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nitapowakéyihtén éhahkaméyimoyahk kakiskéyimikowisiyahk
isi iyiniw tapasinahikésak, okanéyihtahkik tapasinahikéwinahk,
okiskinohamawdkanak, okihcikiskinohamawdkanak ékwa
kakiskéyihtamohowét 6ma ohci osam ayisk kitapasinahikéwininaw
ita kistanaw kacimohtatayahk iyiniw ihtwawina, ékwa
éhisikaskihoyahk kistanaw kiyam ata kakipéhispayik
péhcinaway kakikakwékwéskinikawiyak, kitikahikawiyak,

ékwa katipéyimikawiyahk. kahisimamiskohtamahk

ékwa kitapasinahikaninaw ékwa kitisihtwawiniwa anihi
kawihakihtéhki kwéyask kacimohk kakwéhisiméscihkawiyahk
ahpo késikwéskinikawiyahk, kotaki isi, stasis ékwa wiyawaw
kahisipimatisicik.

—Heather Igloliorte, 2012

ispi manitowikisikanipisim 2014, nikihitohtanan émicisohk asci mihcét
ayisiyiniwak ohci Edmonton Indigenous tapasinahikéwin mamawinitowin.
kimamawinitowak kamamiskohtahkik mékwac éhisiwépinkéhk ohci mékwac
6ma tapasinahikéwin amiskwaciwaskahikanihk ékwa Alberta pikwihté isi.
ékota kihayawak iyiniw osihcikésak, tapasinahikésak, kakanawéyihtahkik
tapasinahikéwina, kahisihciktahkik tan’si waskahikan késihtahk, ékwa
kapaminiwécik asci mina aniki kahatoskatahkik ékwa késihtoskakeécik

ohci amiskwaciwaskahikan katakahkicik iyiniw tapasinahikéwin
mamawinitowin. mamawinitowin 6ma ékwayac ékwa wihitakon Ociciwan
Contemporary Art Collective. nistam mamawapiwina 6hi kamamiskohtamihk
kakiskéyihtamihk iyiniw tapasinahikéwin ota amiskwaciwaskahikanihk,
ékihisimiywéyihtakwak péhcinaway ékwa tan’si késihcikatamihk nikanihk.
ékonik oki kanihtahosihcikécik - ékwéyac kamacihtacik asci aniki asay
omisiyisi kahisihicikécik - kimamiskohtamwak tan’si éhisiyinihkatahkik
ékwa kakipéhitotahkik, iyiniwak ékwa kawicohkamakocik tapasinahikéwin
kapaminahkik kdmamiskohtahkik tan’si éhitéyihtahkik éwako 6ma ohci
amiskwaciwaskahikanihk.

kimamawinitowicik kiskéyihtamohowéwak kikway
kaméamitonéyihtamihkocik iyiniw tapasinahikéwak, designers, ékwa
opaminikéwak kiapaminiwécik 6ténahk, késikatinacik soniyawa, ita
kahatoskécik, ekwa ita kawapahtihiwécik osihcikéwiniwaw, tanisi mina
éhisihayimahk kawitapisomitok tapasinahikéwikiskinohamétowikamikwa,

asci mina késikiskéyimihcik iyiniwak ékota kiskinohamatowikamikohk.
mihcét mamiskohtamwak épihkwéyihtamihkocik iyiniw tapasinahikéwak
kakanawéyihtakwaniyik iyiniw otapaskinahikewiniwaw otenahk, ayiman
ayisk kawicihcik soniyawa ohci. ékwa mina mamiskohtamwak tan’si kwéyask
késitipohcikéhk éka ita awiyak kapomemiht ahpo pitos késikanawapamiht.

tan’si éhisimacipitamihk, ékota ohci, ékospi kakimicisohk Ociciwan
Contemporary Art Collective. paskwawiyinimowin, ociciwan [o-sit-
sti-wan] itwémakan the current comes from there. Ociciwan, ahpé the
current, éhotwémakahk ohci Amiskwaciwaskahikanihk (Edmonton) ita
émamawinitohk, ésihkiskatohk ohci 6té nikanihk ékwa kamanacihtak
pehcinaway ékwa anohc kahitakamikahk. 6ma ohci, Ociciwan métoni
ahkaméyimitotamwak kawitapisomacik éhahkaméyimoyit mamawinitowin
ohci iyiniw kaosihcikécik, tapasinahikésak, kakanaweyihtahkik
tapasinahikéwina ékwa aniki kasihtoskawacik otapasinahikésa ésihkimacik
kotaka(iyiniwa ahpo kotak ayisiyiniwa) kawicimamiskohtamatocik
kweéyask ékwa kamanétisicik mamiskohtakwawi tanisi éhitéyihtamihk
anohc iyiniw tapasinahikéwin 6ta Alberta. énohtéhahkaméyimoyahk
kawitapisomitohk, kanikanistahk tapasinahikéwin ékwa nitwacihtwawin
ékwa kasihtoskawayahkik mamawinitowina kamamiskohtamahk iyiniw
tapasinahikéwin ota ohci ékwa misiwihté késikiskéyihtakwaki iyiniw kikway
kahispayikocik.

¢ékakihtwam miskohcikatéki Ociciwan tapasinahikéwina - ékwa ékipehtamahk
émiskohcikatéhk kayakaskdhk mamawinitowin - émamitonéyihtahkik

tan’si dma anohc iyiniwak katapasinahikécik késiwaskawihtotahkik
péhcinaway kakimayitohtamihk ékwa kakihayimahk kamiyowitatoskémitocik
pakisimohtak tapasinahikéwikiskinohamatowikamikwa ékwa iyiniw
mamawinitowina. kiskinohamakisowin tapiskoc tapasinahikéwin
kahisikiskétamihk, Anthropology, nitoskamawin ékwa anihi ékotwa
kihcikiskinohamatowikamikwa ohci kayas acimowikamik ékwa ita
tapasinahikéwina kawéapahtihwéhk épiskihtastacik iyiniw tapasinahikéwin ahpo
kikway kawapacikaték ohci iyiniwihtwawin. kahapahtahk moniyawihtawina
péhcinaway namoya mamiskohtamwak ihtwawina ékwa péhcinaway
kakihisihayimahk ékwa askaw namoya kwéyask ékihisinisitohcikaték tanisi
¢hitéyihtakwak. isihtwawin kihcikiskinohamatowikamikwa kihitwétawak
ékwa kikanawéyicikatéwa kayasacimowikamikohk, késikiskéyicikatek
ékihitakoki. ékosi kakipéhispayik, namoya iyiniw tapasinahikéwin ékwa
kakimawacihtahk tap'wé kihohcispayin. ata kdwé 6ma épimitisahamihk

ita émiskohcikasocik iyiniwak ota tasi ékwa ita kiwapahtihiwéhk
tapasinahikéwina ita kamamiskohtamihk isihtwawina, kéyapic maka

ohci, Jolene Rickard masinaham , “paminisowin anima kawicihikok
péyakwan éhitwéhk émistéyihtahkwak” ékwa tapasinahikésak ékota
kanitawéyimihcik kanakatohkatahkik kapimiméskocikpayik anohc.

éwako 6ma, késimamawihatoskatamihk, Ociciwan mamiskohtamwak
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tan’si kéhciné kahisinisitohtamihk ita kwéyask késihcikatihcik ita
wistawaw kapimikanawéyicikateyiki ékwa kahpimipayihtamasok tanisi
énohtéhisihcikécik.

Tanya Lukin Linklater ¢kwa Duane Linklater’s A Parallel Excavation
natonikéwak d6ma tan’si éhisinéyihtawahk miyowicéhtowin ohci aniki
iyiniwak ékwa kihcikiskinohamatowikamikwa, ékwa ayiwak ohci, tansih
iyiniw tapasinahikéwin kési itapacihtahk kanitawéyihtamihk kwéyask
késihispihtéyihtakwak. tapasinahikéwak atoskatamwak késinisitohtamihk
kakwé wapahtihiwéhk tapasinakéwina ékwa kotak kiskinohamakisowina
tapasinahikéwak osihcikéwina. 6hi

osihcikéwina éhaniskohmakaki ékwa kwéyask mamitonéyihtamowin ka
kihkanakwahk kaki oskayiwan éwihispayik ita masinipayihowin ékwa
nitoskamawin ayawin isih épikwiyamihk 6ta askihk. kawapahtihiwéhk
tapasinahikéwak kimamiskohtamwak éwako 6ma kaki pési wapahtahkik
amiskwaciwéaskahikanihk, ékwa késinistawéyihcikatéhk kanikanispayik
ékwa éhitahkohk iyinihtwawina ita tasi mamawinitowin kaméamiskotamihk
tan’si kwéyask kawitatoskémacik kihcikiskinohamatowikamikwa. ékosi ékwa
kaskihtawak ité tipasinahkéwina kamamiskotahkik isihcikéwina, péhcinaway
ékwa méamawi 6ta ékwa misiwé askiy.

ka pikiskwatahkik Ociciwan awa kawicihiwét, Erin Sutherland, Tanya
Lukin Linklater pikiskwatam wiya 6ma Alutiiq wikiwin wahkohtowin

asci nitoskamawin ékwa ayisiyiniwin. Kodiak Island, ité kakihohpihkit,
kiskéyihtam wiya ita kdkihayahk ayisiyiniwin ékisohkisicik péhcinaway.
Lukin Linklater itwéw, tapiskoc kotaki mamawinitowina, mihcét otayisinima
kakihisiwapahtahkik isihtwawin otinamwak kanitwacihtacik kikway

ékwa nahastawak ité katipéyihtahkik kihcikiskinohamatowikamikwa
kakimawacihtacik apacihcikéwina. ka nihtawastat mosci osihcikéwina

6hi Horsehair Question #1 ekwa #2 nawéc kiwéapahtihikonaw
atamiskamikohk. nawéac 6hi Inuit tapasinahikana kawéapahtihiwéhk
kiwapahtén tansih kiwetinohk iyiniwak ési kanawapamihcik ohci
tapasinahikéwikiskinohamétowikamikwa, Lukin Linklater kwéyask itotam.
éwako 6ma kikiskinohamakonaw pitos kiwetinohk mamawinitowina
kakipaskinamihk iyiniwihtwawin ékwa tanisi késinisitohtamihk anohc.

Duane Linklater mina nihtawastaw iscihkéwina ité mana iyiniwak

namoya kakihakimihcik. Linklater otapasinahikéwina kiskinohamakew
ékosi 6ma piskic astaniwiw anita kihcikiskinohamatowikamikwa ohci
iyiniw mamawinitowina. kwéyask kawépahtamihk 6ma paskéhitowin,
tapasinahikéwin miyohastaw, kwéyask késinistawinakwak ékwa
kasaminamihk, ékwa pitos itascikatéw ita kotaka apacihcikana éhayaki.
picosés itastaw ékosiyisi pitos éhisikanawapahtamihk kéhitastat anihi
otépasinahikéwina, Linklater ayiwak ahkaméyihtam iyiniw tapasinahikéwin
ékwa awa wiya Lukin Linklater natonikéw tan’si 6ma kweéyask
kahoyakihtamihk iyiniw tapasinahikéwina.

nanapo otapasinahikéwak pitos isi kiskinohamakéwak éhapacihtacik
osihcikewiniwawa, kwéyask apacihtawak 6hi émoscimamawihastak,
kamanisamihk ékwa kamosénamihk. péyakwan éhitapacihtacik ékwa
pitos késikanawépahtamihk, pikonamwak 6hi kaskihtikahkihk Cartesian
space. ispihci wiya kahkiyaw péyakwan késihapacihtak tipasinahikéwin ita
kahastéki, Linklater mamitonéyihtam tan’si wiya éhitéyihtahk kétasktéhki
anita tapasinahkéwikamikosihk, tahtahkohtastaw oskayi waskicayik
tapiskoc gympsum mistik ékwa piwapisk. nawac atoskatam isi iyiniwak
kawitatoskémitocik kési iyiniw mamitonéyicikani ohci iyiniwihtwawin
kihcikiskinohamatowikamikwa.

pihci Parallel Excavations, Tanya Lukin Linklater ékwa Duane Linklater
nihtawaskawistamwak 6hi iyiniw tapasinahikéwina isi mamihcihtawin
iyininawin ékwa pikonamwak 6hi namoya kwéyask kawapahtihiwéhcik
iyiniwihtwawin. tipasinahikéwak waskawinamwak késinisitohtamihk

oma késpayik kihcikiskinohamétowikamikwa ka pimipayihtahk. nawac
ispahdkéyimwak matakamikisowin ispihci nitoskamawin, waskawiwin
ispihci tan’si isi mamitonéyihcikéwin,ahkaméyimotohtam asci késinakacitihk
kanawapahtamihk pitos isi: ispihci wiya tapwé nawac ékihcisohkéyihtamihk.
péyakwan isi Ociciwan kipakoseyihtahkik kési pimipayihtacik, nawéc
ayiwak iyiniwin ékwa iyiniwihtwawin ohci mécimoc pitos tapasinahikéwin,
osihcikéwin, oyahiwéwin, itotamowin ékwa ita katawak kahitotamihk. éwako
oma kihkanakwan kakiskéyicikaték ohi kotaka, ahpo Lukin Linklater wista
oshihcikéwina. éwakoni 6hi kiskeyihtamohiwéwina kakanawéapahtamihk
itwémakana tan’si éhisimamitoneyihtamihk, ékakwecihkémocik, ispihci

wiya tépiya naskomowina. ispihci wiya kakwéhapacitahk kayas iyiniw
apacihcikana kakwé pahpiskihtastahk tapisinahikéwina, tapasinahikéwak
kweéyask kakwéhisihcikéwak késimiyokanawapahtamihk éhapatahk iyiniw
mamitonéyicikan - éwako 6ma Ociciwan Contemporary Art Collective
ékakwésitoskahkik.
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I believe that we continue to assert our identities as Indigenous
artists, curators, students, scholars, and activists because it is
through our arts that we demonstrate the inconvertible continuity
of Indigenous cultures, and our ability to survive and thrive despite
centuries of colonization, oppression, and imperialism. It is by
dynamic gement with and presentation of Indi s arts
and cultural practices that we contradict colonial narratives of our
eminent disappearance or inevitable assimilation, otherness, stasis,
and acculturation.

—Heather Igloliorte, 2012'

In December 2014, we attended a dinner with a number of people from the
Edmonton Indigenous arts community. The group gathered together to
discuss the current climate of Indigenous contemporary art in Edmonton
and in Alberta more broadly. Attendees included Indigenous designers,
artists, curators, architects and administrators as well as those working in and
supporting Edmonton’s vibrant Indigenous arts community. The gathering
was one of the first held by what would become Ociciwan Contemporary
Art Collective. These early meetings were aimed at discussing the current
reality of Indigenous contemporary arts in Edmonton, its vibrant past and
future possibilities. Arts professionals—both emerging and established—
discussed their practices and their experiences, as Indigenous and allied arts
administrators talked about their visions for Edmonton.

‘The group also expressed various concerns that face Indigenous artists,
designers and administrators in the city, including access to funding, studio
and exhibition spaces, the difficulty of collaborating with arts institutions
while privileging Indigenous ways of knowing and maintaining creative
support outside of academic spaces, as well as the potential precarity of
identifying as Indigenous within those institutions. Many discussed concerns
about keeping Indigenous contemporary artists in the city, given the challenge
of acquiring ongoing financial support. They also discussed how to encourage
diversified dialogue and criticality in a safe and engaging manner without the
risk of lateral violence or racism.

What formed, in part, as a result of that dinner was Ociciwan Contemporary Art
Collective. In Plains Cree, ociciwan [o-sit-sti-wan] translates to the current comes
from there. Ociciwan, or the current, relates to the region of Amiskwaciwaskahikan
(Edmonton) as gathering point that brings us all together, inspiring us to move
forward while at the same time engaging us to respect the past and our moments
in the present.? In this regard, Ociciwan seeks to connect to a rich and thriving
community of Indigenous artists, curators, designers, arts administrators and art
supporters while encouraging others (Indigenous and non-Indigenous) to join the
conversation in a safe and respectful manner that magnifies diversified expressions
of Indigenous contemporary art in Alberta. We look to advocate through
collaboration, curation and research and to support the community through
dialogue about Indigenous arts locally and globally as a way to raise awareness of
Indigenous issues.

A recurring discussion within the Ociciwan collective—and one that we
heard referenced in the broader community—focused on the ways in which
contemporary Indigenous peoples in the arts engage the violent history and
complex relationship between Western arts institutions and Indigenous
communities. Disciplines such as Art History, Anthropology, Archaeology and
the related institutions of the museum and art gallery have long histories of
either excluding Indigenous art or presenting Indigenous visual culture. Using
Western systems of value and imposed hierarchical iconographic systems,
these disciplines have historically removed much cultural and historical
complexity, and often dramatically changed the context and meaning of the
work. Cultural institutions have historically defined Indigenous objects as
ethnographic and relegated them to museum displays, thereby presenting
Indigenous cultures as existing primarily in the past.® As a consequence

of this value system, the inclusion of Indigenous art in major galleries and
collections has lagged.* Although this history has begun to be reclaimed with
a focus on Indigenous self-representation in those spaces and a dedication by
some galleries to critique exclusionary practices, those institutions continue
to apply discursive power over the objects contained within their walls.® In
this connection, Jolene Rickard writes, “sovereignty is the border that shifts
indigenous experience from a victimized stance to a strategic one” and artists
play an important role in that shift.® Related to this, as a collective, Ociciwan
discussed how our curatorial perspective could add to the negotiation of
cultural space and the assertion of aesthetic sovereignty.

Tanya Lukin Linklater and Duane Linklater’s A Parallel Excavation

subtly explores the complicated relationship between Indigenous peoples

and institutions, and more specifically, the role of Indigenous art in the
destabilization of institutional discourses through the implied physical
breakdown of barriers. The artists use excavation as a way to critically engage
with the gallery itself and the connected disciplines found between the artists’
practices. These methods of excavation interact and inform each other to

predict new ways of bleeding between pictorial and architectural space through
excavating the ground, the sacred earth and dissecting the walls, the constructed
settler space. This installation explores both of the artists’ personal connections
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to the Edmonton region, their acknowledgment of preceding and existing
cultural resources in the community with commentary on possible relationships
and outcomes with institutions through the use of critical placements and
performative interactions. By inserting themselves into the gallery and playing
with the physicality and performance of the space the artists comment on its
structure, history and collection with local and global intentions.

In conversations with Ociciwan member Erin Sutherland, Tanya Lukin
Linklater spoke of her Alutiiq home’s intense relationship with archaeology
and anthropology. Kodiak Island, where she grew up, has a strong history

of anthropological presence, and Lukin Linklater was acutely aware of that
history throughout her childhood. Lukin Linklater explained that, as in other
Indigenous communities, many of her peoples’ visual culture was taken by
researchers and placed within the ownership of institutional collections. The
exploration of instruments she arranges for the works Horsehair Question #1
and #2 forms a deeper history that the viewer can imagine exists within the
foundation of the gallery or even deeper, in the earth below. Juxtaposing the
stacked excavation tools with Inuit prints that are displayed within museum
cases also mirrors Northern peoples’ relationship with arts institutions, Lukin
Linklater makes the institutionally constructed distance between the cultural
object and the viewer visible. The dichotomy created between the displayed
prints and the excavating equipment expresses the various ways in which
Northern communities were mined for their visual culture and the ways in
which those histories continue to influence a broader public understanding of
these cultures today.

Duane Linklater also asserts the materiality of the institution that has
historically excluded Indigenous peoples. Linklater’s work brings to mind the
liminal space that separates the institution from Indigenous communities.

To highlight this separation, the artist’s work reduces, blurs and replicates

the walls of the gallery, making its structure visible and available to be
touched, leaned upon, and interacted with by seemingly dissimilar objects. By
reinterpreting the structure of the constructed wall surface and the adjacency
of the gallery wall surface to that of the gypsum construction of his artwork
panels, Linklater is literally taking up additional space for Indigenous art while
Lukin Linklater investigates the appropriation and placement of values on
Indigenous art.

Both artists explore the materiality of structures, playing with these material
references through the simplification of assembly, cutting and unearthing.
Using similar methods and arrangements they explore and break down

the framework of horizontal (the ground) and vertical (the wall) planes of
Cartesian space. Rather than inserting vernacular Indigenous structures into
the gallery to take up additional space and prominence, Linklater takes apart
and reorganizes gallery walls, overlaying new surfaces within the gallery that
interject and interact with the familiarity of commonly used construction
materials such as gypsum, wood and steel. Rather than connecting to the
semiotic operations of the gallery, their interactions interpret a deeper history

of colonial arrangements reappropriated through extensions and placement,
which inherently expands the manifestation of literal and imagined field of
Indigenous engagement with cultural institutions.

In Parallel Excavations, Tanya Lukin Linklater and Duane Linklater explore
the role of Indigenous artists in decolonizing the gallery and its collecting
practices by breaking down its environmental and cultural confines. The
artists provoke our given understanding of the institution as absolute in their
subtle approaches to the movements of constructed space. Their emphasis on
process over artefact, interactivity over subjectivity, challenges the conventions
of display in art galleries that audiences have become familiar and comfortable
with: the categorical simplification and detached view of Indigenous objects

as fixed historical objects devoid of contemporary meaning. Similar to the
way Ociciwan hopes to operate, the nuanced act of excavation emphasizes a
broader civic and cultural provocation for a renewed discourse amongst the
fields of art, architecture, design, performance and the spaces allocated for
these activities to take place. This is made clear in the unfinished appearance
of Linklater’s gypsum panels, or Lukin Linklater’s instruments and their
placement in relationship to each another. The atmosphere surrounding the
objects indicates they are points of view, asking questions, rather than telling
answers. Rather than using historical Indigenous tools to dissect the gallery,
the artists use and reconstruct settler methodologies through an Indigenous
lens—a contemporary approach that Ociciwan Contemporary Art Collective
aims to support in our endeavours.
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TALLCHIEF, DYLAN ROBINSON EKWA
SHERRY FARRELL RACETTE

Tanya Lukin Linklater

ayisiyiniw pihtokwéw ékwa itwéw

kayas acimowikamikwa ahpo ita kawapahtihiwéhk tapasinahikéwina kwéyask
acimohtawak piko kdwapahtamihk.

ekwa

kahisikanawapahtahk ana kakiskinohamakeét nimihitowin métoni
nistawinakan iyikohk éhahkaméyihtahk ana onimihitow.

ékwa

kiwiyawinawa ésohkimakahki.

ékwa

kitapacihcikaniwawa ésohkimakahki.
ékwa

tanispi kiwiyawinawa nawac kimamawisohkimakahki ispihci wiya ana
kakiskinohamawat onimihitowa?

ékwa
tan’spi kitapacihkaninawa nawac kasohkimakahki iyikohk anima

kahisinakwak acimowikamikwa ahpo ita kayasi wapahtamihk
tapasinahikéwina?

AN EVENT SCORE FOR MARIA TALLCHIEF,
DYLAN ROBINSON AND SHERRY FARRELL
RACETTE

Tanya Lukin Linklater

A person enters and says
The museum or gallery exerts a force in its looking.
Then

The look of a choreographer is like an every day structure that exerts a force on
the body of a dancer.

Then

Our bodies exert a force.

‘Then

Our objects exert a force.

Then

When do our bodies’ force exceed the look of a choreographer?
Then

When do our objects’ force exceed the look of the museum or gallery?



Erin Sutherland, Tiffany Shaw-Collinge, Tanya Lukin Linklater, and Duane Linklater, 4 Paralle/ Excavation: Duane Linklater & Tanya Lukin Linklater, Art Gallery of Alberta, Edmonton, Canada,

2016

OMA EVENT SCORE OHCI KODIAK ALUTIIT 1

(HELEN SIMEONOFF)
Tanya Lukin Linklater

Alutiiq ayisiyiniw pihtokwéw ékwa itwéw:

6ma kahitakamika nawac ayiwak iyikohk kotaka. nitatoskéwin
anima kawihtaman. kitatoskéwin anima kiya kanitohtaman. nitohta
¢éhisikiyaméwimakaki itwéwina.

ékwa

Alphone Pinart kiméawacihtaw Alutiiq mihkwékanihkéna kiministikominaw
1872 ékwa kihitohtataw France.

ékwa

ayiwak kihcimitatahtomitanaw askiya Helen Simeonoff, kiwahkomakaninaw,,

ékipimohtahot ohci Kodiak Island isko ita anihi mihkwéakanihkana
kakanawéyicikatéki France. wiya ékosi nikan ékihitotahk.

ékwa

ékosi mihcét Alutiit kipimohtahowak isi Kodiak Island ita kayaki
mihkwékanihkina kikanawéyicikatéki France. ékiwihtamakoyahkik
kakisaminahkik mihkwakanihkana kimatowak.

ékwa

Alutiig mihkwakanihkana piyisk kitakohtaniwiw Kodiak Island méaka
osam éhayayahk Alutiiq kayasacimowikamik ita kawapahtihiwéyahk ékwa
kahasotamahk namoya wihkac kamékiyahk mihkwakanihkana.

ékwa

ékihasotamihk ékwa ita kakanawéyicikatéki ékihosihtahk

ékwa

ékikanawapahtaméahk anihi mihkwakanihkana naway éhayaki

wiasénamawinépiskohk. atiht mihkwakanihkana sémak niponikanawapahténan.

tananihi mihkwéakanihkana kakiwapahtamahk? ayisk nawac nitayamihtanan

kahitasinahikahtek sisoné anita mihkwékanihkana kikakwéhacimohtahk tan’si

anihi kéhcina mihkwakanihkana ohci.

ékwa

nimésihtanan anihi mihkwékanihkana kikanawapahtaméahk.

ékwa

nimosihtanan anihi mihkwéakanihkéana kasaminamahk.

ékwa

nimamitonéyihténan anihi masinahikanisa kakinakatamakoyahk Alphonse
Pinart ékwa kakihisinakatamécik nitayisiniminanak pamayés pépimohtahot
niministikominanihk kapémawacihtat ohi.

ékwa

nawic ayiwak éhayak 6hi masinahikanisa Pinart kahitwéstamakeét ohci
ninikamowininana ékwa ninimihitowininana Alutiiq isi Russian isi
akayasimowin isi wémistikowisimowin ékwa kawé isi mina.

ékwa

nawdc ayiwakés wiya Alphonse Pinart kikanawéyicikatéki ohci Alutiiq
mihkwakanihkana.
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7. Kari Cwynar in a Skype
conversation March

12, 2016, described my
practice as “sparse and
melancholic.”

AN EVENT SCORE FOR KODIAK ALUTIIT 1
(HELEN SIMEONOFF)

Tanya Lukin Linklater

An Alutiiq person enters and says:

‘This event score is longer than most. My job is to tell. Your job is to listen. Listen
to the quiet around the words. Listen for the sparse and melancholic.”

‘Then

Alphonse Pinart collected Alutiiq masks on our island in 1872 and took them to
France.

‘Then

Over a century later Helen Simeonoff, our relative, travelled from Kodiak Island
to the masks held in a collection in France. She was the first.

Then

Then many Alutiit travelled from Kodiak Island to the masks held in a collection
in France. They tell us that when they touched the masks they wept.

Then

The Alutiiq masks eventually travelled back to Kodiak Island but only because
we had an Alutiig Museum to exhibit them and only if we promised to never
repatriate the masks.

Then

The promise was made and vitrines were built.

Then

We looked at the masks behind glass. Some masks we quickly looked away from.
Which masks were we supposed to see? Mostly we looked at the texts alongside
the masks that attempted to tell us what the masks meant.

Then

We felt the masks when we looked at them.

Then

We felt the masks when we touched them.
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‘Then

We think about the text remnants left by Alphonse Pinart and all that was held
in our people before he ever travelled to our island to collect.

Then

We exceed the text remnants in Pinart’s translations of our songs and dances
from Alutiiq to Russian to English to French and back again.

Then

We exceed the Alphonse Pinart collection of Alutiiq masks.
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OMA EVENT SCORE OHCI KODIAK ALUTIIT 2 AN EVENT SCORE FOR KODIAK ALUTIIT 2

(TO ALES HRDLICKA) (TO ALES HRDLICKA)
Tanya Lukin Linklater Tanya Lukin Linklater
Alutiiq ayisiyiniw pihtokwéw ékwa itwéw An Alutiiq person enters and says
nawac ayiwak iyikohk wiya nitoskamawinihk. We exceed the archaeological site.
ekwa Then
nawic ayiwak iyikohk kéahisikanawéyicikét Anthropology. We exceed the discipline formation of Anthropology.
ékwa ‘Then
ékwa ayiwak mistahi iyikohk wiya kotak awiyak kakakwehisitipéyimikoyahk. We exceed the structures imposed on us.
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