLIC picture,

1. Content and Meaning?

The picture inside is of dawn and the circle
in the water is the reflection of dawn.
a peaceful feeling.

It brings
The picture is of peace.

Seeing a lone goose and a clear dawn gives me a

very nice feeling so ! combined them,

2. Idea Origin?

I drew something that gives me a feeling and

a meaning,
one day.

I saw the sun rising when I got up

78
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. TOP AND BOTTOM: UNTITLED

Anna F.

Figure #25
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.

N.T.G.z

.$.C.N. ~ : -Banna M,
Gr. | -

Res.s, ) : Moosonee
St. : Part-Indian
S.L.°  : English
H.T.B. : VYes

(see Figure # 26)

- Content and Meaning?

Comment on SYMBOLIC picture,

The picture of the loon. The loon is the
king of a1l (because) he is the one who can
control the birds., And he is the one (who
can) talk to people. ;

Comment on REALISTIC picture,
The picture of the-geese. They are the .
ones (who) are hunted many seasons. So [ draw
a picture of some geese flying.
Idea Origin? |
Comment on SYMBOLIC picture,

The loon., I got my idea froma film I saw
(where) the Indians talk to the loon.

Comment on REALISTIC picture.

- The geese. I got my idea when [ was
sitting out in the store near Big Stone and
- geese flew gver me and landed not far- (from
. where) 1 was (sitting).

80



" Figure #26

TOP: UNTITLED.
BOTTOM: THE LOON

Banna M,

. COLOURED PICTURES
Images en couleur
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~  N.T.6.3
S.C.N. : Canna M,
Gr. LA ’10
R'es . : Moose, Factory
St. | : Indian _
s.nb, : Engﬂ‘sh

H.T.B. ¢ Yes C ; -

(see"ftgure ¥ 27)
1. Content and Meaning?
The meaning of the pictures is the spirit of
‘the geese when they are alive and when they enter
‘the spiritual worild.

Comment on REALISTIC picture.

The realistic picture is when they are alive. \

Comment on SYMBOLIC picture.

The (second) picture is when they are entering
- the spiritual world., The insides of the geese
represent it's soul entering the spiritual world,
Also the sacred part of the geese.

2. Idea Origin? - -
Comment on REALISTIC picture. ‘

The realistic picture I drew derived (from)
when at one time I was hunting the geese. (They
were) flying this way. So I got the feeling of:
the spirit of the geese and soul flying into
heaven, At the same time filled with-the spirit
of their kind. .

ows s - o - ) . R R R LI I SN PTHPRNEINI
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TOP AND BOTTOM: UNTITLED

]

Canna M.

4 Figure §27

* COLOURED PiCTURES
Images en couleur
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- N - N

N.T.G.4 L

' N
~S.C.N. : Danna M, )
Gr. , 9
Res. : Moose Factory i
St. : Indian
Y : Englisﬁ
H.T.B. : Yes h

(see Figure # 28)
Content and Meaning?
Comment on SYMBOLIC picture.

The figure of the picture is a Canada Goose.
Inside the goose there is a beaver, a fish, and
a Thunderbird, Below each wing of the goose is
_a lightning bolt, and below it's tail is a flame,
Above his head is a symbol of the seasons,

Idea Origin?

Comment on both pictures.
. .o .
They (art teacher) told us to draw about a
Canada Goose., I just drew anything that came
to mind.

ST ' .

;



@ Figure #28

TOQP AND BOTTOM: UNTITLED

Danna .

COLOURED PiCTURES
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/ .

2.

L J \ .
NT.G.5 = S
-S.ON. “r~Enna M h s
Res. Moose Factory )
. ’ . T - -

St. . - : Part-Indian e
s.L. . English o

\ ) TN

~ H.T.B. : Yes - ‘ \ T
(see Figure # 29) . -t

\ .Content and Meanirng? o N

Comments on SYMBOLIC picture.

I will tell you what this picture means to

me. First of all I will talk about the sun.

The sun itself stands for the symbol of God

?d the conteht of the sun is what He gave us,
First the four rays stand for many thmgs because

4 is a sacred number. For example; "the four

seasons, the four directions, etc. Most of

(them) deal with natural happenings. Inside

the sun is a symbol that stands for opposites -

such as night and day, female and male, etc.

Now I will talk about the oose. The design
on the goose to me means that there is a feeling
of power that radiates through the spiritual
body of the bird. i

‘ Idea Origin? . !

. The place I got the idea from was when we
were watching that interview with Sitting Bull
and part of it from my own part like the shape
of. th{goose and the designRxn‘thin it.

~
.
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TP AWD BOTTOM: UNTITLED

Enna M.

Figure #29
g
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| | )
- ' / —_—
’ ' ’ ) “ ‘ -~
N.T.6.6, T g
T S.CN : Fenna M.
T ..
~—
CGr, . 10 - .
- ’ . ) \ ) . f
Res, : Moosonee . ,
. St. : Part-Indian . ’
| S.L, : English "
( H.T.B. . . ¢ Yes, ( ; _
(see Figu;je # 30)
, 1.. Content and Meaning?
Comments on SYMBOLIC picture. ) -
o ' Shows. the spirit of the goose and its opposite P
S sexes, also ex-ray view of the female goose and-

C(it! s) eggs., These eggs are the means of new
1ife. Sun figures giving the eggs warmth.\

~ 2, _ ldea Origin? ¢ \
‘ The .ideas from tfie’ drawing came from the
s1ides which were shown (in art class). Other
ideas came from professional artists. A
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Al
’ \
4 W
I [}
12
L]
\ b ‘
.
- .
'R -
\\
o
N y
\\ ’
/ ’

PRI - . IR o oT Edin s eI g b N e N e N PR




.

TOP AMD BOTTOM: UNTITLED

ot

Fenna M.

Figure #30
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[en——

(3"

1.

2,

A "
, - . 1 e P
K BT R ;
NTGZ o, T
- . ‘Y :
S.C.NY 7 Geena ﬁff . ;
Gr. NEPERN 9‘ ( _ ) ‘
Res. “ : Moosomee - - ] Sy
st. . i Part-Indian . S
s.L. + ¢ English, Cree, French® -
.. H.T.E. : No , X ~—
' N ot 9
. (see Figure # 31)
Content and Meaning? - Y
Comments on SYM86LIC picture, = o

The content and meaning of_the-picture is
very simple, It has a bird along with a circle
and the four diréctions (south, north$ east and *®
west). And since the goose head is pointing- ‘
to the top of the page...it is flying nonth.

‘Idea Origin?

I got my idea from the show we saw on $itting
Bull. *e said the number four is very sacred
to them (Sitting Bull's people). Everything
comes in fours he said - four seasons, four

directions, etc,
.
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TOP AiD BOTTOM: UNTITLED

Geena F.

Figure #31
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" N.T.G.B ‘ ‘ L e e

S.C.N., : Hanna M. -
Gr. - 9. o
Res. -+ Moosoriee o o

St., ©  : Indian . & |
S.L. : English - -

HIB. . 1 No L
(§ée F"Iéur‘e#.'32) \ ,\ L .

L ey S U i ot e

o

-. 1, Content and Meaning? S
Comments on SYMBOLIC picture. ' '
- s The spirit‘goose is rising ‘to'-join the spirits
. ‘ in the sky. The goose is shown in {ts'spirit
. . - form. The ex-ray view (shows) the soul of the
.o . goose, , o
" 4 2. -ldea Origin? . ' = ' ,
. + « " ' .
- .1 got this 1idea from my head. 1 thought it
would look nice with all the T1ines shown in
colour. "
. - e "
.2 ‘ e -
S - A L ) . ’
,“ ) v
. ,. ‘ ) “ | |
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TOP AND BOTTOM: UNTITLED

\ : Hanna M.
Figure #32 : :
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\ ’ , ' .
_"\' . \ ‘ - - 94.
. . - , et ~\] ) - \‘
. NT.G.9 o e
S.CLN. : lana M. - L ¥ -
6ry S T R ] -
Res. : Moosonee . . o “~
st. | "+ 'Part-Indian IR S
T owsl. T . .1 English ‘
2 * . N . ‘° . ‘ ) 2 ?
. H.T.B, .+ Yes ‘
| (see Figure .# 33) -
1.7 Content and Meaning? ) ; | \ ’

Comments on SYMBOLIC picture. . j ‘

The picture 1s about a Canada Goose with-
‘ spiritual life in it, As you. can see...the
«  (shaped) lines (used) in it (are to) show
* 7 power. The sun. (Symbol shows). the spirit life,
"~ which* 1ives 1hside of the goose.-

L4

2. Idea Origin?

1 got the idea of the Ganada Goose by
Tooking at how they fly. 1 got the. idea of
the spirit life inside the goose by seeing other
Indian art pictures of spirit life,

1T e St v b e el A VRESE s A AR DLW
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TOP AUD BOTTOM: UNTITLED

Iana M.
Figure #33
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i . ;
| | " N.T.6.10
' SRR S.C.N. . : Janma M.
Gr. : 9
T Res. . :  Moosonee
st. - t Part-Indian
: - S.L. : English
| .. HTB. i Yes
; ) ' '
/ ) ‘(see Figure#:34)
: ' 1. /Content and Meaning?
' ot . Comments on both pictures,
o, [ just drew the picture.
| ~ T 2. Idea Origin?
“ - S
R A I got the pfcture from myself,
M '/ ‘ ~ .
L N .
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Core v i
.

N.T.G.11 N

CSCN. : Kenma M s ’
Gr. .9 .

- Res. . Moosonee ’ " .
St.” : Indian
Sl ° . English ¥

. H.T.B. : Yes S 1

,'(seg Figure # 35)
1.. Content and Meaning?
Comments on SYMBOLIC picture,

The meaning of the picture’ is that (this) goose
is like the'leader (or) king—of the geese. :

2. Idea Origin? .

I just thought of the idea to draw the goose
this way. . o

I’

]
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TOP AiD BOTTOM: UITITLED

Kenna M.

* Fiqure #35




. T T,

\ 100
1 -
“‘E&T'G 12
S.C.N, : Lenna M,
Gr. | v 9 °
Rii; z | Moosonee N | | )
St. ‘ : Part-Indian : -
S.L. : Cree, English ’

HTB.. ot No
)’
(see FigureNg 36). . g

Content and Meaning? ‘
Comments on SYMBOLIC picture.
- My picture means that a goose is flying north

for the summer. The globe tells you the directions
he's flying. Ong side of the globe.is darkened
(just) to tell yguathat that part is night The -
opposite side is day.

Idea Orlg1n?

[ got the idea by seevng the geese flying over
Moosonee to go north for the sumper, )

L T T St a o eavAe B | N G eAs Wt e o ot
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TOP *AND BOTTOM: UNTITLED

¢

" Figure #36.

Lenna 7.
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AN
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<~ N.T.G.13
> S.C.N. @ Menna M, . “
¥ . - Vel ’
/ Gr. : 9
- Res., :. Moosonee . , | : ;
( e L . :
- St. ¢ Part-Indian ,
. . \ \ . . ;
. - S.L. .+ English ~ | . .- S
Ped HOTQB.‘ . : Yes . .‘ ;
) (see Figure # 37) . - _ T
;o No comments on piltures. o
_ : o
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TOP AND BOTTOM: UNTITLED

Menna M.

Figure #37
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. . ,
o N.T.G.14 N
_S.CiN, : Naonp F. )
Gr. SRR -
. Res. - : Moose Factory k
¢ 'St',' ' : Part-Ind#?h e -
5.L. © . English
IR XY : No
(see Figure # 38) ' : ' ¢

1. Content and Meaning?
Comments ‘on SYMBOLIC picture,

The content and meaning of this picture is - .
that there are a flock of geese flying north. * -
As you-can see I've shown the four directions -
in a circle, (north, south, east and west),

2. ldea Origin?
I got the idea ﬁhen.I;just drew a symbolic
goose. Anhd got the idea of the geese flying
north, ) . !

1




TOP AND BOTTOM

Wanna F.

COLOURED PiCTURES
Images en couleur
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R | -
TRADITIONAL GROUP
T.6.1 -~ |
) S.C.N. : Anneb-F, ]
| Gr. 9 ~
Res, ¢ Moose i—'actory“: oo
‘ St: ~ ¢ Indian L )
: _S.L. : ‘cree, 0jibway, French, English -
H_.'l".B. . Yes .
’ {see Figure # 39)
1. Content and Meaning? .
Comments on SYMBOLfC picture, -
The symboﬁ'c picture means that the goose‘is.
L flying north, His spirit is quiding him home
_ ~ : to the wilderness of the north. " )

2. Idea Origin?
' 1 fofmed it in my head. Thought of it myself.
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" "Comments on SYMBOLIC picture.

R R T,

108 )

T.G.2 . v , ’ ) '
$.C.N. : Benneb M. . '
I~ . ' ’
Gr. : 10 ' '
Res. « 1 Moosonee \ f
St. : Part-Indian N ' -~
- S.L. : English, Cree
~_
H.T-B" M YeS‘\\

(see Figure # 40)
Content and Meaning?

Content - the small bird in the goose means:
there's always another 1ife to live.
4- the ine surrounding the picture
means that everything belongs in one
place, .
- bird does not touch water,...
%

Idea Origin?

I got this idea when [ went out hunting one
week,

~ PleasegNote: Benneb's symbolic picture was done in pen.

He preferred using a pen to draw with,

T




TOP AND BOTTOM: UNTITLED

Benneb ii.

Figure #40

COLOURED PiCTURES
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T.6.3

S.C.N. :  Canneb F.

Gr. 9

Res. Moosonee-

St. Indian

S.L. : ~English, Cree
H.T.B. : Yes

(see Figure # 41)

Content and Meaning?

Comment on SYMBOLIC picture.

The symbolic (picture) I drew means something
1ike the goose is flying from the south and is
going to the north. [ made the goose go north
so (it) could provide food for the native people.

Idea Origin?

" Comment’on both pictures,

I thought of this myself, I didn't look at
any books, but I was looking at the morning (art)
class (work), and .the grade ten's drawings, so

T got a little bit (&f.-help) from them,

A



TOP AND BOTTOM: UNTITLED

Canneb F.
Figure #41

COLOURED PICTURES
Images en couleur




B

- ek e vy

PPRE

TG4
» SN, : Denneb F.
Gr. -0 9

Res, - : Moose Factory
"st. , ¢ Indian
S.L. | <ol English Cree, 0jibway
H.T.B. ',7: Yeg
(see F1gure # 427 | .

1. Content and Meaning?i
Comments on SYMBOLIC picture.
Well, it. shows the four directions.

2. ldea Origin?’

ﬁél] I really didn't get this idea from

anywhere I just drew it.

112 -



TOP AMD-30TTOM: UNTITLED

~

Denneb F.

.

Figure #42

COLOURED PICIURES
imapes en couleur




2.

“S.CuN. r :, Ennab M.

r .

Gr. <10 .
Res. . Moose Factory s
St. ! : Indian

SL | : English, Cree
H.T.B. : Yes ]

(see Figure # 43)

Content and Meaning?,k '
L - . . .
Comments on SYMBOLIC picture, .
Well, there is the sun, "Great §pi‘r1‘t", and
the four directions. *(The picture) also shows
the geese. south, and the leader .of the geese
has a spirit id/him to show that he is a real
leader. / v .

Idea Origin? . . 3

« Well, I just made it up and thought (of)
spiritual (things) 1ike the sun and the leader
of his people. .

© s TR s RERAEEM AL p r mE o) o wwaet ISR TR TR
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Ennab 1.

ngure #43

COLOURED PICTURES
images en couleur
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T.6.6

S.C.N. ' : Feneb M,

Gr, : 10

‘Res. : * Moosonee *
st, . Part-Indian
S.L. ' : English, Cree

\

H.T.B. : Yes

(see Figure # 44)
Content and Meaning?.

Comments on SYMBOLICLpicture. -

This picture is about a goose who had been
shot by a bow arrow. It's spirit rises to the
sun-god so ‘that it will be able to come back
when the shaman prays to the sun-god for more
food for his people. ,
~ The lines around the spirit of the goose (are)
to protect it from the underworld gods. If the
underworld gods (break) the protecting lines, the
goose will be trapped in the underworld forever
and it wm. never come back to earth.

Idea Origin?

I. got this idea from the other picture that
I did in September, But instead of using the lines
as a close relationship to sun, I used ‘them as a
Protector from the underworld gods,
The branches...coming from the protecting 1lines
. are there just to let the person know that the .
spirit of the goose came from that dead 'goose.‘

A
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Figure #44

TOP AdD BOTTOM: UATITLED

Feneb M.

COLOURED PICTURES
Images en couleur
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T.G.7

- S.C.N,

Gr.
Res.
St.
S.L.

"H.T.B.

-
.

)
.

4

Ganeb M,

. .
Moosonee
Indian

Cree, English

Yes

(see Figure # 45)

Content and Meaniﬁg?

Comments on SYMBOLIC picture,

. . Idea Origin?

The meaning of this picture is that (there)
is a goose which represents...evil, and is (being)
taken so that it can be tortured by the god.

!

To the best of my knowledge I got this

picture from thinking,

118



f 5

Figure #45 |
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TOP AND BOTTOM: UNTITLED

Ganeb M.

COLOURED PICTURES
Images en couleur,
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© T.6.8
"S.C.N.~ .. : Hannab F.
.Gr, ‘ : 9
Res.. ' : Mooég Factory
;St. : Part-Indian -
S.L. ~: English, Cree, French
'H.T,B. . Yes
v (see Figure # 46) ‘ LT -
1. Content and Meaning? E '
- Comments on SYMBOLIC .pictuore.
My ;‘Jicture shows t;.wo spirits. One is leaving
the earth (the larger circle). The smaller one
represents a heavenly place of eternity. The
title is "Set Free". ‘ -
o 2. Idea.Origin?

It just came to my mind once I started. I
"had no idea what I was going to draw. ...

. < | . . ™~ b . "™ . .
A N e ety " AN T . MO e B A




. - TQP: SET FREE

30TTOM: UNTITLED

Hannab F.

t

| || Figure #46

COLOURED »icTumes |
Images en couleur '
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- T.6.9° \
S.C.N.  ~  :3laneb M,
’Gr. | 9 i ¢
AN Res. Moose Factory
) St. : Indian
S.L. | : Cree, English, French
H.T.B. . Yes ST

(see Figure # 47)

: 1. Content and Meaning?

2. Idea

Comments on SYMBOLIC picture.

My picture of a goose means, generally,
what the title says, and that is "The Circle
of Friendship". When the Canada Goose comes
to James Bay it brings with it a feeling of
peace and friendship; and I thought to myself,

- what could portray friendship more than *

almost anything else, so I drew a circle in
the design. The circle gives the picture a

“look of “togetherness"‘

0r1g1n? ~ ‘

To the best of my knowledge 1 got the idea
from my last picture, but added a few touches,
and (it) turned out alright.
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COLOURED PiCTURES
mages en couleur
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1.6.10

S.C.N. - : JanebHM.
Gr. : 9
. Res. . : Moose Factory
\\St. : Part-Indian
3.L. :  English, Cree’
H.T.B. : Yes ’

(see Figure # 48) .
Content and Meaning?

Comments on SYMBOLIC picture. .
It's a picture of a goose showing day
and night.

Idea Origin?
I just thought §f a goose with flamed
wings and (inner) organs (representing) day
and night. '

124



TOP AND BOTTOM:

: net; M.

COLOURED PICTURES
Images en couleur
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. T.G.11 - -
TSN ;. Keneb H. - .
‘/Gr‘. 09 | . -
¢Res, . : Moose Fagtory’ : . Lo,
st. : Indian .~ . o R
S.L. : English, Cree = .. ’
. HTB. . % Yes Y
- (see Fi gu}'e # 49) ) ’
.1, Content and Meaning?
Comments on SYMBOLIC picturé. . -
It means nothing. It's just a design, . | ,
Just a spdritual picture of a gopse.- ) i
-2, Idea Origin? - ‘ '
' From other pictures, and 1 made my own
design. - - .
g :
T~
Y i -
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TOP AND BOTTOM: UNTITLED
T

sxeneb 1.,

Figure #49 .
g

COLOURED PICTURES
Imapes en couleur
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- ; ¢
T.G.12 .
S.C.N. : Leneb M.
Gr. ¢ g ' . -
" Res, * : Moose Factary '
) .
St.. :  Indian
S.L. . English, Cree -

r

H.T.B. = ° : Yes
(see Figure # 50) ° o
1. Corftent and Meaning? -
Cémment on SYMBéE%C picture.

- The death of a great warrior.

., - the Indian head (means that) when (he is) dead ~ -
he turns into an_animal or bird. The white goose
symbolizes...the spirit of the dead warrior. The
red means that he has seen (a lot), of his people
killed in fights for their land.

2. Idea Orfgin?
»

No comment,

»




Fi‘ure #50

TOP: UNTITLED

BOTTOM: THE DEATH OF A
GREAT WARRIOR

Leneb M.

COLOURED PICTURES
Images en couleur
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o ¢
T.G.l‘3 )
' SCN : ‘Meneb M.‘ -
Gr. ¢ 9
Res. ¢ Moose Factor:y ' ;
| \ St. : Part-Indian
N " S.L. : English, Cree - |
H.T.B. ; Yes ;
- (see Figure # 5¢) “
' 1. ' Content and ﬁeaning? w.
, | No comment.
. 2. Idea Origin?- ”
Conment on b,oth pictures.
1 got the ideas from my grandfather. Hé Tikes'
- : . " to draw a lot. . \
N & \
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TOP AND BOTTOM: UITITLED

Meneb M.

Figure #51

COLOURED PICIURES
Images en couleur
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(see Figure # 52)

132

T.6.14
S.C.N. : Nannab'M. ‘
Gr. : 9 ' o, -t
Res. | : Moosonee v
s Indian 4 :
s, : English, Cree, |
H.T.B. :Yes |, ?

é

Content and Meaning?

- s 5w -

Comment on REALISTIC picture, 7

(The picture reminds me) of a goose flying
1ow out at the Bay on a good hunting day. (There .
is an island far off).

o

Idea Origin?

et i 3+ iz e Sk 8 R

Comment on SYMBOLIC picture..

The goose was (from) my own imagination. (I
was) just experimenting until it turned out
(this) way .

- ~The sun (design) I have seen other people
draw before..,

s b
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Figure #52

TOP AND BOTTOM: UNTITLED

Nannab M.

COLOURED PiCTURES
Images en couleur
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. (see Figure #53)
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76,15
S.C.N. : Onnab M,
Gr. - -
Res. - E Moose Factory ,
St.. : Part-Indian '
S.L. ':' English, Cree
H.T.B. : Yes |

Content and Meaning?
Comments on SYMBOLIC picture.

- {1t is) a picture of three geese flying high
in the sky.

Idea Orfgin?
{ ~ .
I (thought) of‘drawing‘geese....

~'[ :‘ﬁ ) ’
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TOP AND BOTTOM: UNTITLED

Onnab M.
Figure #53

COLOUREDZ PICTURES
Images con couleur
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'T.G.16
5.C.N. ": Penmab M., o P
Gr. H "9 . .
Res. . Moose Factory ‘
St. : Indian ‘
S.L. . : English, Cree
. H.T.B. : Yes

(see Figure # 54)
.1, Content and Meaning?
~ Comments on SYMBOLIC picture.

: ) The meaning of the Indian art picture of the
.- v two geese is ‘that geese are considered (around
the M.F. and Moosonee area)...kings of the air,
since we have a lot of them. It also may mean .
‘ that the geese are gods of flight, sinece (they
© o C can) fly higher than any other bird.

2/ Idea Origin?
) I got the idea from just remembering (the

way geese looked) in flight. The content inside
the geese is from (observations of) other designs

- o . (that looked similar).




TOP AiID BOTTOM: UNTITLED

Pennab M.
Figure #54

COLOURED PiCTURES
Images en couleur
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" SPECIAL PROJECT

S.C.N. :  Annic M,

Gr. - . : 11

Res, ¢ Moosonee

St. : : Indian

S.L. : Cree, Eng]isﬁ

H.T.B. : Yes (Traditional student)

(see Figure # 55)
Although Annic is from a traditional Cree background, he has had

art training and substantial influence from various sources. Annic;

in addition to having taken three consecutive years of high school art
instruction, has recently taken a summer art course at the Art Gallery

of Ontario, and has, on occassion, workedﬂnith a few of the Weenaybaykook
Indian artists. From his formal education, Annic is aware of some of

the spiritual meanings behind Canadian native art, One of the several
topics on spiritualism in native art that was discussed with the grade

eleven art class in the Fall of 1980.was the concept of metamorphosis.

'Metamorphosis entails a radical change of a form from one shape to

anothér. In Annic's picture we see a spirit who's body is partially
metamorphosed into a fish, a b{rd, and a serpent. 'A spiritual connection
to”Gitchi Manitou, or God, is implied by the linear connection of the
spirit being to the sun symbol. This description is essentially what
Annic had to say about the painting, Annic did not claim that there

was influence from any part of his traditional background. The influence
on_Annic, at least in the creation of this picture, was primqri]y from v

his formal education. ’
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UNTITLED

Annic 1.

Figure #55

COLOURED PLCTURES
imapges en couleur




SPECIAL PROJECT ; 'L
S.C.N. > : Bennic M.
Gr. ' ;1

Res. ¢ Moose Factory ' '
st. ¢ Indian " ‘
S.L.- ; English, Cree :
) H.T.B. : Yes (Traditiorial studeﬁt) “
(see Figure # 56)
¢ Bennic is a Cree Indian of traditional background:ﬂ He has had
three years of high school art.. I do not consider Bennic to be
. | gifteq. Instead, I estiméte Bénnic's ability as an artisp to be_about’
average, }or he usually requjred guidance and assistance in situ;fionsu
. where a ski]]ed and creative student would not héve. The general
composition of the Figure 56 artwork-is Bennic's but he did not
3 associate it with any’particu1ar jnf]uencex. As for the "x-ray" view
of the inner o;gans of the birds, I must claim ta be the influential
factor, for I gave instruction’ during the Fall, on thisgxopic and its )
associated meanings to.Cree Indians.
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UATITLED

Bennic M.

Figure #56

COLOURED PiCTURES
Imapes on couleur
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* Symbolic- Pictures:
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1. Please discyés the content and meaning-of your picture in

as much detail as you can. ~

Traditibnal

Group
. | Num@®r of
Response Respondents
‘a. S{mp1y a designed picture of geese: 2 l
b. Symbol of supreme bird(s): 4
c. 'Synbol of human spirit: 1
d. Symbol of a bird spirit: 2
e. Symbol of good and evil: )
f. Symbol of day and night: 1
g. Symbol of peace and friendship: 1
h. Symbol of reincarnation, 1ife, or. ,
eternal life: o o 2

i. Symbolic number "4" (the World): - 2

3. Sympol of food: , 1

Realistic Pictures:

k.” Simply a picture of geese: ' 1

1. No comment on either Symboltc N

or Realistic pictures: 1

TOTAL GROUP | , .16

<

Non-Traditional
Group

Number of
Respondents

.5

2

1.5
0
2.5 .

2.5

14.

- Note: - .5 means subject's responses fit into two distinct categories.

¢
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| Symbolic Pictures:

144

2.

To the best'qf your knowledge, where did you get your idea for

this picture?

c

Traditional Non-Traditional
Group Group
: ) . Number and Percent Number and Percent
Response . of Respondents of Respondents
Observing Nature: 1 (6%) 2 (14%)
School: 3 (19%) ‘ 4 (29%)
Family: 1 (6%) ' 0
Other Pictures: o 2(138) - 1 (7%)
Don't Know: (including "in , '
my head" and "thinking"): 8 (50%) . 5 (36%)
No Comment: 1 (6%) 2 (143).
) , .
\
Total  Group ' " 16 (100%) 14 (100%) °
.\
.
. .
. . L

B
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Realistic Pictures:

2. Idea Origin?

o

Response.
a. 'Observing-Naturgu
b.  School:
"Ce Family:

d. Don't Know:

e. No Comment:

A

Total Group

145

‘."‘a‘:

Traditional - Non-Traditional
Group Group

Number and Percent '~ . Number and Percent
of Respondents

of Responderits

0 2 (14%)

1 (6%) 0 ‘

1 (6%) 0

0 - 2 (10)

14 (88%) 10 (72%)
16 (100%) 14 (1003)
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When I studied the artwork of'the students I designated to be
in the Traditional Group and the Non-Traditional Group, I found that
the work of the Traditional Group was, generally, more pleasing. My
judgement was based upon a purely subjective 1ist of values. Those
values were: strong design, good contrast, sureness of Tine, good
balance, and originality of concept. Since this study is subjective,
the following data cannot be considered scieﬁtifica]]y based, or con-
clusive, However, 1 do feel that the data does serve as a "sign-post"
indicating a valuable direction that future native art education
researchers may explore. Specifically indicated here for future
research.are the following questions: Are there better artists among
native people who still retain much of the traditional Tifestyle of
their native culture than among those natives who do not? In what way,
and to what degree does the retention of the traditional culture affect
a native person's art? Of course, there are numerous problems and
details that would have to be worked-out and solved before those
questions could be answered, For example, one wou]d’have to define
the term "better artists", and devise an appropriate criteria for
the determination of such, Also, a criteria would have to be formu1atpd
for the proper assessment of acculturation (to Canada's Western ‘

Industrial Society{ among a given group of native people.

Symbolic Pictures

From the Non-Traditional Group seven (50%) were found to be of
good quality. These pictures are: N.T.G.1 (Anna F.), N.T.G.2 (Banna
M.), N.T.6.3 (Canna M.), N.T.G.4, (Danna M.), N.T.6.5, (Enna M.),

4
i
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N.T.G.6 (Fenna M.), and N.T.G.8 (Hanna M')t
From the Traditional Group thirteen (81.25%) were found to be
of good quality., These pictures are: T.6.2 (Nenneb M.), T.G.5 (Ennab
M.), T.G.6 (Feneb M,), T.G.7-£$aneb M.), T.G.8 (Hannab F.), T.G.9
(Ianeb M.), T.G.10 (Janeb M.), T.G.11 (Keneb M.), T.G.12 (Leneb M.),
T.G.13 (Meneb M.), T.G.14 (Nannab M.), T.6.15 (Onnab M.), and T.G.16
{Pennab M.). |
In comparing the N.T.G. with the T.G. we see that a greater
number, a]ﬁost twice as many, of the T.G. subjects produced good
quality symbolic pictures. Although the T.G. is larger than the N.T.G.
by two people, still the percentages supboré the T.G.'s greater number

.of artists who produced good quality pictures, than the N.T.G. A

Realistic Pictures

From the Non-Traditional Group four (28,56%) were found to be of
good quality. These pictures are: N.T:G.1 (Anna F.), N.T.G.3 ﬁCanna M.),
‘N.T.G.4 (Danna M.), and N.T.G.6 (Fenna M.).

" From the Traditional Group three (18.75%) were found to be of
good quality. These pictures are: T.G.5 (Ennab M.), T.G.9 (Ianeb M,),
and T.G.13 (Meneb M.). ‘ '

Unlike the comparison of the number of good qua]%ty symbolic
pictures produced by the two groups, in which a fairly significant
difference was discovered, no significant difference can be found here.
Four subjects from the N.T.G., and thrge from the T.G. produced good

quality realistic pictures. In addition to the difference being only

slight, the numbers involved are quite small.



