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Abstract 

WeGtc'n aesthetic convention represents an accrual 

uf inher Lted societal p,=rspectives on the artist, the 

art ifact and i t s consumer. A review ot i ts hi story and 

Lh.~ etymology of its terminology discloses a twofold 

probl em. The first aspect concerr's the separation of the 

rnanufactllre of acstl1etic objects from their economic 

r cl i son ri' etre. The second invol ves che cal. egor izat ion of 

thesc art ifaeU3 into art or craft. This problem i8 

compounded when considerirl'; Western judgements on non-

Western aesthet ies. Inuit handicraft provides an 

appropriate model to illustrate the fact thaL present 

convention and nomenclature prove inadequate in 

addressing both ir,::.ra and especially extra-cultural 

concerns. A broader dnd more inclusive orientation is 

needed. 
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1 
:.0 I~TRODUCTION 

C'Jl.t.u.:::e, econornics and aesthetics a~, this C:',3.:1~!--' ~ •• 

illustrates: 

The sto.:::y 0: these e',:ot.:.c: .:::a':'.:.co ,les.:.,.::'l:, -- ': 't' 

thought to be typical 0: InJl.d l::'sel:: -- 1."'"; ." 
fact very cornplex. The designs \Vere cttr:f) hi.of-' 

on rnode1s suppl1.ed frorn =':ura}:'e, 3:1d 3cme 0::: 
these were ln turr. chinolser:.e:" l:1spl.n~d h'î 
irnport.ed C:l:'nese works c·f a.:::'::. Indlan vers :..,'n ) 
of European chinol.series -Nere :'.1 due Cî\lr'"e 

exported:.o China, as t[:t-3 ::1l.11ar. ~e':~llf~ 

indust.:::y d:'d not cO:1fine lt3eJ.f to ,llppl'.'lr-'.~ 

Europe alone. In Cnir.a, 3UC:1 ::'noJ...':l.n :ot~.,~'n::: 

sometimes served as the l.:1spi::at ions f,~:: 

embroideries on 5l1'< and the5e ln '-Nere in t'nt1 
exported to Europe. (Lucie-SrT'l th, 198], pp. 
65,66) 

This inter-re1at l.on has becorne the fOCU'3 '.J:: dn 

entire academic subfield "ext.endl.ng across the :::;')'::"'-.1 •. 

sciences that now devotes itself ',.,.i,:h inCre\13in::: ':;-j:':-~' , 

and thought to the study of 'person-abject' 

relations" (McCracken, 1986, p, 71). Tl1rougn ar.3l.j's:,:,,:: ':Jt 

materials drawn from the literature of anth.!:"opo::"IJT/, 

sociology, history, econamics, and aesthetl.cs, t.h.:.!:; 

inter-relation ·,.,.ill be interpretea in the 1igh". :Jt ... ~v, 

associated cultures. 

The current study examines the consequenc<:::s r .... : 

Western aesthetic convention on other cultures. 

Specifically, l will explore how the above pararJ'J.-: r_sm~:; 



8 

> 

l 
~0 ~elimit ~he ~reation and subseq~e~t ?al~a~ion of ~~e 

~an01worK of the Inult of northern Canada. As a review 

,)t tne 11'*:erature on Inuit aest~letic produce will 

-::uqgest, it ~xemplifies the intersection betl'een Western 

dnd Lon-Wes tern aesthet ic consideration:; wi tr a Il i t s 

Ilnderl:;lng problems and potentialities. 

Civen the West's glcnal dominance withir. the past 

five centuries, one cannot fully comprehend the 

contemporary mores of any other culture, including the 

Inuit, without first accounting for the pervasive and 

conf luent influence of WestE:..·n values. Yet Western 

aesthetic convention is far from monolithic. Rather, a 

:onglomerate of concepts constitute its orientation (Kris 

Fi Kurz, 1979; Maquet, 1986). Therefore Its ph.:'lo30phic 

,lnd economJ.c r::lots ',oIill be traced and its constitution 

examined from a variety of perspectives --professional 

and lay, historical and current. 

Compounding this taslc, however, is the problematic 

nature of a Gniquely Western terminology which is 

utili~ed, generally, to classify aestheti~ expression and 

categorize related objects of manufacture. For example, 

the fol1owing terms are often applied interchangeably: 

art, fine art, commerc ial art, decorat ive art, aesthet ic 

object, craft, craft art and handicraft. 
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Consequent l y, in orcier t () t h t' 1 r 

substantive meanings, th'.:' GDOVe termE: wi Il bt' l'xdl1\lnt.'d 

critically. Their relation to the larqC'r ::'t'nLt':-.t (,t t hl' 

language of generétl manufacture wi 11 lH' d~)~,(·~;,.('d cll\d 

their etymologies will be e;':i.1minpd. Thll~, th.' UlId('. 1 y i nq 

social conventions responsible for thl' tt'r!l\inll[()' y':, 

decontextualization will be isolated ,1nri cHldlyzf'd. Irl 

turn, l will e:-:plain why thi;:; C1l1 t Il r d 11 y-ch,j r 'l,'d 

nomenclature in artistic prodllct i(ln 

manufactured articles from divec.,(: n()Il-W('~)tf'rrl ,;111111rt". 

are perceived, categorlzeci, Gnd suhseq1Jt'nll y CVCi lUill ,·d. 

Western artists this century hav{' 111-'('n d':lJt"ly dW.Jl'· 

of the dichotomy between per~f-::'pti()rl c1nd Cdt "9tH J .':dl j.'11 

between what is crafted 'arti"ticc111y' and hr;w It i:, 

therefore evaluated (Danto, 19(36). Wh 11 (. 1 ht· ,"Ill 1 Il d 1 

work of ~-1arcel Duchamp, as early cl:, 1 Q ll, dddrf.:,~,f·d thi', 

conundrum, the more recent contrihlltiofl'; (Ji tht <Jlli:,!:, 

Jeff Koons and Haim Steinbdch reveal il ri:" ï"! 11I11(",()l'/f.tj 

(Joselit, 1988). 

To enfranchised Western artist.s opf.'rdt inq 'dl t Ctif: t t. .. 

secure boundaries of cultural conventiun, Lh!:, ":-:f:[r; J ;," 

is an intellectual game. 

snow shovel In Advance of GI Brok(:n Arm -- r":,t 1/1 

Western museums. Jeff Koons' silv(~r-plat(:d 'Jd(;UIHfI 
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r:l8an~rs and coffe,:;; pots ar-e av':'dl:; purc!1aSed as art. ~'/ 

1]":'~>tI~Cl r:ollec"'::ors. This dilerrma, however, as to what l. S 

JD'j ' .... hat i:; not considered art, has very tangible, and 

'jft~r-:n unde!:31rdble, cultural and economic :-:-amificati0ns 

:r~r nOD-'l'lestern ar':.isans and their- creations. 

b~ t!xplicated as 'vell, 

In addressing the germinal causes of the Western 

concepts responsible for contemporary terminology, 

several additional factors will emerge. The first to be 

de lineated concerns the unrecognized or unstated paradox 

concealed within the Western notion of art' s supposed 

non-commercial impetus and motivation. That constitutes 

the singular and critical core from which stem cultural':'y 

b~ased ]udgements made by historians, aestheticians, 

..1n':hropologists, critics and dealers who constitute the 

..:>esthet .Lcs-commodi t y network (Alloway, 1984) . 

It ' .... i11 be derlOnstrated that the art object is but a 

special i zed class of manufacture, and therefore subject 

lo the generai dynamics informing aIL utilitarian 

Therefor-e, it must compete wjth all commodities 

~n the mar-ketplace. 

This Western soc ioeconomic-aesthet ic model, w i th its 

oUllt-in paradox, has been appropriated by non-Western 

art.isans. One cannat understand the latter without fully 

10 



understanding the former. 

well-documented pre- and post-Western e)..ppr :'!"'nl~(>. 

era has manufdctured its particular genre L,f dr::- i L1,:tS. 

T~e former were utilized intra-cult.urally whi-L<:' thè 

latter are intended for extra-cultural tr3d,:~. 

-espectively, i~ reflective of prevailin'J .,,),::;13L ,Ill.'! 

ideational norms (Swindler, 1986). 

Withi:1 the West, the recent class of Inuit drtlf.lcts 

ha s b e e n the C ë n ter 0 f con t r 0 or" ers y as t () i. r. ~) t--~ 'd}1 ~ t 

na ture. Some consider it to be fine art (l-h'llDtU[J, L)rl ..::) 

while to others it i3 craft (Carpenter, l~73). Th,· 

debate has continued over fort y years. It 13 e;·:actl:; 

thi s divergence of p::::-ofessional opJ nion, however, whi 0 h 

reveals the cont radict ions and l imi ta t ions innat.e W l ~.h l n 

CO:1 tempo rary 

this thesis 

convent ion. The 

will explain 

h istor ica l cornporh' n t l! 

the origin3 

a forement iO:1ed debate and irrp li ca t i.on s for Inu i t '::;'-:'[1 .-:.(-:!pt:.~ 

and produce. 

The primary market for Inuit nandiwork 13 '11p:.:;':.':n'. 

Given prevailing Western notions of what ccnst lt jtJ:~', 

Inuit culture and experience t.here is a 'Jer'j i13rU)'N 

margin of identity and acceptance allowed for Inuit 1001~ 

by the Western consumer. This is restrictive [C..i.e ':.he 

Inuit culturally, economically and aesthetiçall:;. In 
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turn, such restrictiveness ultimately impoverishes the 

market the commodity is meant to serve. 

,,; 



1 
2.0 FORM, FUNCTION AND VALUE 

2.1 Introduction 

Consider two objects manufactured in the paleolithic 

era. One, a chert hand-axe, is an ob ject perfe\:t l y 

suited to its function. Its angles, modulations, form, 

and heft all fit together harmoniously. 

The other is a miniature carving made from the tusk 

0:: a mammoth. It fits into the pal~ and is worn easi1y. 

Its exaggerated curves and volumes exquisitely capture 

the fecund~ty of the pregnant woman portrayed. The Vl'C/ 

surface grain of the ivory is ingeniously utilized tn 

highlight the figurine's human features. Unlike the 

self-evident utility of the axe, the carving's function 

may only be construed through conjecture. It ls thOll'Jht­

that objects like it were utilized in religio-magical 

rituals as talismans (Burland, 1973). 

Thus we are presented with two distin~t classes of 

objects. Both required mastery of a necessary set of 

production and design skills. One was utilized for a 

physical end and the ether for a psychical end. Tt i~ 

possible that, for their users, the distinction was 

solely in type but not in kind. 

13 
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Toda'l, however, one would be classified as craft and 

the other as art. Yet these te~ms are quite arbitrary. 

The current review will explicate the cultural and 

historie shifts and their attendant nomenclatures which 

underlie the semantics of contemporary aesthetic 

conventions. 

2.2 The Useful Thing 

No taxonomie table of manufacture exists which would 

classify and situat8 the diverse objects created by 

humans since prehistoric times. Yet aIl these objects 

are expressly fabricated for utility or "usefulness u 

(Sykes, 1985, p. 183). What constitutes usefulness and 

its contingent value is deoendent on context. For, it 

may be argued that various cultures have always created 

and utilized objects for life maintenance and social 

intercourse. 

~.2.1 Design 

The contemporary term "design' singularly ernbodies 

all the facets implicit in the creation of the 

utilitdrian object. Its etymology begins with the French 

'designer'. Through this Gallic form, it may be further 

reduced to the Latin origin 'signum' --to mark and 



'designare' -- to mark out (Weekly, 1967). Of not (' is 

that the Latin "signumU is the root not only of design 

but also of sign, signature and signify. Thus deslqn's 

fundamental sense has to do with the specifically 

physical act of altering a surface with marking for sorne 

purpose. 

Design's present English form has several as~ociat0d 

meanings. The first is "mental pIanu (Sykes, 1985, p. 

259) . This begets its second import as "purpos,~ ... (or) 

adoption of (a) rneans ta (an) endu (Sykes, 1985, p. 259) 

More so, it can refer to the "established form of a 

product; (its) general idea, (or) construction" (Syk(>s, 

1985, p. 259). 

The overall mental plan envisions the raison d'être 

of the object in its usage and context; as weIl dS the 

specifie markings required to finish the object, and mdy 

be summarized as the art of design. It is design which 

distinguishes and signifies the object for what it 18. 

For example: 

Engineers imagine a bridge which is ta span a 
river that sorneone wants ta cross. They can 
rnake a drawing of the imagined bridge ... From 
the drawing the engineer can fabricate a 
maquette which shows in sorne detail the actual 
features of the bridge whose construction will 
be overseen. In consultation with others who 



1 
have the appropriate skills and materials, 
engineers direct and control the construction of 
the bridge itself, and '.Toilà, -- a bridge. 
tY.a"Janaqh, 1990, p. J7) 

Inh~=ent in such design is consideration for how the 

abject must appear visually. Its intended appearance is 

r~lative ta and dependent on its nature. This principle 

Applies equally ta a simple clay brick and ta a complex 

marble sculpture. The difference is in degree and not in 

kind. 

2.2.2 Instrumental Form 

Every created abject is given a forro, defined as a 

"visible mode in which ta exist or rnanifest", logically 

congruent with its desired function, defined as the 

"purpose in which to be fuIfiIled H (Sykes, 1985, pp. 385, 

399). An object's instrumental form is, therefore, 

expressed through "characteristics of shape, celor, and 

texture required for proper operation in their usuai 

context ... (for example) the knife blade and its handie 

,1 re shaped in a form that ensures (its) effect ive 

utilization '" for cutting (Maquet, 1986, p. 60). But 

it may be argued that a contemporary Inuit carving aiso 

has a forrn congruent with its function and 50 is 

instrume~tal in that regard. 

16 



2.2.3 Non-InstrumentQl~~rm 

At the same time, the material quality ot an oh1cct's 

form dictated solely by its requirements in usage, 

often enhanced by an added dimensionality not fully 

l
, ,~ 

L' 

understood, even today (Otten, 1971). The aforempnl lont'd 

example of a knife can display formaI and ~) t l uct II t ;11 

elements of design including "perfect 

regularity ... smoothness of the handle, ornaillenlal 

engravings ... (and) an application of a colored coaling U 

(Maquet, 1986, p. 60). None are needed ta ensure c1 

knife's efficacy. Nevertheless, the criterion of 

instrumentallty is applicable ta, but not slIff icit'nt t Cl 

elassify aspects of, contemporary cultures. 

A sporting gun is made ta fire on a certain type 
of game; sllver engravings on the butt do not 
enhanee its killing effectiveness. In the 
Canadian winter, a fur coat i5 a garment 
primarily made ta keep its wearer warm; thi~ 
goal is attained whether or not the pelts are 
perfectly matched in size and color. Thcse 
formaI aspects, not necessar y for the prope r l1L>(> 

of the abject in its context , have been added 
for their visual appeal. (Maquet, 1986, p. 61) 

If it is the very intangible "impulse to perfection 

whieh lies at the heart of eraftsmanshipH (Osborne, 1912, 

p. 297) then, perforee, what results is a maximized 

enhaneement of the object's instrumental form. 

l,' 



this heightened visual appeal, in its non­

instrumentality, has been designed solely to bring 

satisfaction to its creator/user. Thus, a very 

particula~ quality of emotional response is enjoined. 

This goes much beyond the strictures that simple utility 

can 0ffer. The instrumental, non-instrumental dichotomy 

is arbitrary and ultimately dissolves in a general 

concern for aesthetics. 

This phenomenon was first ftamed philosophically in 

the eighteenth century, with the articulation and use of 

the concept of aesthetics. The term was adapted from the 

ancient Greek aesthetikos aisthanomai, meaning to 

~erceive or to see (Maquet, 1986) and is currently 

defi~ed as: "Belonging to the appreciation of the 

beautiiul, having such appreciation, in accordance with 

principles of good taste. Philosophy of the beautiful or 

of art" (S~'kes, 1985, p. 15). Given its relatively 

recent and deliberate coinage, this definition relates 

the ,)riginal Greek conception of seeing and perceiving to 

those nttributes deemed necessary for the appreciation of 

the non-instrumental aspect of any useful thing in its 

appearance. 

2aquet (1986) asks if we rnay not assume that these 

non-instrumental forms reveal an aesthetic concern? He 

18 



1 
answers affirmatively that. "It .:s the ob~t>(:tr: \'':'':3 "L 

::::rua1ity which stimulates in :.;s an desthet12 ;,:'~n»l"'t ~,'n" 

as weIl as an appreciation of it (~laquet, L)2", !'. l"') 

Therefore r "pract ically everjthing we see .::l ::-o\;n,j ,l::; 

embodies sorne aesthetic inte~tion and has 3,-'r~~:! j -,rf~<:~ 

tr:at are aesthetically relevant" (:v1aquet, : ?Sè, f' ., \1 

Indeed, one might argue that there is an unde r Ij'l n,} 

aesthetic principle which frames our perception of ail 

human-made things and contributes to their constructinn 

It is instructive to note the etymological reldtion 

between the meaning of aesthetic with that of decorative 

which stems from the Latin decori connotating beaut~ 

(Sykes, 1985). 

2.3 The Useful Thing as Commodity 

A commodity to be such must satisfy specifi,:: r::nt·'-=rl-:l 

as a "usefui thing, article of trade and especially d 

product" (Sykes, 1985, p. 189). As the core withln the 

concept of commodi ty, a useful thing may, in t ur;!, (.,~ 

defined as "whatever is or may be thought about or 

percei ved (including or as opposed to people)" '"rh i sr. 

render "a sense of benefit and enjoyment"(Syk~s, :~~~, 

pp. 1111, 1183). 
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HGide'/er, the useful thing, initially, is still only a 

~~m~0dity in potential, Two parties must, through 

negotiation, establish and agree to the worth of the 

~hing, lts value must be quantified in sorne manner and 

JJme p.qui'/alent thing IT'ust be offered in its place. 

Thus, through this transaction, the "use fui thing" 

b~comes an article "exchanged for money or other 

(:ornmodities" (Sykes, 1985, p. 1135). This is the basis 

~nd definition of trade. 

Once a useful thing becomes established as an article 

of trade, demand generally increases proportionally. 

Efforts to meet this demand involve reproducing the 

"thing or substance through natural process or 

mdn~facture"(Sykes, 1985, p. 821). Generally, a useful 

thing becomes a co~nodity when it is replicated in 

quantiLY, as a product, by deliberate manufacture, to 

meet widened demand for its benefits through trade. This 

encompassing perspective precisely delineates the ground 

from which ail commercial possibilities emerge. 

2 .4 The-Value of a Useful Thing 

The term 'value' derives from the French 'valoir' -­

to be worth. However its prior Latin roots also conne ct 

lt to the modern English esteem, estimate, appraise, 

• 
20 



1 
appreeiate, praise and priee and prize (Sy:"'es, ~ iSS; 

i·JeeJ<'..y, 1967). Henee its fundamental meani~g, ~s lr~ 

etymology makes evident, is in the fixing at ~ w0rth 

(!lowever characterized) ta a :.hina (wha t eVè L l t ;,1,!}' t'e) 

~hat has utllity has val~e. 

~s aiso relative to context. 

a spectrum, running from abstract tl") concret':' ,)r : ct 11 

sp~ritual to material. As s~eh va:ue is first d fel~ 

quality expressed through varlOUS forms of r-,r,:dt,,:t i, n -ln,] 

ulti::1a'.:ely assessed in self r::onSClOU;:, jU'jrJ,=mer. . 

In other words, 'Ne experienee the worlJ t" r0u-lh .- ~l'~ 

process of valuing. 

As such, 'Nhen value is dise~J::,sed, \Jnl~::,~ '~:-h,::,r·tl: .' 

stated, it will be used in re:atlon ta the e'Jal'..:at;'::.rl 'Jt 

a:1 ooject. 

essent:al determinant of value. 

2.5. The Evaluation of a Usef~l Thing 

Consequently, while the utilJ.ty of a spec:: 1: (:.:~ -e ,._ 

will be constant, what an end user pays Ta~ ~~r'l. . .-

'North i5 proportional to the quality of mar-.'~r~,:l~'~ 

the quality of execution realized, and the sUb~~r::~l~~ 

value arbitrarily attached. This last feature i3 ~~~ally 

termed 'desirability.' 
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Qualitj' is definea as "degree of excel.l.e:lce"(Sy~es, 

1')85, p. 843). Regardless of how excellence may be 

specificallj' construed, in general, the best that 

anj'~hing ~an be is usually the standard against which a ' ' -"'-

0ther like th~ngs are ~easured - hence, ~ne Platonic 

n0tlon of the gaod ena in accordance witn i:s iaeal 

(J0·,..rett, 1973). It lS in this sense that manufactu~ed 

commodities are often referred to, in the vernacular, as 

"qoods". Therefore, one may assume that the higher the 

()ver,::lll quality of the commodity, the greater will be its 

worth. This is subject to the knowledge and appreciation 

of both the seller and buyer, but the converse is 

operable as weIl. 

I~ considering any scale of value one begins with two 

questions: a) Why is this thing useful/desirable? and 

b) Ta wh am is it useful/desirable? Answe~ing these 

simple questiuns will aid in an understanding of the 

abject as commodity. However, these judgements have both 

a subjective and an objective underpinning. To make 

intelligent evaluations, one must have appropriate 

knowledge and experience. Yet, an informed standard is 

derived from societal consensus. In turn, this is based 

on the mores of sustained cultural practice (Swindler, 

1986) . 



... Green Jades were :he A2tec's ~upr~~e 
~re?sures; and :'his pu::z:èd Corte~ ,,~r; .. l ::: ~ H't':~11 

since jade had no gre3t va.I~Je ln ::3S'31r; ~:1 ~",' " 

days :iowever, as soon 3S the (\)r,~lu ls~c"d," r,> 3 

realized that a sing':'e "ch.:llch.lhuita.i" -- . :~., 
Aztec word -- could be exchanged f0r ~W0 ~J: 

::'otids of go':'d, the stat'..lS ,:of c:ha':'chlhla: ,,:.::; 
r::nanged slgn.lficant:~·. (As;,.'p, :?~:, p ~,'\ 

There are two criteria on · .... hich a ùsetul ':.hl::'l, i, 

manufactured abject, is evaluated. 

the qual.ity of 'its (functional) form; and the 3e,', r.t' 

relates ta the quality of .lts visual arp~dLl:1("·. 

E'urthermore, these separate but re la terj '3ca 1,< 1 :'-'! .' 

r (' 

coequal. One may be more fully realized thdn ~h~ ,r·~'r. 

For example, an object such dS a '<nl fe, in i t-~) 

ü'.strumental form will be rated 3S · .... el.:. '113 ie, 0'1' r l' ,,,j 

as only moderately pleasing to the eye. 

whole abject is judged where the two evaluatl',f1::' 

intersect. 

There are a number of variaoles at play in t:-J? 

complex process of evaluation. For exomple: 

useful thing weIl made? Are the materials ·]t'~r'i'j, . _:, ~ 

lasting and ~uitable ta the function at hand? r ' ft:' ........ 

stand the wear of repeated use? Does it lo~k pl~d~~~? ~0 

the eye? 1s its price consistent · .... l.th its cc,;r,nir"..!(j 

qualities? 

, , , 



2 , :; ,1 l :J 1;; ;- ':..:J s .: ,,;: a:J dE:·;;: r in sic 'i a l u ~ 

~h~ aesthetic factor is an integral aspect in the 

'~';:jl'jatlon of the ',;hole commodity, However, a weIl made 

f lnc~lon?l knife or bowl, for instance, does not depend 

,:Je a corrl::.<:~ond:.ng quality 'l:sua11 1 , The creation and 

':0!1SUmpt lon of many types of abjects goes on apace with 

~ardly any attentlon ta aesthetic consideration, 

Yet, the everyday useful abject is often elevated to 

t~at of prestige object, for example: 

In ar.Clent C;reece, treasure, the prestige good 
kat' exochen was a form of wealth that 
~irculated only among the few. It took the form 
of tool money -- tripods and bowls -- made of 
gold and sll~e;-, DisposaI was either in return 
for other treasure or for items of 
prest.i~e", (P')lyani, 1977, p. 110) 

:n these cases, an ob:ect would be manufactured, by the 

~ost skllled a'tlsans, according ta the highest 

stdndar,js, using the finest materials and finished with 

qreat attention to visual detail. These commodities 

,:,'u~d ooly be possessed by those who had the means, 

The Grecian bowl of gold, for example, wouid be 

eVRludted as excellently made and very pleasing ta the 

èye. Therefore, as a commodity, it wouid demand the 

hi y he5t priee. The bowl's worth is dependent both on its 

utility and its beauty. Additionally, as a prestige 
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object, its value der~ves from the pleasure 0f its 

contemplation and possession, and in the acknowledgem0nt 

of both these facts by others. 

Thus the manufact"'lred object as commodity i5 \:.'llul~d 

for itself, what it does, and what it reprcspnts. 

Commercial evaluation takes all tnese varian: es i nt ,-' 

account. 

2.6 The Visually Useful TQing 

The worth of an entire class of manufacture, such ~~ 

jewellery or tapestry, is dependent on che primacy 

utility of appearance. These objects are purpos~Ly 

produced to adorn, 0rnament and otherwise decorat~. 

are designed to please the senses, particularly S~0tt, 

and are valued according to the degree of satisi'l:>-i'-:I 

enge:1dered. 

The classical theory of manufacture was orienteri to 

function or a means/end rationale. The technitas 

(craftsmen) or demiourges (artisan) created obJ~cts 

according to an ideal standard dictated by reason an~ 

guided by the philosophers. A pair of sandals create~ ~o 



------------------

thlS ideal standard would be validated as good by the end 

'tJF:arer' s judgement (Jowett, 1973). 

This rationale held for all objects oL ll':'inufacture. 

In ancient Greece the maker of aesthetic cbjects !;)~1ch as 

painting and sculpture was considered but a particular 

type of ] aborer. Plato placed low value on at:..~sthetic 

abjects as their social usefulness was suspect. The good 

of a well made pair of sandals was without question. But 

what was the good of a well made marble carving of an 

apple? This philosophy of utilitar~a~ materialism has 

not only survived but, as stated earlier, is today, the 

basis for the measured determination of a commodity' s 

worth. 

Certainly, this important practical methodology is 

gi ven its due within the purview of manufacture. 

Additionally, however, Plato's legacy, with its bias, has 

pervaded aesthetic considerations. This is an important 

issue for aesthetic eGucation to address. The 

determination of the worth of an aesthetic object must, 

given its unique utility, transcend the rudimentary 

evaluative processes used for other object classes. If 

appropria te e'~peL':' 4 se is required to evaluate any 

commodi t y' s worth, how much more s 0 i5 i t needed when 

utility is decided primarily through the efficacy of 
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appearance? Thus the manifold nature of the aesthetic 

object most definitely complicates its evalt:ation. 

2.6.2 .I.he Aesthet.ic Qb-;ect çategoriz~~ 

In the preeeding sections a model of the aest~et 1<:': 

object was delineated. This ineluded any ,Htifa,:::t Wh'_':'H~ 

prima""y utility was tied to its appearance (Becker, 

1984). A gold earring, for example, is warn to adorn tht~ 

ear and the persan. That it i8 also a farm of portdble 

weal th is a secondary f although important, funct ion. 

The question here i3 how this model has been applied, 

is applie(.j, and might be applied to the categorization and 

classification of the entire range of similarly 

considered objects. Since no taxonomy of manufacture or 

table of division exists, att::.:mpts to sir.gle out and 

analyze a particular group of products tends to be 

arbitrary and eonfused. Rarely considered i8 that, 

concept s and categories, and in gene raI the 
language of any gi ven metaphys ies, a::::-e not 
incidental but intr in'3ic feat ures of l t, in t:.h8 
sense that they serve to articulate the 'tJ(jrlr:i in 
a specifie way, as the given m~taphysic 
coneeives lt. A given language is specifie tl) a 
given metaphysics. If we accept the langudge, 
we inadvertently accept the world 'Ile"., embedded 
in this language. One ::::-eason for ou r 
diff iculties in overcom ing the l imi ta t ions of 
our present world view is that we use the 
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language this world view has oriç,-inated. 
(Skolimawski, 1979, p. 330) 

There are, as stated, certain abject classes whose 

primar'l worth is their aesthetic function. Within other 

product types, there may be found both aesthetic and non-

A.esthetic oDjects. 

Two different and quite functional examples of jugs 

illustrate this point. One is mass produced clay, 

unremarkable in any way from hundreds like it, albeit its 

form and glaze have sorne minor visual merit. The other 

is hand finished, blown glass using unusual metallic 

colouration. It is translucent and opalescent and its 

form is organic and sen suous . 

It is too facile to state that certain classes of 

object are aesthet ic and others are not, Rather, certain 

classes are defini tely created for their app'?arance, 

while others may not be so characteristic, but still 

produce aesthetic objects. This qualitativeness is 

hierarchical and subjective. Furtherrnore, the sarne 

object may have several different classifications and 

meanings dependent upon the specifie nature of individual 

perception. 

Therefore, what can be stated with certainty is that, 

dependent on context, there are objects of which the 
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primary concern is aesthetic and there are abjects wn0re 

this isn' t 50. Thus two broad, though not mutuallv 

exclusive, categories of product e.dst within thl~ 

encompa5sing genus of manufacture. 

2.6.3 The Craft Art Divide 

Within this cent ury the separation of art and craft 

is maintained in everyday understanding and in 

professional theory (Becker, 1984). Yet, this 

distinction did not exist before the 1700's (Fethe, 

1982) . The cornmon view or "folk definition" assert:::; o:hdt. 

craft i5 a body "of knowledge and skill whic:" can he u,Sl-:d 

1:.0 produce useful objects; dishes you can eat rrr.Jm" .:::'.::r~. 

(Becker, 1984, p. 273). Art, in contrast, i S Dres ~;:-,.~ .1 

be "produced in response to problems intrinsie in t~0 

developrnent of the art and freely chosen by the art. Lot." 

(Becker, 1984, p. 281). 

R.G. Collingwood (1977) typifies the philosophie 

approach which, in essence, underlines and informs 

conventional thinking. He made: 

a clear and deep distinction between craft 
making and art making. He defined them in ::iuch 
a way that no features of the one could possibly 
be features of the other, yet he stipulated that 
craft was a necessary (but not sufficient) 
condition ... of art. (Kavanagh, 1990, p. iii) 

.- -- , 



30 

Thus, both perspectives agree that "making art 

requires technical skills that rnight be seen as craft 

skills" (Becker, 1984, p. 272). 

However, both conventional and academic thought, 

reveal that the terrns are actually "arnbiguous 

conglomerat ions of organizational and stylistic traits 

and thus cannot be used as unequivocally as we would want 

to use them if they were scientific or critical c0ncepts" 

(Becker, lQ84, p. 272). Yet, they are used as critical 

concepts. Typical of this ambiguity i5 a recent 

newspaper headline: "Craft of Quilting Now Seen as Art: 

(Montreal Gazette, March, 1990, p. F-4). 

Depending on context, "the sarne activity, using the 

sarne rnaterials and skills in what a~pears to be similar 

ways, rnay be called by either title" (Becker, 1984, p. 

272). For example, the skills and materials of fine art 

are put ta "uses which find their meaning or 

justification in a world organized around sorne activity 

other than art" (Becker, 1984, p. 296). Consequently 

with~n this semantic indeterminateness, "a craft becomes 

redefined as an art or, conversely an art becomes 

redefined as a craft" (Becker, 1984, p. 272). 
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An amalgamation of everyda.l' a.1d philosophic31 thou,:,ht 

suggests three overlapping wo~ld~; The first is the 

world of ordinary craftsmen. Within it things are made 

uniforrnly, for instance, clay _'Hicks. Furthermore, thl'::;e 

are craft s "in which the idea of beauty se ldorn ent ers" 

(Becker, 1984, p. 276). The second worJd is that nt eth> 

"artist-craftsman U (Becker, 1984, p. 77). Accorùingly, 

"sorne crafts generate from within their own tradition a 

feeling for beauty and with it appropriate aesthetic 

standards and canon of taste" (Becker, 1984, p. 275). 

The third world is ~nhabited by artists. Within it the 

"standard of utility is devalued (and) the uniqueness of 

the object is prized" (Becker, 1984, p. 279). Herein, 

artifacts are considered "objects of contemplation, ~s 

objects of collectors and ... display. (Becker, 1984, p. 

278) . 

Common to all three worlds is that their resp~ctive 

artisans "take pride in their skill and are honoured for 

it in the craft and sometirnes by outsiders" (Becker, 

1984, p. 275). As such, virtuosity is the arbiter of 

excellence and, as explained earlier, harks back to 

Plato's good or virtuous end of all manufacture. It i5 

rny contention that this issue of skill rernains as the 

.. 
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5ine qrJa n0n in tne categorization of aIl manufact.ured 

things. 

The orig ina1 concept ions af art and cra ft as 

S'Jnon'Jfi1ous ....,i th learning and shrewdnes s are st ill in 

usage. They also meant skilled and these a1so are still 

in use. Ultimately they have become inextricably 

dssociated with particular classes of products created 

through the use of that 1earning and skill (Weekly, 1967; 

Sykes, 1985). 

The prablem in cansi.dering art and craft as 

overlapping concepts is that the present "separation has 

been 50 pralonged as now ta be vlrtually in the nature of 

things. In each case the difficulty see:ns to be that we 

have saddled ourselves with a pair of spu~lous en~itiesn 

(Kavana-:::;h, 1990, p. 132). In other words, while Becker's 

designations are clear, they nonetheless obscure the fact 

that similar considerations are brought to bear in either 

case (of the deslgna ted art or craft) . 

2.6.4 Cultural and Historical Roots 

In order ta understand why objects are c1assified and 

valued in their prescribed rnanner, sorne knawledge of a 

prevailing culture's regard far the merits of labour ls 

required. 
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The words we calI expressions of aesthet i c 
judgement play a very complicated role, but a 
very definite raIe, in what we calI a culture o[ 
a period ... what we now calI cultured tast.e 
perhaps didn't exist in the Middle Ages ... What 
belongs tG a language game is a whole culture. 
(Wittgenstein, 1966, p. 8) 

Within the West in the past six centur ies, Lhree culturel 1 

revolutions compounded the perception, evaluat jon and 

categorization of aesthetic object classes. 

the Renaissance, occurred between 1400 and 1600 c. E. 'l'hr> 

second, the l ndust rial Revolut ion occurred betwecn 1700 

and 1900 C.E. The third, Colonialism, spanned the 

sixteenth to the twentieth centuries. 

The powerful social transformations each enqcndcrcd 

were played out against the prevailing cultural le itrnot if 

permeating the entire six hundred years. The dual 

influence of ancient Greek philosophy and the Judeo-

Christian ethos sustained deep "prejudices against 

'matter' and the human 'body', as dist inct from the 

'spirit' or 'mind'" (Ké1vanagh, 1990, p. 21). These, in 

t urn, obviated corre sponding and cont radictory at t i tudes 

towards things made and to the labour and labourer 

responsible. 

From antiquity through the Middle Ages and to the 

Renaissance, persons obtained "an income from selling or 
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~/.changing 'dhat they ... (made) in their specialized 

r:,ccupation" (!"1aquet, 1986, p. 194), A professional 

art.isan provided the "expertise needed for creating 

sophist icated forms ... expressed in regulari t y and 

finlshingi and media requiring specialized 

t.<:!chniques" (Haquet, 1986, pp.194-195). Objects of their 

skill became a:t.::.icles of trade. 

However, European societies were highly stratified by 

occupation into a hierarchy of social prestige. The 

maker of things was accorded slightly mor<:=! status than 

the lowly held agricultural labourer or peasant. The 

qualitative difference between classes was viewed as 

"between intel1ectual and purely physical 

endeavours, .. intellectua1 activity always being superior 

to and governing the rest" (Lucie-Smith, 1981, pp. 159-

60). The ideologicaJ antecedents of this orientation, as 

stated above, are found in the writings of Plato and 

Ar istot1e. The Church, as purveyor of Greek learning 

continued this distinction between scholar and artisan 

until the Renaissance. 

The generic term used for a skilled artisan in 

ancient Greece was technikon. Their produce, in t urn, 

was "the resul t of ordered work (techne)" (Ka varagh, 

1990, p. 32). On the other hand, "those human actions 
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devoid of (skill) ... the nont~chnic3.l 

'atechncs' (were) activities ... (constrded .~S) 1 m,-'~-" 

knack or routine way of operatiny" (Kavan03y~, -. '1 ' , / 

32). There:ore, the qualitative character 2:' +:- :it-::' .l,~: ~ld 1 

and the produce. The degree of skill or: it::, ~ .. i,-=-:, 

de~ermined the terminology. 

The etymology of craf::. begins '.vith the ':'el1t'.:H:il.. 

'craeft' meaning strength, skill and ingenlli~'/ ('.'.]""f-". :..'.'/ 

1967, p. 378). It is possible that the ~lorth!::'r:-. L,]::- -Pt->.!r. 

artisans were called "men of craeft" or "crae.tt'..:; ::\ • .:!:-;". 

However, the label was a consequence of their .11)l~i ~ . 

The object per se was secondarj and might h,}',;,::. lY':Jl 

anything manufactured with skill. Yet, the usaq'2 ): 

craft ta denote this particula.c class of mato:~ri:ll rjrJ ;'''_~ 

"arase elliptically from sorne such phrases as "Ir:;;S ~f'~', ·:,t 

small craft', (meaning) small power and activi':.,/" 

(Weekly, 1967, p .. 378) 

The word art originated with the ancient Indo-

European languages. The Sanskrit irma, meaning for~-

quarter, is the root for the Greek appos as '.ve 11 as the 

Lat.in artis, both meaning joint (Weekly, 1967). ':::1 r rr:;;nt 

analogous English words include arm, artery, are, ~n0 

art icle. 



A scholar, in the ~iddle Ages or Renaissance, who 

~s~~anded the mandated several joint branches of learning 

lias deemed a :-1aster of Arts. In its most fundamental 

','~:-.se, art, 1ik~ craft, refers to the 51.:ill of the 

df':.l.san rather than to !:"lis or her produce. Eow ':.hen did 

th~s term come to categorize specifie classes of 

manufactured objects? The process was circuitous. ~iKe 

(~r3ft, it is apparent that anything that was created witt 

\:1 rt_ 1 came to be cons idered art. 

Therefore, the example of the hand-made glass jug, 

discussed earlier, given the skill required to produce 

it, could be labelled elther craft or art, depending on 

culture, time and context. What of the example of the 

clay jug? Would it also be labelled craft or art 

accordingly? 

The differentiation between the two jugs was 

qualitative; one was an aesthetic object and one was a 

non-aesthetic object. Yet, both were utilitarian they 

could both hold and pour liquid. A consurnmate ski Il was 

needed te produce both. Therefore, the mass produced, 

unremarkable jug is equally to be classed as craft or 

art. It could be argued that the hand-made glass jug 

required more skill in fabrication and so would be judged 

greater craft or art. 
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:~e following integers su~~arl=e the 

:a!:' . 

-" .. ,. 
' ...... -' ~ ... 

i3 cS>11posed of aesthetic ob~ects 3nd t~e c,:,1 v,' 

aesthetic objects, 

eit::el::' craft or art accs>rdl:1q :0 ,':l": ltUé-i:" : ):" .. 

appe.iations are suggest.ive of the degre,:> ,l: ,",_ .. 

" , , . 

inherent in their production. Both categorl'~:"; .lé" 

evaluated according ta the criteria set for~h 

AIl were treated and traded as commodities. 

This binary nature of manufacture -- nnn-d':,:,l \;1" 

and aesthetic, was altered by the aforementinr.e r) ':\J ~:... .ll l! 

revalutions or shifts. The Renaissance affec+:.e·j t.hlc:' 

status of aesthetic objects. 

and Colonialism affected both categories. 

2.6.5 The Renaissance 

With the Renaissance came a re-evaluation and 

redirection of societal norms and mores. 

juncture, leading artlsans, practicing the trad~~ 0t 

painting, sculpture, and architecture, argued t.r.at 'N:. j~ 

they manufactured was quite distinct from other t'jr:;I-' J (jf. 

aesthetic abjects, 

Their produce did share the same prima r'j U +:. i li::; -- a 

pleas ing appearance meant to orovide en j oym8nt . fiG'tl":' '';<=; r, 
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':.Jjf~i' recr i.ented this ut: ility and function in a new 

rj:r,::;,,:,,:ion (~-1aquet, 1986). Their artifacts enjoinec! a 

.::.rw~i f i.e ti'r:e of response contemplation was considered 

cl ::ar ified 3nd higher use of the senses than mere 

0:easure, .,.rhich was deemed a debased sensation. The 

,'if:;sthp:!tic participant was expected to attain the realm of 

pure ideation associated with Platonic doctrine (Maquet, 

1986>. As such, the artifact was designed to serve the 

3..lme function as philosophy, mathema tics and the other 

arts 'Jf the Triv~um dnd Quadrlvium. 

'"1'herefore, instead of arguing against the pursuit of 

mimes is, as P lato had done, these art isans mainta ined 

that it could be used as a stepping stone to higher 

pursuits. Raphael's painting "The School of Athens' is a 

propagandist lC paen to this effect (Maquet, 1986). In 

time their doctrine came also to be accepted as a School 

of Arts. Since their produce was judgeà finer in nature 

than other forms of aesthetic craft/art, this new branch 

came ta be called the 'F ine' Arts. 

Maquet (1986) labels this new class of aesthetic 

artifact as "art objects by destination" (p. 17). 

Responding to the argument that "fine art by destination" 

could generate contemplative ends, philosophers began 

studying these Fine Arts. particular interest focused on 
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perception, taste ~nd ~otions of beauty. 

occupied, t 0 some degree, the best minds of Eu r,~!-'e 0,'P r 

the ensuing six centurjes (Beardsley, 1966). 

2.6.6 The Industrial Revolution 

While a contemporary understanding 0 f md[l1! t ::let Il n~ 

generally assumes the production of things u!Jing 

machinery, it is also defined as the "makinq of arti,""::;,", 

by physical labour" (Sykes, 1985, p. 617). 

signification, in fact, stems from the Ldtin -­

manufactum, meaning made by hand (Weekly, 1967). :\'0 

such, "for most of recorded time, aIl processes rif IOdJ.:lnq 

were hand processes, eV8rything made was 8s,)'~nt ia 11 '! rTk!' 1'-' 

by hand" (Lucie-Smith, 1981, p. 12) 

Yet, within the ancient world, sophisticated 

workshops and factories were establ ished to faci li t<1V: 

the large-sca1e production of commodities for local 

consumption and trade. Occas ionally, simple machines 

were used to aid this process (Lucie-Smith, 1%1) For 

the most part, however, the non-aesthetic object, th~ 

aesthetic object and the fine art object by d8st ination 

were all the result of skilled handiwork. 

With the advent of the Industrial L;volution, in 

Great Britain, during the late 18th and earl'l 19th 
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centuriep, the use of ma~llinery in the production of 

commodities intensified ~o an unparalleled degree. This 

resulted in the manufacture of mass produced standardized 

abjects in quantities never se en before. This also 

generated an unprecedented degree of social upheaval. 

The skilled artisan who took a long time ta 

manufacture an artifact by hand was replaced by a machine 

that could do it faster and for greater profit. 

Consequently, within decades, entire clRsses of artisans 

became redundant. Deprivation, and poverty resulted. 

Thus, with this new cultural phenomenon, the 

inclusive genus of aIl manufactured things became 

irrevocably divided between hand-made and machine-made 

goods. Within each division, the production of non-

aesthetic, aesthetic and fine art abjects :ontinued. The 

machine-made fine art object was typified, for example, 

by photoengraving. 

Industrial manufacture fragmented "the functions of 

the craftsman between the engineer, who plans the 

machine, and the industrial designer, who plans the 

programming of the machine. The old unit y of 

craftsmanship ... (had) broken UpH (Osborne, 1987, p. 141). 

Entirely new strategies were required for the design of 

bath mass-produced non-aesthetic and aesthetic objects. 



By the 20th century, within the industrialized 

nations of the West, most useful things were created 

largely by machine. So much so, that in these societies, 

the high cost of individual labour put hand-made things 

out of reach for most consumers. However, in areas where 

industrialism was too costly, hand produce still 

dominated as cottage industry. 

Increasingly, a premium was placed on the hand-made 

versus the machine -made as exemplifying quality and 

skill. In the 1860' s : 

the industrial revolution and its increasing use 
of automation, machine labour, highly routine 
and deadening, repetitive work, the design of 
objects for the means of production with its 
consequent elimination of variety and 
innovation, was simultaneously, a statement 
about the place and value of human participation 
in the creative making process. (Kavanaugh, 
1990, p. 142) 

The concept of craft became increas~rjgly associated ';lith 

aIl "handiwork used for making objects" (Lucle-Smith, 

1981, p. 7). In turn, the idea of art became 

inextricably identified with "a precise 

conception ... demarcating itself to pictoriai and figuraI 

or architectonical artifacts and visuai surroundings" 

(Jonsson et al., 1984, p.14). This relatively recent 

development, which was a consequence of the Industrial 

~ 
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Revolution, has tended to obscure the actual and logical 

classification of the utilitarian objects thus far 

discussed. 

2.6.7 Colonialism 

A colonial relationship is primarily economic and 

unoalanced in nature. This was representative of the 

pattern of societal interactions caused by the global 

expansion of the West from 1500 C.E. to the First World 

Wdr. Subjugated societies during this span were 

administered by Western colonial cadres and they 

appropriated cultural artifacts as booty, curios and 

souvenirs. The sack of the African Kingdom of Beni~ ~y 

the British in 1897 is an example. The punitive 

expedition "brought back to London a huge quantity of 

works in bronze and ivoryH (Maquet, 1986 p. 195). 

These objects were generally created for utilitarian 

function whether religious, political or agricultural. 

As such, until the emergence and expansion of 

colonialism, they usually stayed situated within the 

societies which manufactured and utilized them in 

accordance with their function. 

In Europe, divorced from their moorings, such 

artifacts remained mute and unheeded, except as 
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curioslties, until the turn of the century. At that time, 

Western culture was shaken by the theories of 

psychoanalysis, quantum phys~cs and Marxism. AlI 

challenged the existing social order. 

The now fully entrenched domain of Fine Art was net 

immune to the changes rocking the West. 

to the late nineteenth century, the underlying aesth)tic 

conventions informing the fine art object by dest inat i 'n 

stood relatively intact. This conception itself, 

however, came under attack by the Avant Garde, a rlivers~ 

group of fine artists. Its leaders, such as Picasso and 

Duchamp, were searching for alternative visual systems of 

expression. They discovered the non-Western artifact3 in 

the aforernentioned collections and were intrigued by 

their unfamiliar non-Western design modes. These ob j.:!r::r·, 

were also discovered by acadernics within the new 

disc~pline of anthropology. 

Clifford (1988) connects the work of these twO 

groups. Non-Western artifacts came to be considered ~s 

aesthetic objects and sirnultaneously as objects for 

scientific study. However, while sorne of these artifacts 

rnay have had a prirnary utility vis-à-vis their 

appearance, and so could be categorized as aesthetic 

objects, they were not produced expressly ta be 
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contemplated as fine art objects. Most colonialized 

societies did not even have a term for the concept of 

'art by destination' within their languages (Pakes,1987) 

Yet this is precisely what the European Avant Garde 

labelled them. 

Clifford (1988) calls for a serious ana~ysis of this 

phenomenon: "the fa ct that rather abruptly, in the spa ce 

of a few decades, a large class of non-Western artifacts 

came ta be redefined as art i5 a taxonomie shift that 

requires critical historical discussion" (p. 16). Maquet 

(1986) labels these as "art objects by metamorphosis" (p 

70). This is an appropriate description. Indeed, taking 

any manufactured thing, even an aesthetic object, out of 

its cultural milieu and placing it in a new but 

prescribed context to be appreciated solely in a certain 

manner for particular ends is metamorphic and metaphoric. 

Within many non-Western cultures, their respective 

artisans began manufacturing a variety of aesthetic 

objects that represenced a hybrid or fusion between their 

indigenous and newly discovered Western conventions. 

These were primnr:ly designed for export and were 

produced for economic gain. This sub-class has become 

the focus of study for rnany anthropologists. They have 

labelled these particular artifacts as 'acculturated' or 
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'tourist art' (Graburn, 1976). These terms have nt_Hl)' 

many derogatory connotations. 

2.6.7 Conclusion 

The following recapitulates the perspectives of this 

first chapter. These semantic guidelines will be ddh~Led 

to through the balance of the study: 

* There is an all-inclusive genus of manufactureo 

things. 

* It has two broad divisions -- hand-made abjects and 

machine made ob~ects. 

* In turn, each division has two categories ot 

artifac~. They will be categorized as non-

aesthetic or aesthetic dependent on their 

primary utility. 

* The classes or sub-classes within each category 

will be stipulated as such and classified 

accordingly. That is , the "fine art abject by 

destination" is a particular class af a~sth0tiç 

object. AS such it mal' be either hand-mad": Ilr 

machine made. 

Thus, in searching for a taxonomie schema which t/0111d 

clarify relationships between abject types and so 

identify and situate the art object, or.e cornes to 

articulate a model that subsumes all manufacture. T~e 



riiagraPl illustrated in Figure 1 is such a model. It 

delineates the di'lision of the encompassing genus of 

manufacture, as weIl as corresponding object categories, 

classps and sub-classes. 

This simplified model is cross-cultural and historie 

in scope, as aIl societies at aIl times have created 

objects for use, however 'use' may be defined. The 

advent of each new stage precipitated the production of 

new object classes. However, objects from the preceding 

stages continued to be produced as weIl. In the third 

and contemporary stage, all object classes are produced 

concurrent ly. 

What has compounded an articulation of this model and 

had encouraged the semantic confusion, is that in the 

last fifty years the contemporary inter-_ultural art 

\'ommodity market, and its supporting network (Jules­

Rosette, 1984) has appropriated the output of the entire 

model as an inventory source. Whether an object 

originated in Stage One, Two or Three, often regardless 

of its division, eategory, class or type, it may be 

thought of, marketed and consumed as "art". Added to the 

stores of historie and eontemporary "fine art objects by 

~estinationU, are innumerable hand-made and industrial 

non-aesthetic abjects, historie and moddrn, whose primary 
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function has been displaced and replaced with an 

extrinsic value that i5 wholly aesthetic and commercial. 

47 



1 
Stage 1 

Pre-history to Middle 
Ages 

48 

The all-inclusive genus of manufacture 
-characterized by handiwork 

Non-aesthetic 
objects 

Staçre 2 

Renaissance 

Non-aesthetic 
objects 

Sta~e 3 

rndustrial Revolution and 
Colonialisrn to the present 

Fine Art objects 
by destination 

Fine Art objects by 
Metamorphosis 

c:)Aesthetic Objects 

Aesthetic Objects 

Fine art objects by 
destination 

Aesthetic objects 

Fine Art objects 
by destination 

Fine Art objects 
by Metamorphosis 

Acculterated 
Aesthetic Objects 

Figure 1. A General Taxonomy of Manufacture, 
Historie and Conternporary 
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3.1 Introduction 

The intra and extra-cultural forces and economic 

necessities i:1fluencing the production of thesè c'bj.--,,:t:j 

within their many settings must be accounted for. l:l 

doing so, the labyrinthine interrelation between cultur~1 

econornics and aesthetics begins to unravel and its inncr 

logic begins to clarify. Thus, this chapter is 3 

necessary preamble to the subsequent dis cuss ion 0 f L !1e 

specifie interrelation between the West and the InuiL. 

3.2 l'he Universal/Relative Dialectic of çultl)r~ 

Aesthetics 

At present, two broad schools of thought exist on th~ 

relation between culture and aesthetics. The first holds 

that aestheticisrn emerges and can be understood onl 1 

within the context of societ1 . A given SOclety's 

language can supply certain clues to a culture's 

orientation: 

The presence in a language of ordinary words 
referring to visual quality, and of aesthetic 
reflections on the aesthetic experience, 
indicates that the aesthetic potentiality has 
indeed been developed in many societies, 

49 



( 

literate and non-literate, simple and complex, 
ancient and modern. (Maquet, 1986, p. 160) 

Language usage must be seen in conjunction with the fact 

that diffecent cultures will select only cer~ain idioms 

from possible visual configurations for the purposes of 

expression. These are the result of the cumulative data 

base built over extended time and of numerous individual 

responses to qualitative experience (Hamblen, 1984). In 

this regard, Fisher (1961) suggests the appropriate 

question is not what influence an environment has on the 

creation of aesthetic objects, but rather why various 

peoples ernbody within their conventions certain aspects 

and ignore others. Examination of these values requires 

an "understanding of the forces resulting in the internal 

consistency of specifie cultural ioioms, styles and 

processi (along with) the centripetal energy which holds 

them to their unique cultural configurations U (Otten, 

1971, p. xiv). 

The second approach to culture and art assumes there 

to be a universal, intercultural raison d'être which may 

be recognized in such transcultural features as symbolism 

and properties of expression (Osborne, 1974). Harnblen 

(1984) believes that a dialectic exists between the two 

1 
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views. Both are valid modes though not nècessarily 

contiguous. 

A carver contemplating a block of wood must b,~ 

constralned in sorne manner to a fixed, though wide·, '~et 

of responses and activities available within the ,:a:-'v'lfl,; 

process. It matters not the time, place or C:111t\lr,-~ 1 ri 

which the carving occurs. 

However, the particular mores of every specifie: ~ Lm~, 

place and culture cannot but help to limit the drt l '. lfl' " 

ehoice of carving matter. Consequent 11', whc1t \~WI~I: t-:~ 1 fi 

much of the li terature is that gene ric commana lit it-' '3 ,1 r'~ 

overshadowed by the specificity of each different 

cultural inquiry. The example given, of a wood (:.:1;:-'J':r, 

is but one particular feature of a myriad Axistlng tri tb' 

continuum of interplays within and connecting prl)'jw-=,= i'jn, 

distribution and consumption modes associated with 

aesthetic objects. 

3.3 Culture and Aesthetics in Action 

Aesthetic productions are, in essence, activA 

responses to changes occurring intra- and extra­

culturally. These changes are generated from man! 

quarters. Maquet (1986) has examined the envlr0nmen,::al, 
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economic ~nd technological changes that alter aesthetic 

od entation. 

Maquet (1986) reiterates one of the central points of 

h15 thesis, and mine, by stating that both aesthetic and 

art objects "are submitted to the same production process 

as other items produced in the society" (Maquet, 1986, p. 

180) . 

The productive level of a society dictates its 

ability to maintain a specialized network of artisans 

producing aesthetic objects (Maquet, 1986). An example 

of such a societal network is found during the European 

Middle Ages with its "master builders and craftsmen, 

stone cutters and masons, cabinet makers and goldsmiths 

organized in guilds and corporations" (Maquet, 1986, p. 

'202). Societies with subsistence production are more 

limited materially in aesthetic production. Accordingly, 

aesthetic productivity is diffused among non-specialized 

individuals and this becomes "conducive to folkstyle" 

(Maquet, 1986, p. 204). A more affluent society's 

aesthetic ohjects "are always more expens_ve ... require 

superior skills and often better materials and tools and 

it takes more time to make them" (Maquet, 1986, p. 207). 

Additional dimensions of this socio-environmental 

productive interplay are found in the "influence of the 
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medium on the forms" (Maquet, 1986,p. 186): Soft st.one 

used by artisans "makes possible a large repertC'ry ,'If 

shapes. Carvers have the advantage of this potentiality 

••• fI (Maquet, 1986,p. 186). In the carving of wood, th~ 

cylindrical but strongly vertical tree trunk ~gain 

initiates a process where "materials and tèchniqu!-~s ,1 l' 

conducive to certain forms" (Maquet, 1986,p. 1')]) 

In a slightly different context is found the 

influence of the environment on the medium anrl on an 

aesthetic canon -- for example, short lived AfrLcaIl 

wooden masks. They experienced deterioration d~e ta an 

extremely destructive African climate. This inhibi t'>d .ln 

overly and overtly rigid aestheticism from dev01a0in~ 

"Every sculptor could give free rein to his inspir3t:~n 

',vithin the limit (s)" of officiating norms that COll ~,j [~(,t 

last more than a generation (Maquet, 1986,p. 191). 

Certain innovations in the productive pracesses of ~ 

society will al sa affect its aesthetic forms, "iJew 

techniques open new formal possibilities" (Maquet, 

1986, p. 191). The nineteenth cent ury Western de'le loprT\f:n ': 

of prefabricated iron led to the glass and metal 

architecture style exemplified by the Crystal Palace ln 

Great Britain. In the mid-twentieth century, the 

creation of the synthetic chemical acrylic enable0 
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painters ta use the new pi gment in a variety of novel 

1ppraaches, i.e. staining the canvas or applying precise 

g80metric markings (Maquet, 1986). 

3.4 The Global Aesthetics Network 

Jules-Rosette (1984) views "the function of art as a 

communicative system across different settings and 

traditions" (Jules-Rosette, 1984, p. 8). It is the 

producers, critics, dealers and consumers who "conjointly 

created the artistic climate through aesthetic judgements 

and commercial exchange" (Jules-Rosette, 1984, p. 176). 

Therefore, understanding this complex function requires 

"a grasp of aIl sources within it" (Jules-Rosette, 1984, 

p. 4). These sources are fully described in Alloway's 

NetwQrk; The Art Wor~Described as a System (1984). He 

delineates "the complex whole that connects works of art 

and reproductions, critical, historical and informational 

writing, galleries, museums, and private collections 

(with th8 sum) of persons, objects, resources, messages 

3nd ideas" (Alloway, 1984, pp. 4, 5). 

Moreover, \\ i t 15 a communicat ions network of great 

efficiency" (Alloway, 1984, p. 1). LiJ<e a canal, a 

railway track or a river bed, it acts as a conduit 

throuah WhlCh forms may move from station to station. 
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The infrastructure itself is stable, but the forms 

themselves may vary. (Though this variance of form :nust 

be congruent with the overall medium of the conduct,-'r. 

For example, electrical current flows through 3. \Vip: 'lnd 

water through pipes.) 

As artworks travel through the network, they .:lC~1': trI' 

a record or "aura of aesthetic interpretation" (1\110\\13.',', 

1984, P. 1). This may entail a move from a studio to d 

gallery in the same city or "wide distribution can 

separate the work from its producers" (Allowa'/, l:lR 1, p. 

1) • Consequently, while "art may be a private act l· n .. i ts 

origins ... art becomes part of a system of puo Lie 

information" (Alloway, 1984, p. 8). 

As an aesthetic object passes from hand to r~ar1ci, L+-_ 

accrues a "dens i ty" (Alloway, 1984). ~ l , 

journey through time and space may be founr:l in '::1': 

production and ownership of Chirlese painted scrnL:::-:. ':'~f~ 

artist affixes a "chop", composed of ideogram:3 

representing his or her name, to the surface (-,1: '-:1': 

painting. Each subsequent and respect i V~ O'IID"" ra: :"" 

affixes her/his own chop to the seroll. 

surface becomes covered with a host of reà cec': i ~inF;d ~ 

markings, aIl co-mingled. They become an integ ra l ;: ê1 rr 

of the painting' s overall gestalt. This sa:re pr0r:ç:~,~ .... , 
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labelled "provenance", occurs with aIl aesthetic objects, 

although less graphically and more subtly. An object's 

provenance, or a change in i t, has direct bearing on i t s 

commercial value (Grampp, 1989). 

As a social shift in taste occurs, there will also be 

a percei vable shift in the nat ure of the aesthetic 

objects designed to reflect the new. This has various 

consequences. A limited cas'= in point is represented by 

the nineteenth century French painter Bouguereau. At one 

point within his career he was lionized for his work. At 

a later point his stock was utterly devalued, 

aesthetically and commercially, with the advent of the 

modl--rnists (Grampp, 1989). 

Thus, the entire industry network demonstrates the 

"expressive and adjustive relationship between popular 

culture and economic change. It is a semiotic system in 

which signs also function as the media of economic 

change" (Jules-Rosette, 1984, p. 31). If "art objects 

constitute a system of communication between producers 

dnd consumers, it. is possible to regard the various 

methods in which these communications take place as 

symbol lc env ironment s" (Jules-Rosette, 1984, p. 219). The 

art object, therefore, has a tripartite v-:lue which is at 
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once aesthet ic, s ymbolic and commer,:: ial, dèp~"nd :.na :":1',-'n 

context. 

Jules-Rosette (1984) centers her exposit ion ~'n ! ~lt} 

contemporary aesthetics indust r::' of seve r:~ l At r i Lan 

Western art as it functions within the contèmporar~' ;'it-.... ~. 

Yet both discourses are complementary. They descrll)è 

aspects of a multi-billion dollar market which lnter:;t?(;l' 

es sen t ially all cultures and embraces pra ct iCd Il y l ' ..:i!.. 1.. 

forms of aesthetic production. The rnechanisms or ,,]·.,::..,t':Cl 

contemporary aesthetic production find paralle!s nr 

equivalents, sophisticated or not within non-Western 

settings. Collectively these comprise the glnbal 

aesthetics indust ry net work. Thus, this inter-

referential network exists as "a general fiel,J 0:-

communication within which art has a place ... as _1 P1 Yt
_ (If 

a spectrum of objects and messages" (Allowaj, 1~84, F', 

8) • 

3.5 The Impetus for Collecting 

The common denominator which validates and justifles 

this social enterprise of artistic product ion and 

exchange is the phenomenon of collecting. FurthermGr~, 

the many levels and aspects of the global aesthetic 

r. ~ 
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n0twnrk aIl coalesce around its impetus. Aslop (1982) 

has developed a schema to explain aesthetic object 

~ollecting. In doing so, he explicates "the integrated, 

slos8ly interacting cultural-behaviour system with (its) 

fu:!qllent and far-reaching effects on art itse2.f" (Aslop, 

1982, p. 1). 

Aslop (1982) postulates that wherever and whenever 

the following "eight fairly distinct phenomena" (p. 15) 

ar8 to be found, there, one will find an integrated 

cultural-behavioural system of art production and 

collecting: a written art history, an art market, art 

museums, art faking, revaluation of art, extremely high 

priees. 

These phenomena of the art collecting systems are, in 

turn, governed by certain "laws" which Aslop(1982) has 

enumerated. Collectors specify the object categories 

deemed collectible and then create and control its 

market. In turn, they classify these object categories 

into hierarchies according ta their desirability. At one 

end are those objects deemed rare and at the other, those 

objects not worth having. Art history is utilized to 

establish hierarchies, authenticate what is on the market 

and to es~ablish provenance. 

~\ 



F:i.nally, an art collecting system evolves thr0u9:~ '.':: .hW.]: 

At first, a small core of "pioneers" purchase ,:\bio->ct ~ in 

the ne;,.,ly targeted, but generally unrecogni::ed, \::.1t.:>::jI'\r'/ 

of collectible. They pay relatively little since '.'11 ~y 

they are interested in its worth as a colleçt~bl~. 

However, in the second stage this awarenes~ f ln,1::; l \-"id,'r 

out let and this initiates greater competition and 

correspondingly higher prices. Finally the category ,)f 

collectible is 50 weIl established that mdny more 

collectors contribute to high demand and reduced supr< ',', 

Concurrent with and underlying the entire coll'~(..:t Ln,:: 

system, are shifting paradigms in taste. Con sequen t l~', 

wh2re and when these shifts occur, cl 'Jalueù C:it("]nr': "f 

aesthetic objects will become devalued or vice ver~d, 

3.6 Conclusion 

The systemic whole that is the intersection O~ 

culture and aesthetics is dynamic in its diversit,/ df"j 

changeability. As one dimension shifts, the :::.tCf':!':' 'ti:.;l 

come to reflect a new context as weIl (Swindler, !~~~) 

Yet there are bath universal and culturally r~latlv~ 

facets of this phenomenon (Hamblen, 1984). 'iliü,j;1 '~;-;'_;, 

culture, and what binds one culture to the ~~~~, :.~ ~~ 

aesthetlc netwark. This is comprised of a number 0! 



int8r-re Lated social structures and processes aIl 

(;entered around the aesthetic object and providing its 

definitional context (Alloway, 1984). Therefore, in 

order to understand any particular aesthetic development, 

I)ne must take into account the inter-relatedness of a 

given society's operative modes. 

What characterizes the aesthetic network is its 

relat:on between commercial exchange embodied in trade 

and communications (Jules-Rosette, 1984). The aesthetic 

ob je.:t is valued cult u rally f aesthet ically and 

economically. As such, it is poss ible to cons ider tha t 

al1 the above integers operate in tandem in regard to the 

producers and consumers of aesthetic abjects. Finally, 

the underly ing and most concrete manifestation of the 

relation between culture, aesthetics and economics is to 

be found within the integrated cultural behavioural 

system called collecting (Aslop, 1982). 
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4.1 The Portrait of the Artist a.s..-.lL_S_Q~ÜÜ 

Construct ion 

If as Maquet (1986) states: "Art i8 nol dn 

indi vidual enti t y but cl mental construct ion ag l t:~('d upon 

by a group of people" (p. 4); then how rnuch mort' dOl~:3 

this apply to Wéstern notions of an artist's idpntity: 

What building blocks of social convention hélve been u~wd 

to construct the portrait of the artist as typiUed by 

such monumental ieons as Michelangelo, Van Gogh dnd 

Picasso'? Surprisingly few, but they are used again clnd 

again, with a persuasive power that resul t8 iII cl 

cult urally ingrained mOlloli th of pe reept ion, A m(HI' 

fundamental problem concerns artist ie appropr i cl t j on 0 f 

the mimetic function itself. The consequent Cllll ura l 

bias here is that the act of creation js conbiden~d Llw 

prerogative of divinity: 

We ean distinguish two groups of ideas; God Clé) 

the builder of the world, and God as the modeler 
of man ... the idea of God as the wor Id' s 
arehi tect (al sa) under Iay the mystic trad j t ion 
of the rnedieval lodges, and that_ the idea of lhe 
divine smith was still alive in the natura1 
philosophy of the sixteenth century, .. The mosl 
wide-spread image, however, is that of God lt/ho/ 
like a seulptor / forms mankind out of clay. 
Over and above i ts useful ness as an el ucida t iOf! 
of the divine process of creation, the m'~taph()r 

l' l 



62 

1 
of God as an artist possessed an inherent 
cogency. (Kris and Kurz, 1979, p. 54) 

In either its positive or negative manifestation, the 

artist and the creative process are equally misunderstood 

and, ultimately, to be feared. The consequence of each, 

therefore, sets the 'maker of images' apart from society. 

This, then, is the second legacy. As sueh, not only was 

the human creator held apart, but what was created was 

perceived hy society as having power. Power itself was 

both alluring and frightening. Thus philosophers like 

P lato held it ta be dangerous. While the mirnetic abili ty 

was decried by Plato, it also simultaneously gave rise 

"ta the idea that the artist creates like God, thdt he 1s 
'. 

an 'alter deus'''(Kris and Kurz, 1979, p. 61). As such, 

"the task of the artist, in accordance with Plato' s 

t.heory of art, (is to) surpass the mode l of nature and, 

by improving on nature, to realize an ideal beauty in his 

works" (Kris and Kurz, 1979, p. 61). 

Consequently, and mistakenly, within the West, "the 

e ye (has) become the arbi ter of the art istic excellence 

and optically the criterion of artistic structure" 

(Danto, 1986, p. 31). Furthermore, a naive, everyday, 

popular perspective has transposed this ta mean that "the 

artist deserves praise for faithfully copying nature" 

-



(Danto, 1986, p. 100). This ',.;ell entrenchèd \'l,'\o,'~','~l,r ~,~ 

the '-hird sustained ~vestern Ideat.ional legal.~y 

contr~buting to an artist's cultural make-up. 

in the transposition of depth to surface value, S'-'mt:'~:1lrld 

cri tic al wa s los t w i t h i n th i s ':: h i rd c: u l t Il ra l L .111<' :: ~: 1:', " . 

lnitially the fine art object by destinat ~\'n '.: 1 

generally manufactured for a particu1ar context or 

environment. This included church, palace, guild hall, 

town square or affluent home. Over the ensuinq 

centuries, the fine art object came to be produced 

without a specifie end in sight. Instead it was cr("dt,~d 

for its own sake. This was in keeping with Platonic end~ 

and ~his independence came to be considered a prerogative 

of the fine artist. Freedom of choice, the fourth 

legacy, came to be enshrined in the credo "art for d r t:.' , 

sake H
, especially over the past 150 years, as cl prim~ 

distinction between artists and other artisans (BeCKer, 

1984) . 

Yet, the gulf between them was quite narrow. In 

fact, there was no practical difference at al~. ~he f~~e 

artist continued functioning Just as ever'l ot~~r t'lP~ 0t 

labourer. They cont inued to be defined as "rrechdni r: (::::) , 

skilled (especially rnanual) worker(s)" (Sïkes, 1985, [:-. 

49). Even as they rose sociall:;, and thei r p r0rJur.::t 'lId', 



~levated philosophically, they remained technicians 

"ski lled in the techniques of art or craft" (Sykes, 1985, 

p. 1098). 

Concurrent, however, with historical and contemporary 

Dotions of the artist as "both admirable and dangerous U 

is the final and most problematic legacy. The West --

still retains the belief that renunciation and 
poverty are the lot of the genius. This concept 
of genius is by f~r the most common one and 
5eems to be connected with the expectation of an 
ascetic way of life which the religious fervor 
of the Middle Ages demanded of the hero Qf its 
beliefs and which tne Renaissance transferred to 
those blessed with genius ... (Kris and Kurz, 
1979, p. 90) 

Thus, the materialistic, commercial underbelly of the 

aesthetic network cornes to be laid bare. "The economic 

side of art is said to be necessary or inescapable. What 

is denied is that it has anything to do with art itself -

- the goal, purpose, objective or end sought ff (Grampp, 

1989, p. 16). Yet, "(art) is not demeaned by treating it 

this way any more than religion is demeaned by noticing 

it requires the materials of the earth as weIl as those 

3bove" (Grampp, 1984, p. 52). However, the rift between 

the Platonic and the practical widened with each passing 

century so as to become almost invisible. 
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There are def inite disimi lari t ies ber ween t.:'.t.' 

manufacturer of special:"zed commodities, such ,1S :: ~:~t? 

art, and "b1.:sines smen in the i r '2nterpr ises" (,;L!::'!T, 

1989, p. 6). The artist as e:1trepreneur i.3 inv,--'~"f-!,l \";ltll 

all the intergers of commerce: 

their work, product differentiat.ion, divisL-'n ,'f L:lI ,';l~, 

cartelization in guilds and salons, etc. (Singer, 1(1'11) 

There is a "central tendency in aesthetic apprecl3t 1,_'n 

whereby aesthetic value and price converge" (S i:--,(]~~r, 

1990, p. 98). As such, artists have always U~cc'(::mi;>.:,i 

that their creations "are economic goods (and) t:.hdt t:.:!~ li 

value can be measured by the market" (Grampp, 1989, p. 

8) . The fine art object, in this regard, had more ln 

common with a mas s produced clay br ick than 'Ni th ::ln 

academic treatise or discourse or poem. All of <:..he 

latter may be considered purer expressions of Platr::,l'l,'-; 

endeavour. 

Compounding this schi sm i s that the fine art 1. ':; t 1'-, 

judged a professional only when his or her prcyJu':>' _: 

sold on the market. Thus, the criteria :or bf:!ing ,j'='="",.='j 

a Master of Fine Arts is bound to commercial 

considerations, In thi s regard, Reno ir sta t.ed "'::. ne rF' 1 ~:> 

only one indicator for te 11 ing the va lue of pa int lnT) 1 

and that is the salesroorn" (Grampp, 1989, p. 15). ;':f~ 
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meant that there is always a correlation between 

aesthetic and econornic value. 

What might be made of the American painter Gilbert 

:Jtuart? He was: 

. , ,hea v i ly in debt and put off his creditors by 
telling them '1 hope to make a fortune from 
Washington alone'. He did a portrait of him as 
a commission from Martha Washington and al though 
he never finished it, he made seventy-five 
replicas that he sold for $100. each. (Grarnpp, 
1989, p. 80) 

Rubens responded to the complaints of a collector who 

had fouf'd his purchase had been part ially painted by a 

studio assistdnt by responding "if the picture had been 

painted ent irely by lTIY own hand, i t would be weIl worth 

twice the amount paid" (Grampp, 1989, p. 83). Yet, 

Rubens was the exception. The lives of most fine artists 

are subject ta low incornes and high levels of 

unemployment. This does not diminish the effort fine 

artists invest in their work. The Romantic painter 

"3al vator Rosa in the seventeenth century ... kept a stock 

of f inished paint ings in his studio ... so that he would 

have something to show prospective buyers when they 

called" (Grampp, 1989, p. 49). The fine artist, like any 

entrepreneur, takes a calculated risk in his or her 

enterprise. As such, 
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they can be perfect ly sens ible to dec l ine t,) 
follow course A which has a des ired outcome :: ~,H 
i s certa -Ln and instead to choose c:)ur se B \.,h i ch 
has a desired but uncertain outcome. B is ~he 
more sens ible choice if there is 1 chance L!"1 l (~(î 
of its yielding the desired outcome and if lhdr 
outcome means more than 100 times as much clS t h~' 
desired out come of A. (G::::-ampp, 1989, p. t31~) 

If Rosa did not carry an inventory of goods on il lnd, 

or maintained an insufficient one, a client' s Ch(:)l,>~ 

could be 50 const rained as to l imi t a purchase. 

invested time, labour and money to manuf3cture hi3 \~~r'," 

of merchandise. In this he did what any inte li ~,}.~r.' 

merchant (:les. 

4.2 The Aesthetic Object and Its Shi~inSL-Lr.:. .• E~,':' 

Each epoch of Western history reveals througn .:.::, 

visual imagery a particular quality of social hbr i ':. 

Yet, each societal change weaves a new paradigm '~lr-:l :~I '-' 

then taken as the only reality. However, the acr:Ur"l l lj;ltC·,j 

material culture of previous periods, and their 

corresponding gestalts must st i Il be âccounted fI) r 'N:' U', i:-I 

the new dispensation. While perceptions about them ma? 

alter, socially inherited visual images are relôt i V(~ li 

immutable. 



1 
When Christian institutional aythority replaced tnat 

0f Imperial Rome's, the legacy of the classical image 

creators was accounted for on two fronts. The first 

appropriated the images: 

Fourth century pagans becoming Christians were 
drawn to the Christian faith by its visible 
splendor; they were instructed by its imagery, 
a visual program that deliberately and 
skillfully included and set in a new context of 
medning a broad spectrum of cultural 
inheritance. (Miles, 1985, p. 57) 

That is, images of Christ began appearing with the 

symbolic accoutrements of Apollo and Dionysius. 

The second front disavowed them. Up ta the 

fO 'lrteenth century the general belief was t.hat. "classlcal 

~crks of art were demon-tainted pagan iaols" (Aslop, 

1 ~)R2, p. 316). Convent ional thought of the t ime held 

that a visual encounter could be dangerous if the seen 

abject was "unsightly" (Miles, 1985, p. 7). By the late 

Renaissance, the predominantly Christian West had come to 

terms with the 'idols' of classical Greco-Roman culture. 

A telling, succinct, and more concrete example of he 

phenomenon of shifting social paradigrns centers on 

classical sculpture. Ancient Greek marble statuary was 

polychromatic. Through the long centuries and through 

incessant weathering, the paint disappeared and only the 
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1 
marble base ~ndercoat remained. 

:a2.1acious aestl1etic inclination, sti.:~ re::1:llI~:~'1 ~, Ll", 

which associates the works as marble creat.ic)n:...~ t,:, 1,t> 

viewed in their pristine state. 

carvings done by Renaissance SC1':'ptùrs li ... (' :!l 'he:~1:: l":" 

were alse influenced by this lack of knowleage. 

:t was not until the eighteenth cent ury th3t ~-.:,:!' Tt~,1:; 

ccgnoscenti and collectors became aware of tl1e spmin~: 

ana archaic Greek sculptures which had influenct'd ,i':'~ "L 

t~e ensuing Greco-Roman culture. 

was understood to be the embodiment of class il:::3. 1 ~, ~ '- 'v"; i !, 

in fact, the plethora of inferior Roman copies. 

Censequently, these works beeame dpval ued and tl:·: fl'~.J 

class of more authentic sculptures becarne tne 0b~0~~ 

slass of c~oice (Aslop, 1982). 

A part leu lar cultural shi ft requires ltS ': '.n-

distinctive period of gestation. 

transmutation of classieal religious idols into "fj I.'~ ,H', 

abjects by metamorphosis" required several hur:rju:ci /':'1 é', 

of incubation. In the sase of tl1e coloniallj 

appropriated booty from Africa, Asia and the Amerir:a'3, 

from their first appearance in Europe in the 15G~'~ 

required four hundred years. Not until the nin~~~~: ~~ 



ce'l\:urj were thej in turn considered "fine art objects by 

metamorphosis". 

To conclude, one aesthetic category has the ability 

t.c~ generate successive and numerous perceptual responses 

tr0m the orig!nating society through time to its latter 

da} descendents. Generallj its initiating raison d'être 

and origlnal function is lost in the process. This is 

the case with the Greco-Roman marble idols. Yet, this 1s 

not alwajs 50. Religiou5 paintings by Fra Angelico or 

Paphael, for example, have maintained their doctrinal 

~tLlities weIl into this century. That is, the 

th~ological messages underpinning their aesthetic 

~::pr'::ssion are still relevant for many who view them. 

Often it is difflcult for contemporary populations to 

understand fully the 8fficacy of aesthetic objects from 

preceding eras. The original impact of their desthetic 

elements is often tao remote to be grasped. In lieu, 

theories are based on the objects' more accessible 

u~iversal idioms. This process and its results are 

similar to those of the children's game of broken 

telephone. Yet, rignt or wrong, historically, these 

theorles beget new applications in the aesthetic network 

0f the prevailing era. Thus, the nature of perceptual 
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and paradigr71atic cultural shifts :3 a subtle anli '~-"'\'1 

elusive element to fathom. 

4.3 The Ar:?l)rec:"ation of Ap5th"'ti,:, Ob ~r;;",-c:'-~ 

l''i'hat social agenci' informs the 'ltt:it'J,i~s ,--.: .': ... "oV 

of art ob ject::.: Through apprehens 10n ..Jf t he .~\..,.;., ~-.L 

societal and perceptual shifts that have oceur rf:',} :: ~ :n 

Plato's t.ime to t'1e present, it becomes pVJdent ~h,'Il 'n,· 

must "determine the objects of art by the e:.;perl'''flc0 "t 

art, not the experience of the objects" (Berleant.:., ; _'7(;, 

p. 7). A definite affective and cognitive state na:, n'::,"n 

articulated for percei ving works of art (Be r lean t., ~.n u ) 

While that have been innumerable types of art pr y1tJt:"'l, 

the social prescription for their experience na::; l:'t:!:T"l.l.'· j 

more-or-less constant for a number 0f centuries, Cin,j llf_ 

to the present. 

Accordingly, an aesthetic is called for that i~ 

"initially a phenomenological account" (3erleant, :')-,"" 

p. 10). In this Ber leant (1970) fo11m"'5 De'dei' wn'-. 

"insists that we go from the aesthetic in ~aili' 

e:·:perience ta the aesthetic in the l'Nork 0: a.r~. ;!'-J 

rejects the isolation of fine a:rt fror.1 tr::e bc/li' ''';:: ;,.":Y 

experience, and emphasizes that ~_~~hetic char6~~~~:_~:~. 

may appear in all kinds of experience" (Ber:e6~t, .. '. '/ , , 



p. 11). 'fet t:üs !"las been the :nainstream of contempo:::-ary 

.-:1rt. "hlstorj". 

Be r lean t (1970) provides an empir ical f :::-arnework for 

Ortega y Gasset's metaphor whereby aesthetic convention 

l::; d garden 0'11y to be viewed through the wl1,dow of 

r:ult.ure (Harr.blen, 1984). 

It can, in fact, on1y be defined by making 
reference to the total situation in which the 
objects, activit~es, and experience of art 
occur, a setting which includes all three 
denotata and more. This ... (is called) the 
aesthetic field, the context in whlch art 
abJects are active1y and creatively experienced 
as va1uable. (p. 48) 

This, then, is the tool by which the thread of 

~xperience of contemporary and historical Western peoples 

~ay be tied together. Hence "the abject is d:::-awn back 

in t,) the t ra ff ic of human intercourse" (Ber leant, 1970, 

p. 48) 

We may view our Western heritage with this inte:::--

~~l~tion ln rnind. For most of the past 2,500 years the 

3èsthetic abject and/or the fine art abject, has been 

ln0xtricably bound in a religious context. 

Rel ig iOi, f as a prominent aspect of cult ure, is 
construed as providing ideas and images that 
"~eep body and soul together", that is, that 
enable individuals to manage -- though not 
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necessarlly to articulate -- a unified psycho­
physical process. (Miles, 1985, p.3) 

In fact, the fine art abject has only been lib0rated 

fram the ecclesiastical fald for less than 200 ycars. 

Therefore, even though this social constraint is no 

longer what it was, it js still operant within the dcppct 

st rata of the Western collective psyche. As Miles(1geS) 

states "(t)he perr:eption and interpretation of dn imdqv 

or a building ... (is) governed not by the intent ion ()f il s 

creator but by the vital interest of the vipwer u (p. G). 

"The traditional notion of experience as pa:3sivC' heU, 

retained its hold on aesthetic theoryu (Berledrlt, l'nO, 

p. 55), as the following clluslrates: 

For the notion of distance is a manife~Lrllion in 
modern aesthet ics of the Aristotel i an ided 1 () t 
the contemplative attitude as men'5 greate~L 
good, and of the Judeo-Christ ian Ideal of lhe 
contemplative life. In Platonism, Neo-Platoni:,rn 
and Renaissance P latonism, the contc>rnpJ al i Vp 

idea] possessed an aesthetic dimension. 
Moreaver, the contemplative attitude was 
undoubtedly a major factor in the classical 
selection of the distance receptors of ,-:; j qhl dnd 
hearing as aesthetlc senses. (Ber l'_'dflt, 1 (j-I() , 
p. 57) 

Thus, \la proto-museum was rlescribed as a "tr:rnph.' (Jf 

art" as long ago as the ear ly 19t L cent uej b'l (;cethr;" 

(Aslop, 1982, p. 19). 

for works of art is widely taken as pruof of art'~ 
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0ssential sacredness" (Aslop, 1984, p. 19). Therefore, 

~h~ attitude expressed by a congre gant in a place of 

~0rship was and is expected to be the same within the 

pr0cincts of a gallery or museum. In this regard, it is 

1~p0rtant ta note that etymologically "museum" originates 

with the "muses", first recorded in Hesioà, the goddesses 

believed to inspire poets (Weekly, 1967). 

Medieval theological literature "concerning the use 

and value of images ... indicate an awareness that a 

powerful tool is always double-edged, capable equally of 

prov~ding valuable help and of providing addiction to the 

looi itself" (Miles, 1985,p. 5). The crux of these views 

is that the image creator and the image consumer are both 

rart of a powerful, transformative context. 

Through contemplation of the art object, its consumer 

Jesires ta experience affectively and cognitively the 

SJme motivating inspiration expressed by the artist. 

Thus, when one hears today 'I rnay not know anything about 

~rt, but l know what l like', what one is truly hearing 

lS that '1 may not understand the arcane language that 

~rt now speaks, ~owever l do know that l can be moved by 

3 s~iritual experlence and that this has been 

historically associated with the experience of art'. 

When i~age creators and their creations were 
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subservient ta t he rel ig ious i deolugy of t hf' lIlt;t i t llt i lH1 

of the church, the illiterate would, by viewi nLj t h('~t' 

images, begin ta understand something of what the pl il'~)t!, 

were attempting to teach. However, in today 1 3 n1US('UIll!, 

and galleries, the images stand mute except for t hO:H> 

lettered initiates of art's language. Therl:.' are nu 

priests present to conne ct aesthetic ideoJogy, tht' illldqt' 

and the everyday experience of the individual. 

But in the past century religion it:.,elf hd!:; he'l'fI 

increasingly losing its authority. The aeslhet i (: ul) kcL 

and the "fine art abject by destindtion", once convPyol,; 

of spiritual values, became their sole purveyor. 

could Kenneth Clark state, "The fa ct rema i ns thd t i fi d 

godless age and in what we calI a [ree society, drt i:, 

the only escape from materialism" (Grampp, 1989, p (J 1) 

Recently, l had occasion to visit the National 

Gallery in Ottawa. l stood in front of the gal1~ry'3 

latest and most topical acquisiLion, Thp VoiCI.' ui Fin', 

by ~he American painter Barnett Ne\vman. Dur iny t h(' 

twenty, or so, minutes l spent before i t, no j c':,!; tridII 

six individuals also passed by ta engage and bt: erlqdq,:d 

by the pdint ing. One man could not get ove r ttlf: 

irregularity of the supposedly geometricdlly ~traiyhl 

painted lines, or that hair from the paint l.Jrw;h(~:J, Il:,,.rj 

1 
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~:~ fabricat:on, ~ere ~ef: embedded in t~e acry~ic. 

:-:'::: 'J(::c:r~ea t.he paint~ng' 5 overall "sloppiness" of 

~xe~~t~on. ~ost of :he others walked away just shaking 

~~e:r heads in wonder at the mi!lion or sa dollars paid 

The Voice of Fire i5 typical of many fine ar: objec:s 

which have become dysfunctional. While it may "~ork" for 

a knowledgeable and trained élite 

something like Voiee of Fire ... is doomed not to 
have a large audience, Just due to the nature of 
the discourse that Barnett Newman was 
eonstructing. We're talking about a very 
rarified kind of intelleetuai understanding. 
(Carr-Harris, 1990, p. 22) 

It cannot hold for the broad populace who have inherited 

all the accumulated notions, the true, the faise and the 

mythic, on art and artists. As an exemplar of 

dysfunctionality, the Voice of Fire, sadly, reprises an 

aIl tao common aesthetic non-experience for the majority 

01 Western peoples ~oday. This itself is a consequence 

,'f the mis- and/or non-education of society at large. 

4.5 Conclusion 

It becomes apparent that an ideological divisiveness 

disrupts a supposedly seamless interchange between the 

maker of art and the perception of art. This chapter 
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àoes much to clarify why Wester:1 ~ine artist~, 1..r~ :·~i\·~ 

all fine artists, are held to su ch very exaC:l~~ 

standards and expectations by society. -+ • " 

comp1ex and often confusing tripartite n.:1t~:rf:' ,)! ~:>. : ~:.\' 

arc abject as cu1tura~., aest.!":et~c ace ,~or~;-:1p:---:: ~ 1. :. j 

become clearer. 

An accrual of "the flotsam of ancient con':::';:T!..l': r ; 

the artist (and art) carriea forward in biographica: 

wa ves (and) ent il;ely corresponds to t he a t t::. t :..;,j.::," ' .. J ,-' r. 

which professionals and lait y stil: approaco tnl~ 

(Kris and Kurz, p. 31). 

at the ideational level, our current Western (~or; >-=,pt . 'n 

of aesthetic relevance is like Yeats' "center ~h_~n 

cannot hold". 

If our awn Western ideat ions can ':netamnr:,i-;':'-C:::":»' 

the manner they do, this should inculcate a gred~~r 

tolerance for emergent cultural change and lt.::, ':;.r: :"':: ; A":.~ 

aesthetic expressions. In this regard, 

Ernest Gombrich' s clever ::-ema::-k that we :"'I:!':' ,J: •• ).' 

we paint is not, rea11y, a thesis about cp~::.~s, 

but of the manner in ' .... hich t.he theories :u:;.(n~ 

life and the world affec~ :'he ' .. !ay '.-le respof::rJ. '." 
the world" (Danto, 1986, p. 30). 



J 

A~ :tipulat~d throughout this ~hesis, a Western 

~0:thetlc canon has been the informative ~odel for much 

'.J[ ' .. mat transplres globa:l,!. 

If the originating mode1 is i~self not clearly 

'l[,rj,:, r s:-:J0d :n al': i t s implicat ions, how ':.her. can one nope 

:':,r an,! 'iegree of objectivity or clarit~' i:1 tne stud,! of 

much more complex situations that meld Western and non­

Western aesthetlc canon? 
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5.0 :~UIT CULTURE AND AES~HE7IÇS 

5.1 Introduction 

The perception, categorization and è'I .. :llUdtl.'ll ,': 

:::uit. aesthetic object producL:.on ra t":;èS a :i1..::r:C't}.!:" ,.': 

complex, subtle and inter-related lSSlles. 

represents an e:<ample of a relati'/ely succe!.,stlll 

adaptation of intrinsic and e;·:t::-i:-1Sic c:ultur.:d ,:"i('::;ti',!t-_ ~ '~, 

by an indigenous people. 

The Inuit. are a circumpolar pe'.:::p~e ~ ~'lLnl ::: ~j"'."! 1: 

Western nations. Within each, the::.r oru:nt,jt.lHl :1,.1_ L'~I_'!1 

affected di f feren t ly accordi!1g ~o the con st r' ~ct ~:'J } ~ t- :-1 11 i ! 

enveloping macro societies. 

~he Canadian north, ~,...,hich loS ,-;omposed ! t ...... Il f 

the Northwest Territories, parts 

Labrador, consist of the seven milllon squau' ~::: _,:r,'· "r j 

of which 2.6 million lie north of t.he tr'2è ~l:;'~ ,', ' • j 

1982 its total population was appro;·:i;r,3teli' '::, 

which approximately 20, COO 'Nere Tnult (I.J':;.~~~, .. "',1 

While the term 'Inu.::.t' 

homogeneous people, there are actually many 0~f~~r~:;· 

groups that share "Inuitness U alld these can , " 
~.J .: 

, ,) 
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ag~, gender, physical locality as weIl as levei of 

The 'tradition' of the Inuk elder which is 
construeted fram symbols of camp life, dog teams 
and shamanlsm, is certainly different from ~he 
tradition of the Hamlet Couneil member whose 
focus is on the Church aDd trapping; and 
different again from the 'tradition' of the 
youth who considers snowmobiles and carpentering 
as symbols of tradi tional ethnicity (0' Neil, 
1984, p. 290). 

Yet this diversity is measured by a complementary pull to 

un::. t y . Inummer ik, i. e. 'a genuine Inuk' is an 

identification that is very important in most strata of 

contemporary Inuit society. Among themselves, the term 

has become used inereasingly as a political rallying 

pOlnt in reaction to an ever-encroaching internal 

Canadian colonialism (Kienetz, 1986; O'Neil, 1984) 

What is striking about the Inuit is their formidable 

capacity to adapt, not only to an extremely inhospitable 

env~ronment, but to a dominating Euro-Canadian cultural 

0ntlty as weIl. That the 'victims of progress' havL 

progressed tc their own empowerment as a "first nation U 

ln less than 20 years is evidence of this adaptability 

(O'Neil,1984) . 
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5.2 Inuit Social Psychology 

Unsettled societies such as the Inuit respond to 

changes in subsistence patterns by a change in socLo-

political organization. Political realities and thell 

corresponding necessities required a cultural leap f rom 

an egalitarian society ta one based on hierarchy. BoldL 

and Long (1984) RS k how ideas of authorl ty, hiera rchy d nel 

a ruling entity contained in the Western concept of 

sovereignty can relate ta aboriginal traditional mores. 

Contemporary Indian and Inuit leaders "are recanstructing 

and reinterpreting their tribal history and triba l 

culture to conform ta the essential political and Legal 

paradigm and symbols contained in the Euro-Wester n 

concept of sovereign statehood U (p. 547). Grahurrl (197H) 

elucidates this: 

Taking the structural position of defLnition lJy 
contrast, the Inuit have embodied the 
diacritical features of a self-view (Barth, 
1969, p. 14) with reference ta what they cl n' noL 
in the white world and conversely by what UH:' 

white world tells them vis-à-vis whiles. 
(Graburn, 1978, p. 195) 

In contrast, D'Neil (1984) states: "Cantrary ta the 

expectatioI1s of earlier observers, the ethn ic group::. no 

longer seek a legitimacy from dominant groups but dre 

instead embracing their own traditions and de[jni t_iofls of 
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r' -1 ~ i t.'J" ( .... J.S4, r:-. 46). Paraao:.: r:ermeat.es a:2. 

~0~~~pt~0ns of s~ltural difference and beco~es 

f,<.1.ct:: 1':11 l a r l} P rCJno'Jf:ced ·tlhen cons ide rj r:g :;:nu i t: aest net ie 

')!...JjCt:t:.:; in rela.tion to 'ilestern concepts 0: fine a~t . 

. , .. 
Ar(~t je ':ô'n 'J :rcnmen: '::"3 cons l0erec o~' ..... ,an~· :c 

a barren, 0mpt} ~and, largely comrort2.ess ana 
desola te,. The endless t undra stret ching f rom 
sea to horizon has an austere, monotonous charm, 
i'l cert.ain cold, clean edged beauty" (Carpenter, 
1973, p. 6), 

ALth0ugh sedenLary and ge1".erall} acculterated to so:,,:e 

~~qrep, the Inuit define thE~selves in relation :0 this 

'-3nd. Hunting lS still an essential, if not the 

essential component of Inuit life. While their social 

r-t:~erns may have changed, the environme~t has not. 

,:; sri] l shaplng ::nuit experience, and the aest:hetic 

'l: ,,-,:,,:t::. the societj prOQ1JCes. 

Berr).' (1966, 1976) analyzed the development of 

p,=rceptual skills required ta survive in the Arctic. He 

suggested that an Inuk must have the ability ta isolate 

J~:~ht variation in visual stimulation in a featureless 

vi~tJ and organize these details into spatial awareness, 

There is a definite correlation between ecological 

demands, cultural practice and perceptual skills. As 

cultural and psychological development are congruent, 

cultures with differing ecologies will: "tend to develop 
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1 
and maintain different sets of skills, (th0rl'! ('Il') t hl' 

concept of intelligence, or its equivall_'nt, iE> lH)llllti l,) 

be defined somewhat differently by each bociet y" (l'. 

229) . 

The linguist, Gagné (1966) sugg0sls lhat il\:;iqht:, ('<III 

te gained into Inuit thought and percept i011 t 111 ''1ll1l1 .1 

st u d y 0 fIn u k t i tut . The 1 nui t ab i lit Y t- n fun <:t i,) Il ; Il 

seemingly undifferentiateJ terr,iil\ i:-s d!ll> lo th,· :,111\\ of 

cognitive maps which are (>.·:emplifH·,j hl' tlt" IdllqlJ.l'l'. 

Berry (1966) learnecl lhdl Lhe Inuit "pu: •. ,p:,:, ,1I1 illl r j, ,If,' 

system of wald"" tern1'2d "localiïer;;", whl r II d,cl III f 'l" 

location of abjects in space. Thf-,sv lor_',j 1 j /1'1' ll'flll .tfl 

integral part of the word; 

the distinction, is obllgatory" (p. /ll'). Clin:,' "1IH'lll J /, 

"an ana lys is of the rnui t language revf:!ê11: ... (] (w()rn(~t r j ( 

spatial system as complex as that of western l(·r:hllir·,jj 

ma n " ( Be r r y, 1 966, p. 2 1 3) . 

considers that the highly developed menta l dfld j flqll j ',t i r' 

conceptions of spa ce and form are neCe0~é1ry for 

visualizing and commun icating locations and : ... hap(· j fi d 

virt ually featureless landscape. 

Researchers (e. 9 . Berry, 1976) have' sugge:,;ted thd t 

members of societies which are fixed and hierarctdr":dJ 

such as agriculturalists, tend ta be field-c1.:;ppnd(~nl 

.. 
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ta ce analyticai ~eepe~s of :~e:~ 

lndl;pt~ndènce ald in the development of social s1<i:ls, 

gl,)bal processing and inferring spatial relationships 

(Clark; Helfons, 1983). 

't 
Inuit society is field-independent. This is borne 

',lut ln comparisons of Inuit spatial cognition 

\::hcl.rdcterist ics with attributes of a field-independent 

pe rsona l ity (Berry, 1966, 1976; Carpenter, 1973, et 

,11 ; GambIe; Ginsberg, 1981, et al.). Their social 

conventions have aIl been conditioned by its 

environmental forces. This, then, is the "centripetal 

energy which holds them to their unique cultural 

CO!1figurations" (Otten, 1971, p. xiv). 

Over the span of centuries, these psycho-social 

qualities have been reflected in a distinctive material 

culture. Pre-Western Inuit manufactured \\many things, 
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':.~e na~·.-Jha:, t.he g~eat t;.:.::ks of t.!1e .... .) .. :. j' 

::eeth :.::-om the seal al2. :o.::-med ;TldrVe~~' 1-., 

;Tl a ter:!. dl. , . BO!1 e s ma de:' 0 n q- e .::- :: i q ure !3 , ~ . l ~ r. 1 • 

· ... ere needed ' ... hen ma1<-:!.:1g c1~.::-oW 3,:!:"a::.?h':.,~:.,,: 

:-îa.::-d s::cr:e ·,.;as ... used f8r :.!.ak':'ng tr:e ..... '1·, ... · 
f':i:,t. Soft st.one · .... as used ':0 rnake t~·~ '\\10',';' 

and dishes ',.;hich were ..:s~d 3S :drr'pS ar.1 ., ',. 
stoves. (Burland, 19 7 3, p. 34) 

I:1 turn, Inuit manufact.ure has been l.nforrned r'~' 

disti:1guishing aesthetic convention. This ,> ;.';"1:1 ~ 

usually seen to be a response t.o the 

li:e. 

5.3 Historical Contexts 

The interactions between the members of Le)!:h Ir:'~ . 

and Western society, as they have occurred :;1 (~'1:1 . .1:'., , .• 

this century, reflect the economic and roll::icd] 

asymmetry of these societies. 

this century, the wearing of Arctic fox fur was a pOI)11.!--H 

Western fashion. In order to encourage the t raf;p Lrl') r~ f 

fo;.;, enterprises such as the H'ldson' s Bay Campan:; 
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Exter.ded t~appi~g 

'<~p·~,llt .. uns necessit.at.ed inc~easea supplies ::or longe:::-

·,'<'l:TlS. Tt) rr.eet: tl':.:.s r.eed, hJnti:1g patter:;s ·.vere a::'t':":::red. 

Huwe~~r, decltn.:.ng Caribou herds, on whieh :hey reliea, 

t()r(:~ù tne Inuit. to become inereasingly depender.t or. 

lInp'Jrted food, bartered for at the posts (Gracur!1, :")'S) 

Çjught between d credit systew Rnd ever-ehanging consumer 

Jemanùs, the Inu~t fell victim ta the inevitable ma~ke: 

downturn. Between the Depression and the Second World 

War, the price of fox pelts plummetea anu the Inuit. were 

forced into accepting a eontinually falling priee. 

Flnally they could no longer afford ta hunt, trap and 

barter. Destitution and starvation resulted. The 

Hudson's Bay Company also reacted to the market change by 

closing many of their posts, further contributing to 

Inuit misery. 

The ~dr years brought sorne respite. The Canadian and 

American military reinforcement of the North brought in 

its wake jobs and discarded material, both valuable to 

the Inuit. Even though the priee of fox fur subsequently 
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!:'ose, :.:::-a;:ping · .... ·as r~e\"er ~eeS~3!;~ :'3~t:\.1 1~'" ~ :"'.,\ ~: •. 

i'· .1 

f8rc~cly resettled. The C Q D se q 1..1 e n ce 'N d S ' • f. ~ t r - ,- 1 1 • 

:':-:o2i.:: cf~spri:ig. :'Jage .'.J! -' 

!îUntlng, a stll: 'lital and no2CeS3.3rj 3('::~ l\'~'_,' l ',f· 

1984) . 

3 Y 1 9 5 0, t ~ e ;: n u ~ t rel i. e a c n t.:i e Ca n a 'i :.. . .Ii: J'; •• : • . . 

for si:-:ty percent of their li.'/e:.:.!"lood (r~r..l' ,~:::-" ~ ',") 

At this time a minor event occurred that '.va') ':.: ; ,Ot:' :' .. j. 

significant to the Inuit as trapping had bt-">,:,r: r Ir t '" 1: . 

earlier. 

In 1948, the Euro-Canadian art ist James H(:;'l::,~_()n 

visited Port Harrison and Povungnituk on th,:, '_:-,":!:_t. ,~ 1.' 

of Hudson Bay. The ancestors of the Inuit :hdt:. H0\l,~'~[J 

met once formed two distinct societies, the [.(:Jrset 

Culture (700 B.C.E. to 1300 C.E.) and the Thule Cultur~ 

(1200 C.E. ta 1700 C.E.). Both were nomadic hunting 

groups distinguished by their unique ivory carvings. 

, , 
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l 
3~~~/Je~r. : 7(jfJ and :-10uston' s "Jisi.~, :r:uc:: 0= :::is ,:arv.::-:g 

:':a a ~ ~ = : :-! , : 9 6 ~) . 

':.r.-= r:arvings purc::hased '/J~re an':ique or cor:te:r.porar~·. 

:·l,::;llston ret::1r:led '::-:e fo:"lowlr:g year ',..;.:.th a ':niss~on', 

"t::.,_) :: .:.nd out '/Jhet:her trle Inuit on the edSt:. ccas'C. of '::1e 

::h..1l ''''o:ll,j sell" (Houston, 1952, p. 103). :::n conju::c'::'Jr: 

",ith the Canadian Handicraft Guild and the Hudson' 5 Bay 

(c:rrpany, a chit system was establi shed that enabled Ioui,: 

Cdrvers to exchange their wark fOL necess :'ties at 

H1Jds,)n' s Bay Company. posts. As sales and production 

ro:;(~, the Federa l Department of Northern Affai r s became 

interested in the project' s success. It was thought that 

a government investment would help develop an economic 

al ternat J. ve to we Ifare payments. This was to become 

onerchls ta both parties, albeit for different reasons, 

The resul t was that carvings were sold in Hudson / s Bay 

Company retail stores and in governrnent outlets in 

southern Canada. 

88 



1 
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. \ . ~ 
" , 

Ye:., as ::':1 ':!îe p:-ecedinq 

.... 

:":1 a ~ i.ek:e dema:;d cj'c2.e, 

::t.:aso:1' s 3a~' Compan::' sl~daenli' 

, " 

'.,rere acversely affected. Demanas f.::-r ',vêlf t!.." ,:::!., l "f 

substantial':'::'l and t:he governme:-:t · .... as ~,--':-':.~, 1 ' 

surplus carv:' :1gs as an a:"d mea s '.1 re , 

isola~ed as they had been ln :.ne 1930s :lnd ~ '} ;',; 

e:1d of the 1950s, the character of the ~Jor':.:-: ;:(t'~ '_;, !', li' 

substantially due to a series of events, 1:' begar. 'I/:'r,h 

the eonstruet ion of the Aret ie Dew Line and t!îe 

importation of teehnology and personnel on ar. 

unparalleled level. In addition, a growi.ng '~crld ~::':;l'.': 

for cet ter treatment of minor i t ies and colon i zed !J::r,r, J (~", 

had been noted by the Canadian government (r: :"r::net: 2 1 

1986) . It responded by providing higher leve ls of 

financial and material aid ta the Inuit, Finally br::r::03u::.e 



'or ':.,jf~'3e r::hang,,::s, the original H'.ldsor.' s 3a,! C::;,r:-:par.y posts 

r.J,:~(:::arr\(~ Luclel at:.ract1.ng churcn :nissions, pO:l.ce o::::'ces, 

- , :.:r t:~e~r 

Stron~, :9"'73). 

1n.J .:. il S t (1 l' 0 f the In u i tin t nec e r: t ra l and e as:, e r n A.r c: :. .:. c: . 

Sa';'es dol':'a ~.s • n .... 

t f"; '~'~-. n !lt~ • t\t thlS time Houston introduced t.::e acdit:".:-na:" 

-H': i ndL:.st r'j of printmal<.ing which also became hi.ghly 

'31lccessful (Graburn, :967, 1976, 1978). 

T~e f~nancial and psychological rewa.rds :he :nu~:. 

If':-iVt~rl from this work, combined with increased 

.... ducatlOn.31 and travel opportunities (often in connection 

with its promotion), enabled Inuit eIders te conside.r 

0rLicns unavailable previously. This resu~ted in an 

ine red~.;ed desire for a utonomy and self-determina tian 

(Graburn, 1978). 

Through the late 19505 and early 1960s, co-operative 

institutions were farmed that enabled the Inuit ta assume 

many of the functions for which they had been previously 

dependent on Euro-Canadians. While these co-ops were 

• 
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Eowever, ::~e reve!1ues from art ma:1Ufdct..,:r,,' -':; =-' :'.. ,> 

otl:.ers . 

., ~"7"­

.... :: '0, 

:'::ese c:o-o}:'s became ::::e .30C;'3':' 1:~,i:' 

::::1 1973, t::e Federal '::;over;Jment sp,JnéXlt'" l .:, ...... '" 

of t~e :::nui: Conference". At '::::11.S :neetl;Jg 

rep=:-ese;:tatlves of Eastern ::::nu ... t a=:-:J st::: : ~-". 1: 

of ':::~e Canadian Arctic ProClucers, :::nc., a .':.- ...... :--. 

corporation responsible f()r mar~:etlng '.1..1'::-l',U', ,'\: 

p=:-oduce :nanufactured oy the :nui:. 

By the 19405 and 1950s, the colonial st3ye --:[.,., :~, 1.' 

occupied as considered within Graburn' s (lj79) frdi'<'::·,IIJr" 

suggests they were poised for severe cultural d~C:l~~ 

having no longer anything of value to of ff~r. :! )d':';~:-, 

their relative geographic isolation slowed ~h~ 

acculturation process, which under more favouraü'-

conditions would have been already completed. r ) ~ 

course, was fortunate for the Inuit, for by the :im~ 

becarne culturally jeopardized, several develop~~~t~ 

J 
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.. + 1": :-1 1 +_ ... 

1':)7", r. 19()). Thus, for the Inuit their carvir:gs 

~~'!mbo 1 ized selr-determination through economic stre::gt:-: 

3nrl for the Westerner it represented Inuit identl~y. 

Thl'; issue i5 dn essential aspect of any discussion of an 

In\ll t. ae:3thet.l.c convention. 

~hdt the Inult culture is in transition is evident. 

Less clear, perhaps, is that the changes in their life 

Fcltterns reflect 'strategies of action' (Swindler, 1986) 

In sueh unsettled periods established cultural ends may 

be jettisoned and new unfamiliar habits will be practiced 

until they become familiar. These are formulated, 

fleshed out and put into practice as new cultural habits. 

"In sueh instances culture may indeed be said to directly 

shape action" (Swindle=, 1986, p. 279). Graburn (1978) 



i 
~.... . , 

',.;o!:': à" (P, :. 0 =) , 

0: the proces s and consequence Q:: :lCCU 1':: l::-.3:- . ,,' 

beginning in the early 13tn cent~r~. 

contact, ae st~et ic prod'..l.::t ion cent er ~d ,-,n '": ~- ... ~ 

of ut i litar ian ob j ects, sorne Qf \>J!1ich :-:ad 

purposes. 

were now diso being traded dS sou';enl.rs Wlt..'i .'lt~:-,·>~:: 

whaiers, explorers and merchants. '::'h1S 

antecedent of the third phase (:1art.jlin, l)'~·;I. ..~ r '"'1"1 .... : •• 1 

years 1850 to 1950, intra-cul':ura: aesthetic rr .. . . ' 
dwindled due ta a change in the Inuit SI)C:·~-·~;:·;.' 

The walrus and whale, which supplied the i'J't;cj ;r<lt:.·~[ ~ l. 

used in aesthetic production had be~n dri';e;' ::':r ~.;.'" 

further :rom Inuit habitation through ~n8 e:f~~~~ Gr 

Western w~aling (Ray, 1961), Th8 reorientat!!)[l '.- t '-,'." 

Inui t fro:Tl hunting to t rapping aiso took them fa rt h·· ': 

from these animais. The change from Nomadlr:: t!J rar':.~d.l., 

and ultimately sedentary life reduced the nec~ .~~~'l 0! 



c:aC/l.:-.g ii! :'îi:-lia':.un::. Finall:/, t!1e suppression of 

',n,1rnanJ.3m and it') replacement ',.;ith Christianity removed 

'":.n~: rel.::..gi01..lS ralson d'être for carving the small 

3ï thF> t :'me James Houston arrived in 1943, very 

.: ~ l ~ (~ c ct Cl l. n gin l ',/ 0 r 'j wa soc C'.l r r i n 9 e ;.: cep t. for t. he 

()'.::casional to:; (~ntra-'cultural) or curio (extra-

cultural), Soapstone, however, was still being useà as 

the traditional material for carving portable lamps and 

'Ni th Houst on' s a rri val, a new phase in the 

hi:~tory of the Inuit aesthetic object was inaugurated. 

The impetus for Inuit aesthetics is so deepl:; 

lngrained culturally that the propensity to creat.e 

ae3thetic objects must always be omnipresent. 

"Many traditions, languages, cosmologies, 
values are lost, sorne literally murdered; 
much has s imul taneous 1y been invent ed and 
revived in complex, appositional contexts U 

(Clifford, 1988, p. 16). 

C0nsequently, the extra-cultural direction of 

anci 
but 

contemporary aesthetic production in Phase Three must not 

be seen as a nel"; form of \ accul t urated' fine art, but 

rather a new direction with aIl its attendant survival 

strategies. 
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S ince the Inuit themse l ves ackno\-J ledge t ha t tht-' 

.:::-a::'son d'être for their work 15 economic gdi;1, thi.J 

renders the entire class of produce as suspe,:t:. 

There fore, ra ther than percei ving and aci(!1\)\'/ lt->, Iq 1n'1 • ~l\' 

holistic and creative cultural energies -lt p13Y, :"e':-.t t-',,, 

cognoscenti have instead debated the cat.eg'Jr i:::!t ,,:1 " 

this \-Jork (e.g. Carpenter, 1973; Ryan, 1975). 'T~lt' 

following questions essentially delineate tne 01111,\ L:l" 

controversy on the contemporary Inu! t aesthet ie "b" ,,_·t 

Is it art, commercial manufacture or l"Jth.' 

Is the object in conception; in its symboL"c, 

expressive and formaI a!::ipect s, Inu i t, h't-;:"i t " rn ') r 

both? 

How do these questions implicate the issue 0t 

art versus craft? 

What standard of measurement is being applie~ to 

these questions? 

What standard of measurement should be dPP 11 ,~rj 

to these questions? 

Yet, this endless and often fruitless c~mtention 

between what i5 art and what is craft, high art:. 'Jr J ','d, 

i5 a consequence vf the inherent problems wit~in th~ 

contemporary Western aesthetic model. This pr~~ess 



similar to the weil known apho.cism where the pot c,111s 

the kettle black, Therefore, 

At a time when revisionist art '1istory lS 
reassessing the traditional isolation ("If tl"'at 
discipline's subject matter from the fabric of 
social and cultural life, and at the same tlP1e 
when anthropology is delving more and more 
insistently into the nature of culture in modern 
industrial societies, we ar~ a1S0 at a tlme when 
our quantitative division of world art into 
"ours H and "theirs H stands ready for a seriuus 
reappraisal. (Priee, 1989, p, 126) 

No single source has coge!1t ly addressed this reapp ra isa l . 

Moreover, the literature is heavily weighted in favo\lrin'J 

Western opinion and Western interpretation of Tnui t 

opinion. There i8 very litt le di rect Inuit op_ y ior. in 

available l iterature, In fa ct there may be none! 

5.6 Inuit Art 

"The process of the Inuit mind in lts th::"nking abuut 

art must be the most primi t ive in the '.·lOrld" (Hou~ t on, 

1956, p. 224). An evaluat:ion decidedly indicative of the 

existing cultural bias of the time but stated by a 

trained Western artist with a deep commitment ta the 

Inuit as made evident by the projects he initiated 

(Houston, 1960). The term 'primitive' is used pO:Jlti.'/(:!l1' 

and is related ta the Avant-Garde' s attitudes tO'd3r rjs 

9G 



non-Ttlestern aesthetic objects. As such, it had 

prQmotional value for the marketing effort thdt was 

underway. Houston believed that the "link between past 

and present in this art is as yet u'1bro1cen" (1952, p. 

') 9). Yet he a Iso recognized that this art was the \\ f irst 

step into industry" for the "clever and energetic" Inuit. 

For Houston, there existed a decidedly Inuit art 

characterized by é! distinct '~vely commercial quality. The 

following remark summarizes Houston' s attitude concerning 

the Inuit dnd their art. Its paternalistic and self-

conscious tone ls also indicative of cul tural :lt:titudes 

of the t irne: 

With our increasing activlty in the Arctic, the 
Inuit have an even greater need to express 
themselves. Their language is not the sarne as 
ours and we seldorn see them in their own 
surroundings, but through their pictures they 
tell us they too are thinking people, aware of 
the joys around them. (Houston, 1960, p. 17) 

This orientation was also the basis for governmental 

marketing efforts. 

Ryan (1965), an associate of Houston' s, raised two 

important concerns. He suggests that the rnui t were not 

interested in depicting in their work Western objects 

su ch as "horses, machinery or aircraft" (p. 30). Yet 

this was not true. Ryan' s perspective is contradicted bl' 
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reports from this period of Inuit carvings of Edsels and 

kangaroos which had to be destroyed because they were nol 

'authentic' (Levine, 1975). What is more importanl j~, 

that his comment was made at all; it implj es éln 

aesthetics of reception in which the consumer of lhe 

artwork influences subt ly and indirect:ly the work' s 

content (Jules-Ross~tte, 1984). Clifford, (1978) also 

rei terates the di scomfort of Western consumers in 

confronting 'impure' non-Western work which rnb:t""'!3 

references of the modern wor Id into i ts compos i t ion. 

Underlying this bias are two conflicting impulses. On 

the one hand is the Romantic Rousseauian notion of lhv 

primitive as 'noble savage' symbolic of the Ed(>n lü wh i ch 

Western citizens wouh.1 escape. On the other ls the 

implicit attitude of Western superior ity. Ryan il l:Jo 

wrote that "(m)any Inuit artists have suffercd from bf.:'inq 

grouped anonymr:lUsly simply as Inuit" (1965, p. 30). Thj~) 

issue of anonymous art or art by ethnie identif icaUon U, 

directly related to the development of "fine art-by­

destinatll"1" which commenced in the Renaissance and was 

associated with the equally new and equally growing idea 

of indivi dualism. There is no content ion if one s j qrd f i(~s 

a 'Canadian' art because sub.sumed und8r the category a rç:~ 

individual artists who, if their work if.; in the 



the marketplace, will by psyc~o-economic necessity be 

i rient i f ied. 

However, if one signiries an 'Inuit' art, that same 

pracess of identification cannot necessdrily ce 

guaranteed. This is also a consequence of market 

principIes, albeit different ones. The Western notion of 

art:stic identity being necessary is alien ta the whole 

pre-~ceulturated non-western aesthetie ~raditi)n. 

Ryan feels the Inuit artist 'suffers' from anonymity 

becduse by definltion anonymous art, non-~estern art, is 

judged by different standards. This relates ba~k to the 

aesthetlcs of reception because implicit in the marketing 

of contemporary Inuit aesthetic abjects was the idea that 

they were fully a fine 'art' in the Western sense. Thus, 

they had to flt aIl considerations of what fine 'art' 

represented, including the indlvidual artisan' s identity. 

Never addressed was that Inuit society as egalitarian and 

non-hierarchi~al would not value an 'individual' who had 

become 'valued' for his artisanal production (O'Neil, 

1984). Yet, lt is well to note that through t!1e 

promotion of particular artisans, this is changing. 

However, the effort remains controversial. 

Turner (1963) reported that graphies in Povungnituk 

were poor in quality because they were inflùenced by the 
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design and characters within Western camie str~~s. i " ... ' 
ironie that these should be consid~red poo r- \\Then .:"ml' ri (:.] r: 

Pop artists of this pe::-iod were influenced by th!", ~;,lmt· 

corric strips. This again relates to the at-~st:let: ,':"~ ,': 

:::-ecept ion, 

objeet is art. one that is disti.netively ~.:1fLt;t-!r.,~t-::',i l'" 

the visual reality of the Aretic environment in Its 

formaI properties, that is, rounded sculptural shap~s, 

This valuation based on expressive and formaI featlj::-":'~ ,,'1 

representations ot the artistic eontext lS ::::ontr.:ldl(~·' ,r', 

Aspects of :~estern cultlJre are real tc the Inult, 1-,111 i!.~" 

not wanted in Inuit artistic work. 

The individual most conscious of the i.:1hert-::'n~ 

contradiction in the dialectic of the ~wo sos:etl~s ~~' 

Edmond Carpenter (1973): 

We have called primitive man forth from his 
retreat, reclothed him as a noble sa vage, t:3 U'::~: t: 
him ta carve the sort of art we l ike, and hl r'::-d 
him to dance for us at lunch. (Priee, 1(186, r', 
11) 

Carpenter (1961, 1973) was cri'::ieal of the 1:-,1;:', 

aesthetic object and used cllltural, fo'::"malist ël:1'l 

economic criteria as a standard for his reasonlng. 

cultural experience which placed emphasis on ast an~ 

ritual, form and function and movement in spase 'tlr).', 

t Il \ \ 



l 
'j~rj l'"::,'J. The ob j e ct s di srega rded ': :--.e se i!i f 2. ..:er:r::es in 

+-rJ:lr ::;tat.ic appearance. As such, they ~"ere :1ot truly 

--:'".+:·]rall:; repres r3ntative. FClllowing from this, his 

~r;rrral i st concerns contrasted desig:-t id'::'oms of pre-

E'H'Jpf:!an and modern objects. Earlier objec~s were 

ba(:kground, visual puns, use of nega::ive and positi'..T"" 

,pacp. dnd x-ray design elements. In cO:1trast, :1e 

characterized modern objects as having a fi:{ea 

perspective with ail its fornalistic implications. From 

an economic vantage point, Carpenter thought that many 

tnult carvers would stop their work if the market failed, 

thereby suggesting the inherent dishonesty of its 

representat ion as true Inuit art. 

If Houston and Ryan did not grasp the essential 

iSSles, Carpenter did. But his views leave no room for 

the concept of a culture being able ta change and ta 

\:reate new traditions from new realities, while still 

m . .llntaining continuity of identity. He correctly saw 

that the forces of acculturation were, by and large, 

necrative in their effects on the Inuit and consequentl:; 

0n In Ul t modes of aesthetic expres sion. 

Levine (1975), an American art i st, cites the case of 

Kllmal{uluK., an Inu.a carver who had studied at the 
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into hi.s wor.'<. i'iestern design eler:1en::s 1~:~':enct",1 '';'.",,', 

:1otab l y by ? icas s 0 . The Canadiar: Ar ct. h' i? r-,',ili,- t':- 1 

Assoc iation rejected the wor~ becduse l t dl ,j n', 

sufficientl:; Inuit, and it con:.i:;èlèS t, ,,': ." 

An et~nic artist who produces no:;-"'tt',:-',:: .1:' 

as a problem. However, the aynarnic proces s ot 

acr:ulturation implies a continuous adaptatio:1 ,:'f ".lt' 

domi.nant culture' s mores. At sorne point, th8 ,i,-:.~" :.:-p.j 

content the mad:et demands ',.;ill be at ,uch ',xl(is ',.;i':: l,,> 

reality of its producers that something !ë.dJ.cal ',.;ll~ :-lJV"~ 

to occur. In this sense, an artist l.:k .. .:' Kuma",lll lI< 

represents both the best and worst outr:omes ,-)[ :-:.:; l, 

inevi 't:able sh~ft. 

1 
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fi. r:; CÇinCL'JSrCn 

'tl ~ t n inc reasing l j sophist i.ca ted t r: avel ar.d 

c:ommun i cation technolog ies, interact ions ber. 'Neen 'iVestern 

and non -rNeste rn cu l t ures have i ncreased exponen:. ially. 

1~::, a r~sult, W8stern not~ons of aesthetics ana art have 

become \ltterly lntert',..;ined with '::.118 i::'::.rinsic aesthetic 

'J'al uat ions of non-Western peoples, 

An entire subclass of art abjects, a hybrid of \\art-

bj-dest ination" and "art-t.j'-metamorphosis" has come into 

This subclass of useful thing ha~ become the 

study focus of anthropologists. Yet, as recently as 

t went i' years aga, Ot ten was q\1est ioning: 

the total neglect dccorded ta the process of 
acculturation in ar.t ... systema'.ic studies of the 
exact sources and nature of cultural pressures, 
the dif fe rent la l changes in various st Y :es and 
functional categories, and the avenues ~nd modes 
cf transformatlan have yet been hardly 
at '::.~;npted. 1>1eanwhi.:.e accult uration goes on 
apace, (Otten, 1972, p. 65) 

'l'he literature on "acculturated art Il ignores certain 

:lflderlying issues which are fundamental ta an analysis 

and a logical grasp of the general phenomenon of the art 

abject as commodity. Typical are the writings of Graburn 

(19"76) and Jules-Rosette (1984). Their examinations of 

t!':e commercially motivated and Western influenced 
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~estnetic p=oaucticns, 

C; :i n 0 r1, W n .:. c h ~"" r 0 v i à e iJ est e r :1 .3 C C l. e ~_ :: rIs ~ ~ =- ...... !:"" ~~.... .. n •• : 

destination", as commodlty, is par-~::.cu::'ar-:'/ :::::-:' ,pl 

of an art object" is strictly a ;'Jester-:l .:-:'J·:':1t; ,,' 

~orEover, this construct, 50 central to OL.:r- ~~t.L+:'.,.·, 

not itself a universal phenomenon, but r3.t:'l~r -l ,.r.'If) 1.', l 

category (Clifford, 1988). Through the irnp'ô't:ll::" d 

c01c:1ialism and i!1dustrialism, this 'V'Jester!1 ;no,jp!, , . , ". : 

hardly understood, has been, to a larger or le'~'~':'[ 

exten t, app ropr ia ted by non-Western cu l tu res (~·1d 11;'" , 

1986; Clifford, 1988). As such, these societles h~~~ 

been able tout il ize their ae 3thet ie produce .) s ,"1:1 .': ~ " ," 

into the global market economy. 

The discipU!le of anthropology began by ln r),: .;,'] ',' 

other cultures. When it lookedat art, as par-t:. ,,~ ,.'_;. 

examinations, it adopted Western bias as i ts sta;l'i:l: . , 

As Maquet (1986) states "the si!1 is to take O[1f"':' s 

collective reality for an external and indepenrie!it: 'Ii'J:: .'j, 
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"Ih.::.le the "lester:! moae::" of ':he art com.r71oaity ',."as 

J 1..0 1 _ r; e c ... ::... : u 11 ï !:. ~ ans 0 .:. a:-l t e a," i-' 'N as dO:1 e <rd':' t 1: 0 U 't t ne 

a.:: ar. e'ld .::.n , . -
:t.se1.': 1 

~r~mercial motivation Even more problematic is ':he fac,: 

that the work of many non-Western artisans is judgea 

negatively by critics in ~he ~estern mar~et-place due :0 

l.ts d(::Kn()wledged role, by those selfsarr.e ar~':"sans, as 

<:ommod1ty (Ryan, 1965:, Priee (1986) stâ~es this problem 

farcibly -- "When Westerners incorporate the artistic 

~xpressian of foreign cultures into their own conceptual 

~ramework, ~he asyrnrr.etry of the relationship between 

rrltron dnd artlsts and the tremendous power of asymroetry 

.1r'2 rarely recognized" (p. 11). Artisans within the se 

~ultures cannot help but be affected both in out look and 

in practlce by these once external and now internalized 

\','este::-:1 values. 

\'Jestern aesthetic a:1d commercial values and biases 

have been positioned uncritically, as the standard by 

,,·n::.ch all e;',tra-cult:J:::-a' judgements are measured. T::e 

a,t-co~:mcd::.tl' produced by other cultu:::-es must be related 

t0 the Western matrix eut of WhlCh the concept of art 



1 

~:::.:oscp::ica':2.1' ar~d then com;r.erc..La':'l~:", wi::h _:-1 ~:~ t' ',\I-I,t 

~~j co~c~rre~tly withi~ other cu:tures. 

pr.Jduct ion: Ho loi doc han g es ln 'tJ est e r n ci e fin i t i, ) r :~ 

i:1fluence percepticns about artifacts cr~at~d b~' "1'''' 

:ul':ures: :'lhat changes in non-Western :::u:':~lr.11 b":-, 1'" 

are l ikely to be brought about by cn3n~e'o i'l r I-J" 

a,::itudes of ~..;restern art dealers? ~vhat !~ff,," ~~ ': 

:::::anges in :he 'l'lestern art market :-.a'Je :)n ncr:-/l'''-,''',' 1:' 

produc"t. ion? 

Cultural groups, whether national ~nt:;,'::'l~_", _'::: 

i:1digenous peoples within large r SOCla l fanr i :S, il j'JI' 

become increasingly militant about thelr inherer:t 

identities dnd values. Furthermore, this appears '::.', L'· 

global phenomenon. As a logical reaction, t:-:'p 'Ne-;!" , 

"aesthetic-anthropological object systems" are tp li.-: 

challe:1ged (Clifford, 1988, p. 203). 

contemporary non-Western art na3 bec:ome more :H,'J 'r~· ," 

politicized by its c:=eators (Clifford, 1983) ~ ,:,r-lj.::-

current clash of cultural and aesthet:.c sensü:;ll:'.:.l>c:", " 

an outcome of "strategies of act.iol" and att'~ndan'::. "','/). 



',. d':r ~dr. :'CU':"pt0r ;::hli:.e C, Anikar states the pos:.tion of 

"1',/ ,1:::-':::''303r.3 ',..;ho ha'Je becorne politlcized in the face of 

'p pr/·,l,==.::-f1l1 b:.as of 'iJestern aesthetics, yet do :1ot decr~' 

,,-, [r'/f')11nd changes it has brought about::1 the 

'"' .-'-'.: :·:este~:, 

:,pst,.::r:îlzed populat:.ons in Third vJorld soc':'etles: 

lt :.s :.Eusory to thi:1k that · ...... hicr. we 
comfortably label. "traditional" art ',...,as i!î an 
earl:.er tir.le immur,e to changes in style ana. 
form; it lS thcs ur..productive to lament c.!1anges 
that refl·:;ct cu-:rent realities, Continuity ',..,rith 
earl:.er forms will always be found; the present 
day persistence of familyand community values 
ensures that the arts will thriv2. (Clifford, 
1388, p. 207) 
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