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ABSTRACT

The Stone that Cracked the Wall between the Institution and the First Nation Artist:
the National Gallery of Canada, 1980-2008

Jacinthe Soulliere

The official mandate of the National Gallery of Canada's is to “develop,
maintain, and make known, throughout C‘anada and internationally, a collection of
works of art, both historic and contemporary, with special, but not exclusive,
reference to Canada.”' The broad inclusiveness of this mandate notwithstanding, it
was not until 1986 that the National Gallery acquired its first contemporary
Aboriginal work of art, Carl Beam’s (1943-2005) The North American Iceberg
(1985). This thesis outlines the National Gallery’s history concerning the collection,
display and dissemination of contemporary Aboriginal art. Its title refers to a speech
made in 1994 by a member of the Society of Canadian Artists of Native Ancestry, the
driving force behind the inclusion of Aboriginal art in the National Gallery’s
permanent collection and exhibition schedule.

An outline of criticisms toward Canada and its art museums from the 1950s to
the 1980s highlights the lack of dissemination and display of Aboriginal cultural
production. An analysis of the current state of Aboriginal art at the National Gallery
and the changes undergone by the institution question whether or not it has been
successful in being more inclusive of the artistic production of Canada’s First People.
Questioning the National Gallew’s motives in terms of Irit Rogoff’s notions of
strategies of compensatory visibility, the enactment of loss, and the staging of cultural
encounters will bring to light the institution’s apparent success or failure. Institutional

change can be influenced by many factors — individuals such as curators, politics and

! National Gallery of Canada, “About the NGC,” http://www.gallery.ca/english/91.htm
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world events. This thesis highlights key factors that affected change at the National

Gallery concerning their ambiguous relationship with Aboriginal art.
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PREFACE

This thesis focuses on the National Gallery of Canada’s collection, display and
dissemination of contemporary Aboriginal art from 1980 to 2008. The term
Aboriginal is frequently defined as including First Nations, Inuit and Métis. However,
I have chosen to use the alternate definition delineated by the National Gallery’s
decision to separate Inuit art from First Nations and Métis, both physically within the
galleries and on its website. Inuit art has had its own gallery on the ground level of the
National Gallery for numerous years, and despite the fact that it contains.
contemporary examples, its separation continues to be maintained. The Inuit
collection was significantly augmented in the 1980s and 90s by two Friends of the
National Gallery members, Dorothy M. Stillwell, M.D., and M.F. Feheley, along with
Indian and Northem Affairs Canada. Nevertheless, a few works by Inuit artists have
been mentioned in this thesis because of their inclusion in contemporary exhibitions.

Having worked as an Information Officer at the National Gallery throughout
my undergraduate career (2001-2005), I was privy to several conversations with staff
concerning the installation of historical works in the existing Canadian art galleries.
Having taken courses on museum representation and the “other,” as well as courses
on contemporary Aboriginal art, I became curious about the National Gallery’s
history in this sphere. This prompted me to do an internship at the Museum of
Civilization as well as the Montreal Museum of Fine Arts, each undertaken to expand
my knowledge of various other Aboriginal art collections and their display.

As a graduate student at Concordia, I was able to tailor several of my term
research projects toward the history of contemporary Aboriginal art in Canada and the
Society of Canadian Artists of Native Ancestry (SCANA). This allowed for

clarification of the direction I would take with my thesis, as well as the decision to



rely heavily on interviews and primary sources. In retrospect, I hope this thesis will
highlight the National Gallery’s relationship with Aboriginal art and SCANA’s major
influence in bringing about change within the institution. Scholars and students can
use this case study as an example of how an institution, which was cnticized for its
exclusion by the Abonginal arts community for decades, was able to analyse its

position and implement changes.



INTRODUCTION

We have finally come to a point in our history as First Nations of

sharing our art as a contemporary expression, derived from our

cultural memory — our hidden history: a composite knowledge of icon,

symbol and concept; of interpretation and visioning; of

experimentation and experience; of movement, and of new creation —

ever aware that we take responsibility for our creations, to guard them

and to use them well.

- Joane Cardinal-Schubert®

Canada’s major public art museums did not play an active role in the
collection, exhibition, and dissemination of contemporary Aboriginal art in Canada
until the 1990s. Their initial involvement was cautious and limited, especially in the
case of the National Gallery of Canada. This thesis provides a detailed analysis of the
National Gallery’s representation of contemporary Aboriginal art and the role artist
activism played in initiating change within the institution. The first chapter is an
analysis of reports from the 1950s to the 1980s that highlighted the need for the
representation of contemporary Aboriginal art and craft in Canada. This is followed
by a historical chronology of the National Gallery, including its mandate, exhibitions
and acquisition of Aboriginal art, which outlines the institution’s ambivalence toward
Aboriginal art.

The second chapter focuses on the conferences and symposiums that initiated
the creation of the Society of Canadian Artists of Native Ancestry (SCANA), a lobby
and advocacy group formed in 1985. The annual meetings held by SCANA as well as

meetings and communication with employees at the National Gallery are presented

chronologically. This premises their actions toward the National Gallery and

% Joane Cardinal-Schubert, “A Passionate Paper,” reflection paper written for Heritage Canada, 2002,
http://www.expressions.gc.ca/cardinalpaper_e.htm
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demonstrates how their continued efforts led to the acceptance of Aboriginal art into
the cnitical forum of the National Gallery.

The National Gallery’s acquisitions, exhibitions and mitiatives from 1992 to
2008 are discussed and compared to what had occurred previously in chapter three.
An outline of the initiatives taken by key individuals at the National Gallery
highlights the changes that occurred between 1980 and 2008. With several solo
exhibitions of esteemed Aboriginal artists, and the new Department of Indigenous Art
founded in 2007, the National Gallery has undergone critical transformation. This
chapter also raises the question: has the National Gallery successfully evolved into an

inclusive and sincerely representative institution?

Historical and Social Context

The Government of Canada’s policy of assimilation of Aboriginal people is no
secret, particularly in the wake of Prime Minister Stephen Harper’s recent apology to
former students of Indian Residential Schools on June 11, 2008. These policies have
existed for over a century: the Indian Act of 1874 was “federal legislation designed to
regulate elements of Indian life on ‘reserves,’ including those remnants of land that
remained under Indian control. On April 19, 1884, assent was given to amend the act
to prohibit the potlatch” and the Tamanawas dance.® Section 149, which soon became
known as the “Potlatch Law” had a profound effect on the artistic expression of

Aboriginal people in that it “forced the artist either to find other ways to express his

3 Tom Hill, “Indian Art in Canada: An Historical Perspective,” in Norval Morrisseau and the
Emergence of the Image Makers, eds. Tom Hill and Elizabeth McLuban (Toronto: Methuen, 1984), 13.
The potlatch is a “ceremony among the west coast tribes that involved giving away possessions,
feasting and dancing, all to mark important events, confirm social status and confer names and for
other social and political purposes. Tamanawas dances were equally complex west coast ceremonies
involving supernatural forces and initiation rituals of various kinds, many of which were repugnant to
Christian missionaries.”

Canada, Royal Commission on Aboriginal Peoples, “Report of the Royal Commission on Aboriginal
Peoples,” (Ottawa: The Commission, 1996), Indian and Northern Affairs Canada, http://www.ainc-
inac.gc.ca/ch/rcap/sg/sgmm_e.html
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creativeness or to conform to the prescribed artistic forms established by Euro-
Canadians.” Under Section 149, “an enormous amount of cultural property was
seized and sold, including wampum from the traditional governments of the Six
Nations Confederacy and ceremonial objects from the nations of the Plains.”

In 1930s and 1940s Nativg leaders forcefully lobbied for drastic revisions,
which were later passed after the 1946-48 Joint Committee presented the results of
their hearings and investigations in 1951.° Whole sections of the Indian Act, such as
the prohibition of traditional dances and appearing in exhibitions and stampedes, were
removed when it was revised.'! In the years that followed, several other
recommendations of the Joint Committee were implemented. In the 1950s “a co-
operative effort was undertaken with the provinces to extend provincial services to
Indians.”® In 1966 Harry Hawthom, then-anthropology professor at the University of
British Columbia, presented a radical new vision in 4 Survey of the Contemporary
Indians of Canada: A Report on Economic, Political, Educational Needs and Policies.
The Report suggested abandoning “assimilation as a formal goal of Indian policy.
Instead, and in keeping with its view that Indian communities were already part of the
provinces in a jurisdictional as well as a physical sense, it proposed building on the
band council system to prepare reserve communities to- become provincial

municipalities.”9 This system was later adopted but has been largely unsuccessful.

* Ibid.

5 Sherry Farrell Racette, “Confessions and Reflections of an Indian Research Warrior,” in Material
Histories, (University of Aberdeen, 2007), 57.

¢ Gerald R. McMaster, “The Politics in Canadian Native Art,” in Mandate Study 1990-93: An
Investigation of Issues Surrounding the Exhibition, Collection and Interpretation of Contemporary Art
by First Nations Artists, (Thunder Bay: Thunder Bay Art Gallery, 1994), 8.

7 Canada. Royal Commission on Aboriginal Peoples. “Report of the Royal Commission on Aboriginal
Peoples.”

3 Ibid.

? Ibid. and “A Survey of the Contemporary Indians of Canada: A Report on Economic, Political,
Educational Needs and Policies in Two Volumes,” ed. H.B. Hawthorn (Ottawa: Indian Affairs Branch,
1966), Indian and Northern Affairs Canada, http://www.ainc-inac.gc.ca/pr/pub/srvy/sci_e.html
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Shortly after 1960 when Parliament gave First Nations the rights of
citizenship, contemporary Aboriginal art became recognised as an important and
visible aspect of Canadian culture.'® The Indians of Canada Pavilion at Expo ‘67 in
Montreal, introduced Aboriginal culture and artistic production to Canada and the
world. This event marked the first time that Aboriginal people presented their own
perspective and proclaimed the uniqueness of their cultures while outlining their
contributions to Canadian society. The pavilion was organized by the “Department of
Indian and Northern Affairs (DIAND) and a group of native organizers which had
formed through the administrative assistance of DIAND.”!! At this time, individuals
from the art community, particularly those of Western Canada, began a strategy of
legitimization aimed at public museums and art galleries. Anthropologists, artists, and
art historians began a two-fold program that included advances for the integration and
acceptance of Aboriginal art into art galleries and their exhibition schedules. Further
to this, Aboriginal art had to be “written into the history of western art, particularly in
terms of a Canadian claim to a position within this history.”'?

The initiatives taken by individuals from the 1960s to the 80s was in direct
response to the fact that artwork by contemporary Aboriginal artists remained under
the auspices of museums of ethnography and their curators, who often considered
them to be ethnographic specimens. Public art museums in Western Canada began
responding to the pressure of these individuals and began to collect and to exhibit it.
One major example occurred in 1972, when the Winnipeg Art Gallery mounted tile
exhibition 7reaty Numbers 23, 287, 1171: Three Indian Painters of the Prairies

featuring the work of Daphne Odjig, Jackson Beardy and Alex Janvier. This was one

10 prior to this Aboriginal people were not allowed to vote.

! Sherry Brydon, “The Indians of Canada Pavilion at Expo 67,” American Indian Art Magazine
(Summer 1997), 56.

12 Carol Podedworny, “First Nations Art and the Canadian Mainstream,” C (Fall 1991), 23.



of the first public art galleries in Canada to present the work of contemporary
Aboriginal artists.'”> Meanwhile the Canada Council Art Bank (Ottawa) began
collecting Aboriginal art in 1972, the year it opened. Some of the works that were
collected by the Art Bank between 1972 and 1975 are The Insurance on the Teepee
(1972) by Alex Janvier, Thunderbird Women (1973) by Daphne Odjig and Owl and
Raven (c.1973) by Pitseolak Ashoona.'*

Plains Cree artist, curator and professor Gerald McMaster wrote in 1979 that
Aboriginal art was going through multiple changes. As notions of Canada as a nation
were being contested, Aboriginal artists decided to collectively step forward and play
an active role in the dissemination of information concerning their art and culture.
These initiatives made contemporary Aboriginal art available to the mainstream art
community in the late 1970s in Western Canada and in the 1980s in Eastern Canada.
The National Gallery remained aloof to the developments occurring at other public art
museums until 1986, when they purchased their first work by Carl Beam entitled The
North American Iceberg. They followed with an exhibition, Cross Cultural Views, in
1987 organized by Diana Nemiroff, then Associate Curator of Contemporary Art. The
exhibition featured The North American Iceberg.

In 1988, the Lubicon Lake First Nation boycotted The Spirit Sings: Artistic
Traditions of Canada’s First Peoples exhibition at the Glenbow Museum, in Alberta,
because it was being sponsored by Shell, “who was responsible for destroying their

territory. The boycott also triggered issues relating to representation, voice, and

»15

intellectual and spiritual property.””” This led to the creation of the Task Force on

Museums and First Peoples, a national body organized by the Assembly of First

B McMaster, “The Politics of Canadian Native Art,” 13.

¥ Martha Young, (Operations Manager, Canada Council Art Bank), e-mail message to the author,
September 9, 2008.

!5 Ryan Rice, “Presence and Absence: Indian Art in the 1990s” in Definitions of Visual Culture V:
Globalisation and Post-Colonialism, (Montreal: Musée d’art contemporain, 2002), 2.



Nations and the Canadian Museums Association that “convened to develop an ethical
framework within which Aboriginal peoples and cultural institutions in Canada could
collaborate to represent Aboriginal history and culture.”'® In 1992, Ti urning the Page:
Forging New Partnerships Between Museums and First Peoples was released.

Ryan Rice’s “Presence and Absence: Indian Art in the 1990°s” (2002),
discusses two major events following The Spirit Sings that also fuelled the thoughts of
Abonginal communities across Canada, and inspired artists to create works In
response to the issues they evoked. The Meech Lake Accord —

an amendment to the Canadian constitution which was intended to

give Quebec the status of a “distinct society’ but left Aboriginals as

well as other ‘minority’ groups out of the picture - was brought to an

end [on June 23, 1990.] Eljjah Harper, a Cree from Red Sucker Lake,

Manitoba, and the first Indian to be elected to the provincial

legislature, raised his eagle feather in the air and said ‘no’ to the

proposed amendment.!’
On July 11, the ‘Oka Crisis’ also brought to the fore many issues concerning
Canada’s First Nations on a national scale — “What began as a peaceful demonstration
by Mohawks of Kanehsatake opposing the use and appropnation of traditional lands
(burial ground) for the expansion of a nine-hole golf course, flared into a 78-day
standoff which ignited a sense of solidarity for Indians across the countxy.”lg

In 1992, two major exhibitions occurred — Indigena: Contemporary Native
Perspectives at the Canadian Museum of Civilization (Apnl — October) and Land,
Spirit, Power: First Nations at the National Gallery of Canada (September -
November). The exhibitions marked the S500-year anniversary of Christopher

Columbus’ arrival in North America. /ndigena addressed issues ranging from “the

early extinction of the Taino people by Columbus and his followers to current

'¢ Lynda Jessup, “Hard Inclusion” in On Aboriginal Representation in the Gallery eds. Lynda Jessup
and Shannon Bagg, (Hull, Quebec: Canadian Museum of Civilization, 2002), x.

1 Rice, 80.

8 Ibid., 79.



questions of self-governance in Canada today, including the 1990 Oka Crisis.”"® The
exhibition was curated by Lee-Ann Martin and Gerald McMaster and included works
by nineteen artists from “different nations and brought Indian, Inuit and Métis
perspectives together.™*®

On the other hand, Ruth Phillips wrote that Land, Spirit, Power was “less
overtly political: it took up the challenge of accommodating alternative artistic
modernisms and postmodernisms, relying not so much on a rhetoric of confrontation
as on one of aesthetic seduction.””! She went on to explain that “Although many of
the works were lightened by a wit and humour that avoided the darker and more
sombre emotional tone of those in Indigena, it was in its way no less radical.”**
According to Gerald McMaster, these exhibitions challenged ‘“often-heard
assumptions that Native artists lack coherent artistic strategies, that their work is of
questionable quality, or that it is always driven by extreme political content.”**

Numerous other exhibitions took place in 1992 including Art Mohawk °92 at
the Strathearn Centre and New Territories 350/500 Years After at four maisons de la
culture in Montreal. After the numerous exhibitions that occurred in the early 1992s
Rice, artist, curator and writer, said that he “witnessed the short shelf life of that
enthusiasm towards the color red, or Indian art by mainstream art institutions.”*
Special funding for exhibitions focused on the 500-years since the arrival of

Christopher Columbus in North America in 1992 was over, leaving artists and

curators to envision how to maintain a strong presence in public art museums. Artists

¥ Gerald R McMaster, “INDIGENA, A Native Curator’s Perspective,” Art Journal, Vol. 51, No. 3,
(Autumn, 1992), 66.

¥ Rice, 84.

2'Ruth B. Phillips, “Show times: De-celebrating the Canadian nation, de-colonising the Canadian
Museum, 1967-1992,” in National Museums, Negotiating Histories, (Canberra: National Museum of
Australia, 2000), 132.

2 Ibid., 132.

B McMuaster, “The Politics in Canadian Native Art.” 7.

* Rice, 79.



continued to create work that included performance art, new media, computer
technology and the use of traditional art forms. Many significant exhibitions were
held at commercial galleries, artist-run-centres and other institutions such as the
Winnipeg Art Gallery, the Sudbury Art Gallery, and the Woodland Cultural Centre.
Further to this, the Canada Council for the Arts established a program that encouraged
the purchase of Aboriginal art by public museums, which ran from 1996-1999 and
supported the purchase of 135 works.”

It was not until 2006 that the National Gallery had its first solo exhibition of
an Aboriginal artist, Norval Morrisseau: Shaman Artist. This was a significant step
forward, as the National Gallery’s relationship with Aboriginal art had been extremely
limited up to that point. With an Aboriginal curator on staff, and demand for inclusion
from the art community, this exhibition was the second major sign of acceptance, the
first being the 1992 exhibition Land, Spirit, Power. As a national institution, the
National Gallery is the leader in presenting artistic excellence, thus, having
Aborniginal art on display and now in its collection acknowledges its value on a
national and international scale. The reasons for excluding Aboriginal art from its
collection and exhibitions for so long are numerous and unsatisfactory considering the

advancements made in other art museums across Canada.

Contemporary Aboriginal Art at the National Gallery: In Context

Contemporary Aboriginal art and its place in art museums has long been the
subject of debate, although, very little critical writing exists to document the fact. For
the most part, articles have been published in magazines, several anthologies have
been compiled and many exhibition catalogues bring the subject to light. The question

of where Aboriginal art belongs, in a museum of ethnography or in an art gallery, has

% Jessup, xiii.
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been around since the 1970s. Several reports were commissioned to investigate public
institutions; these are discussed in the first chapter of this thesis. In terms of the
National Gallery itself, its history in relation to the 1992 exhibition Land, Spirit,
Power has been broached in numerous articles. In this section, I will outline key texts
that bring to light issues surrounding the National Gallery’s relationship to Aboriginal
art and the overall discussion conceming display, collection, inclusion and exclusion,
and curatorial practice.

Writing concerning the National Gallery itself is sparse. Douglas Ord outlined
the history of the institution in his book The National Gallery of Canada: Ideas, Art,
Architecture. Concerning Aboriginal art, he criticizes the then-director Jean
Sutherland Boggs for introducing modern American art to the gallery without also
adding Aboriginal art, despite the “renaissance that followed upon Norval
Morrisseau’s widely shown paintings of Ojibway ‘spirit figures’ in the 1960s.” % He
goes on to say:

If there is one pattern in the National Gallery’s history that most

exposes the presumption to “authority,” it is indeed the longstanding

exclusion of an aboriginal perspective in the accepted understanding of

“art,” “nature,” and “spirit,” as also in the notion of “founding

peoples.27
Ord also comments on the National Gallery’s relationship with the Museum of
Civilization, political advancement by First Nations concerning their exclusion from
art museums, as well as the exhibition Land, Spirit, Power.

Nemiroff’s essay “Modemism, Nationalism and Beyond: A Critical History of
Exhibitions of First Nations Art” in the Land, Spirit, Power catalogue outlined the

National Gallery’s history of displaying, collecting and exhibiting Aboriginal art.

Nemiroff began by highlighting the relationship between the National Gallery and the

% Douglas Ord, The National Gallery of Canada: Ideas, Art, Architecture, (Montreal: McGill-Queen's
University Press, 2003), 387.
%7 Ibid.

Il
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Museum of Civilization and their separate mandates and ‘“overlapping roles’
concerning the collection and display of contemporary Aboriginal art.”® The
acquisition of Carl Beam’s work The North American Iceberg (1986) is also
discussed. Several exhibitions that took place at the National Gallery were analyzed,
including the Exhibition of Canadian West Coast Art: Native and Modern (1927), the
1969 presentation Masterpieces of Indian and Eskimo Art from Canada, as well as
Cross-Cultural Views in 1986.

Two critical texts concerning the National Gallery’s 2003 installation of Art of
this Land within the existing historical wing of the Canadian galleries were released
recently. Jessica Hines’ M.A. thesis, “Art of this Land and the Exhibition of
Aboriginal Art at the National Gallery” written for Carleton University in 2004, is a
critical analysis of exhibitions and the display of Aboriginal art at the National
Gallery since 1927. Hines divides the history of display at the National Gallery into
three consecutive phases with Art of this Land signalling the fourth phase. The first
phase occurs when Aboriginal art enters the National Gallery “through the
development and clarification of a national narrative of Canadian art.”*® The second
deals with the positioning of Aboriginal art as “other” to ‘art’ (because of its display
in craft exhibitions) and to Euro-Canadian art in general. An exclusive focus on
contemporary art is the third phase that redefines the role and relationship
contemporary Aboriginal art has with Euro-Canadian art. In Ar¢ of this Land, Hines

wrote that a fourth phase is reached, creating a relationship between Aboriginal and

2 Diana Nemiroff, “Modernism, Nationalism and Beyond: A Critical History of Exhibitions of First
Nations Art,” in Land Spirit Power: First Nations at the National Gallery of Canada, eds. Diana
Nemiroff and Robert Houle, (Ottawa: The National Gallery of Canada, 1992), 41.

? Jessica Hines, “Art of this Land and the Exhibition of Aboriginal Art at the National Gallery,”
(master’s thesis, Carleton University, 2004), 4.

12



non-Aboriginal peoples based on a two-row wampum that makes visible a series of
bridges between the two.>*

The second text is Anne Whitelaw’s article “Placing Aboriginal Art at the
National Gallery” in the Canadian Journal of Communication. Whitelaw explores the
implications of introducing historical Aboriginal art into the permanent display of
“Canadian art” (Art of this Land) in terms of the position of Aboriginal cultural
production as art, and the construction of the discourse of Canadian art history.
Whitelaw wrote: “Although a few Euro-Canadian paintings and sculptures have been
removed to make space for the Aboriginal objects, there has been little modification
of the dominant narrative of Canadian Progress.”' Although she believes that the
display is problematic, she admits that presenting these works in the National Gallery
allows them the aesthetical and historical value they deserve.

In the anthology On Representation in the Gallery, Lynda Jessup’s
introduction entitled “Hard Inclusion” reiterates the National Gallery’s limited history
concerning the display of Aboriginal art. She also acknowledges the role of the
Society of Canadian Artists of Native Ancestry in bringing Aboriginal art into several
institutions. Jessup writes: “In today’s galleries, the hegemony of the settler version
of Aboriginal history is still complete; in this narrative, Aboriginal peoples
themselves have no place — let alone a place within which they can tell their own
histories.”? In the same anthology, Gerald McMaster presents the concept of an
interrelated presentation of Aboriginal and Canadian art hjs;ory in his essay “Our
(Inter) Related History.” He writes: “A new Canadian art history in art galleries is

long overdue. Particular periods and eras of interrelationship can be brought together

30 11,
Ibid., 4-5

3 Anne Whitelaw, “Placing Aboriginal Art at the National Gallery of Canada,” Canadian Journal of

Communication, vol. 31, no. 1 (2006), 200.

32 Jessup, xvii.
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1n most engaging ways.”3 3 McMaster also outlined the historical relationship between
the National Gallery and the Canadian Museum of Civilization, writing that the two
were “co-occupants of the old Victoria Memorial Building” for four decades, where
they both “focused on the same objective: to represent Canadian nationalism and the
development of a national identity.”**

Ryan Rice’s article “Presence and Absence: Indian Art in the 1990s” in
Definitions of Visual Culture V: Globalisation and Post-Colonialism, outlines the
activity that occurred following the numerous Aboriginal exhibitions in 1992. He also
explores the political climate in Canada in the 1990s and how major events such as
the Meech Lake Accord and the ‘Oka Crisis’ inspired artists across the country to
create works. Of Land, Spirit, Power Rice wrote: “This exhibition claims it put aside
Western parameters of art to accept a more multi-vocal expression of ‘art’ [however]
to date we are still not sure if we are accepted on their terms.””’ He criticizes art
museums further in his statement: “The question these places continue to ask is:
Where does Indian art fit in? Maybe the answer is simply, we don’t.”*® Although the
article details the exclusion of Aboriginal art in Canada’s major art museums, Rice’s
article also outlines important exhibitions and activities that took place in smaller
galleries and artist-run centres across Canada.

In 1991, Lee-Ann Martin was commissioned by the Canada Council for the
Arts to undertake an independent study on the status of Contemporary Aboriginal art
in public collections in Canada. Martin’s report, “The Politics of Inclusion and

Exclusion: Contemporary Native Art and Public Art Museums in Canada” does not

include an analysis of the National Gallery. Nevertheless, the report highlights the

33 Gerald McMaster, “Our (Inter) Related History” in On Aboriginal Representation in the Gallery,
eds. Lynda Jessup and Shannon Bagg, (Hull, Quebec: Canadian Museum of Civilization, 2002), 6.

3 McMaster, “Our (Inter) Related History,” 5.

3% Rice, 86.

% Ibid., 103.
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fact that Aboriginal artists were excluded or under-represented in the majority of
Canada’s public art museums. Martin’s recommendations included ensuring that
representatives from the Aboriginal arts community were on the Board of Trustees,
that galleries give priority to hiring curators of Native ancestry, and that the
dissemination of mnformation conceming. contemporary Native arts was sufficiently
comprehensive.3 !

In 1992, a report was issued by the Task Force on Museums and First Peoples
entitled Turning the Page: Forging New Partnerships Between Museums and First
Peoples. The Report outlined three areas most in need of improvement: an increase in
the involvement of Aboriginal people in the interpretation of their history and culture
by public art museums, repatriation, and greater access to the museums collection by
Aboriginal people. Furthermore, the Report focused on the need to increase the
agency and voice of Aboriginal people in institutional representations of their cultures
including exhibition planning, the development of funding programs, inclusion on
museum boards, and employment at all other levels of museum operation.38

The Society of Canadian Artists of Native Ancestry (SCANA) is discussed at
length in this thesis, as the impact that they had on the National Gallery was far-
reaching. However, the information outlining their activities in this thesis is primarily
from SCANA'’s final reports, which are held at the archives in the Indian Art Centre
at Indian and Northern Affairs Canada (INAC). Nevertheless, in several of his
publications, Alfred Young Man included the mandate of SCANA and their
involvement with the National Gallery. These include his book North American

Indian Art: It’s a Question of Integrity (Kamloops Art Gallery: British Columbia,

37 |ee-Ann Martin, “The Politics of Inclusion and Exclusion: Contemporary Native Art and Public Art
Museums in Canada,” Report Submitted to the Canada Council for the Arts, (Ottawa, 1991), 33.

* Task Force on Museums and First Peoples, “Turning the Page: Forging New Partnerships between
Museums and First Peoples,” (Ottawa: Canadian Museums Association and Assembly of First Nations,
1992), 4.
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1998) and his presentation entitled “SCANA: History and Formation of the Society of
Canadian Artists of Native Ancestry” (2000). Young Man was also the editor of
Networking: Proceedings from National Native Indian Artists' Symposium 1V, July
14-18, 1987, which gives a detailed account of the discussions that took place at the
conference.

There are several former members of SCANA who give mention to the
organization in their writing. In his article “It’s Not Just Noise” (2003), Jim Logan
outlines the history of SCANA and mentions several reports such as Lee-Ann
Martin’s before delving into the Aboriginal curatorial program at the Canada
Council.* Similarly, Joane Cardinal-Schubert’s article “In the Red” (1989) criticizes
the National Gallery for waiting so long to collect Aboriginal art and mentions
conferences held by SCANA.“ In 2000, Cardinal-Schubert also presented “A
Passionate Paper” at Expressions, the National Gathering on Aboriginal Artistic
Expression (June 17-19) which is available on the website."' In her presentation,
Cardinal-Schubert cites the members of SCANA who played a key role in its
development and brings up issues of representation, curatorial practice and exclusion.

In brief, although not solely focused on the National Gallery, the literature I
have studied has benefited me in that it provides the background of the
collection/display and inclusion/exclusion of contemporary Aboriginal art in
Canada’s art museums. This information is a base from which I can situate the
National Gallery within a larger framework for analysis. Several texts repeatedly
reference the Exhibition of Canadian West Coast Art: Native and Modern, Land,

Spirit, Power, and the installation Art of this Land, while excluding other important

% Jim Logan, “Its Not Just Noise,” in Aboriginal Perspectives on Art, Art History, Critical Writing and
Community, (Banff: The Banff Centre, 2004), 75.

40 Joane Cardinal-Schubert, “In the Red,” Fuse (Fall 1989), 20-28.

#! Joane Cardinal-Schubert, “A Passionate Paper,” reflection paper written for Heritage Canada, 2002,
http://www.expressions.gc.ca/cardinalpaper_e.htm
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exhibitions held at the National Gallery. Nevertheless, any gaps or missing
information will be acquired through primary and secondary sources including

interviews, archival matenal, and recordings.

Methodological Framework

Numerous other texts shaped this analysis of the National Gallery and its
ambiguous relationship with contemporary Aboriginal art. Theories outlining
institutional change, institutional critique and the role of museums as ‘gatekeepers,’ as
well as inclusion versus exclusion, have all been considered. This review of such texts
will establish the framework through which I construct my critique of the National
Gallery of Canada and its history of collecting, exhibiting and displaying
contemporary Aboriginal art. I am also using interviews conducted with key
individuals from the Aborigina] arts community and the National Gallery as a
qualitative research method, not only to fill in gaps, but also to gain a firsthand
perspective on the events and circumstances described in this thesis.

The 2003 report entitled Holding up the Mirror: Addressing Cultural Diversity
in London’s Museums by Helen Denniston Associates for the London Museums
Agency provided me with a comparative case study for my analysis of the National
Gallery of Canada. Conducted in England, the study was commissioned to
“investigate how London’s Museum sector is responding to the needs of their diverse
communities, looking particularly at issues of ethnicity and racism.”* Aboriginal art
is not specifically covered in the report, the fact that London is acknowledging other
cultures in terms of representation within their museums is an important step towards

the inclusion of other cultures. In their conclusions and recommendations, Helen

2 Helen Denniston Associates, “Holding up the Mirror: Addressing Cultural Diversity in London’s
Museums,” (London: London Museums Agency, 2003), 6.
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Denniston Associates raises the issue of continued development and sustainability of
diversity projects. The report also states: “Whilst many museums undertake small
temporary projects attached to Black History Month or cultural festivals, a far smaller
number work on longer-term strategic projects through which new community or
cross-sector partnerships could be developed.”* Similarly, issues of sustainability and
long-term commitment at the National Gallery of Canada with respect to its
Aboriginal art collection will be considered with the findings of this report in mind.

Similarly, the article “Who’s On First? Issues of Cultural Equality in Today’s
Museums” (1992) by Marcia Tucker highlights the lack of cultural equity and racial
diversity in today’s museums. She also outlines museums use of appropriate ‘time
slots,” such as Black History Month, to deal with issues of diversity. Tucker believes
that a radical shift in understanding is what is needed. She writes:

Mainstream ideas of quality are not absolute, but are fluild and

variable. Such a shift would mean questioning, criticizing,

deconstructing, and perhaps even dismantling the cannon, which is

based on the idea of universal and absolute judgments.*
In today’s climate, Tucker believes that museums have the opportunity to “challenge
and remake the structures that create profound inequities in our field.”™*

In his article “Are Art Museums Racist?” cultural historian, art critic, and
curator, Maurice Berger, deals with the lack of African-Amenican artists represented
in museums and institutional politics. The article deals with exclusion, which can be

applied to the case of contemporary Aboriginal artists at the National Gallery. Berger

asks: “Is the art world merely mirroring social change or can art institutions actually

43
Ibid., 6.
* Marcia Tucker, “Who’s On First? Issues of Cultural Equality in Today’s Museums,” in Different
Voices: a Social, Cultural, and Historical Framework for Change in the American Art Museum, ed.
Carol Becker (New York, N.Y. : Association of Art Museum Directors), 13.
45
Ibid,, 15.
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play a role in challenging the conditions of institutional racism in America?”*® Berger
criticizes the inclusion of one or two artists in an exhibition, or “token exhibitions

A7 . . .
”"" He recommended internships and education

devoted exclusively to people of color.
programs for minority students, increased commitment to exhibitions and the re-
education of museum administrators on the new art hjstory.48

Further to this, Maurice Berger uses the familiar term ‘cultural gatekeeper’
when describing the role of museums, or institutions that make “decisions based on
subjective understandings of taste, quality, relevance and cultural and historical
significance.™ In Museums of Tomorrow: a Virtual Discussion (2004), Berger
outlines how museums make decisions that reflect the institution’s range of biases and
hierarchies with regard to its collection practice and programming of permanent and
temporary displays. However, Joan Rosenbaum, Director of The Jewish Museum in
New York, believes that cultural institutions are always in flux, they are constantly
changing. She writes that: “New trustees, curators, directors, educators, marketers and
fund-raisers influence the hierarchies of taste, competition, demographics, politics and

»® These ideas of gatekeeping and

world events also influence institutional change.
institutions in flux help situate the National Gallery of Canada as an institution, with
many individuals — curators, directors and administrators — making decisions on a
daily basis.

Irit Rogoff’s article “Hit and Run — Museums and Cultural Difference” (4rt

Journal, 2002) provides a theoretical framework from which I will attempt to answer

the question of whether or not the National Gallery of Canada has been successful in

* Maurice Berger, “Are Art Museums Racist?” Art in America (September 1990), 70.

*7 Ibid.

** Ibid.

** Maurice Berger, Museums of Tomorrow: a Virtual Discussion, (Santa Fe: Georgia O'Keeffe Museum
Research Center; Baltimore: Center for Art and Visual Culture, University of Maryland Baltimore
County; New York: Distributed by D.A.P., 2004), 137.

3 Berger, Museums of Tomorrow, 139,
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its inclusion of contemporary Aboriginal art. Rogoff addresses the issue of the Other
and strategies of compensatory visibility used by galleries and museums. She writes:
“Moving beyond the supposition that absences need to be compensated for by the
constitution of symbolic presences, and beyond the understanding that memory can
directly or indirectly be recovered — we are left with the task of working and living
with absence.”' Rogoff believes that in order to engage with cultural difference,
museums must shift from compensatory projects to “a performative one in which loss
1s not only enacted, but is made manifest from within the culture that has remained a
seemingly invulnerable dominant.”>

Lynn Zelevansky outlines several major trends when considering institutions
in her article “From Inside the Museum: Some Thoughts on the Issue of Institutional
Critique.” Zelevansky examines the role of the museum in the preservation of
culture and the judgment of the history it presents in terms of the different levels of
authority, access and space found in the institution. She believes that “within the
sometimes contentious culture of the museum, curators have always been the primary
advocates for artists, mediating between them, the administration, and sometimes
even trustees,”™* thus allowing for more collaboration with artists. The important
roles of advocate and collaborator are key in terms of the National Gallery’s
relationship with artists and activist groups like SCANA.

In his 1992 article “Museums’ in the Borderlands,” James Clifford addresses
representation and knowledge through a (;omparison of what he describes as majority
institutions (public galleries and museums) and tribal institutions (cultural centers).

He defines his concept of ‘borderlands’ as sites of exclusion and policed crossings

S rit Rogoff, “Hit and Run - Museums and Cultural Difference,” Art Journal, (Winter 2002), 64.
52 (1
Ibid.
53 Lynn Zelevansky, “From Inside the Museum: Some Thoughts on the Issue of Institutional Critique,”
in Institutional Critique and After, ed. John C. Welchman (Ziirich : JRP/Ringier, 2006), 171-179.

> Tbid.,
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that appear within dominant national and cultural spaces. Of these spaces Clifford
writes: “Once symbolizing the cultural centre or high ground, museums are now
traversed by fissures and contested zones. The politics of collection and display,
particularly with respect to Native American works is tangled and dangerous.”™
Nevertheless, Clifford believes that ‘contested zones’ bring challenging new
possibilities. In the case of the National Gallery, continued lobbying by SCANA and
regular criticism through reports has caused the ‘border’ between the two to be
transformed from one of exclusion to one of enrichment.

The theoretical and methodological texts I have chosen to frame my study of
the National Gallery all question notions of exclusion and how museums can be
successfully inclusive. One-off exhibitions and programming are not sufficient; long-
term programs, dissemination, and curatorial positions for Aboriginal professionals
are needed to ensure the continued successful inclusion of Aboriginal art within the
institution. Further to this, new ways of thinking in terms of Canadian art history and
the westernized ‘canon’ need to be embraced and employed within galleries to form
an accurate portrayal of Canadian artistic production. These texts, their criticism and
suggestions, will all inform my critique of the National Gallery of Canada and its
history of collecting, exhibiting and disseminating of contemporary Aboriginal art.
They will also help frame my discussion of recent developments within the
institution, as well as allowing me to explore whether or not it has been successful in

its inclusion of contemporary Aboriginal art within its collections and discourse.

5 James Clifford, “Museums in the Borderlands,” in Different Voices: A Social, Cultural, and
Historical Framework for Change in the American Art Museum, ed. Marcia Tucker (New York:
American Association of Art Museum Directors, 1992), 132.
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THE NATIONAL GALLERY OF CANADA 1927-1992

Changes occur within institutions not because they are forced, as is
often said, but as a result of a complex conjuncture of circumstances —
discussions and paradigm shifts.
- Diana Nemiroff*®
In the 1950s and 60s, with the resurgence of contemporary Aboriginal art, or
the realisation of its existence within the museum world, its collection, display and the
dissemination of its meaning and history was advocated across Canada. Several
reports from 1951 to 1982 conceming culture in Canada were compiled from
commissions and public hearings. Although the reports did not focus specifically on
Aboriginal art or the National Gallery of Canada, both were mentioned and gave rise
to a discussion of the need for the inclusion of Aboriginal cultural objects within the
National Gallery’s permanent collection and exhibition schedule. Such documents
were one of the forces behind the National Gallery’s eventual decision to revise their

collection policy and re-examine their attitude towards art produced by artists of

Native ancestry (for a list of all these reports, see Appendix A).

Reports on Canada’s Culture And Its Institutions

Audrey Hawthorn, then-curator of the Museum of Anthropology and professor
at the University of British Columbia, wrote one of the first reports highlighting the
issue of contemporary Aboriginal art in Canada in 1950, at the request of the Royal
Commission on Arts, Letters and Sciences (see Image 1). Hawthom’s Report on
Contemporary Art of the Canadian Indian was commissioned to: “summarize the past
achievements in the native arts; to discover how much remains of the traditions and

skills; and to suggest necessary and desirable modes of encouraging, utilizing and

%6 Nemiroff, “Modernism,” 41.
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expanding the surviving skills and potential abilities.”’

This use of ‘salvage
anthropology’ and the support of traditional practises by Hawthorn highlights her
concern for Aboriginal artistic production and the need to support its continuation.

The Report also outlined how widespread ignorance towards Aboriginal
cultures prevailed, as popular culture was the primary source of knowledge for the
majority of Canadians conceming the lifestyles and beliefs of Aboriginal peoplf:s.5 i
Hawthomn suggested the creation of a program designed to promote Aboriginal artistic
expression and develop resources to increase public interest and understanding. She
targeted Canada’s museums as effective facilitators for the understanding of
Aboriginal culture and artistic expression. In her recommendations, Hawthorn writes
that it is not through:

Displays of the past culture, but through support of contemporary

design by Indian artists, seeking out of local craftsmen, and offering

opportunities for exhibits, {that] the museum can foster an interest in

Indian products and techniques. In fostering research products mn local

areas, and in explaining and presenting these projects to the museum

public a new understanding will be built up.59
She goes on to say: “Many of the Ihdians were inventive and creative peoples. They
can again make real contributions to Canadian art.”*

The Royal Commission on National Development in the Arts, Letters and
Sciences’ Report 1949-1951, also known as the ‘Massey Report’, was published in

1951. Its creation stemmed from a report addressed to the Committee of the Privy

Council in 1949 from the Right Honourable Louis S. St. Laurent, then-Prime Minister

*” Audrey Hawthorn, “Report on Contemporary Art of the Canadian Indian,” submitted to the Royal
Commission on National Development in the Arts, Letters and Sciences, (Vancouver: University of
British Columbia, 1950), 2.

8 Audrey Hawthorn, 59.

The author blames movies and comics for public ignorance concerning Aboriginal people through their
portrayal of them as ignorant, lazy, unreliable, living in tipis and wearing feathers. However convenient
it may be to blame popular culture for racism and ignorance towards Aboriginal people and their
culture it is not the only source which Audrey Hawthorn should have acknowledged in her report.

> Ibid., 59.

5 Ibid., 3.
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of Canada. According to St. Laurent: “it is desirable that the Canadian people should
know as much as possible about their country, its history and traditions; and about
their national life and common achievement.”® The primary objective of the
Commission was to examine all related national, regional and local institutions and
their functions and to make recommendations regarding “their most effective conduct
in the national interest and with full respect for the constitutional jurisdiction of the
provinces.”62

The section “Indian Arts and Crafts” is comprised primarily of statements
from Hawthom’s report, but also includes references from the British Columbia
Indian Arts and Welfare Society, the Federation of Canadian Artists, and the Centre
d’Etudes Amérindiennes de 1I’Université de Montréal. Suggestions were made on co-
operation with the “National Gallery in preserving and publicizing Indian designs;
traveling exhibitions of Indian work; and special instruction.” Despite this
recommendation for the inclusion of Aboriginal art into the art gallery programme,
the Report concludes with this statement: “the Indian can best be integrated into
Canadian life if his fellow Canadians learn to know and understand him through his
creative work.”® Although the Report was designed to educate people on Canada’s
history, traditions, and current conditions, it also had deeper underlying attitudes and
assimilationist ideologies regarding Aboriginal peoples and their culture. Between
1951 and 1980 there was very little critical writing or reports that addressed the 1ssue

of the representation, display and education of Aboriginal culture.
Having received criticism through reports and from the Aboriginal arts

community concerning its lack of contemporary Aboriginal art, the National Gallery

¢! Canada, “Royal Commission on National Development in the Arts, Letters and Sciences, Report,
1949-1951,” (Ottawa: E. Cloutier, Printer to the King, 1951), xi.
62 1. .
Ibid., xi.
% Ibid., 240.
& Ibid., 243.
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submitted an addendum to their acquisitions policy, during the December meeting of
the Board of Trustees of the National Museums of Canada in 1980.®° National Gallery
curators and then-Director of the National Museum of Man (now Canadian Museum
of Civilization) Bill Taylor, in working with curators from the National Museum of
Man wrote the following statement:

The contemporary native art collections of the National Museum of

Man and the National Gallery of Canada are held in public trust by the

National Museums Corporation with primary collecting, custodial and

display responsibility resting with the National Museum of Man.

These extant collections are available for exhibition to all National

Museums and any others that can meet the custodial requirements. The

National Gallery of Canada in collaboration with the National

Museum of Man will continue to purchase for its collection or borrow

for display contemporary and historic native art when these objects

demonstrate the highest level of aesthetic achievement or are deemed

exemplary in the development of Canadian native art.%
During the same meeting, the Museum of Man also submitted an addendum in which
its Visiting Committee, at a meeting in November 1980, re-confirmed its mandate: “to
collect, curate and present Canadian contemporary native art with the understanding
that the National Gallery of Canada be encouraged to incorporate such material in its
display programmes””® Brydon Smith, then-Assistant Director at the National
Gallery, has stated that no action was taken directly following the addendums in
1980.%

The Federal Cultural Policy Review Committee was established in 1980 and

their investigation results were published as the Report of the Federal Cultural Policy

85 The National Museums Act, established in 1968, was responsible for and provided services to the
four nationa! museums. The purpose of the Corporation was to “demonstrate the products of nature and
the works of man with special but not exclusive reference to Canada, so as to promote interest therein
throughout Canada and to disseminate knowledge thereof.”

“National Museums Act: Bill S-2: an act to establish a corporation for the administration of the
National Museums of Canada.” Statutes of Canada 1967-68 vol. 16-17 (Ottawa: Queen's Printer,

1967), 164.

5 Jean Blodgett, “Report on Indian and Inuit art at the National Gallery of Canada,” (Ottawa: National
Gallery of Canada, October 28, 1983), 6.

57 Ibid.

8 Alfred Young Man, Networking: Proceedings from National Native Indian Artists' Symposium 1V,
July 14-18, 1987, (Lethbridge, Alberta: Graphcom Printers, 1988), 14.
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Review Committee, also known as the ‘Applebaum-Hébert Report’, in 1982. The
authors write: “This committee is convinced that Native artists must be recognized
first and foremost as contemporary Canadian artists, whatever their field, and that
federal policy should give special priority to promoting both traditional and
contemporary creative work by artists of Indian and Inuit ancestry.”® They also
expressed the fact that Aboriginal art had been underrepresented or entirely missing in
federal and non-federal institutions, and recognized that the CMC was the sole
national museum systematically collecting Aboriginal art.

The National Gallery is criticized for not collecting or exhibiting art produced
by Aboriginal and Inuit artists whose works have been exhibited successfully in other
countries.”” The Canadian government is blamed for their continuous neglect of the
National Gallery and lack of acquisition funds for the contemporary collection. This
left the authors to conclude that “the Gallery has been prevented from being a national
showcase and champion of Canadian art because of the low priority and inadequate

T Despite the lack of funding,

resources provided by successive federal governments.
the authors recommended that a new gallery be built and devoted entirely to
contemporary art within which Aboriginal works would be included. That said,
previous reports and subsequent commentaries suggest that the responsibility of

displaying and collecting contemporary Aboriginal art rightfully belongs to the

National Gallery itself.”?

% Federal Cultural Policy Review Committee, “Report of the Federal Cultural Policy Review
Committee,” (Ottawa: Dept. of Communications, Government of Canada, 1982), 11.

The co-chairmen of the Report were composer Louis Applebaum and writer-publisher Jacques Hébert;
there were 18 commissioners, including Sam Sniderman; John M. Dayton; and Thomas Symons.
Ibid., 111.

"' Ibid., 148.

™2 James Nelson, “National Gallery in Wonderland,” The Canadian Press, Prince Albert Herald,
Saskatchewan (March 29, 1983).
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Collections Policy and Procedures

In 1983, Jean Blodgett, an expert in Inuit art, was commissioned by the
National Gallery to assess the feasibility of a program to collect and exhibit
Abornginal and Inuit art. Diana Nemiroff, then-Associate Curator of Contemporary
Art at the National Gallery, wrote that the report was “prompted by the associate
curator of Canadian prints and drawings and the curator of contemporary art, and by
the possibility of the donation of two significant Inuit art collections.””> Blodgett’s
Report bn Indian and Inuit Art at the National Gallery of Canada was published by
the National Gallery in 1983. In the introduction, she quotes then-Governor General
of Canada, Edward Schreyer, at the opening for the Vancouver Art Gallery in 1983:
“Canada’s Aboriginal art doesn’t have the place it should in the country’s major
galleries.”™

The National Museums of Canada’s Codex musealis: Collections Policy and
Procedures from 1981 and 1983 was the focus of the first chapter of Blodgett’s
report. The sole reference to Aboriginal art at the National Gallery was in Subsection
20503 of their Acquisition Priorities and Plan; Post Confederation Canadian Art. The
full reference reads as follows:

Apart from paintings, the Gallery should improve and enlarge its

collection of sculpture of the entire post-confederation period; begin

collection of native Canadian art of the 1920s as part of the

mainstream; develop collection of decorative arts from the 1860s; and

strengthen its holdings of American art as it relates to Canadian art of

this period.”
Blodgett then comments on the submission of addendums to the acquisitions policy of

the Canadian Museums Association in 1980. Of these she writes: “Over the years a

3 Nemiroff, “Modernism, Nationalism and Beyond,” 16.

The Inuit collection was created with major donations by Dorothy M. Stillwell, and M.F. Feheley,
along with Indian and Northern Affairs Canada.

™ Blodgett, 3.

75 National Museums of Canada, Policy, Planning and Evaluation Group, Collections Policy and
Procedures, (Ottawa: The Museums, 1983), 44.
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tacit arrangement seems to have developed that allowed the National Museum of Man
[CMC] to pursue their work in Native art while allowing the National Gallery to not
get involved in an area that some were not particularly interested in.”’®

Through participation and action, the CMC had established Aboriginal art as
their responsibility. In 1981, section 10401 of the Codex Musealis: Collections Policy
and Procedures Policy states: “Since similar objects are often necessary to serve the
legitimate if different purposes of more than one National Museum, some overlap in
collecting is inevitable and desirable. However, competition for particular acquisitions
is not.” 7’ Despite the fact that each museum or gallery under the National Museums
Act had the status of a separate cultural body, the National Gallery chose not to
actively collect or exhibit Aboriginal art. According to Smith: “it really comes down
to the interpretation of those words and the camrying out of the responsibilities by the
director, assistant director, and most importantly the curators.””™ This comment
suggests that the National Gallery had no advocate for Aboriginal art at the time and
changes to their collections policy were not acted upon until much later.

Blodgett’s final analysis suggests that it was the artists, and to some extent, the
general public that suffered as a result of this arrangement: “[It] excluded a major

group of Canadian artists from the National Gallery while relegating them to the

ethnographic milieu of the Museum.””® Blodgett believed that her findings were an:

76 Blodgett, 40.

! National Museums of Canada, Policy, Planning and Evaluation Group, “Codex Musealis: Collections
Policy and Procedures Policy,” (Ottawa: The Museums, 1981}, 13.

7 Young Man, Networking, 14.

” Blodgett, 40.
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Urgent reason for the [National] Gallery to begin dealing with Native
art in a responsible manner. Over and over again, informants repeated
that the National Gallery cannot not continue to neglect art made by
Native people, and that they should redress the situation by active and
thoughtful participation in the field, treating Native artists as they
would any other form of Canadian art.*

As a national cultural institution, the National Gallery was deemed potentially capable
of making substantial contributions in areas of collection, research and the display of
Aboriginal art. Blodgett’s Report outlined that establishing an Aboriginal art
collection at the National Gallery was feasible, as well as considered imperative by
prominent artists and curators, who had voiced their concerns and opinions. Nemiroff
said: “Blodgett’s report would have been an important written weapon for the
National Gallery if they wanted to change because it would have to justify the
change.”m
The National Gallery’s first official statement representing a change with
regard to Aboriginal art in Canada did not occur until 1985. In the Collections Policy
formulated in 1984 and approved by the Board of Trustees in 1985, the paragraph
referring to Aboriginal art reads:

The Gallery’s collection of contemporary art should recognise and

reflect the regional variety of Canadian art. This Policy should include

the acquisition of representative examples of contemporary Inuit and

Indian art, with the advice of curators from the Canadian Museum of

Civilization.*?
Nemiroff thought the amendment was very explicit, stating:

The National Gallery changed its policy to make explicit inclusive

reference to First Nations artists, the only, what we may call,

ethnographic mention in the entire policy. In other words, it wasn’t

saying French Canadians; it wasn’t making any other of those kinds of
distinctions.®

% Ibid., 38. Some of the individuals Blodgett consulted include Michael Aimes, Bob Boyer, Robert
Davidson, David General, Vivian Grey, Tom Hill, Ruth Phillips and Bill Reid.

¥ Diana Nemiroff, (Curator, Carleton University Art Gallery, Ottawa), in discussion with the author,
January 2008.

82 National Museums of Canada, Policy, Planning and Evaluation Group, section 20405.

83 Nemiroff, discussion.
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Nemiroff credits Brydon Smith as being the person who tried to make sure that the
policies of the institution were being respected and enacted.®

Due to a lack of funds and a zero increase in the acquisitions budget from
1972 up until that point, the National Gallery decided to assign the responsibility of
the acquisition and exhibiting of Aboriginal art to the associate and assistant curators
of contemporary art. Unlike the National Gallery’s 1985 appointment of Marie
Routledge, a specialist in Inuit art with the ability to evaluate a collection, no one with
expertise in Aboriginal art was hired or commissioned to take that specific
responsibility. That said, the National Gallery did meet with SCANA, the Society of
Canadian Artists of Native Ancestry in 1984 and 1985, for advice on how to begin to

acquire and exhibit contemporary Aboriginal art.®®

The National Gallery: Donations, Gifts and Acquisitions

Historically, the National Gallery of Canada did not actively collect
Aboriginal art, although, several works were acquired under the advice of Marius
Barbeau, then-curator at the National Museum of Man (now the Canadian Museum of
Civilization). The first was a North West Coast argillite pole (c. 1885) by an unknown
Haida artist that was purchased in 1927, and remains in the National Gallery’s
collection today. In 1971, the Board of Trustees approved the de-accessioning of
numerous objects to the CMC in exchange for the painting entitled Totem Pole at
Hazelton produced in 1912 by Emily Carr. The items that were traded include a
nineteenth century Tlingit Chilkat Blanket acquired in 1939, a mid nineteenth century
Haida Carved Wooden Box (cedar chest), a Huron Tablecloth (embroidered

porcupine quill tapestry) created circa 1840, and another Chilkat Blanket acquired in

84 11
Ibid.
% Young Man, Networking, 15.
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1930. Denise Leclerc, curator of Modern Canadian Art at the National Gallery, said
that the director of the Museum of Civilization at the time had requested the
transfer.*®

In 1979, the National Gallery received a donation of silver from the Henry
Birks Collection in Montreal - that included sixteen historical Aboriginal works.
Among the works are three sashes with arrow designs, beaded leather arm-bands and
cuffs, moccasins, a pipe and fire bag, embroidery, a beaded leather apron, a chief’s
ceremonial collar and an Anishnaabe bandolier bag. Little is known about the works,
except for the Anishnaabe bandolier Bag, which has been displayed in the permanent
collection of the National Gallery (for a list of these works see Appendix B).

Nemiroff and Rosita Tovell, the mother of Rosemary Tovell, the former
curator of Canadian prints and drawings at the National Gallery, established the
Rosita Tovell Trust Fund for Contemporary Native Art. Tovell lived in Victoria and
collected Northwest Coast art. Nemiroff met with Tovell who allowed her to select
several prints from her own collection as a donation to the National Gallery. Nemiroff
believed the fund was a good initiative and although the funds were limited, the
National Gallery acquired nineteen works with the aid of Tovell between 1987 and
1995. Among the artists whose works were acquired were Alex Janvier, Carl Beam,
Robert Houle and Robert Davidson (for a detailed list see Appendix C).

Without intending to acquire works by Aboriginal artists, the National Gallery
collected the works of Rita Letendre (1928), who is French and Abenaki, and Robert
Markle (1936-1990), who was of Mohawk descent. The first work of Letendre to be
acquired by the National Gallery was the painting entitled Atara (1963) that was

purchased in 1974, there are now five other works by Letendre in the collection. The

% Denise Leclerc, (Curator, Modern Canadian Art, National Gallery of Canada), in discussion with the
author, April 2008.
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National Gallery owns eight works by Markle, including Burlesque Series: Acrobat II
(1963), purchased in 1964. It is important to note that Markle and Letendre did not
employ traditional First Nations’ subject matter in their work. Leclerc explained that
the attraction for contemporary artists creating work in the 60s, “was to become an
international artist, to be seen as a Canadian artist wasn’t something artists wanted.”®’
This could be one of the reasons why Letendre and Markle did not emphasize their
Aboriginal heritage. The National Gallery retroactively labelled the works of Letendre
and Markle as Aboriginal during the installation of Art of this Land in 2003 and the
wall panel for Atara mentions Letendre’s Abenaki heritage.

In 1986, the National Gallery acquired its first contemporary Aboriginal work,
by Ojibwa artist Carl Beam.®® Nemiroff wrote in an article that she learned of Carl
Beam and his work in a letter he sent to her in which he introduced himself alongside
images of his work.* Conceming Carl Beam’s work, The North American Iceberg
(1985), Nemiroff wrote:

The acquisition of this work, which Beam and others regard as one of

his major works to date, would represent a positive affirmation of the

National Gallery’s policy of acquiring and integrating works by

contemporary native artists with the rest of the contemporary

collection. It is appropriate that this began with Carl Beam who, along

with Edward Poitras and Robert Houle, is regarded as one of the most

talented and promising of native artists working in a contemporary

idiom.”
In her justification, she also outlined the content of the work and its historical

significance as well as describing it as technically accomplished and provocative. The

National Gallery now has ten works by Beam in its collection.

87 L eclerc, discussion.

8 In the context of this thesis I am using the term contemporary Aboriginal art to denote works created
by artists that are part of the Aboriginal art movement and include Aboriginal content in their ocuvre.

% Diana Nemiroff, “National Gallery Collects Contemporary Works by Artists of Native Ancestry,”
Native Art Studies Association of Canada Newsletter, 2:3 (Summer 1987).

% Diana Nemiroff, “For the Collection of Contemporary Canadian Painting, Sculpture and Videotape:
Carl Beam — The North American Ice Berg,” [31 July 1986], Curatorial Files, 29515, National Gallery
of Canada.
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The acquisition of A Minor Sport in Canada, by Métis artist Bob Boyer (1948-
2004) took place in 1987. In her rationalization for the acquisition of the second
contemporary work, Nemiroff comments on the National Gallery’s policy or
objective. Boyer’s work was justified in the following manner:

The acquisition of this painting will contribute to a more well-rounded

representation of art from the prairie region in the collection. It will

also further the National Gallery’s objective of actively collecting the

best work of Canadian Indian artists.”’

Both Beam and Boyer’s works were added to the National Gallery’s Contemporary
Art Collection with the intention of the institution to acquire more works created by
Aboriginal artists. Unfortunately, the National Gallery has no other works by Boyer in
its collection.

Nemiroff wrote that the acquisition of Beam’s work was welcomed “as a
reminder of another transformation, one taking place in the new art history and
gradually being reflected in the politics of art galleries, through the efforts of those
both inside and outside who have urged a broader perspective.”” This new art history,
and change within the institution, reflects a shift away from the dominant European
centred narrative of art history towards a more inclusive discourse. At the National
Gallery, Nemiroff believes that these changes “reflected a determination to make
visible that which was rendered invisible (whether ignored or suppressed).”””
However, the fact that an Aboriginal curator was not hired, and special funds were not

allocated for the acquisition of Aboriginal art, signals a resistance to deeper structural

change on the part of the National Gallery.

*! Diana Nemiroff, “For the Collection of Contemporary Canadian Painting, Sculpture and Videotape:
Bob Boyer 4 Minor Sport in Canada,” {11 August 1987], Curatorial Files, 29757, National Gallery of
Canada.

°2 Nemiroff, National Gallery Collects, n.p.

% Ibid.
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Exhibitions 1927-1992

The National Gallery was not only crticized for not actively collecting
Aboriginal art, they were also cniticized for not exhibiting it. Despite the fact that the
National Gallery did not start actively collecting contemporary Aboriginal art until
1986, it did host several exhibitions starting in 1927. Jean Blodgett includes a list of
exhibitions held at the National Gallery in her report, but important to note is her
emphasis on the fact that that all of the exhibitions were organized either as co-
productions or initiated by other institutions.

The first exhibition containing Aboriginal art at the National Gallery,
Exhibition of Canadian West Coast Art, Native and Modern, was on display from 2 to
31 December 1927.** Then-Director of the National Gallery, Eric Brown, writes that
the purpose of the exhibition was to “mingle for the first time the art work of the
Canadian West Coast tribes with that of our more sophisticated artists in an endeavour
to analyse their relationship to one another, if such exist, and particularly to enable
this primitive and interesting art to take a definite place as one of the most valuable of
Canada’s artistic productions.”95 It was from this exhibition that the National Gallery
purchased the argillite model crest pole.

Subsequent exhibitions held at the National Gallery containing Aboriginal art
included The Arts of French Canada, 1613-1870, on view from 29 March to 18 April
1947. The exhibition was divided into sections: five Aboriginal works were placed

within the Frontier between the French and the Indians in Art section. In 1957, the
Canadian Handicrafts Guild and the Canadian Guild of Potters organized the First

National Fine Crafts Fxhibition, which was shown at the National Gallery from

** The exhibition was arranged in co-operation with the Canadian Museum of Civilization, the Royal
Ontario Museum, McGill University and the Montreal Museum of Fine Arts.

% National Gallery of Canada, Exhibition of Canadian West Coast Art, Native and Modern, (Ottawa,
1927), 2. West coast works were displayed alongside paintings by Lawren Harris, J. E. H. MacDonald
and Emily Carr, to name but a few.
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June 7 to 26, 1957. The National Gallery hosted the Canadian Fine Crafts 1966-67
exhibition from 13 December 1966 to 13 January 1967. In the exhibition catalogue,
Daniel Rhodes, an American potter and professor, wrote:

The contrast between the work of Indian and Eskimo craftsmen and

the work of the majority reveals the problems faced by both groups.

The Indians and Eskimos are generally on firm ground with respect to

workmanship and function, but they are experiencing a diminishing

conviction and clarity in their relationship to their traditional design.”®
Included in the exhibition was a section devoted to Aboriginal and Inuit crafts that
contained nine Inuit sculptures. What was being sought in 1967 was a representation
of ‘traditional’ Aboriginal design, unaffected by Westemn styles and medium.

The first contemporary Aboriginal work to be exhibited at the National
Gallery was in Three Hundred Years of Canadian Art: an Exhibition Arranged in
Celebration of the Centenary of Confederation from 12 May to 17 September 1967.%7
In the exhibition catalogue, then-Director of the National Gallery, Jean Sutherland
Boggs, wrote that the exhibition was organized “in the hope of exhibiting the greatest
achievements of the creative efforts of the artists of Canada — the heights of the
creative efforts of the Canadian people.”98 The exhibition began with a section
entitled The French Colonial Period, with the oldest work created in 1668. There was
no reference made in the description of the exhibition or the Catalogue to Canada’s
First Nations.

The painting Misshipeshu Water God, and Miskinuk, The Turtle (1965), by
Ojibwa artist Norval Mon.isseau (1932-2007), was included in the fifth section of the

exhibition: The Twentieth Century 1951- (See Image 2).*® The catalogue for the

% National Gallery of Canada, Canadian Fine Crafts, (Ottawa: Queen's Printer, 1966), 4.
97 15

Hines, 7.
¥ National Gallery of Canada, Three Hundred Years of Canadian Art: an Exhibition Arranged in
Celebration of the Centenary of Confederation, (Ottawa: National Gallery of Canada, 1967), ix.
% This work is now in the collection of the Canada Council Art Bank, Ottawa and was included in the
retrospective of the artists work at the National Gallery in 2006.
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exhibition contains short biographies of all artists whose works were included.
Morrisseau’s biography reads:

Painter, 1932-, Ojibway Indian born on a reserve on Lake Nipigon.

Self-taught in painting. A trapper, guide, and mine worker, he was

‘discovered’ as an artist about 1958. During a period in hospital about

1958 he began to paint Indian legends. Held his first one-man

exhibition in Toronto 1962. A comprehensive exhibition of his work

was held at the Musée du Québec 1966.'%°
Despite the inclusion of this biography at the end of the catalogue, alongside all the
other artists in the exhibition, there is no mention of the painting, or its context within
the history of art in Canada. They essay itself mentions numerous other works from
each section, the artists and the significance of the work in the history of art in
Canada.

Similarly, one contemporary work was included in Masterpieces of Indian and
Eskimo Art from Canada, on view at the National Gallery from 21 November 1969 to
11 January 1970."" In 1969, the National Gallery commissioned four eight-foot
murals by Robert Davidson especially for the exhibition. Then-Director of the
Canadian Museum of Civilization, Dr. George MacDonald, recommended Davidson,
as the National Gallery curators wanted the “gallery space to look something like a
painted Haida housefront with the two main crests, eagle and raven on the entrance to
the gallery space.”102 The newsletter released by the National Gallery explains:

Four panels by the Haida artists Robert Davidson will flank the two

entrances to the totem pole room of the exhibition. The 23-year-old

carver, painter and jewellery designer from Masset, Queen Charlotte

Islands, came to Ottawa especially to do the murals, which depict four

Haida symbols: eagle, raven, hawk and thunderbird. The murals are

the only contemporary works in the exhibition, which include 186
items ranging from 700 BC to the 1930s.'®

100 National Gallery of Canada, Three Hundred Years of Canadian Art, 244,

19! Blodgett, 66. The exhibition was organized by the Musée de I’Homme (Paris) in collaboration with
the Canadian Museum of Civilization and Indian and Northemn A ffairs Canada.

192 George MacDonald, e-mail message to the author, March, 2008.

193 press Release, “Haida Bird Murals Feature Indian, Eskimo Art” [21 November 1969], EX 1365,
National Gallery of Canada Archives.
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Newspaper clippings announcing the exhibition described the murals as preserving
the traditions and culture of Canada’s Aboriginal peoples. The Ottawa Journal
declared: “Much of native Indian art appears to be disappearing as the Indians
integrate with the white civilization.”'**

In 1977, Dorothea Burmham, the former curator of textiles at the Royal
Ontario Museum, organized the exhibition The Comfortable Arts: Traditional
Spinning and Weaving in Canada, a textiles exhibition based on the history of
settlement in Canada. The objects were chosen and described by Burnham as being
from “a wide range of ethnic origins: many of the native people; Acadian, Western,
and Quebec French; the Loyalists who came from the United States following the
American Revolution; those immigrants from the British Isles and Germany as well as
that great flood of people of many origins who moved in to fill up the land.”'® Jessica
Hines writes that, in a highly unprecedented fashion, The Comfortable Arts “began
with a section devoted solely to Aboriginal pieces, thus recognizing for the first time
ever in an NGC exhibition that the history of Canada began before the arrival of any
Europeans.”'%

The first exhibition at the National Gallery to focus on contemporary art was
organized by Diana Nemiroff and presented from 4 November 1986 to 29 March
1987. The purpose of the exhibition Cross-Cultural Views was to showcase recent
acquisitions alongside the work of other contemporary artists. Nemiroff writes of the
work that it emphasized “cultural mobility and political awareness, showing the‘work

of native artists with that of other artists from the [permanent] collection such as

Jamelie Hassan and Hans Haacke, whose work may be viewed as a deconstruction of

14 “Indian Artist Busy Painting Murals,” Ottawa Journal, (November 13, 1969), EX 1365, National
Gallery of Canada Archives.

' Dorothy K. Burnham, The Comfortable Arts: Traditional Spinning and Weaving in Canada,
(Ottawa: National Gallery of Canada, 1981), xiii.

106 Hines, 45.
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colonial power.”'o7 Further to this, Alfred Young Man, a Cree artist and Professor,
stated that Cross-Cultural Views “was the first time in the history, I suppose, of the
National Gallery that Indian Artists conveying contemporary realities, were integrated
into an exhibition without all that ethnological baggage that we’ve had to carry along
before.”'®
Fourteen works were on display from the National Gallery’s permanent
collection, five were borrowed from the collection of INAC (Department of Indian
and Northern Affairs Canada), one was from External Affairs and another was
borrowed from private collector. The exhibition was described by the National
Gallery as a modest step towards eliminating the isolation of Aboriginal artists.'®® The
Aboriginal artists in the exhibition were: Bob Boyer, Robert Houle, Jane Ash Poitras,
Edward Poitras and Joanne Cardinal Schubert. Angela Marcus, a writer, broadcaster
and lecturer, writes that the artists and their works were: “Overdue for recognition by
the National Gallery as expressions of valid Canadian experience.”''® Marcus
concluded by stating that artists in Canada are:

Acutely aware of the world and its painful contradictions and Cross

Cultural Views tells us that the world is a small place, that the entire

population has much in common and that we are all oppressed in one

way or another by either too much or too little power. Native artists

speak for themselves, white North American and Europeans speak for

themselves and Everyone Else.'!

Following this, the Canadian Biennial of Contemporary Art was organized by

Nemiroff and held at the National Gallery from October 6 to December 3, 1989. All

the works were created within two years of the exhibition, which was “intended to be

07 Nemiroff, Modernism, 452.

108 Young Man, Networking, 9.

199 press Release, “Cross-Cultural Views” [3 November 1986], EX 1748, National Gallery of Canada
Archives.

""" Angela Marcus, “Cross-Cultural Views at the National Gallery of Canada,” Artpost (February
1987), 32, EX 1748, National Gallery of Canada Archives.

! Ibid., 34.
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a survey of national scope, based on extensive travel.”''? The exhibition contained
one work by Métis artist Edward Poitras, the installation Morningstar Manifesto,
which addressed the reality of assimilation and acculturation. Of the inclusion
Nemiroff stated that it was an extremely powerful work that she had been aware of,
and believed that it was going to look very strong in the context of the exhibition.'"?
Similar works by Poitras had been exhibited in the exhibition Indian Territory, at the
Mendel Art Gallery in Saskatoon in 1988 and at the Power Plant in Toronto in 1989.

Art critic and journalist Christina Sadbat writes: “The seven sculptures of tied
and bound native warriors — symbolic victims were here. Poitras exposes the unequal
terms of treaties in which the dominant culture has asserted its control and power,
then superimposes the claims of those who were silenced.''* Of the work, Nemiroff
writes: “The work centres on a dialogue between the mterpreter and witnesses to
Treaty [No. 4, for the area around the North Saskatchewan River,] on the meaning of
‘the Lord,” whose servant the queen is, a dialogue which encapsulates the unequal
terms on which the treaty’s legitimacy was based.”'"?

From November 1991 to February 1992, the National Gallery organized and
hosted the exhibition entitled Strengthening the Spirit: Works by Native Artists, which
was held in conjunction with the Indigenous Nations of the Americas International
Conference in Ottawa. The exhibition featured twenty-five works produced by fifteen
Aboriginal artists from Canada. The conference was organized as a commemoration
of Indigenous Peoples’ resistance to colonization of the Americas since the arrival of

Europeans in 1492, as well as to “provide a forum for Indigenous Peoples from across

"2 Diana Nemiroff, Canadian Biennial of Contemporary Art, (Ottawa: National Gallery of Canada,
1989).

'3 Christina Sadbat, “Canadian Biennial of Contemporary Art,” Arts Atlantic vol. 10 no. 1 (Spring-
Summer, 1990), EX 1768.1, National Gallery of Canada Archives.

" Ibid.

"'’ Nemiroff, Canadian Biennial, 49.
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the Americas to collectively reflect on a common past, to share their cultures, values
and visions, to evaluate the p‘resent, and to offer guidance to Indigenous leaders for
the establishment of a new dialogue between Indigenous Peoples and other societies
in the future.”"'® The opening of the exhibition was concurrent with the first day of
the UNESCO-sponsored conference 10 November 1991 and was on view until 2
February 1992.

Strengthening the Spirit focused on themes of concern to native communities -
political crisis, native history, spiritual values and cultural identity.''” Eight works
from the National Gallery by Carl Beam, Bob Boyer, Robert Davidson, Robert Houle,
Pierre Sioui and Bill Reid were exhibited alongside works borrowed from INAC and
other private collections. The curator of the exhibition and Assistant Curator of
contemporary art at the time, Janice Seline, stated that the conference organizers
asked the National Gallery to host the exhibition. In a radio interview, Seline spoke of
the sculpture What Time is it Now? (1989) by Ron Noganosh (borrowed from INAC),
which incorporates a rifle, a bullet box and Campbell soup cans with labels that have
been adapted to recall aspects of history. In an interview Seline said:

On one side there is Cream of Conquering Hero (the name of the

soup), and on the back you have the ingredients: land grabs, lies

cheating hate, murder, hypocrisy and absolutely not truth. It’s a strong

statement, but on the other hand it’s accessible and understandable,

and has a strong dash of irony thrown into it.''®

The first large-scale exhibition focused on contemporary Aboriginal art at the
National Gallery was Land, Spirit, Power: First Nations at the National Gallery of

Canada, from 25 September to 22 November 1992. Although Nemiroff did not take

part in the Task Force on Museums and First Peoples, she did take into consideration

"¢ Indigenous 500 Committee, Strengthening the Spirit: Beyond 500 Years, (Ottawa: The Committee,
1991), 7.

"7 Ibid., 15.

"8 ¢BC Program: In Town and Out, (November 10, 1991), EX 1807, National Gallery of Canada
Archives.
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their recommendations. She would have also been aware of Lee-Ann Martin’s report
The Politics of Inclusion and Exclusion: Contemporary Native Art and Public Art
Museums in Canada (1991) that was commissioned and published by the Canada
Council for the Arts. Martin wrote: “Galleries must give priority to hiring curators
with the appropriate academic, artistic and cultural backgrounds to develop programs
dealing specifically with the collection, research, exhibition and publication of works
by Native artists.”' !’

Land, Spirit, Power marked the first time in the National Gallery’s history that
an exhibition was curated, or in this case co-curated by an Aboriginal curator.
Saulteaux artist and curator Robert Houle and Charlotte Townsend-Gault, an
independent curator, also helped Nemiroff organize the exhibition and wrote essays
for the catalogue. Ruth Phillips writes that Land, Spirit, Power demonstrated how the
National Gallery, a large established influential institution, could achieve a major
cultural repositioning.120 According to Nemiroff:

I wanted to create an exhibition that would make the work look

terrific. I wanted to display it as contemporary art, not as an artifact of

any kind and to do that I knew that it needed its space and it needed to

be installed the way any good exhibition of contemporary art would be

installed at the National Gallery."?!

The curatorial team researched and visited over 50 artists from Canada and the United
States, and chose eighteen artists to include in the exhibition.
When planning the exhibition Nemiroff sought to display the work of a new

generation of Aboriginal artists who were “less concerned with the old myths and

traditions.”'** She also felt it was important to research and include the work of

"9 Martin, “The Politics of Inclusion and Exclusion,” 33.

120 Ruth Phillips, “Making Space,” The Canadian Forum (January 1993), 18.

121 Nemiroff, discussion.

22 Diana Nemiroff, “Phase 1 Proposal, Contemporary Indian Art in Canada,” Curatorial Files, National
Gallery of Canada.
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Aboriginal women artists and performance artists.'”> The works in the exhibitions
have been described as being “less tied to the historical moment” of the 500 years
since the arrival of Christopher Columbus and more focused on the artworks.'?* Ruth
Phillips described the exhibition as:

first beckoning the visitor with works that display relatively familiar

kinds of formal beauty: the pure, seemingly minimalist works of Faye

HeavyShield’s sculptures, and the elegant formline designs of Robert

Davidson’s masks and Dorothy Grant’s textile works. Only afterwards

is the visitor brought up against the compressed pain and threat

contained in Dominqo Cisneros’ juxtapositions of shamanic

imagery.|25
In her essay for the catalogue, Nemiroff wrote that the exhibition was planned to
create a “space and an occasion for dialogue,” and follows in the spirit of
Strengthening the Spirit which stressed issues of identity, spiritual values and
history.126

The eleven Canadian artists included in the exhibition were: Carl Beam,
Rebecca Belmore, Dempsey Bob, Robert Davidson, Dorothy Grant, Faye
HeavyShield, Alex Janvier, Zacharias Kunuk, Teresa Marshall, Alanis Obomsawin,
and Lawrence Paul Yuxweluptun. In addition to this, one Mexican artist, Domingo
Cisneros, and six American artists - Jimmie Durham, James Lavadour, Truman Lowe,
James Luna, Kay WalkingStick, and Hachivi Edgar Heap of Birds — were included.
Of the works in the exhibition, Phillips writes: “Land, Spirit, Power reveals the two
imperatives to which contemporary Native artists are responding: the demand of our
moment in history for cultural and political intervention, and the etemal lure of

aesthetic play.”'27

123 Ibid.

124 phillips, “Making Space.” 18-20.
125 1bid., 20-21.

126 Nemiroff, Modernism, 41.

127 1bid., 21.
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Despite the many reports, dating from as early as 1951 that focused on the
National Gallery’s responsibility to collect and exhibit Aboriginal art, their doing so
was a long time coming. With the exception of several historical and craft-based
exhibitions between 1927 and 1970, there had been no exhibitions focusing on
contemporary Aboriginal art at the National Gallery until 1986. The first exhibition of
contemporary Aboriginal art occurred in 1992, as a discourse on the 500 years since
the arrival of Columbus. When considering the restrictive quality of museums,
Maurice Berger asked the question: “To what extent should museums ‘look at
themselves’ in an effort to self-consciously examine their own history of exclusionary
decision making?”'*®

The National Gallery’s role as Canada ‘cultural gatekeeper’ is constantly
evolving as changes occur within the institution and the art community. Nevertheless,
no major structural changes followed the reformulation of the Acquisitions Policy in
1984 - one or two acquisitions and a couple of exhibitions of contemporary
Aboriginal art cannot be said to have sufficed. Through the 1992 exhibition Land,
Spirit, Power, the National Gallery merely addressed its exclusion of Aboriginal art
and attempted to redress the balance through a largely temporary strategy of visibility.
To become a truly inclusive institution the National Gallery needed to undergo a
radical re-evaluation and continue their current work, while simultaneously thinking
about the next steps. Rogoff writes: “we can no longer indulge in the multicultural
management of inclusiveness —. letting all the others in while remaining with an
unchanging concept of ourselves.”'?® Chapter three of this thesis will assess what the

National Gallery has done since 1992, but prior to that, chapter two will outline the

128 Berger, Museums of Tomorrow, 138.
129 Rogoff, 73.
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influence the Society of Canadian Artists of Native Ancestry (SCANA) had on the

National Gallery.
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THE SOCIETY OF CANADIAN ARTISTS OF NATIVE ANCESTRY

I haven’t come here to kick over your tables of weights and measures
that you have set up in front of your temples. (Though I have been
tempted to.)

I haven’t come here to heal your blindness but I hope that what I have
to say will open your eyes.

I have come here, however, to place my prayers in the cracks on the
wall I see before me.
- Jim Logan”o
In the early 1970s a group of Aboriginal artists from Eastern and Western
Canada came together in Winnipeg to discuss the creation of an artists association to
support contemporary Aboriginal painters. In 1973, the Professional Native Artists
Inc. was founded by Daphne Odjig (Ojibwa), Jackson Beardy (Cree), Roy Thomas
(Ojibwa), Alex Janvier (Chipewyan), Carl Ray (Cree), Eddie Cobiness (Ojibwa), and

I At a later date, Norval Morriseau joined and

Joseph Sanchez (Taos Pueblo).
exhibited with the group. These individuals were dissatisfied with the marketing
directions of government-run programs by Cultural Affairs and the Department of
Indian Affairs (now Indian and Northern Affairs Canada, INAC) and decided to give
themselves a name that would make a political statement in itself: “The Group of
Seven.”'* The collective later became known as the “Indian Group of Seven” as each
of its members struggled to gain recognition as artists.

Tom Hill, a Konadaha Seneca artist, curator and writer, explained later that the

political climate of the time lent itself to “considerable camaraderie among the artists,

130 Jim Logan, “Perspective From the Fringe (a Peck Behind the Paint),” presented to the Canadian Art
Museum Directors Organization [CAMDO], (April 20, 1994), 1, SCANA File 1990-2000, INAC
Archive.

3! Bonnie Devine, “From Resistance to Renewal — The Fine Art of Daphne Odjig,” in The Drawings
and Paintings of Daphne Odjig A Retrospective Exhibition, (National Gallery of Canada, 2007), 30.

B2 Tom Hill, “Indian Art in Canada: An Historical Perspective,” in Norval Morrisseau and the
Emergence of the Image Makers, (Toronto: Art Gallery of Ontario, 1984), 24.
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perhaps from their isolation from the Ottawa-Toronto Indian-art scene, or perhaps
because of their common battle against the department’s programs.”'** The objectives
pursued by the group were to provide a forum for criticism, organize exhibitions,
develop proposals for the establishment of an art scholarship program, and develop a
strategy that would educate the public about the individual merits of their work.'**
Although the group disbanded by 1975, its members were still politically charged and
its initiatives were continued in other forums.

Out of the momentum created by the “Indian Group of Seven,” the Society of
Canadian Artists of Native Ancestry (SCANA) was formed. After an important series
of meetings and symposium, funded in part by the government, SCANA was formally
incorporated in1985. The members of SCANA described themselves as a “determined
group of interested artists who were willing to sacrifice their time and careers to
further the progress of equality for artists.”'** Due to their late start in recognizing and
exhibiting contemporary Aboriginal art, the National Gallery became one of the
primary targets of SCANA. Alfred Young Man, one of the group’s members, wrote:

Among the early objectives of SCANA, and perhaps the most

ambitious and least likely to succeed, was to get Native art into the

National Gallery, the pre-eminent showplace for all of Canada’s major

white artists. Native artists knew only too well that the doors to this
bastion of colonialist history would not be easy ones to pass

through.
The History of SCANA

This second group of individuals that met to discuss the issues surrounding
contemporary Aboriginal art in Canada called their group the Artists of Native

Ancestry. They met on Manitoulin Island, Ontario from October 23 to 25, 1978 for

3 Ibid.

34 Ibid.
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the first National Native Indian Artists’ Symposium. The conference was organized
by the INAC and the Secretary of State (David MacDonald) and was hosted by the
Ojibwe Cultural Centre. David General (Iroquois/Six Nations), then-department head
of INAC and conference organizer, wrote that the symposium sought to “bring Indian
artists from across Canada together to share their experniences, frustrations, views,
their insights, resourcefulness and their thoughts on their culture, on their art and on
themselves as individuals.”**’

Twenty-four artists attended the conference including Alex Janvier, Daphne
Odjig, Leland Bell (Anishnabe) and Bill Reid (Haida). Several guest speakers
presented papers at the conference including Harold Patton, a Toronto-based art
consultant, novelist and artist, who discussed international marketing and self-
management, and Tom Hill spoke on the historical perspective of Aboriginal art.
Other speakers were Toronto art lawyer Aaron Milrad, Bill Boyle from Visual Arts
Ontario, Walter Sunahara from the Ontario Arts Council, Elizabeth McLuhan from
the Ministry of Health and Education and Pamela Gibb-Carsley from the Ontario
Association of Art Galleries."®® Some of the main topics of discussion at the
conferences were the future of INAC’s Indian Art Cultural Development Program and
how Aboriginal artists should be involved in its future.

Mixed reviews were evident: while the conference allowed younger artists to
establish personal networks, they also found the speakers informative while more
established artists would have liked to have had shared their thoughts and ideas. For
younger participants the conference also allowed them to meet and interrelate with
established artists while discussing or debating the issues surrounding their chosen

careers. The author of the article Manitoulin '78: the Art Conference writes: “perhaps

137 «“Manitoulin *78: the Art Conference,” The Native Perspective vol 3, no. 2, (1978), 47.
138 1y
Ibid.
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they met in a Bill Reid, Odjig or a Janvier, the individual that inspired them to
become artists.”" >’

As the focus of the conference was aimed at international marketing, self-
management and the business aspects of art, participants thought there was a lack of
sharing thoughts and ideas concerning the future of Aboriginal art in Canada. During
one of the conference sessions Alex Janvier, stated:

It is obvious from my view, that these organizations we have come

across are of little value or are of no use to us. It seems they have their

priorities and are engaged in something a little different that what we

are. I think we have a commitment to our tribes and to Indian people in

general.”o
Nevertheless, the conference allowed artists to come together as a group and discuss
their concerns and frustrations regarding their art practice and the art institutions that
do not collect their work.

The subsequent National Native Indian Artists’ Symposium took place in
Regina, Saskatchewan, in September 1979 at the Saskatchewan Indian Federated
College (now the First Nations University of Canada) on the University of Regina

1 The conference discussions included the issue of control and the

Campus.1
dissemination of information concerning the history and current state of Aboriginal
art in Canada. The purpose of the conference, as outlined by Gerald McMaster in the
Grant Assessment Form for the Secretary of State, was to: “gather a majority of the

recognized and inspiring unrecognized Native artists in Canada, in a forum to discuss

. . . 4
their concerns regarding Indian art.”'*> McMaster also wrote:

" Ibid.

" Ibid.

'4! Financial support for the symposium came in the form of a grant from the Secretary of State as well
as funding from INAC and the First Nations University of Canada.

142 Gerald R. McMaster, “Secretary of State: Grant Assessment Form,” File #9356f Box 22 acc: 1989-
90/157, Library and Archives Canada.
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The end result would be for the Native artists to present their

definitions of Indian art, its philosophy and aesthetic criteria. Their

stated definitions, terms and conditions could result in a situation

whereby Indian art is understood more, better interpreted and the artist

would be equipped to control his art form. The present case is one

where Indian art has been misinterpreted and in many cases controlled

by the non-Indian art dealers and collectors.'*?

Unlike the first symposium, the second was designed as a forum for the
discussion, through panel sessions, of concerns facing contemporary Aboriginal art.'*
The first panel focused on the historical aspects of Aboriginal art and included
Assiniboine Elder Jim Ryder, Gerald McMaster, and anthropologist Zenon
Pohorecky, among others. The second panel entitled “Past Decades” included Plains
Cree artist Alfred Young Man, Daphne Odjig, and Tom Hill. Contemporary art was
discussed by Saulteaux artist Robert Houle, Ojibway/Odawa artist Helen Wassagesig,
Swampy Cree artist Jackson Beardy and art critic John A. Wamer. The future of
Aboriginal art in Canada was discussed by a panel composed of David General, Bill

145

Reid, Carl Beam and a representative from C.A.R."” The three-day symposium also

included ceremonies, cultural singing and dance performances, panel-workshops and
tours of local art galleries and museums.'*®

Another National Native Indian Artists’ Symposium took place in New
Hazelton, British Columbia, from August 25 to 30, 1983. The need for a larger, more
comprehensive National Native Indian Artists’ Symposium was expressed in the

proposal written for the symposium that described the previous two gatherings as

small conferences.'’ Discussions that occurred during the first day of the conference

'3 bid.

14 Gerald R. McMaster, “Proposed Second Annual Conference of Canadian Indian Artists” [7 June
1979], 2, File #9356f Box 22 acc: 1989-90/157, Library and Archives Canada.

3 Ibid.

16 Ibid.

147 «Native Indian Art: Where is it Going? Proposal for a National Symposium — Why Now and Why in
Hazleton?” [c. 1982], 2, SCANA file 1983-89, INAC Archive.

This symposium was co-ordinated by Doreen Jensen and Reva Robinson while Alfred Young Man was
the facilitator/moderator.
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were centered on the theme: “Not Dead — Only Sleeping,” which focused on the
perceptions held by the participants on the evolution of Native art. Spirituality was
another theme that emerged and allowed artists to share personal experiences and
visions that affected their art production.

The second day of the conference was called “Visions in Dialogue” and
discussions dealt with the role of tradition and markets in the evolution of Native art.
The “Quality, Authenticity and Commitment” of Native art was the topic for the third
day of the conference where participants questioned what exactly constitutes quality.
Day five dealt with “Challenges™ and the collection policies of several art institutions,
as well as decision-making about future action and control. Other themes that
emerged throughout the conference were the absence of Aboriginal art at the National
Gallery and the need for training and apprenticeship programs.

Carole Farber (anthropologist) and Joan Ryan (community activist and
anthropologist 1932-2005), who co-wrote the report of the symposium, outlined the
1ssues and recommendations that arose during the conference as follows:

1. That a responsible and representative native organization be
established to prepare an action plan that will improve the regional,
national and international recognition and appreciation of
contemporary Indian art.

2. That this organization or institute be given the mandate to
coordinate the budgets, programs and services provided by existing
federal agencies to the native Indian arts.

That an appropriate budget be allocated to this organization or
mstitution to fulfil its task.

3. That publicly funded art galleries cease the policy and practice of
excluding Indian art.

4. That institutions which have major national collections be
encouraged to tour the curated exhibitions to local Indian
communities.

5. To explore the creation of a National Indian Arts Bank and a
national Native Indian Arts Gallery. Information and recommendations
will be brought to the next symposium.

6. That qualified native Indian representatives be included on the juries
of the National Art Bank.
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7. That Indian artists learn about the National Art Bank operations so

as to facilitate the inclusion of Native Indian Art.

8. That a working committee be formed which will follow up on the

recommendations made at this symposium.

9. That this symposium recommends that this working committee be

the Advisory Committee to the DIAND Indian Arts Section.

10. That the working committee explore the feasibility and desirability

of forming a national organization of Indian artists.'*®
Unlike the previous two symposiums, an action plan was created and specific
instructions were outlined to maintain that they would be put into motion. This action
plan would later be implemented with the formation of SCANA in 1985.

Several of the artists that attended the symposium, including Carl Beam,
Jackson Beardy, Gerald McMaster and Daphne Odjig, brought works of art which
were displayed as a group show at the Northwestern National Exhibition Centre in
Hazleton. The exhibition, curated by Peggy Martin (art historian) with the assistance
of Eve Hope, allowed for a space in which Aboriginal art could be displayed and
appreciated for its artistic or aesthetic qualities, not as ethnographic specimens.
Overall, the conference was considered successful by the participants, given that a list

of recommendations was compiled and discussions between key figures in the art

community educated younger and emerging artists.

The Formation of SCANA

Shortly after the 1983 conference, Doreen Jensen (Gitksan) and David General
founded SCANA, an organization that Blood/Blackfoot artist Joane Cardinal-
Schubert describes as grass roots.14§ The group was first labelled the National Native
Indian Artists’ Working Committee and met regularly with the INAC’s Indian Art
Centre in 1984. In January 1985, the organization was formally incorporated and

received funding from INAC. A board of thirteen directors, the majority of whom

148 Alfred Young Man, “SCANA: History and Formation of the Society of Canadian Artists of Native
Ancestry,” paper presented at the Aboriginal Cultural Collective Colloquium 06, March 17-19, 2006.
199 Cardinal-Schubert, “A Passionate Paper.”
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were artists from various geographic regions in Canada, and three officers then
governed SCANA . The official mandate of SCANA was composed and outlined as
follows:

The objects of the corporation are to promote and encourage the
following:

1: National appreciation and advancement of the artistic achievements
and aspirations of the First Nations people of Canada, as well as cross
cultural understanding of diversity and vitality of contemporary arts by
First Nations people.

2: Fine arts programmes of an educational and cultural nature,
designed for people of First Nations ancestry across Canada.

3: A sertes of audio-visual aids for educational and cultural
programmes for reproduction and distribution to schools and cultural
centres and institutes of higher learning across Canada.

4: Educational grants and scholarships to First Nations Artists.

5: Assembling and collecting the works of art of First Nations people
of Canada, to receive works of art as donations or on loan, for display
to the general public.

6: Acceiglt donations, gifts, legacies and bequests for the aforesaid
objects.

SCANA rapidly became a group focused on lobbying and advocacy as they solicited
all provincial and federal agencies that funded the arts and had an influence on the
display, collection and dissemination of Canadian art.'”> David General said that
through subtle consultation SCANA became known as a credible organization that
reliably represented the Aboriginal arts community."’ 3

In 1984 General wrote a letter to then-Minister of Indian and Northern
Development, David Crombie, on behalf of SCANA requesting personal support and
commitment for an exhibition focusing on contemporary Aboriginal art. In his letter,

General wrote that during conferences a “great deal of attention has been focussed on

150 Society of Canadian Artists of Native Ancestry, “Part I: History” [1985], 2, SCANA File 1983-89,
INAC Archive.
The officers included the President, Vice President, and Treasurer, annual elections were to be held to
select officers from among the Board of Directors.
151 Society of Canadian Artists of Native Ancestry, “SCANA: Society of Canadian Artists of Native
Ancestry,” brochure, SCANA File 1983-89, INAC Archive.
:zi “Resources: SCANA Takes Control,” ArtsCraft Quarterly (Winter 1989), 16.

Ibid.
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the lack of recognition and representation of major contemporary works by artists of
native Indian ancestry in the national fine arts collections.”">* The proposal of a major
exhibition was then put forward with a tentative touring schedule starting at the
Vancouver Art Gallery in 1986 and travelling across Canada to the National Gallery
in 1988.

Having the exhibition at the National Gallery was of prime importance to
SCANA as its new building was scheduled to open that year. The exhibition would
then serve as the occasion on which Canadians would be “provided with the
opportunity to view the dynamism, vitality, and relevance of Canadian art created by
Canadian artists who happen to be Indian.”"*> When SCANA met on 2 April 1985,
with Diana Nemiroff and other employees from the National Gallery concerning the
possibility of the exhibition being brought to the National Gallery in a meeting, they
were politely rejected. Exhibitions take years to plan and mount thus time constraints

and budgetary concerns were an issue.

SCANA and the National Gallery of Canada

The subsequent symposium held by SCANA took place at the University of
Lethbridge in 1987 and was given the title Networkings." 8 Of the conference, Métis
artist, Jim Logan wrote:

Invited to this conference was the hierarchy of the Canadian art
establishment. Many established Aboriginal artists such as Carl Beam,
Alex Janvier, Jane Ash Poitras, Joane Cardinal-Schubert, and Edward
Poitras directed arguments towards the National Gallery of Canada
and other federal and provincial government cultural agencies,
suggesting that a state of cultural apartheid existed and was entrenched
within Canada’s public galleries resulting in the exclusion of art by
Aboriginal artists. The conference was the first open debate between

154 David General to David Crombie, 28 November 1984, SCANA File 1983-89, INAC Archive.

155 1 -
Ibid.
156 The symposium was chaired by David General and moderated by Alfred Y oung Man.
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Abonginal artists and the most prominent members of the Canadian
cultural hierarchy."”’

This symposium followed a similar format as the third symposium in that panel
discussions were held for specific individuals to interact and speak of a broad topic.
The titles of three of the sessions were “Canada’s Major Art Institutions and Artists of
Native Ancestry — Policies and Responsibilities,” “Acquisitions and Exhibitions:
What are the Major Arts Institutions Buying and Showing” and “Swimming and the
Mainstream: A Dialogue with Artists of Native Ancestry Who are Receiving
Recognition and Critical Acclaim.”

The key difference from previous conferences is that employees from the
National Gallery were present and spoke of the issues surrounding their collections
policy, the Aboriginal art collection, and their exhibition program. The two
participants were Brydon Smith and Diana Nemiroff. While Smith focused his
discussion on the National Gallery’s collections policy and the governing forces
behind it, Nemiroff spoke of her situation at the National Gallery and the inclusion or
exclusion of Aboriginal art in the permanent collection.

After the symposium, at which Joane Cardinal-Schubert admits to being “quite
outspoken about issues,” the artist returned to her studio to find that she had been
robbed - several of her paintings, her RCA diploma and her camera were stolen.'*®
Further to this, several of her paintings were slashed, leaving her feeling helpless and

hopeless and questioning her night as an artist to express what she wishes. !> Although

several of the works were recovered and returned to her, this is one extreme example

of the problems facing the members of this grassroots activist group. The members of

"7 Jim Logan, “Its Not Just Noise,” in Aboriginal perspectives on art, art history, critical writing and
community, (Banff: The Banff Centre, 2004), 75.

158 Kathryn Burns, Joane Cardinal-Schubert: Two Decades, (Calgary: Muttart Public Art Gallery,
1997).

1 Ibid.
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SCANA sacrificed their time and sometimes their careers for the betterment of
Aboriginal artists across Canada.

Although heated debates and accusations arose during the discussion
following presentations, the inclusion of non-native curators allowed for a much more
productive outcome. For example, Nemiroff stated in her presentation for the session
entitled Acquisitions and Exhibitions: What are the Major Art Institutions Buying and
Showing that there would be no new exhibitions until 1989, the year after the new
building was set to open. The first exhibition to be organized in the contemporary area
was described by Nemiroff as a survey of Canadian art, she said: “it would be of great
interest to me if I were to receive slides and curricular vitae, or information about
your career from those of you who might be interested in such a context.”'®
Nevertheless, outside the context of the conference, non-Native curators were still in
charge because of their institutional affiliation and control of acquisition policies
leaving many participants disillusioned. Furthermore, the exhibition Nemiroff spoke
of was the Canadian Biennial of Contemporary Art which contained one Aboriginal
work — Poitras’ installation Morningstar Manifesto.

In SCANA’s Annual Report of 1988-89 there is a section pertaining to a
meeting with Nemiroff at the National Gallery to discuss the possible transfer the
collection of INAC’s Indian Art Centre to the National Gallery, another important
issue for SCANA. The National Gallery expressed interest in the proposal and stated
they did not recognize Indian art as separate from other works in their collection: thus
documenting the works separately from other contemporary art was not a
possibility.m The Report also stated that the National Gallery currently owned four

works by Carl Beam, Bob Boyer and Pierre Sioui (Huron), and had a trust established

10 Y oung Man, Networking, 36.
11 Society of Canadian Artists of Native Ancestry, “Annual Report and Recommendations to the
Indian Art Centre, DINA, 1988-89,” 3, SCANA File 1983-89, INAC Archive.
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to purchase works on paper thus creating a means to acquire works they did not have
the resources to obtain earlier.'®

Furthermore, the attached 1988-89 Plan of Action states that SCANA

will continue to lobby and negotiate the collection and exhibition of

major work by the National Gallery. This is an extremely positive

working relationship. S.C.A.N.A will continue to provide the most up

to date information to aid the National Gallery in the liaison with

artists of native ancestry.'®

It is important to note that a transfer of works from INAC’s collection of
contemporary Aboriginal art never took place. In 1989 and 1992, INAC did transfer

164 1t was also at this time

570 Inuit works from its collection to the National Gallery.
that the National Gallery presented the exhibition Land, Spirit, Power, their first
exhibition of contemporary Aboriginal art. Although Nemiroff stated that SCANA
was not directly involved, Ruth Phillips wrote: “the exhibition is a celebratory
response to the sustained lobbying of the Society of Canadian Artists of Native
Ancestry for inclusion in the [National] Gallery’s permanent collection and exhibition
spaces.”'®

The following National Native Artist Symposium was held from 10-14
September 1993 in Halifax, Nova Scotia. The title of the symposium was 4 Gathering
in Honour of Our Teachers, Our Elders, and Those Who Went Before Us. In the
information and registration booklet, the location is said to have been chosen because

“of the need for the arts community, the educators, curators and the arts

administrators of the Atlantic Region to become more aware of the issues, concerns

12 The Rosita Tovell Trust Fund for Contemporary Native Art was established in the late 1980s,
further information can be found on page 31 and in Appendix C.

163 Society of Canadian Artists of Native Ancestry, “Annual Report and Recommendations to the
Indian Art Centre, DINA,” addendum.

164 “Inuit Art,” National Gallery of Canada, http://www.gallery.ca/english/112.htm

185 phillips, “Making Space,” 18.
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and worldview of artists of Native ancestry.”166 Events included an Elders Circle for
the discussion of the arts, a presentation by Mi’kmaq linguist Bernie Francis,
discussions by various artists about their work, discussion sessions between various
artists and an outline of the report of the Canada Council for the Arts’ Abonginal Arts
Advisory Committee followed by a presentation by John Kim Bell.

Workshops that occurred throughout the conference covered issues
surrounding curatorship and Native art, Native art history, Native arts courses and
education, appropnation and the emergence of new art. The main field trip of the
symposium consisted of travelling to meet artists and learn about their environments
and artistic production.'”’ The conference was motivated by a need to have Native
1ssues heard outside of Western Canada, where all the previous conferences had been
held. This was the first year that SCANA awarded deserving artists with an Annual
Arts Award in an honouring ceremony to acknowledge their contributions and
dedication to the arts. The recipients (who were present at the conference) were

168 This was an

Daphne Odjig, Bill Reid, Norval Morrisseau and Alex Janvier.
important move initiated by SCANA as the recognition of established Native artists,
one of their main goals, was not occurring within public art museums such as the
National Gallery and thus they took it upon themselves.'®

In 1994, Jim Logan presented a paper entitled “Perspective from the Fringe (a
peek behind the paint)” at the Canadian Art Museum Director’s Organization annual

meeting during which he outlined the purpose of SCANA and the success of the

organization. Logan spoke of SCANA’s dealings with the National Gallery and their

166 Society of Canadian Artists Native Ancestry, “5" National Native Artists Symposium,” booklet,
SCANA File 1990-2000, INAC Archive.
167 1p.:

ibid.
' Ibid.
199 Society of Canadian Artists Native Ancestry, “SCANA: Board Meeting ~Regina Saskatchewan™ [18
November 1994], 7, SCANA File 1990, INAC Archive.
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numerous attempts to have senior artists such as Bill Reid, Daphne Odjig, and Norval
Morrisseau exhibited and acknowledged by the institution. Of this he said:

The 1992 exhibit [Land, Spirit, Power] was a politically correct

decision and unless further progress is made in their efforts to exhibit

artists of Native ancestry then any gains made will eventually erode

and what was a good and shiny start will soon tarnish into bitterness...

make a definite move immediately to exhibit our senior artists, who

are most worthy to be included in your “overall framework of

exhibition activity.”' ™
In his concluding comment to the members of CAMDO, Logan stated that SCANA
was prepared to assist in the planning and implementation process of any activities
that involved working with Aboriginal artists, but that it was up to the institutions to
take advantage of these resources.

In November 1994, SCANA held another board meeting in Regina, during
which its members discussed the National Gallery and the presentation Logan made to
CAMDO. The report states that after Logan’s presentation, “Shirley Thompson [then-
director of the National Gallery] asked why the NAG [National Gallery of Canada]
was being asked to show a solo exhibition (Bill Reid) when the Museum of
Civilization would do so.”"”" Thompson’s question illustrates how some key figures at
the National Gallery still viewed contemporary Aboriginal art as belonging in
museums of ethnography, not in an art gallery. However, the majority of the art
museum directors did not support the belief that contemporary Native art was a matter
for ethnographers.l72

During SCANA’s annual general meeting, in August 1995, it was stated that a

letter had been sent to Shirley Thomson by then-Deputy Minister of INAC Dan

Goodleaf (Mohawk) requesting that a retrospective exhibition of Bill Reid’s work be

170 g3.:
Ibid,, 3.

7! Society of Canadian Artists Native Ancestry, “SCANA: Board Meeting,” 3.

172 Sandra Paikowsky, (Art History professor, Concordia University), e-mail message to the author,

September 9, 2008.
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accepted into their exhibition schedule for the fall of 1996 or the spring of 1997, but a
response was sent on March 16, 1995 declining interest.'”® Furthermore, in SCANA’s
1995 Annual Report, written by Logan, it is outlined that individuals met with
Nemiroff at the National Gallery conceming the possibility of solo exhibits of senior
artists and the future purchasing of art by artists of native ancestry. Logan wrote: “we
were told that time lines for exhibits have to be planned five years in advance, the
point of honouring our elders while they are still alive was again presented however

casually dismissed as the gallery must stick to its guidelines.”'™*

The Continuation of SCANA

Misfortune fell upon SCANA in 1996 when funding from INAC was revoked
due to a lack of core operational budgets. An explanation of how funding from INAC
had been used and a break down of expenses was expected from SCANA at the end of
each fiscal year as a form of justification for their funding. Thus, in 1996, when the
report was not produced, the Saskatchewan Regional Office of INAC refused to
continue supponing SCANA fmancially. This led to the end of SCANA as an
incorporated organization. Nevertheless, the progress made by the organization, and
the discussions and connections that occurred at the symposiums have not been
forgotten. SCANA'’s effect on Aboriginal art in Canada has not gone unnoticed,
although in most cases it has never been formally recognised. In addition, SCANA
continued to function informally and received government funding for further

Symposiums.

73 Society of Canadian Artists Native Ancestry, “SCANA: Annual General Meeting” [18 August
1995], 2, SCANA File 1990-2000, INAC Archive.
174 Jim Logan, “SCANA: Annual Report” [21 February 1995}, SCANA File 1990, INAC Archive.
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The final symposium organized by SCANA was titled Gathering and took
place from December 8-10, 2000 at the Art Gallery of Nova Scotia in Halifax. It was
organized to:

Encourage an exchange of ideas/philosophies between senior/mid

career artists and emerging artists from across Canada. Such an

exchange would provide the necessary carry over of information

regarding the development of contemporary Aboriginal art history plus

a vital opportunity to discuss the social and political issues as well as

the aesthetic and cultural values of a rapidly growing Aboriginal art

movement.'”

Logan, the chair of the conference, said he wanted to bring together former SCANA
personnel and the younger generation of Aboriginal artists in hopes of reviving the
organization since its end in 1996.'7¢

The conference began with an introduction/reception followed by what was
been named “The Late Show,” an opportunity for the young artists attending the
conference to give a fifteen-minute slide presentation of their work. The following
two days consisted of panel discussions comprised of senior and emerging artists that
were designed to promote discussion from two different perspectives. Two panel
discussions entitled “Traditionalism — Selling Sacred Images or Keeping Culture
Alive” and “Cross Cultural Appropriation: Are There Thieves Among Us?” took
place as well as presentations on “Aboriginal Art History” by Young Man and
Colleen Cutschall (Oglala Lakota) followed by another panel entitled “Status Versus
Non-Status: Who is Indian Anyway?”

The various conferences and symposiums that led to and éreceded the
formation of SCANA had its own agenda, format, goals and outcomes. Their common

thread is the need to address issues surrounding Aboriginal art and its inclusion in

galleries as well as the writing of Canadian art history. Many young artists were

175 Society of Canadian Artists Native Ancestry, “Schedule,” SCANA File 1990, DINA Archive.
Jim Logan was the Chair of the conference and Barry Ace organized the symposium.
176 Logan, discussion.
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encouraged to participate and learn from established artists while curators, art critics
and art historians were also present in discussions. The various goals, issues and
recommendations that were put forward were then acknowledged and acted upon by
the formation and success of SCANA. Due to the national symposiums and the
continuous dialogue between axﬁsts, curators, critics and art historians that emerged
from them, SCANA was able to stay up-to-date with the issues surrounding
Aboriginal artists and their art and act upon them accordingly for over ten years.
Besides lobbying the National Gallery, SCANA also worked closely with the Indian
Art Centre at INAC conceming the conservation of their collection, developed a close
working relationship with the Native Art Studies Association of Canada (NASAC)
concerning the study and teaching of art and lobbied other major regional art galleries
to collect Aboriginal art.

Many of the artists who directly felt the need for change in the way Aboriginal
art in Canada had been interpreted and presented by museums and galleries became
active participants in SCANA. Logan wrote:

People such as George Clutesi, Doreen Jensen, Bill Reid, David

General, Alfred Young Man, and Daphne Odjig, to mention a few,

risked their artistic careers voicing argument after argument regarding

inclusion in the Canadian arts community. Their boldness and

commitment fuelled the opportunities that many young Aboriginal

artists enjoy, and take for granted, today.l77
Members of SCANA sacrificed their time and often put their careers on hold to lobby
and participate in the activities of the group. Their message and purpose was clear: “to
ensure that Aboriginal artists would no longer accept exclusion due to the
ethnological and anthropological view of contemporary Aboriginal art by curators

s . T 178
within Canadian art institutions.”

1 Logan, “Its not Just Noise,” 73.
'8 Ibid., 75-6.
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THE NATIONAL GALLERY 1992-2008

Let our National institutions of art history and culture reflect the real

North America, finally. Why must we live in a derivative culture

imported from Europe? Why can’t we accept our own? That is the

question with its multi-faceted dimensions that must still be answered.
- Alfred Young Man'"®

Although the National Gallery met with the Society of Canadian Artists of
Native Ancestry (SCANA), after revising their collections policy to include art by
Aboriginal artists, and began collecting contemporary Aboriginal art in 1986, it did
not respond to their proposals for solo exhibitions of senior artists. Diana Nemiroff |
described the changes that occurred at the National Gallery as ‘paradigm shifts’ with
specific reference to installations, identifying several that had occurred over the
previous forty years. According to Nemiroff, the first such paradigm shift “came in
the 1970s when the art of New France was properly represented for the first time, and
account was taken of what would have been a common attitude at the time of the time
of two founding nations of the country.”'®® This fulfilled the National Gallery’s
priority of recognizing French Canadian contributions, which had not had a strong,
visible focus in the Gallery’s earlier years.

The second paradigm shift occurred with the return of Aboriginal art to the
National Gallery in the 1980s. Nemiroff emphasized this return because the National
Gallery had previously acquired several objects under the guidance of Marius
Barbeau before subsequently trading them for a painting from the Canadian Museum
of Civilization (CMC). Nevertheless, it was during the 1970s that a formal agreement

was reached between the National Gallery’s director at the time, Jean Sutherland

Boggs and then-director of what was called the Museum of Man, now the CMC, Dr.

19 Young Man, Netowrking, 5.
13% Nemiroff, discussion.
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Bill Taylor, that the Museum would be responsible for collecting Aboriginal art, with
the National Gallery then borrowing them for display. This agreement was seen as a
practical solution because the National Gallery did not have the curatorial expertise,
nor any special funds to amass a collection of Aboriginal art.

The National Gallery recognised its need for a change in policy and started
collecting Aboriginal art and displaying it within its permanent galleries, as well as in
exhibitions. However, one must ask the question: were the exhibition Land, Spirit,
Power and the acquisition of Carl Beam’s work The North American Iceberg a
sufficient effort by the National Gallery to include a once-marginalized group of
artists? In his writings on museums and galleries as cultural gatekeepers, Maurice
Berger highlights a prevalent phenomenon: “One or two exhibitions of artists of
color, one curator of color, one initiative that reaches out to communities of color —
these are the types of open-then-shut-gatekeeping practices that have marred the
museum since the 1980s.”"*'

For the reasons outlined in previous chapters, the National Gallery now has
the task of atoning for the past absence of contemporary Aboriginal art in its
permanent collection and exhibition schedule. Instead of making up for absence by
covering it up with several one-off presences, further steps have been taken by key
individuals at the National Gallery that finally acknowledge, include and revise their
exclusion of contemporary Aboriginal art. Further to this, deep structural changes are
taking place in 2007-08 that allow for a re-envisioning of contemporary art in Canada

that includes the work of Aboriginal artists.

181 Berger, Museums of the Future, 140.
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Aboriginal Art at the National Gallery After 1992

After the 1992 exhibition Land, Spirit, Power, there were no other large-scale
exhibitions, nor smaller exhibitions, that featured Aboriginal art for over ten years.
Despite having been lobbied by SCANA to organize and exhibit works by senior
artists such as Alex Janvier and Daphne Odjig, the National Gallery declined their
suggestions. Diana Nemiroff, then Curator of Contemporary Art at the National
Gallery, stated that she was not interested in the generation of modern artists that
SCANA members felt needed to be exhibited. Her interest was in the younger
generation of artists working in a more contemporary idiom.'®?

Furthermore, Nemiroff explained that what was more important to her at the
time was for Aboriginal art to be part of the collection itself, instead of just temporary
exhibitions. “I really became convinced that an exhibition alone does not make the
shift,” she said, “I felt that the collection was very important.”'®® This ideology
demonstrates the second paradigm shift that occurred at the National Gallery. Instead
of borrowing works for exhibitions at the National Gallery, Nemiroff decided to focus
her attention on acquisitions and the public dissemination of the works that would be
added to the collection."®® She felt that the more recent contemporary works being
produced by Aboriginal artists had many parallels with the work of non-Aboriginal
artists both style and content, as well as its general recognisability as contemporary
art 185

In 1988, when the National Gallery moved to the new building at 380 Sussex

Drive in Ottawa, Carl Beam’s work was on display in the permanent collection beside

a work by Hans Haake. However, Nemiroff and others felt that visitors were not

182 Nemiroff, discussion.
133 1hid.
134 Ibid.
135 1hid.



aware that the National Gallery was collecting Aboriginal art, as there were no
identifying materials or labels beside the works. Therefore, Nemiroff decided to do
some consciousness-raising by creating a display in a particular room, gallery B204 in
the contemporary galleries. The focus of this room would be contemporary Aboriginal
art from the permanent collection, as well as works that were being considered for
acquisition.

Of course, having a specific dedicated room, like that given to the Group of
Seven, did not mean that Aboriginal art was not to be displayed elsewhere in the
National Gallery; it was a temporary changing installation from approximately 1995
to 1999."* Of the room, Nemiroff said:

It gave us the opportunity to identify what we were doing and say: here,

what we are presenting to you, is a new generation of Aboriginal artists

and they share a great deal with other contemporary artists in terms of

their style and approach to art making, and at the same time they are also

are addressing certain specific cultural issues both in the content of their

work and to a certain extent in the style of their work.'®’
However, the number of contemporary Aboriginal artworks acquired by the National
Gallery between 1986 and 1992 was limited. Of the forty-eight works acquired, five
were gifts, two were purchased with funds from the Rosita Tovell Fund for
Contemporary Native Art, with the remaining thirty-six being purchased by the
National Gallery. The artists whose works were purchased include Carl Beam, Bob
Boyer, Pierre Sioui and Robert Houle (for a full list of works consult Appendix D).
From the exhibition Land, Spirit, Power, the National Gallery purchased a total of
seven works created by Carl Beam, Faye HeavyShield, Dorothy Grant, Zacharias

Kunuk, Kay WalkingStick and Lawrence Paul Yuxweluptun (for a detailed list of

these works see Appendix E).

186 1:
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Through the act of dedicating one room in the contemporary galleries to the
display of Contemporary Aboriginal art, the National Gallery was able to showcase
their expanding collection and raise some awareness among the general public. Over
several years talks were given, and smaller exhibitions and displays were organized
within the permanent collection, which included contemporary Aboriginal art.
However, the National Gallery still lacked the resources to amass another large-scale
exhibition such as Land, Spirit, Power and thus a focus on acquisitions remained for
many years. In 2002, the ongoing display entitled Art of this Land was created, which
involved the insertion of historical and modern Aboriginal art into the Canadian wing
of the National Gallery. According to Nemiroff, the second paradigm shift, or the
return of Aboriginal art to the National Gallery, was not fully realised until the

installation of Art of this Land.

An Aboriginal Curator at the National Gallery

The appointment of Kanyen’kehaka (Mohawk) artist and curator Greg Hill as
the Assistant Curator, Contemporary Art in 2002 represents the change occurring
within the National Gallery, and its response to the pressure and criticisms it had
received from the Aboriginal art community. Greg Hill was hired by the National
Gallery in 2000 as the Assistant Curator of Modern Art. He had worked with Denise
Leclerc, the Curator of Modem Canadian Art, on the development and
implementation of Art of this Land, 18 a long-term curatorial program that has enabled

the integration of Aboriginal works into the National Gallery’s display of Canadian

art, which opened in 2003. Of the project, Hill says: “It's an exciting approach to

188 Anita Lahey, “Pride of Place: Aboriginal Art Transforms the Canadian Galleries,” National Gallery
of Canada, http://www.gallery.ca/english/default 1383.htm
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telling the history of art in Canada, it’s provided one of the missing pieces to our
ongoing story.”'*’

Prior to the opening of Art of this Land, the Canadian galleries at the National
Gallery presented the art of French and English Canada from contact to the 1960s. As
Ann Whitelaw writes, the National Gallery’s:

Decision to venture into the display of historical aboriginal objects

acknowledges the place of First Nations within the Canadian state’s

imagined nation, the insertion of these works into the existing
narrative of Canadian art history signalling that Aboriginal objects

have achieved the status of art that had previously escaped them.'”

Due to the lack of historical aboriginal art in the National Gallery’s collection, works
are borrowed from museums across Canada, and around the world. Approximately
100 Aboriginal works, some dating back thousands of years, are on display in the
Canadian galleries. This representation is more inclusive than the display of
Aboriginal art in the contemporary galleries, as Nemiroff admitted that she was only
interested in those works that were more like the work of other contemporary artists.
Thus the work of Robert Houle and Edward Poitras was deemed more aesthetically
acceptable than the work of senior artists like Daphne Odjig and Norval Morrisseau.

After working on the Art of this Land exhibition, Hill started working in the
Contemporary Art department, specializing in the development and creation of
collections of Aboriginal Art. In 2005, Hill said that the “Aboriginal room would soon
be done away with as he integrates the display of contemporary art by Aboriginal
artists into the [contemporary] Gallery as a wl‘lole.”'91 Although the room returned to

being a regular space for the display of contemporary art in 1999, it again reverted

back to being the “Aboriginal room” in 2003 with Art of this Land, “due to the fact

%% Media Relations, “A New Project Transforms the National Gallery’s Canadian Galleries,” National
Gallery of Canada, http://www.gallery.ca/english/552_1082.htm
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that the story of contemporary Aboriginal art extends beyond the time restrictions of
the Canadian installation.”"*? Since 2005, Aboriginal art, including works being
considering for acquisition, have been integrated and displayed throughout the
contemporary galleries as well as in the Canadian wing.

Several artists saw the separation of contemporary Aboriginal art into a
separate room as giving the artists “a reservation within the National Gallery.”193
Nevertheless, Alfred Young Man believes that when the works were interspersed with
other contemporary works in the contemporary galleries, and not highlighted as being
Aboriginal art, they became lost among all the other artworks. He went on to suggest
that there needs to be a better way for people who are looking for Aboriginal art at the
National Gallery to find it, and learn about it.'**

The National Gallery and the Canadian Museum of Contemporary
Photography (CMCP) acquired 159 works between 1993 and 2008. Approximately 49
works were donated, three were purchased from the Rosita Tovell Trust Fund, one
was purchased with the Joy Thomson Fund of the National Gallery of Canada
Foundation, and the National Gallery purchased the others. The artists whose works
were acquired include Benjamin Chee Chee, Rosalie Favell, Kent Monkman, Norval
Morrisseau and David Neel. From 1992 to 2008, the acquisition of works by the
National Gallery, for the most part, was of contemporary art. However, in 2004 the art
dealer Mira Godard of Toronto donated five Haida argillite Model Poles. As of 2008,
the National Gallery owns works by almost 40 Aboriginal artists from acr;)ss Canada;
several are unknown artists of Haida or Tsimshian ancestry (for a detailed table

outlining purchases and gifts see Appendix E).
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193 Alfred Young Man, (Department Head, Indian Fine Arts, First Nations University of Canada) in

discussion with the author, June 2008.
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One example of a work that was donated to the gallery is a series of five boxes
made of digitally printed photographic paper over foamcore, entitled Breakfast Series
(2006) by Sonny Assu, donated by Michael Audain of Vancouver in 2006 (see
Image3). Assu explained that Breakfast Series is part of the Personal Totem Series
that he created, which explores “what we take in as consumers and then make our
own, what we consume speaks to the world so when we buy technology or buy food
this displays our own personal lineage in a way.”"”> Of having his work in the
National Gallery, Assu said:

we are all alive, we are all producing today and I think that it is

important that living artists can be celebrated. It’s very humbling in a

way to be acknowledged and to be honoured by having my artwork in

the National Gallery." 6

As an artist creating in a contemporary idiom, Assu would rather see his work
displayed in an art gallery beside other contemporary artists, rather than a museum of
ethnology. When asked if he would mind having his work on display in the Canadian
Museum of Civilization he said:

I don’t know if I would want to have my work there. If it was there in

the right context then yes, and that context would have to be this is the

next step of the evolution of First Nations art form in Canada. But [ am

not that stepping stone, I am not that evolution, there is a slew of other

artists before me who are that evolution including Carl Beam, Rebecca

Belmore, Lawrence Paul [Yuxweluptin] and Jim Logan. They put the

footholds in there to get themselves represented in the Galleries. 7
From Assu’s comments it is evident that the idea of being displayed as an
ethnographic specimen remains an ambivalent area of contention among

contemporary Aboriginal artists. However, if the appropriate methods of display and

context were employed many contemporary artists would feel privileged to have their

195 Sonny Assu, in discussion with the author, June 2007.
196 1.+

Ibid.
7 Ibid.
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work displayed beside historical works, as an example of the evolution and

continuation of Aboriginal cultural expression.

The First Solo Exhibition of an Aboriginal Artist

The first major solo exhibition of an Aboriginal artist at the National Gallery
did not occur until 2006 with the exhibition Norval Morrisseau: Shaman Artist. The
show was curated by Hill, then-Assistant Curator, Contemporary Art, and supported
by the Founding Partners’ Circle Endowment Fund of the National Gallery of Canada
Foundation. Of the exhibition and his experience as curator Hill writes:

For me, curating this exhibition represented the closing of a circle that

began with my awakening to the greatness of our own visual

traditions, as aboriginal peoples, through my own introduction to the

work of Norval Morrisseau. To me and many other artists [ know,

Morrisseau’s art stood out like a beacon. His guiding light showed the

way for artists like myself to reject the position of ethnographic

informant and to claim a place, first and foremost, as artists.'”®
Hill also believed that the exhibition was a cause for celebration and reckoning, as it
highlighted the National Gallery’s re-examining of Canada’s wealth of visual cultural
history and their effort to “represent a more complete version of this visual past and
present.”199

The exhibition featured “60 vibrant works, from evocations of ancient
symbolic etchings on sacred birchbark scrolls and pictographic renderings of spiritual
creatures, to more recent works that are celebrations of pure colour.”?® Included
among these 60 works was the oil painting entitled Misshipeshu Water God, and
Miskinuk, The Turtle (1965), the first contemporary work to be displayed by the
National Gallery in the 1967 exhibition Three Hundred Years of Canadian Art: an

Exhibition Arranged in Celebration of the Centenary of Confederation. The

198 Greg A. Hill, “Norval Morrisseau, Our Copper Thunderbird,” The Globe and Mail Jan. 7, 2001. R3.
199 Greg A. Hill, Norval Morrisseau: Shaman Artist, (Ottawa: National Gallery of Canada, 2006), 11.
20 Media Relations, “Norval Morrisseau Retrospective: a First for National Gallery of Canada,
National Gallery of Canada, http://www_gallery.ca/english/546_735.htm
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exhibition travelled to the Thunder Bay Art Gallery (3 June - 4 September 2006), the
McMichael Canadian Art Collection in Kleinburg, Ont. (30 September 2006 - 14
January 2007), and the National Museum of the American Indian in New York City
(6 October 2007 - 6 January 2008).

In a later article, Hill writes: “in its 126-year history, the gallery had never
presented a solo exhibition of a First-Nations artist. Morrisseau may have been
breaking new ground, but it was his art that would be remembered by all those who
had the opportunity to experience his masterworks.”**! Pierre Théberge, current
Director of the National Gallery, also believed this and fully supported the exhibition.
This is evident in the press release for the exhibition, in which he stated: “Norval
Morrisseau is one of a very few artists in the world who can claim to be the creator of
a completely new art movement, and the National Gallery is privileged to be able to
present this retrospective.”"

Following shortly thereafter, in 2007, was the National Gallery’s second solo
exhibition gf an Ai)original artist entitled Robert Davidson: The Abstract Edge. The
exhibition was organized by the Museum of Anthropology at the University of British
Columbia and circulated by the National Gallery. The exhibition followed:

the last 20 years of Davidson's progression towards abstraction. There

were 30 of the artist's works on display, including works on canvas,

paper, and deerskin; as well as 19th Century cedar objects from the

Northwest Coast such as bentwood boxes and a paddle, bearing

painted designs that illustrate characteristics of Haida abstraction.””

It was first shown at the Museum of Anthropology in 2004-2005, then in 2005-06

travelled to the Kelowna Art Gallery, in British Colombia; the McMichael Canadian

201 Hill, “Norval Morrisseau, our Copper Thunderbird,” R3.

22 Media Relations, “Norval Morrisseau Retrospective: a First for National Gallery of Canada.”

203 Media Relations, “Robert Davidson: the Intersection of Contemporary Art and Haida Tradition,”
National Gallery of Canada, http://www.national.gallery.ca/english/2059_685.htm
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Art Collection in Kleinberg Ontario; and the McCord Museum in Montreal from May
to October 2006.

Interestingly, the catalogue for the exhibition was published with support from
the Audain Foundation for the Visual Arts, the Canada Council for the Arts and the
Museum of Anthropology’s Audrey Hawthorn Publication fund. It was Audrey
Hawthom who had written the earliest report advocating the display of contemporary
Aboriginal art in the 1950s and suggested that museums take a more active role in the
presentation and dissemination of Aboriginal material culture and artistic expression.
While at the National Gallery, Robert Davidson performed with his dance group the
Rainbow Creek Dancers in the auditorium. Towards the end of the performance
Davidson asked the curators and organizers of the exhibition to join him on stage for a
final dance for which they were provided with items from the dance group’s regalia.

The Norval Morrisseau and Robert Davidson exhibitions did not fill the gap or
atone for the exclusion of Aboriginal exhibitions at the National Gallery between
1992 and 2006. However, they did acknowledge the necessity of celebrating
established artists by having significant solo exhibitions at Canada’s national visual
arts institution. The National Gallery is viewed as being responsible for the display,
documentation and dissemination of contemporary social and cultural meaning for all
artists — Canadian, Aboriginal or intemational. As a ‘cultural gatekeeper,” the
Director, curators and other employees at the National Gallery are responsible for
making subjective decisions of taste, quality, relevance and cultural and historical
significance.

The need to address Aboriginal art from its conception until today remains a
poignant issue in the mind of some artists. Young Man believes that simply having

these exhibitions does not contextualize the work; “visitors don’t know what they are
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looking at, they have no clue, they need to know where these artists fall within the
history of Canada and Native art, and that’s just not being done.”®™ Without the
acknowledgment and education of Aboriginal art history at the National Gallery, these
exhibitions are not going to educate the Canadian public on this history nor the history
of their cultural production. What Young Man believes the National Gallery needs is a
major exhibition that outlines the history of Aboriginal art from the very beginnings
of life in North America until today. He says: “It would be a huge undertaking, but
it’s the only way to bring Aboriginal art history right to the front, where people can
see it, historians and everyone will be able to see that Native people did have and do

have a hjs’[ory.”205

Recent Developments

On August 1, 2007 the National Gallery announced the appointment of Greg
Hill as the new Curator and head of the Department of Indigenous Art. Hill received
the appointment after a national and international search, and has over ten years
experience in the development and creation of collections of Aboriginal art. In his
new position, Hill is responsible for the development of new exhibitions of
indigenous art, as well as research and acquisitions. Working under the direction of
the Deputy Director and Chief Curator, David Franklin, Hill is responsible for the
complete care of the collection of Indigenous Art. Of the appointment, Franklin said:
- “This is a well-deserved appointment for Greg Hill, and it recognizes the focus that
we have on this area of our collections.”*

The National Gallery’s Indigenous Art Collection includes the work of

“Indigenous artists from around the world with special emphasis on contemporary art

24 ¥ oungman, discussion.

295 Y oung Man, discussion.

26 Media Relations, “National Gallery Appoints Greg Hill as Curator of Indigenous Art,” National
Gallery of Canada, http://national. gallery.ca/english/540_1885.htm
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produced by First Nations, Métis, and Inuit peoples in Canada.”*"’ The works are
displayed in the Contemporary Art galleries, the Inuit Art galleries, and in the Art of
This Land installation in the Canadian galleries. On the National Gallery’s website the
work in the Collection is described as including:

Many divergent artistic practices that operate outside of established
western canons of art and art history. Many contemporary indigenous
artists draw on their ancestral connections, combining these with their
knowledge and engagement with contemporary international art
practices. The resulting art is often a critique of current social
conditions that are the consequence of colonial histories. The
experience of forced assimilation, cultural repression, and
displacement, common to many indigenous peoples are defining
characteristics of these art forms.”*®

Since 2002, Hill has improved the National Gallery’s collection of Aboriginal art with
more than 40 new acquisitions and has “presented acquisitions in the Contemporary
Art Collection, including works by Carl Beam, Norval Morrisseau, Alan Michaelson
and many others.”*%

Despite having an Aboriginal curator as the head of the Indigenous art
department, several former SCANA members are apprehensive. Says Jim Logan:

I am concerned about the term Indigenous because it is too widely

used, in a sense it could be used for indigenous people all over the

world, I would love it if they used the term First Nations because that

is really distinct to Canada, I am concemed that if Greg leaves they

will find a curator that will be African or Hawaiian or American Indian

rather than Canadian.”"®
The reasons for the use of the term Indigenous instead of Aboriginal are not outlined

on the National Gallery’s website. However, one explanation for this could be that the

National Gallery currently owns three works by Australian artists in its collection and

27 Media Relations, “National Gallery of Canada Foundation Receives $2 Million gift to Endow
Gallery’s Indigenous Art Curatorial Chair,” National Gallery of Canada,
http://www.gallery.ca/english/540_1957.htm

298 “Indigenous Art,” National Gallery of Canada, http:/national.gallery.ca/english/107.htm
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plans to collect more. The works by David Malangi, Banduk Marika and Dinny
Nolan Jampijinpa were all donations.*!!

Further to this, the Inuit collection is now part of the Indigenous art
Department, after being a separate entity for many years. There is, however no
mention of the collection being incorporated into the Canadian and contemporary
galleries. This highlights the structural divisions within Canada’s Aboriginal arts and
such national cultural institutions as the National Gallery, which evidently continues
to maintain a physical barrier between Inuit art and the rest of their collection.

On 11 October 2007 the Canada Council for the Arts and the National Gallery
announced that Winnipeg curator Steven Loft would be the first to benefit from the
‘pilot project,” which will provide him with a two-year residency at the National
Gallery. The residency, which began in December 2007, is a partnership initiative
between the Canada Council and the National Gallery that provides a two-year
development opportunity for a mid-career Aboriginal curator to work at the National
Gallery.2'? The recipient of the residency will be responsible for research, assistance
with the collection as well as the creation of an exhibition for the National Gallery’s
On Tour program. Loft is a Mohawk artist, curator and writer from Six Nations who
was the director of the Urban Shaman Gallery in Winnipeg from 2002 until his
appointment.

The residency was the initiative of Frangois Lachapelle, then-head of the
Visual Arts section at the Canada Council. After reading comments in final reports
submitted by Aboriginal curators who had taken part in the Assistance to Aboriginal

Curators for Residencies in the Visual Arts program, Lachapelle realized that: “even

21! For more information see acquisition numbers NGC ST2593.13, NGC 38124, and NGC 23226.8 in
Appendix D.

212 Media & Public Relations, “Steven Loft to be first Aboriginal Curator-in-Residence at the National
Gallery of Canada,” Canada Council for the Arts,
http://www.canadacouncil.ca/news/releases/2007/gg128365235087959578.htm
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after eight to nine years of the program, there were still very few Aboriginal curators

292

being hired by major institutions. B3 Following the two-year residency at the National
Gallery, the most prestigious gallery in the country, it was hoped that Aboriginal
curators would be considered viable assets to any gallery in Canada and that these
curators would be hired in large museums, rather than ending up back in artist-run
centres.”™

Nemiroff believes that the National Gallery is a natural place for these
residencies, saying: “The important thing is that it becomes a training ground, at the
National Gallery you have the fabulous opportunity of working with what is
becoming a pretty significant collection and with the resources of space as well as the
obvious one of money to really do something.”2 ' Further to this, Loft’s work will
complement that of Greg Hill. Says Logan:

Because it 1s very sensitive having a department that is basically a one

man show, it opens [Greg] to a lot of criticism, which is undeserving.

But if they have another person, another view, another perspective, 1

think it adds a lot of support to Greg, it also makes the National

Gallery look a lot better too, it’s getting off on a very solid footing.216

Logan also believes the residency will bring the Aboriginal community to the
gallery, saying: “Steven knows a lot of artists in the community; when aboriginal
people work in institutions they act like a bridge, so that people from the community
»217

are no longer afraid to go into the building or at least have more reason to go in.

Further to this, the number of Aboriginal visitors at the National Gallery is known to

13§ ogan, discussion.
4 Ibid.

215 Nemiroff, discussion.
16 1bid.
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increase during major exhibitions of Aboriginal artists, such as the Norval
Morrisseau: Copper Thunderbird exhibition in 2006 >'*

On December 11, 2007, the National Gallery announced the creation of the
Audain Curator of Indigenous Art Endowment, which was made possible through a
gift of two million dollars from the Audain Foundation. Michael Audain is the Chair
of the Audain Foundation and a long-time cultural philanthropist who has served on
the National Gallery’s Board of Trustees since 2005. Of the gift, Audain stated:

The art of the First Nations, Inuit, and Métis peoples has always been a

vital part of the visual art traditions of Canada and it deserves to be

more celebrated. The department will play a key role in this regard and

we are pleased that our Foundation is able to support it.>"

The Audain Foundation was established in 1997 and has made grants to thirty-five
organizations for projects related to the visual arts.

Of the endowment, Pierre Théberge, states that it will ensure that the National
Gallery carries out a full range of curatorial activities for Aboriginal art collection,
and “demonstrates to Indigenous artists that their work 1s valued by the National
Gallery.””® The endowment will “help fund the work of the Curator of Indigenous
Art, a position currently held by Greg Hill, to mount exhibitions, acquire works and
engage in other activities related to conserving, promoting and touring Aboriginal
artworks.”®' In addition, the National Gallery will hire an Associate Curator,

Indigenous Art whose responsibilities will be to “take an active role in the care,

development and dissemination of knowledge, understanding and appreciation of the

2181 60 Tousignant, (Chief, Visitor Services, National Gallery of Canada), e-mail message to the
author, July 18, 2008.
2% Media Relations, “Foundation Receives $2 Million gift to Endow National Gallery’s Indigenous Art
Curatorial Chair,” National Gallery of Canada, http://www.gallery.ca/english/540 1957 .htm
20y
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Gallery’s collection of Indigenous Art, including First Nations, Métis and Inuit art,
with an emphasis on Inuit art from about 1950 to the present day.”*??

These initiatives are a reflection of the significant changes, or paradigm shifts,
that have been occurring at the National Gallery since the 1970s. Of the new
curatorial position and residency program, Nemiroff says: “I think that these are
incredibly important things and in a sense, they are the fulfillment of early steps that
were taken.””>> When writing about museums as cultural gatekeepers, Maurice Berger
stated: “Inclusion requires a reformulation of the museum’s own hierarchies and
departments.”*** Under the direction of various Directors at the National Gallery, new
staff was hired, including an Aboriginal curator, and new positions were created,
causing a deep structural change that allowed for the inclusion of contemporary
Aboriginal art. The new positions provide a foundation for the National Gallery

towards implementing long-term, sustainable measures that will ensure that

Aboriginal art receives the respect and attention it deserves.

Future Exhibitions

Future exhibitions of Aboriginal art at the National Gallery include The
Drawings and Paintings of Daphne Odjig: A Retrospective Exhibition, organized by
the Art Gallery of Sudbury and the National Gallery of Canada. This exhibition was
curated by Ojibway artist and curator Bonnie Devine, and is described as bringing

together 40 years of Odjig’s paintings and drawings. The retrospective exhibition:

222 Human Resources, “Associate Curator, Indigenous Art,” National Gallery of Canada,
http://www.gallery.ca/english/1822.htm

223 Nemiroff, discussion.
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facilitates a long overdue critical assessment of Daphne Odjig’s

extensive aesthetic, philosophical and cultural investigations during

the last decades of the twentieth century. The years within which these

works were created represent a complex watershed in the cultural and

political history of the First Nations in Canada. Odjig’s

experimentation with numerous genres and styles and her
determination to give voice to a particular political reality, make her an
uncommon vehicle for an examination of our country and ourselves.*?’
The exhibition opened at the Art Gallery of Sudbury, Ontario, in September 2007 and
will be on display at the Kamloops Art Gallery, British Columbia, from June to
August 2008 and is scheduled to arrive at the National Gallery in October 2009.

Bonnie Divine writes that the National Gallery became a collaborator on the
exhibition in 2006, through its Travelling Exhibitions Program, after contacting the
Art Gallery of Sudbury. She writes: “The participation of Canada’s premier national
art institution ensures that Odjig’s work will tour with the gravity and prestige it
merits.”?*® Further to this, the National Gallery funded a special initiative, an
accompanying catalogue published in Ojibwa. This marks the first time in the
National Gallery’s history that a catalogue has been published in an Aboriginal
language, as well as in Canada’s two official languages.

The future exhibition schedule at the National Gallery reflects their ever-
changing political and curatorial climate. SCANA approached the National Gallery in
the late 1980s demanding inclusion into their permanent collection, as well as solo
exhibitions of senior artists such as Daphne Odjig. Exhibitions were a long time
coming, but some twenty years later it seems they will be delivered. With a Curator of

Indigenous Art, an Associate Curator, the aforementioned Aboriginal curator in

residence and new funds, the National Gallery has acquired the resources it needs to

225 «past Exhibitions - The Drawings and Paintings of Daphne Odjig: A Retrospective Exhibition,” Art
Gallery of Sudbury, http://www.artsudbury.org/pastexhibits/odjig.htm]
22 Devine, 15.
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broaden its scope and become a showcase and disseminator of contemporary
Canadian art that fully includes Aboriginal art.

Irit Rogoff writes that “Museums’ encounters with cultural difference are in a
sense an opportunity to contract rather than to expand, to contract the staunch belief
system that organizes, classifies, locates and judges everything from the prevailing
perspective of the West.”?? Through an ongoing exhibition schedule including
Aboriginal artists from across Canada and the creation of the Curator of Indigenous
Art position, the National Gallery has successfully transformed its previous belief
system, thus changing from an exclusive to a more inclusive institution. With the
resources now available to them, and an expanding collection of contemporary
Aboriginal art, the National Gallery has become a more inclusive institution with
resources to significantly collect, exhibit, research and disseminate information about

contemporary Canadian Aboriginal art.

= Rogoff, 72.
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CONCLUSION

We are living people and a living culture. I believe we are bound to
move forward, to experiment with new things and develop new modes
of expression as all peoples do. I don’t intend to stay in the past. I
don’t feel like no museum piece.
- Daphne Odjig™®
It has been said: “museums exclude by definition, that is what any collection
does.”™’ In the case of the National Gallery of Canada, those responsible for
collections are also capable of making significant structural changes that allow for
inclusion. The National Gallery has a long, ambiguous relationship with Aboriginal
art and its place within the institution. The fact that it took over twenty years for the
National Gallery to implement deep structural changes signals the hesitation of key
individuals within the institution. These individuals, the National Gallery’s
‘gatekeepers’ exercised their power to make decisions based on their own perceptions
of taste, quality, relevance and significance. Several factors were offered as excuses
for the lack of major change in the 1980s, when lobbying from the Society of
Canadian Artists of Native Ancestry was at its peak. Issues of insufficient funding, a
lack of expertise or resources for the hiring of an Aboriginal curator, and the five-year
planning phase of exhibitions were all mentioned. Nevertheless, members of SCANA
persevered and continued to lobby for change within the institution, through letters to

the Director, a presentation to the Canadian Art Museum Director’s Organization and

numerous meetings with curators.

Reports issued from the 1950s to the 1980s highlighted the need for the

representation of contemporary Aboriginal art in Canada and brought the

228 Devine, 31.
229 Berger, Museums of Tomorrow, 153.
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responsibility of the National Gallery to the fore. They also stressed the extreme lack
of contemporary art in public art museums across the country. An historical
chronology of the National Gallery’s mandate, exhibitions and acquisitions of
Aboriginal art demonstrated the many layers through which change comes about
within an institution. The conferences and symposiums that initiated the creation of
the Society of Canadian Artists of Native Ancestry (SCANA) provided the foundation
for the issues that the group advocated. Changes that occurred at the National Gallery
in the 1980s and 1990s demonstrate how their persistence led to the acceptance of
Aboriginal art into the critical forum of the National Gallery.

The National Gallery’s acquisitions, exhibitions and initiatives from 1992 to
2008 allowed for the analysis of initiatives taken by key individuals and highlighted
the change they effected. With two solo exhibitions of esteemed Aboriginal artists,
and the new Department of Indigenous Art, the National Gallery has undergone
critical transformation. The collecting of contemporary Aboriginal art by the National
Gallery has been slow. The key role played by timely donations and trusts established
by Canadians whose enthusiastic support for Aboriginal art formed an additional and
much needed “lobbying voice,” and heightened the collection’s profile. As of 21 July
2008 approximately 41% of the National Gallery’s Aboriginal art collection, not
including the Inuit art collection, was donated. Furthermore, the National Gallery had
acquired twenty-nine works in 2007 and twenty-three works in 2008, a significant
increase from the ten works that were acquired in 2006. Altogether, the National
Gallery and the Canadian Museum of Contemporary Photography have 233 works by
Canadian Aboriginal artists and three works by Australian Aboriginal artists in their

collection. Further to this, with exhibitions of established artists such as Daphne Odjig
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and Carl Beam in the National Gallery’s future, the number of Aboriginal visitors is
sure to increase.

In today’s climate of political acknowledgment and apology, contemporary
Aboriginal artists continue to create and exhibit works in public art museums across
Canada. The Canadian Museum of Civilization has regular exhibitions of
contemporary art, separate from its ethnological collections, which also contain
examples of contemporary art. The Canada Council for the Arts has numerous
programs for Aboriginal artists and organizations, including a curatorial program.
Despite the ongoing tensions between the Canadian state and Aboriginal
communities, artists continue to make advances in their work and within art museums.
Further to this, artist activism continues to play an important role in the development
of the National Gallery and other public galleries across the country through
organizations such as the Aboriginal Curatorial Collective (ACC).

The purpose of this thesis is to analyse the National Gallery’s history of
collecting and exhibiting contemporary Aboriginal art and the role artist activism
played in initiating change within the institution. It was the intersections of external
and internal forces that enabled SCANA’s voice “to crack the wall” of exclusion that
existed between the National Gallery and contemporary Aboriginal artists. The
question as to whether or not the institution has successfully changed into an inclusive
and accurately representative space was put forward. The answer, in my opinion, is
.yes. With deep structural changes including a department of Indigenous Art and
acquisitions increasing rapidly each year, the National Gallery appears to be moving
i the right direction. That said, problems remain that still need to be revisited, such as
the title ‘Indigenous’ as opposed to ‘Aboriginal.” The National Gallery recognised the

opportunity for radical re-evaluation aided by the two million dollar Audain Curator
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of Indigenous Art Endowment, however it could be critiqued that change did not
come until external monies reduced pressure to reallocate funds from its own regular
operating budget. While these and other issues will continue to be the subject of
discussion between the gallery and Aboriginal artists, the future of Aboriginal art at
the National Gallery looks positive - with expert staff and sufficient resources, the

following years should yield promising results.
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Image 1
Title: Audrey and Harry Hawthomn unpacking artifacts for the Museum of
Anthropology

Date: November 24, 1948

Photo: Courtesy UBC Archives, UBC 1.1/9764-6
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Image 2

Norval Morrisseau

Misshipeshu Water God, and Miskinuk, the Turtle
1965

Painting

Photo © Gabe Vadas 2008

All Rights Reserved. Used with Permission
Canada Council Art Bank, Ottawa (72/3-1611)
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Image 3

Sonny R.L. Assu

Breakfast Series

2006

5 boxes made of digitally printed photographic paper over foamcore
30.5x 17.8 x 7.5 cm each

Photo © National Gallery of Canada

National Gallery of Canada, Ottawa

Gift of Michael J. Audain, Vancouver 2006

87



BIBLIOGRAPHY

Art Gallery of Sudbury. “Past Exhibitions - The Drawings and Paintings of Daphne
Odjig: A Retrospective Exhibition.” Art Gallery of Sudbury,
http://www _artsudbury.org/pastexhibits/odjig. html

Berger, Maurice. “Are Art Museums Racist?” Art in America (September 1990),
69-717.

—, Museums of Tomorrow: a Virtual Discussion, (Santa Fe: Georgia O'’Keeffe
Museum Research Center; Baltimore: Center for Art and Visual Culture, University
of Maryland Baltimore County; New York: Distributed by D.A.P., 2004), 137.

Blodgett, Jean. “Report on Indian and Inuit art at the National Gallery of Canada.”
(Ottawa: National Gallery of Canada, October 28, 1983).

Burnham, Dorothy K. The Comfortable Arts: Traditional Spinning and Weaving in
Canada. (Ottawa: National Gallery of Canada, 1981).

Canada Council for the Arts, Media & Public Relations. “Steven Loft to be First
Aboriginal Curator-in-Residence at the National Gallery.” Canada Council for the
Arts, http://www.canadacouncil.ca/news/releases/2007/gg128365235087958.htm

Canada, Royal Commission on Aboriginal Peoples, “Report of the Royal Commission
on Aboriginal Peoples,” (Ottawa: The Commission, 1996), Indian and Northern
Affairs Canada, http://www.ainc-inac.gc.ca/ch/rcap/sg/sgmm_e.html

—, “Royal Commission on National Development in the Arts, Letters and Sciences,
Report, 1949-1951.” (Ottawa: E. Cloutier, Printer to the King, 1951).

Cardinal-Schubert, Joane. “A Passionate Paper.” Reflection paper written for Heritage
Canada, 2002, http://www.expressions.gc.ca/cardinalpaper_e.htm

—, “In the Red.” Fuse (Fall 1989), 20-28.

Clifford, James. “Museums in the Borderlands.” in Different Voices: A Social,
Cultural, and Historical Framework for Change in the American Art Museum, ed.
Marcia Tucker (New York: American Association of Art Museum Directors, 1992)
117-136.

Devine, Bonnie. “From Resistance to Renewal — The Fine Art of Daphne Odjig.” in
The Drawings and Paintings of Daphne Odjig A Retrospective Exhibition. (Ottawa:
National Gallery of Canada, 2007).

Farrell Racette, Sherry. “Confessions and Reflections of an Indian Research Warrior.”
in Material Histories, (Aberdeen: University of Aberdeen, 2007).

Federal Cultural Policy Review Committee. “Report of the Federal Cultural Policy

Review Committee.” (Ottawa: Dept. of Communications, Government of Canada,
1982).

88


http://www.artsudbury.org/pastexhibits/odjig.html
http://www.canadacouncil.ca/news/releases/2007/ggl28365235087958.htm
http://www.ainc-inac.gc.ca/ch/rcap/sg/sgmm_e.html
http://www.expressions.gc.ca/cardinalpaper_e.htm

Gessell, Paul. “National Gallery gets $2M Donation.” The Ottawa Citizen, December
11, 2007.

Hawthorn, Audrey. “Report on Contemporary Art of the Canadian Indian.” submitted
to the Royal Commission on National Development in the Arts, Letters and
Sciences, (Vancouver: University of British Columbia, 1950).

Hawthorn, Harry B. ed. “A Survey of the Contemporary Indians of Canada: A Report
on Economic, Political, Educational Needs and Policies in Two Volumes,” (Ottawa:
Indian Affairs Branch, 1966), Indian and Northern Affairs Canada,
http://www.ainc-inac.gc.ca/pr/pub/srvy/sci_e.html

Helen Denniston Associates. “Holding up the Mirror: Addressing Cultural Diversity
in London’s Museums,” (London: London Museums Agency, 2003).

Hill, Greg A. “Norval Morrisseau, Our Copper Thunderbird,” The Globe and Mail
Jan. 7, 2001. R3.

~—, Norval Morrisseau: Shaman Artist. (Ottawa: National Gallery of Canada, 2006).

Hill, Tom. “Indian Art in Canada: An Historical Perspective.” in Norval Morrisseau
and the Emergence of the Image Makers, eds. Tom Hill and Elizabeth McLuhan
(Toronto: Methuen, 1984), 11-27.

Hines, Jessica. “Art of this Land and the Exhibition of Aboriginal Art at the National
Gallery.” (Master’s Thesis, Ottawa: Carleton University, 2004).

Indigenous 500 Commiittee. Strengthemng the Spirit: Beyond 500 Years. (Ottawa: The
Committee, 1991).

Jessup, Lynda. “Hard Inclusion.” in On Aboriginal Representation in the Gallery eds.
Lynda Jessup and Shannon Bagg, (Hull, Quebec: Canadian Museum of Civilization,
2002), xi-xviii.

Burns, Kathryn. Joane Cardinal-Schubert: Two Decades. (Calgary: Muttart Public
Art Gallery, 1997).

Logan, Jim. “Its Not Just Noise.” in Aboriginal Perspectives on Art, Art History,
Critical Writing and Community (Banff: The Banff Centre, 2004), 75.

“Manitoulin *78: the Art Conference.” The Native Perspective vol 3, no. 2, (1978),
47-8.

Martin, Lee-Ann. “The Politics of Inclusion and Exclusion: Contemporary Native Art
and Public Art Museums in Canada” Report Submitted to the Canada Council for
the Arts, (Ottawa, 1991).

McMaster, Gerald R. “INDIGENA, A Native Curator’s Perspective.” Art Journal,
vol. 51, no. 3, (Autumn, 1992), 66-73.

89


http://www.ainc-inac.gc.ca/pr/pub/srvy/sci_e.html

—, “Our (Inter) Related History.” in On Aboriginal Representation in the Gallery.
eds. Lynda Jessup and Shannon Bagg, (Hull, Quebec: Canadian Museum of
Civilization, 2002), 3-8.

—,“The Politics in Canadian Native Art” in Mandate Study 1990-93: An
Investigation of Issues Surrounding the Exhibition, Collection and Interpretation of
Contemporary Art by First Nations Artists, (Thunder Bay: Thunder Bay Art
Gallery, 1994) 7-19.

National Gallery of Canada, Canadian Fine Crafts. (Ottawa: Queen's Printer, 1966).
—, Exhibition of Canadian West Coast Art, Native and Modern. (Ottawa, 1927).

—, Three Hundred Years of Canadian Art: an Exhibition Arranged in Celebration of
the Centenary of Confederation. (Ottawa: National Gallery of Canada, 1967).

“National Museums Act: Bill S-2: an act to establish a corporation for the
administration of the National Museums of Canada.” Statutes of Canada 1967-68
vol. 16-17 (Ottawa: Queen's Printer, 1967).

National Museums of Canada, Policy, Planning and Evaluation Group, “Codex
Musealis: Collections Policy and Procedures Policy,” (Ottawa: The Museums,
1981).

—, Collections Policy and Procedures, (Ottawa: The Museums, 1983).

Nemiroff, Diana. Canadian Biennial of Contemporary Art. (Ottawa: National Gallery
of Canada, 1989).

—, “Modernism, Nationalism and Beyond: A Critical History of Exhibitions of First
Nations Art.” in Land Spirit Power: First Nations at the National Gallery of
Canada, eds. Diana Nemiroff and Robert Houle, (Ottawa: The National Gallery of

“Canada, 1992), 15-41.

—, “National Gallery Collects Contemporary Works by Artists of Native Ancestry.”
Native Art Studies Association of Canada Newsletter, 2:3 (Summer 1987).

Ord, Douglas. The National Gallery of Canada: Ideas, Art, Architecture. (Montreal:
McGill-Queen's University Press, 2003).

Phillips, Ruth B. “Show times: De-celebrating the Canadian nation, de-colonising the
Canadian Museum, 1967-1992.” in National Museums, Negotiating Histories,
(Canberra: National Museum of Australia, 2000), 121-139.

Podedwomy, Carol. “First Nations Art and the Canadian Mainstream.” C (Fall 1991),
23-32.

“Resources: SCANA Takes Control,” ArtsCraft Quarterly (Winter 1989), 16.

90



Rice, Ryan. “Presence and Absence: Indian Art in the 1990s.” in Definitions of Visual
Culture V: Globalisation and Post-Colonialism, (Montreal: Musée d’art
contemporain, 2002), 77-104.

Rogoft, Irit. “Hit and Run - Museums and Cultural Difference.” Art Journal, (Winter
2002), 63-78.

Task Force on Museums and First Peoples. “Tuming the Page: Forging New
Partnerships between Museums and First Peoples.” (Ottawa: Canadian Museums
Association and Assembly of First Nations, 1992).

Tucker, Marcia. “Who’s On First? Issues of Cultural Equality in Today’s Museums.”
in Different Voices: a Social, Cultural, and Historical Framework for Change in the
American Art Museum, ed. Carol Becker (New York, N.Y.: Association of Art
Museum Directors), 9-16.

Whitelaw, Anne. “Placing Aboriginal Art at the National Gallery of Canada.”
Canadian Journal of Communication, vol. 31, no. 1 (2006), 197-214.

Young Man, Alfred. Networking: Proceedings from National Native Indian Artists'
Symposium IV, July 14-18, 1987. (Lethbridge, Alberta: Graphcom Printers, 1988).

—, “SCANA: History and Formation of the Society of Canadian Arists of Native
Ancestry.” paper presented at the Aboriginal Cultural Collective Colloquium 06,
March 17-19, 2006.

—, “Token and Taboo: Native Art in Academia.”Wicazo Sa Review (Fall 1999),
55-66.

Zelevansky, Lynn. “From Inside the Museum: Some Thoughts on the Issue of

Institutional Critique.” in Institutional Critique and After, ed. John C. Welchman
(Ziirich : JRP/Ringier, 2006), 171-179.

91



[45)

‘e [eurdrioqy Suloa[[os A[[eoNBWAISAS WNISNUW [BUOHIEU J[OS AU} SBEm
DIND dY1 18yl pue ‘suopninsul [BIdpaj-UoU pue {elopay ur Suissiu Kpapud Modal
Jo pajussaidoriopun ussq pey ue f[euiSuoqy ey pazruSooar osie KoyJ HaqoH-wneqalddy, ay1
Yom Aresodwaiuod pue [euoniped; yioq Sunowotd o1 Ayond [eroads aA18 RPIWWO) SB UMOUY 0S| ‘2271 wo))
pinoys Aotjod [eiaps) ieyy pue sisiue ueipeue)) Alelodwaluos se paziuoosal SUOLIBOIUNWIWIOY) MIIASY K104 maraay Aogjod [pdnnd
3Q 03 popadu siside [eUISLIOQY JBY) PISUAUOD SeM Q9O Sy 1o 1os1UIp [edmIn)) [RIOPa4 Jpaspa.] ay1 fo 1u0day | 7861
sarood
pup spasp jpuovInpg
‘[oonod O1UoU0IT
‘senijediounuw [eroulAcd 9w093q 03 SABIUNIOD uo uoday y :opouv)
oAl0sal aiedoid 01 weisAs [DUNOS pueq 3yl uo Buipjmng pesodosd pue wowdoeas(g Jo suvipuy Lwiodwaiuo)
Aotjod ueipuj jo [eod [ewio} e se uoyejiwisse Suuopueqe pasad8ns Wodoy | WISYLION pue Sile}jy uelpuj woyimel Auey Yy fo Aaaung ¥ 9961
Wodau s1y3 Ul papnioul 9q P[NOd SUOISN[IUOD JIY OS PAUOISSIWWIOD RERIETCIN Joday Aassey,
sem Hodal s,uIoyimeH A31pny "uonsnisul [Bdads pue ‘suoniqiyxa puB s1a1197 ‘SUY ay pa[ed OS[e ‘TS6T
Surpeaen ‘ue jeuiduioqy urziorqnd pue Suratssasd ur 9jod sL1s[[eD Yy ur Juawrdo[aAdQg ~6p6 [ 140day ‘Sa0U108
[eUOLIEN Sy ITnOQE Ipew d1aMm suoilsadsng ‘serdrjod pue uonjeziuesio J1oy) [1ouno) [euonieN puv S4a127 ‘Siy ayl
BuipleSal SUOIIEPUIWIWIODAL INBW O} pUB SUOLIOUNJ JISY) PUB SUOININSUT AALI QY] JO 9913IWIWOD) Uo UOISSTWWIO)) up juawdo]aaa(q JoUOIVN
[e%0] pue [erduirold ‘[euoIBal paje[al [[B SUIWIEXI 0) SBM UOIOUNg / 19pIQ [1ouno) KAl [ekoy 9y L uo uoisSU0) j0A0Yy 3y 1561
‘Buipue)SIapun pue JsaI3ul
a1jqnd asealour 03 sav1nosal dojaAap pue uoissaadxs susnte [euIduoqy
sjowoud o} pauBisop weidoid e Jo uoneads oY) s1s983ns wioyimey
'$]191[9q puB S9[A159}1[ 11913 SuruIsouoo sueipeue)) jo Kjuiofew
3y} 01 umouy da8pajmouy [e1oudad Jo 9oIn0s AJUo 9Y3 sem durg[nd Jejndod se
‘pajieaald saimyno jeuiSiioqy spiemo)} ddueIouSt pealtdsapim moy paurng
‘sauI[Iqe jenualod RERIET I
pue s|[1ys Fuialaans ays Suipurdxa pue Suiziin ‘SuiSeinosus Jo sapow puB SI19RT ‘sHy Ay}
djqelisap pue AI1eSSa99u 15983ns 0} puE {S[{IYS pUB SUOHIPRL Y} JO SUTBWAL ut juswdofaAaa(g [euonBN upipu; upipouv)) Y1 fo 14y
Yonw MOY JSA0ISID 0 ‘suiB [BUISLIOqY U] Ul SjUdUIdARIYoR Ised seziewwng UO UOISSIWWOY) [BAOY | WOYIMEH Aaipny Aaoduaiuo) uo joday | 0S61
syutog Aayf uonelyyv/uopninsuy lomny PIL 183X
:spoday

YV XIANAddV



£6

‘uonesado wnasnuw jo
S[9AJ] JoYyl0 [k ' JuswAo[dwd pue ‘spieoq WNIsnw uo uoisniout ‘swerdoid
Surpuny jo juswdojeaap syl ‘SButuueld uoniqiyxe Sulpnoul sAMIMd I
Jo suoneuasardar jeuonninsut ui djdoad [euiSuoqy Jo a010A pue Aoudde
ay) asealoul 0) pasu Ayl pauipno osjy -ajdoad [ewiBuoqy Aq suonosjod
wnasnw 0} ssa09e paroidwt pue ‘uonernedal ‘snasnw orqnd Aq amjmo
pue A101s1y J11oy3 jo uonelasdiaiur ayy ur opdoad [eulSLIOqY JO JUSWAA[OAUL

suoneN 1811 jo A[quassy
9U} pue UOTJBIO0SSY

sojdoad
ISIL] pue SWnAsnA

sa]doad Isi1 pue SWNAsn|A
usamieg sdiysiouned maN

31 Ui 9SBAIOUI UB UAUIdAOIAWI JO Pa2U Ul JSOW SBAJR M) paurjIno wodoy SWNASNA] UBlpEUE) uo 9210 yse], | SuiSiog w8ed oyy Suiwn], | 7661
"aAISUSYaIdwod AURIoLINs sem sue daleN Areiodwaiuod
Sujueou0d  UOHEBWIOIUT JO - UOHBUIWASSIP 2y} Jeyl pue ‘Anssoue vpoun)y
JAneN jo siorend Juury o1 Ayowd oA1S sowIs[ed 1Byl ‘s99)snu) Jo spleoq Up SWNasnpy 14y o1jqng pun
Uo papnjoul dJoM ANUNWWOD sUe [eulSloqy 9yl wWol sasnejuesaldos 14y 240N daviodwaiuo)
eyl Sunnsus papnjoul SUOHBPUIWILIOY ‘swinasnwl WB d1jqnd s BpBUER) JU0ISNIOXT pun
Jo Ayofew syl ur pajudssaidas-19pun 10 papn[oxd aiom SISIUE [BUISLIOQY | SV 9y} JO [IDUNOY) epeue)) UILB]A UUY-097] uotsnpouf fo sonjod ay 1661
Tie
feuiSLoqy Jo Aejdsip ay) pue yoleasdal ‘uondd[od Jo SeAle Ul SUOHNGLIUOD
[enueisqns Suipjew jo 9jqeded pawoap sem KIB[[BD [BUOHEN QY[
‘wnasnjy 9y jo najjiw owydesSouyle oy o3 wey Jupedsar apym
sistue uerpeue)) jo dnoid Jofew e papnjaxa 03 Aldj[eD) [RUONEN Y} pamoj[e
SIy] "eaJe Ue Ul paajoaut 195 01 Asdfen) [euoneN 2yl Suimof[e jou Sfym
ue feuiSuogqy Ul jiom 3191 ansind 03 UOHIBZI{IAL) JO WNOSTIA] UBIpEUR)) 94} vpouny) o
pamoj[e jeyl JuswsFueLte dy) paySiydiy 1e8polg 'ue Hnu] pue [euiSuoqy A42]iDD) [DUONDN Y1 1D 1Y
1QIYxa pue 309[109 03 werdosd e Jo A)1[IqISLs} JY) SSASSE O} PSUOISSIUNLOY) | epeue)) Jo AIs[|er) [eUolBN ne8po|g uesf | ynuj pup uvipuy uo rioday €861
syuroq Aay] uonelyy /uonnnsuy Joyqyny ML 182X




144

8Y'AJ9[[5 95NUIISGAO MMM - 9)1SQaM ISNULIIQAD) S,BPBUEY) JO AI9[[BD) [RUOTIEN S} WO} USYE] Ud3q SBY 9[qE) S} Ul UOHBULIOUI 3y} [}V

0gT

6L61 “IOAJIS UBIpEUER)) JO

11LLT DDN | uonodjio) syig AIudH ay) jo ¥y1o uorysnould | (UePEUR))) UMOUNU(
) 6L61 ‘IOA[IS UBIpEUE) JO (a8uny Surpnjour) Kirgusd
T-1'TTLLT DDN | uonoa|jo) syitg AJusy ayl Jo yio Yoea wd [ X 77 X 3] W0z | sypnD Iayiva] papeag jo aied | (UeIpeur)) umounun)
6L61 “IOALIS UBIpEUB) JO LSpueq
T1°€TLLT DN | uonsdjo) syiig AIusy ayi Jo y1o -ULly J9y3ed7] papeag Jo lred | (ueipeue))) umouun)
6L61 “I3A[IS ueIpRUR) JO
TTEILLT QDN | uondd[[o) syiig AIush ayi Jo yio suisedooly | (ueipeue)) umouun)
6L61 “JOALIS uUBIpEUE] JO
T-1°TILLT DDN | U0Bd9[[0]) Sy1ig AIUSH oyl Jo Y1 SuISEOdO | (uBipEUR)) UMOUNU()
6L6T TAIS UBIpEUR) JO
01LLT DON | uonds(o) sylig AIudy ays Jo Y1o Segq a1 pue odig ueipu] | (uerpeue))) Umowun)
6L61 “IOAJIS UBIPRUE) JO Aeprosquig
61LLT DON | Uond9[[0) sIig AIUSH dy) JO J1O uelpu] 9AlRI009Q | (uBIpERUER)) UMOLDUN
6L61 “IOALIS UBipRUE) JO
0ZLLZ DDN | uonos(o) syiig Afuay ays Jo yin Ie[jo)) [elUOWaId) sJoty) | (ueipeUE))) UMOWNUN)
6L61 “I9ATIS URIpEUR)) JO
PTLLT DON | uonoa[o) syitg AIsY ayi Jo yin 1oyseq yreg-youig | (ueipeuB)) Umouyu()
6L6T “IRA[IS uelpeue)) jo
1TLLT DON | uoios[jo) syiig AIusH dyi Jo Yio uoidy 19yjea] papesd | (ueipeue)) umouxup)
(WO 69T M X §°87
6L61 “I9A[IS uelpRUR)) JO H :Ajuo Seq ay) jo
PILLT OON | Uonod|[o) syiig AIUsH oy Jo Y19 | Apog) Wd § X g X 8¢ Seg /o] pepeed | (ueIpRUR)) UMOUNU)
Amjuao
6L61 ‘I9A[IS uelpeue)) Jo usek ‘uonod Uz . (1suly aqeeuysiuy)
60LLT DDN | uonoajo) syig Aiuay ayj jo yin woI9X[pXG'16 ‘speaq sse[n K|reg Seg 1a1j0pueg umouxun
‘0U U0ISSINY sprelaq uonisimboy SuoISudWI(] wWnIpajAl e Ll snpay

:6L61 UI IOATIS UBIPRUR)) JO UONO[[0D) SHIIE ATUSH 9} WOIJ UOHBUOP B Ul PAPN]OUT 5}03[qo [puISLIoqy UIXIS

oeed XIONAIAV


http://www.cybermuse.gallery.ca

¢6

6L61 “JOA[IS UBLpRUE)) JO wo £8 06LT sy 1epuom
9ILLT DON | uonos|jo) syug AIusy ayy Jo yin | :saduty 'wd O X 0LE “08L1 9 ugisa(] MOLY UiM yseg ~UOINH) umouyun
______ 6L61 “19A[IS UBIPRUB) JO
QILLT DON | uonoo[[o) syuig AUl ays Jo yIn ugisa( Moy Yiim yseg | (uelprue)) umouNun
6L61 “I9A[IS UBIpRUR) JO 0¥8I
STLLT DON | uonjdadjo)) syirg AIUdH oy} jo Y1D -0€87 0 udiso@ moLy yjim yseg | (umipeur)) umouwdu]
6L61 “I9AIS URIPBUR) JO
LILLT ODN | uondafjo) syiig Asusy ay) jo yin udisa(] Moy Ylim Yyses (ueipeUR)) UMOUNU]
‘0Uu UOISSINY sfreaq uonisinboy suolsudwiq winipajA aeq IL NIy




96

80°A15([e3 95NWIAGAD MMM - 931SqaM ISNULIBQAY) S,epeue)) JO A1a{[e0) [BUOHEN 3L} WO UINE] USSq Sy S3[qe) a5y} Uf UOHBULIOJUT Y} ||V ez

So:.moq

‘AT 19Yle} oy Jo KIowaur ul ‘S661 (e8ewt JB[NOID) Jaded I

SO18¢ DDN ‘BLIOJOIA “[[9A0] JNANGIT BIISOY JO YID WO gL X ¢'el aA0Mm uo ydeiduiog 1861 YHDYO-UIM-DY-DY sof ‘plaeQ
Joded wswos

TL86T DON L8G] ‘'BLOIIA ‘[[3A0] ©IISOY JO Y10 wo /[ X €T, | aa0m K313 uo ydeiuog 1861 | - pdlqiapuny | vpiop g ‘proy
Jaded uedef (Ds11M,004)

1L86C DON L8O ‘BLIOIJIA “|[9AO] BNSOY JO JiD wo $'79 X §'¢6 | Pre| umoiq uo ydeidrog LL6l wal( 5,42[0Y 4 uoy ‘uojjiweH
Joded wnaq

0486C IDN L861 ‘BHOIIA ‘[[9A0 | BISOY JO YIO w2 ¢8y X 9'19 aaom uo ydeiBLiag LL6T MOQquIDY |DIL0WERY o[ ‘piaeg

‘OU UoISSINY sfrejag uonisimboy suosudwI(q wnipa|y Neq ML sy

'$661 PUB [86] U9aM]dq SUOTIBUOP ] I0] S[qISUOdSaI sem [[9A0], BIUSOY ‘SIY} 0} Joyunj

MY aAaneN Aresodwauo)) oy punyg Isni], Iaded

IH1LEDON [[2A0 L BIISOY a3 WOy} €66] paseydng wo /1§ X9 SAOM UO IMOJOOINBA €661 Z "ON awo( X3y ‘Io1Auef
Wy aaneN Aleiodwajuo)) Joj pung jsnij Iaded

OPILE DON [19A0] BUSOY Y} WOy €661 poseyoind wo 9/ X 94§ SAOM UO JNOJOIAJeM €661 [ "ON 2woQqg X3V “IIAuef
WY dAneN Ateiodwauo)) Joj pung snl| Joded saom wreasd

£€6L6¢ DON []9A0], BUSOY 3y} WO} 866 paseyoing w9 7°9, X 9¢ uo ydeiZoyt] 1nojoy L661 23p0T 2UlIPap Haqoy ‘9noH
MY dAneN Alesodwauo) 10 pung Isni], Jaded saom

9$£0€ DON [[2A0 ] BIISOY 24l WOy 6861 paseyaing wo 907 X S/ uo ydesd1iss mnojo) 6861 dojog yooy H2qoYy ‘uosplaeg

Uy aaneN Asslodwiaiuo)) 1oy

punj [{9A0] €1SOY 2yl WOY UoHNgLIuod Joded arom uo apydesd

$105¢€ DON € JO 3ouBISISSE Yl YIM 0661 paseyaingd wo zo1 X 161 puB Inojod1a1e 7861 #8 I 44419-09N [HB) ‘weag

‘OU UOISSINY sea uonismboy suolsudwiIq wnipaN Req aMPIL ISy

1y 2aneN Arerodwajuo)) 10y pun, IS, [[9A0], BHSOY 9} YSnoIy) sxjIom da1j Suimor[oy oy) pasinboe A19[fen) jeuoneN oy

162D XIANAdAV


http://www.cybermuse.gallery.ca

L6

nangaT]
‘A 1ayle) Joy jo Alowaul Ul ‘G661

Joded arom

Ady1oupunin

0118¢ DON ‘BLIOIIIA ‘[[2A0 ], INANSIT BHSOY JO Y1 u 6'6p X 5°¢S uo ydeiduas nojoy 1861 dw 01 2nqui] y Wy ‘uosdwoy,
nanga
"AY “Jayie} Joy Jo Alowsw Ur ‘S661 Jaded arom
6018€ DDON ‘BLIOIOIA ‘[[9A0 ] INANSS7 BISOY JO PID wo £06 X §°69 uo ydeaSuies Inojo) 861 | uBisaq Ysivs 15000 uesng ‘mouredg
Inanga|
"A"Y ‘Jeyle] Jay Jo Alowdw ur ‘G661 Jaded srom 420un(g
8018¢ JDON ‘BLIOIIIA “[[3A0 ], INANST BUSOY JO YIn WO ey X ¢¢ uo ydeFuas mojoy 6L61 paig 4apuny | wi] ‘ned
Inanga| )
AT “ayie) 1oy jo Alowsw Ul ‘gg61 Joded anom
LOT8E DN 'BLIOPIA *|[9A0 ], INANSIT BHSOY JO Y1n W2 786 X £°¢¢ uo ydesduias anojoy £861 ayonbyrvg wi] ‘|ned
Inanga
AT ‘Jayie} 19y Jo AJowaw ur ‘ST Jaded arom U2249§
9018€ DON ‘BLIOIOIA ‘[[9A0 ] INANSI BISOY JO YID wo +'$9 X 6t uo ydeiduas ooy | 0861 0 20UD( VSIVWDE preysry ‘uny
Inanga wo £'001
‘AT Joyre} I3y JO AJOWAW UL ‘S66T X p'L9 rofewy Joded 100
C0I8¢€ IDN ‘BLIOJOIA [[9A0 | INANGIT B)ISOY JO YID W /'90T X 6°SL anom uo ydeidrog €861 uMOo i1 apisut flom Haqoy ‘uospire(
Ananga] wd 1101 2104 M
*A"Y Joyiey 1oy Jo AIOWAW Ui ‘GE6] X §'71, 98ewl Joded A2]11y pauulf-usavy
0018€ DON ‘BLI0JOIA ‘[[9A0 ] INANGIT BISOY JO PID ‘wod £'90] X 9. srom uo ydesdusg €861 ‘ST-yVy-1uus-1 1aqoy ‘uospiae(
nango| wo gL
"AY 1ayie) Joy Jo AIOWaW Ul ‘G641 X £'10] o8euw Jaded Ul 0S40 UMO
1018¢€ 3DN "BLIOJOLA ‘[[9A0] INANSIT BHSOY JO Y1 W 86/ X L'90] an0m uo ydeiduag £861 s11 apisui fjog vag Hoqoy ‘uospiaeq
Inango] wo €001
"ACY J9yie] J9Y JO AJOWSW Ul ‘G661 X €', oFeunt Jaded
£018¢ DDN ‘BLIOIOLA ‘[[9A0 INANGIT BHSOY JO YIND W /90T X 9L 3A0M o ydeigiios £861 2oy M 2]11N 1aqoy ‘uospiae(
Jnanga] wo
"AY Jayie) I3y JO AJowaw U *Sa61 0T X L'69 958wl Joded yong awio) uoul|pg
$OT8E DON ‘BLIOJOIA ‘[[9A0] INANGIT BUSOY JO YID ‘wod 0] X 8'SL aA0M uo ydeiduieg €861 oY1 4paf Kiaay 119q0Yy ‘uospiae(q
*OU UOo[SSAIVY spe)aq uonisinboy suolsudwiI(q WINIPITAI aed ML ISnIYy




86

©'A12][e895NULIRGAD MMM - 31ISQIM 3SNULIAQAD) §,BPEUR)) JO AIB[[ED [EUONEN 2] WOLJ UIXE) USAQ SBY S[qE) SIY3 Ul UORBULIOJUL [[V .,

W Joded
#'pTI8T ION | bL6T PsEYRNd . woI9x19 | dnomuodjdind u ydesrag bL6] papRUn | HRq0Y OPHEN |
ST08T DON ¢ pL61 Paseyamnd Wl ['8TT X §°661 SBAURD UO {10 £961 24 By Ipusla]
: 1oded anom
£6591 OON “ 0LG61 paseyoind w3 /'8¢ X 68 U0 [B0JJBYD pUe Jul paInojo] 6961 Y3 [ 1431 H2qOY ‘OPHeN
.W 1oded aaom uo [eOdIBYD I 2dvaspuvy
p6S9T DON | OLol poseyodnd | WO 1768 X ¢85 4 UL qeLq pUe s _L96l UADYHON DUIDJY | HRQ0Y PPHBN
Je[ngaul wnulixew
: ; wo 7¢ % ¢ 98ew
£09ST DON §961 paseyaing WD £'0S X 669 Joded anom uo ydesSoyry §961 - papnun M2qoy BN
Joded arom I 109040y
SSYT DON 7961 paseyaind Wwd 9°8¢ X 1°68 uo eladwia) yoe|q pue ysnig £961 '$21435 anbsaping Haqoy ‘aIeN
6681 (uetpeue))
96151 DDON 7961 paseyaing wd §°¢T tured yim KI0A -0081 W30 ], umouyur)
m wo gy :saguLy ©0S81 sy
1€96 DON 6£61 paseyond WO G'QT X HOE 100 0081 "0 | UBISo( Wl YIM yseg | SIDIA) umowyup
(swry
wo 0581 ufisoq |  Iepudp-uoIny)
6796 OON 6€61 paseyoing | :sadury ‘wo 61 X 0 ¢ Speaq pue [00 ~0081 0 | Mmouy yum yseg papeaq umowyun
| . (smy
pESE DON | LT61 paseyaing ySuq wo /65 sy $881 9[04 159D [3POIN | EpIRH) umouyun
*OU UOISSINY W s[e3a(q uonisinboy suoIsudwWI(q wnipajAl e MWL snay

:palmboe a1om Aoy} 183K 94} JO JOPIO
[ed13o[ouodyd ur 007 01 LZ61 woly Aydeidoloyd Arerodwojuo)) JO WNIsNy UeIpeur)) 9yl pue AId[[e) [euoneN aYy) Aq paimboy uy [euiduoqy

rc2d XIANAddV


http://www.cybermuse.gallery.ca

66

6L61 ATIS

i ueIpeUER)) JO UONIB[[0)D) (ueipeue))
0TLLT DON | s ag AsusH oy Jo yin Seq a114 pue adig ueipuy umowyun
6L61 “JOALIS
ueipeue)) JO UONII[[0D Kiaproiquig (ueipeue))
61LLT ODN SYag AIUSH 3y jo Yio UeIpu| 9ANeI003(] umouyun
6L61 “IOA[IS
ueipeue)) JO Uolvd[[0D) ®[o) (ueipeue))
0TLLZ ODN sya1g Aiuay ays jo yin [BlUOWaIaT SJ31YT umousu
6L6T JOALIS
uelpeue)) JO UOHII[[0D (uzipeue))
TTLLTIDN sya1g AIuay ayi Jo y1o uoidy Joyjea papeaq umotwun
6L61 “IOAIS (Wo6'91 M X §°8T
ueipeue)) JO UONID|[0)D H :A[uo Seq aus jo (ueipeue))
PILLT DDN syatg Aauoy oy Jo g1y | Apog) Wd ¢ X 47 X 8¢ 3eg 1104 popeag umouyun
6L61 ‘I9A[IS (snry
ue[peue)) Jo uUoN9I[[0D Kmmuso aqeeuysiuy)
60LLT DDN sya1g AIuay ays Jo y1o W gX1pXe'[6 wred ‘uonod ‘speaq sse[n | iz Aieg Jeg so1j0pueq umousur)
P
a[[iasowog B1z1oY Aq vuu..ma
‘1oded anom pasapua[eo uo
S'TLTET OON 6L61 paseyaind wo g09 X 56 | YderZoyyy 19syy0-0joyd Inojo) 161 papnun Heq0y ‘OPEN
Jaded aaom uo odind
Y ELTET ODN ~ 6LOT paseyoing Wwo ['69 X L'0S | Pue ‘MO[[aA ‘yoe[q ul ydeigrog [4%:) pajinun 19q0Yy ‘SPyIeN
Joded
£87ET ODN 6L61 paseydind o €09 X L'68 anom uo ydeiduas Inojo) L961 N[ OAA pUD Uillf 149q0Y ‘PN
8L61
‘uojuowlpy ‘uonepuno,j awoqsQ [epukT Aq pasund Auui
! SSW e YI[Bamuowwo)) wo 94 x 99 :98ewrr | ‘10ded 9A0Mm S9YOIY UO IMO[OD ‘eduif{idwey
8'972€T DON IX ay1 jo yin W 9'66 X T'SL ut ydesSoyyy| pue ydeiduog 8L61 Suupa.(q s,usuom ue[oN
‘oUu UOISSANY spielo uonsinboy suorsudw I WNIPITAI aeq ETE IR snay




001

Avo_nEUmmav em‘a_m_xm_‘m o &.Emﬁw @Em&
_SIS6ZOON | 9861 paseyomg WO I'pLe X 9'EIT | pue ‘YdeBras-otoud ‘oikioy 370, upOMOWY YMON YL | D ‘wieag
6L61 ‘ToATIg (smay
ueIpBUE)) JO UOTIDI[[0D) wo €8 06L1 1epUS A\ ~UoINH)
91LLT DON $yag Arusy oy Jo y1o | isaFuLy ‘wd 0 X OLE -08L1 0 ugiso(g MOV Yiim yseg ‘umouyun
: 6L61 “1A[IS
| uslpeue) Jo Uon9[[0] 0¥8I1 (ueipeue))
STLLTOON sylg Awuay syl jo y1in -0€81 ugiso MOV Yia yseg _umownun)
6L61 “JALIS
uerpeus)) Jo UonddoD (ueipeue))
8ILLTOON SYitg AIUSH 943 Jo Y10 uBisaq MOUY Ytk yses . mowrun
| 6L6T “IRATIS
W ueipeUB) JO UOLDA[[OD (uerpeue))
LILLZOON | syug Aiudy oy jo yio ugisa Moy Yim yses umouyu |
6L6T “JOALIS
ueipeue)) JO UONDA[[0D (ueipeue))
YTLLT DON $yi1g AJusy a1 Jo y1o i 1oysed yleg-yoig umouxur)
6L61 JIALIS
ue[peue)) JO Uo13[[0) (98uy Surpnjour) AInuao synD (ueipeue))
T1TTLLT OON | syug Aiuoy Yo YIn Yoo Wd [ X 7T X 81 ) Yoz 1oyea] papeag Jo Jied umouxun
6L6T 1aAllS
T1ETLLT | Uelpeue jO UORII[[0]) {SpURq-ULlY (uerpeus))
JON syug A1usy ayi jo yio ) Ioyjea] papeag Jo Jied umouyup |
6L61 “JOALIS
T-1elLLT Ugipeue; Jo UOLII[[0]) ’ (uelpeue))
JDN g AuaH ay1 jo yio SUISEO00IA umouun
6L61 “WA[IS
TITILLT ugpeUe) JO UOHII[[0] (ueipeue))
JON sylig AJuoy ayi Jo y1n SUISEO00 A umouwyun
6L6T “1OANIS
ue[pRUE)) JO UOTIII|[0D) (uetpeue))
TTLLTOON Sy AIUdH 31 Jo Y1o uotysnoutd umouyun
‘OU UOISSANY | S{eRd uopismboy suosuawig wnipaJAl EXL: ¢ | apLL snay




101

9L85€ DON

1aded Ses aaom uo jul

7 "oN ‘panaioay

1661 paseyoing wogsxggL i pue ‘anydess ‘uoisinuis-ojoyq 1661 Jpouvwalqoad 3y | e ‘weag
Jaded 3e1 sa0m uo Nul 001724094 |
SLSE ODN | [661 paseyand wo g¢ X ¢'gL | pue ‘dlydesd ‘uoisinwa-ooyg 1661 [ooHDWaIqO4d Y] He) ‘weag
,_ Ty oo e R
i Arerodwaiuoy) 10) punyg
| 1]9A0] ©IISOY 8y} woy
| uolINGLIIUOD B JO SJUBISISSE Iaded arom
PIOSEOON . 91 4t 0661 poseyaing WOZOT XTSI | uo2uydeds pue mnojoditem v861 #8 1 44419-02N ) ‘wieag
uy
aaneN Asesoduiauo)) oy
puny 1Sni] [[AO] B1SOY 1aded
9$E0E DON | 9y WOy 6861 paseyony | wo 9O X §L aA0m uo ydeaSiias mojo) 6861 dojpaog yo0y | 113q0Y ‘uospiae(]
SR6] EMERD . IV I3k S RSO . il
€1'€6STLS | ‘Bl{RAISNY 10] UOISSIWWOD) | WO §'[{ X 6'69 :aFewl Jaded
JODN YSiH 3y Jo yin W0 996 X €79/ SaAlY 4 g Uo nooutj Inojor 8861 v4oquivv npueg ‘eyueN
- ) 1aded anom
SLS6Z DDN L861 paseyoind WwoTZIIXT°LL uo ydeiSrias-ojoyd Inojo)) 9861 A3 waqunoay aualg “molg
o Iaded srom
9LS6T DON L861 paseyaing WwozrLL X eI uo ydei3uas-ojoyd nojo) 9861 joing [013.{ au3ld “Inoig
,, 6T oA Gl S AT s T TS
ZL86Z DON ‘l[2A0 L BHSOY JO Y10 un /L X g7, | Joded aaom 4213 uo ydesSuag 1861 - p41q4apuny ] opiop g Py
_ 1861 ‘eruiojeD ~ junow uspoom T
9$867 DON | ‘upyse UoIA Jo Yio Wo 7 e8 X T°68 pajuted uo ‘seaued uo oljAioy 8L61 § 'ON a4vnbg 1aqoy ‘a[noy
: L861 ‘BLIOIIA 1aded (DS134,00f)
1L86Z DON ‘ltan0 L vlIsoy Jo Y1O wo $'79 X ¢'¢6 | Ueder pre| umoiq uo ydesduag LL61 woaiq S490Y Y uoy ‘uoijiiey
1861 “eLiowiA e A2 e hsbivion S o ot “uniq L
0,867 DON ‘[[9A0L BYSOY JO YID wo g8y X 9'19 Jaded arom uo ydeduag LL6T MOqUIDY [DIOUBIY sof ‘paeq
| . oy LA
LSL6T DODN “ L86T paseyomd W 9yT X 807 UO0J}0 UO [i0 pue JAI0Y §861 | ppruv) Ut j40dg 4ouyy y qog ‘1ekog
*0U UOISSINY w spre1aq uonismboy suoIsudwWI( WNIPIJAI e EI0N sy




(40

DIquINI0D) YStig

£6-76-X3 wo 7°9¢ X |'8¢ 9few ‘424noouv 4 ‘vpIy
dONWD *C661 paseyding wo ¢ 0y X 08 wid 13A[1s une[eD 1661 ‘0z61 uiog s pr2y g plaeq ‘199N
DIqQUINIO) YSHIG
$6-76-X4d wo L'y X 66t “424n0ouv 4 ‘DPIVH
dONWD *C661 pPaseyound :e8ewl ‘W GO X 6 wund JoA[is uneeD 0661 ‘0Z61 uiog / pray 1114 pieq ‘9N
DIquInjoD Ysurig
$8-76-Xd wo §'gE X g B ‘Avg 1431y ‘SISWDN 6881 _
dOWD * (661 paseyoing wd 6°0p X 605 und JA(is ugeRD 0661 uiog / pafiy sausdy _praeq ‘[oN
$61-76-X43 wo §'0€ X §'pz | toded saasoy y4g uo junenbe aoung
dOWD *T66] paseyoind | :ofeul WO i, X §'/L€ pue Suysia-ojoyd ‘Buryory 2661 S[] spig Mo Suoyg y piaeq ‘[eaN
$-1'8919¢ yoes saary
IDN T661 paseyoIng | WO G X $'7RT X ppT SeAued Uo 110 6861 pon a4y 2o0]d Y| H3qoy ‘omoHy
(ssois e Jo adeys 1oded arom
01-T'0£19¢ ul pajunow-{[eMm) oes uo ade) pue ‘[ejow ‘onyserd 111ds-pnoays :52192dg aueo[ ‘uaqnyog
JON 7661 paseyaind W $'9¢ X 7°9/ 193yS ‘sselq ‘peary) ‘roded “up 8861 v fo uoypaiasaid -leurpie)
woddns uapoom pajured
uo uoJi paziueales uo syinb
1985¢ DON 1661 paseyaing wo L€ X ['[8 X 8'g6 | duldnosod i oyjdioe pue JIQ 0661 2y o3lfand yMvyoN 1aqoy ‘a[noy
yut
781-16-X4 wo §'97 X ¢'81 :oFewn Pa.MO[0d puB UOARID PAINO[OD
dOND +1661 paseyomy ‘wo 697 X €81 ym Joded uo uoisinwa 030yd 1661 Z ‘ON 40Ipu181i0 HeD ‘weag
$81-16-X4 wo §°p] X 967 ofewl | 35uUlqed poom ul pajunow [xa[d
dOWD +1661 paseyound | ‘wo 691 XG0T XTI uo Jojsuel) UoIs|nwa 030yd 1661 §420UD(q UDD) [BD ‘weag
jul
€81-16-X3 wo p'g1 X 197 :a8ewt PaIno(0od pue UOABID PAMO[0D
dOND *x 1661 paseyoind WO p'81 X 1797 yiim Joded uo uoisinwd ojoyd 1661 Z gD ‘weag
‘OU UOISSIIIY s[re3a(q uonisinboy SUOISUIWI (] WNIPIJA Neq ML ISnIy




¢0l

101-26-Xd
dOWD

66-76-X4
dOWD

001-26-X4d

06-76-X4d
dOND

£8-76-X4d

123
“76-XHdOWND

dOWD

dOND

#7661 paseyoing

#7661 paseyoing

_*T661 poseydMd

Wwo 9'L7 X 9°0p 9Few

W £ 'HE X 6'LE 98ewl
W ¢QF X 7°05

U §0Y X 0 |

wo 8'p¢ X 7'y¢ oSewnt
W 0P X 1°09

wund 19A[1S UnE[RD

066l |

‘Taadny 1404 ‘1IniSomyy
puv viquinioD ysug
‘a]11au22.40) ‘D, 08SIN
‘0961 puv [ 6] uiog /
192N PIADQ YI1M UOSUDMS

jutid JOA[IS unepRen

0661

DIqunjo Yspg
‘df1auzain) ‘v,03SIN
[ 26 UAOF /) UOSUDME
(sawvy) anjavyD o111

iquinjo) ysug

(sauinp) 2114042 2142

wud 19A7ts uneen

0661

viqunjo) yYsuug
‘211au22.49) ‘D,03sIN
[Z6] udog s uosuomg
(sawwy) 2114043 f2140)

PR AN

_P1eq 199N

puaeq ‘[PaN

2661 paseyang

2661 paseyond |

*xT661 paseyoing

wd 6'6E X L€ e8ewy

W 6°OF X §°05

wo 7°9¢ X 9'Qp :afewt
W 0% X $°05

Wo €'p€ X §'9¢ afewn
W 60y X 08

d JoAfis uge(en

0661

pIquInjoy ysupg ‘Madny
MO ‘IMBoMY 906/
uiog 7 jungy 1ng foryD

praeq ‘|9eN

wud J9Afis ugeRn

0661

vIqUIn 0D

YSIj1dg ‘2a4as3Yy

MX, DPXDMYDN], D]DS, DD
‘MX, DPXDMYON, D]US, 040
‘€067

ud0g / SWopy auliayiv)

junid JoA[ts une[en

1661

pieq ‘(9N

vrqunjoDn

YsSug ‘20dasay

MX, DPXDMYDN], D] DS, DM 1)
‘MX, DPXDMYDN, ] DS, DMD)
‘€061

ulog / SUpy aulayIny

praeQ ‘[N

‘Ou UOISSAIIY

s[re3a( uonisinboy

SuoISuIWI(Y

wnpajy

neq

IPLL

ISy




01

DIqunj0D ystiiig
‘a3v]11,4 OUISIDN MIN

201-26-X4d wo ¢ X 9°L¢ ‘ofewy ‘ouIstonQ °L06 | U404
dOWD *C661 paseyaang W §'0p X $'0S 1uud JoAfis uneRD 1661 / SOj[oH Sawpffa1y ) pre(q ‘199N
| . a4 B ottt L . e oy |

ysig ‘1asSopy

L01-C6-X4d | wo £°0g X 6°0¢€ *9Tewy ‘DPIVH 9061 U404
dOWD #1661 PASEYING & WD §T0p X 1705 Jupd JaAlEs ue[P0 0661 / PHEDNIL 2144F f1HD) piAeq "IN

, viqunjos)

ysurg ‘11assopy

‘OPIVH [861 PUY 2061

9061 u4o0g / (p4oyory

801-26-X3 wo §'€¢ X §'¢p @8euy UOSpUD48 pun) 2121312 f
dOWD *C0O6] peselddng WO [°0F X $°0S tund 10A[is ugeen 0661 aruuLy pup a1udg fa14) praeq ‘99N

DqoNIUD I ‘AU

68-6-Xd Wwo 'S¢ X g TRl AYONG poy L pG 1 ui0g
dOWD #C6061 paseyding Wd 9°0f X 9°6 jund J3A[ts uneeD 7661 / 4ad4vp yolilg foryD piaeq ‘199N

piqunjon

YSNIAg ‘424n00UD 4

YION ‘PADIANG 956 ]

88-26-X4 ' wo 8°G¢ X pgg ofewl u40g ; 234020 pivuoay
dOND | *CO61 paseyding W 608 X $°0S 1uld JoAJS uBERD 4o[j12una) fa14) piaeQ ‘[9N

. pIqunjoy)

YSug ‘3PS VPIH

98-76-Xd wo §'87 X g :a3ew] ‘861 uiog / uosuijon
dOND *T0661 paseyding WO TGE X y0S Jund I9A[Is UHE[OD 0661 | Aasduaq 2ou24v]) fo14) piae( ‘19N

pIquno)

YSsug ‘aiv3apiys ‘vpIvy

L8-T6-Xd wo 8'gE X £'g¢ ofewl ‘8C61 uiog / uosuljon
dOWD *C0661 paseyoind W §'0p X $08 und JoA[is uneRon 0661 | Aasduaq a0ua4v]) fa14) praeq ‘19N

‘OU UOISSNY sfiela(q uonisinboy suorsuadwI(q wnIpagA aeq IPLL snIy




S01

v1quInjoD
ysuag ‘Aog 1421y

|
|
86-76-X4 | wo 6'¢¢ X '8¢ Feuil ‘DISDIUNN-SISINO] L
dOWD | *TG61 paseyoung ‘wo GO X €05 nd JoAps uyelan 1661 | '#061 udog / yoads 4117 praeq ‘[9eN
$61-26-Xd , Joded saA99y Mg uo junenbe
dOWD | *T661 paseyoang 7661 paseyomd pue Bunole-ojoyd ‘Juryaig T661 | 1ing Buung - [4 Sa043H piae( ‘93N
> 98d | C661 PISEUOMd s S s B s ‘
$01-26-Xd | wo ['TE X §°7¢ ofew ‘OWIDUDN ‘OUWIDUDN
dOWO - «T661 poseyoInd | WO GOy X 70 upd saapts unElED 1661 | TZ61 uiog /anyM U2l _PIABQ PN
: v1quanjo) ysitig
901-26-X4 wo £'GE X §'L€ aFewt ‘OWIDUDN ‘OWIDUDN
dOWD *T661 paseyoing ‘wo G0y X £°0§ wud Jaa[is unepn ‘761 udog / Ay uallg piae( ‘[9aN
W oS0 X ¢ hed 1 O e (PN
A, YSug ‘Ysuvdly man
$6-26-X3 W pLE X 9'gE aFRw ‘D,OISIN "[£6] 4408 / |
dOWD ¥T661 paseyoing W 70§ X 40 Juld JaA[is uneRD 0661 | uosuiqoy ¥2143poy f2142) piae( ‘[N
| 052wt : 0oel ST ey PARA TPON
ysug ysuodiy maN
96-26-X3 | wo $°9¢ X 8'8¢ afewl ‘DOISIN '[£6] 4409 /
dOWD *C661 paseyomy "wo 60 X 7°0§ wd Joas unean 0661 | uosurqoy yorapoy f214) piaeQ ‘199N
_ - miqungo) B
YSHG ‘4aanoduv/
16-26-X3 | W LT X §'6¢ ofewl Y140N ‘YSpuvnbs £p6[
dOWD | «T661 paseyomy ‘WO §'0p X T°0§ wnd JaA[Is unePn 0661 | uiog / SDIYIDJN 201 f214D) piae( ‘[9aN
M Y0y XT0s AR aie i
YSsug 4aanoduv/
26-76-X3 wo 6'v€ X T'HE 28ew] Y14ON ‘ystuonbs £p61
dOWD *T661 paseydng ‘wo 4°0F X 7°0§ wiud JaAIS Une[en 0661 | udog / SouyIvjy 201 f214 piaeq ‘12N
: 0 MR YOrXT0s HHE IoATIS oigsanios vt
‘@314 oursIon{) MaN
£01-26-X4 wa ['pg X L'6¢ ofew ‘ouisionQ L6 [ uiog
dOWD *T661 paseyodng W 60 X $°0§ tupd JoA[s Uy 0661 / Sv[oM Sawf [214) plaeq ‘[9aN
‘OU UOISSINY srejoq uonisinboy suorsudwq WNIPIJAI Neq PLL snay




901

YoBa WD €R/T X

PI'6LPLE | L'827C :spoued ¢[[eIoA0 SBAUBD
JDN $661 paseyoung W Z€L X L'8CT U0 UOARID 91UOD pue JJAIdY 2661 owuvy Uaqoy ‘9[NOH
B - X1,4 01 Sujwo) S )
UDUDYS ‘PUDT U3124240§
aa1pN uo 8ui88o7 1no | [neq douaIme]
0569€ DON €661 paseyomyd W §LZ X 9'S61 SBAUERD UO J[KI0Y 1661 -AD3]D) YI4DT PaYd400§ ‘umidnjomxn g
uo Key
610LE DON £661 paseyond 8’01 X6'ITI X 61T SBAUEO UO YU! ‘Xem ‘Dl[A10Y 7861 vUi04y201d 44D “jongauryiem
IP1LE ODON €661 peseyomnyd W 7S X 9L Joded arom uo mojodiaepm £661 # ‘ON swo(g Xaly ‘JolAuef
| uy
| aAneN Aresodwaluo)) 10
. punyg Isnij [[9A0] BUSOY
IPILE DDON | oyl woy €661 paseyoing wd 9/ X 9°/§ 1oded arom uo mojoosarep €661 Z 'ON auioq X3V ‘JolAuef
M uy
i oaneN Asesodwaluo)) 10)
| pung Isniy {[9A0] BHSOY
0t1LE DDN oY) Wolj €661 peseyoind wd 9/ X9'LG 1oded arom uo Inojod1aep €661 [ “ON dwoq Xa[V ‘IolAuef
yoes JojoweIp
W S°¢T X SvbT
ZI-1°010LE 1SJUBWIAY ‘pofjeIsul 3heq
JON £661 paseyoInd I919Welp W 6'061 Ol[A108 ‘JUaUIdd ‘poom 661 papuun} ‘ProtysAaeay
seAued uo oayydess
600LE DON £661 paseyond wo £ e1T X £'vLT ‘ojA 108 ‘uoisinis-ol0yd 661 §ajo1uodyny snquinjo) 118) ‘wieag
AR AL ARt v L e d siguno Bt
ysug ysuodry
v01-26-X4 wod 6°¢ X 8°9¢ 1a8ewl MIN D,D3SIN "[061
dONWD xC661 paseyaind U 6'0F X €08 jurid JoAjis uejan 1661 uiog / suwljjig £ong piaeq ‘[9aN
. (Ot R Diqui)
ysyg ‘Aog jaaly
L6-T6-XH wo 'GE X 6'pg ‘ofeut ‘DISVIUNJ-SISHMO] ]
dOW3 *C66] paseyaing U S0 X 08 und JaAps urepn 1661 '$06 1 u40g /yoadg 4117 pued ‘19N
‘Ou UOISSINY sfre)a(q uonIsinboy suoIsuIWI( WNIPIA e PLL snay




LOT1

‘mangar

‘AT J9Y1e} 19y Jo Alowaw

Ut‘g661 ‘BLIOIOIA “[JoA0]

wo
8'TL X L'T0T :d8ewr

u1,f jusioq

1018€ DON InangaT} BIIsoy Jo YIo | WO §°GL X L9017 Jaded aaom uo ydeisuoeg £861 umo 31 apisut fjoy vag | 119qoY ‘UOSpIAB(]
, Tanga T ; panthisengiy e 2 OIS TR
i "AY Jeyiej 1ay jo Alowdw
L UL'G6T BLIOIIA ‘|[2A0L Wwo 00T X ¢'1L
€018€ ODN | INaNga wISoy Jo PID | :98ewt fwd £ 901 X 9/ 1aded srom uo ydeidiiag €861 3oy 4aj11y | 1eqoY ‘Uospire(]
. i et it i
LAY Jeyie} Jay jo Klowsw
© o UL‘G66T ‘BLIOIDIA “[[9A0L wd 0T X L'69 Yyovg 2uion
$OI8C ODN InangaT esoy Jo Yin | :afewil fwo LO] X §8°GL 1aded aaom uo ydesSueg €861 uowvg ay1 ivaf iaag | UIGOY ‘uospiasg
i manga ) - ‘
| "A™Y Joyie) oy Jo Alowaw
LUl ‘GE6T ‘BLIOIOIA ‘[[9AOL (8w rejnoato)
SOI8E DON Inangay elIsoy Jo YIn wo 8 LS X €'€L 1aded arom uo ydei3uiag 1] YIoayo~uim-opy -y sof ‘piae(]
pawiey wo GG
X (8] :[oued ySu SeAuBd
‘powiel) wd 99T X /8] uo {[1q Je[[OP~§ PUE Joyjea}
:[sued anuso ‘paurey 9]8ea ‘uokelo xem ‘o1jlIoe
Wwo 91T X €181 preoqyoeq ‘siaded pajund
€-1°L86LE :Joued 1oy {[[eloA0 pue sardooojoyd ‘sydesfojoyd pUv|s| padoosg
JOON $661 paseyond un g Ley X €°L8IT Jo sageyjod ‘ured [10 1661 D 40f 4advdd pa.ovg | YSY duef ‘seniod
wo
§'8L X L'€S i§ [oued
WO L'L X F6E W
joued fwd 9]/ X 9°6¢
i€ joued ‘w0 9'g/ X
§'6€ +¢ Joued fwo /gL
X ['t6 :Joued wolloq
WO L6t X T°L6T
S-1°LT19LE :98ewit {pojquuasse pieoqples uo pajunow
JODN $661 paseyaing wo /'gL X €97 ‘saded uo sjuuid 1ojdnoo aLQg €661 $30YS S2YIDfpUvID APy | INYHY oimusy
*OU UOISSINY spiB13g uonisinboy SuoISuUdWI( wnipaA aReq L snay




801

JRULISAO Pa[[LIpP-puEY
ur Jupid J9A[IS une[ad ‘pauoy

W
|
ZE€1-$6-X3 4 $661 ‘ollviuQ ‘eajewielg ‘qurid JoAfts uneped ‘Jured yim
dOND _” ‘uosyoer[ BIpueg Jo }JIn [[eJoA0 WD $6 X 96 | pauaySiay julid IA[IS uneen Y[ 4v3] paipuny aalq A9[[aYS ‘OIIN
S . o JBULISAO Pa[|Up-puey N
w ur jurd 1oA[Is upe[esd ‘pauo)
€E1-66-Xd ¢ S661 ‘olURIUQ ‘Bo|BWRIG ‘1urid JaA[ts upead ‘qured Yim
DD ¢ ‘uosyoer[ BIPURS JO JIN | [[BISAO WO ['p X 9¢ | pausiysioy jund 10A[IS uneen 4211104 [DUL A3[[ays ‘oaIN
! JBULIOAO PI[[LIp-puUBy
ur jutad 10A[1s une[as ‘pauo)
SE1-$6-X1 $661 ‘ouruQ ‘BdjRWERIY quiid Jaafts upelad quied yim
dOWD ‘uosyoef elpueg jo Y1o [[BI9A0 WD $6 X 6°'SS | PauaySiay jund IaAfls ule[an padvynown) K3113ys ‘0dIN
JRWLISAO P3[[LIp-pUBY
ut Juud 10A[1S une[ds ‘pauoy
8€1-$6-X43 S661 ‘olBIUQ ‘BojRWIRIG ‘urid Jaa[ts upelad ‘quied yim
dOWD ‘uosyoe[ elpueg Jo JyIn [[BISAO WD $g X 9¢ | pauaySioy jutid IoA[is uneen uvwWaUan v SADMJY A3[12yS ‘OJIN
Jeq
S661 ‘BLIOIDIA ‘oY "M Jeinaun snidA[eong uo wnipaw paseq ZL61
$218€ DON uo(J pue dureloT Jo YIin WoH'T X 6E X ¥'9L -1o1em ul sjuawiBid [einjeN alojog | (nS3unuwunn) papnun piae( ‘18ueleiy
, ) e
‘A ‘Iayie} Jay jo Asowaw
ul ‘G661 ‘BLIOIOIA ‘[[9AOL Joded
9018€ DON Inanga elsoy JO PO wo $'$9 X 6b aaom uo yderguass anojo) 0861 0 U22.42§ 22UD(q VSIPUDL pleyory ‘uny
TTLLLLE ("xo1dde) sjouelq SI9WYSBO
OON $661 peseyomg yovo wo €T X 8¢€1 pue joom pasnbijdde-puey 6861 SUBADY UDASS Aylolo(g weln
mangs|
A" fayiej 1oy jo Alowaw wo
Ul ‘6661 ‘BLIOIOIA ‘[[9A0] L'001 X $'L9 o8ew]
Z018€ DON INaNga e1soy Jo PIn wd £'901 X 6°SL Joded saom uo ydesSueg €861 | 100 umo s31 apisut fjogy | 11990y ‘uospiaeqg
B . ICCIN T T S
A 18y} 1oy Jo Alowow
Ul ‘$661 ‘BHOIOIA ‘[[9A0L W T'I0T X 9°1L 2IDY M 42111 pauuy
0018t DON ININGaT BIISOY JO YIo | :aBewlf ‘WO 90T X 9L toded sAom uo ydesdusg £861 “UoADY 'SUT-YY-UNIS-L | HIqOY ‘uospire(
‘OU UOISSINY s[ieJa( uonisinboy suoIsuauiqg WINIPITA] aeq AMML NIy




601

0€1
-$6-XddOWD

0p1-56-X4d
dOWD

6€1-56-Xd
dOWD

9€1-56-X3
dOWO

ve1-S6-Xd
dOWD

1£1-66-X4

dOWD |

LET-$6-Xd

dOWD

Tv1-S6-X4d
dOND

S661 ‘oLRIUQ ‘ea[RWIRIg
‘uosyoe[ eIpueg Jo Yo

$661 ‘ollvuQ ‘eajewelyg
‘uosyoef elpueg Jo Yo

$661 ‘olleiuQ ‘eajewelg

‘uosyoe( eIpues jo Y10

$661 ‘oLIRIUQ ‘Bo[BWIBIG
‘UOSYoR[ BIPUES JO YIO

$66] ‘oLRIUQ ‘ea[ewerIg
‘uosyae[ vIpUeRS JO IO

S661 ‘olleiuQ ‘edjewelg

‘uosyae[ BIpURS JO YID

§661 ‘olRIuQ ‘BdjewIRIg
‘UOSYOR[ BIpURS JO YID

[[eJOAO WD pg X 9

JBULIDAO PR[[LIp-puRYy

ut uLid JoA[is une[ad ‘pauo)
quiad soafts unead Gured yum
pauaySiay junid JoAfls unepn

puvy
I S| puvT Sy

WOTYeX6ss

[[2I9A0 WD pg X §°SS

JRULIDAO PRJ[LIP-pURY
ur jurid 1941 une[dd ‘pauoy
‘urdd 1oA[is upe[ad “ured yum
pauay31ay jurid JoAjis une[n
" jewIaAo pa[Up-puey

ur jund 19A[1s une[ad ‘pauoy
quuid 1aAis unedd ‘ured yum
pouay319Yy Jurid JOA[IS UNB[AD

moug fo Sutuivy ayJ

A0AIAING

[[eISAO0 WD $6 X 6°GS

JBULISAO PI[[LP-PuBYy

ur jurd JaA[is unje[od ‘pauoy
quuid JoAts une[ad “ured yum
pauajySray unid J9A[IS uneRn

aua(g v sy pjuvg

AdIRys 0N

A9[ays *osIN
A3[joys ‘odIN

Aa[[oys ‘0N

[[BI2A0 WO p6 X 9§

[[e19A0 WD pg X 9S

JBULISAO PI[[LIp-pURY
ur uld J9A1s uneed ‘pauos
urid JoA[1s unead “ured yim
pauaySiay juLid JOA[IS uljR[eD
JBULISAO PI[[LIp-puRY

ug julad JA[ts upe[as ‘pouoy
“quiid JaA[1s une[ad ‘yured yim
pouaiy31ay Juiad J9A[IS ULB[ID)

[[BJ9A0 WD pg X 6°CS

1RULIDAO PI[[LIp-puRY

ut urid J3A[1S une[ad ‘pauos
‘urad JaA[1s unedd ‘ured yum
pauaySiay utid J9A[IS uneRnH

200]3 4
UDILBULY YI4ON

AOLLID A YADYON

ABpUBJ 3] 2407

$661 ‘oLRIUQ ‘BajRWERIg
‘uosyoef eIpues Jo Yyin

[[BI9A0 WD pg X 9§

JEULISAO PI[[LIp-pUBY

ur und JoA[Is uneas ‘pauos
quuid JeAfis unead ‘ured s
pauay3iay 1und JOATIS uneen

JON 2 28pnp

Aa[[ays ‘01N

Aa[loys ‘oaIN

Ao11eus "OIIN

A3[[94S ‘0N

‘U UOISSINY

sreloq wonismboy

suoIsudwI(]

wmipay

aeq

PLL

NIV




0r1

i 19)SeW-qns S WBoe1aq wpaLsg
8996€ DDN 8661 paseyoung uo sajnutw (0§ ‘edeloapip L661 3y 4v3f nof oQq 1e) ‘ednke)
L661 ‘BmenQ
9676t DON ‘piedld PUY JO YIH W 118 X $'101 seAurd Uo 110 £961 yov|g uo uoisusj eIy ‘aipuajeT
05-96-X4d wiThIl X 6v
dOND *x9661 poseyaing | :a8ewr fwo 'L €T X €/ | 28€[[09 Yim Jutid I19A[IS unedn $661 aypaag Fa1n ‘sjee1g
wo 9661
6v-96-X4 1’811 X ['6t :98ew! pajund
dOND *x9661 paseyoind WO ST X 101 paureyy Jurid JaA[is uhe[pn 5661 §507 1d220y 81D ‘sieesg
u ("xoidde) yoeo wo 17
i X $'6 X §'6 SUONIOTS €
i ur jres ojdews fwod ¢ x
m S'16 X 6'1Z] :Su0109s
01-T'pLE8E 9661 ‘000 [9935 £ {[[e49A0
JON ‘Joulen) UBLWLION JO 1D | WD 6 X pb9 X 6°0€I srdeur pue [993s Uo [IQ 6861 231§ U1 U242g 19qoy ‘a[noy
- : “mongey | 177 e TR
‘A J9yie} Jay jo Arowow
Ul ‘S661 ‘BL0IOIA ‘[[9A0L Jaded ABYIOUPUDAD)
0118€DODN INanga BIISOY JO YID wo 664 X S'€S aAom uo ydeilues oo 1861 Aw 01 onqriy y 1y ‘vosdwoyy
imongoT LSO T AT ot e S LT Y
‘AT ‘Ieyiey 1oy Jo Klowaw
ul ‘G661 ‘BIOIDIA ‘[19A0L Joded
6018€ DDN 1nangaT BISOY JO YiD wo £°0S X §'S9 ar0m uo ydeiduss oo $861 udisa(g ysyog 1sv0>H uesng ‘mouedg
- . T engey | e AT T . ] B
‘A “4ayie] Jay Jo Klowaw
Ul ‘G661 ‘BLOIIA ‘[[9AOL Joded
8018€ DDN INanga eSOy Jo YI1n wo '€y X €5 arom uo ydeiduss unojo) 6L61 A20UD( pAIg Aopuny | ] ‘ned
inanga
‘ATY ‘dayey 1oy jo Alowow
Ul ‘G661 BUOIIA ‘[[2A0L Joded
LOT8E DDN 4nanga BISOY JO Y1 WO 786 X £'¢6 or0Mm uo ydegLas nojo) £861 ayonbyrivy wil ‘[ned
‘OU UOISSINY sprelaq uonisinboy suorsudwI( wnipdjA aeq ML IsnIy




I

poog
L9LOY DON 1002 paseyaingd wo 79 X §'T6 Jaded ar0m uo [aysed 8961 Bujjjoy ayi Jo puadag suydeq ‘3ifpQ
99L0¥ DON 1002 paseyoind WO9LX 19 .. pteogq uo ayfioy 1L61 TN aprouan | euydeq Bifpo
sarByo
S¥90t DON 1002 paseyaing W 76T X 099 X pl ouse|d auajkdotdAjod anym 0007 a1y sadoyg ueug ‘uadung
1 oom ”m%&wo Jaded arom uo ayydesd ‘ unuefuog
£190F DON ~‘upysaig zoy Jo Y1o W LL X696 pue “jui jor[q ‘9yoenon LL6] papnun ‘3yn 29y
| 1007 ‘emeno Joded arom uo anydesd urwefusg
1190 DON | ‘unisaiq zoy Jo Yo UL 'SP XL09 | Pue yuIoe[q ‘ayoenon vL61 papnun
1007 ‘emeno 19ded saom uo ayyded unwefusg
190t DON - uysdIg zoy Jo Yo wd L[ X696 ___pue yul yoe[q ‘syoenon LL6] papuun _YY Yy
(piquepuny g,
000Z ‘ouru0 laddopn
JoAry Autey “oued[ry] pieogpiey Pa[[ed) [eAlON
ZESOY DON A1en pue A21pny jo YyI1n wo £'68 X L'0E] uo pajunow ‘Joded uo o1[A10Y 1L61 2 (ueweys) papnun ‘NBISSLLIOA]
(paquapunyy
_ 0007 ‘ouBIUQ Joddon
‘10ATY Autey “oued[ry pieoqpiey pai[ed) [BAION
£ESOP JON | Atep pue £aipny jo yin wo €6, X £'pT] | U0 pajunow ‘aded o orjf1oy 1L61 (P1yD) papnun ‘MEASSLUOIN
%6661 ‘01U0IO] | WO ['Q7 X 7'ST 98w uOSDJN Wi Jo jvajiog T
86°000T dOND ‘SLLON uyof Jo Y1 WO 8TLT X H'SE tund 1aA[ts uneRn 0661 UOSDJY Wil UDISYDAYDY 3a1n) ‘syevlg
x666]1 ‘0IUOIO] | WO /LT X 6'7T 98ew 43Y1D3sf
L6°000T dDWD ‘SLUON uyo[ JO Y1n WO GLT X pSE | ~ pauo; quLid JoA[is unje[en 0661 21807 ay fo 1141dg 3a1n ‘sperlg
8661 ‘[edIUON loded
01L6E DON ‘aureweT pieuldg Jo WD | (dendawn) wo 6§ X G¢ A0Mm Yo [a3sed [10 pue [10 8661 A121xuy pup U01SSDg 'Y *Ipudie’]
Wy
aApeN Aselodwauo)) 1oy
puny 1sni| [[9AO] ©IISOY Joded saom
£SL6E DON oY) w0} 8661 Paseydind W3 7'9L X 9¢ weald uo ydeidoyyy anojoy L66] a3poT aulIpIN 11oqoy ‘onoy
‘0U UO0ISSINY s[1e33q uonisiboy suorsudwiq wnIpajA BT EYEIND snay




4%

wo 9'€7 X §'¢¢ ofewn

oD ‘DMDPQ ‘2donbg

671007 dOWD *100T peseyaing | ‘wo 647 X ¢'gg | (Jojodepyy) jund sruaSowory) 2661 uoynyisuo) v 4vag | Aayyar ‘sewoyy
ouvIUO
Wy GTTXE1E DMORO TUUNUON
851007 JOWO »100T peseyomg | :afew! fwo [ [H X '] wd JOA[IS uneen 9661 upduoy) 1v 4vag | Adu3a( ‘sewoyf, |
ouDIuO
‘opuodo] ‘(anquar)
wo 17 X 6°0€ vppuv) 41y) Supping
LY1002_ dDWD «1002 paseyoung | :a8ewr wo 9¢ X ['p unduoAsuneeD | g661 | 291fp iS0d plQ ip4vag | Aoigof ‘seuoy)
wo 6'77 X €€ 8wy vqonuvpy ‘Sadmuiy
9" 100Z DD +100T paseyong WO L6TXTLY Jukid JoA[IS UBR[ED 6861 | 999418 SuESIH o 4vog | Aauyar ‘sewoyl
wo eyT X £t T
, afewr ‘Wd £°0p X 6°0S
17 JUDWISLD ‘Wd ¢ 0161 ‘@uuadayy) - suoopy
2-1°SP'1007 | X 77 11 98ew ‘wd OM] / O1DIU() ‘OJU04O]
dOWD | * 1007 PoseydIngd | 9'9p X 8'p¢ :] JUBWI[R yokydip Joapis ueen ¥861 ‘uounjonay aanins) Kayyor ‘sewoy],
,, wo 8T X 8L] OLIDIU(O) ‘0JUOIO ‘134D
p'100T dOWD | »100Z paseyomd | 82wl WO y'GE X 87 o uud RAys upeRn P86l | uomBuisusy ‘siadazydoyg | Aayger ‘sewoyl
| wo €€ X T'7T e8ewy YMOx maN ‘opfing
71002 dOWD | #1007 paseyoIng | WO EGEXS'LT Jupd sanpts uielen (4391 "A0HDd, IS 2048 | Adigar 'SeWOL
,, wd g€ X 7'7 e8ewr yo[
TP 100T dOWD ” x 1007 paseyomngd WO T°ZH X 1'8€ Jund JaA[is une[an €861 | MaN ‘oppffng Ysvy 40D Koygaf ‘sewoyl
Wwd 677 X €€ 98ewy ¥40L MapN ‘oppfing
171007 dOWD | #1007 paseydIng | (W9 L6T X 8'8Y . jusd Ay uelen 861 Mupunv] 207 uiny | Aoyyor ‘sewioyl
M Iaded snom Jivov
89L07 DON | 100 peseyding Wwd /16 X 19 | U0 jul3oe[q pue uad ‘o1jh1oy 0L61 | 01 yii1g saa1n udoy 3ig suydeq ‘81(pQ
*0U UOISSINY A s[te3a( uonisinboy suorswdwi( WNIPIAl aeq pLL snay




el

wo $'6g
X £'g¢ {(y8L) ofeut

we g7z X 1°¢¢ (R

nd ousdoworyd

8661/01L1

(SD]OYOIN PIZIUDNSLYD))
YMDYOPY - WDoYy

YO MOIF / L661 9299nD
‘YVIDSDUDY YMDYOIN

£6°T00T OND +100T paseyoing | a8ew 'wo 6°19 X €05 pueuud JoAIS UNBRD | 8861 | - pIDQ 201/ (0ILIL66] | Aauer ‘sewoy],
8661 939210
‘g Buippng suoffy
uppuf fo Juauindacy
‘Ymoyopy - 4adog pjoudy
W wo €€ /8661/01L1 ‘(uyor
X 7'6% :(3y8L1) oSsvun pazIuplISiY D) yMoYop
W GLE X Tep H(YRN) (so100e{q) - MOY ON MD yI0a[
TS1007 dOWD ¥100T paseyoing | a8ew! wd 776 X §'H9 sjund suagoworyy 8861 29N OH / 8661-0[£] | Aayjaf ‘sewoy]
” 0661 (umonyroous)
, 244252Y SUOHDN
| x1§ ‘DEOPUOUQ - SDUMOY ]
! wo 9'77 241 / 8661/01L 1
| X 8°7¢ :(y3w) afeunt | ‘(1upag paztuoysiay)d) |
‘wo /77 X 8°7E s(ap) | Jupd JoA[IS FMOYOY - MOL Y121 |
1§'100Z JOWD | 1007 paseyoung | aBewt twd 9'¢g X €'6y | une[a3 pue juuid suaBowoly) 8661 | 4oL vD 1S /066[-0[L] | Keyjar ‘sewoyr
P661
(Y B14) 01DIUC) ‘01040
.N\QNW \B\w:wb m{&
wo 4'7¢ 1w SPUOY ] 402G [ 8661
X ¢'7T '(3y8u) aZeun (Y21) 1061 yovqasiof] uo
‘wo £¢ X 692 (49 SAOLUD AL SUONDN 18541
05'100Z dOWD *1007 paseyoing | afewq ud £08 X 6¢€ YoA1dip JoA[Is utie[an 8661 | p14aq)y /2dposg /upadq | Kayjaf ‘sewoy],
*OU UOISSINY speyaq uonisiboy suorsusawiq WNIPAAl aeq ML “ snay




148

pawey 299999y
7'v00T dDWD ) +P00T paseyoIng WO €T X L'pS1 wind syueSourory) 1002 Woa4(g 01 puv 153y 0 ‘dlowrdg
- - ®000g9Yy
1'$00T JDND *¥00T paseyoind | pIWR WO ¢] X €[] wunid 9 yup £00T ssajpoolq ‘asowrpag
djtuoseur uo
£00T ‘emenQ pajunowt ‘mojos parjdde yiim
90v1¥ DON ‘AIUSH BLIOIIIA JO YID wo €°67] X €'987 | paudySray juud JaA[is urje[an 2661 Your 403f 005 341 A31[3yg ‘oatN
! IN 007 Teenuon e AU TTEA OO T TN
CTEIP OON | ‘1910 AQny Jo #1o wo £'0¢ X §°LT Iaded aa0m Uo aydenon 1961 papnun By ‘a1pudieT]
€00T ‘[ea1IUO
€CeTy DON ‘Iatunio] Aqny Jo yin o pe X L'HT laded anom uo aydenon 961 papnun eIy ‘aIpudle]
€007 ‘[eelUO Joded
YZETY DON ‘aruio)) Aqny Jo yIn waZT6H X ['9¢€ arom uo ydeiSiuias Imojo) L961 4aqunoouy eIy ‘2Ipudld|
€021 DON £007 paseyomg wo €6 X ET19 SBAUED UO JI[AIOY L6l ansoddo ayi fo Sujuio) X[V ‘Islauep
SeAUBD U0 a3e[[02
€007 ‘0u0i0, Joded pue “ured pro3 “ured
01€IY DON ‘plepon) BIIA] JO JID) wo 1'pp7 X L°TST Keuads jpwieus 9uied s1jh1oy 0002 a1doaq Apy sa1f 42dvag | USY Quef[ ‘SeI)I0d
swelj poom pajured
£y1°700T 9A[IS I0Mm JBW papeaq
dOND +007 paseyang pawel) wo §°¢8 X 6 | pue uoos uud IoA[ls ulje[en 6661 | S Y8noay sjaavd] aun] REHEL NN
1oded
3AOM WESID UO INO[O2IdJEM 1002
0£01t DON 7007 paseyaind wo ZII X €L | pue ‘uokels xem “ur ‘ayydeln -8661 ADNODULB 4 uelg ‘uoduny
8661 oLvIUQ
‘DMDNIO UdUNUOpY
ujdwvy? ‘vEopuoug) -
110414044125 / 8661/01 L1
‘SUONDN XI5 241
wo 8 € Jo 4o4adwug ‘(youpuapy
X ¢'6p :(3y811) aFew PRZIUDISIAY D)) yMOYOpy
wo 8'eE X ¢'6v (12 - MOy D) O udAN
51007 dDWD x 1007 paseyaung | dfew| fwd '/ X 8'69 sjutid sjuaBowony) 8861 92 23] /866101, Aayjar ‘sewoy,
‘OU HOISSANY spie)d uonismboy suorsudwWI(q wnipa]A e aPIL sy




STl

00T ‘ou0I0], 0LST (sry
TLSTY DON ‘piepon eI JO YID wo [’ X[ XG0 andry | -0981 "0 9]0d [5PON | EplEH) umowyup
; ‘U0
007 ‘01uoio], 0T AJded (1sty
€LSTY DON ‘pIepoD el JO Yo wo L'y X6'6 X Ly iy | 0361 del 2]0d [9pON | epreH) umouyun
00T ‘0Iu0I0], sy
SLSTPDON | ‘piepoD el JO YID W2 G'9XG'9X 66T - sy S0 d[9pON | ‘epled) umouyup)
i $00C ‘0IuoI0], sty
S9STYOON |  ‘piepoD el JO YIn W [°§ X 9'S X 0¢ gy 3|0d [9pOJA | epieH) umouyun
(piqlopuny,
laddop
pliog odisy paj[eo) [ealoN
8€ETY DON | 00T paseyong Wo ¢ X $16 X 9€7 SBAUED U0 9[jAI0Y y661 0 Y1 Jo suovLAIdSqO) ‘NBISSLLIOIA
; 00T ‘03u0io], §L6T 0
¥9S Ty DON | ‘pLepon BIIN JO YI1D W 6°L X[ X 6T sty 0561 0 9[0d [SPON | swymy ‘ApooN
daqpungy
10€1¥ ODON pOOT paseydand | U E'[6 X665 ~ Seaued uo JN[AIOY 2002 SD IS14p 3y} fo nvdzioqd JUDY ‘UBWNUON
i uoHepunoq epeue) !
, 30 Aa[[en) [BuoneN |
ay3 Jo pung uoswoy], Aof _ sireyo
IPEIP DON | 943 Yam p0OT Paseyaing wd OEY X 058 X §T1 onsed susjAdo1dLfod a3ym £007 ] puual ueuq ‘uaBunf
9€1'v00T wod 7°9L X 9°78 98w
.. dONWD 00T paseydnd WO 698 X 8'LIT wutad 3{ yu| £00T | 424I0p AW 40f Bupyainag Q1[esoy ‘[1aed
$ET'00T wo 7'9, X 9°78 adewt
dJWD | *P00T paseyoing WO 98 X 8LIT jupid 330 yuy 6661 sjjo@ 4adnd | ai[esoy ‘[aaeq
LETH00T i wo 7'9L X 9'7g :o8ew dop 10y
dOWD +P00T poseyoIng | (WO 98 X8LTT wudjalyup | €00T | 42H 2407 pIq ] 2q4opy | dHEsOY ‘[laaed
8€1400T wo 79, X 978 d8ewi AW
dOWD *700T paseyoing W §'98 X §LIT Junid 300 >y £00T | 2407 ppno) noj Auo Ji a1[esoy ‘[{aAe]
*OU UOISSINY spreja uonisinboy suoIsudwWI(Y wnipaA eq AL sy




911

9[qBLIBA SUOISUBWIP

soInurw (O: €7 ‘uotie[eIsul

8981¥ DON 9007 paseyding uorieqeIsu] 09p1A [eNSIp [suueyd } §00T 11 Moyom] UB]Y ‘UOS[aYSIIN
uonepuno, epeue) jo
AIa{[eD) [BUONEN 2} JO WY
uelpeue) Aresodwauo)
10j Juswmopuyg
urepny ay3 jo poddns Iendain $21q1} S1RYIUAS PUB [RINIBU
LY61¥ DON YIM 900T paseyoind wo $06 X TSh ‘S[eLIaIeW 3[1X3} PA[OAoTy 9007 3oy 5,51doad uenq ‘usguny
9J00WEOJ JOAC
S-1'9¢61p 9007 “I9AN0dUEBA yoea Jtaded orydeiSoroyd payurid
ODN | ‘utepny [ [SRYDIA JO YID wo¢'L XL X S0¢ AJ[endip jo opew saxoq ¢ 900¢ sa14a8 1spfypadg | 1y Auuog ‘nssy
. $00¢
‘uooieyses ‘pleUOgIN
6LLTF DON | ueQ pueayduelg Jo YID WO ZXTZI XT'9L SBAUED UO O[[A10Y 000 2 Zutay1vn uay ‘ddeg
(p1qiopunyy,
Joddop
1oded S42YIDf2.40,] Pa[|ed) [eAION
991y DON $00T peseyaIng Wo $°T¢ X 6T SAOM UO ul pal pue yoe[g €00T dw f0 2500y pa4ovg ‘NEBISSLLION
_ ‘ (puguapuny,
Jaddon
Jaded 20.40,{ 3f17] S,24NJON Y1 1M paj[es) [ealoN
$991% DON §00Z paseyoing wo 7€ X ST SAOM UO YUl pal pue Yor[g 7007 | asoopy puv ivag paiong ‘RBISSLLIOIN
(parqeopunyy
Jaddon
Joded YS1f B MDIE :24n31. P3I[ed) [BAJON
£991% DON $007 paseyoang WO GTEX GYT | SAOM UO Juf paJ pur Yourg T00T | poassaouy yiim asoopy ‘MBISSILON
§007 ‘uojuowpy |
‘SHY 931 JO UOIIBPUNO,] aoun(y sueo[ ‘Woqnyos
29415 ODN eHOq|Y 34} O IO wo ZZ] X T SEAUED UO Of|A10Y S661 | paquipodq dui foSuog. _-feupie)
(ersmry
007 ‘01u010], suid [eow yim Kimuad uelyswisy)
PLSTE DON ‘piepon) Bl JO iD Wwo 6 X['6Xgpe | uioyieod pue desys uiejunojy | Yigl A[ed uoods umouyuny
*OU UOISS3INY _ s[ie}aq uonisiboy suolsudwq wWnIpapl aeq g, sney




L1l

Jaded aarom uo Inojosiarem

 TEEIFOION | 9007 paseyaing wo 9/ X 9§ pue ul Yoe[q ‘Ysniq ‘uad SLG1 | 4aasuousfioy] ‘uvuifiop [1e) ‘Aey
900z ‘0luol0 ] ‘urwoR[
€L8TY DON 1 du8pald "I Jo Y19 W2 665 X 665 Sjiuoseul uo [I0 1961 2124 anuyfuy suydeq ‘S1fpo
s4vag 007 1507
aY] Ul MXNUB, DPOMDZT
1961t }oes W 900T 01 MYO U, DYSHRY suueLlelN
ODN 900T paseydingd 6EXLLST X9LST seAued U0 dAY 2007 oY1 fo dioisiH ‘uoS[O9IN
(plqiopuny ],
! Ioddop
| 1oded (soue) B Ul PI[[eo) [BAJON
€581+ DON 9007 paseyaing wo 9/ X/ | arom uo uad 33y pue ajydern 0661 '0 | ueweys 214 ) papnun ‘NeasSILION
(puquepunyy
) 1addop
Ioded srom (3uadiog Jayem pa{[ed) [eAlON
$S81¥ DDON 9007 paseydind wo 9/ X /S uo uad jutodjieq pue uad o 0661 pue ueweys) pappun ‘NeasSLLIOI]
(piqopunyy,
(sBuissa|g 103 SPlIOA 1addop
,“ JaylQ 01 J9[[dABIL pa][ed) [BAJON
7581¥ DON ! 900C poseyaund W LP] X $TI1 SeAUED U0 J[A10Y 0661 2 uewieyg) papnun ‘nesssLoN
| (priqiopunyy
m W Jaddop
w m loded 6961 (P1yd pa[[ed) [ealoN
1€61¥ DON 900¢ paseydand W 646 X 6'8¢ 9A0M UO [10 pue jui yoe[g - 86610 pue UBWLISN) PaptIuN ‘NeassLIoON
, (pHiqiopunyy,
M taddop
| Iaded Pa[[ed) [BAlON
0£61% JON | 900¢ peseyamd Wd 8°¢L X 9'86 SA0M U0 JUl §JB[q pue Udd £861 uosng MBISSLLON
| (priqepuny],
w Joddo)
| Spjiog) om[ uaamiaq pajje9) [eAlON
6981 DON w 9007 paseydangd Wwo 78T X SLIT SBAUBD UO J[AI0Y 0861 UDUDYS SO IS4y ‘NeASSLLOA
‘0U UOISSIIY _ spre3aq uonismboy SUOISUAWI( wWNIpaAl Aeq APLL snay




811

! H .h.‘.k:
Wwa §°6¢ X L'0S :(43114m 7 43y dviB0i0Yd)
1'tP0T8 DON L00T paseyaing :o8ewl fwod 8P X 19 und jof yuy 9007 I,.ﬁo\.ﬁ.taal 8409 Y ‘swepy
WSSHONINd
w2 §'SE X L'0S NVIANI, < (05140 [pnsia)
6'€v0T DON L00T paseydIng | :ofewl ‘wd /'y X 19 ~und gel>yug 9002 DX prqdH 3i094) O ‘swepy
WLINVA3a A9
Wwd §'G¢ X L0 TVNLINIS., *(40min3)
8'€¥0T¥ DON L00T paseyoing ofewy WO L8y X 19 und 3ol yuy 9002 auuoa] praqgdAg 84094 N ‘swepy
«AIATING
W §'6¢ X L0 0O0TDI, - (514 [onsia)
L'€¥0TH DON L00T paseyomng | dFeull ‘Wd /'8y X 19 wnd 33 yup 9002 PO pHqiE Baogd) | DY ‘swepy
wd §'GE X L0 wdDVAVS, (10100)
$'€P0TY DON L0OT paseyoany | a3ew fWd /'Y X [9 jupid 39 >qup 9007 piavQ piqdy 340940 O ‘swepy
«O0L TLIHM
AL YO S11, (15140
wd GGE X £L0§ aouvwiofaad pup jonsia)
9°¢v0Z¥ DON ~LOOT paseyaing o8Bwr ‘W '8y X 19 yurd 330 >pup 9007 |  Mo7 PLigay 310q4) O3 ‘swepy
| wo §'CE X L0 wAATLGATYH, - (12114m)
v Ev0Tr DON L00T peseyodng | :ofewl ‘wid /'8y X [9 wund 300 Uy 9007 DV pragiy Biogdny | O ‘swepy
_ wdINMO
m aNY1 ¥AWHOA.,
Wo §'GE X L'0S /(151340 [onsya)
€' €07y DON ~ LOOT peseyoing | :eBew fwd /'8y X [9 ) tupd 3a( yup 9002 wopy prqi 3i0qd) | 0¥ ‘swepy
; wd 'S¢ X L°0S «d00Td AN NI ST
: :afew ‘wd /gy X 19 DONIdTVIS., *(40104n2)
TEPOTH DON | L00T paseyoing yurxd 390 >pup 9007 | 291pup) prqdy 8i0gd) DY ‘swepy
WSSYYDLTTMS
AN L1nOgY
wo §'SE X 0§ TN NSV, - (4aypuiu]if)
1"€¥0Ty DON L00T paseyaing | :oFewl ‘wd /'8y X 19 yuud 390 uj 9007 uaf prqdy 3i0g4) O ‘swepy
*OU UOISSIIY s[re3a(q uonisinboy _ suolsuawI(g WNIPIJA Neq APIL snay




611

w wdIdTTLD TAdAT L.
! :(4aydva3oapia
m wd g'st X L°0S / 42ydp.30j0yd)
01'vv0T DON | LOOT paseyoung | :afew wo £y X 19 | utad 19f yup 9002 1098 praqd 310940 | DM ‘SWepy_
| JSVD SMVHON,
; Wd ¢°ge X L°0§ ! (4aydpaBoapia 7 401pan2)
6'v¥0Ty DON _ - L00T paseyomyg :a8rw fwd /'8y X 19 urad jaf yup 9002 24215 PQAE] 8i0g4D) D) ‘swepy
JAINYNG
NODVM., ‘(49oup
Wi g'ge X L0s [DUOIIPDA] / d31dM)
87¥0Ty DON LOOT paseyoang | :aBewt wio /gy X 19 . hupd 0y 9007 Y27 PH9AH 810940 O ‘swepy
m WINIL NVIGNT
u NO WL, (51340 Dipau
wo ¢'6e X L0S Mau / 4aydpi3oapia)
L'vy0T DON | LOOT paseyoind | Wi ‘W0 /'8y X 19 tunad 3af yuj 9002 praoq prqd 310949 DY ‘swepy
wd TAIINS
wo ¢'ge X L°0S (351340 [ONS1A)
9'vr0Ty DON L00T peseyoung | :afewl ‘wid /gy X 19 jund jof yup 9002 4230y prqd 8i094) O ‘swepy
uVIANI WOYA
LON A1, : (42u31sap
W ¢'6e X L°0S uorysnf) aouviadwa]
$'¥v0Ty DON. LOOZ paseyomq | :eBewl WO '8y X 9 Jund jof yup 9002 Py 3i094) O ‘swepy
w1008 SIONDOYL.,
Wwd G'6E X L'0S :(4aydp.B0ap1a)
v'¥r0T DON L00Z paseyoing | :afewl ‘wd /'8y X [9 yund 1of yuy 9007 po4g prgiy 30940 O 'swepy
wATININ
DNVD, - (42ydpiBoopia
wd ¢ X L°0S / 15134D [pnsia)
£v¥0Ty DOON LOOT paseyong | :a8eull ‘IS '8y X T9. tund 190 yug 900¢ PIN pH9LH 340940 O ‘swepy
uTOVAYS
wo §'6¢ X L°0S AT1GON,, - (151140 [pnsia)
TPr0Ty DON L00T peseyoing | ofewl ‘wd /'y X [9 wund 39 yuj 9007 wi] prqgiy 810949 Y ‘swepy
*0U UOISSAIDY spreaq uonisinboy suorsudwi(q wnIpIA e ETON] snay




sanuTwl

78617 DDN L0O0OT paseyoing | §$:5 ((@AQ) Astp 0opia [@1d1q £00¢ ) e A9[jays ‘onN

, (paiqapuny |

” Jaddon

€L61 (uoneuriojsuel], pa[ed) [eAlON

0022 DON A L00Z paseyoang 1 Jemn3aLr wo §1 X ['8¢ Iaded sarom uo ajydern ~7L61 uewnpj/reaq) papuufy ‘NeassLLON

W (paiqropuny |

Joddop

£L6T Pa[[ed) [BAION

66177 OON ! LO0T paseyoing | Jemn3oLn wod §9¢ X §] Joded aaom uo gydern) ~-7L61 (ony] yed) papuun ‘NeassLLION

W (pa1qispunyj

| (a3eus Jaddop

£L6l pue 1uidg Jouu] yim parres) [eAloN

8617 DON £L00Z peseyoImny | IenBoL Wwo §] X §8°L¢ 1oded arom uo gydern -7L61 pitqiepuny] ) pepinun ‘NeasSLLON

(paiquapuny

(pwiuy Jaddon

€L61 | Muds eopLIsy QuDIPIN pajfed) [eAloN

L61Zh DON L00TZ poseyanyg | Jenaur wd 767 X 81 1oded saom uo dyydern -ZL61 Yim amSig) papnugy ‘RSSO

(puqiapuny ]

2ouUNSIXT Joddo)

€L6T | Adytoul ojup pnog uvwingy Paj[ed) [BAION

9617 DON | L00T paseyoIng | Jemn3air wo §'9¢ X 8] Jaded saom uo 9yydern - 7061 ay1 Jo uoyvS1usupi | ‘NeasSLLOIA
GV LOve rTRr wniinge

891T¥ DON LO0T peseyoInd | Wd §'66 X 79T X T°60¢ paieod-1apmod Axodg L00T a4y [p4mjpudadng | 11990y ‘uospiaeq

090Z¥ DON L00T peseyaing Wwerel Xpo'e uaurj uo o1jh1oy ¥861 duvy awy] He) ‘ureag
SEAUED U0

$T0TF ION LOOT paseyding WO H'ZGT X $'E[T | BIPSUW PIX[W ‘UOIS[NUIS 0J0Yd 6861 paupjdxaup) oy e ‘weag

WNVIANI NTHOL,
wo §'§E X L°0S (421144 / 40IDAND)
11'$70ZF DON L00T peseyoung | :eewr ‘wd /'y X [9 tund 13[ yu 9002 Ay prigdy 810949 Y ‘swepy
*0U UOISSIY sprejoq uonisinboy suorsudurq wnIpajAl aeq EYiINS snIy



http://NGC42044.il

44!

wo 9 X 9,
£YTTY OON 8007 paseyoing | afewl WO [[[X9[] | tutd 33{ yug 9002 i pupg | Inguy Yommuay
wo 9/ X 9L
§€CTY DON | 800T paseyoing | :ofewlt ‘Wo [11 X 911 wupd 3o u 9002 _DHBD | ANV OIMUSy
9L X 9L
y¥TTy DON 800Z paseyoind | :a8ewil ‘wd [11 X 91T yutad 30f xuj 900t q0g | _inuuy “oimusy
1oded saom
7€TTY OON 8007 paseyoing wo Igx 19 | Aloaruo ayydesd pue ojjhioy SL6T uoisif auydeq ‘31(pO
1oded srom 5410107 §11 U00IDY
T€ZCYOON | 800T paseyaind. wo p'9, X p'19 | AloAl uo ayydesd pue ofjAioy 6961 aY1 SUIAID YSNGOUVN auydeq ‘81pQ
soIUIW 0¢: LT Neuo.In) BUUY
7872k DON 800T paseyoing (QAQ) Asipodpia [endia | €661 | 4adsuyp vy sviS1) | pue A3[[3YS ‘0N
sanuIwr 0Q:LS
€877 DON 8007 paseyaang (@AQ) Jstp 03p1A 1ensiq §002 NVYIGN] oanng As11ays ‘oliN
b-1°0€2h ODN_ 8002 paseyond wo 907 X §°L0T Jaded 2A0M UO JNOPOO M 000T S40LDM YIiM Butsay Aaj1oys ‘0NN
S[qelieA suoisuswip
v-1'6£€2H OON 18007 paseydung uoneeIsy| __uopej[eisur 1pIw PaXI 6661 sdv) Supjury] A311ys ‘ouIN
sanunu Y123] payood)
¥87TF OON 800 paseyang 00'S (AAQ) JsIp 09pia [eNSIq L661 Y1M 1431204340 Aa[3ys ‘0IN
L1TTy DON 800C paseyoung wo GEEX €T seAusd uo oj[f1oy L00T | foryosyn fo ydwmdg ayj | judy| ‘uewuon
) S ) sonunu S421440 g JDUOHDIIUIL)
00°t (@AQ) AsIp 03piA 6661 241 ‘Moay ]
60€T DON 800 paseyoind [en81p 03 paLigysuey adejoapiA 6661 2¥AQ Aqog Supoy | ezny] ‘puByIny
samu
pS:€1 ‘(AAQ) ASIP 03piA ssv1D
80£T¥ DON 8007 paseyong [e3181p 03 paLigysuey adej0aprp 6661 Supyooq ayj y3nosyy |  ezuy| ‘pueyin)
senuiw 006 (@AQ)
NSIp 05pIA [@HSIp 01 paLIdJsues
LOETY DON 8007 paseyaang O13SSBO b/ UO 2dej0apIA 00T s4oquiny pup 2407 | ez ‘pueying
‘0U UOoISSINY spielaq uonisinboy suoIsudWI(q wnipIJA e PIL sy




(44

wo 9, X 9,
LETTY ODN 800 paseyoing | :afew fwo (11 X 971 yund 390 uy jurid 30f yup 9002 woy | Inyuy “Yormuoy
wo 9L X 9L
GETTY DON 8007 paseyoing | :afewy fwio 11 X 911 Juud 3af yuj 9002 SoWoy | Inyuy “ormusy
wo 9L X 9,
$¥TT DON | 800T paseyoind | ol fwd [T X 9T yuid 39 yug 900T _ embuopy | Inyuy “Yoimuay
wo 9, X 9,
TYTTY OON 800 paseyoind | e8ewit fwod [ X 91T wund 33 xug 9002 Yoy | Inyuy Joimuay
_ wo 9L X 9L
vETTy DON /800 paseyoing | :aBewl twd [ X 917 Jund 320 Sy 9002 120U | InyuY Yoimuay
wo 9L X 9L
P€TTY DON 800T paseyong | aewl ‘wd 111 X 9] wurad 30f syuf 9007 mop | Inyuy Yoimuey
wo 9, X 9,
0¥TCy DON | 8007 paseyding | aFewi fwd [ X 9T Jupd 33 xuy 9007 OpuvUdd, | INYUY “foIMuSY
” wo 9/ X 9
1722y DON | 800Z paseyoind | :aewil fwod [T X 9T yud 390 >yup 9002 ugpg | INyuy yomusy
| wo 9, X 9L
9€7Z¥ DON 8007 paseyoing | :efew fwd [11 X 9717 tuud 3 yuj 9002 Quung | Inyuy Yormuay
*OU UOISSINY spie3aq uonisinboy suoIsuawIq wWnIpagy aedq ML snay




£l

20°A13][E8"0SNULIDQAD MMM - 31]SQaM 3SNULIBQAD) S,BPRUE)) JO AI9[[ED) [BUONIEN SY) WO} USYE) USAq ey S[qe} SIY1 Ul UOHRWLIONUL [V .,

X1, 01 Bujtuoy) ubwpyg ‘puvy
uS1a42408 aayvN uo Zupd3o7

ned

0$69€ DDON €661 paseyoind wo LT X9'66] SBAUED UO OI[AI0Y 1661 IN2-403[D ‘YD payo403§ | ddudime] ‘unydnjomxn g
wo SBAUBD
610LE DON £661 paseyoing 801 X6'1T1 X6'1T1 uo Yur ‘xem ‘ojA1y | 7861 pU04Y20)dALD Aey| “youggunyem
T-1'9205¢ 9139s5®9 /€ U0
JDON 0661 paseyoaing sajnumu [Z:8¢ ‘edejoapip 6861 (e8] Burdyien) b13800 seLreyorZ “nuny
T 1°6L19¢ 31198589 /€ UO SANUIWL
JDN 661 paseyaing 0€:86 ‘adri09pia 100D | 1661 (puequy 8ulon) vdbouny selreyoBy ‘ynuny
oera Jajowieip
wo ¢'€T X §'vpT
I-1°010LE SJULWR[D (pafreIsul
JDN €661 paseyaing Jsjowrelp wo 5067 d91]A10% JUaLLID ‘POO A\ 2661 papun akey ‘protysAaesy
TULLLLE (‘xoidde) S19)UB[q 2ISWIYSED
DDON $661 paseyoind yoes wod g€ X §¢€1 pus joom ponbydde-puey 6861 SU2ADY U435 AyrotoQ “ueIn
seAuBd uo aydsid
600L¢ DDN £661 paseydind WO ¢ C1T X EHLT ‘a1]A10€ ‘voisjnwo-0j0yd | 7661 §2[21U04Y ) SnQUinoy J1e) ‘weag
*0U UOISSANY | S[18jd(q uonismboy suorsudwWI(q wnipa ye(q PLL ISRy

TUONIQIYXA Lamod J141dS ‘puvT au) woy A19[jen) [euoneN ay3 Aq peseyaind syIoa

ced XIONAdV


http://www.cybermuse.gallery.ca

14!

|

z

e :

=R

e

- swoo 2
paseyoInd m _ mmuyr
s

.|

ce |

8007-9861 ‘Aydeidojoyd Arerodurdajuo)) Jo wmasn A ueipeue)) |

YY) pue Axd[es) [euoyeN Y £q paamboy My [eursuoqy Areroduauo)) 7

A XIANAddV



