THE FA H

2000 YEARS OF AMERICAN ESKIMO AND INDIAN ART




Aleut childen herding young sea lions.
Watercolor by Ludovic Choris. Beinecke Rare Book and
Manuscript Library, Yale University



178



THE FAR NORTH

2000 YEARS OF AMERICAN ESKIMO AND INDIAN ART

HENRY B. COLLINS
FREDERICA DE LAGUNA
EDMUND CARPENTER
PETER STONE

PUBLISHED FOR THE

ANCHORAGE HISTORICAL AND FINE ARTS MUSEUM
ANCHORAGE, ALASKA, BY THE

NATIONAL GALLERY OF ART, WASHINGTON 1973



The production of this edition of

“The Far North: 2000 Years of American Eskimo and Indian Art”

for the Anchorage Historical and Fine Arts Museum was made possible
by a generous grant from the Atlantic Richfield Company.

Library of Congress

Catalog Card Number 72-97570

All rights reserved

No part of this book may be reproduced without
written permission of the National Gallery of Art,
Washington, 20565



EXHIBITION DATES

NATIONAL GALLERY OF ART, WASHINGTON

March 7-May 15, 1973

ANCHORAGE HISTORICAL AND FINE ARTS MUSEUM, ALASKA

June 10-September g, 1973

PORTLAND ART MUSEUM, OREGON

September 23-November 18, 1973

AMON CARTER MUSEUM OF WESTERN ART, FORT WORTH, TEXAS

December 6, 1973-February 3, 1974









St. Lawrence Island in Bering Strait.
Pencil sketch by Ludovic Choris. Beinecke Rare Book and
Manuscript Library, Yale University

viii



LENDERS TO THE EXHIBITION

Alaska State Museum, Juneau

The American Museum of Natural History, New York

Anchorage Historical and Fine Arts Museum

Bernisches Historisches Museum

The Brooklyn Museum

Danish National Muscum, Copenhagen

Deutsches Ledermuseum, Offenbach

Florida State Museum, Gainesville

Glenbow-Alberta Institute, Calgary

Hamburgisches Museum fiir Vélkerkunde und Vorgeschichte
Sheldon Jackson Museum, Sheldon Jackson College, Sitka, Alaska
Linden-Museum, Stuttgart

Robert H. Lowic Muscum of Anthropology, University of California, Berkeley
Muscum of the American Indian, Heve Foundation, New York
Muscum of Anthropology and Ethnography, Leningrad

Museum voor Land- en Volkenkunde, Rotterdam

The Museum of Primitive Art, New York

Museum of the University of Alaska, College

Museum fiir Volkerkunde, Berlin

National Museum of Finland, Helsinki

National Muscum of Man, Ottawa

National Muscum of Natural History, Smithsonian Institution, Washington
Peabodv Muscum, Harvard University

Peabody Museum of Salem, Massachusetts

Portland Art Museum, Oregon

Princeton University, Museum of Natural History

Private Collection, New York

Rautenstrauch-Joest-Museum, Cologne

Roval Scottish Museum, Edinburgh

Sitka National Monument, Alaska

Staatliches Museum fiir Naturkunde und Vorgeschichte, Oldenburg
St. Joseph Muscum, Missouri

Tavlor Museum, Colorado Springs Iine Arts Center

Tongass Historical Society, Ketchikan, Alaska

The University Museum, University of Pennsylvania, Philadelphia



172






Cover
Frontispiece
vi

vii

X1
Xiv
XV
Xviil
XiX
XX11
XXill
XXVI
XXvii

XXX

COLOR PLATES

257

301

247

349
291

21

CEREMONIAL HAT, Tlingit (detail)
MASK, Athabaskan

MASK, Eskimo

BURIAL IMAGE, Eskimo
MASK, Eskimo

MASK, Eskimo

OPEN BASKET, Aleut
COVERED CONTAINER, Aleut
SHAMAN’S MASK, Tlingit
COVERED BASKET, Tlingit
MASK, Tlingit/Haida

MASK, Tlingit/Haida

RATTLE, Tlingit

MASK, Tlingit

ORNAMENTAL COMB, Eskimo

xii



CONTENTS

ix LENDERS TO THE EXHIBITION

xvi FOREWORD

xx MAP: Topof the World

xxiv. M AP: Tribdl Distribution
xxviii M AP : Location of Sites

1 ESKIMO ART, HENRY B. COLLINS

2 CATALOG

133 ATHABASKAN ART, FREDERICA DE LAGUNA
165 TLINGIT ART, PETER STONE

227 TLINGIT SHAMANS, FREDERICA DE LAGUNA

281  SOME NOTES ontheSeparate Redlities of Eskimo and Indian Art, EPMUND CARPENTER

xill



o T T




XV



FOREWORD

cultures of America’s far north. It is drawn primarily from the great
peninsula now called Alaska—after the native term meaning “the
Great Land,” a vast geographic arca which has played a unique role in
the cultural history of our hemisphere. A good measure of the native pop-
ulations of the Americas probably reached their future homes by way of

_“_ ===11s exhibition presents a panoramic selection of art from the native

its former “land bridge,” which once linked it with Asia. Today the origi-
nal Eskimo pcoples along the western coasts, and Indian tribes in the
interior and southern coasts, continue to occupy their traditional home-
lands.

The Bering Sea and Arctic Ocean Eskimos share a cultural identity
with the entire circumpolar Eskimo population, from Siberia across Can-
ada. But the artistic heritage thev share with Alaska’s Indians has
not been celebrated as a whole in a major international art exhibition.

The material for this exhibit has been drawn from numerous collec-
tions. Much of it has not been on permanent display anvwhere, and the
vast majority has never before been seen in an art muscum context. The
material ranges from picces discovered by eighteenth-century explorers to
the prescrvation of clan and family heirlooms by the coastal Indians them-
selves. It also includes objects discovered through modern archacological
excavation.

The splendid collections formed by the first explorers are in museums
in the Soviet Union, Finland and Denmark, countries which detailed
several admirals to sail with the expeditions of the Imperial Russian
Navv. Other earlv collections were acquired by national museums in the
British Isles and on the Continent, particularly in Germany. The con-
tinued cxploration of Alaska by both Canada and the United States re-
sulted in important accumulations of material in both Ottawa and Wash-
ington. The systematic investigation of Alaskan native cultures by modern
cthnologists and archacologists has been developed mainly by the universi-
ties on this continent, often in association with national or regional
museunis.

The guiding spirit behind this exhibition has been Mitchell A. Wilder,
the energetic and distinguished Director of the Amon Carter Museum in
Fort Worth, Texas. It was he who responded with alacrity and enthusi-
asm to the first conception of the exhibition proposed in 1968 by the
late René d’Harnoncourt, then a trustee of the Amon Carter Museum.
Mitchell Wilder sought and received the expert counsel of Dr. Erna
Gunther, former Professor of Anthropology, University of Alaska, whose
knowledge of the whole range of Alaskan material is surpassed only by

xvi



her enthusiasm for its artistic quality. Mr. Wilder traveled extensively
with Dr. Gunther to make the basic sclections for the exhibition, and
since has handled all technical aspects of the loans and has continued to
provide constant guidance and support to the entire project.

In addition, we have been extremely fortunate to have been able to
secure the help of two scholars eminent in the fields of Alaskan archaeol-
ogy and anthropology: Dr. Henry B. Collins, Archacologist Emeritus
of the Smithsonian Institution, and Professor Frederica de Laguna of
Bryn Mawr College. Both of these distinguished scholars have furnished
the principal texts for the exhibition catalog, as well as entries for a num-
ber of the exhibition’s most interesting objects. In this collaboration they
have been joined by Professor Edmund Carpenter of Adelphi College, an
anthropologist of extensive knowledge of Alaskan native peoples and
their art.

For help in assembling this exhibition, we would also like to offer our
appreciation to the other participating museum directors:

Dr. Francis Newton of the Portland Art Museum, and
Robert L. Shalkop of the Anchorage Historical and Fine Arts Museum.

For consultation and assistance, we are grateful to:

Valerian S. Nesterov, Counselor of the Embassy of the Soviet Union,
Washington;

Dr. Clifford Evans, Chairman, Department of Anthropology, Smith-
sonian Institution, and to his colleagues in the Division of North
American Anthropology, Dr. William C. Sturtevant, Supervisor; Dr.
William W. Fitzhugh, Curator; Peter Stone, Research Fellow;

Dr. Annette Clark, National Museum of Man, Ottawa, Canada;

James M. Silberman, Conservator and Restorer; and

James Houston, Author and Artist.

We also acknowledge the invaluable contributions made by the members
of the staff of both the National Gallery and the Amon Carter Museum
to the mounting of the exhibition and the production of its catalog:

Dr. Douglas Lewis, Curator of Sculpture of the National Gallery, who
coordinated the selection of material for the exhibition and aided in
the compilation of the catalog;

Gaillard F. Ravenel, Museum Curator of the National Gallery, who de-
signed and supervised the installation of the exhibition;

Frances P. Smyth, Associate Editor of the National Gallery, who was
production supervisor of the catalog; and

Mrs. Linda Austin, Exhibition Project Secretary and Assistant to Mitchell
Wilder of the Amon Carter Museum.

Finally, it is to the lenders to this exhibition, who are listed in this
catalog, to whom we all owe our deepest gratitude for making this com-
plex undertaking a reality.

J. Carter Brown

DirECTOR
NartioNAL GALLERY OF ART
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ESKIMO ART

HENRY B. COLLINS

== HE exhibition which this catalog chronicles affords dramatic evidence
-"—of the high artistic achievements of the native peoples of our north-

ernmost state. It demonstrates why Alaska must be recognized as one
of the major world centers of primitive art. On first thought this might seem
an unlikely setting for the development of art, for the Arctic is one of
the most severe environments ever faced by man. Nor were living condi-
tions easy in the bitter cold of interior Alaska or on the stormy wind-
swept islands of the Aleutian chain. But there is another and very dif-
ferent side of the picture. When discovered by Europeans in the 18th
century, the North Pacific Coast, Kodiak and the Aleutian Islands, and the
Bering Sea coast of Alaska were three of the most densely populated areas
of the New World. Even the Arctic coast supported a population of
several thousand Eskimos. The Alaskan Eskimos, Aleuts, and Indians had
made the necessary adaptations in clothing, housing, transportation, and
hunting techniques which enabled them to live without hardship in their
respective environments. With its abundant and unfailing food supply
and density of population this far northwestern area became one of the
highest centers of cultural development north of Mexico. Art was its pri-
mary manifestation, an art remarkable for its richness and variety of ex-
pression.

The native population of Alaska consists of two major ethnic divisions:
Eskimo-Aleut and Indian. The Eskimos proper occupy the Arctic coast,
parts of the interior, and the west and southwest coasts from Bering Strait
to the Alaska Peninsula, Kodiak Island, and Prince William Sound. They
also occupy the lower courses of the Yukon, Kuskokwim, and other rivers
flowing into the Bering Sea and the Arctic Ocean. The Alaskan Eskimos,
or Inuit as they call themselves, are part of a far-flung stock extending
from the northeast coast of Siberia across Arctic Canada to Labrador and
Greenland. The Alaskan variant of Eskimo culture is more highly de-
veloped, especially in art, ceremony and some aspects of technology, than
that found in Canada or Greenland. It is also older, for archaeological
excavations have shown that the existing Eskimo cultures of Canada and
Greenland were derived from earlier stages in Alaska. The Eskimo lan-
guage is unrelated to any other in America. It is thought to be remotely
connected with the Chukchi language of northeast Siberia; and several
linguists have attempted, without too much success, to demonstrate a re-
mote relationship between Eskimo and the wide-spread Uralian and Indo-
European languages of the Old World.

The Aleutian pattern of culture is an ancient one, as shown by a radio-
carbon date of 1700 B.C. for an Aleut midden on Umnak Island. It is
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instructive to view the art of the Aleuts—in the light of the peculiarities
of their ethnic history—as that of a people who shared a common cultural
heritage with the Eskimos to the north but who in the relative isolation
of their sub-Arctic island habitat developed art forms distinctly their own.

The Alaskan Indians are divided into two major groups, the Atha-
baskans of the interior and the Tlingit and Haida of the North Pacific
Coast. The Athabaskans are the northernmost members of one of the
largest linguistic stocks in America. Their southern relatives, speaking the
same basic language, include several tribes in Oregon and California and
the Navajo and Apache of the Southwest.

The Tlingit and Haida of southeast Alaska are typical representatives
of the Northwest Coast province, the most important ceuter of aboriginal
American art north of Mexico. Along with the Eyak Indians of the Cop-
per River delta they are grouped with the Athabaskans (Dene) to form
what is called the Na-Dene linguistic stock.

Prehistoric Eskimo Cultures in Alaska

" T 1s no accident that Alaska, the center of Eskimo art in modern times,
was also the area where prehistoric Eskimo art reached its highest de-
velopment. The prehistoric north Alaskan cultures of the past 2000 years
were the source from which the modern Eskimo cultures of Alaska,
Canada, and Greenland were derived. These earlier Alaskan people ex-
hibited the same basic pattern of life as that followed in later times. They
were hunters, mainly of sea mammals, living in permanent villages along
the coast; their houses were partly underground with floors of stone slabs
and walls of driftwood timbers and whale bones. Blubber-burning lamps
of pottery were used for heating, lighting, and cooking; skin boats—
kayaks and umiaks—were used for hunting and traveling, but the dog
sled was not known; they subsisted mainly on seals, walrus, whales, cari-
bou, birds, and fish, captured in the same manner and with the same de-
vices—harpoons, darts and the throwing board, bow and arrow, fish spears,
lines and sinkers—as those employed by later Eskimos. Their weapons,
implements, and utensils, though similar in function and in general type
to those used by later Eskimos, were fashioned in more elaborate form
and were more frequently decorated.

The ancient Alaskan village sites appear today as frozen mounds, or
kitchen middens, that had accumulated over the centuries as generation
after generation of Eskimos lived on the same spot, sinking their houses
into the piles of refuse left by their ancestors. Some of the Alaska mid-
dens are of enormous size. The largest, a mound called Kukuliak on the
north shore of St. Lawrence Island, reaches a height of 23 feet and covers
an area of 815 by 270 feet; it was established about 1500 years ago and
was abandoned in 1876. The Eskimo village on Little Diomede Island
in Bering Strait, still occupied today, is on the site of a large midden at
least 2000 years old.

The middens contain the bones of animals that had been eaten by the




Eskimos along with large numbers of artifacts they had lost or discarded.
These artifacts—the hunting weapons, tools and household utensils used
in daily life—changed gradually in form through the centuries. Some
were discontinued, and sometimes new and completely different types of
implements were introduced. Changes were especially prominent in art.
The older styles of engraving were far more elaborate than those of later
times. Through a series of transitional stages one art style succeeded
another in prehistoric times, but the basic motifs, in varying form, con-
tinued throughout and still remain as the fundamental motifs of modern
Eskimo art. We have a remarkably complete and detailed record of
change, growth and development of art styles in a single area over a
long period of time through the fortunate circumstance of the continuous
occupation of the old Eskimo villages around Bering Strait because the
frozen ground preserved bone, ivory and even wood and other perishable
materials, and because of the ever present urge of Eskimos of all periods
to decorate so many of their implements.

On St. Lawrence Island, the Diomedes, and the east and west coast
of Bering Strait the culture stages that have been recognized are the
Okvik, Old Bering Sea, Punuk, protohistoric, and modern—onc stage
leading gradually into another. At Point Barrow on the Arctic coast
of Alaska the Bimirk culture, an outgrowth of Okvik-Old Bering Sea,
became established and, around 1000 years ago, gave rise to the Thule
culture. This was a crucial event in Eskimo prehistory, for it was the
Thule culture which spread eastward to Canada and Greenland to form
the principal basis of modern Eskimo culture in these regions. The se-
quence of related cultures leading from Okvik to recent Eskimo has been
called the Northern Maritime tradition. These are not the oldest Eskimo
cultures in the Arctic but they are the ones that provide the most com-
plete record of cultural continuity. With the exception of Ipiutak they
are the prehistoric Eskimo cultures most advanced in art.

At Kotzebue Sound on the Arctic coast a sequence of another kind,
including several much older cultures, was discovered by the late J. L.
Giddings.>

To understand the background of modern Eskimo art we must turn to
some of the later prehistoric Alaskan cultures—to those of the Northern
Maritime tradition where art held a prominent place in an unbroken
culture sequence that can be traced over the past 2000 years, to the
Ipiutak culture at Point Hope on the Arctic coast, and to the prehis-
toric cultures of Kodiak and the Aleutian Islands, Cook Inlet, and Prince
William Sound.

OKVIK Okvik, the oldest of the Northern Maritime cultures (300
B.C.), takes its name from a site on Punuk Island, off the cast end of
St. Lawrence Island, discovered by Otto W. Geist in 1931.3

The engraved designs on ivory harpoon heads and other implements
from Okvik sites seem to represent three more or less distinct sub-styles
of different age. In sub-style A, assumed to be the oldest, the decoration
consisted mainly of thick, deeply cut, straight or slightly curved lines to
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1 GUT SCRAPER

Walrus ivory

13.1 (5 5/32) LONG

Okvik, (Old Bering Sea I),
sub-style “A”

Excavated at House # 1 (South House),
Old Hillside Village, St. Lawrence
Island, by Henry B. Collins, 1930

Museum collection, 14 January 1931

Smithsonian Institution, 352 6o1

Okvik art, the oldest in the Bering Sea
area, was essentially a linear style, of
which three more or less distinct sub-
styles can be recognized. The earliest,
(A) of which this ivory scraper for
removing fat from walrus and seal
intestines is an example, was a rather
crude, bold decoration consisting of
thick deeply incised lines to which long
slanting spurs were attached, and an
occasional circle or oval.

Henry B. Collins, Archaeology of the Bering
Sea Region, 1934, fig. 2; and 1935, pl. 3;
also Archaeology of St. Lawrence Island,
pl. 13.

H.B.C.
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2 HUMAN FIGURE

Walrus ivory

9.35 (3 11/16) HIGH

Okvik, (Old Bering Sea I')

St. Lawrence or Punuk Islands?
Museum purchase

Museum of Primitive Art, 58.5

which long slanting spurs were attached. This decoration was applied
consistently to a particular type of harpoon head that was very thick, al-
most square in cross section. Sub-style B, a more delicate style, was ap-
plied with equal consistency to two other types of harpoon heads that
were very thin in cross section. Its most typical motifs were lightly incised,
straight, rather short slanting lines, three or more of which often con-
verged to form a tentlike figure; longer single or double lines with tiny
spurs attached; broken lines; combinations of heavy and light lines, the
heavier line being flanked by one or two light lines and/or broken lines;
small circles with central dot set between two or three pairs of lightly
incised lines forming long sharp spurs; plug inlays in circular pits repre-
senting eyes.

Another very simple motif of styles A and B consists of pairs of short
parallel lines often placed above the line hole or on the basal spur of
harpoon heads. Despite its extreme simplicity this design may have a
special significance as hunting magic. Human figurines from Okvik sites
have similar pairs of short parallel lines on the cheeks to indicate tattoo-
ing. In placing the identical design on harpoon heads, sometimes as the
only decoration, the Okvik Eskimos may have been trying to give their
hunting weapons the magical power believed to be inherent in tattooing.

Style C, the most elaborate of the Okvik sub-styles, was characterized
by a profusion of long, straight, single or double lines to which tiny tri-
angular spurs, often in pairs, were attached at carefully spaced intervals.
The narrow space between such lines often contained tiny spurs, small
hatched areas, or straight cross lines forming a kind of ladder design.
These spurred lines of Okvik style C were usually arranged in converging
fashion to form a tentlike design, with a small circle at the apex. It is an
elaboration of the simpler converging line motifs of styles A and B, and
it continued as one of the most common designs of later Old Bering Sea
and Punuk art.

Okvik sculptural art consisted of human and animal figures, often of
bizarre form, and usually decorated with Okvik designs.* Of more fre-
quent occurrence, especially on St. Lawrence Island, were human fig-
urines, forty-five of which were found at the Okvik site on Punuk Island,
three at Gambell, and two in Siberia. Their most characteristic feature is
the stylized form of the head and face, the head usually pointed at the
top, the face long and oval with narrow pointed chin and very long
straight nose. The most famous of these ivory figurines is the “Okvik
Madonna,” that of a woman with beautifully sculptured face and a curi-
ous twisted “‘smile” who is nursing an infant or small animal, the body
of which is broken off.?

Three Okvik figurines recently excavated on Punuk Island differ from
the others in having most of the body surface covered with engraving.
The female figure (No. 2) is also unusual in having the breasts shown as
elevated circles, and in the more than explicit representation of the gen-
italia. The deeply incised curved lines, long sharp spurs, and oval designs
on the chest and back are those of Okvik sub-style A, while the two
spurred circles near the shoulders and the converging line motifs on the



cheek and left leg are more like sub-style B. The circles forming the
breasts and navel, together with the long down-curving arc on the abdo-
men, could have had a secondary meaning as the eyes, nose, and mouth
of a grotesque face.

In contrast to the body, the face of the figurine is carefully modeled,
recalling in some degree that of the “Okvik Madonna”, though it lacks
the structural control and sensitivity of the latter. There is nothing aes-
thetically pleasing about the figurine. It might seem, indeed, as if the
artist were striving for the opposite effect when he carved this armless
torso with narrow shoulders and enormously expanded hips, abnormally
short, bowed legs and gaping, oversized genitalia. There seems to have
been a deliberate effort to show a woman with exaggerated sexual organs
in association with an ill-proportioned body and none too pleasing face.
One might even surmise that this is a 2000-year-old rendering of the
vagina dentata myth, widespread among American Indians and Siberians,
that tells of a dangerous woman whose toothed vagina killed men who
had intercourse with her.

One of the basic differences between early and later Eskimo cultures
throughout the Arctic is that chipped stone implements predominated in
the older cultures, rubbed slate in the later. The stone implements at the
five old sites at Gambell, St. Lawrence Island, illustrate this tendency.
At the oldest, the Hillside site, where the art and artifacts were either
Okvik or early Old Bering Sea, chipped stone blades outnumbered those
of rubbed slate 242 to 140. At the next oldest site, Miyvowagh, chipped
stone blades were present, but as a minority clement compared with
slate. At the three later sites—Punuk or protohistoric—only implements
of rubbed slate occurred.

It is highly significant that the oldest known examples of Okvik art
were found in association with ancient forms of stone implements. This
was at the Battle Rock site discovered by Giddings (1961, 1967) at Cape
Krusenstern, just north of Kotzebue. The engraved art at Battle Rock
consisted of long deep curving lines to which very long sharp spurs were
attached. Except for being larger and more deeply incised, these designs
on antler artifacts are identical with those of the oldest Okvik art, sub-
style A, found on ivory harpoon heads and other artifacts from St. Law-
rence Island and northeastern Siberia.¢ Antler arrowheads at Battle Rock
were like those from Ipiutak and Okvik sites. Its stone implements are
described by Giddings as midway between the ancient Denbigh Flint
complex and Ipiutak and very similar to those of the Norton culture.
Battle Rock is considered to represent the earliest aspect of Norton
culture and to date around 600 B.C. The occurrence of Okvik art and
artifacts in this context, centuries earlier than on St. Lawrence Island
and in association with a flint industry derived from Denbigh, suggests
that Okvik, like other early Arctic cultures, had its place in a cultural
sequence beginning with the Denbigh Flint complex of 3000 B.C.

OLD BERING SEA STYLE II This style (300 A.D.) has the
same distribution as Okvik, and occurs at the same sites. Several artifacts
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3 FEMALE FIGURE

Walrus ivory

14.6 (5 3/4) HIGH

Okvik, (Old Bering Sea I), sub-style
“A”, with traces of transition to
sub-style “B”’

Discovered on St. Lawrence Island,
October 1972

Museum purchase, 1972

Alaska State Museum
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4 FEMALE FIGURE

Walrus ivory
17 (6 11/16) HICH
Okvik, (Old Bering Sea I),

sub-styles “A” and “B”
Collected by Brian Rookok,

Punuk Islands, 1970
Museum purchase, 1971
University of Alaska Museum,

UA 71-91
The rather linear, unelaborated incised
lines making up the decoration on this
figurine would stamp it as belonging to
the Old Bering Sea style I or Okvik
phase (about 100 B.C.). The lack of
spurred elements attached to the lines
would indicate Okvik, as does the long,
narrow nose. Although rudimentary
arms are a common trait of Eskimo
ivory and wood figurines, the finished
legs and feet are not common. A second
look at the feet indicates that they are
not feet, but paws; particularly bear
paws. The only other such elaborately
decorated figurine (also at the Uni-
versity of Alaska Museum ) has been
associated with a bear motif and it may
well be that this, too, represents a bear
mother in connection with a ceremonial
or symbolic concern with the common
Eskimo belicf in a powerful bear spirit.

J.C.

with OBS style II decoration were found in a house ruin at Gambell
overlying Okvik pieces between and below the floor stones. Okvik sub-
style C and OBS style II are closely linked. The somewhat random con-
verging line motif of the earlier art, with a small circle at the apex of a
series of spurred lines, appears in OBS style IT as a more careful arrange-
ment, employing most of the same motifs to achieve a more elegant ver-
sion of the same basic design (No. 8). This was true of OBS style II as
a whole. Single and double lines, broken lines, small circles and other
elements of Okvik style C were more carefully organized and skillfully
rendered to form the graceful and elaborate designs of OBS style II. The
long straight spurred lines so typical of Okvik style C were rarely used,
but small spurs were often attached to circles, to short transverse lines,
and to deeply-cut slanting or slightly curving lines that served to mark
off panels in the surface decoration. Circles became larger and curving
lines, which had no important part in Okvik art, were used increasingly
to separate individual units and unify the total design in the more so-
phisticated engravings of OBS style II.

The important point, however, is that both styles employed most of
the same basic elements. The blending was so complete that in many
cases it is difficult to say whether an object is decorated in Okvik style C
or OBS style II. One of the most diagnostic OBS implements, a harpoon
head with two side blades, two line holes, and a three-pronged basal spur,
is usually decorated in OBS style II but sometimes in Okvik style C.
Another elaborate type of Okvik harpoon head, decorated in Okvik style
B or C, continues in exactly the same form into OBS with a typical
style II decoration.

Late Okvik and early OBS art had another point in common. Both
had an urge to fill every available space with engraving, a kind of horror
vacui such as one sees in some other primitive arts, for example Mela-
nesian. The art that succeeded OBS style II showed a notable freedom
from this tendency.

OLD BERING SEA STYLE III The art styles thus far con-
sidered, Okvik and OBS style II, were both found at the Hillside site,
oldest of the five sites at Gambell, St. Lawrence Island, under strati-
graphic conditions that clearly indicated Okvik to be the older.” OBS
style III is essentially a modification and simplification of the more vari-
able style II. The overall surface decoration is reduced and primary em-
phasis is given to graceful flowing lines and concentric circles and ellipses
surmounting rounded elevations. The circles and ellipses, besides being
clevated, are larger than those of style II. They often have a small plug
of ivory or baleen at the center and, on harpoon heads especially, they
are usually arranged in pairs so as to suggest the eyes of an animal. In
contrast to the somewhat crowded designs of style II, parts of the ivory
surface were left plain and smooth. The result was a more balanced and
harmonious arrangement of the overall design, with bilateral symmetry
the primary aim.



PUNUK (goo A.D.) The Punuk culture takes its name from an old
site, a sixteen-foot-high midden on Punuk Island, off the cast end of St.
Lawrence.® The midden, containing Punuk material from top to bottom,
had no connection with the much older Okvik site only a few hundred
yards away, discovered later by Otto W. Geist. The Punuk culture cen-
tered on St. Lawrence and the Diomede Islands and occurred on both sides
of Bering Strait and at a single site near Point Barrow. Punuk sites are
larger and more numerous than Old Bering Sea, indicating a larger popu-
lation, especially on St. Lawrence Island, during this period.

At Gambell, artifacts and art representing the earliest stage of Punuk
were found overlying Old Bering Sea in the Miyowagh midden. The next
oldest site, Ievoghiyoq, was a pure Punuk site containing materials of a
somewhat later type. The next site, Seklowwaghyaget, was another pure
Punuk site, of its latest phase, when harpoon heads were in the last stage
of development into the modermn form and the straight line motifs of late
Punuk art were scarcely distinguishable from those of the modern Alas-
kan Eskimos.

Many of the Punuk implements, mainly utilitarian types such as picks,
mattocks, baleen pails, meat hooks, and drills, were exactly the same as
those of the Old Bering Sea culture. Other classes of OBS artifacts
changed in form during the Punuk stage. These included, in addition to
harpoon heads and art: bird darts, arrowheads, fish line sinkers, ice
creepers, knives, adzes, ivory runners for hand-drawn sleds, needle cases,
and “winged” objects; and implements of chipped stone were almost en-
tirely replaced by those of rubbed slate. Many other new types made their
appearance in the Punuk stage, as direct imports from the Siberian main-
land: bird bolas, wrist guards, bow braces and sinew twisters for the
sinew-backed bow, slat armor, bone and ivory daggers, sealing scratchers,
fish hooks, heavy ivory net sinkers, iron-pointed engraving tools, many
ornaments and toys.

The Punuk was in all essential respects a stone age culture, for its
knives, scrapers, adzes, harpoons and arrows were provided with stone
blades, which are found in great numbers in the middens. However, the
Punuk Eskimos knew the use of metal. This is shown by the presence of
a few iron-pointed engraving tools at Punuk sites (No. 31) and by the
nature of the engravings on Punuk artifacts. The rather variable lines and
free-hand circles and ellipses of OBS art could have been and presumably
were made with stone tools. In contrast, the deeply incised precise lines
and mechanically perfect circles of Punuk art could have been produced
only with metal tools.?

In Early Punuk, stylistic changes in art were closely correlated with
changes in the forms of harpoon heads, just as in Okvik and Old Bering
Sea. The earliest Punuk harpoon heads at Miyowagh, though smaller,
had retained the structural features of Old Bering Sea, except for the
basal spur (No. 32). In OBS heads the basal spur (the lower end of the
harpoon head) was complex and elaborate. Beginning with Early Punuk
the spur became smaller and increasingly simple in form. Surface orna-
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Walrus ivory

12.5 (4 15/16) HIGH

Okvik, (Old Bering Sea I)

Punuk Islands

Museum purchase, 1972

Anchorage Historical and Fine Arts
Museum, 72.34
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figure a

mentation followed the same pattern of simplification. On OBS harpoon
heads the deeply incised lines that descended from the upper end, divid-
ing the rich surface decoration into panels, became the simple lines of
Early Punuk which, following precisely the same path, constituted the
whole design. Accompanying the lines were dots, small drilled pits at the
center of two rounded elevations to right and left of the line hole in
exactly the same position as the elevated circles and ellipses, with central
dot, on the harpoon heads of the Old Bering Sea period. In later stages
of Punuk the incised lines on harpoon heads ceased to be a direct reflec-
tion of Old Bering Sea; instead, they became more numerous and angular
and less adapted to the surface contours they decorated.

Another remarkable example of developmental change is shown in the
class of artifacts called winged objects which, in differing but structurally
related forms, persisted from Okvik through OIld Bering Sea to Late
Punuk.?® They consisted of a central body and a pair of outer wings which,
in OBS, had somewhat the form of a butterfly. Through gradual reduction
of the wings and modification of the central section this graceful bilobed
form developed into the trident shape of Early Punuk (No. 17) and that
in turn into the “turreted” form of Late Punuk (No. 18). The accom-
panying decoration in each case is consistent with the form. The few
Okvik examplés are smaller than the others and do not reveal the struc-
tural blending exhibited by the OBS and Punuk forms.

Winged objects of all periods, however, have two features in common.
All have a socket in the base for a wooden shaft (some have been found
with part of the shaft in place) and a small notch or pit at the upper end
of the projecting central element. This notch has nothing to do with
decoration but does provide a clue to the function of the winged objects.
They were probably attached to the butt end of a harpoon propelled by
a throwing board, to act as a “wing” and counterbalance for the heavy
harpoon head and socket piece at the fore end. The purpose of the small
notch would be to engage the ivory tip of the throwing board. It might
be noted that the Greenland Eskimos put bone wings, though of quite
different form, at the butt end of harpoons cast with a throwing board.

Several styles and sub-styles of Punuk art can be recognized from the
harpoon heads and other decorated artifacts at the Gambell sites. The
earliest were the rather lightly incised lines on harpoon heads already
mentioned, similar lines with short spurs, isolated dots or dots at the ends
of lines, and (rarely) freehand circles. Later Punuk designs consisted of
more deeply incised lines; small nucleated spurred circles made with bit
or compass; long very deep lines, usually in pairs, with short deep oblique
spurs like gouges (No. 34); single or connected Y figures; three or more
closely spaced lines forming bands; the “ladder” design; the alternate spur
design—pairs of lines with inward-pointing alternating spurs—and the
derivative zig-zag, the negative design that results when the alternating
spurs are thickened and converted into small triangles. In the latest stages
of Punuk art the decoration consisted of repetitive arrangements of the
same design element, in contrast to earlier Punuk where they were usually
incorporated into an overall connected design. Later, even this simplified



art disappeared and for the past few centuries Eskimo culture on St.
Lawrence Island has been devoid of art.

As we have seen, the earliest, very simple Punuk art may be regarded
as an outgrowth of Old Bering Sea, just as early Punuk harpoon heads
developed from preceding OBS forms. However, later Punuk art in
several respects rather closely resembles Iron Age art of northern Europe
and Asia. A number of new cultural traits of Siberian origin introduced
on St. Lawrence Island during the Punuk period, together with art, indi-
cate that the Punuk culture was in a considerable degree the result of
cultural influences received from Siberia.

Punuk played an important role in the development of modern Alaskan
Eskimo art. The primary basis of Eskimo culture in the Bering Sea area,
from Norton Sound to Bristol Bay, was the Norton-Near Ipiutak culture
of the Alaska mainland, but the greater part of its engraved art was de-
rived from Punuk. This was the source of the designs so characteristic of
the area—the circle and dot, dot at the end of a line, the spurred line,
Y figures, alternate spur design and bands of encircling lines, seen on so
many of their ivory ornaments, implements and utensils.

Just as in Late Punuk, these design elements appear as separate units
or, if connected, are repetitive, whereas in Early Punuk they had formed
part of a connected design. Modern Eskimo engraving in the Bering Sea
area may be regarded as essentially a disintegrated form of Punuk art.

BIRNIRK AND THULE (500-1000 A.D.) Bimnirk and Thule
were not represented as distinct cultural stages on St. Lawrence Island
but harpoon heads of these periods occur at Punuk sites, Birnirk in as-
sociation with Early Punuk and Thule with later Punuk.

The Bimirk culture takes its name from an old site near Point Barrow
where Vilhjalmur Stefansson made limited excavations in 1912. Later
excavations at Birnirk and other sites by J. A. Ford (1959) have provided
full information on cultural development in the Barrow region from
Birnirk times to the present. In contrast to Okvik-OBS and Punuk, which
were concentrated in the Bering Strait area, particularly St. Lawrence
Island and northeast Siberia, the Birnirk culture is restricted mainly to
the Arctic coasts of Siberia and Alaska. Its basic affinities were with
Okvik-OBS and Early Punuk.'

As mentioned earlier, Birnirk is of particular importance because it was
the stage of culture directly ancestral to Thule, which formed the princi-
pal basis of all modern Eskimo culture from northern Alaska to Green-
land. The first clear evidence of a Bimirk to Thule transition was found
at Kurigitavik, a Thule-Punuk site at Cape Prince of Wales, Bering
Strait.’? In the upper and middle levels of this midden were found num-
bers of typical Thule harpoon heads corresponding exactly to those from
Thule sites in Canada. Lower in the midden were harpoon heads which
had some of the characteristics of the Birnirk type, and finally at the
base of the midden, eighty-six inches deep, was a typical Bimirk head.

The Bimirk and Thule cultures are not notable for their art. Unlike
the Okvik, Old Bering Sea and Punuk Eskimos, these Arctic coast people

6 FEMALE FIGURE

Walrus ivory

20 (7 7/8) HIcH

Okvik, (Old Bering Sea I),
sub-style “B”

Discovered on St. Lawrence Island,
October 1972

Museum purchase, 1972

Alaska State Museum

This figure, one of the largest and
most impressive of such rare human
figures from the earliest stage of
Alaskan Eskimo culture, closely re-
sembles the famous “Okvik Madonna”
in the collection of the University of
Alaska (fig. a). This newly discovered
figure shares with its better-known sister
the same sensitivity of expression, and
imaginative realization, not only of the
features, but also of the shoulders,
breasts and pendant collars. (Unique to
her, however, is the apparently preg-
nant belly.) Both figures are delicately
incised with parallel lines engraved in
long, sweeping curves, ornamented
with short spurs (single on the Uni-
versity example, but doubled in the
present example) and developed on
the back of the newly discovered
figure in a pattern of gently looped
curves evocative of the flowing gar-
ment with heavier shoulder decora-
tions in which the figure is depicted.

C.D.L.
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7 BIRD-SHAPED WOMAN’S
KNIFE HANDLE

Walrus ivory

9-5 (3 3/4) Long

Okvik sub-styles “B” and “C”
Discovered on St. Lawrence Island,
October 1972

Museum purchase, 1972

Alaska State Museum

8 ENGRAVED GORGET OR

PECTORAL

Walrus ivory

11.6 (4 9/16) LoNG

Old Bering Sea 11

Excavated from first layer of midden
below the South House, Old Hillside
Village, St. Lawrence Island, by
Henry B. Collins, 1930

Museum collection, 14 January 1931
Smithsonian Institution, 352 701

Okvik and Old Bering Sea art em-
ployed the same design elements but
the later art placed greater emphasis
on curved lines and circles, so arranged
as to display a balanced symmetry.
Collins, Archaeology of the Bering Sea, 1934,

fig. 2; and 1933, pl. 3; also Archaeology of
St. Lawrence Island, pls. 13 and 14.

H.B.C.

had no urge to make elaborate carvings or to decorate their harpoon
heads, knife handles, and other implements. Thule’s one contribution,
and an important one, was pictographic art, to be described later; a few
simple examples of these realistic engravings, which were to become the
dominant art form in northern Alaska in the historic period, have been
found at prehistoric Thule sites in Alaska, Canada, and Greenland.

The few decorated Birnirk objects that have been found bear simple
designs consisting of spurred lines, alternate spur motif, curved double
lines, rows of dots or broken lines, drilled pits, and (rarely) the circle
and dot. Nevertheless it is possible to recognize a distinctive Birnirk
“style,” the principal features of which were rows of dots and small arc-
like figures—bands of two curved spurred lines flanked by dotted lines
(No. 30). This Birnirk ornamentation has its closest analogy in a few,
and not entirely typical, decorated OBS objects from Miyowagh, St.
Lawrence Island.?

While there can be no doubt that Birnirk was the stage of Alaskan
culture leading directly into Thule, the exact time and place where Thule
broke off and moved eastward to Canada is not known. It probably oc-
curred not at Barrow itself or anywhere on the north coast of Alaska but
further to the east around Coronation Gulf in the Canadian Arctic.t
This is suggested by the presence of two types of harpoon heads, like
those from Alaska, at the oldest known Thule sites at Coronation Gulf
and clsewhere in Arctic Canada and Greenland. One was a barbed form
derived from an earlier Birnirk type. The other was a barbless harpoon
head corresponding to one of the most prominent Punuk types (Type
IIT {a] x) on St. Lawrence Island. It was equally prominent at Kurigita-
vik, the Thule-Punuk site at Cape Prince of Wales.

I refer to this site as Thule-Punuk because it represents a blending of
these two contemporaneous prehistoric Eskimo cultures. Originating from
Birnirk, it displays the basic characteristics of what has been called West-
ern Thule. Its barbed harpoon heads were either Birnirk-like or typically
Thule. The more numerous barbless harpoon heads and the many deco-
rated objects at Kurigitavik were either identical with or closely similar
to those of the Punuk culture of St. Lawrence Island.

Another site closely related to Kurigitavik, called Nukleet,'® is another
illustration of the key role of Punuk and Thule in the development of
modern engraved art in Alaska. The Nukleet site, at Cape Denbigh on
Norton Sound, was occupied from the 13th through the 18th century.
As mentioned earlier, Punuk art disappeared completely on St. Lawrence
Island where it had been most typically represented. This was not the
case at Nukleet. Nukleet incised art consisted entirely of Punuk and
Thule motifs: circle and dot, spurred lines, alternate spur and ladder
designs, bands of straight lines, and Y figures. This art style, like Nukleet
material culture as a whole, is identical with that of the modern Norton
Sound Eskimos, and forms part of a culture pattern which Giddings de-
scribes as “literally an extension backward in time of the culture of the
modern Norton Bay people.”*¢



IPIUTAK (350 A.D.) Ipiutak, at Point Hope on the Arctic coast
of Alaska, discovered in 1939 by Helge Larsen, I'roelich Rainey, and
Louis Giddings, is the most remarkable Eskimo site ever found in the
Arctic. It is the largest in the circumpolar area, its art is the most ad-
vanced, and the problems it poses are the most difficult. The Ipiutak site
was a huge village of more than 6oo semi-subterranean houses arranged
in long rows on the crests of five old beach ridges.

None of the houses overlapped, and the thin deposit of refuse in and
around them indicate a short period of occupancy, probably no more
than one season. Despite the size of the site there are no discernible dif-
ferences in age of the houses or the artifacts they contain. The houses
and 138 burials are those of a single culture period, exhibiting a “uniform
character . . . which ties not only all the houses but the houses and burials
into a single unit.”*

Ipiutak is not a part of the cultural continuum thus far described, the
series of related sequential cultures leading from Okvik-OBS to modern
Eskimo. Ipiutak was related in some manner to Okvik-OBS, as would be
expected of two roughly contemporaneous cultures in the same general
area, but there were also important differences between the two. Some
Ipiutak implements were identical with those of Okvik-OBS and others
are closely similar, but the bulk of Ipiutak artifacts have their own indi-
vidual stamp. The same is true of Ipiutak engraving.

The motifs of Ipiutak art were those of Okvik-OBS—circle and dot,
spurred circles, circular and oval panels, straight or curved lines, combina-
tions of light and heavy lines, broken lines, double lines, spurred lines,
jet inlays comparable to those of baleen and ivory in OBS—and some of
the most elaborate Ipiutak engravings closely resemble OBS style II. For
the most part, however, the decorative elements of Ipiutak are differently
arranged to form designs of a distinctive character which only in a gen-
eral way resemble Okvik-OBS.

The connections between the two cultures are shown in another way.
Winged objects, which were so characteristic of Okvik-OBS, were not
a part of Ipiutak culture. However, two fragments of these objects bear-
ing typical OBS ornamentation were found at Ipiutak. These and a few
other objects with Okvik and OBS decoration, including a typical Okvik
harpoon head, socket piece, and bird dart prong, are evidently relics of an
earlier period, indicating the prior existence of Okvik-OBS. In contrast,
no diagnostic Ipiutak artifacts have been found at Okvik-OBS sites.!®

Excavations by Soviet archaeologists in northeastern Siberia have re-
vealed quantities of richly decorated artifacts of the Okvik and Old
Bering Sea periods, especially harpoon heads and winged objects, but no
traces of Ipiutak. Instead, cultural resemblances between Ipiutak and the
Old World turn up far to the west of Bering Strait, in the Iron Age
cultures of northern Siberia and Europe. The most striking feature of
Ipiutak art is its bizarre ivory carvings—‘‘open work” objects resembling
pretzels, chains and link ornaments, non-functional swivels, and animal
figures, especially heads, often depicting fantastic rather than real animals
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9 HARPOON HEAD WITH
INSET BLADES

Walrus ivory and chert
11.9 (4 11/16) LONG
Old Bering Sea II
Excavated from the Northeast Beach

Cut at Kukulik, St. Lawrence

Island, by Otto W. Geist, 1935
University of Alaska Museum,

UA 72-49-2
In terms of both form and ornamenta-
tion, this is a good example of a har-
poon head belonging to the early part
of the Old Bering Sea phase of the
Eskimo tradition. The curvilinear
motif with a profusion of spurred
elements and broken lines indicate a
chronological placement in Collins’s
Old Bering Sea style II. The trifurcate
spur and double line holes would
suggest early style II, dating the
specimen at about 100 A.D.

J.C.
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10 HARPOON HEAD

Walrus ivory

11.95 (4 11/16) LONG

Old Bering Sea II

Museum purchase (in Seattle) by
Henry B. Collins, 1929
Smithsonian Institution, 348 123

The harpoon head with which Eskimos
capture the sea mammals on which
their livelihood depends is also a tool
that greatly aids the archaeologist in
his task of establishing regional
chronologies and tracing culture
change. The harpoon is a complex
implement, the component parts of
which vary from region to region and
from one time period to another. This
is especially true of the toggle harpoon
head, several examples of which are
shown here. These implements have
undergone continuous change from the
Okvik, Old Bering Sea, and Punuk
periods to modern times.

The oldest harpoon heads were
complicated and variable in form and
were decorated with the elaborate
designs of Okvik or Old Bering Sea art.

H.B.C.

(Nos. 19-29). As Larsen and Rainey have shown,'® these animal carv-
ings, especially of the bear and the mythological griffin, and the incised
ornamentation accompanying them, are very similar to the forms and de-
signs of Scytho-Siberian art of northern Siberia. Ipiutak art was intimately
connected with shamanism. The pretzellike carvings, swivels, and chains,
almost all of which were found with burials, were probably shamans’
regalia, the ivory equivalents of similar iron objects which Siberian
shamans attached to their skin garments.

The loon held a special interest for the Ipiutak Eskimos. Many of the
open work ivory objects and link ornaments found with burials were
carved in the form of a loon’s head. And in one of the Ipiutak burials,
that of a male skeleton with ivory and jet inset eyes, there was also the
skull of a loon equipped with the same artificial eyes of ivory and jet.
This is archaeological evidence of the special place the loon held in
northern folklore and religion. In American Indian and Siberian mythol-
ogy he was the creature, the earth-diver, who brought up bits of the
primordial ocean bottom to form the world. More specifically the loon
was the principal helping spirit or animal helper who conducted the
Siberian shaman on his journeys to the underworld; figures of loons were
one of the most frequent objects attached to the Siberian shaman’s robe,
and wooden carvings of loons were set up on posts over the shaman’s
grave.

The Ipiutak® burial of a man and a loon, both provided with perma-
nent eversceing eyes, might also be a reflection of the mythological
theme of the loon as a sight-restoring medium. A widespread myth
among northern Indians and Eskimos tells of a blind man who asks a
loon to restore his vision. This the loon does by diving repeatedly into
a lake with the blind man until the latter finally regains his full sight.
The Ipiutak burial of a man and loon, both with artificial eyes, suggests
an ancient belief in the loon not only as a companion in an underworld
flight but also as a creature who brings everlasting vision.2°

Perhaps the most spectacular works of art at Ipiutak are the strange
“masklike carvings” (No. 20). This and two more elaborate examples
consist of flat sections of ivory neatly fitted together to form the outline
of a human or human-animal face.2? They were found with burials and
had evidently been mounted on a wooden background, only traces of
which remain. There is a striking general resemblance between these
composite ivory carvings and composite “demon masks” found in tombs
at An-yang, the Shang dynasty capital in northern China.?? The ancient
Chinese masks were made of sections of marble and mother of pearl
forming the outline of a human-animal face with mouth, nose, eyes, eye-
brows, ears, and horns. They had been set in as inlays on a wooden
backing and placed in graves. These composite Chinese and Eskimo
masks, generally similar in form and identical in function, suggest that
cultural influences from ancient China had contributed to the formation
of the Ipiutak culture in Alaska.

The anomalous position of Ipiutak on the north coast of Alaska—as
the largest settlement known in the Arctic and yet something apart from



the cultural continuum that links northern Alaska with Canada and
Greenland—is counterbalanced by the many indications of cultural ties,
including art, between Ipiutak and southwest Alaska. As mentioned be-
fore, the primary basis of Eskimo culture in the Bering Sea coastal arca
from Norton Sound south to Bristol Bay is the Norton culture of western
and northern Alaska and the closely related Near Ipiutak, a culture stage
at Point Hope related to but earlier than Ipiutak. It is in Ipiutak proper,
however, that we find the closest parallels with modern Bering Sea art.
The geometric elements of modern Bering Sea art such as bands of en-
circling lines, circle and dot, circle at the end of a line, Y figures, and
spurred lines are clearly of Punuk origin. Representative motifs and carv-
ings of the Bering Sea area such as schematic human faces, eyes shown
as goggles, animal carvings, bird’s heads, and link ornaments are very
similar to those of Ipiutak.

SOUTH ALASKA South Alaska, the most densely populated area
of the far north in historic times, is also the area where prehistoric cul-
tures extend deepest into the past. People who could have been proto-
Aleut lived on Anangula Island in the Aleutians 8ooo years ago, and
archaeological sites on Kodiak Island and the Alaska Peninsula which
could have been those of proto-Eskimo people have been found dating
from 3500 to 2000 B.C. But these very early sites have yielded nothing
more than stone implements. Important as they are for showing continui-
ties, changes, and relationships in stone typologies, they tell us little of
the way of life and culture of these early peoples. For this we must rely
on excavations at later sites which reveal stages of culture demonstrably
ancestral to those of the present Eskimos and Aleuts.

Prehistoric Eskimo and Aleut culture in South Alaska is basically simi-
lar but in many ways very different from that of the north. The way of
life was the same—that of a hunting people utilizing the varied resources
of its environment, primarily those of the sea but also of the land. Yet
in their hunting practices, arts, and manufactures the southern EsKimos
and Aleuts developed their own distinctive patterns. Harpoon heads and
some other implement types were generally similar to those of the north
but fundamental differences appear in such features as killing whales
with a poisoned lance, the prevalence of barbed darts over toggle harpoon
heads, composite fish hooks and grooved stone sinkers, composite harpoon
heads and sockets, specialized forms of slate blades, and large round or
oval lamps. On the whole, there are greater differences between South
Alaska and Bering Strait than between Bering Strait and Greenland. In
contrast to this sharp distinction between South Alaskan cultures and
those of the Northern Maritime tradition at Bering Strait and the Arctic
coast, the southern cultures had distinct affinities with the Norton-Near
Ipiutak tradition of western and northern Alaska.

Cultural changes in South Alaska were less pronounced and less fre-
quent than in the north. Aigner has demonstrated changes in art and
bone artifacts over a long period of time at a single site in the Aleutians.??
But in general there is no record in South Alaska of continuous, wide-
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Walrus ivory

14.6 (5 3/4) LoNG

Old Bering Sea III, transitional from
Old Bering Sea II, of which
vestiges are apparent in the engraved
decoration

Collected in the Diomede Islands by
E. P. Herenden

Acquired for the Museum ethnology
collections, 1881

Smithsonian Institution, 46 374

Old Bering Sea style III was a simpli-
fication or adaptation of style II;
curved lines became more bold and
flowing, and were accompanied by
lightly incised and broken lines, for
contrast; circles became larger and
were usually slightly raised so as to
suggest the eyes of an animal. The
graceful, flowing ornamentation is ac-
centuated by the soft, rich shades of
cream, chocolate brown or almost
black which the ivory has assumed
through centuries of burial in the
frozen soil.

H.B.C.



14 ESKIMO

12 HARPOON HEAD

Walrus ivory

11.7 (4 19/32) LONG

Old Bering Sea III

Excavated from lower half of second
cut in South Midden, Cape Kialegak,
St. Lawrence Island, by Henry B.
Collins, 1929

Museum collection, 21 December 1929
Smithsonian Institution, 346 o6

spread change in which the art styles and implement types of one culture
lead directly to the next, as at Bering Strait. Consequently it is not pos-
sible usually to speak of South Alaskan art styles in relation to sharply
defined culture stages or sequences.

Frederica de Laguna’s excavations at Cook Inlet and Prince William
Sound have traced the development of the southernmost form of Eskimo
culture from around 7oo B.C. to the present.* Three culture periods,
called Kachemak Bay I, II, and III, were recognized in this area. Incised
ornamentation was rare, only an occasional artifact being decorated with
straight lines, spurred lines, or compass-made circles. A few human heads
and animal figures were skillfully carved in ivory. Stone plaques and
beach pebbles were engraved with fine line crosshatching, and pictographs
of red hematite were painted on cliff walls. Large stonc lamps with a
human or animal figure carved in high relief inside the bowl were the
most notable feature of Pacific Eskimo art (No. 45). Artificial bone eyes
found in the eye sockets of skeletons afford a direct parallel with Ipiutak.

Hrdli¢ka’s excavations on Kodiak Island, and Heizer’s detailed descrip-
tion of the artifacts,? give a full picture of prehistoric Eskimo culture in
this area in the 1st millennium A.D. Handsomely carved and decorated
stone lamps are perhaps the most characteristic feature of Kodiak culture.
Most are oval or petaloid in shape, many with incised or relief decoration
on the rims, sides and bottoms but especially on the inside of the bowl.
The decoration takes the form of stylized animal heads, sunken or raised
areas in the shape of an arc or circle, whale flukes, a median ridge or de-
pression, or two rounded knobs suggestive of female breasts (No. 44).

Art of quite another kind is seen in crude designs representing conven-
tionalized human figures engraved on flat slate beach pebbles.?¢ Found
in great numbers on Kodiak, these incised pebbles have only the merest
suggestion of a human face—a Y-like figure with drooping ends repre-
senting the nose and eyebrows rising from several short horizontal lines
forming the mouth. In the most typical examples there is also the sug-
gestion of a beard, rather explicit rendering of beaded hair ornaments,
and lines and figures of many kinds representing clothing. Careless and
disorderly as they are, these scratchy designs can be seen to represent the
elaborate hair ornaments and decorated skin and feather clothing worn
by the early Kodiak Islanders.?” The constant feature of these engravings
—the stylized human face—occurs also in rock paintings in Prince
William Sound and the Northwest Coast, and they also recall the sche-
matic human faces of Ipiutak.

In striking contrast to these crude engravings, which are no more than
stylized graffiti, are a number of small human and animal figures skillfully
carved in ivory and bone. A small ivory bear (No. 42) is an example of
sculptural abstraction, while another small carving (No. 46) portrays
realistically the placid features of an Eskimo woman.The ivory carving
shown as No. 47 is a miniature mask, with four holes for cord attach-
ments. Its squarish, almost realistic features approach those of two other
Kodiak heads that are true portrait carvings, the finest examples of real-
istic Eskimo sculpture known.2®



At the mouth of the Kuskokwim, Larsen (1950) discovered sites of
what is now called the Norton culture, closely related to Near Ipiutak.
A stone lamp from one of these sites illustrates the relationship, pre-
viously mentioned, between Norton-Near Ipiutak and modern Eskimo
culture in the Bering Sea region. On the bottom of the lamp was incised
a schematic human face with short line tattoo marks like those on sche-
matic faces at Ipiutak. The nose was formed by another Ipiutak design—
a straight vertical line flanked by two opposed arc-shaped lines with ends
pointing outward. This design, used alone, is frequently incised on the
inside of pottery lamps of the modern Bering Sea Eskimos, where it may
be a female sex symbol.

In the Aleutian Islands the excavations of Jochelson (1925), Hrdlicka
(1945), Laughlin (1952, 1958, 1966), Spaulding (1962), and Bank
(1953) have revealed the prehistoric patterns of Aleut culture. The early
Aleuts, unlike the northern Eskimos, rarely decorated their bone and
ivory artifacts. Almost every harpoon head and hundreds of other artifacts
made by the Okvik, Old Bering Sea, and Ipiutak Eskimos were decorated
in their respective styles of engraving. But of the thousands of bone and
ivory artifacts that have been excavated in the Aleutians only a very small
percentage are decorated. This is true of.South Alaska in general. The
carly Aleuts and southern Eskimos, like those of later times, applied their
artistic skills mainly to wood carving and painting, weaving, and basketry:
perishable materials which, except in dry burial caves in the Aleutians,
have not been preserved.

The fourteen large and fifty-five smaller islands of the Aleutian chain,
extending some goo miles westward from the Alaska Peninsula, had a
dense population, estimated at around 20,000, when discovered by the
Russians in 1741. Almost every island was inhabited, with thirty-one
villages reported on Agattu, thirteen on Unalaska and many more on the
other islands. Judging from the large number of old village sites the Aleut
population was equally dense in prehistoric times. In an area as large as
this, some degree of cultural diversity is to be expected. The prehistoric
Aleutian sites cover a time span of over 3500 years. One of them, Cha-
luka on Umnak Island, was occupied throughout this period, others are
known to overlap in age and still others represent some particular more
limited period. There are clear indications of regional differences in pre-
historic Aleutian culture, but these have not been elucidated by island-
by-island comparisons, and only one local sequence, that established by
Laughlin and his coworkers on Umnak Island, has been traced in detail 2

Quimby postulated three periods of prehistoric Aleutian art on the
basis of artifacts excavated on Amaknak Island, near Unalaska.?® The
earliest style consisted of vertical arrangements of X's, short cross lines,
and slanting lines deeply incised on barbed projectiles. These designs are
generally similar to those of the Dorset culture of the eastern Arctic. Also
present was the simple Okvik motif of pairs of short parallel horizontal
lines. Later motifs included nucleated circles and long closely-spaced
vertical lines with neatly arranged inward pointing triangular spurs, usually
in groups of three. These long lines with inner spurs are very similar to
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Walrus ivory
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Old Bering Sea 11

Discovered on St. Lawrence Island,
October 1972

Museum purchase, 1972
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14 WINGED OBJECT

Walrus ivory, some lines re-engraved
17.3 (6 3/4) LONG

Old Bering Sea II and III

Collected on St. Lawrence Island by
Grace M. Crosson, 1952—55

Gift of Helen Hartigan, in memory of
Miss Crosson

Alaska State Museum, II-A-3757

Paralleling the developmental changes
in harpoon heads were those that
occurred in ivory carvings referred to
as “‘winged objects.” These curious
objects are found in large numbers at
prehistoric Eskimo sites in Alaska and
Siberia but are unknown elsewhere in
the Arctic. They were probably at-
tached to the butt end of a harpoon
propelled by a throwing board, to act
as a “wing” and provide a counter-
weight for the heavy toggle head and
socket at the fore end. Beginning in
Okvik as a small winged form, they
developed, as in this piece, into a
larger, more graceful butterfly shape.
In the early Punuk stage the wings
became narrower and inclined upward
instead of outward, gradually assuming
the form of a trident. This in turn
developed into the “turreted” form of
late Punuk (see No. 18).

H.B.C.

those of Okvik sub-Style C. Another parallel with Dorset art is a human
head carved above the tang of barbed harpoon heads and sockets, com-
parable to similar heads on Dorset toggle harpoon heads. A characteristic
feature of late prehistoric Aleutian art, found at several sites, is a pro-
liferation of very small compass-made circles.

Aigner’s careful analysis of the bone artifacts from the deep Chaluka
midden on Umnak Island revealed four main cultural units or levels
radiocarbon dated from 1700 B.C. to 1700 A.D.3! The art sequence
differed from that just described, indicating not only an age difference
but probably also inherent cultural differences between the two sites.

Arts of the Modern Alaskan Eskimos

SINCE Western civilization came to them late, the Bering Sea Eskimos
maintained their original way of life up to the last quarter of the
19th century, longer than any other Eskimos in Alaska. When E. W,
Nelson arrived at St. Michael, Norton Sound, in June 1877 to take up
his duties as weather observer with the U. S. Signal Corps, the Bering
Sea Eskimos were still holding their elaborate mask festivals. Many of
the masks and other works of Eskimo art in this exhibition were collected
by Nelson during the four years he lived and traveled in Alaska.??

MASKS The elaborately carved and painted masks of the lower Yukon
and adjacent areas of Alaska represent one of the highest achievements
of Eskimo art. Better than any other class of objects they display not
only the technical virtuosity and high artistic skills of these gifted people
but also provide insight into their religious beliefs and conceptions of the
universe.

The masks were usually made by shamans or by carvers working under
their direction, and were worn by dancers in elaborate winter ceremonials
such as the Messenger Feast and the Bladder Festival. Essentially the
masks represent spirits—the spirits or souls (inua) of animals, those of
the shaman’s spirit helpers or of creatures he has seen in visions or on
his visits to the spirit world; other masks represented the spirits of deities
such as the Sun and Moon, or of inanimate objects or places. The pur-
pose of the masks was cither apotropaic—to exorcise evil spirits and ward
off misfortune of any kind that threatened the community—or to honor
and appeasc the souls of game animals that had been killed, thus insuring
a plentiful supply of food in the future.

front



In revealing the visage of the fantastic creatures inhabiting the spirit
world to which only he had access, the shaman drew upon his imagina-
tive powers to produce plastic images of life forms as different as possible
from those of the existing world. His aim was to carve a human or animal
face, recognizable as such, but whose features were so unreal and dis-
torted as to excite awe and amazement at his ability to see and control
such strange beings. Some Bering Sea masks showed a naturalistic human
face with only a few whimsical features added. Most, however, were gro-
tesque in the extreme—surreal creations with eyes that did not match,
one eye replaced by an entire small face (No. 171), superimposed animals
or animal heads, and every conceivable distortion of mouth, nose, face,
and head. Several examples of these highly imaginative and complex
Bering Sea masks are included in this exhibition.

Masks were worn only by men. Their dance movements were rapid
and vigorous as they jumped and stamped the floor in time to the drum
beats and singing. Women used finger masks (Sheldon Jackson, II F.
2 AB)—small wooden disks with holes for the fingers and decorated with
feathers. Their dance movements were extremely graceful and restrained.
In some dances the women formed a chorus line, sitting in a row swaying
their bodies and moving their arms in perfect unison. When they danced
standing, their feet never left the floor, only the arms and upper part of
the body moving rhythmically to the accompaniment of the music.

Almost all masks were painted, either in white or soft shades of green
and grayish blue, or in bolder tones of red and black to accentuate se-
lected features or areas. Narrow hoops of wood or willow root often en-
circled the face, and attached to these or to the face itself were various
kinds of appendages—feathers, wooden figures of birds, fishes, or mam-
mals, and human hands, arms, and legs. Many masks had rows of feathers
or a halolike fringe of caribou hair surrounding the face. Some masks had
movable covers or doors that would swing open to reveal the inua of the
animal it represented. A mask showing a human face inside a bird’s
mouth (No. 165) illustrates the Eskimos’ belief in an original close kin-
ship between men and animals. In ancient times, it was believed, a bird
or mammal could be transformed into a man by lifting up its beak or
muzzle, revealing his human face.

Masks of the northern Eskimos were less omate in form; they were
painted more simply and lacked the elaborate appendages of the Bering
Sea masks.3® Many had no paint or attachments at all. Some Point Hope
masks are plain and portraitlike (No. 137); in others bold relief carving
and distortion of selected facial areas achieve a restrained, abstract sculp-
tural quality not usually seen in the south. In one old mask from Point
Hope an abstract representation of a human face was produced by five
deep, bold, slanting incisions and three down-slanting perforations for
eyes and mouth. Another mask from the Arctic coast (No. 134) is similar
but has round and bulbous eyes.

At the southemn margin of Eskimo territory, Prince William Sound,
some masks were unpainted, abstract, and stylized, the constant features
being a prominent wedge-shaped nose, very high forehead, heavy over-
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Walrus ivory

12.1 (4 3/4) LONG

Old Bering Sea II, with traces of
transition to Old Bering Sea III

Discovered at Kialegak, near Southeast
Cape, St. Lawrence Island, 194s;
purchased from the native store, 1946,
by Mrs. Alice Green

Sheldon Jackson Museum, I1.Z.29

This richly decorated example carries
elaborate patterns of engraving which
were asymmetrical across the two sides
on both front and back; the smaller
rear side is reminiscent of some aspects
of Ipiutak engraving (see No. 19).
The exterior contours of this piece
show considerable signs of modern
reshaping and regularization, and the
high polish is in part a later addition;
but the quality of the engraving makes
it a beautiful specimen.

C.D.L.
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Walrus ivory with composite inlays

20.3 (8) Lowne

Old Bering Sea III

Collected by Captain Joe Bernard
C. 19og—10?

University Museum, Philadelphia,
NA/4245

This harpoon tailpiece rivals a com-
parable example in the Smithsonian
Institution, as the most perfect repre-
sentative of its type. Delicately en-

graved with a curvilinear interlace
pattern on the front, its decoration

changes to a stylized winged figure in low
relief with a prominently sculptured
face and head, on the reverse.

C.D. L.

hanging eyebrows and a wide V-shaped slit for the mouth (Nos. 141,
144). Others had similar features but were painted and had encircling
hoops to which feathers were attached (No. 142).

Some Kodiak masks resembled these in facial structure and also had
surrounding hoops and feather and wooden attachments.

Early Aleutian dance masks illustrated by Sauer were completely or
almost realistic, showing beard, mustache, and pendant beaded orna-
ments.®* Entirely different from these are the strange masks from Aleu-
tian burial caves described by Pinart and Dall.?s Their most conspicuous
features are an enormous nose, high forehead, prominent chin and wide
mouth (No. 53). Eyes are in the form of an incised circle or a slit. An
interesting feature, almost never seen on Eskimo masks, was a prominent
circle, spiral, or rectangular or circular design painted in red or green on
the forehead between the eyebrows. Spiral designs were incised or painted
in soft green on the forehead, above the nostrils, and on the checks. In
some cases a narrow incised panel, enclosing round, triangular, or dia-
mond-shaped designs, ascended from the edge of the mouth toward the
eyebrow. The painted designs and structural features of these masks are
unique, in no way resembling the dance masks of the Aleuts and Eskimos.
The artists’ intention seems to have been to depict a ferocious but purely
human face, quite unlike the grotesque, fanciful, or humorous faces on’
Eskimo masks. In a way these Aleutian mortuary masks recall fierce-
visaged Japanese temple guardians or the terrifying face masks worn by
Japanese warriors.

There is nothing in the archaeological record to indicate that masks
were used by the earliest Eskimos. They are conspicuously absent at
Okvik, Old Bering Sea, and Punuk sites on St. Lawrence Island where
wooden objects are found in abundance, preserved by the frozen soil. The
evidence is less conclusive for Ipiutak and Norton culture sites, where
few wooden objects have been preserved. Parts of three wooden masks
found at Kurigitavik, the Thule-Punuk site at Wales, show that masks
were used, though probably rarely, in prehistoric times.

IVORY AND WOOD CARVING The Alaskan Eskimos display
a skill in ivory carving and decoration uncqualed in the Arctic. This is
shown by an endless variety of objects such as earrings, hair ornaments,
belt fasteners, and combs; of objects connected with sewing—needle
cases, thimble holders, bodkins, and work bag fasteners; of tools and
implements such as bucket and box handles, skin scrapers, arrowshaft
straighteners, harpoon sockets, drag handles, harpoon rests, fish lures,
toggles; and snuff tubes, pipes, dolls and small human and animal figures
(Nos. 86-107). Objects such as these are much more characteristic of
modern than of prehistoric Eskimo culture, although the prototypes of
many of them are to be found in Okvik-Old Bering Sea, Punuk, and




Ipiutak. As mentioned before, the Punuk culture was the source of the
geometric ornamentation applied to objects of this kind, while certain
representative motifs were derived from Ipiutak.

The Bering Sea and Pacific Eskimos were noted for the excellence of
their wooden bowls and containers: food bowls, trays, ladles and spoons;
boxes of various shapes and sizes with neatly fitting lids for holding tools
and trinkets, snuff, tobacco, and paint. Other skillfully made wooden ob-
jects were hunting helmets and visors, snow goggles, and painted boat
paddles.

Some bowls were carved in one piece but most of them had a separate
concave bottom and sides made of a strip of wood that had been steamed,
bent into shape and neatly pegged together where the ends overlapped.
Many of the wooden containers were made in the shape of an animal
and embellished with bead and ivory inlays. These handsomely carved
wooden utensils are another example of the superior artistic achievement
of the modern Eskimos as compared with those of prehistoric times. No
small containers such as these, and no composite wooden vessels have
been found at prehistoric sites. The Okvik, Old Bering Sea, and Punuk
Eskimos made composite utensils of the same type but they had flat
wooden bottoms and sides of baleen. Only the ivory handles of these
baleen vessels were decorated, never the vessels themselves.

Most of the wooden objects made by the Bering Sea Eskimos, espe-
cially bowls and ladles, were painted red; many also had figures of game
animals or mythological creatures painted in black on the inside. A favor-
ite motif on bowls and ladles was the palraiyuk, a fabulous man-eating
monster resembling an alligator or dragon. A representation of this crea-
ture, painted on a wooden bowl, is shown in No. 113.

CLOTHING AND WEAVING The skin garments of the Eski.
mos are tailored with utmost skill and often tastefully decorated with
inset bands, hems, and tassels. A waterproof garment called a kamleika
was made from long ribbonlike strips of seal intestines. These were sewn
together in horizontal bands and decorated at the seams with tufts of
feathers or other material. A garment of this kind from St. Lawrence
Island (No. 82) is decorated at the seams with feathered crests of the
crested auklet.

The most elaborately decorated clothing was that of the Pacific Eskimos
and Aleuts. Their parkas, made from the skins of cormorants, pufins and
other sea birds and of various kinds of mammals, were embellished with
strips and tassels of colored leather, ermine and sea otter fur, eagle down,
cloth, and beads.

On Kodiak Island the men wore conical basketry hats, woven from
strips of spruce root. They were richly ornamented with painted designs,
dentalium, white and colored beads, and bunches of sea lion whiskers.
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Fossil ivory
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Early Punuk, showing elements of

transition from Old Bering Sea III

Museum of the American Indian,

Heye Foundation, 3/2523 front
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Fossil ivory

7 (2 3/4) wibE

Late Punuk

Excavated at Kukulik, St. Lawrence
Island, by Otto W. Geist
Museum collection, 1931
University of Alaska Museum,

1-1931-975

South of Bering Strait, Eskimo men wore wooden visors and conical
helmets to protect their eyes from the glare of the sun when hunting at
sea. The conical helmets were made from a single piece of driftwood
scraped thin, bent around and sewed together at the back. Some were
painted white or red with a cluster of feathers at the back; other decora-
tive features were flat ivory attachments in the form of a long-beaked
bird’s head and narrow ivory panels, carved with openwork circular figures,
rising horizontally on either side of the hat.

The most elaborate hunting helmets were those of the Kodiak Eskimos
and Aleuts. The Aleutian helmets had long visors that projected far in
front of the hunter’s face. The back was nearly vertical and the stitches
that bound the ends together were covered by a long narrow ivory band,
at the top of which was a hollow enlargement that fitted over the pointed
crown of the hat. Surface omamentation consisted of painted designs:
encircling bands of black, red, and greenish blue, bold spirals, and real-
istic igures of men and animals. Carved ivory figures of birds, mammals,
and humans, and clusters of large glass beads were attached to the top
and sides; a row of sea lion whiskers, strung with beads and feathers,
projected from the rear (No. 64).

A constant feature of the Aleutian helmet was a flat ivory plaque on
either side, the upper end round and carved in the form of a scroll, the
lower end tapering like a bird’s beak. These plaques, decorated with a
wide variety of circular motifs, have been interpreted as conventionalized
figures of the long-beaked bird’s heads on Eskimo hunting helmets. An
alternative explanation, one that conforms with the known tendency of
the Eskimo artist to give life meaning to preexisting conventional forms,
would be that the simpler Eskimo helmet ornament was a later adapta-
tion. It could have been a copy of the original Aleutian ornament with
the scroll replaced by an incised concentric circle with inner dot re-
sembling a bird’s eye; at the same time the narrow tapering end was
divided into two halves, giving the whole ornament the appearance of a
bird’s head.

Eskimo women in the Bering Sea area made a wide variety of woven
grass mats and bags. Their baskets, usually with a flat or conical lid, were
neatly made by the coiling method (Nos. 110, 111).

The Aleuts and Pacific Eskimos excelled all others in weaving and
basketry. Beautifully woven and decorated mats served as bed covers,
screens, and other household furnishings, and many kinds of bags and
containers were made of woven grass and other fibers. The tightly woven
baskets of this area are among the finest in aboriginal America. Most
beautiful of all were those of the western Aleutian Islands; from the silky
fibers of a beach grass (Elymus mollis), the women wove baskets which
for technical perfection and elegance have no equal anywhere (Nos.
55-57)-

Aleut women also made basketlike containers from strips of seal in-
testine, scraped very thin until they were translucent. They were tastefully
decorated at the seams with tufts of downy feathers and colored yarn
(Nos. 58-60).



PICTOGRAPHIC ART About 200 years ago a new Alaskan art
style—small pictorial engravings on ivory—appeared suddenly around
Bering Strait. It consisted of small silhouette engravings that illustrated
every aspect of Eskimo life: men in skin boats harpooning whales and
walrus, caribou being shot with bow and arrow, men driving dog sleds,
hunters creeping up on basking seals or spearing them at their breathing
hole, masked men dancing, or men wrestling, running foot races, or fight-
ing with bow and arrows. Many of the engravings show the Eskimo winter
house with smoke rising from the roof, elevated caches, summer tents,
fish drying on racks, and fish nets stretched out for drying. Those show-
ing sailing vessels and Eskimo hunters with firearms can be dated after
1848, when the first American whaling vessel passed through Bering
Strait.

Some of the engravings are supposed to represent hunting tallies—
rows of caribou, seals, walrus, whales, bears, wolves, whale flukes or the
stretched out skins of game animals—showing the number of animals a
man had killed. The rows of animals often form undulating, rhythmical
patterns, showing that the artist was concerned with achieving an aes-
thetic, ornamental effect as well as recording his prowess as a hunter
(Nos. 120-127).

Sea monsters and other mythological creatures were among the forms
of life depicted in the engravings. A hunting tally (No. 123) records not
the number of whales or walrus a man had killed; it commemorates a
more heroic feat, showing eight dead sea monsters, lying on their backs
with their multiple legs in the air.

Alaskan pictorial art was narrowly restricted in its range. It was pro-
duced only at Bering Strait and the coastal areas immediately adjacent,
from Norton Sound northward to Kotzebue Sound. It had its greatest
vogue in the second half of the 19th century, after the arrival of Ameri-
can whalers in 1848. However, a few examples excavated from late Thule
sites in the Canadian Arctic, and others from Thule-Punuk sites in Alaska,
show that it was a truly aboriginal art style that originated around Bering
Strait in late prehistoric times.

Five of the seven Alaskan pieces were excavated at the Thule-Punuk
site, Kurigitavik, and another midden at Cape Prince of Wales, where a
total of 126 decorated objects were found. These few realistic engravings
from Wales and the geometric ornamentation with which they were as-
sociated provide, I believe, an answer to the question of the origin of
Eskimo pictographic art.

The Wales engravings are quite simple; most of them were attached
to a base line, others were free-standing. They were not engraved on drill
bows but on a wrist guard, adz handle, blubber pounder, a two-pronged
grass comb or shredder, and an unidentified object. The practice of en-
graving the designs on long objects such as drill bows and bag handles
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Walrus ivory

26.9 (10 19/32) LONG (approximately
1 cm. lost from excavated length by
curvature due to drying)

Ipiutak

Excavated from burial in prehistoric
village site at Ipiutak, near Point
Hope, by Froelich Rainey, 1940

Museum collection, 1940

American Museum of Natural History,
60.1-7702

The most remarkable and most
puzzling of all prehistoric Eskimo
cultures is the Ipiutak, which flourished
on the Arctic coast of Alaska around
the 4th century A.D. Only a little later
than Old Bering Sea, it was closely
related to the latter, sharing its basic
art motifs and many other features.
Yet in other respects Ipiutak was quite
different; it possessed a wealth of
curious ivory carvings unknown to
other Eskimos.

H.B.C.
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Ipiutak

Discovered in prehistoric village site at
Ipiutak, near Point Hope

National Museum of Man, Ottawa,
IX-F-9913

Engraved with shallow cavities, this

unpublished piece is simpler and more

abstract in shape and decoration than

its more elaborate related example, on

permanent exhibition at the American

Museum of Natural History (fig. b).

C.D. L.

came later, probably in the 17th or 18th century. The prehistoric Wales
engravings included the figure of a man standing with upraised arms, his
torso a large crosshatched triangle; another man of the same shape stands
with bow and arrows beside a caribou; four men in a umiak harpooning
a whale; two men dancing; and in the most elaborate example, a man in
a kayak with his upraised hands attached to a long border line, two polar
bears whose legs are short vertical lines (spurs) attached to the same line,
and two men in kayaks throwing bird spears at a loon. The simplicity of
these few forms is in striking contrast to the complexity and variability
of the geometric ornamentation on many other artifacts.

The relatively complex and highly variable geometric art at Wales, its
mutability, and the tendency for the designs to take on the appearance
of realistic art, seem to represent the late prehistoric formal background
from which Eskimo pictorial art emerged. Examples are bold Y figures
becoming thickened to look exactly like whale flukes, attached to a base
line; smaller Y’s with a dot at the top converting them into something
like a simple schematic figure of a man with upraised arms; inverted tri-
angles with a short line ending in a dot rising from the broad upper end
and upraised projections like arms extending from the corners, giving the
geometric motif a distinctly human form. Neatly incised hatchured tri-
angles were a favorite motif, the larger ones having the exact shape of
the hatchured triangles forming the torsos of some of the incised human
figures.

A few other objects have triangular spurs rising from a base line along
with carefully formed designs suggestive of houses and swimming birds.
The two Wales sites represent a period within the time span of the Thule
and Punuk cultures when non-representative art was highly variable and
experimental. When we see that some of the strictly geometric motifs
were altered in such a way as to suggest if not actually portray a life
form, and when some of the actual pictographs have the shape of pre-
vailing geometric elements, it seems probable that Eskimo pictographic
art came into existence at this time, and in this area, as an outgrowth
of geometric ornamentation.

Pictographic art epitomizes the history of the north Alaskan Eskimos
during the 1gth century—first the hunting of sea mammals with har-
poons and caribou with bow and arrow, then the arrival of the white man
in his three-masted ships, bringing firearms, then Lapp herders and do-
mesticated reindeer. The pictorial record did not end here. In the last
decades of the 1gth century the engraved figures became thicker and
heavier, a style that Dorothy Jean Ray, who has traced the development
of Eskimo pictorial art, calls modified engraving style.3¢

In the 18gos the art underwent a more profound change. The figures,
engraved mostly on cribbage boards and entire walrus tusks, became fully
pictorial. Human figures, which had been shown earlier as no more than
a line or a thickened body with straight lines for arms and legs were fully
clothed fine line etchings of real Eskimos. Humans, animals, sea ice and
landscapes were shown in perspective with delicate shading, representa-
tion of animals, ice floes, mountains and other land forms. While these



scenes were being engraved on walrus ivory; similar scenes, far more
complete in detail, were being produced in a wholly new medium—paper,
pen and ink and watercolors provided by teachers in the newly-established
government schools. While many of the ivory engravings of this period
are to be found in museums and private collections, few of the water-
color and pen and ink sketches have been preserved. George E. Phebus’
recent book Alaskan Eskimo Life in the 189os as Sketched by Native
Artists (1972) describes the only known remaining collection of these
watercolors and drawings, the last authentic, traditional works of art by
the Alaskan Eskimos.

1. The Aleutian language is externally so different from Eskimo that for many years its
relationship to the latter was not recognized. Later studies have shown however that
Eskimo and Aleut are members of the same linguistic stock, now called Eskaleut. In
physical type and culture the Aleuts’ basic affinity with Eskimo is more readily apparent;
they exhibit facial, cranial, and bodily characteristics that are essentially Eskimo, just
as their skin boats, clothing, weapons and utensils correspond in a general way with
those of other Eskimos.

2. The Kotzebue sequence did not depend on vertical stratigraphy, that is, cultural ma-
terials of different ages found superimposed in deep long-occupied middens as at Bering
Strait, but on individual house ruins and camp sites scattered over the surface of a long
succession of old beach ridges. The eight cultures found on the old beaches included
two that were new to Eskimo archaeology—Choris, radiocarbon dated at 1000 B.C. and
Old Whaling, 1800 B.C. The oldest culture on the Kotzebue beaches was the Denbigh
Flint Complex (3000 B.C.), which Giddings had first discovered at Cape Denbigh on
Norton Sound, and which is now generally regarded as a stage of culture directly ances-
tral to Eskimo. The older cultures of the Kotzebue sequence are of primary importance
for Eskimo archaeology, but they left very little in the way of art.

. Froelich G. Rainey, Eskimo Prehistory: The Okvik Site on the Punuk Islands, Anthro-
pological Papers, American Museum of Natural History, 37, (New York, 1941), part 4.
It has also been found at the oldest of five prehistoric sites at Gambell on the west end
of St. Lawrence Island (Collins 1937), on Little Diomede Island in Bering Strait, at
Point Hope on the Arctic coast (Larsen and Rainey 1948), and on the northeast coast
of Siberia (Rudenko 1961; Aroutiounov and Sergheev 1969). A deeply patinated arti-
fact with Okvik decoration found at an old site near Kuskokwim Bay could indicate the
existence of the Okvik culture in southwest Alaska (Collins 1959).

@

4. Henry B. Collins, Archaeology of St. Lawrence Island, Alaska, Smithsonian Miscellaneous
Collections, 96, (Washington, D.C,, 1937), no. 1, pl. 12, 12; pl. 14, 3—5; p. 53; Rainey,
Eskimo Prehistory, fig. 24, 5, 6; fig. 25, 1~4; S. A. Aroutiounov and D. A. Sergheev,
Ancient Culture of the Asiatic Eskimos, (Moscow, 1969), (in Russian), figs. 98-100.

5. Rainey, Eskimo Prehistory, fig. 27; Henry B. Collins, “The Okvik Figurine: Madonna or
Bear Mother?,” Folk, Dansk Etnografisk Tidsskrift, 11—12, (Copenhagen, 1969/70), pp.
125-32.

6. Henry B. Collins, ‘“The Arctic and Sub-Arctic,” in Prehistoric Man in the New World,
ed. Jesse D. Jennings and Edward Norbeck, (University of Chicago Press, 1964), pp.
85-114.

7. Collins, St. Lawrence Island. At the next oldest site, a large midden called Miyowagh,
no examples of Okvik art were found. Of the seventy-two objects bearing Old Bering
Sea decoration at Miyowagh almost half were OBS style II, the others being what I
have called OBS style I1I. The stratigraphic evidence suggested but did not conclusively
prove priority for style II. The assumption of an age difference rests mainly on stylistic
evidence.

8. Collins, St. Lawrence Island.

9. The source of the metal was undoubtedly Siberia. Iron had been in use in China and
central Asia for many centuries, and from references in Chinese literature it is known
to have been in the possession of barbarian tribes of eastern Asia north of Korea in the
second century A.D. There was thus ample opportunity for small quantities of iron to
have reached Bering Strait a thousand years ago.

10. Henry B. Collins, “Eskimo Cultures,” Encyclopedia of World Art, 5, (New York:
McGraw-Hill Book Co. Inc., 1962), cols. 1—28.
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24 ESKIMO

21 ORNAMENTAL COMB
Walrus ivory
26.4 (10 3/8) Lowne
Ipiutak
Discovered at Point Spencer,

Seward Peninsula
University of Alaska Museum,

UA 72-49-1
Both the type of artifact and its
artistic style place it within the Ipiutak
phase of the Eskimo tradition—about
1600 years ago. The main figure is
that of a bear with its head between
its paws, although there are four sub-
sidiary visages, one of which may also
be a bear—looking at the main figure
upside down. The others are inter-
preted as seals. The use of this artifact
is unknown. Two others were found at
Point Hope, where the Ipiutak phase
was first discovered. These were simply
described as rakelike implements. Dr.
Helge Larsen of the Danish National
Museum has hypothesized that it is a
comb for use in cleaning a bear skin
preparatory to certain ceremonies.

Hlustrated in color
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32.

Ford found that Birnirk had seventy-five traits in common with these cultures and only
twelve with the geographically closer Ipiutak culture at Point Hope. As shown by its
implement typology Birnirk was an outgrowth of Okvik-OBS, but the sequential develop-
ment cannot be traced in detail. This probably occurred in northeastern Siberia where
Okvik, OBS, and Birnirk materials are found in abundance.

Henry B. Collins, Outline of Eskimo Prehistory, Smithsonian Miscellaneous Collections,
100, (Washington, D.C., 1940), pp. 533-92.

Collins, St. Lawrence Island, pl. 15, 1; pl. 17, 3.

William E. Taylor, Jr., “Hypothesis on the Origin of the Canadian Thule Culture,”
American Antiquity, 28, no. 4, (1963), pp. 456-64.

J. Louis Giddings, The Archaeology of Cape Denbigh, (Providence: Brown University
Press, 1964).

Giddings, Cape Denbigh, p. 118.

Helge Larsen and Froelich Rainey, Ipiutak and the Arctic Whale Hunting Culture,
Anthropological Papers, American Museum of Natural History, 42, (New York, 1948),
p. 162.

Basic differences between the two cultures are shown by the complete absence at Ipiutak
of such typical western Eskimo features as rubbed slate implements, lamps, pottery, bow
drills, and implements connected with whale hunting. However, the absence of these
features at Ipiutak has no chronological significance, for an earlier stage of culture at
Point Hope, called Near Ipiutak, had slate implements, lamps, pottery, and whaling har-
poon heads. In one respect—its stone typology—Ipiutak is an example of a culture of
no great antiquity that had perpetuated a much more ancient pattern of culture. Its
chipped stone implements were undoubtedly derived from the soco year-old Denbigh
Flint complex and are also very similar in form to those from early Neolithic sites
around Lake Baikal in Siberia. Moreover, some of the most characteristic Ipiutak imple-
ments—side-bladed arrows and lances—are directly comparable to those of the Siberian
Neolithic and European Mesolithic.

Larsen and Rainey, Arctic Whale Hunting Culture.

In addition to ivory eyes some of the Ipiutak burials had ivory nose plugs and mouth
covers, a mortuary practice suggestive of the ancient Chinese custom of closing the body
openings with plugs and covers of jade; some Siberian tribes had a similar custom
(Larsen and Rainey 1948: 120, 158).

Larsen and Rainey, Arctic Whale Hunting Culture, pls. 54, 55.

Henry B. Collins, “Composite Masks: Chinese and Eskimo,” Anthropologica, n.s., 11,
nos. 1-2, (1971), pp. 271-78.

J. S. Aigner, “Bone Tools and Decorative Motifs from Chaluka, Umnak Island,” Arctic
Anthropology, 3, no. 2, (1966), pp. 57-83.

Frederica de Laguna, The Archaeology of Cook Inlet, Alaska, (Philadelphia: University
Museum, 1934); Frederica de Laguna, Chugach Prehistory: The Archaeology of Prince
William Sound, Alaska, (Seattle: University of Washington Press, 1956).

. Robert F. Heizer, Archaeology of the Uyak Site, Kodiak Island, Alaska, Anthropological

Records, University of Alaska, 17, (1956), no. 1.
Heizer, Uyak Site, fig. 31; Donald W. Clark, “Incised Figurine Tablets from Kodiak,
Alaska,” Arctic Anthropology, z, (1964), no. 1, pp. 118-34.

E. L. Keithan, “About Slate Figurines,” American Antiquity, 19, (1953), no. 1, p. 81;
K. Birket-Smith, Early Collections from the Pacific Eskimo, Nationalmuseets Skrifter,
Ethnografisk Rackke (Copenhagen), 1, (1941).

Heizer, Uyak Site, pl. 84, b, e.

Ecology, and Anthropology,” Arctic Anthropology, 3, (1966), no. 2, pp. 1-211.

George I. Quimby, “Periods of Prehistoric Art in the Aleutian Islands,” American An-
tiquity, 11, (1945), no. 2, pp. 76—9; George 1. Quimby, “Prehistoric Art of the Aleutian
Islands,” Fieldiana: Anthropology, 36, no. 4, (Chicago: Natural History Museum, 1948),
pp- 7792

Aigner, “Bone Tools and Decorative Motifs.”

E. W. Nelson, The Eskimo About Bering Strait, Smithsonian Institution, Bureau of
American Ethnology, 18th Annual Report, (Washington, D.C., 1899).

. James W. VanStone, “Masks of the Point Hope Eskimo,” Anthropos: International Re-

view of Ethnology and Linguistics, (Fribourg, Switzerland, 63/64, (1968/69), pp.
828—40.
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35.

36.

Martin Sauer, An Account of a Geographical and Astronomical Expedition to the North-
ern Parts of Russia . . . performed by Commodore Joseph Billings in the Years 1785—
1794, (London, 1802).

A. L. Pinart, La Caverne d’Aknanh, Ile d'Ounga (Archipel Shumagin, Alaska), (Paris,
1875); William H. Dall, On the Remains of Later Pre-Historic Man Obtained from
Caves . . . of the Aleutian Islands, Smithsonian Contributions to Knowledge, no. 318,
(Washington, D.C., 1878).

Dorothy Jean Ray, Graphic Arts of the Alaskan Eskimo, Indian Arts and Crafts Board,
U.S. Department of the Interior, (Washington, D.C., 1969).

ESKIMO 2§

22 TUBULAR ANIMAL HEAD
Antler bone with inlaid bead(?)
forming one eye

38.9 (15 5/16) LoONG

Ipiutak

Excavated from burial in prehistoric
village at Ipiutak, near Point Hope,
by Froelich Rainey, 1940

Museum collection, 1940

American Museum of Natural History,

60.1-7453




26 ESKIMO

23 LOON’S HEAD

Walrus ivory

31.5 (12 3/8) LONG

Ipiutak

Excavated in phehistoric village site
at Ipiutak, near Point Hope, by
Froelich Rainey, 1945

Museum Expedition collection, 1945
American Museum of Natural History,

60.2-3975



25 POLAR BEAR

Walrus ivory

13.1 (5 1/8) LonG

Ipiutak

Excavated from prehistoric village site
at Ipiutak, near Point Hope, by
Froelich Rainey, 1945

Museum Expedition collection, 19435
American Museum of Natural History,
60.2-4293

ESKIMO 27

24 SPIRAL ORNAMENT WITH
LOON’S HEAD

Walrus ivory

20.3 (8) rLowneG

Ipiutak

Excavated from prehistoric village site
at Ipiutak, near Point Hope, by
Froelich Rainey, 1940

Museum collection, 1940

American Museum of Natural History,
60.1-7582




28 ESKIMO

26 CHAIN WITH TWO
ANIMAL HEADS
Walrus ivory
22.1 (8 11/16) LoNG
Ipiutak
Excavated from prehistoric village site
at Ipiutak, near Point Hope, by
Froelich Rainey, 1940
Museum collection, 1940
American Museum of Natural History,

60.1-7457

27 ORNAMENT

Walrus ivory or bone

247 (9 3/4) rovG

Ipiutak

Excavated from prehistoric village site
at Ipiutak, near Point Hope, by
Froelich Rainey, 1945

Museum Expedition collection, 1945

American Museum of Natural History,
60.2-4205



28 SPIRAL ORNAMENT WITH
HEAD AT EITHER END

Walrus ivory

23.2 (9 1/8) 1LoNG

Ipiutak

Excavated from prehistoric village site
at Ipiutak, near Point Hope, by
Froelich Rainey, 1945

Museum Expedition collection, 1945
American Muscum of Natural History,
60.2-4180

ESKIMO 29

29 SPIRAL ORNAMENT WITH
TWIN BIRDS” HEADS

Walrus ivory

18.1 (7 1/8) LownG

Ipiutak

Excavated from prehistoric village site
at Ipiutak, near Point Hope, by
Froelich Rainey, 1945

Museum Expedition collection, 1945
American Museum of Natural History,

60.2-4177



30 ESKIMO

30 ENGRAVED OBJECT
(COMB?)

Walrus ivory with composite inlays
109 (4 9/32) LONG

Birnirk

Excavated from floor of entrance to
House C, Mound A, Birnirk, by
James A. Ford, 1957

Museum collection, 3 March 1958

Smithsonian Institution, 399 134
James A. Ford, Eskimo Prehistory in the
Vicinity of Point Barrow, Alaska, 47, pt. 1,
Anthropological Papers of the American
Museum of Natural History, (New York,

1959) fig. 104c.

31 ENGRAVING TOOL

Walrus ivory with iron point

9 (3 9/16) rone

Thule-Punuk

Excavated from cut 5 at Kurigitavik,
Cape Prince of Wales, by Henry B.
Collins for the National Geographic
Society, 1936

Gift to the Museum, 11 November
1936

Smithsonian Institution, 393 598

Around a thousand years ago the rich

curvilinear art of the Old Bering Sea

culture was replaced by a simpler style,

the Punuk, which foreshadowed

modern Alaskan Eskimo art. The

Punuk culture was partly an outgrowth

of Old Bering Sea and partly the re-

sult of new influences from Siberia.

Iron, in very small quantities, reached

Bering Strait at this time, and was

used mainly as tips for engraving tools

like this example, a number of which

have been found at Punuk sites.

H.B.C.

33 HARPOON HEAD

Walrus ivory

10.6 (4 9/32) LONG

Early Punuk

Excavated from lower half of second
cut, South Midden, Cape Kialegak,
St. Lawrence Island, by Henry B.
Collins, 1929

Museum collection, 21 December 1929

Smithsonian Institution, 346 go1



32 LARGE HARPOON HEAD
Walrus ivory

21.1 (8 5/16) LoNG

Punuk

Excavated at Miyowaghameet, near
Gambell, St. Lawrence Island, by
Moreau B. Chambers, 1933
Museum collection, 4 December 1933
Smithsonian Institution, 371 846

Punuk art bears witness to the new
engraving technique. Its lines are
deeply and evenly incised, and the
circles, unlike the freehand circles and
ellipses of Old Bering Sea, were
mechanically perfect, made with metal
bits or compasses (see Nos. 33 and
34). In its later stages, Punuk art
became more rigid, consisting mainly
of bands of straight lines, spurred lines,
circles, and bold Y figures (see Nos.
35, 36 and 38), closely resembling the
incised ornamentation of the modern
Bering Sea Eskimos.

Collins, Archaeology of St. Lawrence Island,
pl. 72.
H.B.C.

ESKIMO 31

34 FISH-LINE SINKER

Walrus ivory

12.1 (4 13/16) ronc (both ends
broken off)

Punuk

Collected near Savoonga, St. Lawrence
Island

Museum purchase (in Seattle), 4 May
1932

Smithsonian Institution, 364 113



32 ESKIMO

35 WRIST GUARD

Walrus ivory

108 (4 1/4) LoNG

Punuk

Collected near Savoonga, St. Lawrence
Island

Museum purchase (in Seattle), 4 May
1932

Smithsonian Institution, 364 o055

36 WRIST GUARD

Walrus ivory

10 (3 15/16) LONG

Punuk

Excavated from old village at Gambell,
St. Lawrence Island, by Henry B.
Collins, 1928

Museum collection (by transfer from
the Bureau of American Ethnology),
8 January 1929

Smithsonian Institution, 342 744

Henry B. Collins, Smithsonian Museum
Calendar, 81, (1929), no. 14.

37 WRIST GUARD
Walrus ivory

7.6 (3) LoNG

Punuk

Collected on St. Lawrence Island, by
Otto W. Geist, 1926
University of Alaska Museum,
1-1926-603
This is a good example of a middle
Punuk wrist guard. The ornamentation
is typically Punuk; deep incision of
paired lines, some straight, some curv-
ing with an overall spare feeling. The
two flanges of the guard place the
specimen in the middle part of the
Punuk period, i.e., about goo A.D.

J.C.



ESKIMO 33

38 ENGRAVED OBJECT
Walrus ivory

11.9 (4 11/16) LoONG

Punuk

Collected by Ales Hrdlicka
Transfer, 7 November 1929
Smithsonian Institution, 349 502

42 CARVING OF A BEAR

Walrus ivory

6.2 (2 7/16) LoNG

Kodiak

Excavated from site at Jones Point,
Uyak Bay, Kodiak Island, by Ale$
Hrdlicka, 1932

Museum collection, 3 December 1932

Smithsonian Institution, 365 585



34 ALEUT

39 HARPOON SOCKET PIECE

Bone

16.7 (6 9/16) LONG

Excavated from “low site,” Agattu
Island, western Aleutians, by Ales
Hrdlicka, 1937

Museum collection, 6 October 1937
Smithsonian Institution, 390 325

Prehistoric Eskimo and Aleutian
culture in South Alaska, while basi-
cally similar to northern Eskimo,
differed from it in many ways. Features
of prehistoric and modern South
Alaskan culture that set it apart from
the northern Eskimo pattern include
large round and oval stone lamps,
whaling with poisoned lance, prev-
alence of barbed darts over toggle
harpoon heads, composite fish hooks
and grooved stone sinkers, specialized
forms of slate blades, emphasis on
decoration of clothing and the person,
high development of woodworking,
painting, and especially of weaving.
The early Aleuts, unlike the north-
ern Eskimos, rarely decorated their
bone and ivory artifacts. Incised art
consisted of vertical arrangements of
X’s, short cross lines and slanting lines.
Other design elements were nucleated
circles and bands of long closely
spaced vertical lines as in No. 39.
Lances and darts were multibarbed and
elaborate in form (No. 40).

H.B.C.

40 BARBED DART

Bone

18.2 (7 1/8) LonG

Collected on Amaknak Island, off the
northeast coast of Unalaska, Fox
Islands, by Ale§ Hrdlicka, 1937
Museum collection, 6 October 1937
Smithsonian Institution, 389 967




41 PENDANT ORNAMENT

OR PIN
Walrus ivory
18.2 (7 1/8) LownG
Collected from an ancient village site
near Dutch Harbor, Unalaska, Fox
Islands, by Mr. and Mrs. R. W.
Kenton
Gift to the Museum, 7 December 1940
Smithsonian Institution, 382 149

This piece depicts two seals and a
human figure.

ALEUT

43 OIL LAMP
Stone
21.9 (8 5/8) roNG
Collected at old village site, Korovin
Bay, Atka Island, 1864
Gift of Mrs. Maria G. Bowman,
18 October 1944
Smithsonian Institution, 387 644

Handsomely carved and decorated
stone lamps were one of the most
characteristic features of prehistoric
Kodiak culture. The early Kodiak
Eskimos also excelled in bone and
ivory sculpture. Their work ranged
from the abstract, as in a small
featureless ivory bear (No. 42) to
portraitlike representations of the
human face (No. 46).

H.B.C.

35



36 ESKIMO

44 OIL LAMP
Stone
22.9 (9) LONG
Kodiak

Excavated from prehistoric village site,
Jones Point, Uyak Bay, Kodiak Island,
by Ales Hrdlicka, 1934

Museum collection, 29 January 1935

Smithsonian Institution, 377 861

46 CARVED HUMAN FACE
Walrus ivory

3.4 (1 11/32) HIicH

Kodiak

Excavated from site at Jones Point,
Uyak Bay, Kodiak Island, by Ales
Hrdlicka, 1932

Museum collection, 3 December 1932
Smithsonian Institution, 365 583




47 COSTUME ORNAMENT IN THE
FORM OF A HUMAN HEAD

Walrus ivory

8.4 (3 5/16) miGH

Kodiak

Excavated from site at Jones Point,

Uyak Bay, Kodiak Island, by Museum

Expedition, 1931

Museum collection, 11 December 1931

Smithsonian Institution, 363 740

ESKIMO 37

45 OIL LAMP WITH
HUMAN FIGURE

Stone

42 (16 1/2) LONG

Cook Inlet (or Kodiak?)

Museum of the American Indian,

Heye Foundation, 4/9236




38 ALEUT

48 HUMAN MASK*

Wood

32 (12 5/8) HicH

Aleutian Islands
Rautenstrauch-Joest-Museum, Cologne,
49828

not in exhibition



ALEUT 39

49 HUMAN MASK*

Wood, with purple-red, green, and
black pigment

28.6 (11 1/4) HIGH

Found in an archaeological deposit
(presumably on a cave floor), Delarof
Harbor, Unga Island, Shumagin group

Smithsonian Institution, 13 002

This fragment, one of the rare ex-
amples known to survive with its pig-
mentation unchanged, reveals the
delicate but extensive coloring of these
early masks. It is interesting to com-
pare the detail of the preserved facial
tattoo, perhaps representing an octopus
tentacle, with the similar motif on No.
296; traces of comparable incised
decorations, though now lacking their
color, are visible on the two following
fragments.

C.D. L.




40 ALEUT

50 HUMAN MASK*

Wood, formerly inset with hair
moustache; stained with modern
preservative

34 (13 3/8) micH

Found in an archaeological deposit
(presumably on a cave floor), Delarof
Harbor, Unga Island, Shumagin

group
Smithsonian Institution, 13 082




ALEUT 41

51 HUMAN MASK*

Wood, with traces of pigment; stained
with modern preservative

30.5 (12) HIGH

Found in an archaeological deposit
(presumably on a cave floor) Delarof
Harbor, Unga Island, Shumagin group

Smithsonian Institution, 13 082
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figure ¢

ALEUT 43

53 HUMAN MASK

Wood

31 (12 1/4) HIGH

Collected at Atka, Andreanof Islands,
by Capt. I. Archimandritov, Imperial
Russian Navy, 1840

Museum of Anthropology and
Ethnography, Leningrad, 538.2

The pegs around the chin of this mask
presumably helped support a helmet-
like visor, similar to the one preserved
on its companion example, No. 538.1
in the same Museum (fig. c).

C.D. L.




44 ALEUT

54 HUMAN MASK

Wood

31.7 (12 1/2) HIGH

Possibly Kodiak?

Presumably collected by Rev. Sheldon
Jackson in the late 19th century
Sheldon Jackson Museum, I11.X.16

This expressive mask, similar in its
traces of fire damage, breakage, and
surface erosion to prehistoric Aleut
masks found in the lower Aleutian
chain, also bears similarities to masks
produced more recently on nearby
Kodiak Island, principally by the
Koniag Eskimo. The characteristic
forms of its eyebrow ridges, especially,
seem transitional between the pre-
historic example from Cologne (No.
48), and the more rigidly stylized
Smithsonian example (No. 141).

C.D.L.



57 COVERED ATTU BASKET
Wild rye, with decorations overlaid in
silk floss
12 (4 3/4) HIGH
Woven at Atka by Agrafania Zoachny,
the Attu wife of the chief, 1915;
Ella D. Smith Collection
Museum purchase, Rauch Fund
Alaska State Museum, II-F-138

This basket presents a striking example
of the fine weaving characteristic of
the women of Attu.

C.D.L.

ALEUT 45

55 LARGE OPEN BASKET
Wild rye, colored yarns

26 (10 1/4) HIGH

Aleutian Islands, probably Attu;
Emmons Collection?

Alaska State Museum, II-F-84

Illustrated in color

56 COVERED ATTU BASKET

Beach grass (?), with designs over-
laid in dyed wool; metal rattle

17 (6 3/4) micn

Near Islands, probably Attu or Agattu,

Aleutian Islands

Collected by Mrs. Mary A.
Frothingham, 1908

Peabody Museum, Harvard University,
45-20-10/27656

The rattle is woven into the pro-

truding handle on the cover, and

sounds when the basket is opened.

C.D. L.




46 ALEUT
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59 BAG WITH DRAWSTRING

Walrus intestines, dyed skin strips,
colored yarns, eagle down, sewn over
white trade cloth lining

19 (7 1/2) HIGH

Probably collected by Rev. Sheldon
Jackson in the late 1gth century

Sheldon Jackson Museum, I11.X.6
(cataloged as Eskimo)

58 COVERED CONTAINER

Walrus intestines, colored yarns, eagle
down, with white trade cloth sewn as
support

14 (5 1/2) HIGH

Collected at Akutan, Krenitzin Islands,
by Comdr. Ralph Burns, 1949
Loaned by Aileen Jones

Tongass Historical Society, A] x 67

Illustrated in color




60 BAG WITH DECORATED

FLAP
Walrus and seal intestines, dyed skin,
colored yarns, and eagle down
38.1 (15) HIGH WITH FLAP OPEN
Probably collected by Rev. Sheldon
Jackson in the late 1gth century
Sheldon Jackson Museum, II1.B.3
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ALEUT 49

61 WATERPROOF
OVERGARMENT

Walrus intestines, gut and skin strips,

white thread, colored yarn, cormorant

feathers, and eagle down

125 (49 1/4) HicH

Collected in the Pribilof Islands by

Arvid Adolph Etholén of Finland,

Rear Admiral in the Imperial Russian

Navy, and Administrator of Russian

America, before 1847

National Museum of Finland, 275

62 WATERPROOF CAPE

Walrus intestines, gut and skin strips,
white thread, colored yarn, cormorant

“"“”‘“MM::“M~‘««~~M; o feathers, eagle down, and plumes of

e white hair

141 (55 1/2) HIGH

Collected in the Pribilof Islands by
Arvid Adolph Etholén of Finland,
Rear Admiral in the Imperial Russian
Navy, and Administrator of Russian
America, before 1847

National Museum of Finland, 283

SRR e g

Perhaps produced to Etholén’s com-
mission, this form of cape with over-
mantle and decorated collar, edges,
and hem, reflects the design of Russian
garments of the period.

C.D. L.




63 HUNTING HAT

Wood, pigment, ivory ornaments, sea
lion whiskers, feathers, and trade
beads

435 (7 1/8) roxc

Aleutian Islands or Kodiak, collected
by Andrei Khlebnikov, c. 1810
Museum of Anthropology and
Ethnography, Leningrad, 563.1




64 TTUNTING AT

Wood, pigment, ivory ornaments, sca
lion whiskers, and trade beads

38 (15) LONG

Aleutian Islands or Kodiak

Museum of Anthropology and
Ethnography, Leningrad, 4104.7

65 WHISKER-HOLDER
DECORATION FROM THE
BACK OF A HUNTING HAT

Engraved walrus ivory, with black and

red pigment

24.8 (9 3/4) mcn

Aleutian Islands

Museum voor Land- en Volkenkunde,

Rotterdam, 35405
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52

ALEUT

66 VOLUTE DECORATION
FROM THE SIDE OF A
HUNTING HAT

Engraved walrus ivory, with black and

red pigment

16.2 (6 3/8) HiGH

Aleutian Islands

Museum voor Land- en Volkenkunde,

Rotterdam, 34866

67 FLAT SHIELD*

Wood (stained with modern preserva-
tive), with pigment (retraced),
modern rawhide lashings

69 (27 3/16) uicH

Collected on Kagamil Island, Islands of
the Four Mountains, by Ale§
Hrdlicka, 1937

Museum collection, 6 October 1937

Smithsonian Institution, 389 861






54 ESKIMO 68 THREE-MAN BIDARKA*
Wood, sealskin, gut, with colored
yarns and trade beads
51.4 (20 1/4) LONG
Collected on Kodiak Island by
W. H. Dall
Museum collection, 28 December 1874
Smithsonian Institution, 16 275

Examples of the arrow or spear case
lashed to the side of this bidarka, and
the seal decoy helmet worn by its cen-
tral figure, may be seen in the follow-
ing two entries; the gut parkas worn
by the sailors are paralleled by No. 82.

C.D. L.
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69 ARROW CASE

Wood, with red and black pigment
bound with woven string

93.6 (36 7/8) ronc

Collected on Kodiak Island by H. J.
Holmberg of Finland, 1851

Danish National Museum, 1.B.174

ESKIMO §§

70 SEAL DECOY HELMET
Wood, with white, red, and black
pigment, rawhide chin strap

25.4 (10) LONG

Collected on Kodiak Island by Edward
G. Fast, 1867-68

Museum purchase, 1869

Peabody Museum, Harvard University

69-30-10/64700



56

ESKIMO

71 HUNTING HAT

Wood, ivory, cormorant feathers

37 (14 1/2) rong

Collected on St. Lawrence Island by
Ilia G. Vosnesenski, 1843

Museum of Anthropology and
Ethnography, Leningrad, 593.51



ESKIMO §7

72 HUNTING HAT

Wood, ivory

33 (13) LONG

Collected on Norton Sound by
Francois Mercier, 1886

National Museum of Man, Ottawa,
IV.E.g2




58 ESKIMO

73 HUNTING HAT

Wood, with traces of white pigment,
ivory, braided fiber, buckskin straps
35 (13 3/4) rovc

Collected on the Lower Kuskokwim
River by Rev. Sheldon Jackson in the
late 19th century

Sheldon Jackson Museum, I1.S.34




74 BEAD CAP WITII PENDANT
SIDES

Dyed skin, twine, and trade beads

42 (16 1/2) HIGH

Collected at Akiak, on the Lower

Kuskokwim River

Gift of Mrs. Cecelia Thiele

Alaska State Museum, II-A-1428




60 ESKIMO

75 BEAD NECKLACE

Trade beads braided over fiber (?)
and fabric core

55.2 (21 3/4) LoNG

Collected at Kutmiut, Scammon Bay,
by William J. Fisher

Smithsonian Institution, 72 485
Collected as a component part of a

larger headdress, now dispersed.

76 COSTUME ORNAMENT*

Engraved ivory, black pigment

6.7 (2 5/8) LonG

Collected at Kongiganak, on
Kuskokwim Bay, by E. W. Nelson

Smithsonian Institution, 37 745

Bureau of American Ethnology, 18th Annual
Report, (1899) part I, pl. XXV-2, p. 68.



77 PAIR OF EAR ORNAMENTS
CONNECTED BY CHIN
STRAP*

Engraved ivory, with red and black
pigment, braided fiber, and trade
beads

Each component 2 (3/4) HIGH;
total 30 (11 3/4) LONG

Collected at Kaialigumiut, on the
Manopiknak River (Hazen Bay),
Yukon Delta, by E. W. Nelson

Smithsonian Institution, 37 261

78 PAIR OF EAR ORNAMENTS
CONNECTED BY NECKLACE

Engraved ivory, with black and red
pigment, inlaid with metal, twine,
and trade beads

Each component 3 (1 3/16) HIGH;
total 33 (13) LONG

Collected on Nunivak Island by Henry
B. Collins and T. D. Stewart, 1927

Museum collection, 29 November 1927
Smithsonian Institution, 340 332

ESKIMO 61
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ESKIMO 63

79 SHORT-SLEEVED GOWN

Cormorant skins and down strips,
down collar and tufts, bearskin hem,
skin strips, red and black trade felt,
red and white thread, and white trade
cotton lining

151 (59 1/2) WIDE

Collected from the Koniag Eskimo on
Kodiak Island by Arvid Adolph
Etholén of Finland, Rear Admiral in
the Imperial Russian Navy, and Ad-
ministrator of Russian America,
before 1847

National Museum of Finland, 81




64

ESKIMO

80 SHORT-SLEEVED GOWN

Puffin skins

124.5 (49) HIGH

Collected from the Koniag Eskimo on
Kodiak Island by Arvid Adolph
Etholén of Finland, Rear Admiral in
the Imperial Russian Navy, and
Administrator of Russian America,
before 1847

National Museum of Finland, 85




§1 HOODED PARKA*
Puffin skins, light and dark red fox fur
110.5 (43 1/2) HIGH
Southwestern Alaska
Deutsches Ledermuseum,
Offenbach, 1392

ESKIMO 05




66 EsSKIMO
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82 HOODED PARKA

Seal and walrus gut, crested auklet
feathers, bird beaks, gut and skin
strips, and thread

148 (58 1/4) WIDE

St. Lawrence Island?

Museum purchase, Holmes Fund
Smithsonian Institution, T-1087



ESKIMO 67

83 WATERPROOF HOOD
Salmon skin and hide, with gut thread
59 (23 1/4) HicH

Presumably collected by Rev. Sheldon
Jackson in the late 19th century
Sheldon Jackson Museum, I1.B.77




68 EskIMO

84+ THREL FISHING LURES

Stones, bone, gut filament, bird beaks,
trade beads, and metal

6.4 (2 1/2) rong; 6 (2 3/8) Long;
45 (1 3/4) Lo

Presumably collected by Rev. Sheldon
Jackson in the late 1gth century

Sheldon Jackson Museum, I1.X.71 a,
X179, I1.X.71 k

85 SPEAR GUARD*

Engraved ivory with black pigment

44 (1 3/4) mcn

Collected at Kaialigumiut, on the
Manopiknak River (Hazen Bay),
Yukon Delta, by E. W. Nelson

Smithsonian Institution, 176 086 b

Bureau of American Ethnology, 18th Annual
Report, (1899), part I, fig. 73, p. 227.



ESKIMO 69

86 SPEAR-THROWER CARVED
WITH HUMAN FACES

Wood, with inlaid ivory socket

48.6 (19 1/8) roNG

Collected on Kodiak Island by Edward

G. Fast, 1867-68

Museum purchase, 1869

Peabody Museum, Harvard University,

69-30-10/1715




70 ESKIMO

87 UMIAK SEAT, WHALE
FETISH

Wood, inlaid with wooden pegs, varie-
gated stone inset under whale from
the back

27 (10 5/8) rownG

Collected at Sledge Island, Seward
Peninsula, by W. B. VanValin, 1916
University Muscum, Philadelphia
NA 4788



ESKIMO 71

89 HARPOON REST FROM
UMIAK PROW

Ivory, inlaid with bone and wood,
traces of red and blue pigment

15.1 (6) HIGH

Inscribed on the reverse with ink in a
1gth-century hand: “Eskimo Mask
[sic] from Kinak Bay[?] [...] pre-
sented by Rev. Sheldon Jackson.”

Sheldon Jackson Museum, II1.D.35

88 HARPOON REST FROM
UMIAK PROW

Ivory, inlaid with bone, trade bead,

and metal; rawhide lashings

12.4 (4 7/8) HicH

Collected by David Kimball

Gift of the heirs of David Kimball,

May 18g9

Peabody Museum, Harvard University,

99-12:10/53129




72 ESKIMO

94 BIRD CARVING WITH
HUMAN FACE*

Engraved ivory with black pigment

3.8 (1 1/2) LoNG

Collected at Cape Vancouver (Nelson

Island) by E. W. Nelson

Smithsonian Institution, 43 572

90 ARROW-STRAIGHTENER IN
THE FORM OF A KNEELING
REINDEER*

Ivory with beads(?) inlaid as eyes

14.6 (5 3/4) LONG

Collected at Cape Denbigh, Norton

Bay, by E. W. Nelson

Smithsonian Institution, 176 245

92 POLAR BEAR

Ivory, with bone(?) inlaid as eyes
12.1 (4 3/4) LONG

Collected by Mrs. F. Carrington
Weems

Peabody Museum of Salem, E 46905




95 SHORT-EFARED OWL*

Ivory, with inlaid beads as eyes

3.6 (1 7/16) 1ONG

Collected on the Koyuk River, Norton
Bay, by E. W. Nelson

Smithsonian Institution, 44 073

93 SEAL CARVING*

Engraved ivory with black pigment
and inlaid with bone and whiskers
12.7 (5) LONG

Collected on Bristol Bay by Charles
L. McKay

Smithsonian Institution, 55 gog E

U. S. National Museum Annual Report,
1893, pl. 56, fig. 2, p. 840.

ESKIMO 73

91 POWDER FLASK
Engraved ivory with brown pigment;
wooden stopper
13.3 (5 1/4) HIGH
Collected on Kotzebue Sound by
E. W. Nelson
Smithsonian Institution, 48 560

Bureau of American Ethnology, 18th Annual
Report, (1899), part I, pl. XLIV-28,
p. 106.




74 ESKIMO

96 PIPE WITH ANIMAL AND
HUMAN FIGURES
Engraved ivory with black pigment
25.6 (10 1/8) LONG
Hamburgisches Museum fiir
Vilkerkunde und Vorgeschichte,

B. 77

97 PIPE

Engraved ivory with black pigment
40.3 (15 7/8) LoONG

Collected in 1816

Museum purchase, 1922
University Museum, Philadelphia,
NA 9388

This piece depicts a polar bear, another
animal, and eleven men.




ESKIMO 75

98 PIPE

Engraved ivory with red and black
pigment

21 (8 1/4) Long

Collected at Gambell, St. Lawrence
Island, by F. Seymour Hersey, 1914

Gift of F. Seymour Hersey

Peabody Museum, Harvard University,

64-29-10/43868




76  ESKIMO

99 SNOW KNIFE*

Engraved ivory with black pigment
36.1 (14 1/4) LoNG

Collected at Kongiganak, on
Kuskokwim Bay, by E. W. Nelson
Smithsonian Institution, 36 576

U. S. National Museum Annual Report,
1895, pl. 15, fig. 4, p. 776.

100 KNIFE HANDLE*

Ivory, with bone inlays and metal pin
12.1 (4 3/4) LONG

Collected at Spigunugumut by E. W.
Nelson; inscribed ‘“Drawn 1889

W. H. D[all}”

Smithsonian Institution, 37 g6o

The carving shows what may be a
polar bear swimming with a baby
walrus in its mouth.

U. S. National Museum Annual Report,
1890, pl. 66, fig. 3, p. 416.



102 NEEDLE CASE IN THE
FORM OF A FEMALE
FIGURE

Walrus ivory

13.5 (4 5/16) LONG

Collected by Curtis Chase

Anchorage Historical and Fine Arts

Museum, 71.35.2

The figure is tubular, being bored
through with a regular cavity approxi-
mately 7 mm. in diameter; since this
cavity opens through the outer shell
along the deep crevice carved between
the legs in the rear, and since its
rounded edges at both top and bottom
show considerable signs of wear, it is
clear that in this instance the needles
were stored on a strip of leather, which
was run through the cavity and se-
cured. Similar needle cases in human
form have been collected from the
vicinity of Barrow, though they are
usually shorter: the present example

is unusual in the length of its legs.

H.B.C.
C.D. L.

ESKIMO 77

101 LEFT-HANDED SKIN

SCRAPER
Wood and chipped stone
15.4 (6 1/16) LoNG
Victor Justice Evans Collection
Bequest of V. J. Evans,
28 March 1931
Smithsonian Institution, 360 429

103 NEEDLE CASE IN THE
FORM OF A FISH

Engraved ivory with red and black

pigment, wood

15.6 (6 1/8) LonG

Peabody Museum of Salem, E 37906



78 ESKIMO

104 NEEDLE CASE WITH
PIERCED HANDLE

Engraved ivory with red and black

pigment; inset wooden bottom

8.3 (3 1/4) HicH

Collected on Norton Sound by

Frangois Mercier, 1888

National Museum of Man, Ottawa,

IVE.119

R - S——

106 PUNCH OR AWL WITH
CHAIN-HEAD PENDANTS*

Engraved ivory with black pigment

17.7 (6 15/16) LONG

Collected in the “Big Lake” region,

Yukon-Kuskokwim Delta, by E. W.

Nelson

Smithsonian Institution, 36 634

Bureau of American Ethnology, 18th Annual
Report, (1899), part I, pl. XLVI-8, p. 110.

105 THIMBLE HOLDER IN THE
FORM OF A
FEMALE FIGURE
Walrus ivory
98 (3 7/8) Lonc
Excavated from Tigara Mound, Point
Hope, by Froelich Rainey, 1945
Museum Expedition collection, 1945
American Museum of Natural History,
60.2:4755



107 “HOUSEWIFE'S FASTENER”
FOR BAG OR POUCH

Engraved ivory with black pigment

and inlaid with metal

13.4 (5 1/4) LONG

Presumably collected by Rev. Sheldon

Jackson in the late 19th century

Sheldon Jackson Museum, I11.X.283

ESKIMO 79

108 PATCHWORK BAG

Skins and natural fibers

24 (9 1/2) WIDE

Collected at Port Clarence, Seward
Peninsula, by Rev. Sheldon Jackson,
1891

Sheldon Jackson Museum, I1.X.154




8o ESKIMO

109 COVERED BASKET WITH
TIIREE POLAR BEARS

Black and white baleen and ivory

13 (5 1/8) LonG

Point Barrow

Presumably collected by Rev. Sheldon
Jackson in the late 19th century
Sheldon Jackson Museum, 1IIV.a2
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111 COIL BASKET

Beach grass, partly dyed purple, and
seal gut, dyed red

17 (6 3/4) DIAMETER

Collected at Kipnuk, Kinak Bay, 1959
Museum purchase, 1959

Alaska State Museum, II-A-3156

ESKIMO 81

110 COIL BASKET

Beach grass, partly dyed green

16.5 (6 1/2) HIGH

Collected at Hooper Bay by the Hon.
Mr. Ulaskey, 1950

Gift of Dr. Dorothy Novatney
Alaska State Museum, II-A-4812



82

ESKIMO

112 DISH SUPPORTED BY TWO
HUMAN FIGURES

Wood, with black and red pigment,

bone and ivory inlays

23 (9) LONG

Collected on the Lower Yukon River

by Ilia G. Vosnesenski, 1845

Museum of Anthropology and

Ethnography, Leningrad, 493.45



113 DISH*
Wood, with red and black pigment,
bone inlays

35.2 (13 7/8) LONG
Collected in the “Big Lake” region,

Yukon-Kuskokwim Delta, by E. W.

Nelson
Smithsonian Institution, 38 677

ESKIMO

Two human heads are shown, with
an outline drawing of a mythical
creature. No. 114 shows only a
mythical creature.

Bureau of American Ethnology, 18th Annual
Report, (1899), part I, pl. XXXI-8, p. 8o.

83



114 LARGE DISH*

Wood, with red and black pigment,
bone inlays

35.6 (14) LoONG

Collected at Nuloktolok (Nelson
Island), by E. W. Nelson, 1878

Smithsonian Institution, 38 642

Bureau of American Ethnology, 18th Annual

Report, (1899), part I, pl. XXXII-8, p. 82;
and fig. 165, p. 448.



115 TOBACCO BOX: FISH OR
SMALL ANIMAL*

Wood, with red pigment, and inset
ivory engraved with black pigment

9 (3 1/2) LoONG

Collected at Kulvagavik, on
Kuskokwim Bay, by E. W. Nelson
Smithsonian Institution, 36 282

Bureau of American Ethnology, 18th Annual
Report, (1899), part I, pl. LXXXVI-13,
p- 270.

ESKIMO 85

116 TOBACCO BOX:
TWO SEALS*
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