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This past winter, Heather Igloliorte met with and  
moderated a conversation with 

fellow curators Heather Campbell and Jocelyn Piirainen. 
The following exchange highlights the diverse roles Inuit occupy  

as curators today, as well as the current state of the field.

ᐅᑭᐅᖑᓚᐅᖅᑐᖅ, ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ ᑲᑎᒪᖃᑎᖃᓚᐅᖅᑐᖅ ᐊᒻᒪᓗ 
ᐅᖃᓪᓚᖃᑎᒋᓪᓗᒋᑦ ᕼᐃᑐ ᑳᑉᐳ ᐊᒻᒪᓗ ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ. ᐅᑯᐊ ᐊᑖᓂ 
ᑎᑎᕋᖅᓯᒪᔪᑦ ᐅᖃᐅᓯᕆᓚᐅᖅᑕᖏᑦ ᐊᔾᔨᒌᓐᖏᑦᑐᓂᒃ ᐃᓂᖃᕐᓂᕐᒥᖕᓂᒃ ᐃᓄᐃᑦ 

ᓴᓇᖑᐊᖅᓯᒪᔪᓂᒃ ᐱᓕᕆᔨᐅᔪᑦ ᐅᑉᓗᒥ ᐊᒻᒪᓗ ᒫᓐᓇ ᓴᓇᕕᒋᔭᖏᓐᓄᑦ. 
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IN CONVERSATION

Heather Campbell, Jocelyn 
Piirainen and Heather Igloliorte 
in Ottawa on Saturday, February 4, 
2017 Unless otherwise noted,  
all photos by Barry Pottle
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ᐋᑐᕚᒥ ᓯᕙᑖᕐᕕᖕᒥ, ᕕᕗᐊᕆ 4, 2017 
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Heather Campbell  

was Curatorial Assistant in the Indigenous Art 
Department at the National Gallery of Canada (NGC) at 
the time of this interview. Previously, she held a curatorial 
position with the Inuit Art Centre at Aboriginal Affairs 
and Northern Development Canada (now the Indigenous 
Art Centre at Indigenous and Northern Affairs Canada 
[INAC]) and has been active on the boards of various 
artist-run centres in the Ottawa area. In addition to her 
curatorial and arts administration work, Campbell is an  
actively practicing artist.

Heather Igloliorte, 

Canada’s first Inuk to hold a doctorate in Art History, is  
a Concordia University Research Chair in Indigenous Art 
History and Community Engagement and an independent 
curator. Recent major projects include the creation  
of the first nationally touring exhibition of contemporary 
Nunatsiavut art, SakKijâjuk, and the reinstallation of  
the permanent collection of Inuit art at the Musée national  
des beaux-arts du Québec.

Jocelyn Piirainen 
is an emerging curator with a growing interest in 
contemporary Indigenous art. Piirainen recently 
participated in the 2016 Asinabka Film & Media Arts 
Festival and SAW Gallery’s inaugural Indigenous 
Curatorial Incubator program. Her recent exhibition  
Neon NDN (2016) at SAW Gallery showcased  
Indigenous pop art.

Heather Igloliorte: So Heather, you are working at the 
National Gallery. What is your job there?

Heather Campbell: I am the Curatorial Assistant with 
Indigenous Art. I’m there on a contract position until the first 
week in April.

HI: How is that going?
 
HC: It’s busy! I was there four years ago during Sakahàn: 
International Indigenous Art,but this is different because we’re 
reinstalling the Canadian and Indigenous Galleries—or  
as Greg [Hill, the NGC’s Audain Curator of Indigenous Art] likes  
to call them, the Indigenous and Canadian Galleries—and it’s  
a lot of work. But it’s interesting to see how they’re truly trying 
to incorporate Indigenous art into the galleries and have a 
conversation with the rest of the collection.

HI: So what part is it that you are working on?

HC: Mostly loans, because the gallery doesn’t have an 
extensive collection of older [artifacts and works], so it’s trying 
to borrow from a lot of other institutions [and collectors]  
across Canada, the United States and Britain.

ᕼᐃᑐ ᑳᑉᐳ 
ᐅᓇ ᓴᓇᖑᐊᖅᓯᒪᔪᓂᒃ ᐱᓕᕆᔨᐅᔪᑉ ᐃᑲᔪᖅᑎᖓ ᑕᐃᑲᓂ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᓐᓂᑦ ᐊᐅᓚᑦᓯᕕᖓᓂ ᑲᓇᑕᐅᑉ ᑕᑯᔭᒐᖃᕐᕕᖓᓂ. ᓯᕗᓂᐊᓂ, 
ᓴᓇᖑᐊᖅᓯᒪᔪᓄᑦ ᐱᓕᕆᔨᐅᓚᐅᖅᑐᖅ ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᖅᑐᓕᕆᕕᖓᓂ ᐃᓄᓕᕆᔨᑐᖃᒃᑯᓂ 
ᑲᓇᑕᒥ ᐊᒻᒪᓗ ᐱᓕᕆᖃᑕᐅᔪᖅ ᓱᓕ ᒫᓐᓇ ᑲᑎᒪᔨᐅᓪᓗᓂ ᐊᔾᔨᒌᓐᖏᑦᑐᓂ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓕᕆᔪᓂ ᐋᑐᕚ ᐃᓚᖓᓂ. ᐊᒻᒪᓗ ᓴᓇᖕᖑᐊᖅᑕᐅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓪᓗᓂ 
ᐊᒻᒪᓗ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓄᑦ ᑎᑎᕋᓕᕆᔨᐅᓪᓗᓂ ᓴᓇᖃᑦᑕᖅᓯᒪᔪᖅ, ᑳᒻᐳ ᒫᓐᓇ ᐱᔭᕆᐅᖅᓴᔪᖅ 
ᓴᓇᖑᐊᕆᐊᖅᓴᓪᓗᓂ.    

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ, 
ᑲᓇᑕᐅᑉ ᓯᕗᓪᓕᖅᐹᖓ ᐃᓄᒃ ᓘᒃᑖᖑᔪᖅ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓕᕆᓂᕐᒥ, ᐃᓕᓐᓂᐊᕐᕕᒃᔪᐊᖓᓂ 
ᑳᓐᑯᐊᑦ ᖃᐅᔨᓴᖅᑎᓄᑦ ᐃᒡᓯᕙᐅᑕᐅthe 7.3 size?ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ 
ᓴᓇᖑᐊᖅᓯᒪᔪᓕᕆᓂᑐᖃᖏᑦ ᐊᒻᒪᓗ ᓄᓇᓕᖕᓂ ᐱᓕᕆᖃᑎᖃᕐᓂᖅ ᐊᒻᒪᓗ ᐃᒻᒥᒍᑦ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᖃᑦᑕᖅᑐᖅ. ᒫᓐᓇ ᐊᖕᖏᔪᑦ ᐱᓕᕆᐊᕆᔭᖏᑦ ᓴᕿᑕᐅᓂᖓ 
ᓯᕗᓪᓕᖅᐹᖅ ᑲᓇᑕᒥ ᐳᓚᕋᑎᓪᖢᒍ ᑕᑯᔭᒐᖃᕐᕕᒃ ᓄᓇᑦᓯᐊᕗᑦ ᓴᓇᖕᖑᐊᒐᖏᓐᓂᒃ, ᓴᕿᔮᔪᒃ, 
ᐊᒻᒪᓗ ᐋᕿᒃᓱᑲᓐᓂᖅᖢᒋᑦ ᓴᕿᑎᓪᓗᒋᑦ ᓄᐊᑕᐅᓯᒪᔪᑐᖃᑦ ᐃᓄᐃᑦ ᓴᓇᖑᐊᖅᓯᒪᔭᖏᑦ 
ᑕᑯᔭᒐᖃᕐᕕᖓᓂ ᑯᐸᐃᒃ.    

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ 
ᐅᓇ ᐱᕙᓪᓕᐊᓕᓵᖅᑐᖅ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓪᓗᓂ ᐱᔪᒪᕙᓪᓕᐊᓪᓗᒋᑦ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᑦ. ᐲᕋᐃᓂᓐ ᒫᓐᓇ ᐃᓚᐅᓚᐅᖅᑐᖅ 2016 ᐊᓂᓇᑉᑲ ᑕᕐᕆᔭᐅᓯᐊᖏᓐᓂ 
ᐊᒻᒪᓗ ᑐᓴᐅᑎᓕᕆᔨᑎᒍᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᑦ ᓴᕿᔮᖅᑎᑕᐅᓪᓗᑎᒃ ᓇᑭᑐᐃᓐᓇᖅ ᐊᒻᒪᓗ 
ᓵ ᑕᑯᔭᒐᖃᕐᕕᖓ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᓄᑦ ᐱᒋᐊᖅᐸᓪᓕᐊᓕᓵᖅᑐᓄᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓄᑦ 
ᐱᕈᕐᐸᓪᓕᐊᕕᒃ ᐱᓕᕆᑎᑦᑎᔾᔪᑕᐅᔪᖅ. ᒫᓐᓇ ᓴᕿᔮᖅᑎᖃᑦᑕᖅᑕᖓ ᓃᐋᓐ (2016) ᑕᐃᑲᓂ 
ᓵ ᑕᑯᔭᒐᖃᕐᕕᖓᓂ ᑲᑎᖓᔪᑦ ᓴᕿᔮᖅᑐᑦ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᐃᑕᕐᓂᑕᖁᑎᖏᑦ ᒫᓐᓇ 
ᓴᕿᔮᖅᑎᑦᑎᔾᔪᑎᖏᑦᑎᒍᑦ ᓴᓇᓯᒪᔪᑦ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ:  
ᑕᐃᒪ ᕼᐃᑐ, ᐃᖅᑲᓇᐃᔭᕋᕕᑦ ᑲᓇᑕᐅᑉ ᑕᑯᔭᒐᖃᕐᕕᖓᓂ. ᑭᓱᓕᕆᔨᐅᕕᑦ ᑕᐃᑲᓂ?

ᕼᐃᑐ ᑳᑉᐳ: ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓄᑦ ᐃᑲᔪᖅᑎᐅᔪᖓ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᓐᓂᒃ. 
ᑳᓐᑐᕌᒃᑕᐅᓯᒪᔪᖓ ᐃᓱᓕᑦᑎᒫᖅᑐᖅ ᖁᓛᓂ ᐊᐃᕆᓕ. 

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᖃᓄᐃᓕᖓᓕᖅᐸ ᑕᒪᓐᓇ?

ᕼᐃᑐ ᑳᑉᐳ:— ᐊᒃᓱᐋᓗᒃ ᐱᔭᒃᓴᖃᖅᑐᒍᑦ! ᑕᐃᑲᓃᓚᐅᖅᑐᖓ ᐅᑭᐅᓄᑦ ᑎᓴᒪᓄᑦ 
ᐱᓕᕆᔭᐅᑎᓪᓗᒍ ᓵᑲᕼᐋᓐ: ᓄᓇᕐᔪᐊᒥᑦ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᑦ, ᑭᓯᐊᓂ ᐅᓇ 
ᐊᔾᔨᒋᓐᖏᑕᖓ ᐃᓕᐅᖃᑦᑎᐊᑲᓐᓂᖅᖢᒋᑦ ᑲᓇᑕᒥᐅᑦ ᐊᒻᒪᓗ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᑕᑯᔭᒐᖃᕐᕕᖏᑦ 
- ᐅᒡᕙᓘᓐᓃᑦ ᑖᑉᓱᑐᓇᖅ ᒍᓕ [ᕼᐃᐅ, ᑲᓇᑕᐅᑉ ᒐᕙᒪᖃᕐᕕᖓᓂ ᐊᐅᑕᐃᓐ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ 
ᑲᒪᔨ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᓐᓂᒃ] ᑕᐃᓲᕆᓪᓗᒋᑦ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᐊᒻᒪᓗ 
ᑲᓇᑕᒥᐅᑦ ᑕᑯᔭᒐᖃᕐᕕᖏᑦ - ᐊᒻᒪᓗ ᐊᒃᓱᐋᓗᒃ ᐱᔭᒃᓴᖃᕐᓇᖅᑐᖅ. ᑭᓯᐊᓂ ᑕᑯᔪᒥᓇᖅᑐᑦ ᖃᓄᖅ 
ᐃᓚᓕᐅᑎᓯᒪᖕᒪᖔᑕ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᓯᒪᔭᖏᓐᓂᒃ ᑖᒃᑯᓄᖓ ᑕᑯᔭᒐᖃᕐᕕᖕᓄᑦ ᐊᒻᒪᓗ 
ᐅᖃᐅᓯᕆᓪᓗᒋᑦ ᐊᓯᖏᑦ ᓄᐊᑕᐅᓯᒪᔪᑦ ᑲᑎᑕᐅᓯᒪᔪᑦ.   

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᑕᐃᒪᓕ ᑭᓱᑯᑦᑎᖓᓂ ᓴᓇᒐᕕᑦ?

ᕼᐃᑐ ᑳᑉᐳ: ᑕᒪᒃᑯᓂᖓ ᐊᑐᖅᑐᐊᖅᑕᐅᓯᒪᔪᓂᒃ, ᐱᔾᔪᑎᒋᓪᓗᒍ ᑕᑯᔭᒐᖃᕐᕖᑦ ᐅᓄᓐᖏᒻᒪᑕ 
ᐱᑐᖃᐅᓂᖅᓴᓂᒃ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ [ᐃᑕᕐᓂᑕᓂ ᐊᒻᒪᓗ ᑕᒪᒃᑭᖅᓯᒪᔪᓂᒃ], ᑕᐃᒪᓗ ᐊᑐᕋᓱᒡᖢᓂ 
ᐊᒥᓱᓂᑦ ᐊᓯᖏᓐᓂᑦ ᑕᐃᒪᓐᓇᐃᑦᑐᓕᖕᓂᑦ [ᐊᒻᒪᓗ ᓄᐊᑦᑎᕙᒃᑐᓂᑦ] ᓇᓂᑐᐃᓐᓇᖅ ᑲᓇᑕᒥᑦ, 
ᐊᒥᐊᓕᒐᓂᑦ ᐊᒻᒪᓗ ᐳᓕᑕᓐ ᐃᒪᐅᑉ ᐊᑭᐊᓂᑦ.

IN CONVERSATION ᐅᖃᓪᓚᖃᑎᒋᔭᕗᑦ 

Installation view of works by  
Kent Monkman in Neon NDN, 
curated by Jocelyn Piirainen, at 
SAW Gallery in Ottawa, 2016   
Courtesy Galerie SAW Gallery

ᐃᓕᐅᖃᐃᔪᖅ ᑕᑯᔭᐅᓯᒪᔪᓂᒃ 
ᓴᓇᔭᐅᓯᒪᔪᓄᑦ ᑖᑉᓱᒪ ᑭᑦ ᒪᒃᒥᓐ 
ᑕᐃᑲᖓᑦ ᓂᐋᓐ NDN, ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ 
ᑲᒪᔨᐅᔪᖅ ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ, ᑕᐃᑲᓂ ᓵ 
ᑕᑯᔭᒐᖃᕐᕕᖓ ᐋᑐᕚᒥ, 2016  
ᑐᓂᔭᖓ ᐅᖃᓕᒫᒐᖓ ᓵ ᑕᑯᔭᒐᖃᕐᕕᒃ



18   inuit art quarterly | summer 2017 inuit art quarterly | summer 2017  19

Heather Campbell  

was Curatorial Assistant in the Indigenous Art 
Department at the National Gallery of Canada (NGC) at 
the time of this interview. Previously, she held a curatorial 
position with the Inuit Art Centre at Aboriginal Affairs 
and Northern Development Canada (now the Indigenous 
Art Centre at Indigenous and Northern Affairs Canada 
[INAC]) and has been active on the boards of various 
artist-run centres in the Ottawa area. In addition to her 
curatorial and arts administration work, Campbell is an  
actively practicing artist.

Heather Igloliorte, 

Canada’s first Inuk to hold a doctorate in Art History, is  
a Concordia University Research Chair in Indigenous Art 
History and Community Engagement and an independent 
curator. Recent major projects include the creation  
of the first nationally touring exhibition of contemporary 
Nunatsiavut art, SakKijâjuk, and the reinstallation of  
the permanent collection of Inuit art at the Musée national  
des beaux-arts du Québec.

Jocelyn Piirainen 
is an emerging curator with a growing interest in 
contemporary Indigenous art. Piirainen recently 
participated in the 2016 Asinabka Film & Media Arts 
Festival and SAW Gallery’s inaugural Indigenous 
Curatorial Incubator program. Her recent exhibition  
Neon NDN (2016) at SAW Gallery showcased  
Indigenous pop art.

Heather Igloliorte: So Heather, you are working at the 
National Gallery. What is your job there?

Heather Campbell: I am the Curatorial Assistant with 
Indigenous Art. I’m there on a contract position until the first 
week in April.

HI: How is that going?
 
HC: It’s busy! I was there four years ago during Sakahàn: 
International Indigenous Art,but this is different because we’re 
reinstalling the Canadian and Indigenous Galleries—or  
as Greg [Hill, the NGC’s Audain Curator of Indigenous Art] likes  
to call them, the Indigenous and Canadian Galleries—and it’s  
a lot of work. But it’s interesting to see how they’re truly trying 
to incorporate Indigenous art into the galleries and have a 
conversation with the rest of the collection.

HI: So what part is it that you are working on?

HC: Mostly loans, because the gallery doesn’t have an 
extensive collection of older [artifacts and works], so it’s trying 
to borrow from a lot of other institutions [and collectors]  
across Canada, the United States and Britain.

ᕼᐃᑐ ᑳᑉᐳ 
ᐅᓇ ᓴᓇᖑᐊᖅᓯᒪᔪᓂᒃ ᐱᓕᕆᔨᐅᔪᑉ ᐃᑲᔪᖅᑎᖓ ᑕᐃᑲᓂ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᓐᓂᑦ ᐊᐅᓚᑦᓯᕕᖓᓂ ᑲᓇᑕᐅᑉ ᑕᑯᔭᒐᖃᕐᕕᖓᓂ. ᓯᕗᓂᐊᓂ, 
ᓴᓇᖑᐊᖅᓯᒪᔪᓄᑦ ᐱᓕᕆᔨᐅᓚᐅᖅᑐᖅ ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᖅᑐᓕᕆᕕᖓᓂ ᐃᓄᓕᕆᔨᑐᖃᒃᑯᓂ 
ᑲᓇᑕᒥ ᐊᒻᒪᓗ ᐱᓕᕆᖃᑕᐅᔪᖅ ᓱᓕ ᒫᓐᓇ ᑲᑎᒪᔨᐅᓪᓗᓂ ᐊᔾᔨᒌᓐᖏᑦᑐᓂ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓕᕆᔪᓂ ᐋᑐᕚ ᐃᓚᖓᓂ. ᐊᒻᒪᓗ ᓴᓇᖕᖑᐊᖅᑕᐅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓪᓗᓂ 
ᐊᒻᒪᓗ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓄᑦ ᑎᑎᕋᓕᕆᔨᐅᓪᓗᓂ ᓴᓇᖃᑦᑕᖅᓯᒪᔪᖅ, ᑳᒻᐳ ᒫᓐᓇ ᐱᔭᕆᐅᖅᓴᔪᖅ 
ᓴᓇᖑᐊᕆᐊᖅᓴᓪᓗᓂ.    

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ, 
ᑲᓇᑕᐅᑉ ᓯᕗᓪᓕᖅᐹᖓ ᐃᓄᒃ ᓘᒃᑖᖑᔪᖅ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓕᕆᓂᕐᒥ, ᐃᓕᓐᓂᐊᕐᕕᒃᔪᐊᖓᓂ 
ᑳᓐᑯᐊᑦ ᖃᐅᔨᓴᖅᑎᓄᑦ ᐃᒡᓯᕙᐅᑕᐅthe 7.3 size?ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ 
ᓴᓇᖑᐊᖅᓯᒪᔪᓕᕆᓂᑐᖃᖏᑦ ᐊᒻᒪᓗ ᓄᓇᓕᖕᓂ ᐱᓕᕆᖃᑎᖃᕐᓂᖅ ᐊᒻᒪᓗ ᐃᒻᒥᒍᑦ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᖃᑦᑕᖅᑐᖅ. ᒫᓐᓇ ᐊᖕᖏᔪᑦ ᐱᓕᕆᐊᕆᔭᖏᑦ ᓴᕿᑕᐅᓂᖓ 
ᓯᕗᓪᓕᖅᐹᖅ ᑲᓇᑕᒥ ᐳᓚᕋᑎᓪᖢᒍ ᑕᑯᔭᒐᖃᕐᕕᒃ ᓄᓇᑦᓯᐊᕗᑦ ᓴᓇᖕᖑᐊᒐᖏᓐᓂᒃ, ᓴᕿᔮᔪᒃ, 
ᐊᒻᒪᓗ ᐋᕿᒃᓱᑲᓐᓂᖅᖢᒋᑦ ᓴᕿᑎᓪᓗᒋᑦ ᓄᐊᑕᐅᓯᒪᔪᑐᖃᑦ ᐃᓄᐃᑦ ᓴᓇᖑᐊᖅᓯᒪᔭᖏᑦ 
ᑕᑯᔭᒐᖃᕐᕕᖓᓂ ᑯᐸᐃᒃ.    

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ 
ᐅᓇ ᐱᕙᓪᓕᐊᓕᓵᖅᑐᖅ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓪᓗᓂ ᐱᔪᒪᕙᓪᓕᐊᓪᓗᒋᑦ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᑦ. ᐲᕋᐃᓂᓐ ᒫᓐᓇ ᐃᓚᐅᓚᐅᖅᑐᖅ 2016 ᐊᓂᓇᑉᑲ ᑕᕐᕆᔭᐅᓯᐊᖏᓐᓂ 
ᐊᒻᒪᓗ ᑐᓴᐅᑎᓕᕆᔨᑎᒍᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᑦ ᓴᕿᔮᖅᑎᑕᐅᓪᓗᑎᒃ ᓇᑭᑐᐃᓐᓇᖅ ᐊᒻᒪᓗ 
ᓵ ᑕᑯᔭᒐᖃᕐᕕᖓ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᓄᑦ ᐱᒋᐊᖅᐸᓪᓕᐊᓕᓵᖅᑐᓄᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓄᑦ 
ᐱᕈᕐᐸᓪᓕᐊᕕᒃ ᐱᓕᕆᑎᑦᑎᔾᔪᑕᐅᔪᖅ. ᒫᓐᓇ ᓴᕿᔮᖅᑎᖃᑦᑕᖅᑕᖓ ᓃᐋᓐ (2016) ᑕᐃᑲᓂ 
ᓵ ᑕᑯᔭᒐᖃᕐᕕᖓᓂ ᑲᑎᖓᔪᑦ ᓴᕿᔮᖅᑐᑦ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᐃᑕᕐᓂᑕᖁᑎᖏᑦ ᒫᓐᓇ 
ᓴᕿᔮᖅᑎᑦᑎᔾᔪᑎᖏᑦᑎᒍᑦ ᓴᓇᓯᒪᔪᑦ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ:  
ᑕᐃᒪ ᕼᐃᑐ, ᐃᖅᑲᓇᐃᔭᕋᕕᑦ ᑲᓇᑕᐅᑉ ᑕᑯᔭᒐᖃᕐᕕᖓᓂ. ᑭᓱᓕᕆᔨᐅᕕᑦ ᑕᐃᑲᓂ?

ᕼᐃᑐ ᑳᑉᐳ: ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓄᑦ ᐃᑲᔪᖅᑎᐅᔪᖓ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᓐᓂᒃ. 
ᑳᓐᑐᕌᒃᑕᐅᓯᒪᔪᖓ ᐃᓱᓕᑦᑎᒫᖅᑐᖅ ᖁᓛᓂ ᐊᐃᕆᓕ. 

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᖃᓄᐃᓕᖓᓕᖅᐸ ᑕᒪᓐᓇ?

ᕼᐃᑐ ᑳᑉᐳ:— ᐊᒃᓱᐋᓗᒃ ᐱᔭᒃᓴᖃᖅᑐᒍᑦ! ᑕᐃᑲᓃᓚᐅᖅᑐᖓ ᐅᑭᐅᓄᑦ ᑎᓴᒪᓄᑦ 
ᐱᓕᕆᔭᐅᑎᓪᓗᒍ ᓵᑲᕼᐋᓐ: ᓄᓇᕐᔪᐊᒥᑦ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᑦ, ᑭᓯᐊᓂ ᐅᓇ 
ᐊᔾᔨᒋᓐᖏᑕᖓ ᐃᓕᐅᖃᑦᑎᐊᑲᓐᓂᖅᖢᒋᑦ ᑲᓇᑕᒥᐅᑦ ᐊᒻᒪᓗ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᑕᑯᔭᒐᖃᕐᕕᖏᑦ 
- ᐅᒡᕙᓘᓐᓃᑦ ᑖᑉᓱᑐᓇᖅ ᒍᓕ [ᕼᐃᐅ, ᑲᓇᑕᐅᑉ ᒐᕙᒪᖃᕐᕕᖓᓂ ᐊᐅᑕᐃᓐ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ 
ᑲᒪᔨ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᓐᓂᒃ] ᑕᐃᓲᕆᓪᓗᒋᑦ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᐊᒻᒪᓗ 
ᑲᓇᑕᒥᐅᑦ ᑕᑯᔭᒐᖃᕐᕕᖏᑦ - ᐊᒻᒪᓗ ᐊᒃᓱᐋᓗᒃ ᐱᔭᒃᓴᖃᕐᓇᖅᑐᖅ. ᑭᓯᐊᓂ ᑕᑯᔪᒥᓇᖅᑐᑦ ᖃᓄᖅ 
ᐃᓚᓕᐅᑎᓯᒪᖕᒪᖔᑕ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᓯᒪᔭᖏᓐᓂᒃ ᑖᒃᑯᓄᖓ ᑕᑯᔭᒐᖃᕐᕕᖕᓄᑦ ᐊᒻᒪᓗ 
ᐅᖃᐅᓯᕆᓪᓗᒋᑦ ᐊᓯᖏᑦ ᓄᐊᑕᐅᓯᒪᔪᑦ ᑲᑎᑕᐅᓯᒪᔪᑦ.   

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᑕᐃᒪᓕ ᑭᓱᑯᑦᑎᖓᓂ ᓴᓇᒐᕕᑦ?

ᕼᐃᑐ ᑳᑉᐳ: ᑕᒪᒃᑯᓂᖓ ᐊᑐᖅᑐᐊᖅᑕᐅᓯᒪᔪᓂᒃ, ᐱᔾᔪᑎᒋᓪᓗᒍ ᑕᑯᔭᒐᖃᕐᕖᑦ ᐅᓄᓐᖏᒻᒪᑕ 
ᐱᑐᖃᐅᓂᖅᓴᓂᒃ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ [ᐃᑕᕐᓂᑕᓂ ᐊᒻᒪᓗ ᑕᒪᒃᑭᖅᓯᒪᔪᓂᒃ], ᑕᐃᒪᓗ ᐊᑐᕋᓱᒡᖢᓂ 
ᐊᒥᓱᓂᑦ ᐊᓯᖏᓐᓂᑦ ᑕᐃᒪᓐᓇᐃᑦᑐᓕᖕᓂᑦ [ᐊᒻᒪᓗ ᓄᐊᑦᑎᕙᒃᑐᓂᑦ] ᓇᓂᑐᐃᓐᓇᖅ ᑲᓇᑕᒥᑦ, 
ᐊᒥᐊᓕᒐᓂᑦ ᐊᒻᒪᓗ ᐳᓕᑕᓐ ᐃᒪᐅᑉ ᐊᑭᐊᓂᑦ.

IN CONVERSATION ᐅᖃᓪᓚᖃᑎᒋᔭᕗᑦ 

Installation view of works by  
Kent Monkman in Neon NDN, 
curated by Jocelyn Piirainen, at 
SAW Gallery in Ottawa, 2016   
Courtesy Galerie SAW Gallery

ᐃᓕᐅᖃᐃᔪᖅ ᑕᑯᔭᐅᓯᒪᔪᓂᒃ 
ᓴᓇᔭᐅᓯᒪᔪᓄᑦ ᑖᑉᓱᒪ ᑭᑦ ᒪᒃᒥᓐ 
ᑕᐃᑲᖓᑦ ᓂᐋᓐ NDN, ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ 
ᑲᒪᔨᐅᔪᖅ ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ, ᑕᐃᑲᓂ ᓵ 
ᑕᑯᔭᒐᖃᕐᕕᖓ ᐋᑐᕚᒥ, 2016  
ᑐᓂᔭᖓ ᐅᖃᓕᒫᒐᖓ ᓵ ᑕᑯᔭᒐᖃᕐᕕᒃ
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HI: So it’s a curatorial position with heavy administrative 
responsibilities.

HC: Exactly. Spreadsheets—very exciting [laughter].

HI: And what about you, Jocelyn, what are you working on now?

Jocelyn Piirainen: There are a couple of proposals [for future 
exhibitions] that I’ve just finished up, but I’ve mostly been 
working for the Wabano Centre for Aboriginal Health and trying 
to work with the Canadian Film Institute, here in Ottawa,  
and some of the smaller film places here. I also love film and I 
do want to continue curating too, but just trying to find that 
balance, and, you know, I’m still learning a lot.

HI: Your degree is in film studies? I think you told me before 
that you were really interested in curating media art, trying to 
blend those two things together. 

JP: Yes, my degree is in film studies. And definitely, from 
working on Neon NDN, taking that on and seeing what other 
contemporary Indigenous art is out there and what all these 
different emerging artists are coming out with; it’s really 
exciting. And very different too!

HI: How was it that you came to work on Neon NDN?

JP: It was honestly just luck [laughter]. I was working with  
the two guys that run the Asinabka Film & Media Arts Festival,  
Chris Wong and Howard Adler. I had worked with them in the 
previous year for Asinabka. They did a whole curatorial 
incubator program, and they asked me to be their curator for 
the next year—

HI: To be incubated!

JP: Pretty much!

HI: They insert you into this incubator and you come out  
a fully formed curator on the other side [laughter]. Was that 
funded by either the Ontario Arts Council or the Canada 
Council for the Arts?

JP: It was the Ontario Arts Council. And it was full-on. They had 
that idea of doing kind of pop art. They had been cultivating 
that idea for a while, they just didn’t find the right moment, and, 
again, it just kind of all fell into place, and I’m pretty happy 
about it.

HI: And what was your experience like during the show?  
SAW Gallery is not a museum, they’re a digital art space, so it 
sounds like a good first fit.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᑕᐃᒪᓕ ᓴᓇᖕᖑᐊᖅᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓪᓗᓂ ᐃᖅᑲᓇᐃᔮᕆᓪᓗᒍ ᐅᓄᖅᐸᑦ 
ᑎᑎᕋᓕᕆᔭᕆᐊᖃᖅᑐᑦ ᐱᔭᒃᓴᑎᑦ. 

ᕼᐃᑐ ᑳᑉᐳ: ᐄ. ᓈᓴᐅᓯᕆᔾᔪᑎᓪᓗ ᖃᕆᓴᐅᔭᒃᑯᑦ - ᖁᕕᐊᒋᔭᖓ [ᐃᒡᓚᖅᖢᓂ]

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐊᒻᒪᓗ ᖃᓄᕐᓕ ᐃᒡᕕᑦ, ᔮᔅᓚᓐ, ᑭᓱᓂ ᐱᓕᕆᕕᑦ?

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐱᑕᖃᕐᒪᑦ ᒪᕐᕉᖕᓂᒃ ᑐᒃᓯᕋᐅᑎᓂᒃ [ᓯᕗᓂᒃᓴᑦᑎᓂ ᑕᑯᔭᒐᖃᕐᕕᒃᓴᓄᑦ] ᐅᑯᐊᓗ 
ᐱᔭᕇᑕᐅᓵᖅᑐᑦ ᑭᓯᐊᓂ ᓴᓇᖃᑎᒋᓪᓗᒋᑦ ᒍᐊᐸᓅ ᐋᓐᓂᐊᕕᖓ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᓄᑦ 
ᐊᒻᒪᓗ ᓴᓇᖃᑎᒋᓇᓱᒡᖢᒋᑦ ᑲᓇᑕᐅᑉ ᑕᕆᔭᐅᓯᐅᖅᑎᖏᑦ, ᐅᕙᓂ ᐋᑐᕚᒥ, ᐊᒻᒪᓗ 
ᐃᓚᖏᑦ ᒥᑭᓐᓂᖅᓴᐅᔪᑦ ᑕᕐᕆᔭᐅᓯᐅᖅᑎᑦ ᑕᒡᕙᓂ. ᖁᕕᐊᒋᔭᒃᑲ ᑕᕐᕆᔭᐅᓯᕆᓂᖅ ᐊᒻᒪᓗ 
ᑲᔪᓯᔪᒪᓪᓗᒍᑦᑕᐅᖅ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓂᕋ, ᑭᓯᐊᓂ ᐊᒃᓱᕈᓗᐊᖅᑕᐃᓕᒪᓪᓗᖓ, ᐊᒻᒪᓗ, 
ᐃᒡᕕᑦ ᖃᐅᔨᒪᕗᑎᑦ, ᓱᓕ ᐃᓕᑦᑎᕙᓪᓕᐊᒐᒪ ᐊᖕᖏᔪᒥᒃ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐃᓕᓐᓂᐊᕐᕕᒃᔪᐊᒥ ᐃᓱᓕᑦᑎᓯᒪᕖᑦ ᑕᕆᔭᐅᒥᕆᓂᕐᒥᒃ 
ᐃᓕᓐᓂᐊᖅᖢᑎᑦ? ᐅᖃᐅᑎᓚᐅᖅᓯᒪᖂᖅᑕᕐᒪ ᐱᓕᕆᔪᒪᓪᓗᑎᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓗᑎᑦ 
ᑐᓴᒐᒃᓴᓕᕆᔾᔪᑕᐅᔪᑎᒍᑦ, ᒪᕐᕉᒃ ᐅᑯᐊᒃ ᑲᑎᖓᑎᓐᓇᓱᐊᖅᖢᒋᑦ.

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐄ, ᐃᓕᓐᓂᐊᕐᕕᒃᔪᐊᒥᑦ ᐃᓱᓕᑦᑎᓯᒪᔪᖓ ᑕᕐᕆᔭᐅᓯᕆᓂᕐᒥᒃ. ᐊᒻᒪᓗ 
ᐄ, ᐱᓕᕆᐊᕆᓪᓗᒍ ᓂᐋᓐ [Neon NDN], ᑲᒪᒌᓐᓇᖅᖢᒍ ᐊᒻᒪᓗ ᑕᑯᓐᖃᑦᑕᖅᖢᒋᑦ ᐊᓯᕗᑦ 
ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᑦ ᓇᓂᑐᐃᓐᓈᖅ ᐊᒻᒪᓗ ᑕᒪᕐᓂᒃ ᐊᔾᔨᒌᓐᖏᑦᑐᑦ 
ᓴᓇᖕᐊᖅᑎᕈᖅᐸᓪᓕᐊᔪᑦ ᑭᓱᓂᒃ ᓴᕿᑦᑎᕙᓪᓕᐊᖕᒪᖔᑕ; ᖁᕕᐊᒋᔭᖓ ᐊᒃᓱᐋᓗᒃ. ᐊᒻᒪᓗ 
ᐊᔾᔨᒋᓐᖏᑕᖏᓐᓂᒃ ᓴᓇᕐᕈᑎᖃᖅᑐᑦ!

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᖃᓄᖅ ᑕᒪᓐᓇ ᐱᓕᕆᓕᕐᓂᕋᖕᓂ ᓂᐋᓐ? 

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐅᖃᕈᓐᓇᖅᑐᖓ ᓈᒻᒪᓈᑦᑎᐊᖅᓯᒪᒐᒃᑯ [ᐃᒡᓚᖅᖢᓂ]. ᓴᓇᖃᑎᒋᓪᓗᒋᑦ ᒪᕐᕉᒃ 
ᐊᖕᖑᑏᒃ ᐅᑯᐊ ᐱᓕᕆᔨᐅᔪᑦ ᐊᓂᓇᑉᑲ ᑕᕐᕆᔭᐅᓯᐅᖅᑎᑦ ᐊᒻᒪᓗ ᑐᓴᒐᒃᓴᓕᕆᔨᑦ ᓴᕿᔮᕐᑎᑦᑎᓂᖅ, 
ᑯᓕᔅ ᒍᐊᖕ ᐊᒻᒪᓗ ᕼᐅᕗᑦ ᐋᑦᓗ. ᓴᓇᖃᑎᒋᓯᒪᔭᒃᑲ ᐊᕐᕌᓂ ᐅᖓᓪᓕᕐᒥᒃ ᐊᓂᓇᑉᑲ. ᑖᒃᑯᐊ 
ᑕᒪᐃᓐᓂᒃ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓂᕐᒧᑦ ᐱᕈᖅᐸᓪᓕᐊᑎᑦᑎᓂᖅ ᐱᓕᕆᑎᑦᑎᔾᔪᑕᐅᔪᖅ, ᐊᒻᒪᓗ 
ᐊᐱᕆᓚᐅᖅᑐᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᔪᓐᓇᕐᒪᖔᕐᒪ ᐊᕐᕌᒍ —

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐱᕈᖅᐸᓪᓕᐊᕋᔮᕐᓂᐊᕋᕖᑦ!

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐄ ᑕᐃᒪᓐᓇ!

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐃᓯᖅᑎᑕᐅᒐᕕᑦ ᑕᒡᕗᖓ ᐱᕈᕈᑎᒋᓂᐊᖅᑕᕐᓄᑦ ᐊᒻᒪᓗ ᐊᓂᑎᑕᐅᓕᖅᖢᑎᑦ 
ᐊᓯᐊᒍᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓄᑦ ᑲᒪᔨᐅᓕᖅᖢᑎᑦ [ᐃᒡᓚᖅᖢᑎᒃ] . ᐅᓇ ᑮᓇᐅᔭᒃᓴᖃᖅᑎᑕᐅᓯᒪᕚ 
ᐋᓐᑎᐅᕆᐅ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓄᑦ ᑲᑎᒪᔨᖏᓐᓂᑦ ᐅᒡᕙᓘᓐᓃᑦ ᑲᓇᑕ ᑲᑎᒪᔨᖏᓐᓂᒃ 
ᓴᓇᓐᖑᐊᖅᓯᒪᔪᓄᑦ? 

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᑕᐃᒃᑯᓇᖓᑦ ᐋᓐᑎᐅᕆᐅ ᓴᓇᖕᖑᐊᖅᑎᖏᓐᓄᑦ ᑲᑎᒪᔨᑦ. ᐊᒻᒪᓗ 
ᑕᒪᒃᑭᓚᐅᖅᑐᖅ. ᐃᓱᒪᖃᓚᐅᕐᒪᑕ ᐱᓕᕆᔪᒪᓪᓗᑎᒃ ᒫᓐᓇᓕᓴᐅᓕᖅᑐᓂᒃ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ. ᐅᓇ 
ᐃᓱᒪᒌᓐᓇᖅᑕᖓ ᐃᓱᒪᓕᕈᑎᒋᔭᑎᒃ ᐊᑯᓂ, ᓈᒻᒪᓈᕈᓐᓇᓐᖏᑐᐃᓐᓇᓚᐅᑲᓚᐅᖅᑐᖅ, ᐊᒻᒪᓗ ᓱᓕ 
ᖃᓄᑭᐊᖅ ᐋᕿᑦᑎᐊᓕᕆᓪᓗᓂ, ᐊᒻᒪᓗ ᖁᕕᐊᓱᒃᑐᖓ ᑕᐃᒪᓐᓇᐅᖕᒪᑦ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐊᒻᒪᓗ ᖃᓄᐃᓕᖓᓚᐅᖅᐸ ᑕᐃᑲᓂ ᓴᕿᔮᕐᑎᑦᑎᓪᓗᓯ? ᓵ ᑕᑯᔭᒐᖃᕐᕕᖓ 
ᐅᓇ ᑕᑯᔭᒐᖃᕐᕕᒃᑎᑐᑦ ᐋᕿᒃᓯᒪᓐᖏᑦᑐᖅ, ᐅᑯᐊ ᖃᕆᓴᐅᔭᒃᑯᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᑦ, ᑐᓵᓪᓗᖑ 
ᐋᕿᑦᑎᐊᖅᓯᒪᔪᐋᓗᒃ?

We could see a whole new approach to curatorial 
practice emerge that we haven’t seen yet,  
because there’s this whole world of Inuit who don’t 
think like other artists or curators.  —  Heather Igloliorte

JP: Definitely. I really loved their space. It was a small enough fit 
for our purposes, and it was a lot of fun to map out where the 
pieces would go. I think I had at least ten different ideas as to 
where to put our work. But they were really great and 
accommodating in that space as well.

HI: Did you find that you had a lot of support, or were you kind 
of figuring it out as you went along?

JP: They were definitely supportive. They have always been 
supportive before as well, as an alternative space. 

HI: I didn’t get to see it in person, but I read a couple of reviews 
and the pictures looked amazing. Heather, did you see it?

HC: No, I have no life now that I have a kid [laughter]. Seriously 
though, even at the gallery I’m always sitting at the computer. 
Half the time I don’t see what’s actually in the galleries! I’ve 
been down in the vaults twice, I think, since July.

HI: So what are you enjoying working on now at the NGC then?

HC: I think the acquisitions part is the most fun. I’m hoping that 
I’ll be able to stay on a bit longer, so I can actually engage in 
those conversations about what’s new and coming up and what 
they’re thinking they might bring into the gallery to compliment 
what’s already in the collection. It’s kind of fun to see what’s 
coming up in the near future.

HI: I wonder if you’re the first Inuit employee at the National 
Gallery.

HC: I don’t know! I was wondering that myself.

HI: You might be. I can’t think of any [others]. Certainly you’ve 
got to be one of the only Inuit, if not the only. 

HC: Geronimo [Inutiq] was doing something there last year; 
what was he doing?

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐄ. ᐱᓐᓇᕆᔭᕋ ᐃᓂᖓᑦ. ᒥᑭᔫᓪᓗᓂ ᓈᒻᒪᒃᖢᓂ ᐱᔾᔪᑎᒋᔭᑦᑎᓄᑦ, ᐊᒻᒪᓗ 
ᖁᕕᐊᓇᖅᖢᓂ ᓄᓇᓐᖑᐊᓕᐅᖅᖢᒋᑦ ᐃᓕᔭᕆᐊᓕᑦ. ᐃᓱᒪᔪᖓ ᐃᒻᒪᖄ ᖁᓕᓂᒃ ᐃᓱᒪᓕᖅᓯᒪᔪᖓ 
ᓇᒧᑦ ᐃᓕᓇᔭᕐᓂᑦᑎᓂᒃ ᓴᓇᓯᒪᔭᕗᑦ. ᑭᓯᐊᓂ ᓈᒻᒪᑦᑎᐊᖅᑐᑦ ᐊᒻᒪᓗ ᐃᓂᑦᑎᐊᕙᐅᔪᑦᑕᐅᖅ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᓇᓗᓇᐃᓚᐅᓐᖏᓚᖅ ᐊᖕᖏᔪᒥᒃ ᐃᑲᔪᖅᑕᐅᓯᒪᒐᑦᓯ, ᐅᒡᕙᓘᓐᓃᑦ 
ᐃᓕᑦᓯᑐᐊᖅ ᐋᕿᒃᐸᓪᓕᐊᓚᐅᖅᐱᓯᐅᒃ ᐱᓕᕆᕙᓪᓕᐊᓂᑦᓯᒍᑦ?

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐃᑲᔪᖅᑕᐅᑦᑎᐊᓚᐅᖅᑐᒍᑦ. ᐃᑲᔪᑦᑎᐊᖏᓐᓇᖃᑦᑕᓚᐅᖅᑐᑦ ᑕᐅᖅ ᓯᕗᓂᐊᓂ, 
ᐊᒻᒪᓗ ᐃᓂᖃᕐᑎᑦᑎᓪᓗᑎᒃ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᑕᑯᔪᓐᓇᖅᓯᓚᐅᓐᖏᑕᕋ ᐅᐸᒡᓗᒍ, ᑭᓯᐊᓂ ᐅᖃᐅᓯᐅᓯᒪᔪᑦ ᐊᒻᒪᓗ 
ᐊᔾᔨᖑᐊᖏᑦ ᑕᑯᓪᓗᒋᑦ ᐱᐅᔪᒻᒪᕆᐋᓗᐃᑦ. ᕼᐃᑐ, ᑕᑯᓚᐅᖅᐱᐅᒃ?

ᕼᐃᑐ ᑳᑉᐳ: ᐋᒃᑲ, ᐃᓅᓯᖃᓐᖏᓇᒪ ᐃᒡᓗᒪ ᐊᓯᐊᓂ ᑕᐃᒪᓗ ᕿᑐᕐᖓᖃᕋᒪ [ᐃᒡᓚᖅᖢᑎᒃ]. 
ᓱᓕᕗᖓ, ᑕᐃᑲᓂᓘᓐᓃᑦ ᑕᑯᔭᒐᖃᕐᕕᖕᒥ, ᐃᒡᓯᕚᑐᐃᓐᓇᓲᖑᒐᒪ ᖃᕆᓴᐅᔭᐅᑉ ᓵᖓᓂ. 
ᑕᑯᑦᑎᐊᓚᐅᖅᓯᒪᓐᖏᑦᑐᖓ ᑕᑯᔭᕋᖃᓪᓚᑖᕆᔭᐅᔪᓂᒃ! ᒪᕐᕈᐃᖅᖢᖓ ᐅᐸᒍᑎᓯᒪᒐᓗᐊᖅᑐᖓ, 
ᐃᒻᒪᖄ, ᑕᐃᒪᖓᓂᑦ ᔪᓚᐃ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᑭᓱᓂᒃ ᖁᕕᐊᓇᖅᑐᓂᒃ ᐱᓕᕆᓕᖅᐱᑦ ᒫᓐᓇ ᑕᐃᑲᓂ ᑲᓇᑕᐅᑉ 
ᒐᕙᒪᖃᕐᕕᖓᓂ?

ᕼᐃᑐ ᑳᑉᐳ: ᐃᓱᒪᔪᖓ ᐱᐅᕋᖅᖢᓂ ᖁᕕᐊᒋᓂᖅᐹᕆᔭᖓ. ᓂᕆᐅᒃᑐᖓ 
ᐃᖅᑲᓇᐃᔮᕆᑲᓐᓂᕈᒪᓪᓗᒍ, ᑕᐃᒪᓗ ᐱᓕᕆᖃᑕᐅᓂᐊᕋᒪ ᐅᖃᐅᓯᐅᔪᓂ ᐱᓪᓗᒋᑦ ᑭᓱᑦ ᓄᑖᑦ 
ᐊᒻᒪᓗ ᐊᒡᒋᖅᑐᑦ ᐊᒻᒪᓗ ᖃᓄᖅ ᐃᓱᒪᒋᔭᖏᑦ ᑕᒡᕗᖓᕈᒪᔭᑎᒃ ᑕᑯᔭᒐᖃᕐᕕᖕᒧᑦ ᒪᓕᑦᑎᐊᕐᓂᐊᕐᒪᑕ 
ᐋᕿᐅᑎᑦᑎᐊᕐᓗᑎᒃ ᓄᐊᑕᐅᓯᒪᕙᒌᖅᑐᓄᑦ. ᖁᕕᐊᓇᖅᑐᖅ ᑕᑯᓗᒍ ᑭᓱᑦ ᐊᒡᒋᕐᒪᖔᑕ 
ᖃᖓᑦᑎᐊᑯᓗᒃ ᓯᕗᓂᒃᓴᑦᑎᓂ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐃᓱᒪᔪᖓ ᓯᕗᓪᓕᖅᐸᐅᒍᕕᑦ ᐃᓄᖕᓂ ᐃᖃᓇᐃᔭᕐᑎᒋᔭᐅᓪᓗᑎᑦ ᑲᓇᑕᐅᑉ 
ᑕᑯᔭᒐᖃᕐᕕᖓᓂ?

ᕼᐃᑐ ᑳᑉᐳ: ᖃᐅᔨᒪᓐᖏᑦᑐᖓ! ᑕᐃᒪᓐᓇ ᐃᓱᒪᓯᒪᖕᒥᔪᖓ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐄᖑᖂᖅᑐᖅ. ᐃᓱᒪᔪᖓ ᐱᑕᖃᕐᓂᕐᒪᖔᑦ [ᐊᓯᖕᓂᒃ]. ᐃᓄᖕᓂᑦ 
ᑕᐃᒪᓐᓇᐃᑐᓂᒃ ᐱᓕᕆᔨᑐᐊᖑᓯᒪᖂᖅᑐᑎᑦ, ᐃᒡᕕᑑᖂᖅᑐᖅ.

ᕼᐃᑐ ᑳᑉᐳ: ᔪᓛᓂᒨ [ᐃᓅᑎᖅ] ᐱᓕᕆᓚᐅᖅᑐᖅ ᓱᓇᒥᑭᐊᖅ ᐊᕐᕌᓂ; ᑭᓱᓕᕆᓚᐅᕐᒪᑦ?

ᑕᑯᔪᓐᓇᖅᑐᒍᑦ ᐊᖕᖏᔪᒥᒃ ᓄᑖᒥᒃ ᐱᒋᐊᕈᑕᐅᔪᓐᓇᖅᑐᓂᒃ ᑖᒃᑯᓄᖓ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᔪᓄᑦ ᐱᓕᕆᔾᔪᓯᖏᑦ ᓴᕿᓯᒪᓕᖅᑐᑦ ᓱᓕ 
ᑕᑯᓚᐅᖅᓯᒪᓐᖏᑕᑦᑎᓂᒃ, ᐃᔾᔪᑎᒋᓪᓗᒍ ᓄᓴᕐᔪᐊᖃᕐᒪᑕ 
ᐃᓄᐃᑦ ᑖᒃᑯᑎᑐᑦ ᐃᓱᒪᔾᔪᓯᖃᓐᖏᑦᑐᑦ ᐊᓯᒥᒃᑎᑐᑦ ᓴᓇᖕᖑᐊᖅᑎᑦ 
ᐊᒻᒪᓗ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᑦ.  — ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ
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HI: So it’s a curatorial position with heavy administrative 
responsibilities.

HC: Exactly. Spreadsheets—very exciting [laughter].

HI: And what about you, Jocelyn, what are you working on now?

Jocelyn Piirainen: There are a couple of proposals [for future 
exhibitions] that I’ve just finished up, but I’ve mostly been 
working for the Wabano Centre for Aboriginal Health and trying 
to work with the Canadian Film Institute, here in Ottawa,  
and some of the smaller film places here. I also love film and I 
do want to continue curating too, but just trying to find that 
balance, and, you know, I’m still learning a lot.

HI: Your degree is in film studies? I think you told me before 
that you were really interested in curating media art, trying to 
blend those two things together. 

JP: Yes, my degree is in film studies. And definitely, from 
working on Neon NDN, taking that on and seeing what other 
contemporary Indigenous art is out there and what all these 
different emerging artists are coming out with; it’s really 
exciting. And very different too!

HI: How was it that you came to work on Neon NDN?

JP: It was honestly just luck [laughter]. I was working with  
the two guys that run the Asinabka Film & Media Arts Festival,  
Chris Wong and Howard Adler. I had worked with them in the 
previous year for Asinabka. They did a whole curatorial 
incubator program, and they asked me to be their curator for 
the next year—

HI: To be incubated!

JP: Pretty much!

HI: They insert you into this incubator and you come out  
a fully formed curator on the other side [laughter]. Was that 
funded by either the Ontario Arts Council or the Canada 
Council for the Arts?

JP: It was the Ontario Arts Council. And it was full-on. They had 
that idea of doing kind of pop art. They had been cultivating 
that idea for a while, they just didn’t find the right moment, and, 
again, it just kind of all fell into place, and I’m pretty happy 
about it.

HI: And what was your experience like during the show?  
SAW Gallery is not a museum, they’re a digital art space, so it 
sounds like a good first fit.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᑕᐃᒪᓕ ᓴᓇᖕᖑᐊᖅᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓪᓗᓂ ᐃᖅᑲᓇᐃᔮᕆᓪᓗᒍ ᐅᓄᖅᐸᑦ 
ᑎᑎᕋᓕᕆᔭᕆᐊᖃᖅᑐᑦ ᐱᔭᒃᓴᑎᑦ. 

ᕼᐃᑐ ᑳᑉᐳ: ᐄ. ᓈᓴᐅᓯᕆᔾᔪᑎᓪᓗ ᖃᕆᓴᐅᔭᒃᑯᑦ - ᖁᕕᐊᒋᔭᖓ [ᐃᒡᓚᖅᖢᓂ]

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐊᒻᒪᓗ ᖃᓄᕐᓕ ᐃᒡᕕᑦ, ᔮᔅᓚᓐ, ᑭᓱᓂ ᐱᓕᕆᕕᑦ?

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐱᑕᖃᕐᒪᑦ ᒪᕐᕉᖕᓂᒃ ᑐᒃᓯᕋᐅᑎᓂᒃ [ᓯᕗᓂᒃᓴᑦᑎᓂ ᑕᑯᔭᒐᖃᕐᕕᒃᓴᓄᑦ] ᐅᑯᐊᓗ 
ᐱᔭᕇᑕᐅᓵᖅᑐᑦ ᑭᓯᐊᓂ ᓴᓇᖃᑎᒋᓪᓗᒋᑦ ᒍᐊᐸᓅ ᐋᓐᓂᐊᕕᖓ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᓄᑦ 
ᐊᒻᒪᓗ ᓴᓇᖃᑎᒋᓇᓱᒡᖢᒋᑦ ᑲᓇᑕᐅᑉ ᑕᕆᔭᐅᓯᐅᖅᑎᖏᑦ, ᐅᕙᓂ ᐋᑐᕚᒥ, ᐊᒻᒪᓗ 
ᐃᓚᖏᑦ ᒥᑭᓐᓂᖅᓴᐅᔪᑦ ᑕᕐᕆᔭᐅᓯᐅᖅᑎᑦ ᑕᒡᕙᓂ. ᖁᕕᐊᒋᔭᒃᑲ ᑕᕐᕆᔭᐅᓯᕆᓂᖅ ᐊᒻᒪᓗ 
ᑲᔪᓯᔪᒪᓪᓗᒍᑦᑕᐅᖅ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓂᕋ, ᑭᓯᐊᓂ ᐊᒃᓱᕈᓗᐊᖅᑕᐃᓕᒪᓪᓗᖓ, ᐊᒻᒪᓗ, 
ᐃᒡᕕᑦ ᖃᐅᔨᒪᕗᑎᑦ, ᓱᓕ ᐃᓕᑦᑎᕙᓪᓕᐊᒐᒪ ᐊᖕᖏᔪᒥᒃ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐃᓕᓐᓂᐊᕐᕕᒃᔪᐊᒥ ᐃᓱᓕᑦᑎᓯᒪᕖᑦ ᑕᕆᔭᐅᒥᕆᓂᕐᒥᒃ 
ᐃᓕᓐᓂᐊᖅᖢᑎᑦ? ᐅᖃᐅᑎᓚᐅᖅᓯᒪᖂᖅᑕᕐᒪ ᐱᓕᕆᔪᒪᓪᓗᑎᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓗᑎᑦ 
ᑐᓴᒐᒃᓴᓕᕆᔾᔪᑕᐅᔪᑎᒍᑦ, ᒪᕐᕉᒃ ᐅᑯᐊᒃ ᑲᑎᖓᑎᓐᓇᓱᐊᖅᖢᒋᑦ.

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐄ, ᐃᓕᓐᓂᐊᕐᕕᒃᔪᐊᒥᑦ ᐃᓱᓕᑦᑎᓯᒪᔪᖓ ᑕᕐᕆᔭᐅᓯᕆᓂᕐᒥᒃ. ᐊᒻᒪᓗ 
ᐄ, ᐱᓕᕆᐊᕆᓪᓗᒍ ᓂᐋᓐ [Neon NDN], ᑲᒪᒌᓐᓇᖅᖢᒍ ᐊᒻᒪᓗ ᑕᑯᓐᖃᑦᑕᖅᖢᒋᑦ ᐊᓯᕗᑦ 
ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᑦ ᓇᓂᑐᐃᓐᓈᖅ ᐊᒻᒪᓗ ᑕᒪᕐᓂᒃ ᐊᔾᔨᒌᓐᖏᑦᑐᑦ 
ᓴᓇᖕᐊᖅᑎᕈᖅᐸᓪᓕᐊᔪᑦ ᑭᓱᓂᒃ ᓴᕿᑦᑎᕙᓪᓕᐊᖕᒪᖔᑕ; ᖁᕕᐊᒋᔭᖓ ᐊᒃᓱᐋᓗᒃ. ᐊᒻᒪᓗ 
ᐊᔾᔨᒋᓐᖏᑕᖏᓐᓂᒃ ᓴᓇᕐᕈᑎᖃᖅᑐᑦ!

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᖃᓄᖅ ᑕᒪᓐᓇ ᐱᓕᕆᓕᕐᓂᕋᖕᓂ ᓂᐋᓐ? 

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐅᖃᕈᓐᓇᖅᑐᖓ ᓈᒻᒪᓈᑦᑎᐊᖅᓯᒪᒐᒃᑯ [ᐃᒡᓚᖅᖢᓂ]. ᓴᓇᖃᑎᒋᓪᓗᒋᑦ ᒪᕐᕉᒃ 
ᐊᖕᖑᑏᒃ ᐅᑯᐊ ᐱᓕᕆᔨᐅᔪᑦ ᐊᓂᓇᑉᑲ ᑕᕐᕆᔭᐅᓯᐅᖅᑎᑦ ᐊᒻᒪᓗ ᑐᓴᒐᒃᓴᓕᕆᔨᑦ ᓴᕿᔮᕐᑎᑦᑎᓂᖅ, 
ᑯᓕᔅ ᒍᐊᖕ ᐊᒻᒪᓗ ᕼᐅᕗᑦ ᐋᑦᓗ. ᓴᓇᖃᑎᒋᓯᒪᔭᒃᑲ ᐊᕐᕌᓂ ᐅᖓᓪᓕᕐᒥᒃ ᐊᓂᓇᑉᑲ. ᑖᒃᑯᐊ 
ᑕᒪᐃᓐᓂᒃ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓂᕐᒧᑦ ᐱᕈᖅᐸᓪᓕᐊᑎᑦᑎᓂᖅ ᐱᓕᕆᑎᑦᑎᔾᔪᑕᐅᔪᖅ, ᐊᒻᒪᓗ 
ᐊᐱᕆᓚᐅᖅᑐᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᔪᓐᓇᕐᒪᖔᕐᒪ ᐊᕐᕌᒍ —

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐱᕈᖅᐸᓪᓕᐊᕋᔮᕐᓂᐊᕋᕖᑦ!

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐄ ᑕᐃᒪᓐᓇ!

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐃᓯᖅᑎᑕᐅᒐᕕᑦ ᑕᒡᕗᖓ ᐱᕈᕈᑎᒋᓂᐊᖅᑕᕐᓄᑦ ᐊᒻᒪᓗ ᐊᓂᑎᑕᐅᓕᖅᖢᑎᑦ 
ᐊᓯᐊᒍᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓄᑦ ᑲᒪᔨᐅᓕᖅᖢᑎᑦ [ᐃᒡᓚᖅᖢᑎᒃ] . ᐅᓇ ᑮᓇᐅᔭᒃᓴᖃᖅᑎᑕᐅᓯᒪᕚ 
ᐋᓐᑎᐅᕆᐅ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓄᑦ ᑲᑎᒪᔨᖏᓐᓂᑦ ᐅᒡᕙᓘᓐᓃᑦ ᑲᓇᑕ ᑲᑎᒪᔨᖏᓐᓂᒃ 
ᓴᓇᓐᖑᐊᖅᓯᒪᔪᓄᑦ? 

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᑕᐃᒃᑯᓇᖓᑦ ᐋᓐᑎᐅᕆᐅ ᓴᓇᖕᖑᐊᖅᑎᖏᓐᓄᑦ ᑲᑎᒪᔨᑦ. ᐊᒻᒪᓗ 
ᑕᒪᒃᑭᓚᐅᖅᑐᖅ. ᐃᓱᒪᖃᓚᐅᕐᒪᑕ ᐱᓕᕆᔪᒪᓪᓗᑎᒃ ᒫᓐᓇᓕᓴᐅᓕᖅᑐᓂᒃ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ. ᐅᓇ 
ᐃᓱᒪᒌᓐᓇᖅᑕᖓ ᐃᓱᒪᓕᕈᑎᒋᔭᑎᒃ ᐊᑯᓂ, ᓈᒻᒪᓈᕈᓐᓇᓐᖏᑐᐃᓐᓇᓚᐅᑲᓚᐅᖅᑐᖅ, ᐊᒻᒪᓗ ᓱᓕ 
ᖃᓄᑭᐊᖅ ᐋᕿᑦᑎᐊᓕᕆᓪᓗᓂ, ᐊᒻᒪᓗ ᖁᕕᐊᓱᒃᑐᖓ ᑕᐃᒪᓐᓇᐅᖕᒪᑦ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐊᒻᒪᓗ ᖃᓄᐃᓕᖓᓚᐅᖅᐸ ᑕᐃᑲᓂ ᓴᕿᔮᕐᑎᑦᑎᓪᓗᓯ? ᓵ ᑕᑯᔭᒐᖃᕐᕕᖓ 
ᐅᓇ ᑕᑯᔭᒐᖃᕐᕕᒃᑎᑐᑦ ᐋᕿᒃᓯᒪᓐᖏᑦᑐᖅ, ᐅᑯᐊ ᖃᕆᓴᐅᔭᒃᑯᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᑦ, ᑐᓵᓪᓗᖑ 
ᐋᕿᑦᑎᐊᖅᓯᒪᔪᐋᓗᒃ?

We could see a whole new approach to curatorial 
practice emerge that we haven’t seen yet,  
because there’s this whole world of Inuit who don’t 
think like other artists or curators.  —  Heather Igloliorte

JP: Definitely. I really loved their space. It was a small enough fit 
for our purposes, and it was a lot of fun to map out where the 
pieces would go. I think I had at least ten different ideas as to 
where to put our work. But they were really great and 
accommodating in that space as well.

HI: Did you find that you had a lot of support, or were you kind 
of figuring it out as you went along?

JP: They were definitely supportive. They have always been 
supportive before as well, as an alternative space. 

HI: I didn’t get to see it in person, but I read a couple of reviews 
and the pictures looked amazing. Heather, did you see it?

HC: No, I have no life now that I have a kid [laughter]. Seriously 
though, even at the gallery I’m always sitting at the computer. 
Half the time I don’t see what’s actually in the galleries! I’ve 
been down in the vaults twice, I think, since July.

HI: So what are you enjoying working on now at the NGC then?

HC: I think the acquisitions part is the most fun. I’m hoping that 
I’ll be able to stay on a bit longer, so I can actually engage in 
those conversations about what’s new and coming up and what 
they’re thinking they might bring into the gallery to compliment 
what’s already in the collection. It’s kind of fun to see what’s 
coming up in the near future.

HI: I wonder if you’re the first Inuit employee at the National 
Gallery.

HC: I don’t know! I was wondering that myself.

HI: You might be. I can’t think of any [others]. Certainly you’ve 
got to be one of the only Inuit, if not the only. 

HC: Geronimo [Inutiq] was doing something there last year; 
what was he doing?

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐄ. ᐱᓐᓇᕆᔭᕋ ᐃᓂᖓᑦ. ᒥᑭᔫᓪᓗᓂ ᓈᒻᒪᒃᖢᓂ ᐱᔾᔪᑎᒋᔭᑦᑎᓄᑦ, ᐊᒻᒪᓗ 
ᖁᕕᐊᓇᖅᖢᓂ ᓄᓇᓐᖑᐊᓕᐅᖅᖢᒋᑦ ᐃᓕᔭᕆᐊᓕᑦ. ᐃᓱᒪᔪᖓ ᐃᒻᒪᖄ ᖁᓕᓂᒃ ᐃᓱᒪᓕᖅᓯᒪᔪᖓ 
ᓇᒧᑦ ᐃᓕᓇᔭᕐᓂᑦᑎᓂᒃ ᓴᓇᓯᒪᔭᕗᑦ. ᑭᓯᐊᓂ ᓈᒻᒪᑦᑎᐊᖅᑐᑦ ᐊᒻᒪᓗ ᐃᓂᑦᑎᐊᕙᐅᔪᑦᑕᐅᖅ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᓇᓗᓇᐃᓚᐅᓐᖏᓚᖅ ᐊᖕᖏᔪᒥᒃ ᐃᑲᔪᖅᑕᐅᓯᒪᒐᑦᓯ, ᐅᒡᕙᓘᓐᓃᑦ 
ᐃᓕᑦᓯᑐᐊᖅ ᐋᕿᒃᐸᓪᓕᐊᓚᐅᖅᐱᓯᐅᒃ ᐱᓕᕆᕙᓪᓕᐊᓂᑦᓯᒍᑦ?

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐃᑲᔪᖅᑕᐅᑦᑎᐊᓚᐅᖅᑐᒍᑦ. ᐃᑲᔪᑦᑎᐊᖏᓐᓇᖃᑦᑕᓚᐅᖅᑐᑦ ᑕᐅᖅ ᓯᕗᓂᐊᓂ, 
ᐊᒻᒪᓗ ᐃᓂᖃᕐᑎᑦᑎᓪᓗᑎᒃ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᑕᑯᔪᓐᓇᖅᓯᓚᐅᓐᖏᑕᕋ ᐅᐸᒡᓗᒍ, ᑭᓯᐊᓂ ᐅᖃᐅᓯᐅᓯᒪᔪᑦ ᐊᒻᒪᓗ 
ᐊᔾᔨᖑᐊᖏᑦ ᑕᑯᓪᓗᒋᑦ ᐱᐅᔪᒻᒪᕆᐋᓗᐃᑦ. ᕼᐃᑐ, ᑕᑯᓚᐅᖅᐱᐅᒃ?

ᕼᐃᑐ ᑳᑉᐳ: ᐋᒃᑲ, ᐃᓅᓯᖃᓐᖏᓇᒪ ᐃᒡᓗᒪ ᐊᓯᐊᓂ ᑕᐃᒪᓗ ᕿᑐᕐᖓᖃᕋᒪ [ᐃᒡᓚᖅᖢᑎᒃ]. 
ᓱᓕᕗᖓ, ᑕᐃᑲᓂᓘᓐᓃᑦ ᑕᑯᔭᒐᖃᕐᕕᖕᒥ, ᐃᒡᓯᕚᑐᐃᓐᓇᓲᖑᒐᒪ ᖃᕆᓴᐅᔭᐅᑉ ᓵᖓᓂ. 
ᑕᑯᑦᑎᐊᓚᐅᖅᓯᒪᓐᖏᑦᑐᖓ ᑕᑯᔭᕋᖃᓪᓚᑖᕆᔭᐅᔪᓂᒃ! ᒪᕐᕈᐃᖅᖢᖓ ᐅᐸᒍᑎᓯᒪᒐᓗᐊᖅᑐᖓ, 
ᐃᒻᒪᖄ, ᑕᐃᒪᖓᓂᑦ ᔪᓚᐃ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᑭᓱᓂᒃ ᖁᕕᐊᓇᖅᑐᓂᒃ ᐱᓕᕆᓕᖅᐱᑦ ᒫᓐᓇ ᑕᐃᑲᓂ ᑲᓇᑕᐅᑉ 
ᒐᕙᒪᖃᕐᕕᖓᓂ?

ᕼᐃᑐ ᑳᑉᐳ: ᐃᓱᒪᔪᖓ ᐱᐅᕋᖅᖢᓂ ᖁᕕᐊᒋᓂᖅᐹᕆᔭᖓ. ᓂᕆᐅᒃᑐᖓ 
ᐃᖅᑲᓇᐃᔮᕆᑲᓐᓂᕈᒪᓪᓗᒍ, ᑕᐃᒪᓗ ᐱᓕᕆᖃᑕᐅᓂᐊᕋᒪ ᐅᖃᐅᓯᐅᔪᓂ ᐱᓪᓗᒋᑦ ᑭᓱᑦ ᓄᑖᑦ 
ᐊᒻᒪᓗ ᐊᒡᒋᖅᑐᑦ ᐊᒻᒪᓗ ᖃᓄᖅ ᐃᓱᒪᒋᔭᖏᑦ ᑕᒡᕗᖓᕈᒪᔭᑎᒃ ᑕᑯᔭᒐᖃᕐᕕᖕᒧᑦ ᒪᓕᑦᑎᐊᕐᓂᐊᕐᒪᑕ 
ᐋᕿᐅᑎᑦᑎᐊᕐᓗᑎᒃ ᓄᐊᑕᐅᓯᒪᕙᒌᖅᑐᓄᑦ. ᖁᕕᐊᓇᖅᑐᖅ ᑕᑯᓗᒍ ᑭᓱᑦ ᐊᒡᒋᕐᒪᖔᑕ 
ᖃᖓᑦᑎᐊᑯᓗᒃ ᓯᕗᓂᒃᓴᑦᑎᓂ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐃᓱᒪᔪᖓ ᓯᕗᓪᓕᖅᐸᐅᒍᕕᑦ ᐃᓄᖕᓂ ᐃᖃᓇᐃᔭᕐᑎᒋᔭᐅᓪᓗᑎᑦ ᑲᓇᑕᐅᑉ 
ᑕᑯᔭᒐᖃᕐᕕᖓᓂ?

ᕼᐃᑐ ᑳᑉᐳ: ᖃᐅᔨᒪᓐᖏᑦᑐᖓ! ᑕᐃᒪᓐᓇ ᐃᓱᒪᓯᒪᖕᒥᔪᖓ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐄᖑᖂᖅᑐᖅ. ᐃᓱᒪᔪᖓ ᐱᑕᖃᕐᓂᕐᒪᖔᑦ [ᐊᓯᖕᓂᒃ]. ᐃᓄᖕᓂᑦ 
ᑕᐃᒪᓐᓇᐃᑐᓂᒃ ᐱᓕᕆᔨᑐᐊᖑᓯᒪᖂᖅᑐᑎᑦ, ᐃᒡᕕᑑᖂᖅᑐᖅ.

ᕼᐃᑐ ᑳᑉᐳ: ᔪᓛᓂᒨ [ᐃᓅᑎᖅ] ᐱᓕᕆᓚᐅᖅᑐᖅ ᓱᓇᒥᑭᐊᖅ ᐊᕐᕌᓂ; ᑭᓱᓕᕆᓚᐅᕐᒪᑦ?

ᑕᑯᔪᓐᓇᖅᑐᒍᑦ ᐊᖕᖏᔪᒥᒃ ᓄᑖᒥᒃ ᐱᒋᐊᕈᑕᐅᔪᓐᓇᖅᑐᓂᒃ ᑖᒃᑯᓄᖓ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᔪᓄᑦ ᐱᓕᕆᔾᔪᓯᖏᑦ ᓴᕿᓯᒪᓕᖅᑐᑦ ᓱᓕ 
ᑕᑯᓚᐅᖅᓯᒪᓐᖏᑕᑦᑎᓂᒃ, ᐃᔾᔪᑎᒋᓪᓗᒍ ᓄᓴᕐᔪᐊᖃᕐᒪᑕ 
ᐃᓄᐃᑦ ᑖᒃᑯᑎᑐᑦ ᐃᓱᒪᔾᔪᓯᖃᓐᖏᑦᑐᑦ ᐊᓯᒥᒃᑎᑐᑦ ᓴᓇᖕᖑᐊᖅᑎᑦ 
ᐊᒻᒪᓗ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᑦ.  — ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ
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ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐄ, ᐃᖃᐃᕗᖓ! ᔪᓛᓂᒨ ᓇᓗᓇᐃᒃᑯᓯᖅᓱᐃᓚᐅᑐᖅ ᐊᒻᒪᓗ 
ᐃᑕᕐᓂᑕᓕᕆᓪᓗᓂ ᐃᒡᓗᓕᒃ ᐃᓱᒪ ᑕᕆᔭᐅᓯᐊᕆᓯᒪᔭᖏᓐᓂᒃ ᑖᒃᑯᓂᖓ [ᑕᑯᔭᒐᖃᕐᕕᖕᒥᑦ] 
ᐱᔭᐅᓯᒪᔪᓂᒃ, ᐊᔾᔨᖏᓐᓂᒃ ᐱᓕᕆᔪᖓ ᐊᑯᓂᐅᑦᑕᕐᓂᖏᑦ ᑎᑎᕋᖅᐸᓪᓕᐊᓗᒋᑦ ᐊᒻᒪᓗ 
ᐊᓯᖏᑦ. ᐱᖃᕐᒪᑕ ᐊᒥᓱᒻᒪᕆᐋᓗᖕᓂᒃ [ᓄᐊᓯᒪᔭᖏᑦ], ᑖᒃᑯᐊᓗ ᐊᒥᓱᑦ ᑕᕐᕆᔭᐅᑎᑦ 
VHS ᐃᒻᒪᕐᓂᑕᐃᑦ ᐊᒻᒪᓗ ᓂᐱᓕᐅᖅᓯᒪᔪᑦ. ᐊᖕᖏᔪᒻᒪᕆᐋᓘᓚᐅᖅᑐᖅ ᐱᔭᒃᓴᖅ, 
ᐊᒻᒪᓗ ᐃᓱᒪᔪᖓ ᑮᓇᐅᔭᒃᓴᖃᕐᑎᑕᐅᓚᐅᖅᓯᒪᖂᖅᑐᖅ ᑖᒃᑯᑎᒍᑦ ᓄᒃᑕᖅᑐᓕᕆᓂᖓᑦ 
ᐃᓄᐃᑦ ᐱᐅᓯᑐᖃᓕᕆᕕᖓᓂᑦ.1 ᐊᒻᒪᓗ ᐃᓱᒪᔪᖓ, ᔮᔅᓚᓐ, ᐱᖃᑎᒋᔭᐅᖂᕋᕕᑦ ᐃᓄᖕᓂᑦ 
ᓴᓇᔨᐅᓪᓗᑎᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂ ᑲᒪᔨᐅᓪᓗᑎᑦ ᐃᓕᓐᓂᐊᖅᖢᒍ, ᐱᔾᔪᑎᒋᓪᓗᒍ, ᐃᓱᒪᔪᖓ, 
ᓯᕗᓪᓕᖅᐸᐅᖂᓚᐅᕐᒥᔪᖓ ᖃᓪᓗᓇᐅᔨᖓᔪᓐᓃᖅᑎᓚᐅᖕᖓ ᑕᐃᑲᓂ ᐋᑐᕚ ᓴᓇᓯᒪᔪᓂᒃ 
ᑕᑯᔭᒐᖃᕐᕕᖓᓂ 2011-ᖑᑎᓪᓗᒍ.  

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᑲᒪᓇᖅᑐᖅ. ᖃᐅᔨᒪᓐᖏᑕᕋ ᖃᓄᐃᒻᒪᑦ ᑕᐃᒪᓐᓇᐅᓕᖓᖕᒪᖔᑦ 

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐃᓱᒪᔪᖓ ᐊᔾᔨᒌᓐᖏᒻᒪᖔᑕ ᑕᐃᒪᓐᓇᐃᔾᔪᑎᖏᑦ. ᑐᑭᓯᔭᕋ ᕼᐃᑐ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓯᒪᕗᖅ [ᑖᒃᑯᓇᓂ ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᓐᓂᒃ ᐱᓕᕆᕕᐅᔪᖅ] 
ᔪᓚᐃ ᐸᐹᑦᓯ ᓯᕗᓪᓕᖅᐹᖑᖂᖅᖢᓂ, ᐊᒻᒪᓗ ᑭᖑᓂᐊᓂ ᐱᐅᓕ [ᐸᑐ] ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ 
ᑲᒪᔨᐅᓯᒪᓪᓗᓂ ᕿᓚᒥ.

ᕼᐃᑐ ᑳᑉᐳ: ᑕᐃᒪᓕ, ᐅᓇ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᕕᐅᔪᖅ, ᓴᓇᓯᒪᓂᖓᒍᑐᐊᖅ - ᐊᑕᐅᓯᕐᒥᒃ 
ᐃᖅᑲᓇᐃᔭᖅᑎᖃᓚᐅᖅᑐᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓪᓗᓂ ᐊᓪᓚᓄᑦ ᑖᒃᑯᑎᒍᑦ ᐊᓪᓚᐃᑦ 
ᐊᒻᒪᓗ ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᓐᓄᑦ ᐃᓂᒋᔭᐅᔪᒥ, ᑭᓯᐊᓂ ᓴᓇᔨᖃᓪᓚᑖᓚᐅᓐᖏᑦᑐᑦ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᒥᒃ ᐃᓄᖕᓄᑦ. ᑕᐃᒪᓗ ᖃᓄᐃᓕᐅᕆᐊᖃᖅᑐᓄᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ 
ᑲᒪᔨᓄᑦ ᐃᑲᔪᖅᑎᐅᓪᓗᑎᒃ, ᑕᐃᒪᓐᓇᐅᒐᓗᐊᕐᒪᑦ ᓴᓇᖃᑦᑕᓚᐅᖅᑕᑲ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᑦ 
ᐱᔭᒃᓴᖏᑦ. ᑕᐃᒪᓗ ᑕᒡᕙᖓ ᐱᓕᕆᓕᓚᐅᖅᑐᖓ ᐅᑯᐊ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ 
ᑲᒪᔨᑦ ᑲᑎᒪᑎᓪᓗᒋᑦ.2

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᖃᖓ ᐅᑭᐅᖓᓂ? ᖃᖓ ᑕᐃᑲᖕᓂᓐᓂᕋᕕᑦ?

ᕼᐃᑐ ᑳᑉᐳ: ᑕᐃᑲᓃᓚᐅᖅᑐᖓ 1999 ᑎᑭᓪᖢᒍ 2005.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᑕᐃᑲᓂᖃᐃ ᑕᖁᔭᕆᐅᓚᐅᖅᓯᒪᔭᒋᑦ, ᕼᐃ? ᐃᓕᓐᓂᐊᖅᖢᖓ ᓱᓕ 
ᑳᓕᓐᑕᓐ ᐃᓕᓐᓂᐊᕐᕕᒃᔪᐊᖓᓂ ᐊᒻᒪᓗ ᖃᐃᓚᐅᖅᓯᒪᔪᖓ ᖃᐅᔨᓴᕆᐊᖅᖢᖓ, ᐊᒻᒪᓗ ᐃᒡᕕᑦ 
ᐃᑲᔪᖅᖢᖓ ᓇᓂᓯᔾᔪᑎᓪᓗᖓ ᐃᓚᖏᓐᓂᒃ ᐃᑕᕐᓂᑕᓂᒃ. ᐃᖃᐃᕖᑦ?

ᕼᐃᑐ ᑳᑉᐳ: ᐃᒻᒪᖄ! ᐆ, ᐄ [ᐃᒡᓚᖅᖢᑎᒃ].

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᖃᓅᓚᐅᖅᐸ, ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᓪᓗᓂ ᐃᓄᓕᕆᔨᑐᖃᒃᑯᑦ ᑲᓇᑕᒥ?

ᕼᐃᑐ ᑳᑉᐳ: ᐃᓱᒪᔪᖓ ᓈᒻᒪᖂᑎᓯᒪᑦᑎᐊᕋᒪ ᑐᓂᓯᓯᒪᖕᒪᑕ ᐅᕙᓐᓄᑦ ᐃᓂᖃᕐᑎᑦᑎᓪᓗᑎᒃ. 
ᓇᖕᒥᓂᖅ ᐱᓕᕆᔪᒪᔭᓐᓄᑦ ᑕᐃᑉᓱᒪᓂ, ᐊᒻᒪᓗ ᒫᓐᓇ ᓱᓕ, ᐅᓇ ᓴᓇᖕᖑᐊᕐᓂᖅ ᐃᓱᒪᒧᑦ 
ᓈᒻᒪᒃᓯᓇᖅᑐᖅ. ᖃᖓᓂᑐᖄᓗᒃ ᐱᓕᕆᔪᒪᓯᒪᐃᓐᓇᕋᑉᑯ ᑕᐃᒪᓐᓇ. ᐃᓚᖏᑦ ᓴᓇᖕᖑᐊᖅᑎᑦ 
ᐅᕙᓐᓄᑦ ᐅᖃᖅᓯᒪᔪᑦ ᑕᕐᓂᕐᒧᒎᖅ ᑎᑭᐅᑎᓯᒪᖂᖅᑐᖅ, ᑕᐃᒪᓗ ᐃᓱᒪᒥᒃ ᐋᕿᒃᓱᐃᔪᓐᓇᖅᑐᖅ 
ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᕈᓯᖓᑦ. ᐊᒻᒪᓗ ᑕᒪᓐᓇ ᐅᕙᓐᓄᑦ ᓲᕐᓗ ᑕᐃᒪᓐᓇᐃᑎᑦᑎᔪᖅ, ᑕᑯᓇᓱᒡᖢᒋᑦ 
ᖃᓄᖅ ᑲᑎᖓᓂᖃᕐᒪᖔᑕ. ᖃᐅᔨᒪᔪᐃᓐᓇᐅᔪᒍᑦ ᐊᒥᓲᖕᒪᑕ ᐱᔾᔪᑕᐅᔪᑦ ᐊᖕᖏᕋᑦᑎᓂ ᐊᒻᒪᓗ 
ᐅᑭᐅᖅᑕᖅᑐᒥ, ᑭᓯᐊᓂ ᐃᓱᒪᒋᔭᐅᔪᖅ ᑕᒪᓐᓇ ᓴᓇᖕᖑᐊᕐᓂᖅ “ᓴᓇᖕᖑᐊᕐᓂᑐᐃᓐᓇᐅᓐᖏᑦᑐᖅ”, 
ᐱᒻᒪᕆᐅᓂᖅᓴᐅᔪᖅ ᖃᐅᔨᒪᔭᑦᑎᓐᓂᑦ.   

HI: Oh yeah! Geronimo was cataloguing and 
archiving work for the Igloolik Isuma Video 
Archive that [the gallery] acquired, doing the 
time coding and so on. They have this massive 
[collection], including many of their VHS  
tapes and recordings. It was a big job, and  
I think it was funded through Mobilizing Inuit 
Cultural Heritage.1 And I think, Jocelyn, that 
you are only the second Inuk to ever have  
a curatorial residency, because, I think, I was 
the first with Decolonize Me at the Ottawa Art 
Gallery in 2011.

Installation view of works by 
Sonny Assu in Decolonize Me, 
curated by Heather Igloliorte, 
at the Ottawa Art Gallery  
in 2012  Courtesy Ottawa Art Gallery  

Photo David Barbour

ᐃᓕᐅᖃᐃᔪᖅ ᑕᑯᔭᐅᓯᒪᔪᓂᒃ ᓴᓇᔭᐅᓯᒪᔪᓄᑦ 
ᑖᑉᓱᒪ ᓴᓂ ᐊᓱ ᑕᐃᑲᖓᑦ 
ᖃᓪᓗᓇᐃᖓᔪᕈᖅᑎᑕᐅᓚᖓ, ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ 
ᐋᕿᒃᓱᐃᔨ ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ,  
ᑕᐃᑲᓂ ᐋᑐᕚ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑕᑯᔭᒐᖃᕐᕕᖓᓂ 
ᑕᐃᑲᓂ 2012 ᑐᓂᔭᖓ ᐋᑐᕚ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ 

ᑕᑯᔭᒐᖃᕐᕕᒃ, ᐊᔾᔨᓕᐊᖓ ᑕᐃᕕᑦ ᐹᐳᐊ

JP: It’s really surprising. I don’t know why  
that is.

HI: I think there are different factors. I mean 
Heather was a curator [with the Inuit Art 
Centre]. July Papatsie was probably the first, 
and then Barry [Pottle] was also a curator 
there briefly. 

HC: Actually, at the centre, just the structure 
of it—they had one curator for the First 
Nations side of the Indian and Inuit  
Art Centres, but they didn’t have an official 
curator for the Inuit side. So I was technically  

a curatorial assistant, even though I often  
did the work of a curator. That’s how I ended 
up going to that Aboriginal Curatorial 
Collective meeting.2

HI: What year was that? When were you 
there?

HC: I was there from 1999 to 2005.

HI: I think that’s how we first met, right? I was 
a grad student at Carleton and I came to do 
research, and you helped me find some stuff 
in the archive. Does that sound familiar?

HC: Probably! Oh, yeah [laughter].

HI: How was it, curating at INAC?

HC: I think I was really lucky that they gave me a lot of leeway. 
My own interest then, and now as well, is art therapy. I have 
always been really interested in that idea. Some artists would 
tell me it was almost a spiritual thing, that there was a 
meditative aspect to Inuit art. And that was something I have 
always gravitated towards, trying to see what those ties are.  
We all know that there are a lot of issues back home and up 
North, but there’s this idea that art is something more than just 
“making”, that there’s more importance there than we realize.
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ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐄ, ᐃᖃᐃᕗᖓ! ᔪᓛᓂᒨ ᓇᓗᓇᐃᒃᑯᓯᖅᓱᐃᓚᐅᑐᖅ ᐊᒻᒪᓗ 
ᐃᑕᕐᓂᑕᓕᕆᓪᓗᓂ ᐃᒡᓗᓕᒃ ᐃᓱᒪ ᑕᕆᔭᐅᓯᐊᕆᓯᒪᔭᖏᓐᓂᒃ ᑖᒃᑯᓂᖓ [ᑕᑯᔭᒐᖃᕐᕕᖕᒥᑦ] 
ᐱᔭᐅᓯᒪᔪᓂᒃ, ᐊᔾᔨᖏᓐᓂᒃ ᐱᓕᕆᔪᖓ ᐊᑯᓂᐅᑦᑕᕐᓂᖏᑦ ᑎᑎᕋᖅᐸᓪᓕᐊᓗᒋᑦ ᐊᒻᒪᓗ 
ᐊᓯᖏᑦ. ᐱᖃᕐᒪᑕ ᐊᒥᓱᒻᒪᕆᐋᓗᖕᓂᒃ [ᓄᐊᓯᒪᔭᖏᑦ], ᑖᒃᑯᐊᓗ ᐊᒥᓱᑦ ᑕᕐᕆᔭᐅᑎᑦ 
VHS ᐃᒻᒪᕐᓂᑕᐃᑦ ᐊᒻᒪᓗ ᓂᐱᓕᐅᖅᓯᒪᔪᑦ. ᐊᖕᖏᔪᒻᒪᕆᐋᓘᓚᐅᖅᑐᖅ ᐱᔭᒃᓴᖅ, 
ᐊᒻᒪᓗ ᐃᓱᒪᔪᖓ ᑮᓇᐅᔭᒃᓴᖃᕐᑎᑕᐅᓚᐅᖅᓯᒪᖂᖅᑐᖅ ᑖᒃᑯᑎᒍᑦ ᓄᒃᑕᖅᑐᓕᕆᓂᖓᑦ 
ᐃᓄᐃᑦ ᐱᐅᓯᑐᖃᓕᕆᕕᖓᓂᑦ.1 ᐊᒻᒪᓗ ᐃᓱᒪᔪᖓ, ᔮᔅᓚᓐ, ᐱᖃᑎᒋᔭᐅᖂᕋᕕᑦ ᐃᓄᖕᓂᑦ 
ᓴᓇᔨᐅᓪᓗᑎᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂ ᑲᒪᔨᐅᓪᓗᑎᑦ ᐃᓕᓐᓂᐊᖅᖢᒍ, ᐱᔾᔪᑎᒋᓪᓗᒍ, ᐃᓱᒪᔪᖓ, 
ᓯᕗᓪᓕᖅᐸᐅᖂᓚᐅᕐᒥᔪᖓ ᖃᓪᓗᓇᐅᔨᖓᔪᓐᓃᖅᑎᓚᐅᖕᖓ ᑕᐃᑲᓂ ᐋᑐᕚ ᓴᓇᓯᒪᔪᓂᒃ 
ᑕᑯᔭᒐᖃᕐᕕᖓᓂ 2011-ᖑᑎᓪᓗᒍ.  

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᑲᒪᓇᖅᑐᖅ. ᖃᐅᔨᒪᓐᖏᑕᕋ ᖃᓄᐃᒻᒪᑦ ᑕᐃᒪᓐᓇᐅᓕᖓᖕᒪᖔᑦ 

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐃᓱᒪᔪᖓ ᐊᔾᔨᒌᓐᖏᒻᒪᖔᑕ ᑕᐃᒪᓐᓇᐃᔾᔪᑎᖏᑦ. ᑐᑭᓯᔭᕋ ᕼᐃᑐ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓯᒪᕗᖅ [ᑖᒃᑯᓇᓂ ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᓐᓂᒃ ᐱᓕᕆᕕᐅᔪᖅ] 
ᔪᓚᐃ ᐸᐹᑦᓯ ᓯᕗᓪᓕᖅᐹᖑᖂᖅᖢᓂ, ᐊᒻᒪᓗ ᑭᖑᓂᐊᓂ ᐱᐅᓕ [ᐸᑐ] ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ 
ᑲᒪᔨᐅᓯᒪᓪᓗᓂ ᕿᓚᒥ.

ᕼᐃᑐ ᑳᑉᐳ: ᑕᐃᒪᓕ, ᐅᓇ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᕕᐅᔪᖅ, ᓴᓇᓯᒪᓂᖓᒍᑐᐊᖅ - ᐊᑕᐅᓯᕐᒥᒃ 
ᐃᖅᑲᓇᐃᔭᖅᑎᖃᓚᐅᖅᑐᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓪᓗᓂ ᐊᓪᓚᓄᑦ ᑖᒃᑯᑎᒍᑦ ᐊᓪᓚᐃᑦ 
ᐊᒻᒪᓗ ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᓐᓄᑦ ᐃᓂᒋᔭᐅᔪᒥ, ᑭᓯᐊᓂ ᓴᓇᔨᖃᓪᓚᑖᓚᐅᓐᖏᑦᑐᑦ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᒥᒃ ᐃᓄᖕᓄᑦ. ᑕᐃᒪᓗ ᖃᓄᐃᓕᐅᕆᐊᖃᖅᑐᓄᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ 
ᑲᒪᔨᓄᑦ ᐃᑲᔪᖅᑎᐅᓪᓗᑎᒃ, ᑕᐃᒪᓐᓇᐅᒐᓗᐊᕐᒪᑦ ᓴᓇᖃᑦᑕᓚᐅᖅᑕᑲ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᑦ 
ᐱᔭᒃᓴᖏᑦ. ᑕᐃᒪᓗ ᑕᒡᕙᖓ ᐱᓕᕆᓕᓚᐅᖅᑐᖓ ᐅᑯᐊ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ 
ᑲᒪᔨᑦ ᑲᑎᒪᑎᓪᓗᒋᑦ.2

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᖃᖓ ᐅᑭᐅᖓᓂ? ᖃᖓ ᑕᐃᑲᖕᓂᓐᓂᕋᕕᑦ?

ᕼᐃᑐ ᑳᑉᐳ: ᑕᐃᑲᓃᓚᐅᖅᑐᖓ 1999 ᑎᑭᓪᖢᒍ 2005.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᑕᐃᑲᓂᖃᐃ ᑕᖁᔭᕆᐅᓚᐅᖅᓯᒪᔭᒋᑦ, ᕼᐃ? ᐃᓕᓐᓂᐊᖅᖢᖓ ᓱᓕ 
ᑳᓕᓐᑕᓐ ᐃᓕᓐᓂᐊᕐᕕᒃᔪᐊᖓᓂ ᐊᒻᒪᓗ ᖃᐃᓚᐅᖅᓯᒪᔪᖓ ᖃᐅᔨᓴᕆᐊᖅᖢᖓ, ᐊᒻᒪᓗ ᐃᒡᕕᑦ 
ᐃᑲᔪᖅᖢᖓ ᓇᓂᓯᔾᔪᑎᓪᓗᖓ ᐃᓚᖏᓐᓂᒃ ᐃᑕᕐᓂᑕᓂᒃ. ᐃᖃᐃᕖᑦ?

ᕼᐃᑐ ᑳᑉᐳ: ᐃᒻᒪᖄ! ᐆ, ᐄ [ᐃᒡᓚᖅᖢᑎᒃ].

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᖃᓅᓚᐅᖅᐸ, ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᓪᓗᓂ ᐃᓄᓕᕆᔨᑐᖃᒃᑯᑦ ᑲᓇᑕᒥ?

ᕼᐃᑐ ᑳᑉᐳ: ᐃᓱᒪᔪᖓ ᓈᒻᒪᖂᑎᓯᒪᑦᑎᐊᕋᒪ ᑐᓂᓯᓯᒪᖕᒪᑕ ᐅᕙᓐᓄᑦ ᐃᓂᖃᕐᑎᑦᑎᓪᓗᑎᒃ. 
ᓇᖕᒥᓂᖅ ᐱᓕᕆᔪᒪᔭᓐᓄᑦ ᑕᐃᑉᓱᒪᓂ, ᐊᒻᒪᓗ ᒫᓐᓇ ᓱᓕ, ᐅᓇ ᓴᓇᖕᖑᐊᕐᓂᖅ ᐃᓱᒪᒧᑦ 
ᓈᒻᒪᒃᓯᓇᖅᑐᖅ. ᖃᖓᓂᑐᖄᓗᒃ ᐱᓕᕆᔪᒪᓯᒪᐃᓐᓇᕋᑉᑯ ᑕᐃᒪᓐᓇ. ᐃᓚᖏᑦ ᓴᓇᖕᖑᐊᖅᑎᑦ 
ᐅᕙᓐᓄᑦ ᐅᖃᖅᓯᒪᔪᑦ ᑕᕐᓂᕐᒧᒎᖅ ᑎᑭᐅᑎᓯᒪᖂᖅᑐᖅ, ᑕᐃᒪᓗ ᐃᓱᒪᒥᒃ ᐋᕿᒃᓱᐃᔪᓐᓇᖅᑐᖅ 
ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᕈᓯᖓᑦ. ᐊᒻᒪᓗ ᑕᒪᓐᓇ ᐅᕙᓐᓄᑦ ᓲᕐᓗ ᑕᐃᒪᓐᓇᐃᑎᑦᑎᔪᖅ, ᑕᑯᓇᓱᒡᖢᒋᑦ 
ᖃᓄᖅ ᑲᑎᖓᓂᖃᕐᒪᖔᑕ. ᖃᐅᔨᒪᔪᐃᓐᓇᐅᔪᒍᑦ ᐊᒥᓲᖕᒪᑕ ᐱᔾᔪᑕᐅᔪᑦ ᐊᖕᖏᕋᑦᑎᓂ ᐊᒻᒪᓗ 
ᐅᑭᐅᖅᑕᖅᑐᒥ, ᑭᓯᐊᓂ ᐃᓱᒪᒋᔭᐅᔪᖅ ᑕᒪᓐᓇ ᓴᓇᖕᖑᐊᕐᓂᖅ “ᓴᓇᖕᖑᐊᕐᓂᑐᐃᓐᓇᐅᓐᖏᑦᑐᖅ”, 
ᐱᒻᒪᕆᐅᓂᖅᓴᐅᔪᖅ ᖃᐅᔨᒪᔭᑦᑎᓐᓂᑦ.   

HI: Oh yeah! Geronimo was cataloguing and 
archiving work for the Igloolik Isuma Video 
Archive that [the gallery] acquired, doing the 
time coding and so on. They have this massive 
[collection], including many of their VHS  
tapes and recordings. It was a big job, and  
I think it was funded through Mobilizing Inuit 
Cultural Heritage.1 And I think, Jocelyn, that 
you are only the second Inuk to ever have  
a curatorial residency, because, I think, I was 
the first with Decolonize Me at the Ottawa Art 
Gallery in 2011.

Installation view of works by 
Sonny Assu in Decolonize Me, 
curated by Heather Igloliorte, 
at the Ottawa Art Gallery  
in 2012  Courtesy Ottawa Art Gallery  

Photo David Barbour

ᐃᓕᐅᖃᐃᔪᖅ ᑕᑯᔭᐅᓯᒪᔪᓂᒃ ᓴᓇᔭᐅᓯᒪᔪᓄᑦ 
ᑖᑉᓱᒪ ᓴᓂ ᐊᓱ ᑕᐃᑲᖓᑦ 
ᖃᓪᓗᓇᐃᖓᔪᕈᖅᑎᑕᐅᓚᖓ, ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ 
ᐋᕿᒃᓱᐃᔨ ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ,  
ᑕᐃᑲᓂ ᐋᑐᕚ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑕᑯᔭᒐᖃᕐᕕᖓᓂ 
ᑕᐃᑲᓂ 2012 ᑐᓂᔭᖓ ᐋᑐᕚ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ 

ᑕᑯᔭᒐᖃᕐᕕᒃ, ᐊᔾᔨᓕᐊᖓ ᑕᐃᕕᑦ ᐹᐳᐊ

JP: It’s really surprising. I don’t know why  
that is.

HI: I think there are different factors. I mean 
Heather was a curator [with the Inuit Art 
Centre]. July Papatsie was probably the first, 
and then Barry [Pottle] was also a curator 
there briefly. 

HC: Actually, at the centre, just the structure 
of it—they had one curator for the First 
Nations side of the Indian and Inuit  
Art Centres, but they didn’t have an official 
curator for the Inuit side. So I was technically  

a curatorial assistant, even though I often  
did the work of a curator. That’s how I ended 
up going to that Aboriginal Curatorial 
Collective meeting.2

HI: What year was that? When were you 
there?

HC: I was there from 1999 to 2005.

HI: I think that’s how we first met, right? I was 
a grad student at Carleton and I came to do 
research, and you helped me find some stuff 
in the archive. Does that sound familiar?

HC: Probably! Oh, yeah [laughter].

HI: How was it, curating at INAC?

HC: I think I was really lucky that they gave me a lot of leeway. 
My own interest then, and now as well, is art therapy. I have 
always been really interested in that idea. Some artists would 
tell me it was almost a spiritual thing, that there was a 
meditative aspect to Inuit art. And that was something I have 
always gravitated towards, trying to see what those ties are.  
We all know that there are a lot of issues back home and up 
North, but there’s this idea that art is something more than just 
“making”, that there’s more importance there than we realize.
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HI: That was 12 years ago. So now there’s at least three of us! 
Why do you think there are so few of us when, if you look over 
the last 20 years, there has been such an increase in the 
number of First Nations and Métis curators, art historians  
[and] museum staff, [and] even though we have as many, if  
not more, artists per capita?

HC: Well you have to be comfortable in an urban centre—to 
really be able to adjust to and work in this environment. Even 
for me, it wasn’t something that I thought I was going to do.  
I just ended up being at the centre and helping out with writing 
and it sort of morphed. But I would consider myself an artist 
first and everything else second. And then it’s nerve-wracking 
when you have to talk about someone else’s work and  
you’re reading things into it. It’s always a tricky thing to talk 
about someone else’s work.

HI: I think that’s true. One major barrier is a lack of access to 
places that you could even go and work or train or study.

JP: I’m finding that [having an] art history background 
definitely is one of the factors that can be an issue for young 
curators. Even though I don’t really have an art history 
background either, a little art history background really does 
help. Even [for me], trying to learn all these different mediums 
and who came from where, it definitely helps.

HI: It’s a big part of it, right? And if you don’t live somewhere 
where you can go to art school—

JP: If you don’t have that language—that knowledge of 
language—when writing a curatorial statement, it can be a little 
difficult.

HI: It’s like grant writing! Grant writing is its own particular  
style of writing, its own special kind of literacy. If you don’t know 
how to write for an art audience or for catalogues that’s a  
huge barrier. I think you can get really interesting perspectives 
when people are not writing out of an art historical training,  
but it is a challenge.

JP: I feel like that is what a lot of museums and institutions are 
looking for—that background. 

HI: Exactly, they want to see letters after your name or lines  
on a CV. It’s hard to break into this when there’s nowhere in the 
North to get your foot in the door—there are so few colleges  
or cultural centres where Inuit could even get an entry  
level position. I think the other part of it is that the art museum/
academic world doesn’t understand what life is like in the 
North, or what life is like for Inuit who live in the South and how 
Inuit culture is different, how Inuit think a little differently than 
southern Canadians. 

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐊᓂᒍᖅᓯᒪᓕᖅᑐᖅ 12 ᐅᑭᐅᑦ. ᑕᐃᒪᓗ ᒫᓐᓇ ᐱᖓᓲᓕᖅᑐᒍᑦ! ᖃᐅᔨᒪᕕᑦ 
ᖃᓄᐃᒻᒪᑦ ᐅᓄᓐᖏᒻᒪᖔᑦᑕ, ᑕᑯᓐᓇᕈᕕᑦ ᐊᓂᒍᖅᑐᑦ 20 ᐅᑭᐅᑦ, ᐅᓄᖅᓯᓯᒪᓕᖅᑐᑦ ᐊᓪᓚᐃᑦ 
ᐊᒻᒪᓗ ᐊᓪᓚᐃᖓᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓪᓗᑎᒃ ᐊᒻᒪᓗ ᓴᓇᓯᒪᔪᑐᖃᓕᕆᓪᓗᑎᒃ [ᐊᒻᒪᓗ] 
ᑕᑯᔭᒐᖃᕐᕕᖕᓂ ᐃᖅᑲᓇᐃᔭᕐᑎᑦ, [ᐊᒻᒪᓗ] ᑕᐃᒪᓐᓇᐅᒐᓗᐊᕐᒪᑦ ᐊᒥᓲᓪᓗᑎᒃ, ᐅᓄᕐᓂᖅᓴᐅᕙᓪᓚᐃᔪᑦ, 
ᓴᓇᖕᖑᐊᖅᑎᑦ.

ᕼᐃᑐ ᑳᑉᐳ: ᐃᓗᐊᕆᕕᐅᒃ ᓴᓇᓪᓗᓂ ᐃᓄᒋᐊᒃᑐᓂᑦ ᓄᓇᓕᖕᓂ -  ᐃᓕᑦᑕᕆᐊᖃᓚᐅᖅᑕᐃᑦ 
ᐊᒻᒪᓗ ᓴᓇᕕᒋᓗᒍ ᐊᕙᑖ. ᐅᕙᖓᑦᑕᐅᖅ, ᐃᓱᒪᓚᐅᖅᓯᒪᔪᖓ ᐱᓕᕆᔪᓐᓇᔮᖂᓐᖏᑦᑐᖓ 
ᐃᓄᒋᐊᒃᑐᓂ. ᑕᐃᑲᓃᑐᐃᓐᓇᓕᓚᐅᖅᓯᒪᔪᖓ ᐊᒻᒪᓗ ᐃᑲᔪᖃᑦᑕᖅᖢᖓ ᑎᑎᖃᓄᑦ ᐊᒻᒪᓗ 
ᐃᒃᐱᖕᓂᐊᓐᓇᑦᑎᐊᖂᔨᓚᐅᓐᖏᑦᑐᖅ. ᑭᓯᐊᓂ ᐅᕙᓐᓂᒃ ᐃᓱᒪᒋᔪᖓ ᓴᓇᖕᖑᐊᖅᑎᐅᒐᒪ 
ᐊᒻᒪᓗ ᑭᓱᑐᐃᓐᓇᐃᑦ ᓴᓂᐊᓃᒻᒪᑕ. ᐊᒻᒪᓗ ᑕᐃᒪ ᐊᒃᓱᕈᓐᓇᖅᑑᕙᒃᑐᖅ ᐅᖃᐅᓯᕆᓂᐊᖅᖢᒋᑦ 
ᐊᓯᕕᑦ ᓴᓇᓯᒪᔭᖏᑦ ᐊᒻᒪᓗ ᖃᐅᔨᒪᓐᖏᑕᒥᒃ ᑕᐃᒪᓐᓇᐃᓕᖓᓇᓱᒋᓐᓈᓇᕐᒪᑦ. ᐃᓛᓐᓂᒃᑯᑦ 
ᓇᓗᓇᖅᓯᖃᑦᑕᖅᑐ ᐅᖃᐅᓯᕆᔭᕆᐊᒃᓴᖅ ᐊᓯᒥ ᓴᓇᓯᒪᔭᖏᓐᓂᒃ.  

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐃᓱᒪᔪᖓ. ᐊᑕᐅᓯᖅ ᑐᓗᖅᑕᕈᑎ ᐅᐸᒃᑕᐅᔪᓐᓇᓐᖏᒻᒪᑕ 
ᐅᐸᒍᓐᓇᖅᑕᕋᓗᐊᑎᑦ ᐊᒻᒪᓗ ᓴᓇᕕᒋᓗᒋᑦ ᐅᒡᕙᓘᓐᓃᑦ ᐱᔭᕆᐅᖅᓴᕕᒋᓗᒋᑦ ᐅᒡᕙᓘᓐᓃᑦ 
ᐃᓕᓐᓂᐊᕐᕕᒋᓗᒋᑦ. 

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᖃᐅᔨᓕᖅᑐᖓ ᑕᐃᒪ [ᐊᑐᖅᖢᒍ] ᓴᓇᖕᖑᐊᒻᓯᒪᔪᑐᖃᓂᒃ 
ᖃᓄᐃᓕᖓᓚᐅᖅᓯᒪᓂᕕᓂᑐᖃᖏᓐᓂᒃ ᑕᐃᒪᓐᓇᐅᔾᔪᑕᐅᔪᖅ ᐱᔾᔪᑎᑕᖃᓕᕈᑕᐅᓗᓂ 
ᒪᒃᑯᒃᑐᓄᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᒃᓴᓄᑦ. ᑕᐃᒪᓐᓇᐅᒐᓗᐊᕐᒪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᑐᖃᓂᒃ 
ᐃᓕᓐᓂᐊᖅᓯᒪᓂᖃᓗᐊᓐᖏᑦᑐᖓᑦᑕᐅᖅ, ᑭᒥᔪᒥᒃ ᐃᒻᒪᑲᓪᓚᒃ ᖃᓄᐃᓕᖓᓚᐅᖅᓯᒪᔾᔪᓯᖏᓐᓂᒃ 
ᖃᐅᔨᒪᔾᓗᓂ ᐃᑲᔫᑎᔪᒻᒪᕆᐋᓗᒃ. ᑕᐃᒪᓗ [ᐅᕙᓐᓄᑦᑕᐅᖅ], ᐃᓕᑦᑎᓇᓱᒡᖢᓂ ᑕᒪᒃᑯᓂᖓ 
ᐊᔾᔨᒌᓐᖏᑦᑐᓂᒃ ᓴᓇᖕᖑᐊᖅᑕᐅᕙᒃᑐᓂᒃ ᐊᒻᒪᓗ ᑭᓇ ᓇᓂᕐᒥᐅᑕᐅᖕᒪᖔᑦ, ᐊᖕᖏᔪᒥᒃ ᐃᑲᔫᑎᔪᑦ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐃᓚᒋᔭᖓ ᐊᖕᖏᓛᖑᕚ? ᐊᒻᒪᓗ ᓄᓇᖃᕐᒪᑕ ᓇᓂᑐᐃᓐᓇᖅ ᑕᐃᑲᓂᓗ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓕᕆᓂᕐᒧᑦ ᐃᓕᓐᓂᐊᕐᕕᖃᓐᖏᑦᑐᑦ—

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᑕᐃᒪᓐᓇᓗ ᐅᖃᓪᓚᐅᖅ ᖃᐅᔨᒪᓐᖏᒃᑯᖕᓂ - ᐅᓇ ᖃᐅᔨᒪᓂᖅ ᐅᖃᐅᓯᕐᒥᒃ - 
ᑎᑎᕋᕐᓂᐊᕐᓗᓂ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᑉ ᐅᖃᐅᓯᖏᓐᓂᒃ, ᐱᔭᕐᓂᓐᖏᑦᑐᓐᓇᖅᑐᖅ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐋᕿᒃᓯᒪᖕᒪᑦ ᑮᓇᐅᔭᒃᓴᖅᑖᕋᓲᑎᑦᑎᑐᑦ ᑎᑎᕋᕈᑎᖓ! 
ᑮᓇᐅᔭᒃᓴᖅᑖᕋᓲᑎᑦᑎᒍᑦ ᑎᑎᕋᕐᓂᖅ ᓇᖕᒥᓂᖅ ᐋᕿᒃᓯᒪᔾᔪᓯᖃᕐᒥᖕᒪᑦ ᑎᑎᕋᕈᓯᖓᒍᑦ, 
ᓇᖕᒥᓂᖅ ᐊᔾᔨᐅᓐᖏᑦᑐᒥᒃᑕᐅᖅ ᑎᑎᕋᕆᐅᖅᓴᓂᖅ. ᑎᑎᕋᕈᓐᓇᓐᖏᒃᑯᕕᑦ ᓴᓇᖕᖑᐊᖅᑎᓄᑦ 
ᐅᒡᕙᓘᓐᓃᑦ ᑎᑎᖃᓕᖅᓱᐃᓂᕐᒥᒃ ᐅᓇ ᐊᖕᖏᓂᖅᐹᖅ ᑐᓗᖅᑕᐅᑎᒋᔭᐅᔪᓐᓇᖅᑐᖅ. ᐃᓱᒪᔪᖓ 
ᑐᓴᕈᒥᒋᔭᕋ ᑕᑯᓪᓗᒍ ᐃᓄᐃᑦ ᑎᑎᕋᓐᖏᑎᓪᓗᒋᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓄᑦ ᐃᑦᑕᕐᓂᑕᓕᕆᓂᕐᒧᑦ 
ᐱᔭᕆᐅᖅᓴᑎᑦᑎᔾᔪᑎᒃᓴᓂᒃ, ᑭᓯᐊᓂ ᑕᒪᓐᓇ ᐱᔭᕐᓂᓐᖏᑑᖕᒪᑦ.

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐃᒃᐱᒍᓱᒃᑐᖓ ᑕᐃᒪᓐᓇᐅᓇᓱᒋᓪᓗᒋᑦ ᐊᒥᓱᑦ ᑕᑯᔭᒐᖃᕐᕕᑦ ᐊᒻᒪᓗ 
ᐃᑲᔪᕐᕕᐅᔪᑦ ᕿᓂᖅᑐᑦ, ᑕᒪᒃᑯᐊ ᖃᓄᐃᓕᖓᓚᐅᕈᓯᐅᔪᓂᒃ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐄ, ᑕᐃᒪᓐᓇᐅᔪᖅ ᑕᑯᔪᒪᖕᒪᑕ ᑎᑎᖃᓂᒃ ᐊᑎᕐᓂᒡᓗ ᐊᒻᒪᓗ 
ᑭᓱᓕᕆᔨᐅᓯᒪᓂᕐᓂᒃ. ᐋᕿᒐᒃᓴᐅᓐᖏᑦᑐᖅ ᑕᒪᓐᓇ ᑕᐃᒪᓗ ᐱᑕᖃᕐᑎᓐᓇᒍ ᐅᑭᐅᖅᑕᖅᑐᒥ 
ᑕᐃᒪᓐᓇᐃᑦᑐᓕᕆᔨᖑᕈᒪᒐᔭᖅᑑᒐᓗᐊᓄᑦ - ᐊᒥᓲᓐᖏᒻᒪᑕ ᓯᓚᑦᑐᖅᓴᕐᕕᑦ ᐅᒡᕙᓘᓐᓃᑦ 
ᐱᐅᓯᑐᖃᓕᕆᕕᐅᔪᑦ ᑕᐃᑲᓂ ᐃᓄᐃᑦ ᐱᒋᐊᕈᑎᒃᓴᖏᓐᓂᒃ ᐃᖅᑲᓇᐃᔮᕆᓂᐊᖅᑕᒥᖕᓄᑦ - 
ᐃᖅᑲᓇᐃᔮᒃᓴᓄᑦ. ᐃᓱᒪᔪᖓ ᐱᖃᑖᑦᑕᐅᖅ ᒫᐅᓇᖔᖅ ᐅᑯᐊ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑕᑯᔭᒐᖃᕐᕕᑦ/
ᐃᓕᓐᓂᐊᕐᕕᑦ ᑐᑭᓯᐅᒪᓐᖏᑦᑐᑦ ᖃᓄᖅ ᐃᓅᓯᖃᕐᒪᖔᑕ ᐅᑭᐅᖅᑕᖅᑐᒥ, ᐅᒡᕙᓘᓐᓃᑦ 
ᐃᓅᓯᕆᔭᖏᓐᓂᒃ ᐃᓄᐃᑦ ᖃᓪᓗᓈᑦ ᓄᓇᖓᓂ ᐊᒻᒪᓗ ᖃᓄᖅ ᐃᓄᐃᑦ ᐱᐅᓯᑐᖃᖓ 
ᐊᔾᔨᒋᔭᐅᓐᖏᓂᖓ, ᖃᓄᖅ ᐃᓄᐃᑦ ᐃᓱᒪᖃᐅᓯᖏᑦ ᐊᔾᔨᒋᓐᖏᑕᖏᑦ ᑖᒃᑯᐊ ᖃᓪᓗᓈᑦ ᓄᓇᖓᓂ 
ᓄᓇᖃᖅᑐᑦ ᑲᓇᑕᐅᒥᑦ.

But that could actually be a benefit; it doesn’t have to be  
a barrier. We could see a whole new approach to curatorial 
practice emerge that we haven’t seen yet, because  
there’s this whole world of Inuit who don’t think like other 
artists or curators. I think it would be great to have more Inuit 
curators because, to date, most exhibitions have been 
produced by qallunaat [non-Inuit], and it would be really good 
to have more balance in our field. Sometimes, I feel like my  
job is just filling in gaps, writing survey texts or providing 
overviews, and I’m bored of that kind of work. I want to do new, 
critical work—work that emerges from Inuit knowledge and 
perspectives. I don’t get to talk to people like you very often  
and talk about things that are really Inuit-specific. Most of  
my colleagues are First Nations or Métis or qallunaat, so I can’t 
really dig in and say, “What is an Inuit way to be a curator?”  
I can sort of write about it myself, and read and talk to elders 
and develop a philosophy, but I really wish I had more Inuit 
colleagues to bounce ideas off.

HC: I know what you mean, because you’re always bridging  
a gap as the only Inuk in the room. I have a BFA, and sometimes 
at the NGC I wonder, “What am I doing here?” I also did the 
[Inuit Art Foundation]’s CITP [Cultural Industries Training 
Program]. We went to Carleton, where Maureen Flynn-Burhoe 
taught us Inuit art history. That was the first time I had really 
had exposure beyond Inuit Art Quarterly. So now I feel like  
I’m at this crossroads where I’m asking, do I pursue curating? 
And what else do I need to do to really be at that level?

HI: I still find that there are panels and discussions on Inuit  
art that you see advertised and there’s no Inuit. You could never 
do that with First Nations or Métis artists—have a conversation 
about First Nations artists and not have First Nations people 
speaking about the art. But because of the expense of travelling 
people, or whatever the reason is, they do it with Inuit art. 
Which is mind-boggling to me. But there’s not enough people 
to critique it. 

HC: I also think with First Nations and Métis artists, they’re 
[perceived of as engaging with more] conceptual art and  
so much of Inuit art is still [seen as] very “traditional”. In the 
past, institutions have leaned towards very culturally  
focused [presentations], instead of maybe highlighting the 
more conceptual aspects of it.

ᑭᓯᐊᓂ ᐃᑲᔫᑎᔪᓐᓇᖅᑑᒐᓗᐊᖅ; ᑐᓗᖅᑕᐅᑕᐅᓐᖏᓪᓗᓂ. ᑕᑯᔪᓐᓇᖅᑐᒍᑦ ᐊᖕᖏᔪᒥᒃ 
ᓄᑖᒥᒃ ᐱᒋᐊᕈᑕᐅᔪᓐᓇᖅᑐᓂᒃ ᑖᒃᑯᓄᖓ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᔪᓄᑦ ᐱᓕᕆᔾᔪᓯᖏᑦ 
ᓴᕿᓯᒪᓕᖅᑐᑦ ᓱᓕ ᑕᑯᓚᐅᖅᓯᒪᓐᖏᑕᑦᑎᓂᒃ, ᐃᔾᔪᑎᒋᓪᓗᒍ ᓄᓴᕐᔪᐊᖃᕐᒪᑕ ᐃᓄᐃᑦ ᑖᒃᑯᑎᑐᑦ 
ᐃᓱᒪᔾᔪᓯᖃᓐᖏᑦᑐᑦ ᐊᓯᒥᒃᑎᑐᑦ ᓴᓇᖕᖑᐊᖅᑎᑦ ᐊᒻᒪᓗ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᑦ. ᐃᓱᒪᔪᖓ 
ᐱᐅᒐᔭᖅᑐᖅ ᐃᓄᒃᑕᖃᑲᓐᓂᕈᓂ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᓂᒃ ᐱᔾᔪᑎᒋᓪᓗᒍ, ᑕᒪᕐᒥᒃ 
ᑕᑯᓐᓇᒐᒃᓴᖃᕐᕕᐅᔪᑦ ᓴᕿᑕᐅᓯᒪᖕᒪᑕ ᖃᓪᓗᓈᓂᑦ [ᐃᓅᓐᖏᑦᑐᓂᑦ], ᐊᒻᒪᓗ ᐱᐅᒐᔭᖅᑐᖅ 
ᓇᓕᖃᕇᑦᑎᐊᕐᓂᖅᓴᐅᒍᑦᑕ ᐱᓕᕆᕕᒋᔭᑦᑎᓂ. ᐃᓛᓐᓂᒃᑯᑦ, ᐃᒃᐱᒍᓱᖃᑦᑕᖅᑐᖓ ᐃᖅᑲᓇᐃᔮᕋ 
ᐋᕿᒃᓱᐃᔨᑐᐃᓐᓇᖅ ᐃᖅᐸᖅᓯᒪᔪᓂᒃ, ᑎᑎᕋᖅᖢᒋᑦ ᖃᐅᔨᓴᕈᑏᑦ ᑎᑎᖃᖏᑦ ᐅᒡᕙᓘᓐᓃᑦ 
ᖃᓄᐃᓕᖓᔪᓐᓇᖅᑐᓂᒃ ᑐᓂᓯᓯᒪᓪᓗᖓ, ᐊᒻᒪᓗ ᐃᕿᐊᖑᓕᖅᑕᕋ ᑕᐃᒪᓐᓇᐃᓕᐅᖏᓐᓇᕆᐊᒃᓴᖅ 
ᓴᓈᕆᓗᒍ. ᐱᓕᕆᔪᒪᔪᖓ ᓄᑖᓂᒃ, ᐱᒻᒪᕆᐅᔪᓂᒃ ᓴᓇᔭᒃᓴᓂᒃ, ᓴᓇᔭᕋ ᓴᕿᓪᓗᓂ ᑕᒫᖓᑦ ᐃᓄᐃᑦ 
ᖃᐅᔨᒪᔭᑐᖃᖏᓐᓂᑦ ᐊᒻᒪᓗ ᑕᐅᑦᑐᖏᓐᓂᑦ. ᐅᖃᐅᓯᕇᓐᓇᖅᐸᓐᖏᑕᒃᑲ ᐃᓄᖕᓄᑦ ᓲᕐᓗ ᐃᓕᖕᓄᑦ 
ᐊᑯᓚᐃᑦᑐᒥᒃ ᐊᒻᒪᓗ ᐅᖃᐅᓯᕆᓗᒋᑦ ᐃᓄᖕᒥᐅᑕᓪᓚᑖᓂᒃ. ᑕᒪᕐᒥᒃ ᓴᓇᖃᑎᒋᔭᒃᑲ ᐊᓪᓚᐃᑦ 
ᐊᒻᒪᓗ ᐊᓪᓚᐃᖓᔪᑦ ᐅᒡᕙᓘᓐᓃᑦ ᖃᓪᓗᓈᑦ, ᑕᐃᒪᓕ ᐱᓕᕆᖃᑕᐅᓪᒪᑖᓕᕈᓐᓇᓐᖏᑦᑐᖓ 
ᐅᒡᕙᓘᓐᓃᑦ ᐅᖃᐅᓯᕆᔪᓐᓇᕐᓇᒋᑦ, “ᖃᓄᖅ ᐃᓄᒃᑎᑐᑦ ᐱᐅᓯᖃᓪᓚᑖᕐᒪᖔᑕ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ 
ᑲᒪᔨᐅᓪᓗᓂ?” ᑎᑎᕋᕈᓐᓇᕋᓗᐊᖅᑐᖓ ᐅᕙᓐᓂᒃ ᐅᓂᒃᑳᕆᓗᖓ, ᐊᒻᒪᓗ ᐅᖃᓕᒫᕈᓯᕆᓗᒋᑦ 
ᐊᒻᒪᓗ ᐅᖃᓪᓚᖃᑎᒋᓗᒋᑦ ᐃᓐᓇᑐᖃᐃᑦ ᐊᒻᒪᓗ ᓴᕿᑦᑎᓗᖓ ᐃᒪᓐᓇᐃᓕᖓᓇᓱᒋᔭᓐᓂᒃ, 
ᑭᓯᐊᓂ ᑕᐃᒪᓕ ᐱᔪᒪᒐᓗᐊᖅᑐᖓ ᐃᓄᖕᓂᒃ ᓴᓇᖃᑎᖃᑲᓐᓂᕐᓗᖓ ᐃᖅᑲᓇᐃᔭᖅᑎᑕᖃᕐᓗᓂ 
ᐃᓱᒪᓕᐅᕆᖃᑎᒌᖃᑦᑕᕐᓂᐊᕋᑦᑕ. 

ᕼᐃᑐ ᑳᑉᐳ: ᑐᑭᓯᔭᒋᑦ, ᐱᔾᔪᑎᒋᓪᓗᒍ ᐃᖅᐸᖅᓯᒪᔪᓂᒃ ᐋᕿᒃᓱᐃᖏᓐᓇᓲᖑᒐᕕᑦ 
ᐃᓄᒃᑕᑑᒐᓗᐊᖅᖢᑎᑦ ᐃᒡᓗᕈᓯᕐᒥ. ᐃᓱᓕᑦᑎᓯᒪᔪᖓ ᐃᓕᓐᓂᐊᕐᕕᒃᔪᐊᒥᑦ ᓴᓇᖕᖑᐊᖅᑐᓕᕆᓂᕐᒥᒃ 
ᐃᓕᓐᓂᐊᕈᑎᖏᓐᓂᒃ, ᐊᒻᒪᓗ ᐃᓛᓐᓂᒃᑯᑦ ᑕᐃᑲᓂ ᑲᓇᑕᐅᑉ ᒐᕙᒪᖃᕐᕕᖓᓂ ᐃᓱᒪᓲᖑᔪᖓ, 
“ᖃᓄᐃᒻᒪᑦ ᑕᒡᕙᓃᑉᐳᖓ?” ᐱᓕᕆᓚᐅᕐᒥᔭᕋ [ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᖅᑐᓕᕆᔨᒃᑯᑦ ᑐᖕᖓᕕᖓ] 
ᐱᐅᓯᑐᖃᓕᕆᓂᕐᒧᑦ ᑲᒻᐸᓂᖃᕈᓐᓇᕐᓂᕐᒧᑦ ᐱᔭᕆᐅᖅᓴᑎᑦᑎᔾᔪᑕᐅᔪᖅ. ᐃᓕᓐᓂᐊᖅᓯᒪᔪᖓ 
ᑳᓗᑖᓐ ᐃᓕᓐᓂᐊᕐᕕᒃᔪᐊᖓᓂ, ᑕᐃᑲᓂ ᒧᐊᓖᓐ ᕕᓕᓐ-ᐳᕼᐅᐄ [Maureen Flynn-Burhoe] 
ᐃᓕᓐᓂᐊᕐᑎᑦᑎᓚᐅᖅᑐᖅ ᐅᕙᑦᑎᓂᒃ ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᕈᓯᑐᖃᖏᓐᓂᒃ. ᑕᐃᑲᓂ ᓯᕗᓪᓕᐹᕆᔭᕋ 
ᑕᑯᑎᑕᐅᑦᑎᐊᕆᐅᖅᖢᖓ ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᐅᖃᓕᒫᒐᖓ. ᑕᐃᒪᓗ ᒫᓐᓇ 
ᐃᒃᐱᒍᓱᓕᖅᑐᖓ ᕿᑎᐊᓃᓕᕋᒪ ᓇᒧᑐᐃᓐᓈᖓᔪᓂᑦ ᐊᐱᖁᑎᓐᓄᑦ, ᑲᔪᓯᔪᒪᕙᕌ ᐃᖅᑲᓇᐃᔮᕆᓗᒍ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓗᖓ? ᐊᒻᒪᓗ ᖃᓄᑲᓐᓂᖅ ᐱᓕᕆᔭᕆᐊᖃᕋᒪ ᑕᐃᑲᓃᖃᑕᐅᓕᕈᒪ? 

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᖃᐅᔨᖃᑦᑕᖅᑐᖓ ᓱᓕ ᑲᑎᒪᔨᑕᖃᖅᑐᖅ ᐊᒻᒪᓗ ᐅᖃᖃᑎᒌᒍᑕᐅᔪᑦ 
ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᒐᖏᑦ ᑕᒪᒃᑯᐊ ᑕᑯᕙᒃᑕᓯ ᓴᕿᔮᖅᑎᑕᐅᔪᑦ ᓂᐅᕕᐊᒃᓴᓄᑦ ᐊᒻᒪᓗ 
ᐃᓄᒃᑕᖃᕋᑎᒃ. ᑕᐃᒪᓐᓇᐅᕙᒐᑎᒃ ᐊᓪᓚᐃᑦ ᐅᒡᕙᓘᓐᓃᑦ ᐊᓪᓚᐃᖓᔪᑦ ᓴᓇᖕᖑᐊᖅᑎᖏᓐᓂᒃ 
- ᐅᖃᓪᓚᖃᑎᒋᓯᒪᔭᒃᑲ ᐱᔾᔪᑎᒋᓪᓗᒋᑦ ᐊᓪᓚᐃᑦ ᓴᓇᖒᐊᖅᑎᖏᑦ ᐊᒻᒪᓗ ᐊᓪᓚᐃᑦ ᓇᖕᒥᓂᖅ 
ᐅᖃᐅᓯᖃᓐᖏᓪᓗᑎᒃ ᓴᓇᖕᖑᐊᖅᓯᒪᔭᒥ ᐱᔾᔪᑎᖏᓐᓂᒃ. ᑭᓯᐊᓂ ᐱᔾᔪᑎᒋᓪᓗᒍ ᓇᖕᒥᓂᑦ 
ᐊᑭᓖᓱᖑᖕᒪᑕ ᐊᐅᓪᓚᖃᑦᑕᖅᑐᑦ ᑭᓇᑐᐃᓐᓇᖅ, ᐅᒡᕙᓘᓐᓃᑦ ᑭᓱᑐᐃᓐᓇᒥᒃ ᐱᔾᔪᑎᖃᕈᑎᒃ, 
ᑕᐃᒪᓐᓇᐅᖃᑦᑕᖅᑐᑦ ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᓐᓂᒃ. ᐅᓇ ᐊᒃᓱᐋᓗᒃ ᐊᑲᐅᒋᓐᖏᑕᕋ. ᑭᓯᐊᓂ 
ᕿᓇᑐᓐᓇᖅ ᐱᑕᖃᓐᖏᑦᑐᖅ ᑕᒪᑐᒥᖓ ᖃᓄᐃᓕᖓᓂᖓᓂᒃ ᐅᖃᐅᓯᖃᕆᐊᒃᓴᖅ.

ᕼᐃᑐ ᑳᑉᐳ: ᐃᓱᒪᔪᖓᑦᑕᐅᖅ ᐅᑯᐊ ᐊᓪᓚᐃᑦ ᐊᒻᒪᓗ ᐊᓪᓚᐃᖓᔪᑦ ᓴᓇᖕᖑᐊᖅᑎᖏᑦ, ᑖᒃᑯᐊ 
[ᑕᑯᒐᑦᑎᒍᓪᓕ ᐱᓕᕆᖃᑕᐅᓂᖅᓴᐅᔪᑦ]  ᑕᑯᑎᑦᑎᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᐊᒻᒪᓗ ᑖᒃᑯᐊ 
ᐃᓄᐃᑦ ᓴᓇᖒᐊᖅᓯᒪᔭᖏᑦ ᓱᓕ [ᑕᑯᔭᐅᓪᓗᑎᒃ] “ᐱᐅᓯᑐᖃᓪᓚᕆᐋᓗᐃᑦ”. ᑭᖑᓂᑦᑎᓐᓂ, 
ᐃᑲᔪᕐᕖᑦ ᐃᓕᑦᑎᓯᒪᔪᑦ ᐱᐅᓯᑐᖃᓄ ᐊᑦᑐᑎᔭᐅᓯᒪᔾᔪᑕᐅᓂᖏᓐᓄᑦ [ᐅᖃᓪᓚᒋᐊᖅᑐᖅᓯᒪᔪᓂ], 
ᑭᓯᐊᓂ ᐃᒻᒪᖄ ᓴᕿᑦᑎᑲᓐᓂᕈᓂᔾᔪᒃ ᑕᒪᐅᓐᓇ ᑕᐃᑲᖔᕈᓯᖏᑦᑎᒍᑦ ᐃᓱᒪᓕᐊᖑᓯᒪᔾᔪᓯᖏᑦᑎᒍᑦ.

ᖃᐅᔨᓕᖅᑐᖓ ᑕᐃᒪ [ᐊᑐᖅᖢᒍ] ᓴᓇᖕᖑᐊᒻᓯᒪᔪᑐᖃᓂᒃ 
ᖃᓄᐃᓕᖓᓚᐅᖅᓯᒪᓂᕕᓂᑐᖃᖏᓐᓂᒃ ᑕᐃᒪᓐᓇᐅᔾᔪᑕᐅᔪᖅ 
ᐱᔾᔪᑎᑕᖃᓕᕈᑕᐅᓗᓂ ᒪᒃᑯᒃᑐᓄᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᒃᓴᓄᑦ  
— ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ

I’m finding that {having an} art history  
background definitely is one of the factors that  
can be an issue for young curators.  
—  Jocelyn Piirainen
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HI: That was 12 years ago. So now there’s at least three of us! 
Why do you think there are so few of us when, if you look over 
the last 20 years, there has been such an increase in the 
number of First Nations and Métis curators, art historians  
[and] museum staff, [and] even though we have as many, if  
not more, artists per capita?

HC: Well you have to be comfortable in an urban centre—to 
really be able to adjust to and work in this environment. Even 
for me, it wasn’t something that I thought I was going to do.  
I just ended up being at the centre and helping out with writing 
and it sort of morphed. But I would consider myself an artist 
first and everything else second. And then it’s nerve-wracking 
when you have to talk about someone else’s work and  
you’re reading things into it. It’s always a tricky thing to talk 
about someone else’s work.

HI: I think that’s true. One major barrier is a lack of access to 
places that you could even go and work or train or study.

JP: I’m finding that [having an] art history background 
definitely is one of the factors that can be an issue for young 
curators. Even though I don’t really have an art history 
background either, a little art history background really does 
help. Even [for me], trying to learn all these different mediums 
and who came from where, it definitely helps.

HI: It’s a big part of it, right? And if you don’t live somewhere 
where you can go to art school—

JP: If you don’t have that language—that knowledge of 
language—when writing a curatorial statement, it can be a little 
difficult.

HI: It’s like grant writing! Grant writing is its own particular  
style of writing, its own special kind of literacy. If you don’t know 
how to write for an art audience or for catalogues that’s a  
huge barrier. I think you can get really interesting perspectives 
when people are not writing out of an art historical training,  
but it is a challenge.

JP: I feel like that is what a lot of museums and institutions are 
looking for—that background. 

HI: Exactly, they want to see letters after your name or lines  
on a CV. It’s hard to break into this when there’s nowhere in the 
North to get your foot in the door—there are so few colleges  
or cultural centres where Inuit could even get an entry  
level position. I think the other part of it is that the art museum/
academic world doesn’t understand what life is like in the 
North, or what life is like for Inuit who live in the South and how 
Inuit culture is different, how Inuit think a little differently than 
southern Canadians. 

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐊᓂᒍᖅᓯᒪᓕᖅᑐᖅ 12 ᐅᑭᐅᑦ. ᑕᐃᒪᓗ ᒫᓐᓇ ᐱᖓᓲᓕᖅᑐᒍᑦ! ᖃᐅᔨᒪᕕᑦ 
ᖃᓄᐃᒻᒪᑦ ᐅᓄᓐᖏᒻᒪᖔᑦᑕ, ᑕᑯᓐᓇᕈᕕᑦ ᐊᓂᒍᖅᑐᑦ 20 ᐅᑭᐅᑦ, ᐅᓄᖅᓯᓯᒪᓕᖅᑐᑦ ᐊᓪᓚᐃᑦ 
ᐊᒻᒪᓗ ᐊᓪᓚᐃᖓᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓪᓗᑎᒃ ᐊᒻᒪᓗ ᓴᓇᓯᒪᔪᑐᖃᓕᕆᓪᓗᑎᒃ [ᐊᒻᒪᓗ] 
ᑕᑯᔭᒐᖃᕐᕕᖕᓂ ᐃᖅᑲᓇᐃᔭᕐᑎᑦ, [ᐊᒻᒪᓗ] ᑕᐃᒪᓐᓇᐅᒐᓗᐊᕐᒪᑦ ᐊᒥᓲᓪᓗᑎᒃ, ᐅᓄᕐᓂᖅᓴᐅᕙᓪᓚᐃᔪᑦ, 
ᓴᓇᖕᖑᐊᖅᑎᑦ.

ᕼᐃᑐ ᑳᑉᐳ: ᐃᓗᐊᕆᕕᐅᒃ ᓴᓇᓪᓗᓂ ᐃᓄᒋᐊᒃᑐᓂᑦ ᓄᓇᓕᖕᓂ -  ᐃᓕᑦᑕᕆᐊᖃᓚᐅᖅᑕᐃᑦ 
ᐊᒻᒪᓗ ᓴᓇᕕᒋᓗᒍ ᐊᕙᑖ. ᐅᕙᖓᑦᑕᐅᖅ, ᐃᓱᒪᓚᐅᖅᓯᒪᔪᖓ ᐱᓕᕆᔪᓐᓇᔮᖂᓐᖏᑦᑐᖓ 
ᐃᓄᒋᐊᒃᑐᓂ. ᑕᐃᑲᓃᑐᐃᓐᓇᓕᓚᐅᖅᓯᒪᔪᖓ ᐊᒻᒪᓗ ᐃᑲᔪᖃᑦᑕᖅᖢᖓ ᑎᑎᖃᓄᑦ ᐊᒻᒪᓗ 
ᐃᒃᐱᖕᓂᐊᓐᓇᑦᑎᐊᖂᔨᓚᐅᓐᖏᑦᑐᖅ. ᑭᓯᐊᓂ ᐅᕙᓐᓂᒃ ᐃᓱᒪᒋᔪᖓ ᓴᓇᖕᖑᐊᖅᑎᐅᒐᒪ 
ᐊᒻᒪᓗ ᑭᓱᑐᐃᓐᓇᐃᑦ ᓴᓂᐊᓃᒻᒪᑕ. ᐊᒻᒪᓗ ᑕᐃᒪ ᐊᒃᓱᕈᓐᓇᖅᑑᕙᒃᑐᖅ ᐅᖃᐅᓯᕆᓂᐊᖅᖢᒋᑦ 
ᐊᓯᕕᑦ ᓴᓇᓯᒪᔭᖏᑦ ᐊᒻᒪᓗ ᖃᐅᔨᒪᓐᖏᑕᒥᒃ ᑕᐃᒪᓐᓇᐃᓕᖓᓇᓱᒋᓐᓈᓇᕐᒪᑦ. ᐃᓛᓐᓂᒃᑯᑦ 
ᓇᓗᓇᖅᓯᖃᑦᑕᖅᑐ ᐅᖃᐅᓯᕆᔭᕆᐊᒃᓴᖅ ᐊᓯᒥ ᓴᓇᓯᒪᔭᖏᓐᓂᒃ.  

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐃᓱᒪᔪᖓ. ᐊᑕᐅᓯᖅ ᑐᓗᖅᑕᕈᑎ ᐅᐸᒃᑕᐅᔪᓐᓇᓐᖏᒻᒪᑕ 
ᐅᐸᒍᓐᓇᖅᑕᕋᓗᐊᑎᑦ ᐊᒻᒪᓗ ᓴᓇᕕᒋᓗᒋᑦ ᐅᒡᕙᓘᓐᓃᑦ ᐱᔭᕆᐅᖅᓴᕕᒋᓗᒋᑦ ᐅᒡᕙᓘᓐᓃᑦ 
ᐃᓕᓐᓂᐊᕐᕕᒋᓗᒋᑦ. 

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᖃᐅᔨᓕᖅᑐᖓ ᑕᐃᒪ [ᐊᑐᖅᖢᒍ] ᓴᓇᖕᖑᐊᒻᓯᒪᔪᑐᖃᓂᒃ 
ᖃᓄᐃᓕᖓᓚᐅᖅᓯᒪᓂᕕᓂᑐᖃᖏᓐᓂᒃ ᑕᐃᒪᓐᓇᐅᔾᔪᑕᐅᔪᖅ ᐱᔾᔪᑎᑕᖃᓕᕈᑕᐅᓗᓂ 
ᒪᒃᑯᒃᑐᓄᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᒃᓴᓄᑦ. ᑕᐃᒪᓐᓇᐅᒐᓗᐊᕐᒪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᑐᖃᓂᒃ 
ᐃᓕᓐᓂᐊᖅᓯᒪᓂᖃᓗᐊᓐᖏᑦᑐᖓᑦᑕᐅᖅ, ᑭᒥᔪᒥᒃ ᐃᒻᒪᑲᓪᓚᒃ ᖃᓄᐃᓕᖓᓚᐅᖅᓯᒪᔾᔪᓯᖏᓐᓂᒃ 
ᖃᐅᔨᒪᔾᓗᓂ ᐃᑲᔫᑎᔪᒻᒪᕆᐋᓗᒃ. ᑕᐃᒪᓗ [ᐅᕙᓐᓄᑦᑕᐅᖅ], ᐃᓕᑦᑎᓇᓱᒡᖢᓂ ᑕᒪᒃᑯᓂᖓ 
ᐊᔾᔨᒌᓐᖏᑦᑐᓂᒃ ᓴᓇᖕᖑᐊᖅᑕᐅᕙᒃᑐᓂᒃ ᐊᒻᒪᓗ ᑭᓇ ᓇᓂᕐᒥᐅᑕᐅᖕᒪᖔᑦ, ᐊᖕᖏᔪᒥᒃ ᐃᑲᔫᑎᔪᑦ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐃᓚᒋᔭᖓ ᐊᖕᖏᓛᖑᕚ? ᐊᒻᒪᓗ ᓄᓇᖃᕐᒪᑕ ᓇᓂᑐᐃᓐᓇᖅ ᑕᐃᑲᓂᓗ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓕᕆᓂᕐᒧᑦ ᐃᓕᓐᓂᐊᕐᕕᖃᓐᖏᑦᑐᑦ—

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᑕᐃᒪᓐᓇᓗ ᐅᖃᓪᓚᐅᖅ ᖃᐅᔨᒪᓐᖏᒃᑯᖕᓂ - ᐅᓇ ᖃᐅᔨᒪᓂᖅ ᐅᖃᐅᓯᕐᒥᒃ - 
ᑎᑎᕋᕐᓂᐊᕐᓗᓂ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᑉ ᐅᖃᐅᓯᖏᓐᓂᒃ, ᐱᔭᕐᓂᓐᖏᑦᑐᓐᓇᖅᑐᖅ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐋᕿᒃᓯᒪᖕᒪᑦ ᑮᓇᐅᔭᒃᓴᖅᑖᕋᓲᑎᑦᑎᑐᑦ ᑎᑎᕋᕈᑎᖓ! 
ᑮᓇᐅᔭᒃᓴᖅᑖᕋᓲᑎᑦᑎᒍᑦ ᑎᑎᕋᕐᓂᖅ ᓇᖕᒥᓂᖅ ᐋᕿᒃᓯᒪᔾᔪᓯᖃᕐᒥᖕᒪᑦ ᑎᑎᕋᕈᓯᖓᒍᑦ, 
ᓇᖕᒥᓂᖅ ᐊᔾᔨᐅᓐᖏᑦᑐᒥᒃᑕᐅᖅ ᑎᑎᕋᕆᐅᖅᓴᓂᖅ. ᑎᑎᕋᕈᓐᓇᓐᖏᒃᑯᕕᑦ ᓴᓇᖕᖑᐊᖅᑎᓄᑦ 
ᐅᒡᕙᓘᓐᓃᑦ ᑎᑎᖃᓕᖅᓱᐃᓂᕐᒥᒃ ᐅᓇ ᐊᖕᖏᓂᖅᐹᖅ ᑐᓗᖅᑕᐅᑎᒋᔭᐅᔪᓐᓇᖅᑐᖅ. ᐃᓱᒪᔪᖓ 
ᑐᓴᕈᒥᒋᔭᕋ ᑕᑯᓪᓗᒍ ᐃᓄᐃᑦ ᑎᑎᕋᓐᖏᑎᓪᓗᒋᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓄᑦ ᐃᑦᑕᕐᓂᑕᓕᕆᓂᕐᒧᑦ 
ᐱᔭᕆᐅᖅᓴᑎᑦᑎᔾᔪᑎᒃᓴᓂᒃ, ᑭᓯᐊᓂ ᑕᒪᓐᓇ ᐱᔭᕐᓂᓐᖏᑑᖕᒪᑦ.

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐃᒃᐱᒍᓱᒃᑐᖓ ᑕᐃᒪᓐᓇᐅᓇᓱᒋᓪᓗᒋᑦ ᐊᒥᓱᑦ ᑕᑯᔭᒐᖃᕐᕕᑦ ᐊᒻᒪᓗ 
ᐃᑲᔪᕐᕕᐅᔪᑦ ᕿᓂᖅᑐᑦ, ᑕᒪᒃᑯᐊ ᖃᓄᐃᓕᖓᓚᐅᕈᓯᐅᔪᓂᒃ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐄ, ᑕᐃᒪᓐᓇᐅᔪᖅ ᑕᑯᔪᒪᖕᒪᑕ ᑎᑎᖃᓂᒃ ᐊᑎᕐᓂᒡᓗ ᐊᒻᒪᓗ 
ᑭᓱᓕᕆᔨᐅᓯᒪᓂᕐᓂᒃ. ᐋᕿᒐᒃᓴᐅᓐᖏᑦᑐᖅ ᑕᒪᓐᓇ ᑕᐃᒪᓗ ᐱᑕᖃᕐᑎᓐᓇᒍ ᐅᑭᐅᖅᑕᖅᑐᒥ 
ᑕᐃᒪᓐᓇᐃᑦᑐᓕᕆᔨᖑᕈᒪᒐᔭᖅᑑᒐᓗᐊᓄᑦ - ᐊᒥᓲᓐᖏᒻᒪᑕ ᓯᓚᑦᑐᖅᓴᕐᕕᑦ ᐅᒡᕙᓘᓐᓃᑦ 
ᐱᐅᓯᑐᖃᓕᕆᕕᐅᔪᑦ ᑕᐃᑲᓂ ᐃᓄᐃᑦ ᐱᒋᐊᕈᑎᒃᓴᖏᓐᓂᒃ ᐃᖅᑲᓇᐃᔮᕆᓂᐊᖅᑕᒥᖕᓄᑦ - 
ᐃᖅᑲᓇᐃᔮᒃᓴᓄᑦ. ᐃᓱᒪᔪᖓ ᐱᖃᑖᑦᑕᐅᖅ ᒫᐅᓇᖔᖅ ᐅᑯᐊ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑕᑯᔭᒐᖃᕐᕕᑦ/
ᐃᓕᓐᓂᐊᕐᕕᑦ ᑐᑭᓯᐅᒪᓐᖏᑦᑐᑦ ᖃᓄᖅ ᐃᓅᓯᖃᕐᒪᖔᑕ ᐅᑭᐅᖅᑕᖅᑐᒥ, ᐅᒡᕙᓘᓐᓃᑦ 
ᐃᓅᓯᕆᔭᖏᓐᓂᒃ ᐃᓄᐃᑦ ᖃᓪᓗᓈᑦ ᓄᓇᖓᓂ ᐊᒻᒪᓗ ᖃᓄᖅ ᐃᓄᐃᑦ ᐱᐅᓯᑐᖃᖓ 
ᐊᔾᔨᒋᔭᐅᓐᖏᓂᖓ, ᖃᓄᖅ ᐃᓄᐃᑦ ᐃᓱᒪᖃᐅᓯᖏᑦ ᐊᔾᔨᒋᓐᖏᑕᖏᑦ ᑖᒃᑯᐊ ᖃᓪᓗᓈᑦ ᓄᓇᖓᓂ 
ᓄᓇᖃᖅᑐᑦ ᑲᓇᑕᐅᒥᑦ.

But that could actually be a benefit; it doesn’t have to be  
a barrier. We could see a whole new approach to curatorial 
practice emerge that we haven’t seen yet, because  
there’s this whole world of Inuit who don’t think like other 
artists or curators. I think it would be great to have more Inuit 
curators because, to date, most exhibitions have been 
produced by qallunaat [non-Inuit], and it would be really good 
to have more balance in our field. Sometimes, I feel like my  
job is just filling in gaps, writing survey texts or providing 
overviews, and I’m bored of that kind of work. I want to do new, 
critical work—work that emerges from Inuit knowledge and 
perspectives. I don’t get to talk to people like you very often  
and talk about things that are really Inuit-specific. Most of  
my colleagues are First Nations or Métis or qallunaat, so I can’t 
really dig in and say, “What is an Inuit way to be a curator?”  
I can sort of write about it myself, and read and talk to elders 
and develop a philosophy, but I really wish I had more Inuit 
colleagues to bounce ideas off.

HC: I know what you mean, because you’re always bridging  
a gap as the only Inuk in the room. I have a BFA, and sometimes 
at the NGC I wonder, “What am I doing here?” I also did the 
[Inuit Art Foundation]’s CITP [Cultural Industries Training 
Program]. We went to Carleton, where Maureen Flynn-Burhoe 
taught us Inuit art history. That was the first time I had really 
had exposure beyond Inuit Art Quarterly. So now I feel like  
I’m at this crossroads where I’m asking, do I pursue curating? 
And what else do I need to do to really be at that level?

HI: I still find that there are panels and discussions on Inuit  
art that you see advertised and there’s no Inuit. You could never 
do that with First Nations or Métis artists—have a conversation 
about First Nations artists and not have First Nations people 
speaking about the art. But because of the expense of travelling 
people, or whatever the reason is, they do it with Inuit art. 
Which is mind-boggling to me. But there’s not enough people 
to critique it. 

HC: I also think with First Nations and Métis artists, they’re 
[perceived of as engaging with more] conceptual art and  
so much of Inuit art is still [seen as] very “traditional”. In the 
past, institutions have leaned towards very culturally  
focused [presentations], instead of maybe highlighting the 
more conceptual aspects of it.

ᑭᓯᐊᓂ ᐃᑲᔫᑎᔪᓐᓇᖅᑑᒐᓗᐊᖅ; ᑐᓗᖅᑕᐅᑕᐅᓐᖏᓪᓗᓂ. ᑕᑯᔪᓐᓇᖅᑐᒍᑦ ᐊᖕᖏᔪᒥᒃ 
ᓄᑖᒥᒃ ᐱᒋᐊᕈᑕᐅᔪᓐᓇᖅᑐᓂᒃ ᑖᒃᑯᓄᖓ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᔪᓄᑦ ᐱᓕᕆᔾᔪᓯᖏᑦ 
ᓴᕿᓯᒪᓕᖅᑐᑦ ᓱᓕ ᑕᑯᓚᐅᖅᓯᒪᓐᖏᑕᑦᑎᓂᒃ, ᐃᔾᔪᑎᒋᓪᓗᒍ ᓄᓴᕐᔪᐊᖃᕐᒪᑕ ᐃᓄᐃᑦ ᑖᒃᑯᑎᑐᑦ 
ᐃᓱᒪᔾᔪᓯᖃᓐᖏᑦᑐᑦ ᐊᓯᒥᒃᑎᑐᑦ ᓴᓇᖕᖑᐊᖅᑎᑦ ᐊᒻᒪᓗ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᑦ. ᐃᓱᒪᔪᖓ 
ᐱᐅᒐᔭᖅᑐᖅ ᐃᓄᒃᑕᖃᑲᓐᓂᕈᓂ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᓂᒃ ᐱᔾᔪᑎᒋᓪᓗᒍ, ᑕᒪᕐᒥᒃ 
ᑕᑯᓐᓇᒐᒃᓴᖃᕐᕕᐅᔪᑦ ᓴᕿᑕᐅᓯᒪᖕᒪᑕ ᖃᓪᓗᓈᓂᑦ [ᐃᓅᓐᖏᑦᑐᓂᑦ], ᐊᒻᒪᓗ ᐱᐅᒐᔭᖅᑐᖅ 
ᓇᓕᖃᕇᑦᑎᐊᕐᓂᖅᓴᐅᒍᑦᑕ ᐱᓕᕆᕕᒋᔭᑦᑎᓂ. ᐃᓛᓐᓂᒃᑯᑦ, ᐃᒃᐱᒍᓱᖃᑦᑕᖅᑐᖓ ᐃᖅᑲᓇᐃᔮᕋ 
ᐋᕿᒃᓱᐃᔨᑐᐃᓐᓇᖅ ᐃᖅᐸᖅᓯᒪᔪᓂᒃ, ᑎᑎᕋᖅᖢᒋᑦ ᖃᐅᔨᓴᕈᑏᑦ ᑎᑎᖃᖏᑦ ᐅᒡᕙᓘᓐᓃᑦ 
ᖃᓄᐃᓕᖓᔪᓐᓇᖅᑐᓂᒃ ᑐᓂᓯᓯᒪᓪᓗᖓ, ᐊᒻᒪᓗ ᐃᕿᐊᖑᓕᖅᑕᕋ ᑕᐃᒪᓐᓇᐃᓕᐅᖏᓐᓇᕆᐊᒃᓴᖅ 
ᓴᓈᕆᓗᒍ. ᐱᓕᕆᔪᒪᔪᖓ ᓄᑖᓂᒃ, ᐱᒻᒪᕆᐅᔪᓂᒃ ᓴᓇᔭᒃᓴᓂᒃ, ᓴᓇᔭᕋ ᓴᕿᓪᓗᓂ ᑕᒫᖓᑦ ᐃᓄᐃᑦ 
ᖃᐅᔨᒪᔭᑐᖃᖏᓐᓂᑦ ᐊᒻᒪᓗ ᑕᐅᑦᑐᖏᓐᓂᑦ. ᐅᖃᐅᓯᕇᓐᓇᖅᐸᓐᖏᑕᒃᑲ ᐃᓄᖕᓄᑦ ᓲᕐᓗ ᐃᓕᖕᓄᑦ 
ᐊᑯᓚᐃᑦᑐᒥᒃ ᐊᒻᒪᓗ ᐅᖃᐅᓯᕆᓗᒋᑦ ᐃᓄᖕᒥᐅᑕᓪᓚᑖᓂᒃ. ᑕᒪᕐᒥᒃ ᓴᓇᖃᑎᒋᔭᒃᑲ ᐊᓪᓚᐃᑦ 
ᐊᒻᒪᓗ ᐊᓪᓚᐃᖓᔪᑦ ᐅᒡᕙᓘᓐᓃᑦ ᖃᓪᓗᓈᑦ, ᑕᐃᒪᓕ ᐱᓕᕆᖃᑕᐅᓪᒪᑖᓕᕈᓐᓇᓐᖏᑦᑐᖓ 
ᐅᒡᕙᓘᓐᓃᑦ ᐅᖃᐅᓯᕆᔪᓐᓇᕐᓇᒋᑦ, “ᖃᓄᖅ ᐃᓄᒃᑎᑐᑦ ᐱᐅᓯᖃᓪᓚᑖᕐᒪᖔᑕ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ 
ᑲᒪᔨᐅᓪᓗᓂ?” ᑎᑎᕋᕈᓐᓇᕋᓗᐊᖅᑐᖓ ᐅᕙᓐᓂᒃ ᐅᓂᒃᑳᕆᓗᖓ, ᐊᒻᒪᓗ ᐅᖃᓕᒫᕈᓯᕆᓗᒋᑦ 
ᐊᒻᒪᓗ ᐅᖃᓪᓚᖃᑎᒋᓗᒋᑦ ᐃᓐᓇᑐᖃᐃᑦ ᐊᒻᒪᓗ ᓴᕿᑦᑎᓗᖓ ᐃᒪᓐᓇᐃᓕᖓᓇᓱᒋᔭᓐᓂᒃ, 
ᑭᓯᐊᓂ ᑕᐃᒪᓕ ᐱᔪᒪᒐᓗᐊᖅᑐᖓ ᐃᓄᖕᓂᒃ ᓴᓇᖃᑎᖃᑲᓐᓂᕐᓗᖓ ᐃᖅᑲᓇᐃᔭᖅᑎᑕᖃᕐᓗᓂ 
ᐃᓱᒪᓕᐅᕆᖃᑎᒌᖃᑦᑕᕐᓂᐊᕋᑦᑕ. 

ᕼᐃᑐ ᑳᑉᐳ: ᑐᑭᓯᔭᒋᑦ, ᐱᔾᔪᑎᒋᓪᓗᒍ ᐃᖅᐸᖅᓯᒪᔪᓂᒃ ᐋᕿᒃᓱᐃᖏᓐᓇᓲᖑᒐᕕᑦ 
ᐃᓄᒃᑕᑑᒐᓗᐊᖅᖢᑎᑦ ᐃᒡᓗᕈᓯᕐᒥ. ᐃᓱᓕᑦᑎᓯᒪᔪᖓ ᐃᓕᓐᓂᐊᕐᕕᒃᔪᐊᒥᑦ ᓴᓇᖕᖑᐊᖅᑐᓕᕆᓂᕐᒥᒃ 
ᐃᓕᓐᓂᐊᕈᑎᖏᓐᓂᒃ, ᐊᒻᒪᓗ ᐃᓛᓐᓂᒃᑯᑦ ᑕᐃᑲᓂ ᑲᓇᑕᐅᑉ ᒐᕙᒪᖃᕐᕕᖓᓂ ᐃᓱᒪᓲᖑᔪᖓ, 
“ᖃᓄᐃᒻᒪᑦ ᑕᒡᕙᓃᑉᐳᖓ?” ᐱᓕᕆᓚᐅᕐᒥᔭᕋ [ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᖅᑐᓕᕆᔨᒃᑯᑦ ᑐᖕᖓᕕᖓ] 
ᐱᐅᓯᑐᖃᓕᕆᓂᕐᒧᑦ ᑲᒻᐸᓂᖃᕈᓐᓇᕐᓂᕐᒧᑦ ᐱᔭᕆᐅᖅᓴᑎᑦᑎᔾᔪᑕᐅᔪᖅ. ᐃᓕᓐᓂᐊᖅᓯᒪᔪᖓ 
ᑳᓗᑖᓐ ᐃᓕᓐᓂᐊᕐᕕᒃᔪᐊᖓᓂ, ᑕᐃᑲᓂ ᒧᐊᓖᓐ ᕕᓕᓐ-ᐳᕼᐅᐄ [Maureen Flynn-Burhoe] 
ᐃᓕᓐᓂᐊᕐᑎᑦᑎᓚᐅᖅᑐᖅ ᐅᕙᑦᑎᓂᒃ ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᕈᓯᑐᖃᖏᓐᓂᒃ. ᑕᐃᑲᓂ ᓯᕗᓪᓕᐹᕆᔭᕋ 
ᑕᑯᑎᑕᐅᑦᑎᐊᕆᐅᖅᖢᖓ ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᐅᖃᓕᒫᒐᖓ. ᑕᐃᒪᓗ ᒫᓐᓇ 
ᐃᒃᐱᒍᓱᓕᖅᑐᖓ ᕿᑎᐊᓃᓕᕋᒪ ᓇᒧᑐᐃᓐᓈᖓᔪᓂᑦ ᐊᐱᖁᑎᓐᓄᑦ, ᑲᔪᓯᔪᒪᕙᕌ ᐃᖅᑲᓇᐃᔮᕆᓗᒍ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓗᖓ? ᐊᒻᒪᓗ ᖃᓄᑲᓐᓂᖅ ᐱᓕᕆᔭᕆᐊᖃᕋᒪ ᑕᐃᑲᓃᖃᑕᐅᓕᕈᒪ? 

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᖃᐅᔨᖃᑦᑕᖅᑐᖓ ᓱᓕ ᑲᑎᒪᔨᑕᖃᖅᑐᖅ ᐊᒻᒪᓗ ᐅᖃᖃᑎᒌᒍᑕᐅᔪᑦ 
ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᒐᖏᑦ ᑕᒪᒃᑯᐊ ᑕᑯᕙᒃᑕᓯ ᓴᕿᔮᖅᑎᑕᐅᔪᑦ ᓂᐅᕕᐊᒃᓴᓄᑦ ᐊᒻᒪᓗ 
ᐃᓄᒃᑕᖃᕋᑎᒃ. ᑕᐃᒪᓐᓇᐅᕙᒐᑎᒃ ᐊᓪᓚᐃᑦ ᐅᒡᕙᓘᓐᓃᑦ ᐊᓪᓚᐃᖓᔪᑦ ᓴᓇᖕᖑᐊᖅᑎᖏᓐᓂᒃ 
- ᐅᖃᓪᓚᖃᑎᒋᓯᒪᔭᒃᑲ ᐱᔾᔪᑎᒋᓪᓗᒋᑦ ᐊᓪᓚᐃᑦ ᓴᓇᖒᐊᖅᑎᖏᑦ ᐊᒻᒪᓗ ᐊᓪᓚᐃᑦ ᓇᖕᒥᓂᖅ 
ᐅᖃᐅᓯᖃᓐᖏᓪᓗᑎᒃ ᓴᓇᖕᖑᐊᖅᓯᒪᔭᒥ ᐱᔾᔪᑎᖏᓐᓂᒃ. ᑭᓯᐊᓂ ᐱᔾᔪᑎᒋᓪᓗᒍ ᓇᖕᒥᓂᑦ 
ᐊᑭᓖᓱᖑᖕᒪᑕ ᐊᐅᓪᓚᖃᑦᑕᖅᑐᑦ ᑭᓇᑐᐃᓐᓇᖅ, ᐅᒡᕙᓘᓐᓃᑦ ᑭᓱᑐᐃᓐᓇᒥᒃ ᐱᔾᔪᑎᖃᕈᑎᒃ, 
ᑕᐃᒪᓐᓇᐅᖃᑦᑕᖅᑐᑦ ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔭᖏᓐᓂᒃ. ᐅᓇ ᐊᒃᓱᐋᓗᒃ ᐊᑲᐅᒋᓐᖏᑕᕋ. ᑭᓯᐊᓂ 
ᕿᓇᑐᓐᓇᖅ ᐱᑕᖃᓐᖏᑦᑐᖅ ᑕᒪᑐᒥᖓ ᖃᓄᐃᓕᖓᓂᖓᓂᒃ ᐅᖃᐅᓯᖃᕆᐊᒃᓴᖅ.

ᕼᐃᑐ ᑳᑉᐳ: ᐃᓱᒪᔪᖓᑦᑕᐅᖅ ᐅᑯᐊ ᐊᓪᓚᐃᑦ ᐊᒻᒪᓗ ᐊᓪᓚᐃᖓᔪᑦ ᓴᓇᖕᖑᐊᖅᑎᖏᑦ, ᑖᒃᑯᐊ 
[ᑕᑯᒐᑦᑎᒍᓪᓕ ᐱᓕᕆᖃᑕᐅᓂᖅᓴᐅᔪᑦ]  ᑕᑯᑎᑦᑎᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᐊᒻᒪᓗ ᑖᒃᑯᐊ 
ᐃᓄᐃᑦ ᓴᓇᖒᐊᖅᓯᒪᔭᖏᑦ ᓱᓕ [ᑕᑯᔭᐅᓪᓗᑎᒃ] “ᐱᐅᓯᑐᖃᓪᓚᕆᐋᓗᐃᑦ”. ᑭᖑᓂᑦᑎᓐᓂ, 
ᐃᑲᔪᕐᕖᑦ ᐃᓕᑦᑎᓯᒪᔪᑦ ᐱᐅᓯᑐᖃᓄ ᐊᑦᑐᑎᔭᐅᓯᒪᔾᔪᑕᐅᓂᖏᓐᓄᑦ [ᐅᖃᓪᓚᒋᐊᖅᑐᖅᓯᒪᔪᓂ], 
ᑭᓯᐊᓂ ᐃᒻᒪᖄ ᓴᕿᑦᑎᑲᓐᓂᕈᓂᔾᔪᒃ ᑕᒪᐅᓐᓇ ᑕᐃᑲᖔᕈᓯᖏᑦᑎᒍᑦ ᐃᓱᒪᓕᐊᖑᓯᒪᔾᔪᓯᖏᑦᑎᒍᑦ.

ᖃᐅᔨᓕᖅᑐᖓ ᑕᐃᒪ [ᐊᑐᖅᖢᒍ] ᓴᓇᖕᖑᐊᒻᓯᒪᔪᑐᖃᓂᒃ 
ᖃᓄᐃᓕᖓᓚᐅᖅᓯᒪᓂᕕᓂᑐᖃᖏᓐᓂᒃ ᑕᐃᒪᓐᓇᐅᔾᔪᑕᐅᔪᖅ 
ᐱᔾᔪᑎᑕᖃᓕᕈᑕᐅᓗᓂ ᒪᒃᑯᒃᑐᓄᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᒃᓴᓄᑦ  
— ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ

I’m finding that {having an} art history  
background definitely is one of the factors that  
can be an issue for young curators.  
—  Jocelyn Piirainen
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HI: I sometimes wonder if the reason [for that] is because the 
curators don’t expect it or encourage it, or because the market 
is so dominant that it doesn’t create the kind of conditions  
that would encourage the development of more conceptual art. 
I think that it’s at least partly because Inuit artists are not 
participating in the public funding system in the same way that 
First Nations, Métis and other Canadian artists are. I think 
you’re right, it leads to these two different kinds of production. 

So Jocelyn, what’s next for you? Did you say you just put some 
applications in?

JP: I applied for a contract curatorial position. It was kind of  
a last-minute thing, but I decided to do it anyways.  
A learning curve that I’m still trying to get the hang of is 
proposal writing. Just kind of coming up with those ideas  
and doing something different and new.

HI: Like, what is a different way of curating new Inuit art?  
What is new Inuit art?

JP: Exactly, that whole idea. 

HI: Well, I am so grateful to you both for meeting with me  
to discuss our experiences as curators, and I am so glad to see 
our numbers growing! As my friend Alethea [Arnaquq-Baril] 
recently said in a Facebook post, we are at a point now where 
we need Inuit leadership, not just in politics but in every  
area where Inuit are involved, and the arts are such a huge part 
of our communities and culture, it is so great to see us 
beginning to grow and thrive.   ●

This conversation took place on Thursday, February 9, 2017,  
in Ottawa, ON. It has been edited and condensed.

NOTES  

1	 Mobilizing Inuit Cultural Heritage: a multi-media/multi-platform re-engagement 	
	 of voice in visual art and performance is a York University-based Social Sciences 
	 and Humanities Research  Council of Canada Partnership Grant led by Principal 
	 Investigator Dr. Anna Hudson.
2	 In April 2005, the Aboriginal curatorial community came together to establish  
	 themselves as the Aboriginal Curatorial Collective / Collectif des commissaires 	
	 autochtones (ACC/CCA) to develop long-term strategic support for the 		
	 Indigenous curatorial community, holding a roundtable discussion in June 2005. 	
	 ACC/CCA, About, accessed April 5, 2017, acc-cca.com/wordpress/about/.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐃᓛᓐᓂᒃᑯᑦ ᐃᓱᒪᖃᑦᑕᖅᑐᖓ ᑕᐃᒪᓐᓇ ᐱᔾᔪᑎᖃᕋᓱᒋᓪᓗᒋᑦ 
[ᑕᒪᑐᒧᖓ] ᐱᔾᔪᑎᒋᓪᓗᒍ ᐅᑯᐊ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᔪᑦ ᓂᕆᐅᒋᓐᖏᒻᒪᔾᔪᒃ 
ᐅᒡᕙᓘᓐᓃᑦ ᐊᔭᐅᓐᖏᒻᒪᔾᔪᒃ, ᐅᒡᕙᓘᓐᓃᑦ ᐱᔾᔪᑎᒋᓪᓗᒍ ᓂᐅᕐᕈᓯᕆᔾᔪᑖ ᐊᖕᖏᔪᐋᓘᖕᒪᑦ 
ᑕᐃᒪᓐᓇᐅᓕᖓᑎᑦᑎᔪᓐᓇᓐᖏᓚᖅ ᐅᑯᐊ ᑐᓕᐅᕈᑎᒋᓇᔭᖅᑑᒐᓗᐊᑦ ᐱᕙᓪᓕᐊᑎᑦᑎᔾᔪᑕᐅᓗᑎᒃ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓐᓇᖅᑐᓂᒃ. ᐃᓱᒪᔪᖓ ᐱᔾᔪᑕᐅᔪᖅ ᑕᐃᒪᓐᓇᐅᓪᓗᓂ ᐃᓚᖓ ᐃᓄᐃᑦ 
ᓴᓇᖕᖑᐊᖅᑎᑦ ᐃᓚᐅᓐᖏᒻᒪᑕ ᐃᓄᓕᒫᓄᑦ ᑮᓇᐅᔭᒃᓴᖅᑖᕈᑕᐅᕙᒃᑐᓂᒃ ᑖᒃᑯᑎᑐᑦ ᐊᓪᓚᐃᑦ, 
ᐊᓪᓚᐃᖓᔪᑦ ᐊᒻᒪᓗ ᐊᓯᖏᑦ ᑲᓇᑕᒥᐅᑦ ᓇᓴᖕᖑᐊᖅᑎᑦ. ᐃᓱᒪᔪᖓ ᑕᒻᒪᓐᖏᑦᑐᑎᑦ, 
ᑎᑭᐅᑎᓯᒪᓕᖃᑦᑕᖅᑐᑦ ᑖᒃᑯᖕᓄᖓ ᒪᕐᕉᖕᓄᑦ ᐊᔾᔨᒌᓐᖏᑦᑐᓄᑦ ᓴᓇᔭᐅᔾᔪᑎᖃᕐᐸᖕᒪᑕ.

ᑕᐃᒪᓗ ᔮᔅᓚᓐ, ᖃᓄᖅ ᐱᓂᐊᓕᖅᐱᑦ? ᐅᖃᖃᐅᕖᑦ ᐃᖅᑲᓇᐃᔭᖅᑖᕋᓲᑎᖕᓂᒃ 
ᐊᐅᓪᓚᕐᑎᑦᑎᓯᒪᓂᕋᖅᖢᑎᑦ?

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐆᒃᑐᖅᑐᖓ ᑳᓐᑐᕌᒃᑕᐅᓯᒪᓗᖓ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨ ᐃᖅᑲᓇᐃᔮᒃᓴᒥᒃ. 
ᐅᓇ ᑕᐃᒪᓐᓇᐅᓕᖓᓯᑐᐃᓐᓇᓚᐅᖅᑕᕋ, ᑭᓯᐊᓂ ᐱᓕᕆᑲᓐᓂᕋᓱᓕᑐᐃᓐᓇᖅᖢᒍ. 
ᐃᓕᑦᑎᕙᓪᓕᐊᕗᖓ ᐱᓕᕆᔪᓐᓇᑦᑎᐊᓕᕈᒪᓪᓗᒋᑦ ᑐᒃᓯᕋᐅᑎᓂᒃ ᑎᑎᕋᐅᓯᑦ. ᐃᓱᒪᓕᕈᑎᒋᕙᓪᓕᐊᔭᒃᑲ 
ᒫᓐᓇ ᐊᒻᒪᓗ ᐱᓕᕆᓗᖓ ᐊᔾᔨᒋᓐᖏᑕᖓ ᐊᒻᒪᓗ ᓄᑖᒥᒃ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᓲᕐᓗ, ᐱᓕᕆᔾᔪᓯᖓ ᐊᔾᔨᒋᓐᖏᓪᓗᒍ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓂᖅ 
ᓄᑖᓂᒃ ᐃᓄᐃᑦ ᓴᓇᓯᒪᔭᖏᓐᓄᑦ? ᑭᓲᕙᑦ ᐃᓄᐃᑦ ᓴᓇᓯᒪᔭᖏᑕ ᑐᑭᖓ?

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐄ, ᑕᐃᒪᓐᓇ ᐃᓱᒪᒋᑦᑎᐊᕈᓱᒡᖢᒍ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᑕᐃᒪᓗ, ᖁᕕᐊᓱᒃᑐᖓ ᑕᒪᑦᓯᒃ ᐃᓂᖃᕐᑎᑦᑎᒐᑦᓯᒃ ᐅᕙᓐᓂᒃ 
ᑲᑎᒪᖃᑎᒋᔪᓐᓇᖅᖢᓯᒃ ᐅᖃᖃᑎᒌᒍᑎᒋᓪᓗᒋᑦ ᐊᑐᖅᓯᒪᔭᓯ ᐱᓕᕆᓯᒪᔭᑦᓯᓐᓂᒃ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓪᓗᓯᒃ, ᐊᒻᒪᓗ ᖁᕕᐊᓱᒃᑐᖓ ᑕᑯᔪᓐᓇᕋᒪ ᑕᒪᑐᒧᖓ ᐃᓚᒋᔭᐅᓂᖅ 
ᐅᓄᖅᓯᕙᓪᓕᐊᔪᑦ! ᐱᖃᓐᓇᕆᔭᕋ ᐊᓕᑎᐊ [ᐊᕐᓇᖁᖅ-ᐸᕆᐅ] ᒫᓐᓇ ᐅᖃᖅᓯᒪᔪᖅ 
ᖃᕆᓴᐅᔭᒃᑯᑦ ᐱᖃᓐᓇᕇᒃᑐᓕᕆᕕᖓᓂ ᑎᑎᕋᖅᓯᒪᔪᖅ, ᑎᑭᐅᑎᓯᒪᓕᕋᑦᑕ ᑭᖕᖑᒋᔭᖃᓕᕋᑦᑕ 
ᐃᓄᖕᓂᒃ ᐊᖓᔪᖅᑳᖃᕐᓗᑕ, ᓂᕈᐊᖅᑕᐅᓯᒪᓂᑐᐃᓐᓇᐅᓐᖏᑦᑐᒃᑯᑦ ᑭᓯᐊᓂᓕ ᑕᒪᐃᓐᓄᑦ 
ᐃᓄᐃᑦ ᐱᓕᕆᖃᑕᐅᓗᑎᒃ, ᐊᒻᒪᓗ ᓴᓇᖕᖑᐊᕐᓂᖅ ᐊᖕᖏᔪᐋᓘᖕᒪᑦ ᐊᑕᓪᓗᓂ ᓄᓇᑦᑎᓄᑦ 
ᐊᒻᒪᓗ ᐱᐅᓯᑐᖃᑦᑎᓄᑦ, ᖁᕕᐊᓇᖅᑐᖅ ᑕᑯᓪᓗᒍ ᑕᒪᓐᓇ ᐱᒋᐊᓂᖓᓂᑦ ᐱᕈᑦᑐᖅ ᐊᒻᒪᓗ 
ᑲᔪᓯᑦᑎᐊᕐᓂᐊᖅᑐᖅ ᐃᖏᕐᕋᑦᑎᐊᕐᓗᓂ.   ●

ᐅᑯᐊ ᐅᓪᓚᖃᑎᒌᓚᐅᖅᑐᑦ ᕿᑎᖅᑰᑦ, ᕕᕗᐊᕆ 9, 2017, ᐋᑐᕚᒥ, ᐋᓐᑎᐅᕆᐅ. 
ᑎᑎᕋᖅᑕᐅᑦᑎᐊᑲᓐᓂᖅᓯᒪᔪᖅ ᐊᒻᒪᓗ ᓇᐃᒡᓕᒋᐊᖅᓯᒪᓪᓗᓂ.   

NOTES  

1	 ᓄᒃᑕᖅᑐᖅ ᐃᓄᐃᑦ ᐱᐅᑐᓯᑐᖃᓕᕆᕕᖓᑦ: ᐅᓇ ᓂᐱᓕᐅᖅᓯᒪᔪᓂᒃ/ᑐᓴᐅᑎᓕᕆᔾᔪᑎᑦᑎᒍᑦ ᐃᓂᖃᖅᑐᑦ ᐱᓕᕆᑎᑦᑎᔾᔪᑕᐅᔪᖅ ᓂᐱᖏᓐᓂᒃ  
	 ᐊᔾᔨᓕᐅᖅᓯᒪᔪᑦ ᑕᐃᑲᓂ ᔪᐊᒃ ᐃᓕᓐᓂᐊᕐᕕᒃᔪᐊᖓᓂ- ᐃᓂᖃᖅᑐᑦ ᐃᓅᓯᓕᕆᓂᕐᒧᑦ ᖃᐅᔨᓴᐃᓂᒻᒪᕆᒃ ᐊᒻᒪᓗ ᐃᓅᓯᕐᓂᒃ ᖃᐅᔨᓴᐃᓂᕐᒧᑦ  
	 ᑲᑎᒪᔨᑦ ᑲᓇᑕᒥ ᐱᓇᓱᐊᖅᑐᓂᒃ ᑮᓇᐅᔭᒃᓴᖅ ᓯᕗᓕᐅᖅᑕᐅᓯᒪᔪᖅ ᖃᐅᔨᓴᖅᑎᒻᒪᕆᒃ ᓘᒃᑖᖅ ᐋᓇ ᕼᐊᑦᓴᓐ.
2.	 ᑕᐃᑲᓂ ᐊᐃᕆᓕ 2005, ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᑦ ᓄᓇᓕᖕᓂ ᑲᑎᒪᓚᐅᖅᑐᑦ ᓴᕿᓐᓇᑎᒃ ᐊᑎᖃᓕᖅᖢᑎᒃ  
	 ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓄᑦ ᑲᒪᔨᖏᓐᓂᑦ ᓄᐊᑕᐅᓯᒪᔪᑦ / ᓴᕿᑦᑎᓂᐊᕋᒥᒃ ᐊᑯᓂᐅᔪᒃᑯᑦ ᐋᕿᒃᓯᒪᔾᔪᑎᒃᓴᓂᒃ ᐃᑲᔪᕐᓗᒋᑦ  
	 ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᓂᖅ, ᑲᑎᒪᓪᓗᑎᒃ ᐅᖃᖃᑎᒌᒡᖢᑎᒃ ᑕᐃᑲᓂ ᔫᓐ 2005. ᐅᑯᐊ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ  
	 ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᑦ, ᐱᔾᔪᑎᖏᑦ, ᖃᐅᔨᓴᖅᑕᐅᓪᓗᑎᒃ ᐊᐃᕆᓕ 5, 2017, acc-cca.com/wordpress/about/.

I feel like I’m at this crossroads where I’m asking,  
do I pursue curating? And what else do I need to do 
to really be at that level?  — Heather Campbell

ᑕᐃᒪᓗ ᒫᓐᓇ ᐃᒃᐱᒍᓱᓕᖅᑐᖓ ᕿᑎᐊᓃᓕᕋᒪ ᓇᒧᑐᐃᓐᓈᖓᔪᓂᑦ 
ᐊᐱᖁᑎᓐᓄᑦ, ᑲᔪᓯᔪᒪᕙᕌ ᐃᖅᑲᓇᐃᔮᕆᓗᒍ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓗᖓ? 
ᐊᒻᒪᓗ ᖃᓄᑲᓐᓂᖅ ᐱᓕᕆᔭᕆᐊᖃᕋᒪ ᑕᐃᑲᓃᖃᑕᐅᓕᕈᒪ?  — ᕼᐃᑐ ᑳᑉᐳ

Installation view of Johnny Aculiak: 
Perseverance curated by  
Heather Campbell at the Indian 
and Inuit Art Centres in Gatineau, 
2002  Courtesy Indigenous Art Centre at 

Indigenous and Northern Affairs Canada

ᐃᓕᐅᖃᐃᔪᖅ ᑕᑯᔭᐅᓯᒪᔪᓂᒃ ᓴᓇᔭᐅᓯᒪᔪᓄᑦ 
ᑖᑉᓱᒪ ᔮᓂ ᐊᑯᓕᐊᒃ: ᓱᕋᑦᔭᐃᖅᓯᒪᔪᑦ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨ ᕼᐃᑐ ᑳᑉᐳ ᐊᓪᓚᐃᑦ 
ᐊᒻᒪᓗ ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂ ᓄᐊᑦᑎᕕᖓ 
ᑖᑎᓅ, 2002  ᑐᓂᔭᖓ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ 

ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓕᕆᕕᖓ ᑕᐃᑲᓂ ᐃᓄᓕᕆᔨᑐᖃᒃᑯᑦ ᑲᓇᑕ.
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HI: I sometimes wonder if the reason [for that] is because the 
curators don’t expect it or encourage it, or because the market 
is so dominant that it doesn’t create the kind of conditions  
that would encourage the development of more conceptual art. 
I think that it’s at least partly because Inuit artists are not 
participating in the public funding system in the same way that 
First Nations, Métis and other Canadian artists are. I think 
you’re right, it leads to these two different kinds of production. 

So Jocelyn, what’s next for you? Did you say you just put some 
applications in?

JP: I applied for a contract curatorial position. It was kind of  
a last-minute thing, but I decided to do it anyways.  
A learning curve that I’m still trying to get the hang of is 
proposal writing. Just kind of coming up with those ideas  
and doing something different and new.

HI: Like, what is a different way of curating new Inuit art?  
What is new Inuit art?

JP: Exactly, that whole idea. 

HI: Well, I am so grateful to you both for meeting with me  
to discuss our experiences as curators, and I am so glad to see 
our numbers growing! As my friend Alethea [Arnaquq-Baril] 
recently said in a Facebook post, we are at a point now where 
we need Inuit leadership, not just in politics but in every  
area where Inuit are involved, and the arts are such a huge part 
of our communities and culture, it is so great to see us 
beginning to grow and thrive.   ●

This conversation took place on Thursday, February 9, 2017,  
in Ottawa, ON. It has been edited and condensed.

NOTES  

1	 Mobilizing Inuit Cultural Heritage: a multi-media/multi-platform re-engagement 	
	 of voice in visual art and performance is a York University-based Social Sciences 
	 and Humanities Research  Council of Canada Partnership Grant led by Principal 
	 Investigator Dr. Anna Hudson.
2	 In April 2005, the Aboriginal curatorial community came together to establish  
	 themselves as the Aboriginal Curatorial Collective / Collectif des commissaires 	
	 autochtones (ACC/CCA) to develop long-term strategic support for the 		
	 Indigenous curatorial community, holding a roundtable discussion in June 2005. 	
	 ACC/CCA, About, accessed April 5, 2017, acc-cca.com/wordpress/about/.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᐃᓛᓐᓂᒃᑯᑦ ᐃᓱᒪᖃᑦᑕᖅᑐᖓ ᑕᐃᒪᓐᓇ ᐱᔾᔪᑎᖃᕋᓱᒋᓪᓗᒋᑦ 
[ᑕᒪᑐᒧᖓ] ᐱᔾᔪᑎᒋᓪᓗᒍ ᐅᑯᐊ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᔪᑦ ᓂᕆᐅᒋᓐᖏᒻᒪᔾᔪᒃ 
ᐅᒡᕙᓘᓐᓃᑦ ᐊᔭᐅᓐᖏᒻᒪᔾᔪᒃ, ᐅᒡᕙᓘᓐᓃᑦ ᐱᔾᔪᑎᒋᓪᓗᒍ ᓂᐅᕐᕈᓯᕆᔾᔪᑖ ᐊᖕᖏᔪᐋᓘᖕᒪᑦ 
ᑕᐃᒪᓐᓇᐅᓕᖓᑎᑦᑎᔪᓐᓇᓐᖏᓚᖅ ᐅᑯᐊ ᑐᓕᐅᕈᑎᒋᓇᔭᖅᑑᒐᓗᐊᑦ ᐱᕙᓪᓕᐊᑎᑦᑎᔾᔪᑕᐅᓗᑎᒃ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓐᓇᖅᑐᓂᒃ. ᐃᓱᒪᔪᖓ ᐱᔾᔪᑕᐅᔪᖅ ᑕᐃᒪᓐᓇᐅᓪᓗᓂ ᐃᓚᖓ ᐃᓄᐃᑦ 
ᓴᓇᖕᖑᐊᖅᑎᑦ ᐃᓚᐅᓐᖏᒻᒪᑕ ᐃᓄᓕᒫᓄᑦ ᑮᓇᐅᔭᒃᓴᖅᑖᕈᑕᐅᕙᒃᑐᓂᒃ ᑖᒃᑯᑎᑐᑦ ᐊᓪᓚᐃᑦ, 
ᐊᓪᓚᐃᖓᔪᑦ ᐊᒻᒪᓗ ᐊᓯᖏᑦ ᑲᓇᑕᒥᐅᑦ ᓇᓴᖕᖑᐊᖅᑎᑦ. ᐃᓱᒪᔪᖓ ᑕᒻᒪᓐᖏᑦᑐᑎᑦ, 
ᑎᑭᐅᑎᓯᒪᓕᖃᑦᑕᖅᑐᑦ ᑖᒃᑯᖕᓄᖓ ᒪᕐᕉᖕᓄᑦ ᐊᔾᔨᒌᓐᖏᑦᑐᓄᑦ ᓴᓇᔭᐅᔾᔪᑎᖃᕐᐸᖕᒪᑕ.

ᑕᐃᒪᓗ ᔮᔅᓚᓐ, ᖃᓄᖅ ᐱᓂᐊᓕᖅᐱᑦ? ᐅᖃᖃᐅᕖᑦ ᐃᖅᑲᓇᐃᔭᖅᑖᕋᓲᑎᖕᓂᒃ 
ᐊᐅᓪᓚᕐᑎᑦᑎᓯᒪᓂᕋᖅᖢᑎᑦ?

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐆᒃᑐᖅᑐᖓ ᑳᓐᑐᕌᒃᑕᐅᓯᒪᓗᖓ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨ ᐃᖅᑲᓇᐃᔮᒃᓴᒥᒃ. 
ᐅᓇ ᑕᐃᒪᓐᓇᐅᓕᖓᓯᑐᐃᓐᓇᓚᐅᖅᑕᕋ, ᑭᓯᐊᓂ ᐱᓕᕆᑲᓐᓂᕋᓱᓕᑐᐃᓐᓇᖅᖢᒍ. 
ᐃᓕᑦᑎᕙᓪᓕᐊᕗᖓ ᐱᓕᕆᔪᓐᓇᑦᑎᐊᓕᕈᒪᓪᓗᒋᑦ ᑐᒃᓯᕋᐅᑎᓂᒃ ᑎᑎᕋᐅᓯᑦ. ᐃᓱᒪᓕᕈᑎᒋᕙᓪᓕᐊᔭᒃᑲ 
ᒫᓐᓇ ᐊᒻᒪᓗ ᐱᓕᕆᓗᖓ ᐊᔾᔨᒋᓐᖏᑕᖓ ᐊᒻᒪᓗ ᓄᑖᒥᒃ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᓲᕐᓗ, ᐱᓕᕆᔾᔪᓯᖓ ᐊᔾᔨᒋᓐᖏᓪᓗᒍ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓂᖅ 
ᓄᑖᓂᒃ ᐃᓄᐃᑦ ᓴᓇᓯᒪᔭᖏᓐᓄᑦ? ᑭᓲᕙᑦ ᐃᓄᐃᑦ ᓴᓇᓯᒪᔭᖏᑕ ᑐᑭᖓ?

ᔮᔅᓚᓐ ᐲᕋᐃᓂᓐ: ᐄ, ᑕᐃᒪᓐᓇ ᐃᓱᒪᒋᑦᑎᐊᕈᓱᒡᖢᒍ.

ᕼᐃᑐ ᐃᒡᓗᓕᐅᖅᑎ: ᑕᐃᒪᓗ, ᖁᕕᐊᓱᒃᑐᖓ ᑕᒪᑦᓯᒃ ᐃᓂᖃᕐᑎᑦᑎᒐᑦᓯᒃ ᐅᕙᓐᓂᒃ 
ᑲᑎᒪᖃᑎᒋᔪᓐᓇᖅᖢᓯᒃ ᐅᖃᖃᑎᒌᒍᑎᒋᓪᓗᒋᑦ ᐊᑐᖅᓯᒪᔭᓯ ᐱᓕᕆᓯᒪᔭᑦᓯᓐᓂᒃ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓪᓗᓯᒃ, ᐊᒻᒪᓗ ᖁᕕᐊᓱᒃᑐᖓ ᑕᑯᔪᓐᓇᕋᒪ ᑕᒪᑐᒧᖓ ᐃᓚᒋᔭᐅᓂᖅ 
ᐅᓄᖅᓯᕙᓪᓕᐊᔪᑦ! ᐱᖃᓐᓇᕆᔭᕋ ᐊᓕᑎᐊ [ᐊᕐᓇᖁᖅ-ᐸᕆᐅ] ᒫᓐᓇ ᐅᖃᖅᓯᒪᔪᖅ 
ᖃᕆᓴᐅᔭᒃᑯᑦ ᐱᖃᓐᓇᕇᒃᑐᓕᕆᕕᖓᓂ ᑎᑎᕋᖅᓯᒪᔪᖅ, ᑎᑭᐅᑎᓯᒪᓕᕋᑦᑕ ᑭᖕᖑᒋᔭᖃᓕᕋᑦᑕ 
ᐃᓄᖕᓂᒃ ᐊᖓᔪᖅᑳᖃᕐᓗᑕ, ᓂᕈᐊᖅᑕᐅᓯᒪᓂᑐᐃᓐᓇᐅᓐᖏᑦᑐᒃᑯᑦ ᑭᓯᐊᓂᓕ ᑕᒪᐃᓐᓄᑦ 
ᐃᓄᐃᑦ ᐱᓕᕆᖃᑕᐅᓗᑎᒃ, ᐊᒻᒪᓗ ᓴᓇᖕᖑᐊᕐᓂᖅ ᐊᖕᖏᔪᐋᓘᖕᒪᑦ ᐊᑕᓪᓗᓂ ᓄᓇᑦᑎᓄᑦ 
ᐊᒻᒪᓗ ᐱᐅᓯᑐᖃᑦᑎᓄᑦ, ᖁᕕᐊᓇᖅᑐᖅ ᑕᑯᓪᓗᒍ ᑕᒪᓐᓇ ᐱᒋᐊᓂᖓᓂᑦ ᐱᕈᑦᑐᖅ ᐊᒻᒪᓗ 
ᑲᔪᓯᑦᑎᐊᕐᓂᐊᖅᑐᖅ ᐃᖏᕐᕋᑦᑎᐊᕐᓗᓂ.   ●

ᐅᑯᐊ ᐅᓪᓚᖃᑎᒌᓚᐅᖅᑐᑦ ᕿᑎᖅᑰᑦ, ᕕᕗᐊᕆ 9, 2017, ᐋᑐᕚᒥ, ᐋᓐᑎᐅᕆᐅ. 
ᑎᑎᕋᖅᑕᐅᑦᑎᐊᑲᓐᓂᖅᓯᒪᔪᖅ ᐊᒻᒪᓗ ᓇᐃᒡᓕᒋᐊᖅᓯᒪᓪᓗᓂ.   

NOTES  

1	 ᓄᒃᑕᖅᑐᖅ ᐃᓄᐃᑦ ᐱᐅᑐᓯᑐᖃᓕᕆᕕᖓᑦ: ᐅᓇ ᓂᐱᓕᐅᖅᓯᒪᔪᓂᒃ/ᑐᓴᐅᑎᓕᕆᔾᔪᑎᑦᑎᒍᑦ ᐃᓂᖃᖅᑐᑦ ᐱᓕᕆᑎᑦᑎᔾᔪᑕᐅᔪᖅ ᓂᐱᖏᓐᓂᒃ  
	 ᐊᔾᔨᓕᐅᖅᓯᒪᔪᑦ ᑕᐃᑲᓂ ᔪᐊᒃ ᐃᓕᓐᓂᐊᕐᕕᒃᔪᐊᖓᓂ- ᐃᓂᖃᖅᑐᑦ ᐃᓅᓯᓕᕆᓂᕐᒧᑦ ᖃᐅᔨᓴᐃᓂᒻᒪᕆᒃ ᐊᒻᒪᓗ ᐃᓅᓯᕐᓂᒃ ᖃᐅᔨᓴᐃᓂᕐᒧᑦ  
	 ᑲᑎᒪᔨᑦ ᑲᓇᑕᒥ ᐱᓇᓱᐊᖅᑐᓂᒃ ᑮᓇᐅᔭᒃᓴᖅ ᓯᕗᓕᐅᖅᑕᐅᓯᒪᔪᖅ ᖃᐅᔨᓴᖅᑎᒻᒪᕆᒃ ᓘᒃᑖᖅ ᐋᓇ ᕼᐊᑦᓴᓐ.
2.	 ᑕᐃᑲᓂ ᐊᐃᕆᓕ 2005, ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᑦ ᓄᓇᓕᖕᓂ ᑲᑎᒪᓚᐅᖅᑐᑦ ᓴᕿᓐᓇᑎᒃ ᐊᑎᖃᓕᖅᖢᑎᒃ  
	 ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓄᑦ ᑲᒪᔨᖏᓐᓂᑦ ᓄᐊᑕᐅᓯᒪᔪᑦ / ᓴᕿᑦᑎᓂᐊᕋᒥᒃ ᐊᑯᓂᐅᔪᒃᑯᑦ ᐋᕿᒃᓯᒪᔾᔪᑎᒃᓴᓂᒃ ᐃᑲᔪᕐᓗᒋᑦ  
	 ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᓂᖅ, ᑲᑎᒪᓪᓗᑎᒃ ᐅᖃᖃᑎᒌᒡᖢᑎᒃ ᑕᐃᑲᓂ ᔫᓐ 2005. ᐅᑯᐊ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ  
	 ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᑦ, ᐱᔾᔪᑎᖏᑦ, ᖃᐅᔨᓴᖅᑕᐅᓪᓗᑎᒃ ᐊᐃᕆᓕ 5, 2017, acc-cca.com/wordpress/about/.

I feel like I’m at this crossroads where I’m asking,  
do I pursue curating? And what else do I need to do 
to really be at that level?  — Heather Campbell

ᑕᐃᒪᓗ ᒫᓐᓇ ᐃᒃᐱᒍᓱᓕᖅᑐᖓ ᕿᑎᐊᓃᓕᕋᒪ ᓇᒧᑐᐃᓐᓈᖓᔪᓂᑦ 
ᐊᐱᖁᑎᓐᓄᑦ, ᑲᔪᓯᔪᒪᕙᕌ ᐃᖅᑲᓇᐃᔮᕆᓗᒍ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨᐅᓗᖓ? 
ᐊᒻᒪᓗ ᖃᓄᑲᓐᓂᖅ ᐱᓕᕆᔭᕆᐊᖃᕋᒪ ᑕᐃᑲᓃᖃᑕᐅᓕᕈᒪ?  — ᕼᐃᑐ ᑳᑉᐳ

Installation view of Johnny Aculiak: 
Perseverance curated by  
Heather Campbell at the Indian 
and Inuit Art Centres in Gatineau, 
2002  Courtesy Indigenous Art Centre at 

Indigenous and Northern Affairs Canada

ᐃᓕᐅᖃᐃᔪᖅ ᑕᑯᔭᐅᓯᒪᔪᓂᒃ ᓴᓇᔭᐅᓯᒪᔪᓄᑦ 
ᑖᑉᓱᒪ ᔮᓂ ᐊᑯᓕᐊᒃ: ᓱᕋᑦᔭᐃᖅᓯᒪᔪᑦ 
ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂᒃ ᑲᒪᔨ ᕼᐃᑐ ᑳᑉᐳ ᐊᓪᓚᐃᑦ 
ᐊᒻᒪᓗ ᐃᓄᐃᑦ ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓂ ᓄᐊᑦᑎᕕᖓ 
ᑖᑎᓅ, 2002  ᑐᓂᔭᖓ ᓄᓇᖅᑲᖅᑳᖅᓯᒪᔪᑦ 

ᓴᓇᖕᖑᐊᖅᓯᒪᔪᓕᕆᕕᖓ ᑕᐃᑲᓂ ᐃᓄᓕᕆᔨᑐᖃᒃᑯᑦ ᑲᓇᑕ.




