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Fig. 2 “Innu Family” tea dolls
By Angela Andrew (2002)



“Mom was constantly sewing, cleaning, and smoking caribou.
When I fimished school and came home, she would say, “Come and

sit with me and stretch the caribou.’
Because she couldn’t do 1t alone

— she saved this work for when

1 come home.”

Angela was born in an Innu camp near Tshiaskusheet
(Gull Island) in Labrador. Shortly after she was born in
1946, her father decided to get a job at the American
Army Base in Goose Bay so his children could get an
education. “Way back then people make everything
themselves, like snowshoes, candles, toboggans ...,”
Angela remembers. “Mom was constantly sewing,
cleaning, and smoking caritbou. When I finished
school and came home, she would say, ’Come and
sit with me and stretch the caribou.” Because she
couldn’t do it alone — she saved this work for when I

come home.”

Angela laughs at the memory, “I didn’t want to do it.
I broke my fingernails stretching caribou.” But she
always gave her mother a hand with the caribou
and other errands like sawing wood and bringing
it into the house. “We didn’t have running water
or electricity. So when my mother was finished
completely doing everything she would sit and
sew. I felt so good to see her so relaxed and it
felt so peaceful to sew: I wanted to be just like

my mother.”

For Angela, making tea dolls is part
of celebrating the caribou hunt and
remembering the old ways. It was her
mother who taught her how to sew
and how to stitch moccasins and her
father who showed her how to make
the leggings that her male dolls now
wear. “My father was so patient,”
Angela remembers.

Fig. 3 Mother and baby
Provincial Museum, Labrador Interpretation Centre collection
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“I decided to try making dolls as a way to encourage
younger people to think about thewr culture,” she says,

“about who they are as Innu people, and so
that they could be proud of themselves.”

Angela’s tea dolls are made of plain broadcloth and filled with
loose tea. They have caribou skin faces, hands, and moccasins.
She dresses them the way people used to dress up for special
occasions like the Drum Dance: The men would wear black
™ pants and white canvas jackets with rickrack on the bottom,
and the women wore long dresses with aprons and red caps.
“They don’t dress up like that any more,” says Angela, “and
they don’t have drum dances any more. They used to have a
special celebration after killing the caribou; the old men play
the drum and sing an appreciation song to the animals.
People really enjoyed themselves when they sing and
dance and they were so happy.”

Preparing the caribou skin for her dolls is a long

process. Angela explains: “For my caribou skins,

I soak them as soon as we Kkill the caribou, the

flesh comes out so easily, and even the fur, and

I scrape it. I take the flesh first, and after I

: take the flesh back to the water, I put it

‘_‘J“‘ near the stove for three to four days to tan.

Then I boil the caribou brain and then I

cool it. And I throw the caribou hide in the

brain and the water, rinse, dry a little bit and stretch

it, and then back in the brain liquid and stretch it a
litte. Then I dry it and hang it on the roof.”

The process requires a very hot fire and lasts as
long as a week. The fire is too hot for her to work
at home, so Angela tans her caribou hides in a
Labrador tent by her cabin in the woods. While
she works on her caribou skins, she thinks about
her father’s father whose name was Maskana.
He was a shaman and a great hunter; and
lived in Davis Inlet. Angela never met her
grandfather; but her father taught his children
the legends and wisdom he had learned from
\YENEIER

Today, Angela is often invited to visit schools
and show her tea dolls. When she talks to

Fig. 4 Innu Tea Doll
Margaret Angel collection
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the students she tells them the same thing her father told her: “Respect
the animal, every animal they have to respect, even fish. And try not to
abuse it. People who abuse it think they hurt something and can have
problems in the bush. Animals are very spiritual, they know when you
abuse them. You can’t kill even a porcupine.”

Angela enjoys teaching about the tea dolls and explains that
preserving Innu culture is one reason why she makes them. “I
decided to try making dolls as a way to encourage younger people
to think about their culture,” she says, “about who they are as
Innu people, and so that they could be proud of themselves."

7

¥

Fig. 6 Innu Tea Doll

“Respect the aramal, every amimal they have to
respect, even fish. And try not to abuse it. Feople
who abuse 1t think they hurt something and can

have problems mn the bush. Ammals are very
spiritual, they know when you abuse them. You
can’t kil even a porcupine.”

Ty it... Reflect...

Ask a grandparent or older person to show you how to Think of ‘an item from your childhood that you feel
make or do something thatis no longer commonly made or is representative of your culture (even if it is an item
done by hand (for instance, knitting, baking bread, carving, from popular culture) that you would like to share
etc.) Share your experience with your classmates. with a younger child today.
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AftlSt profile

Fig. 1 Emile Benoit

/

Emile Benoit - Musician, Composer; Storyleller

“Faire rire le monde et pis assayer d’mette le monde hereux. Cest euh, c¢’est ma
vie ¢a ... je me gardcherais a la mer siJ pouvais vous faire assez, vous faire rire.
Ouais, ouais. Pis j’sais pas, ’sais pas m’-nager.”

— Emile Benoit

[To make people laugh and to make people happy. That’s my life ... I would toss
myself in the sea if it would make you laugh enough. Yep. And I don’t know

how to swim.]

Fig. 2 Emile’s last
album, Vive la Rose,

E M l LE was released in 1992
BENOIT

“
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In 1973, a 60 year old fisherman from the Port au
Port Peninsula attracted provincial attention in a
violin contest in Stephenville. Although he came in
second, Emile Benoit would quickly become known as
Newfoundland and Labrador’s foremost violin player,
storyteller, and composer of almost 200 songs.

Emile grew up speaking French. His great-grandfather
came to Newfoundland and Labrador from Brittany,
France. His mother was an Acadian from
Cape Breton. Emile was born March
24, 1913, at Black Duck Brook (I”Anse-
a-Canards). He was raised listening to
Breton, Acadian, Irish, and Scottish
music. An avid storyteller, as well as
musician, Emile learned a vast number
of tunes and stories from his childhood.
His first violin was a wooden toy with
no strings, carved by his father. Later,
an uncle made stringed violins for him.
When Emile was 12, his family gave him
his first store-bought violin.

Although Emile was a popular musician
and performer on the Port au Port
Peninsula, he made his living as a fisher.
He began fishing with his father at
age nine, after going to school for just
three years. Emile’s father died when
Emile was about 15 years old. This
placed Emile in charge of his younger
brothers and made him responsible
for supporting the family through the
inshore fishery.

Fig. 3 Emile performs, c. 1995

Fig. 4

T'nsi:la Pamela Morgan & An

dre Wall's newly acquired house in Topsail there was only a cha

At age 21, Emile was a married man. His wife,
Roseanne, died of tuberculosis after nine vyears
together. Emile raised his four children with the help
of his three sisters. When he was 37 years old, Emile
married his second wife, Rita, with whom he had nine
more children.

By 1973, when Emile competed in the Stephenville
music festival, his children were grown up, and he

ir. Emile sat & composed this
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was able to retire from fishing and focus on his music.
Although he had retired, Emile’s music and stories
were drawn from his life as a fisher, farmer; carpenter,
blacksmith, dentist, veterinarian, and even midwife. He is
remembered as an entertaining performer, who clowned

around with his audience and danced with his fiddle.

Emile went on to perform in festivals in New Orleans
and Toronto and give shows in France, England, and

Fig. 5 Emile performs with Rufus Guinchard at
the St. John’s Folk Festival, 1979

Norway. In Newfoundland and Labrador he travelled
with “Pistroli en Atlantique” and recorded with Figgy
Duff. In 1979, Emile released his first album, Emile’s
Dream, followed by It Comes from the Heart (1982). In
1992, Emile received the Lifetime Achievement Award
from the Newfoundland and Labrador Arts Council.
He died later that year, but up to two months before
his death, Emile was still performing on stage, playing
his beloved violin and sharing his music.



Emile's Dream

‘At 5 o'clock m the morming, I woke up and here was
the tune 1 my mind. So, I got up and [ took my violin
and [ played . [ had no tape recorder so I called my
sister and told her that 1t was an emergency and she
had to tape my ng over the telephone because 1f I went
back to bed, I might forget 1t. So [ went back to bed,
and sure enough when I got up, the ng was gone. A
good thing [ called my sister.”

— Emile Benoit describing how he wrote “Emile’s Dream”

nylL.. Rellecl...

fiddle tune. Explain why it would be a good title and if
it would be up-tempo, medium tempo, or slow tempo.
Or compose a tune which could be played on the violin.
Give your tune a name.

Think of some titles for a song that could make a good How can music help preserve elements of our culture?
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DaVid BlaCkWOOd — Artist Fig. 1 David Blackwood

"Today David Blackwood s one of Canada’s most successful printmakers with
s work in significant collections across the country, including the National
Gallery. However, when David Blackwood was a teenager; in his hometown
of Wesleyville, hus studio was a store that his father wasn’t using, and his
canvas was torn sheets taken from his mother’s clothesline (which he blamed the

neighbours’ goats for eating).

David kept three paintings on display in the storehouse window, and people

would stop by to check them out. People

in Wesleyville were interested in
David’s art because David painted
pictures of everything he saw in
that community. He even painted
people who didn’t want their
pictures painted. One day, when
David got home from school, he
learned that one of his paintings
had angered the family of the
person depicted in it. Hearing
that the brother of the man he
had painted was on his way over
to the store to destroy the painting,
David grabbed the family’s 12-
gauge and ran to his studio. There
he removed the painting from the
window display and hid it.

Fig. 2 David Blackwood

The Search Party

Purchased by the National Gallery of Canada in
1964, was David Blackwood’s first etching.



The brother arrived and knocked on the studio door.
When there was no answer, he kicked the door off its
hinges. There stood David with the rifle levelled at the
angry man.

“Where’s the painting?”

“One more step,” David said, “and I'm going to let you
have it!”

“I'm reporting you to the RCMP!” the man yelled, and
he turned and walked away.

David waited for the police — he wanted to tell them
that the rifle wasn’t loaded. When the police didn’t
show up, David put the door back on its hinges, and
continued to create pictures about the people around
him. With the exception of the one man who broke
down the door of his father’s store, David gives the
people of Wesleyville credit for respecting his art. He
has said that, while there were no artists as role models
in Wesleyville, talents were valued, and the people in his
community expected him to put his skill to good use.

Fig. 3 David
Blackwood For
Ishmael Tiller:
The Ledgy Rocks,
1990, Intaglio Edition:
Artist’s Proof 6/15
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While arttrendsin the twentieth century were becoming
more abstract, David’s work became more illustrative.
When he was at the Ontario College of Art (1959 to
1963) he produced his first etching, 7he Search Party,
based on stories of Wesleyville men lost during sealing
expeditions on the Labrador ice. Developed in Italy in
the fifteenth century, etching is suited for artists who
work with narratives. (For instance, Rembrandt used
etching to portray Biblical stories in the seventeenth
century.) Etching also attracts artists who like to draw
since it is based on lines.

Dawvid uses line to show the texture of woolen mitts, and
the wrinkles on a sealer’s face. His etchings are filled
with dark colours that resonate with the hardships that
he often portrays and the stories that he tells — whether
they are of the resettled island his mother came from or
the suffering of sealers caught in a blizzard. Although
David also paints and creates monoprints (single prints
created by painting on a hard surface like plexiglass,
which are then run through a press), today it is his
etchings for which he is the most famous.

“My approach to art 1s one of exploration and discovery. I'm
always, as an artist, constantly a student, and learning. You
learn through your owwn explorations and you learn through other

people and 1n my case, sometimes they are half my age:

23

— David Blackwood

Fig. 4 David Blackwood
Cape Islanders Waiting
Intaglio, Edition AP, 1967



Fig. 5 David Blackwood
Survivor Wandering
Intaglio, Edition AP, 1969

Try sketching a simple line drawing that you think would
translate into a good etching,

Reilect...

Pick one of David’s pieces shown here and create a
story to go with the image.

" " ! . ¥ 2 1
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ETCHING

Etchings are created by coating a metal
plate with a waxy liquid that hardens
to form a thin cover called a ground.
Etchers use an etching needle, shaped
like a pencil, and draw lines that cut
through the ground and expose the
plate. Once the drawing is made, the
plate is dropped into an acid bath,
which bites or etches into the exposed
lines (but doesn’t hurt the parts of the
plate protected by the ground). The
printmaker then removes the plate
from the bath and cleans off the ground
to reveal the image that was etched into
the plate by the chemicals.

Next, the printmaker smears ink over
the plate and removes the excess with a
piece of cheesecloth leaving behind just
the ink in the etched lines. The inked
plate is then laid on the flat surface (or
bed) of a printing press and covered with
wet paper and blankets. The plate is
rolled under a cylinder, which produces
thousands of kilograms of pressure
and forces the paper into the etched
and inked lines on the plate. When the
paper is pulled from the plate, a print
of the image has been made in reverse
on the paper. Each print pulled from the
same plate is numbered and the group
of prints is called an edition.

Although modern printing presses are
a much faster way to reproduce images,
traditional etching produces such
beautiful lines and luminous colours
that it has remained a popular art form.
Furthermore, because the artist hand
inks and pulls each print, an etching is
considered a valuable original artwork.

Fig. 6 David Blackwood
Fire at Sea,
1970, Intaglio Edition: Artist’s Proof
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Robert Chafe - Piywrigh

Fig. 1 Robert Chafe

“Newfoundland. T he people who liwve here. Love.”

— Robert Chafe’s answer to the question, “What inspires you?”

Award-winning playwright Robert Chafe started university with plans to become

a doctor, but his career path changed when he saw a one-man show by John
Taylor called My Three Dads. The show inspired the 21-year-old to write and
perform his own comedic monologue. Staged in 1992, Urbanite contrasted

growing up in the Goulds with yearnings for the big city life. Urbanite was
followed by a number of acting opportunities, which began to cut into Robert’s
class ime and ultimately replaced his earlier plans with a new career in theatre.

By the time Robert won the Newfoundland and
Labrador Arts Council Award for Emerging Artist in
1999, he was already becoming popular with audiences
for his play writing — although he had originally started
writing plays so that he could act. This is not unusual
in our province, however, as Robert points out in his
essay, “Is Newfoundland Theatre Dead?” published
by Riddle Fence. He says that in the Newfoundland
and Labrador acting community, most actors work in
collaboration and write their own one-man shows and
larger company scripts.

Feedback and collaboration are an ongoing part of
Robert’s process. It can take as long as eight years
from the first idea to the first performance of one of
his plays. After that performance the play can still be
subject to edits and substantial alterations. Continuing
from his first play, Robert’s writing has been closely
tied to the performance of his work. This may be the
reason why Robert’s plays continue to entertain and
surprise his audiences.

Fig. 2 Theatre Newfoundland Labrador’s production of Tempting Providence with Deidre Gillard-Rollings and Darryl Hopkins.



Fig. 3

Script excerpt from
Tempting Providence
The following excerpt comes from the beginning of Robert Chafe’s play

about the life and career of Myra (Grimsley) Bennett, who came to the Great
Northern Peninsula on a two-year contract and stayed for the rest of her life.

- - - Characters- - -

Age 31 years at the beginning

of the play, which progresses
through approximately ten years of
her life. Stern, though caring,
serious, though quick witted.

Late twenties at the beginning of
the play. Thoughtful, playful,
charming, down to earth. The perfect
man. A working man. A warm heart and
dirty hands.

Various distinct male characters,
aged fourteen to eighty.

Various distinct
aged nineteen to

female characters,
eighty.

- - - Setting - - -

Stage should be relatively bare, with
limited use of props and costumes. The
play is actor-driven. Myra and Angus are
constant characters. Man and Woman denote
a variety of characters which become self
evident in the dialogue and minor stage
directions. It is strongly recommended
that these characters themselves be actor-
driven, and not be reliant on costuming.

All actors should remain on stage unless
otherwise noted. While not in a given scene
they should be visible, giving focus to the
action. It may be desired to have Myra and
Angus 1in constant character, even when not
in scene. Man and Woman may be omnipotent,
and at times become watchers of the event.

Set and time change should be executed
primarily with lighting, if at all. The
play is written to move quickly and
swiftly through scenes. The text does the
work. Pause should only be taken where
noted. Fun, fast, playful, and, above all,
theatrical.

TEMPTING PROVIDENCE
- - - Act One - - -

ANGUS alone.

Who knows the answer to that? A
person’s inner thoughts like

that. It’s a forbidden domain. She

was a thoughtful woman, and a
private one. So, as for what she was
thinking, what was on her mind,

who can say. I don’t pretend to know
everything. Why she decided to stay,
was content to stay. Put down roots
here, of all places. Here.

MYRA stares out to sea.

Daniel’s Harbour.

Smack in the middle of three hundred
miles of sparsely occupied coast.
Daniel’s Harbour.

Though there is really no harbour

at all. The sharp land as straight
and fierce as the long horizon that
it dutifully stares down. A
collection of houses sit at the

top, where the grass begins. A
collection of people in front of
them. Waiting. I am late. What a
horrible way to make a first
impression. Three weeks late but
only as a result of the ungovernable
will of God. Pack ice so thick,

and a late spring that has meant
that my passage north was to be late
beyond being fashionable. The
stranger arrives to the strange
land. On the SS Home.

A weak smile.

The Home carries the first provisions the
area has seen since the autumn. People
scramble for the food first, and then later
to me for introductions. A long thin

hand falls into mine and its loose skin,
its thinness, makes me recall that of my
grandmother’s. A comforting thought on my
first day here if not for the fact that

this dainty hand is attached to the arm of
a forty-year-old man. Many are sick. They
will not tell you such, but it is clear
enough. Many near starvation. It takes
little of my formal experience and training
to identify why I have been placed here. It
takes no time at all to see a most urgent
need for a nurse.




ho{vvihe-sc t_‘t)
AT

Robert often develops his plays closely with directors
Danielle Irvine or Jillian Kelly For 1nstanci'e,,.lh,1 play
Butler’s Marsh (2001) was wrltten to be produced by
Irvine, who brought her own topF}ke )
suspense-filled play, which-we‘av S
Island, follows a wo
nlght in Bell Isla ci\*- 1t
in which her o]
years before. T
Irvine staged ﬂi
to sit on stumB_

Tymg 1n‘rl]1§‘,f¥
part of many of
Tempting 1?7
to write for
play is I;Hb T
who for _é

along 3 O ‘?}

e lPenln u

*For more l'rformaﬁoh on Nuwrse Bernett, 'tfmn.« to P‘.‘ﬂe 339,

it. Robert als'(‘) invited’
reading of the pl

Another Eﬁ' Ro
called Vive I
produced at
2008. This play, whlc
producer Jillian Keiley, cer:
Benmtw< the famous fiddle
Peninsula, The play’s prégtam lists
Em1lel Emﬂe 2, and Emllq 3 RETe e N

Fig. 4 A performance of Robert Chafe’s Vive la Rose (later called Emile’s Dream)
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MYRA

Script excerpt from
Tempting Providence

In this excerpt Myra becomes acquainted with some of the

superstitions and folk medicine practices of Newfoundland
and Labrador.

Fig. 6 Theatre Newfoundland Labrador’s production of Tempting Providence
with Deidre Gillard-Rollings as Myra and Darryl Hopkins as Angus Bennett.

I thought myself fully prepared for
any emergency, any medical emergency
or situation that would, that could
present itself here. And yet this
place, these people, in all of

their glory manage to surprise

me. Not in the condition with which
they present themselves, not with
the illnesses. But with the
stubbornness. The sheer stubbornness
when it comes to taking care of
themselves, with heeding my words.

I had not foreseen having to lecture
on the contagious nature of the
tubercular patient.

Helen begins to breastfeed Marie.

It is like they think, or want to
believe, that I am trying to scare
them, assert some sort of authority
which they assume I have given myself
because of my title. Knowledge is,
and has been my only authority. More
than anything I want to share it. It
is often exceedingly difficult to do so.
At the clinic.

Nurse?

Nurse?

Nurse?

One at a time. One at a time. Yes?
Nurse, warts. Warts Nurse.

What about them?

My grandmother said to rub a bit of

meat on ‘em and throw it to the dog.
That work?

wood file, and by rub you mean saw

off. Otherwise you can rub whatever
you want for how ever long you want,
but the only thing you’ll be doing is
feeding the dog. Next.

Nurse?
Nurse?
Nurse?

Yes?

The wife gets the wicked nosebleeds.
She swears to warding it off by tying
a green ribbon about the neck.

Absolutely.
Yeah?

Just make sure you tie it tight enough.

Nurse?
Nurse?

Nurse?

Yes, yes?

My youngest got the asthma. Now they
says that you should pluck hair from
the head, take her height on the
wall, put the hair in a hole at just
that spot, just at her head height,
and plug it up, and once she grows
past that hole, the hole with the
hair in the wall what was her
height, that she’ll never have the
asthma again. Now. What do you think
of that?

Yes of course. If by meat you mean

RellecL...

Why mught it be effective to use different actors
representing different stages of a person’s life in a
biographical play? Is this a better way than having
the same actor change and age as the play progresses?

nyiL..

Create an excerpt from a one-man show which is either
a comedic monologue about an event in your life, or a
commentary on some aspect of the culture and history
of your region or the province. Perform the show for
close friends and family:




AftlSt profile

Marlene Creates — Aris

Fig. 1 Marlene Creates

Marlene Creates 1s a conceptual artist. Her work explores the relationship betwween huuman
expenience, memon), language, and the land, and how they rely on each other. Using
pholography as a meduim, Marlene will somelimes iteract with the landscape and then
photograph that mteraction. In 1982, for istance, she travelled around the island of
Newfoundland, sleeping outdoors. Each morning when she got up, Marlene photographed

her sleeping place to show how her being there had changed the land. (See Fig 2 below)

In her series, The Distance Between Two Points is Measured
m Memories, Labrador 1988, Marlene interviewed
Labradorian Elders who were Inuit, Innu, or Metis. She
asked these people to draw what she called a “memory
map” of how they remembered the environment of
their youth. Then Marlene followed these maps to
the place each described to photograph it and find
an object from the area. The resulting assemblages
included a photograph of the person, their memory
map, a framed written section of their story in their
own words, a landscape photograph of one of the
landmarks in the memory map, and an object from
that area. (See the next spread for an example from
this series.)

“Most of their stories,” Marlene writes, “revolve around
a sadness at the loss of nature in their lives, now that they
live in communities. The increasing urbanization of the
world worries me and it was in meeting these people that
I got the greatest sense that something has been lost in

Fig. 2 Marlene Creates

Sleeping Places, Newfoundland (1982)
Silver Gelatin Print

(below) A view of Marlene Creates’ installation Sleeping
Places, Newfoundland 1982

(right) An excerpt from this installation.

Medium: a sequence of 25 black & white photographs,
selenium-toned silver prints, each framed 51 cm x 61 cm.

the way we live now. I don’t want to suggest that their
lives are romantic; no one would wish that traditional
peasant life continue exactly as it was. But these people
make sense of their place in nature.”

Between 1989 and 1991, Marlene completed a similar
project by interviewing her mother’s relatives from
Lewisporte and Joe Batt’s Arm. Having grown up in
Montreal, Marlene didn’t know most of the relatives she
was interviewing. She found it very moving to hear stories
about her family that she had never before heard.

Marlene’s work has also been influenced by ancient
standing stones in the United Kingdom, which are
similar to Stonehenge. Early in her art practice, she
created her own stone installations. (See facing page)
Her work focuses on the influence humans have on
our environment and investigates how landscapes, in
turn, shape human culture.
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A view of the cairn in 2002 after it had been in place for 20 years.

What 1s

* Conceptual

Art?

Conceptual art is about the concept
or idea that an artist wants to portray
rather than about the creation of an art
object that is aesthetically pleasing. One
of the first influential conceptual artists
was Marcel Duchamp (1887-1968).

Duchamp questioned the role of art.
With the invention of the camera, he
wondered why one should paint an
object when it could be photographed.
He theorized that the job of an artist
is to create ideas in collaboration with
the art viewer rather than just creating
an art object. Conceptual art is the
contemporary name for art that strives
to do this.

Conceptual artists often avoid the
traditional art forms of painting or
sculpture. Instead, many conceptual
artists create installations which bring a
viewer through a series of experiences.
Conceptual art may include text,
photographs, or videos, but in all cases
the concept is the art work, not the art
object.

“If a work of Conceptual
art begins with the question
"What 1s art?”’ rather than a
particular style or medium,

one could argue that it is
completed by the proposition

" s could be art’: “this’

being presented as object,
umage, performance or idea
revealed in some other way.”

— Tony Godfrey, in Conceptual Art,
Phaidon Press, London, 1998
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Fig. 4 Josephine Kalleo, Labrador 1988
_from the series The Distance Between Two Points is Measured in Memories

by Marlene Creates

Medium: assemblage of two black and white photographs and one story panel, selenium-toned silver
prints; memory map drawn by Josephine Kalleo, pencil on paper; and saltwater grass from Nain.

Installed dimensions: 160 cm hugh x 152 cm wide, plus floor space.

(Below) Installation view of
Josephine Kalleo, Labrador 1988 E veg LA ;-""5_‘ .-'U Ak
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| was borm hene, 1920. That's my home. Really home
Right ditfarent now. | m lots of it Right changed. When
| was small | cooked everything outdoors, outside the
house. Mot aliowed & fire outside mow, not hane in Man
Everything gone. Codfish and caplin and bakeapphe
Everything gone. | maki a ille box wilh (hal green shell in
tha fall. In Ociobar, My lalher's 5 % taught me when |
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Think about a place that has been important to you ...

Draw a memory map of that place.

Link that memory map with a photograph
of that landscape and something that is
appropriate to take from that place.

Have someone take a photograph of you
(preferably in that place).

Write a paragraph explaining what it felt
like to be in that place.

Present all five items in an art presentation
in class.

How have you shaped your landscape? How has
your landscape shaped you?
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Barbara Doran — Fiwmaker

Fig. 1 Barbara Doran

“I got wnto filmmaking through the back door, as many people do,”

5ays

Newfoundland and Labrador filmmaker Barbara Doran. “I got wnto it as a
social actwist and a feminist. It was a way of reaching a larger group of people
with ideas that I thought were important and changes that I thought should
happen in the world.”

Barbara’s first experience with the world of filmmaking occurred when filmmaker
Gerry Rogers called her to work as a researcher at the National Film Board (NFB)
in Montreal. Barbara had no film experience but, intrigued with the medium,
she began taking night classes in filmmaking as she went to work as the assistant

director of the NIFB’s women’s filmmaking studio.

Soon Barbara was making her own films. Her first
works were documentaries, many of which focused
on the subjects that had inspired her to be a founding
member of the Newfoundland Status of Women’s
Council and to advocate for the province’s first shelter
for battered women. Forinstance, in the mid-1980s and
early 1990s, Barbara travelled to several developing
countries to film the stories of women living there.
Her works about this subject matter include Speaking of
Nairobi (1986) about the Women’s World Conference
in that country and the African Market Women Series

about female entrepreneurs in East Africa. Another of
her films, When Women Kill (1994), follows the stories of
three abused women who killed their husbands when
they felt they had no other option for survival.

In the early 2000s, Barbara returned to St. John’s to
enter a new stage of her career With more then 20
documentaries to her credit, Barbara began work
as a producer of Random Passage — the biggest budget
miniseries ever to be filmed in Newfoundland and
Labrador. Barbara says that all film projects begin

with “a good story and idea.” With Random

= :lfr"#n’ ¢ Fassage, she knew that she wanted to film it by

Fig. 2 Barbara Doran and colleagues while
filming Playing the Machines (2009)



| Excerpt from Still Rowdy
After All These Years

The following excerpt comes from the script for the
documentary Stll Rowdy Afier All These Years. Produced
by Barbara Doran, this film is a biography of Gordon

Pinsent’s life and career.

Fig. 4 Barbara Dora hats with Gordon Pinsent on the set of
Still Rowdy After All These Years (2010)

ON STAGE AND AUDIENCE

10:08:21

Rowe When you were that 15, l6-year-old boy in Gander, did
you have a sense that there was something more for you out
there? You didn’t really have a lot of cards in your deck
to play and yet you, you went.

10:08:35

Pinsent Well, yes. There was always that feeling, I think, of
something else. You know, but whether it was the grass is
always greener, I don’t know. I've always felt I was part
of something larger. I just didn’t know what that was.

FILM CLIPS

10:08:51 It was 1948 when I left Newfoundland. It was still a
country. I immigrated to Canada. When I arrived in Toronto,
I only had two bucks left in my pocket, maybe not even that.

BARRY

10:09:04

Barry What does a young fella do? You go find a place where you
can buy a fella a beer. What, you know? A dime of the two
bucks you have. And, uh, and promptly was promised a,
promised a job at, uh. But it didn’t start until the
inspectors were coming. Because they didn’t really need him.

PHOTOGRAPHS

10:09:20 It was a job mucking out a basement somewhere. So he showed
up on the day the inspector was going to be there. They
handed him a shovel. He was digging like a mad thing when
the inspector showed up.

BARRY

10:09:28 They signed him into the country, walked away. Gordy gave
back the shovel and said, “Don’t need to be doing that
anymore,” and off he went.

FILM CLIP

10:09:37

Pinsent Somebody at an unemployment agency said to me, “And what
kind of work do you want to do?”

PINSENT AND AUDIENCE

10:09:40 I said, “Well, I'm an actor.” And they (said), “An actor?
Well, we can’t get you work at that.” They said,
“What were you before?” And I said, “I was a shepherd.”

And they said, “There are not too many sheep in Toronto.”
Well, that’s all right. Well then you’re going to have to
get me work as an actor.
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With co-producer Jennice Ripley, Barbara began to
raise money for the project. Although Barbara
often writes and researches the scripts for her own
documentaries, she contracted Des Walsh to write
the screenplay for Random Passage and John N. Smith
to direct. As Barbara explains, a producer is involved
with all of the filmmaking stages. For Barbara, this
includes going into the editing suites with her films.
“The producer is the first one in who turns on the light,
and they’re the last one to leave ...,” she says. “They’re
responsible for not only the big picture, but for all the
little pixels that make up that big picture.”

Producers also assist the broadcasters or distributors
with promotion. This can be tricky, Barbara says, as
theatrical distribution is determined by “bums on the
seats” and television funding is often determined by
“eyeballs on the screen.” This means sometimes the

more serious shows are passed over in favour of what
broadcasters and distributors think might have a more
widespread appeal.
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“We live in a world with inane TV — what we call
light entertainment,” says Barbara. There’s not a lot
of meat on the bones of ... the latest flasher/zombie
film dominating the box office. It seems that the bigger,
the noisier, the dumber the show, the more people
are watching it. But that’s what the broadcasters and
the distributers are looking at, so that all questions of
national expression are left behind.”

With less money coming from broadcasters and
distributers, Barbara fears for the future of documentary
and big budget feature films in Canada. Despite these
difficulties, Barbara still loves working in film. “I need
to wake up every day with a new mountain to climb. I
get that in film,” she says. “I like the freedom it gives
me and the necessity for constantly coming up with
new ideas. I’'m stimulated by it, and also I know that if
I screw up there’s no one to blame but myself. That’s
both scary and rewarding.”

Fig. 5 Barbara Doran and her crew in Trinity, on location
for the filming of Hard Rock and Water (2005)



Excerpt from
Hard Rock and Water

Sometimes I feel like a fake
Newfoundlander. I have no connection to the
fishery, I'm a townie, I’ve never even been
in a dory, my family never fished. I don’t
even like salt cod.

But I do know that the closure of the

cod fishery in the early nineties was the
biggest blow we had since confederation.
Fishermen didn’t just lose their jobs, they
lost a way of life; communities lost their
reason for being.

Without the cod fishery, Newfoundland went
into an economic tailspin. We had to
quickly re-invent ourselves, to develop,
among other things, a tourist industry
based on another natural resource, one we
may be able to control.

Tour boat/Icebergs
Tour Operator: Of course these Icebergs
come all the way from Greenland..
. a good chance to get some nice
pictures.

We’ve always had a strong cultural
identity, a kind of cultural nationalism
that has sparked an incredible outburst of
energy in the arts; in books, music, dance
and theatre.

Trinity Pageant

Pageant Actor: mind your foot coming down here..
. 1579, The NL trade was swelling
. 120 sail ships annually.

Tourists are coming because they’ve heard
about our unique culture. But they’re
sometimes looking for something that’s like
a fly in amber. It’s the memory of a way of
life we once had. It’s as if we’re afraid
to look into the future so we keep coming
back to what connects us to the past.

Pamela Morgan playing guitar. Des singing
“It was early next morning..”

IylL..

Think of a topic you would like to explore as a
documentary. Who would you interview? Write five-ten
questions you would ask the interviewees.

The following excerpt comes from the script for
Barbara Doran’s documentary Hard Rock and Water,
which “follows Newfoundland writer Lisa Moore on a
quest to discover the essence of nationhood.”

Des Walsh is a writer, musician, poet, and
a good friend of mine. He spends most of
his time in a small outport not far from
where his family settled when they arrived
from Ireland generations ago.

Des: My family weren’t wealthy people, they
were destitute ...

Country has absolutely no interest in us
whatsoever.

Lisa: the opposite side of that is strong
cultural ...

In 1949 we faced the toughest decision of
our lives; whether to keep our status as

an independent country or to become part
of Canada. Joey Smallwood led the campaign
promising everything from Baby Bonuses to
0ld Age Pensions. He won by the skin of his
teeth — by four per cent.

Canadian PM: We have reached an agreement ..

With the stroke of the pen, we signed away
our nation; The only country ever to do

so voluntarily. We signed it away for a
slice of bread. In exchange, we gave Canada
control over our abundant resources — they
got us cheap.

Let’s give three lusty cheers for
Newfoundland .. Hip hip hurray!

Almost half the population had voted to
take back their nation. My Grandfather
was one of the thousands who wore black
armbands to mourn the loss of their
country. That sense of betrayal and the
ache of shattered dreams still hangs over
this place like a thick fog. There’s a
lingering sense that we gave up something
precious; something we didn’t really
appreciate at the time.

Reflect...

What can documentaries tell us about our province?
our culture? our heritage?
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'Fig. 1 Damhnait Doyle

Damhnait DOYIC — Songwniter and performer

T hey called it a Cinderella story. “The head of AGR for a new record label heard
her singing, and in under a year Damhnait Doyle was in a recording studio working
on her fust album, “Shadows Wake Me™ (1996). Now, after almost 15 years of
working in the music mdustry, Damhnait (pronounced dav-net) has made four solo
CDs, two CDs with the band Shaye, and has recorded her furst album, “lomight
"Tonmaght,” with the band ‘T he Heartbroken.

Looking back, Damhnait describes working on her first album as a frightening
experience. She says it was like working on the same canvas with six other painters,
all more experienced than she was, except that somehow she was the one in
charge. To be more prepared for her second album, Damhnait took the time
to learn how to play the guitar and develop her songwriting skills by working

collaboratively with other musicians.

VY-
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Fig. 2 A young Damhnait in a production of the musical Cats in St. John’s, 1995

Damhnait’s love of performing was evident from a young age — but it took a stroke of luck to start up her career. After high school, Damhnait was
disappointed when her application to the National Theatre School was rejected. Instead, she applied to university and got summer work with Duckworth
Distribution Ltd. in St. John’s. One day, Damhnait was singing while packaging up music for mailing when a visiting music executive overheard her and
ended up listening to her demo tape. Before she knew it, Damhnait was signed on as the first artist on Latitude/EMI Music.




For Damhnait there are two ways to
write songs: the way she writes when
she’s writing by herself and the way she
writes when she’s writing for or with
another artist. When writing on her own,
Dambhnait often starts with the lyrics,
perhaps drawn from a piece of writing or
her journals. Then she works on matching
the music and melody to the lyrics. It is
much rarer for her to start with some
music that she’s written before tackling
the lyrics. Even then, it has to come back
to the lyrics, “because if I'm singing this
song I really need to fully believe every
ounce of emotion that’s in it.”
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Dambhnait acknowledges that, like the
name of her new band, The Heartbroken,
most of her songs are based on themes
of love and the loss of love. Although
these themes have remained constant in
her songwriting, she adds, “but as I get
older my heart breaks for very different
things — things I've seen on my travels in
Africa and Afghanistan.a‘< So it’s as if my
heartbreaks are bigger and wider.”
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Fig. 4 A promotional Christmas card for
Damhnait’s Hyperdramatic alboum (2000)

damhnait doyle
hyperdramatic

featuring the first single "Tattooed"”

Hoappy F6HT

d “S/’jmz( Hill"
er"f‘feh 67 D&ml\hf\/.f Dol,(e

It feels a little S‘érar\je, asKing how youn've been.
[ haven't wrl"f‘fer_\ (n a while, but misery's a fw\m/ ﬂ\/'hj.
[ used to lie awake and pray youn were the onre.

But vp on Sl'jmx( Hill, 'm seeking shelter from the sun.
: Chorus:

| can see the world from wa up here,
where the arr s thin and there s no fear.
Once there stood an army here,
but the army 1t stood strll.
War'finj for a s/'jh up on S/’gm\( Hill.
How you feel | cannot tell,

[ see only myself rn this well.
Decdman's Pond 1's bottomless ‘L‘Ael/ say.
No one Knows how man
love lost souls rn there (m/.

(C/\ormsj

/ [A«/ é«, this pond Aa(d/'nﬁ hearts.
[ could have seen this from the start.
Even though 1t seems you've won,
[ Enow T'll #rnd another onre.

( Clhorus)

Whose eyes will you be [ook/'nj f/\roug/\
when Thr's (e‘Z‘lfer _7efs‘ to 7001? !
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“[ used to keep two books. One was a journal ... (with my)
truest, purest, uglest thoughts and I had another book that [
wrote my songs i until I realized that something I had wnitten
i my journal was actually a song So then I just kept the one
book. Since that point, all of my lyrics have been completely
exposed and honest.”

— Dambhnait Doyle on her songwriting

The process of writing collaboratively is a different
situation, says Damhnait. “When I am writing a
pitch for another artist, or for television, I meet my
co-writer in a room at 10 in the morning and leave
at six that night with a brand new song, completed,
and often recorded. It’s more of a thinking job than
a feeling job.”

Although Damhnait doesn’t always get to meet the
performer for whom or with whom she is writing,
she prefers to get to know the artist if she can. For
instance, when she learned she was going to co-write
a song with Canadian Idol finalist Rex Goudie, they
sat down, chatted, and got to know each other. During
this time, and unbeknownst to Rex, Damhnait began
to write down key things Rex was saying and these
turned into the bulk of the lyrics for the song “Like I
Was Dying.”

Dambhnait says she also really loves working with newer
artists. “I started out so young, and I couldn’t say what
I wanted ... I didn’t have the musical vocabulary. So
I want to help younger artists write a song that is 100
per cent them, as opposed to me going in and trying
to imprint on them what they have to say.”

In addition to writing songs with another individual,

=

th an Ontario prison.

TA/’; song (s about the (ife of Romeo Phill P
who was fa(Se((/ convicted for the S'faéél'hy of
a ff'ref/'jéfer and ended vp S/)ehd/'hj 3/ years

Damhnait also has experience with writing songs
collaboratively within a band. For seven years,
Dambhnait was a member of the band Shaye with Kim
Stockwood and Tara MacLean and had huge success
with their song “Happy Baby.” Throughout the years
they continued to write songs together, tying in their
varying and eclectic musical influences and were very
aware during the process to try and represent each
singular voice, while maintaining the sound of the
group. Damhnait is also enjoying writing with her new
band members in The Heartbroken: Blake Manning,
Stuart Cameron, and Peter Fusco.

“We are writing as a unit, but it’s still a very singular
experience in that we were all united towards the one
goal musically and all on the same page. It’s more
like following a very natural progression, with no
roadblocks,” she says.

“I just love these songs and think that they’re the best
thing I've ever done but when I look back, I think,
’that’s what I thought with every album!”” Damhnait
laughs and then becomes reflective. “Each of the
records that I've made is a snapshot of that point in
time. You take the snapshot and pass on as soon as
that moment is gone. But I've realized that it’s okay to
change and to continue that path of searching.”

Fig. 5 An excerpt from
“31 Years,” a song

by The Heartbroken
(Damhnait Doyle, Stuart
Cameron, Blake Manning,
Pete Fusco)

Some guys, ‘tf/\ey ér/'hj Flowers

some Send cards

gonna tell them ['m a Killer
mm/ée spend a h/'jl\‘tf belind bars
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Jerry Evans — 4vist and Fibrumaker S

Art has always been an important part of Jerry Evans’ life. Born in Grand
Falls in 1961, Jerry’s family moved a lot when he was young because of his
Jather’s work with the provincial government. Fach time they moved, it took
a while to make new friends. To entertain humself; Jerry spent a lot of tume
drawing. “I think that’s where my seed was planted for art,” he saps.

At an early age Jerry also knew that there was something different about his family;
something that nobody would talk about. Other kids teased them, calling them
racist names. When Jerry asked why, his grandfather said they were of Spanish
descent and that explained the straight hair and dark skin that kept showing up
in his family.

Fig. 2 Jerry Evans, Spirit Wind (1996), Lithograph



*Tlus, even the census records of the Evans fm/'/z/ made ro
wmerition of thetr Aéor/jlm-\l Aer/faye

Fig. 3 Jerry Evans, Spirit Tree (1996)
Lithograph

It wasn’t until he was in his early 20s that Jerry heard the
truth. His great-uncle Caleb was visiting from Ontario
and caught a lift into central Newfoundland to visit
relatives while Jerry and his dad went moose hunting.
On the drive, Caleb told them some of their family
history. He explained that some of their ancestors were
Mr’kmagq, although this wasn’t talked about much in
their family. These Mi’kmaw ancestors had married
English settlers at a time when such marriages were
considered socially unacceptable.*

For Jerry, his uncle Caleb’s story explained the whispered
stories and teasing, But even more, he says, it opened a door
for him. He wanted to learn everything he could about
his Aboriginal ancestry. “I didn’t grow up in my culture,
learning my language and the ceremonies of my culture,”
Jerry says now. “It was almost like being reborn.”

At the time of Jerry’s discovery about his family, he had a
certificate in Commercial Art from College of the North
Adantic and a Bachelor of Fine Arts from the Nova Scotia
College of Art and Design. As a young artist, it was only
natural to explore this new information in his art. “My
work is about what it was always about,” Jerry says. “Who
I am and where I'm from.”

Today, the story that had been suppressed for three
generations now appears in Jerry’s prints. For instance, in
the lithography print No’kmagq — My Relations (1998), Jerry

included photographs of his family members — his great-
great-grandfather; great-grandparents, and grandfather —
and his own hand print as a symbol of a living connection
to this heritage.

In another print, Jerry explored the title of Daniel Paul’s
book about the Mi’kmaq — We Were Not The Savages. Census
takers once used the word “savage” when they recorded
Aboriginal people in Newfoundland. Jerry’s print also
includes portraits of Newfoundland Mrkmagq taken by
French photographer Paul-Emile Miot in the late 1850s.
When he saw these photos, Jerry wondered if he was
looking at some of his own ancestors.

Porcupine quills, beadwork, carved amulets, and other
traditional Mi’kmaw and Beothuk imagery sometimes
make their way into Jerry’s art. But in his search for
authenticity, Jerry also avoids the stereotypical images
of Aboriginals often used in popular culture. In Here
Across the Waves (see fig. 6.103 on page 558), for instance,
Jerry used a photograph of an anonymous Mi’kmaw
woman because she was wearing a traditional peaked
cap and beadwork as opposed to the feather headdress
that 1s often pictured for all Aboriginal people, regardless
of their affiiation. Another image shows the famous

Mri’kmaq hunter, guide, and prospector Mattie Mitchell.

Much of Jerry’s training as a printmaker came from his
time as the printer in residence at St. Michael’s Printshop in
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Fig. 4 Jerry Evans
Wistgamu Kiju — Earth Mother (2001)
Lithograph
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Fig. 5 Jerry Evans
Migration Cycles (2002)
Lithograph

St. John’s. Jerry specializes in the print form of stone
lithography. Following a system of apprenticeships and
training established in the Middle Ages, Jerry became
a “Master Printmaker” in 1992. Under the supervision
of Anne Meredith Barry* and Otis Tamasuskas, he
earned his “chop” — an embossed seal that indicates
his mastery of his cratft.

Recently, back problems and other health issues have
led Jerry to take a break from printmaking Instead, he is
creating more paintings and learning filmmaking, Jerry’s
first short film is based on the same theme as his lithography
prints. Titled Red Ochre: Mekwisiqran, it shows footage of
Jerry growing up in a Canadian culture. Black and white
photographs of family members are interspersed with
video of Jerry creating a collage. This approach helps to
contrast the two sides of his background. For instance, an

image of Jerry as a baby dressed in a button-up shirt with
a little bow tie 1s juxtaposed with a contemporary video
of himself dressed in leather, porcupine quills, and feather
regalia at a pow wow. The video also includes a scene
where Jerry’s son, who is wearing a baseball hat, peeks out
from a traditional Mi’kmaw shelter.

Today Jerry’s Mi’kmaw culture is a central part of his
spirituality and he always participates in the annual
Conne River Pow Wow. Even though the modern-
day pow wow is not a Mi’kmaw tradition, Jerry says
it is a way for all Aboriginal people to get together with
old friends, meet new ones, and “openly celebrate and
embrace our culture.” After three generations of keeping
their Mi’kmaw heritage a secret, Jerry Evans is proud
to be a member of an Aboriginal family and 1s proud to
pass this tradition on to his son and family.

Ty it...

Reflect...

Some of Jerry Evans’ works of art incorporate
photographs. Try creating your own piece of art that
uses both photographs and at least one other medium.

Jerry Evans says, “My work is about what it was
always about. Who I am and where I'm from.”
If'you were going to create a piece of artwork to
illustrate who you are and where you come from,
what would you want to portray? What kind of
imagery would you use to express this?
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Fig. 1 Elsie Holloway

Elizabeth (Elsie) Mary Holloway — Photographer

Newfoundland and Labrador’ fust female professional photographer, Elsie Holloway,
was 16 when she recewed her fust cheque for publishing a photograph. It was May
1899 when Elsie went dovwn to the Outer Batlery with her father and some other girls
lo photograph an impresswe iceberg i the mouth of St. John'’s Harbour. Elsie’s fathes;
Robert Holloway, was an enthusiastic amateur photographer and allowed her to use
fus large field camera. Ducking under the black cloth that blocked the hght from the
viewfinder; Elsie composed her shot and pressed the shutter — taking the shot that later
would be published m the British periodical Pearson’s Magazine.

Bornin 1882 in St. John’s, Elsie was raised in an interesting ~ photography with his daughter and son, Bert. Many of
household. Her father, a principal at the Methodist Robert Holloway’s photographs were taken around St.
College, also was one of the pre-eminent Newfoundland =~ John’s and on summer travels throughout Newfoundland
photographers of his generation. He shared his love of  and Labrador, accompanied by his family.

Fig. 2 Brigus, c. 1940
Elsie often took her camera along on her travels.



Fig. 3 Night time on Water Street, St. John’s, 1936 as captured by Elsie Holloway

Upon completing high school, Elsie went to London,
England to take courses in retouching and tinting portrait
photographs. However, she learned the art of photography
from her father. In an Evening Telegram interview in 1946,
she noted: “Father taught us all he knew; and photography
was his hobby: I did take a course in retouching, but that
was all. The rest I just picked up myself. I was always
fascinated by photography.”

In 1904, Elsie’s father died and the family moved from the
principal’s residence at the Methodist College to a new

Fig. 4 Sliding in St. John’s,
¢. 1920s by Elsie Holloway

home in St. John’s. Immediately, Elsie and her brother,
Bert, set up a darkroom on the top floor. There, the
Holloways made plans to open their own photography
studio. To finance their venture, they finished and sold a
book of their father’s landscape photographs that he had
been working on prior to his death, as well as individual

prints from the thousands of glass plate negatives that they
had inherited from him.
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In 1908, Elsie and Bert opened the Holloway Studio
in St. John’s. While Elsie focused on portrait and group
photography, which formed the base of their studio’s
business, Bert showed his father’s enthusiasm for
adventurous travel. He booked passage on sealing vessels
and took some of the best photographs we have of the seal
hunt. He also made a photo record of the Newfoundland
Sealing Disaster of 1914 when the casualties and bodies
were brought off the ships in St. John’s.

Elsie soon proved that while she was a patient and
careful photographer, she could also be mnovative. At a
time when photographs were very formal, Elsie liked to
capture her subject’s personalities, especially children. In

her spare time, Elsie returned to landscape photography
in the communities where her family had travelled when
her father was alive. In 1914, she visited the International
Grenfell Mission in St. Anthony, and travelled north
along the Labrador coast. Many of her pictures from this
trip have survived.

When the war started in Europe, Elsie found her subjects
showing up in military uniforms. Some of the young
men she photographed, like Sergeant Tommy Ricketts,
would become heroes. Others, like her brother, would
never return. In April 14, 1917, Bert Holloway was
reported missing in action at Monchy-le-Preux; his body
was never found.

Fig. 5 Lieut. Robert

(Bert) Holloway, 1916

Elsie Holloway was well known
for her portrait work. She took
this portrait of her brother
before he left to fight in the First
World War. Bert Holloway never
returned from duty.



With her brother’s death, Elsie became the sole owner of
Holloway Studio. Before 1916, it is sometimes difficult
to tell if a photograph signed “Holloway” was Elsie’s or
Bert’s (or even her father’s), but we know that in 1919 it
was Elsie who recorded every stage of Alcock and Brown’s
departure from St. John’s as they began the world’s first
non-stop transatlantic flight. Elsie was also there to record
when Amelia Earhart left from Harbour Grace in May
1932 to complete the first solo transatlantic flight by a
woman; and she was the official photographer of the

Royal Visit of King George VI and Queen Elizabeth to
the colony in 1939.

In 1946, at the age of 65, after 30 years of operating a
thriving business, Newfoundland’s first female professional
photographer sold Holloway Studio and retired. Elsie
Holloway died in 1971, but her work remains as a way for
us to catch glimpses of life in Newfoundland and Labrador
that would have otherwise been lost.

Fig. 6 Capturing a historic flight

Elsie captured the start of the world’s first non-stop transatlantic
flight, which left from St. John’s in July 1919. (top left) Crowds
gather at Lester’s Field, St. John’s to watch the plane take off.
(top right) Pilot Capt. John Alcock and navigator Lieut. Arthur
Whitten prior to takeoff.

Fig. 7 HM King George VI and Queen Elizabeth leaving
Holyrood, June 1939
Elsie was the official photographer for this royal visit.

Fig. 8 Filling a water cask, c. 1930 by Elsie Holloway

nyit..

Rellecl...

Take several photographs of your environment and
selectonewhichyoucouldenterinamagazinesection
entitled “This is my Newfoundand and Labrador.”
Explain why you chose that photograph.

Why is our province “a photographer’s dream?”
When you travel throughout the province, do you
take lots of photographs? What happens to the

photographs you take?




Fig. 1 Ron Hynes

Ron H}/HCS Songwriter and Ferformer

“I come from a really good discipline of songwniting in Newfoundland and

Labrador;” Ron Hynes says, “because we have been writing songs for 500 years
before there was a music industry. And these songs were not written to get a
publishing deal or to get on Much Music. T hese
songs were written to document the lwes of the
people who wrote them. They were poets who
wrole about things in thewr lwes, about thewr
communities. And they wrole things that say,
"I his 1s who we are and this is where we came
from, and thus is where we live and why.” So, 1
came by my trade honestly.”

7K

At the age of nine, growing up in Ferryland,
Ron knew he wanted to be a songwriter and
singer. He was surrounded with music, but it was
his mother’s youngest brother, Sonny O’Neill,

who taught him how to play
e e the guitar on a Gibson J50

when Ron was 13. Sonny

loved the music coming out
of Nashville at that time:
Marty Robbins, Johnny
Cash, Hank Willhiams, and
he passed thatlove of music
on to his nephew.

Fig. 3 Ron Hynes in Ireland for the filming
of Ron Hynes: The Irish Tour, c. 1997
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*As of 2010, there are over 100 cover versions of "
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Fig.4

Sonnys’ Dream

Sonny (ives on a fam

On a wide open space

‘Where you can take off your sneakers
And give up the race

You can lay down your head

By a sweet river bed

But Sonny ufw.a_ys remenbers

What it was his mama said

Chorus:

O Sonny don't jo away, I am fere all alone

Your daddy’s a sailor who never comes fome

All these nights get so long and the silence goes on
And I'm feelin' so tired, I'm not all that strong

Sonny carries a load

Tho' he is barely a man

There ain't afl that to do
Still he does what he can
And ke watches the sea

From a room by the stairs
And the waves Keep on rollin'
They've done that for years

Repeat Chorus

When Ron looks back at his career, he acknowledges that
he “jumped in with both feet” right after finishing high
school. In 1972, Ron released his first album, Discovery
which was the first recording of completely original
material by an artist from Newfoundland and Labrador.
Four years later, Ron’s international hit, “Sonny’s
Dlream”,y< was written somewhere in Alberta while Ron

Lyrics by Ron Hynes

It's a hundred miles to town
Sonny’s never been there

And ke goes to the highway

And stands there and stares

And the mail comes at four

and the mailman is old

Ok, but ke still dreams his dreams
full of sitver and gold

Repeat Chorus

Sonny's dreams can't be real

They're just stories he's read

They're just stars in fis eyes

They're just dreams in his head

And he's fungry inside

For the wide world outside

And I Know I can't hold him

Though I've tried and I've tried and I've tried

Repeat Chorus

1976 anﬁaj(uf Grand Music/Peermusic Canada

was touring with the Mummer’s Troupe in a Volkswagen
bus. His inspiration was the uncle who first taught him to
play guitar. He started thinking about his grandmother’s
relationship with his uncle Sonny and the lyrics came to
him in only 10 minutes along with the beginnings of a
melody. That’s the way Ron still prefers to write songs,
although very few come that fast.




“The lyric comes first,” Ron says of his songwriting. “Then

I wait for the lyric to sing back to me. The lyric will have a

certain attitude toit, whetheritbe alove ballad or a funny story

or a tragedy. It will dictate the tone of the melody, whether
» it’s up-tempo, medium tempo, or quiet and introspective.
Then I may go to the piano, or a ukulele, or a guitar. But
my favourite thing is to walk away from the instruments
altogether and sing it a cappella. I’'m always editing as I go,
singing it over and over again, until the phrasing seems to
work its way out. That’s the only way I know how to do it,
and I’'ve done it that way for almost 40 years now.”

Although Ron has released his seventh solo album, Ron Hynes,
and received awards and accolades for many of his songs
throughout his career, Ron says his best song is “Atlantic
Blue,” which was written six years after the loss of 84 lives on

#“en t _{f?” %3  the Ocean Ranger in 1982. Ron adds that he likes to write

songs based on stories. For instance, his song, “My Father’s

Fig. 5 The cover of Ron’s seventh solo album, Ghost” was influenced by a ghost story his grandmother used
Ron Hynes (2006)

St. John’s Waltz Lyrics by Ron Hynes

. Ohthe harbour lights are gleaming All the nine to fives survive the day

" And the evening's still and dark ‘With a sigh and a dose of salts,

i3 And the seagulls are all dreaming And they're parkin' their cars and pacKin' the bars

 Seagull dreams on Amherst Rock, Dancin' the St. John's Waltz

o And the mist is slowly drifting
:  As the storefront lights go dim

\ And the moon is gently lifting
: - As the last ship's coming in

Ok my heart is on the highway

And I'm sold on goin'to sea

All the planes fill the sKyway

All the trains run swift and free

So leave the wayward free to wander

 All the sailors Jot a story
- Some are true, some are false
But they're always wrecKed and they're up on the deck

Dancin' the St. Johin's Waltz. S g b,
- You'll find your way back home

Leave the restless free to roam
If it's rocKs in the bay or it's old cliche

" Of we've fiad out share of history
"\ We've seen nations come and jo So don't question or inquire
 We've seen battles rage over land and stage ‘What's been gained, what's been lost
- Four hundred years and more In a world qf romance don't miss out on the chance
- For glory or for freedom To be dancin' the St. John's Waltz
Or for country or for King
Or for money or fame but there are no names

. On the graves where men lie sleeping © 1976 Wonderful Grand Music/Peermusic Canadia
624 .




THREE DECADES OF SONG BRELS kRl ReeinintR e b el
: e eyt his grandmother’s Catholic faith

RONHYNES B
-

She stood inside the doorway

and she turned towards the cove.
She took down the blessed crucifix
and she burned it in the stove.
And we all stood in the kitchen
like travellers in the rain

waiting on some platform

to board some lonely train.

Ron Hynes is very aware of how

Newfoundlind T siiee his own history has shaped his
. songwriting. But he is also aware

Fig. 7 Ron has been writing of how songs written by people like

and performing music for him shape this province. “More than

g dlysats: anything else, as Newfoundlanders,

our songs define us,” says Ron. “We
are connected by them.”

“It wasn’t until I had put in twenty years,
until I was thirty, that I knew how to write
... Tthink that’s true of any discipline ... it

takes twenty years for it to have your stamp on
it. That was when my songs sounded
like me and no one else, so that when someone
hears your song on the radio they can say
‘that’s a Ron Hynes’ song’ and not a Bob

Dylan song or a Johnny Cash song ™

- Ron Hynes

Ey .. 7{ .

A

-

Take 10'minutes and jot down some possible lyrics
for a song. These lyrics should come from a personal
experience. You may wish to use a graphic organizer.

RellecL...

Are most of your favourite songs your favourites because
of the lyrics or because of the music?

RON

THE PERFORMER

In addition to being a songwriter
and singer, Ron Hynes can also add
“actor” to his resume. Although some
of his acting gigs have combined his
musical talent with his dramatic flair,
he has also done several acting roles for
both film and television. In 2010, Ron
completed the film Ron Hynes - The Man
of a Thousand Songs, in which he played
himself. His other acting roles include
a lead role in the movie A Secret Nation,
the role of Johnny Shea in the television
series Dooley Gardens, and principal
roles in the theatre productions of
The Bard of Prescott Street and Hank
Williams: The Show He Never Gave. In
addition, Ron was a founding member
of The Wonderful Grand Band and
completed two albums and over 40 half-
hour episodes of the show Wonderful
Grand Band with them.

Fig. 8 The Bard Of Prescott Street, 1976
Mary Walsh, Ron Hynes, David Ross
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Fig. 2 Opening ceremonies at the Labrador Winter Games
in Happy Valley-Goose Bay
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Born in Cartwright in 1948, Harry was raised playing
music. At an early age he played the accordion, and
learned three chords on the guitar when he was 13 years
old. A few years later, an American serviceman stationed
at the radar site in Cartwright taught Harry how to play
finger-style on a guitar.

For a brief period in the late 1960s, Harry made a living
playing in bands in Happy Valley-Goose Bay, but found
that playing music professionally “took the fun out of it.”

He joined the Canadian Armed Forces and thought that
he was leaving his guitar behind. But two years later, while
still in the service, Harry picked up the guitar again. He
began playing cover tunes with bands, but also tried his
hand at writing his own songs. He later recorded one of
his compositions, “Raven Hair.” In 1981, that song topped
the charts on Goose Bay’s CFLN Radio for a week. Harry
realized that people from Labrador liked hearing songs by
one of their own about their own lifestyles.

Harry realized that people from Labrador liked hearing
songs by one of thewr own about their own Lfestyles.

Fig. 3 “Raven Hair,” written in 1979

Raven
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Raven hair,

Cool dark eyes,

You looked at me | came alive,

When vou came on with that smile,

I was in heaven for a while

2. The world was ours,
The night so young,
Daon't ever end, go on and on,
Just when I'm feeling so high,
Your eves are sayin' goodbye,

Chorus: o
(h what a night for dreamin,
We've got the stars on our side,
It’s just too good to believe in,
I couldn’t leave if 1 tried.

. Don’t say a word,
Don't break the spell,
Let's go and find a wishing well,
And 1 will make vour dreams come e,
Just tell me what [ got o do.
{ horuis

Repoat Verse |
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After leaving the service, Harry became a conservation
officer. In the 1970s, the provincial government introduced
many new rules and regulations on trapping and hunting
Harry was in charge of enforcing these new laws along
more than 500 kilometres of Labrador coastline and 80
kilometres of rivers in southern Labrador. Later he would
admit that it was not an easy job.

Many hunters and trappers he dealt with had maintained
traditional trap lines for generations. They believed the waldlife
that had sustained their fathers and grandfathers should
always be there to hunt and trap. Although there were
people who saw the need for hunting quotas and humane
trapping regulations, some saw them as a nuisance. For
Harry this meant that sometimes “during the day I would

Fig. 4 First public concert
performance. Official opening of the
Cartwright Community Hall, 1967

Fig. 5 “Take Me to the Country,” written in
memory of the late Henry Mesher, 1983

come into a situation where someone was committing a
minor infraction ... and in the evening I'd find myself at
that same person’s house ... (at) a party.”

This gave Harry the idea to use his music as a bridge
between himself and the hunters and trappers with whom
he had to work. He started organizing musical events.
People would show up for the music, and then Harry
would slip a rule or regulation into the mix. This worked
because Harry admired the hunters and trappers he knew.
His songs began to tell their stories. For mstance, the song
“Take Me to the Country” was inspired by Henry Mesher,
a fur trapper from Paradise River whom Harry had met.
In this way, Harry’s 30-plus-year career as a conservation
officer inspired much of his music.




With the realization that many children in Labrador didn’t
know how their grandparents had lived and, in some cases,
didn’t respect the traditions they had inherited, Harry
started to take his songs into schools. “I could sometimes
point to a kid in the room and say, "This song is a story
about your grandfather.’ For a little while that kid would
be a hero in the eyes of his friends, who would say things
like "Wow! Your grandfather did all that?*”

Harry’s music also celebrates his love of nature. For
instance, one of his songs, “Broken Wings,” was written to
raise awareness of the declining population of eider ducks.
He says this song “ties the type of work I'm doing with the

music [ love to do ... and it sent out the message that if’ we
don’t take care of the things we have in nature, we’ll lose
them. It’s a pretty simple message, but a strong one.”

Today, Harry continues to work as a Wildlife Enforcement
Officer for Environment Canada in Labrador. He
has received several awards for both his music and his
conservation work and has released four recordings: Harry
Martin (1980), Visins Of This Land (1994), Broken Wings
(2000) and Full Circle (2005). Harry continues to perform in
venues across the country, but adds that he still gets invited
to local trappers’ events and is honoured to have sung at
funerals of Elders.

“My songwniting was two-fold: 1t was an effort to preserve the

Labrador culture and heritage and also to promote responsible wildife

conservation practices. So it was both tied in together there.”

— Harry Martin

Fig. 6 Chatting with the late Gordon Davis, Sr. whose generation
of trappers and hunters inspired many of Martin’s songs

Fig. 7 “This is My Home,” written
for his father, Jimmy, in 1987

This is My Home
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nyit..

Rellecl...

Using either an existing melody, or one that you have
created, craft a song based on one of the following themes:
* your culture and heritage
* the beauty of “this place”
* something that you believe in strongly
Share your composition with friends and family:

Make a List of your favourite songs related to the theme of
(1) culture in general or (ii) Newfoundland and Labrador
in particular. Rank your list to identify the three songs that
speak most strongly to you. What ideas in the lyrics, or
other aspects of the music (melody; harmony, rhythm, or

form) do you find most compelling? Why?
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ATTSE profic -

Michael Massie — Arist

Fig. 1 Michael Massie

Michael Massie’s art combines modern and traditional elements, and reflects hus
muxed Inwit, Metis, and Scottish ancestry. Michael loved creating art_from an

early age. When he was growing up in Happy Valley-Goose Bay, art was not
offered afler grade 6, so Muchael taught himself to draw from comic books.

In 1991, after studying European art forms in St.
John’s, Stephenville, and Halifax, Michael took a
workshop in Inuit carving techniques from sculptors
Mattiusi Iyaituk and Charlie Kogvik, both of whom
had learned the craft from family carvers. Michael
created controversy in the Inuit stone-carving world
by introducing non-traditional materials like wood
and European techniques like silversmithing.

“I am part Inuit and part Qablunaaq,” Michael has
said, “I might as well combine the two and come up
with something different.”

L~ #

L d

Michael’s silversmithing honours his Scottish grandfather,
David Massie, who came to Labrador in the early 1900s
to work for the Hudson’s Bay Company. His imagery
of owls, shamans, and uluks are drawn from his Inuit
heritage. Since 1992, Michael has also created many
elaborate and decorative tea sets, which are a fond
homage to his Metis grandmother’s love of tea. For
Michael, tea is an act of hospitality, which represents
his love for his family — an underlying theme in much
of his work.

The modern artists Pablo Picasso and Salvador Dali
have influenced Michael’s contemporary designs. But
his art also incorporates
humour that comes from
Aboriginal  stories where
shamans turn into trickster
animals to teach important
lessons. In addition, many
of Michael’s sculptures are
based on stories. His compact
stone carvings have a strong
connection to traditional
Inuit stone carvings. At the
same time, the exaggerated
features of some of his
pieces speak of his early
appreciation of the pop art
form of cartoons.

Fig. 2 Michael Massie

Enigmas of a teapot (2002)

etched sterling silver, olive wood, horse hair,
musk ox horn, ebony, ivory, seal skin, enamel,
and sinew - 19.68 x 24. 13 x 14.22 cm

This piece deliberately combines Inuit and
surrealist motifs. (Note the melting ulu on
the lid.) Traces of eight well-known surrealist
artworks are incorporated. The surface of
the piece is etched with Inuktitut syllables,
drawings of eyes, and free-form shapes.
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Fig. 4 Michael Massie
Grandfather | have something to tell you (2004)

anhydrite, bone, bird’s eye maple, mahogany, and ebony
17.25x 9.25 x 12 inches

Fig. 5 Michael Massie

Detail of Grandfather |
have something to tell
you (2004)
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ArtiSt profile

Christopher Pratt -

Aﬂlft Fig. 1 Christopher Pratt

"Today, Christopher Pratt s one of this province’s best-known visual artists. Howeves;
as a leenager, Christopher showed more interest in fishing, hiking, and camping than
mn art. This changed when he was hospitalized to have hus appendix removed, and
lus grandfather gave him a book on how to paint with watercolours. ‘I his marked
the beginming of Christopher’s pamnting. Although his early work showed talent, it
would be a while before he decided to pursue art full tume.

Christopher, who was born and grew up in St. John’s, first
enrolled at Memorial University as an engineering student,
then transferred to Mount Allison in New Brunswick to
study pre-med. Although the head of Mount Allison’s
Fine Arts Department urged Christopher to enroll in the

school’s Fine Arts program, Christopher wasn’t ready to
do that. Instead, after a year at Mount Allison, he returned
to St. John’s where he painted on his own, selling his
watercolours for $35 to $75 a piece.

“... Anyone who looked was gong to see young
Chistopher being serous, pursuing art as a grave
and noble purpose, not an eas), carefree life.”

%

Fig. 2 Christopher Pratt
Benoit’s Cove: Sheds In Winter (1998)
oil on board
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Fig. 3 Christopher Pratt
Cape St. Mary’s (1975)
Serigraph

In 1957 Christopher married his Mount Allison classmate, Mary
West, and enrolled in the Glasgow School of Art in Scotland. He
found that Glasgow offered discipline and exacting standards that
forced him to grow as an artist. Students at Glasgow were required
to draw for three hours every morning, first from wooden geometric
shapes and then plaster casts, before being allowed to draw from
live models. After Christopher completed the two-year foundation
program, the Pratts returned to Mount Allison School of Fine Arts,
where both earned a Bachelor of Fine Art degree.

In 1961, Christopher accepted a position as a Specialist in Art
at Memorial University. He served as a curator at the University
gallery and taught art classes to adults in the evenings. But he was
unhappy with how much time his salaried work was taking from his
artwork. In 1963, after the birth of the third of their four children,
Christopher resigned from his job at Memorial and the Pratts moved
their family to a summer cottage on the Salmonier River. For the
next seven years, Christopher painted and entered exhibitions.

“..Myart ... 15 not about art;
it may not seem to be about life
either; but 1t onginates there.

[ am preoccupred wnth the fact
of exustence. I depend on the
redemption of hght. Laght 1s bife.”

MINIMALISTS, ABSTRACT

ARTISTS,

With the invention of the camera in the
nineteenth century, artists wondered
if photographs had replaced painting.
Abstract artists decided that art was
not a window on the world, through
which the viewer looked. Instead they
painted pictures that, while sometimes
representing reality, were more about
the elements of art such as colour, dot,
line, shape, space, texture and value.

At the same time as the Abstract
Expressionism movement was starting,
a group of artists began the American
Precisionist movement. Their art was
a technically challenging form of high
realism. Precisionists painted objects
removed from any emotional context as
a way to portray the art elements.

Like abstract painters, another group
of artists, minimalists, rebelled from
realistic pictures, and, like precisionists,
they rebelled from the expressionism
of abstract art. Minimalists focused
on highlighting art elements and
minimizing everything else. A line, a dot,
or a texture could be the single element
featured in one large canvas.

Christopher Pratt’s work has been
labelled as high realism, precisionism,
and minimalism, but he rejects these
labels. He once wrote, “The subject
matter is important to me. I am not
immersed in the world of philosophies
of art ... My art ... is not about art; it
may not seem to be about life either, but
it originates there. I am preoccupied
with the fact of existence. I depend on
the redemption of light. Light is life.”

Fig. 4 Christopher Pratt

American Monument: Radio Room, Argentia ca.
1999 (Argentia Series) (2005)

oil on paper
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A turning point for Christopher occurred
when he met art dealer Mira Godard in
1969. The next year, Christopher Pratt had
his first show at her commercial art gallery in
Montreal. Although Christopher admits he
was very lucky to meet an eminent art dealer
early in his career, he also notes that he and
his former wife, artist Mary Pratt, had taken
significant risks, and that he had developed a
strong body of work. In his memoir, Ordinary
Things: A Dyfferent Kind of Vayage, Christopher
wrote: “When I quit university and later my
job at Extension Service, and decided not to
go into my father’s business, I was adamant
that no one would accuse me of being too
lazy to be responsible. Anyone who looked
was going to see young Christopher being
serious, pursuing art as a grave and noble
purpose, not an easy, carefree life.”

It is noteworthy that Christopher began his
career as a realist painter at a time when
much of the art world had fallen in love
with abstract work. However; Christopher’s
work is not realist in the sense that the
viewer can recognize specific landscapes.
Some reviewers have called it “magic
realism” because his work 1s removed from
the messiness of real life. His buildings have
a pristine quality, his grass grows straight,
and his waves are symmetrical. Some who
have analyzed Christopher’s work have even
labelled it as abstract or minimalist as the
real focus in Christopher’s art is line, shape,
and colour.

Christopher’s art is distinctly about
Newfoundland and Labrador. He has always
painted the things he is interested in — such
as imaginary landscapes, buildings, boats,
roads he has travelled, and the horizon on
the Northern Peninsula where he drives
several times a year.

Fig. 5 Christopher Pratt

Trout River Hills 2: Blizzard at
Winterhouse Brook (1999)

oil on masonite



In 2005, the National Gallery of Canada organized the
second retrospective of Christopher’s work. (The first
was 20 years earlier and organized by the Vancouver Art
Gallery:) The show opened in Ottawa and toured Halifax,
St. John’s, Winnipeg, and Quebec City. As 2005 was also
Christopher’s 70th year, he was very aware that he was
looking at the product of a lifetime of art. At one point
during the show; he wrote the following in his diary:

““I he bottom line 1s that [ want

to keep my eye on the prize:
to savour and celebrate my
existence, and to guard and
maintain whatever quality [
am capable of bringing to my
work. T hrough thus
retrospectwe, as m 1989,

[ have had the
opportunity to determine what
18 strong and what 15 weak,
what s worthwhile and what
15 a waste of time 1n my work
... At seventy-one, a twenty-
_year plan seems overly
optimistic. "I he danger 1s of
thinking of 1t as a “wrap,’
but [ will not.™

Fig. 6 Christopher Pratt

Trout River Hills 5: Winterhouse Summit with Moon by Day (2000)
oil on masonite

nyiL..

Reflect...

Many of Christopher Pratt’s pieces focus on a simple part
of a larger scene (for example, a section of a building).
Select a part of the room you are in and try sketching it in
style similar to the artwork shown in this profile

How would you describe Christopher Pratt’s artwork?
Is he a realist, a minimalist, or a precisionist? In what
way 1s his art different from all these movements?




Fig. 1 Statue of a
Beothuk woman
by artist Gerald Squires

AftlSt ;1770ﬁle

Recording Artists -

V%na’ows mto z,‘/ze Past

Some works of art are less interpretive or conceptual and are more literal — capturing
events and practices in a style known as realism. "I he works of realist artists are
especially important when the viewer seeks to have a deeper understanding of the
past before the invention of the camera. In fact, these works oflen serve as a carefully
preserved “window?™ mto the past, providing us with an understanding that goes
beyond a wnitten description. Here are three artists who have done just that.

Shanawdithit

In the fall of 1828, William Cormack presented
Shanawdithit, the last known Beothuk, with paper and
black and red lead pencils. Shanawdithit, who was in her
late 20s, was staying with Cormack after having been
captured six years earlier by some fur trappers. Despite
having no prior experience using these art materials,
Shanawdithit immediately adapted and created many
drawings.

Cormack was
the prestdert of
the Boeothick
( Beothuk)
[nstrttion of
St. Jobns.

/f oun could drew

orly tvee or fouwr
ﬂw—gs to represert
your ciltwre, what
would youn choose?

Some of Shanawdithit’s sketches show artifacts, mentifacts,
and sociofacts from her culture. Others illustrate specific
events that she witnessed and capture the topography
of the land where Beothuk lived. Her drawings were in
response to Cormack’s questions about Beothuk lifestyle.
The written descriptions of the pictures are in Cormack’s
handwriting. Today Shanawdithit’s drawings are a
valuable record of a culture that no longer exists.

Fig. 2 Shanawdithit’s Sketch VII. This shows different kinds of animal products eaten or used by Beothuk. On the top
row, Shanawdithit has shown dried salmon, dried meat, and dried lobster tails. Underneath this is a deer bladder filled with oil
and pieces of seal fat on the skin. The bottom row shows a seal skin, bladder, and fillet; a birch vessel for boiling eggs; and a
knapsack made of seal skin.



“I he Beothuk, the aboriginal inhabitants of Newfoundland,
were hunters, gatherers, and fishers who moved seasonally
between the coast and the interior. Wath the influx of European
settlements and fisheries in the 1700s the Beothuk found their
territory increasingly reduced and conflict between the two groups
escalated. I he Beothuk declined steadily in numbers and by the

early 1800s they had ceased to exist as a viable cultural group.
Shanawdithit, the last of her people, died in 1829.”

— A History and Ethnography of the Beothuk, Ingeborg Marshall
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Fig. 5 The Start
Engraving. George Pearson, engraver, wood engraving, vignette, 5 x 9.2 cm (image) Explorations |, 6

William Hind

In 1861, artist William Hind was invited by his geologist
brother Henry to join 11 men on an expedition to
explore the Labrador interior. Like the scientists on the
trip, William was primarily an observer and recorder
of everything he saw, including the environment, First
Nations and Inuit he encountered during the expedition,
and the rigours of travelling throughout the region.

Itis likely that William used a Camera Lucida on this trip,
as his sketches have a traced quality. A Camera Lucida,
a device used by many artists at the time to speed their
drawing and increase accuracy, was a series of lenses that
made it easier for the artist to “trace” what he or she saw
onto a sketchbook. However, few admitted to owning
one as their use was considered “cheating.”

When William returned to Toronto, and then to England,

he created studio paintings and pen and ink drawings
from his sketches. Commercial artists converted his pen

F; F -

Fig. 6 Resting on the Portage Path

and ink drawings into wood engravings, like the one
shown in Fig. 5. These wood engravings were printed
with raised type to illustrate Henry’s two-volume book
Explorations in the Interior of the Labrador Peminsula: The
Country of the Montagnais and Nasquapee Indians.” Other
commercial artists copied William’s paintings onto
lithography stones, and printed colour illustrations
separately, to be added to the black and white text and
engravings. Today wood engravers and lithographers
are considered artists in their own right. But in the
nineteenth century they were anonymous craftspeople.

Henry Hind may have considered his brother’s art to
be less important than the scientific work he was doing
as a geologist. However, William put a lot of artistic
energy into his paintings. The lithograph shown in
Fig. 6, based on his painting Resting on the Potage Path,
is very expressive and has merit as a work of art in its
own right.

ST e e

Lithograph, William L. Walton (lithographic draftsman) colour lithograph, 11.2 x 18.5 cm (image) Explorations I, facing 43

*These are terims that were orce vsed to refer to [ru [ I'w'ry th lLabrador.



Fig. 7 Rhoda Dawson

Fig. 8 Rhoda Dawson
Dr. Old’s medical clinic
in Twillingate

Rhoda Dawson

In 1930 another young artist in search of adventure
arrived in Labrador from England. Rhoda Dawson
was an employee in the Grenfell Mission’s Industrial
Department. She was one of a number of artists who
designed mats and oversaw the creation of crafts for sale
in Canada, the United States, and the United Kingdom.
Coming from a home where both parents were artists,
and with her degree in art, Rhoda invested her own
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artistic sensibilities into her work. She created hooked
rugs, drew with charcoal, and painted in watercolour.
In 1934 Rhoda taught school in Payne’s Cove, where
she may have made the watercolour sketch Fish Flakes
in an Outport (see Fig. 9). In 1936, before returning home
to England, Rhoda visited Dr. Old’s medical clinic in
Twillingate, where she probably created the charcoal
and watercolour sketch shown in Fig. 8.

Typically the word “sketch” implies
something that is a preliminary work
and created quickly. But Rhoda’s works
on paper are filled with the energy of
the places they record and the vigour of
the artist. Sometimes, as in the work of
William Hind, sketches are clearly a step
between the subject matter and the artist’s
final artwork. However often these original
drawings capture a spontaneity that is lost
in studio-created painting. Today many
value the artistic merit of sketches as a raw
and honest statement of the artist’s world.

Fig. 9 Rhoda Dawson
Fish Flakes in an Outport
watercolour sketch

@Ij’r ’ .j'z{

Today some visual artists continue to make sketches
of their subjects and then use the sketches to help
them create a painting or drawing. It is also becoming
increasingly common for an artist to work from

photographs of his or her subject.

Make aphotograph of a subject and use the photograph
to help you create a work of visual art in a medium that
may be new to you, such as charcoal or pastel. Work
quickly, allowing perhaps no more than 30 minutes
to create your image. Consider the advantages and
disadvantages of using a photograph in this way.

Reilef@", .*'{'3’ PHD e

W7 4
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Which of the works };i”esent'ed in this section do you
find most engaging? Have the works changed how you
think about that time period? How does viewing the
work of these artists help?
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Wilham B. Ritchie — 4

Fig. 1 William Ritchie

In 1976, when William Ritchie was 21, the Ontario-born graduale of the
Nova Scotia College of Art and Design travelled to Nan _for what was supposed
to be a two-month visit. He stayed there six years. Because of his interest in
learmang about the region, William was taught how to hunt, make his own
clothes, and survive in the north by an Inuit friend.

His friend was artist Gilbert Hay, (see page 108 for
an example of Hay’s work). In return for Gilbert
teaching him his traditional skills, William taught
Gilbert how to print lithographs. The two men formed
a partnership and created a series of illustrations for
a book of Inuit legends, which is still unpublished.
Although William moved to a cabin on the southern

Fig. 2 William Ritchie
Ookpik the Believer (1985), Lithograph Ed.A/P

shore of the Avalon Peninsulain 1992, his time spent in
remote parts of Canada and his friendship with
Gilbert and Gilbert’s family, continue to shape his
practice.

Currently William spends five months of every year
managing a printmaking studio in Cape Dorset which




Fig. 3 William Ritchie
Labrador Mythology Series: Branta Canadensis (1983), Lithograph Ed. 6/15
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is the working space for several famous Inuit artists.
Several of William’s paintings of Aboriginal peoples
from Newfoundland and Labrador’s past are used in this
text book. He based the faces of these people on Innu
and Inuit people he knows, since he assumes that they
are related to Maritime Archaic and Beothuk peoples.

William’s art is heavily influenced by the attitude that
Labrador’s Aboriginal peoples have towards nature.
“Some people study art history,” says William, “and
some people study specific artists, and they become
their visual clues. I live among nature and I look to it
for my clues. I'm always watching for beautiful colour
combinations, and texture. T'hat’s what informs me ...
I think that’s what drew me to Aboriginal people, the
way they draw from the land for their clues to live.”

For William, an art project is something that follows from

an intense experience in nature, a canoeing trip, or a hike
in a blizzard. He has often found himself reflecting on
this experience in a cabin or shelter in the wilderness,
before beginning to paint or draw. Then William floods his
paper with a thin wash of watercolour. When the wash
dries, William starts looking for images in the wash. With a
pencil, he draws the animals, birds, fish, leaves, rocks, and
water that are suggested there. William’s art reflects his
interest in animals. His animals are always transforming,
like Inuit shamans, into human figures or other animals.

It is the transformation of nature, from season to
season, that inspires William’s images. Nature is
not a single entity that stands still for the artist to
capture it. Instead, William records the journey he has
taken through nature and the shifting essence of his
constantly changing subject.

“My furst encounters with a place — the smells m the aw; the sounds of the burds, the

unusual vegetation, the land I can’t recogmize — are precious moments.”

— William Ritchie

Fig. 4 William Ritchie
Labrador Mythology Series: Luma (1981), Lithograph Ed. 2/10




Fig. 5 William Ritchie
Labrador Mythology Series: Trout (1983), Lithograph Ed. 4/20

nyit..

Reflect...

Take a hike, go canoeing, or sit by the shore. Look
at the natural world around you. Quickly sketch
what you see. Don’t worry about the arrangement of
subjects on your paper — simply allow your lines to
flow from one subject to another. Fill your paper.

What is the most peaceful place that you have visited
m nature? What was it about the experience that you
found relaxing? Describe the experience in a few brief
phrases.
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Rug Hooking

In the not too distant past, people in Newfoundland and Labrador did a much
better job at recycling than we do today. Objects were seldom thrown away. For
example, adult-sized hand-me-downs were ripped apart at the seams and made
over into children’s clothing When those clothes were too worn to wear they went
into a rag bag along with other saved materials, such as the burlap bags that food
came . Sometimes these fabric scraps found new bfe as part of a floor mat — an

wem of necessiby, but also a_form of cultural expression.

The making of these rugs often started during the
stormy months of February and March. A man in the
family might make a wooden frame and stretch a piece
of cut burlap (or brin, as it was called) over it. Another
family member would then use a charcoal stick from
the fire to draw a design. Next, a woman would cut her
rags into strips about a centimetre wide and, with the
help of a bent nail in a wooden handle, hook the strips
in loops through the holes in the brin. Each strip was
tied on the back and then trimmed. This continued

Lo e g
were made wrth recycled ..:.: : Tl
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silk sfock/'rys.’
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Fig. 2 A hooked mat
From Newfoundland and Labrador, mid-1900s

until the brin was covered. The completed mat was
then placed in the appropriate area of the house.

Traditional mat designs were often geometric and very
colourful. The designers created their dyes from onion
skins, berries, and bark. Mat designs were passed on,
modified, and nnovated. Some rug hookers also used
quilting designs or borrowed floral patterns from items such
as teacups. Sometimes mats commemorated events like a
local marriage or a royal visit, or even pictured a family pet.




The tradition of creating hooked mats for
one’s own household use evolved into a cottage
industry in Newfoundland and Labrador in
the 1900s thanks to Dr. Wilfred Grenfell, who
ran the Grenfell medical mission in northern
Newfoundland and the southern Labrador
coast. In 1906, Dr. Grenfell met Jessie Luther,
an occupational therapist who was using arts
and crafts as part of a recovery treatment
for sanitorium patients in the United States.
Grenfell invited Luther to teach the women at
his mission how to weave —both as occupational
therapy for patients and to provide cash
supplements to fishing families dependent on
credit. A few years later, Luther suggested that
Grenfell add hooked mats to the crafts the
women were producing. He agreed.

w.a e | - o1 2 DAL

Fig. 3 A couple next to some hooked rugs and a spinning wheel, west coast 1935
When strips were hooked randomly in lines, the pattern was called “hit or miss” or “scrappie” and
the rug would be relegated to the hallway or the kitchen.

Hooked mats, once created to fulfill a
functional need and later as items for sale,
are i modern tumes seen as an art form.

Fig. 4 Example of Grenfell hooked mat
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Fig. 5 Grenfell hooked mat: Dog
Team with Shadows. Brin base,
hooked with dyed stocking and cotton.
Prototype design c. 1939

by Stephen Hamilton.

Scenes of polar bears, Inuit dog sleds,
and fishing villages were very popular
with the Grenfell Institute’s English,
Canadian, and American customers.
Different artists from the United States
and Great Britain who came to work at
the Institute added their designs over
time. Dr. Grenfell also created some
designs for the mats.

Fig. 6 A Grenfell hooked mat
produced 1930-1950.

Kits with stamped Grenfell patterns, donated silk
stockings dyed in subtle vegetable dyes, and suggested
colour samples pinned to burlap, were distributed
among craftswomen. When an individual completed
a mat, it was returned to the Grenfell mission and
then sold. Initially the individual who had hooked the
mat was paid in the form of goods, such as clothing
or food. Later they were paid in cash. Women who
produced Grenfell mats were very proud of their
craftsmanship and of their ability to contribute to
their family income.

Today, the story of rug hooking continues in
Newfoundland and Labrador. Hooked mats, once
created to fulfill a functional need and later as items for
sale, are in modern times seen as an art form. Many
contemporary artists have chosen hooked mats as their
form of artistic expression. At the same time, they
have a symbolic cultural connection to the thousands
of women who worked to sustain their families and
way of life.




Fig. 7 Modern artists like Helen Murphy, Barbara 0’Keefe, and Frances
Ennis use this art form much as they would use paint and canvas to create
art work which will be hung on the wall and to tell a story. This rug, Women
Of Vision, was created by the three artists to commemorate their friend,
Sister Marie Ryan, who died in 2008. They note: “It celebrates her life and
the Presentation Sisters 175th Anniversary in Newfoundland and Labrador.
It also captures a little of the voyage of the first four Sisters ... who set
sail from Ireland in 1833 to live out their vision of a society where girls and
young women would have access to education.”

F o

Fig. 8 Sometimes one form of cultural expression can influence another.
This piece, The Boat from Bacon Cove (1990), by Kathleen Knowling is
inspired by the designs of hooked mats crafted by outport women, but is
actually oilstick and coloured pencil on watercolour paper that has been
coated with black acrylic paint.

ViL..

Think about a rug you might like to hook. Will
you use a traditional design or make up your own?
Present your choice to your class, explaining your
choice of design. If possible, hook your rug. See
if there are individuals in your community with
experience with rug hooking who can teach you
how to hook a rug. Once you complete your rug,
how will you use it?

Look around your home and community for
other examples of individuals who have created
works of art that are also used as functional items
in their daily life. Photograph what you observe
and add it to your portfolio.
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Fig. 1 Ted Russell

‘led Russell - Storyetter

"led Russell had many jobs* throughout his lifetime — but he 1s most famous as
a wriler and master storyleller. His career as a “professional” storyteller began
one night when he was sitting with friends telling stories. One of the people in
the room was a CBC Radio producer;, who asked Ted to come into the studio
and record some of huis stories.

So was born The Chronicles of Uncle Mose,
whose narrator was a retired fisherman
from Fortune Bay, living in the fictitious
community of Pigeon Inlet. Uncle
Mose spoke with Ted’s warm voice
and had the slow drawl of Ted’s home
community, Coley’s Point.

From 1953to 1961, withoutinterruption,
Ted told over 500 six-minute stories,
sometimes twice a week, to a devoted
radio audience listening to him on the
CBC Radio’s Fishermen’s Broadcast. Ted
also wrote several radio plays for the
CBC during that time.

“The aim I had in mind, I suppose, was
just to tell stories — stories I knew were
basically true — not factual, but true

— about Newfoundland people,” Ted
once said.

He was also Minister of Netwal Resources wnder Swmallwood for a short time ard a w—\/'verslfy professor.

His stories reflected the life he knew
in rural Newfoundland. He knew
what it was like to grow up as the
son of a fisherman and he drew on
his experiences from his past jobs —
including his time as a magistrate. Ted
hadn’t always enjoyed the duties of
this job, describing the time as “the
hungriest years of the hungry thirties.”
However, one of his funniest stories was
of a rural magistrate, who had to make
4 ; a most difficult decision — how to deal
. f with “Uncle Sol Noddy (who) stole ...
o ~ two holes from Skipper Lige Bartle.”

*Ted's career tnelvded ée/'ry a teacher, a mag/'s‘frafe, ard Pirector of Co~cperatives for the Covnission of Governmenrt.

Vo Py Fig. 2 Ted Russell and his wife, Dora (nee Oake)



Tales from Pigeon Inlet
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It was Ted’s uncanny ability to portray the personality quirks of his \ o & 9
characters and his descriptions of a rural lifestyle that was already = L |
disappearing that attracted a loyal audience. He also immortalized . ,

the Newfoundland and Labrador tall tale in his poem, The Smokeroom ||::|If?y ;e;zlﬁeirﬁ?wﬁﬁﬂéggt

on the Ryle (see page 104). His play, The Holdin® Ground, was the first and Labradorians are still enjoying

Newfoundland and Labrador drama to be performed on television. (=S sloney

But it is his tales of idyllic life in the town of Pigeon Inlet that remain
Ted Russell’s most enduring legacy.

“T he umque trait of ['led Russell’s] monologues was the use of folk talk ...
mcorporating vernacular language, conventionalized topics of conversation,
traditional oral genres (beliefs, sayings, gossip, narratwe) that people of the

region think of as thewr ovon and gwe residents a sense of place.”

— Dr. Peter Narvaez, Memorial University of Newfoundland
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Steaﬁn’ thé Holes

A P Z.g(?OH ]ﬂl&‘ Story by pd Russell Copyright - The Estate of Ted Russell

In all the years that Skipper Bob Killick was Magistrate
along this shore, the shrewdest piece of courtwork he
had to handle was the time when Uncle Sol Noddy
stole the two holes from Skipper Lige Bartle.

Now what good, you might say, is two holes? Not
much nowadays since most people give up keeping
dogs. But years ago, well how else can a man set a
herring net under the ice? You cut two holes, eight or
ten feet apart, tie a rope to one end of a flake longer,
poke it down through one hole and hook it up through
the other with a hand gaff. Oh yes, if you want to set a
bigger net, you cut three holes, or even four.

But two holes was enough to serve Skipper Lige
Bartle’s purpose that evening he was coming home
down the Arm on dogteam from his rabbit slips. He
chopped his two holes, then hurried home to get his
net and a flake longer so as to have it set and home

again before night overtook him. He didn’t even stop
for a bite to eat. Just grabbed a pair of dry cuffs and
was off again, a spry man.

But spry as he was, Uncle Sol Noddy was spryer. Uncle
Sol was already there and had just finished setting his
net in Lige’s holes. Well, Lige ordered Sol to take that
net out of his holes. Sol said they was his ’cause he’d
found them. Lige said they was his ’cause he chopped
them. Well, Sol said, be that as it might, he owned them
now ’cause possession was nine points of the law.

Skipper Lige was a younger man than Uncle Sol, and
a bigger man. And if he hadn’t been a church going
man besides, he said after as how he’d a tied Uncle
Sol to his own rope and reeved him down one hole
and up through the other. As it was, he went home
and he wired Skipper Bob Killick, the Magistrate, to
come immediately, or a bit quicker than that if ’twas



possible. Skipper Bob wired back that he’d come and
have courtwork in May, when navigation opened.

Public opinion was one-sided. Skipper Lige was a
respectable man whereas Uncle Sol was the worse
miserable hangashore on the coast. And to make
matters worse, Uncle Sol was doing real well with
the herring and even offered Skipper Lige a meal for
his Good Friday dinner. I can’t repeat Skipper Lige’s
answer but it made him feel so low that he didn’t have
the face to go to church on Easter Sunday:.

Well, Pigeon Inlet School was packed for courtwork
when Skipper Bob Killick come on his rounds in May
and he read out the charge how Uncle Sol had stolen the
property of Skipper Lige: namely and to wit, two holes.

Then Uncle Sol, instead of having the common
decency to confess what he done and take what was
coming, had the impudence to look the Magistrate
right square in the face and say he didn’t know whether
he was guilty or not, and what he would like to know
was, “What was the law concerning holes?” Well,
Skipper Bob was took right aback for a minute and he
said he allowed the law concerning holes was like the
law concerning anything else: you mustn’t steal them.
Then Uncle Sol, brazener than ever, asked, “How
could you steal a hole anyway?” And when Skipper
Bob said what did he mean how could you steal a hole,
Uncle Sol said ’cause a hole, well a hole was nothing,
only a hole.

All this time poor Skipper Lige was sitting there saying
nothing but swelling up like a gurnet, ready to bust.
Then he said as how a hole might be nothing to the
hangashore that stole it but *twas something to the man
that had to chop it. But Skipper Bob called him to order
so Lige kept quiet but he swelled bigger, if' that was
possible, until Skipper Bob ruled that on his first point,
Uncle Sol had lost out and a hole was something

“Alright then,” said Uncle Sol, “I only borrowed the
use of his holes, never intending to keep them, and
now he can have them back again.” Skipper Lige said
the holes was drove out the Bay when the ice went out,

but Sol maintained that holes was only fresh air and
water and they were still up there in the Arm and Lige
could have them and ten thousand welcomes.

Well, Skipper Bob had to call a fifteen minute recess
on that, but after it was over he come back and he
ruled as how Uncle Sol was wrong on account of how,
in what he called the common law, a hole couldn’t be
a hole unless there was an edge around it.

Then Uncle Sol tried his last dodge. He said as how
a man couldn’t steal anything without shifting it from
where he’d found it in the first place and that he
hadn’t shifted these holes an inch. Skipper Lige said
no, Sol hadn’t shifted ’em, not ’cause he wouldn’t but
"cause he couldn’t and if he could’ve he’d a slung the
two holes over his back quick enough and gone off
with them. Sol said be that as it might, the fact was he
hadn’t shifted them and on that point, Skipper Bob
Killick the Magistrate had to agree with him.

He give his verdict that, although Uncle Sol hadn’t
actually stolen the holes, he had trespassed on them and
he asked Uncle Sol what he had to say before sentence
was passed. Well, Uncle Sol said, right cheerful-like,
that if all he’d done was trespass against Skipper Lige,
then no doubt Skipper Lige, as a churchgoing man,
would be only too ready to forgive those, including
Uncle Sol, who had trespassed against him. And
Skipper Lige bust right out then for sure and he said
he’d forgive Uncle Sol when Uncle Sol give him back
his holes, edges and all, and with that, Skipper Bob
delivered his judgement.

He ordered Uncle Sol to cut two holes the following
winter, in the same place, for Skipper Lige to set his
herring net in and that was the end of it as far as the
law was concerned. Of course, Uncle Sol got the best
of it in the long run but that’s another story, and like
Skipper Bob his own self said the following summer,
after he’d heard the outcome, he doubted very much
if even the Supreme Court could do much to cure a
hangashore like Uncle Sol Noddy, ’cause he was one
miserable hangashore if ever there was one.

nylit..

Rellect...

Create a brief monologue based on your own life
experience — feel free to use fictional content,
exaggeration and hyperbole as you craft you story:

Think back on the various experiences you have had
in your lifetime. What memories stand out? Why?
Which stories from your childhood and youth will
you want to pass on to your children?
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Wallace Ryan - Comix Artist

Fig. 1 Wallace Ryan

Wallace Ryan thinks he must have been three years old when he first developed a
Jascination with comacs. He loved the colourful superheroes.

“I used to make litle comics when I was a kid and sell them to my dad. But
superheroes only go so far. It was something about the art and the storytelling

elements combined.”
Fig. 2

HE&-& Miﬁf&r
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out over terrorists,
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a teryrorist )
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Wallace was really impressed when the magazine Heavy
Metal came out and showed him the potential of comic
books. In 1978, when Wallace was a teenager, he and

<a friend, Gerry Porter, created Seatgeist, probably the
first comic book to be produced in Newfoundland and
Labrador.

n

Zel‘fje/'sf means "SP/'r/"f of the trmes.

Wallace would become one of the first Newfoundland
and Labrador comic book artists. But his best-known
work of art started as a poster that he pasted up in

"
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Hey Syrial Welve
always accusing vou
iy tevrorism
and gross huwan rights
viclations, So have
a chat withthis
tevvovism suspect,

Cawnada !
We tertured
him for many

woths . he's
wo tevrovist!

downtown St. John’sin 1981. Fourteen years later, when
the Living Planet Company started, Wallace sold his
poster design to the owner. Now “Free Newfoundland”
T-shirts are one of the store’s best selling products.

Wallace’s career as a comic strip artist started after
graduating from the Ontario College of Art, when
he began working with Memorial University’s student
newspaper, 7he Muse.
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In the 1990s Wallace worked in advertising, created
editorial cartoons for The Telegram, released two comic
books called Zoxic with a colleague, and ran a store
in St. John’s where he bought and sold comic books.
Wallace remembers that at the end of four years his
brother sat him down and said, “You haven’t lost any
money, but you haven’t made any either!” He decided
his best option was to close his shop.

While continuing to pursue his career as a freelance
graphic designer, Wallace started creating a graphic
novel about his grandfather’s experiences in the Royal
Newfoundland Regiment in the First World War. He
says he has been influenced by the storytelling skills

E of Jack Kirby, the “King of Comics,” and writers like
comic book journalist Joe Sacco, who created the prize-
winning graphic novel Palestine.

the X~ Men, and the Hulk.

Wallace says his life fell apart on July 4, 2005 when
his wife passed away. “We had been married for eight

Was an American comic book artrst, writer, and editor. He
perbero Captarn America and co~created several comic

characters such as the Fantastric Four,
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years,” he says, “and we were very much in love.”
Wallace moved to New York to work in advertising, but
he turned to his art to cope with his grief. In December
2005 he started keeping a diary. Wallace pulled from
diary entries and e-mails to friends to create a book
called The Mad Widower (or How I Lost My Wife and Almost
Lost My Mind).

Currently (2010), Wallace is continuing his work on
the Royal Newfoundland Regiment graphic novel and
fine-tuning 7he Mad Widower, which needs to be pared
down from its original 60 000 words. “Most people
argue about what’s more important in comics — the
words or the art,” he says. “But I would argue it’s both
of them. It’s a combination of the two to create what
we call storytelling,

“Comac book art 1s not bemg an
artist or a wniter,” Wallace says.
“Its bemg a storyteller™

nyi..

Reflect...

Think of a significant experience in your life or that of a
family member or close friend. Produce a journal entry
about this experience using comic art as your medium.
While it is not necessary to share this work with your
classmates, keep it as part of your portfolio.

Why might comic art and other visual works be more
effective than text alone when telling a personal story?
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