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Abstract

This study focuses on hair embroidery, a decorative application of hair to
surfaces, made by the Yuit of St. Lawrence Island. Factors influencing this technique
include trade relations with Western Alaska and the Russian Far East, reindeer
herding, previous researchers on the island, cold war tensions, and general cultural
changes. Indigenous hair embroidery knowledge is explored and supplemented with
artifact attribute analysis and the analysis of artifact conservation. This ethnohistorical
approach combines field research with museum artifact studies.

During the study, St. Lawrence Island women were interviewed concerning
their past and current relationships with hair embroidery. A strong connection
between St. Lawrence Island and the Russian Far East suggests cultural sharing of hair
embroidery knowledge. Informant based research formed the basis for an accurate
analysis of artifacts in the University of Alaska Museum and the Sheldon Jackson

Museum. Issues concerning the conservation, documentation, and identification of

museum artifacts were addressed.
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Chapter L
Introduction

Northern environments, by their nature, force their human inhabitants to
employ stringent means for survival. The utilitarian aspect of clothing reflects a basic
need to function outdoors in extreme sub-zero temperatures. But along with the
utilitarian aspect of northern dress comes the nonessential but important theme of
embellishment.

Embellishment of clothing in the north, as established in the literature,
encompasses many diverse decorative techniques including hair embroidery. The
embroidery involves application of animal hair onto a base substance. Hair
embroiderers choose to embellish skin garments and utilitarian items including:
quivers, bags, belts, gloves and footwear (Tumer, 1976). Other non-skin items, such
as birch bark and European textiles, are decorated with hair embroidery (Turner,
1976).

The term ‘hair embroidery' may be misleading, suggesting that hair penetrates
through the surface, whereas the hair is primarily applied onto a surface. Ivanov
(1963) states that:

the word 'embroidery’ does not apply to the majority of techniques that involve

the use of reindeer hair or even machine-made thread, because these are not

passed through the leather, but are laid over it by some method or other and

fastened with tendinous thread (p. 21).

He suggests that hair embroidery stitches resemble appliqué work rather than
embroidery.

Embroidery, as defined by Jerde (1992), involves "ornamental neediework” (p.
65). Similarly, Tubbs and Daniels (1991) define embroidery as a "decorative pattern
superimposed on a fabric by machine or hand needlework” (p. 105). The embroidery
definitions proposed by Jerde along with Tubbs and Daniels, indicate a nonspecific
term regarding object ornamentation. 'Hair embroidery,' like 'quillwork,’ denotes a
general embellishment technique as opposed to a precise descriptive term. The

confusion associated with the embroidery nomenclature may decrease as hair



embroidery has increased exposure within museum and cultural communities.

Rationale

My interest in Eskimoan culture and museum policy is a reflection of my
curiosity regarding indigenous embellishment on material culture. Hair embroidery is
an embellishment technique approaching extinction and requiring attention. Factors
contributing to the lack of information regarding hair embroidery include: the rarity of
specific studies, decline in its practice, improper museum documentation, and
unsatisfactory environmental conditions within museums.

Turner (1976) provides a general overview of Siberian (including the Russian
Far East) and North American hair embroidery. However, specific hair embroidery
artifact and cultural studies are nonexistent. My study on Alaskan Yuit, combining
field work with a museum artifact study, will provide a regionally specific study on
hair embroidery.

All too often, embellishment techniques are forgotten when new decorative
processes are developed or adopted. Hair Embroidery may exemplify such a
transition. Black (1982) states that "The dazzling embroidery is a thing of the past.
Even the memory of it is dim....But the art of embroidery simply is not there anymore"
(p. 161). Although true for the Aleut, the focus of Black's research, my research is
critical to determine if other indigenous peoples have retained the knowledge of hair
embroidery.

Within museum collections, hair embroidery artifacts are often misclassified
and housed in unsatisfactory conditions. Turner (1976) suggests that museums,
particularly in North America, have misrepresented hair embroidery artifacts (p. 18).
Museum documentation is often incorrect, classifying hair embroidery artifacts as
quillwork or vegetable fibre. The misclassification of artifacts and the possibility of
pest infestations within museums threaten the future of hair embroidery artifacts within
storage. Hair embellishment is susceptible to insect infestations within museum
collections. My study addresses the issues of museum documentation and storage

conditions to provide a guideline for the treatment and storage of hair embroidery.



Purpose _and Objectives

Available information regarding hair embroidery contains minimal reference to
the Yuit in Alaska. The purpose of my study was to document the existence of St.
Lawrence Island Yuit hair embroidery, and to analyze factors influencing its regional
presence or absence. Furthermore, my purpose was to analyze the attributes of hair
embroidery artifacts and to assess the condition of these artifacts within select museum
collections.

My first project objective was to establish my awareness of hair embroidery as
a form of material culture indigenous to the St. Lawrence Island Yuit. After
establishing this awareness, I intended to authenticate hair embroidery within general
Alaskan ethnographic material culture. My second research objective, therefore, was
to produce a visual and textual reference to promote the knowledge of hair embroidery
within Yuit communities. My third research objective was to examine a possible
relationship between Far Eastern Russia and St. Lawrence Island concerning hair
embroidery. My fourth objective was to provide a visual and textual document to
enable museologists to identify hair embroidered artifacts within ethnographic
collections. My fifth objective was to assess the issues regarding the preventive

conservation of hair embroidery artifacts within museum collections.

Operational Definitions

I compiled this list of definitions to identify the context in which these terms
were used in my study (for further definitions see Appendix A).

Beringian composed of the area between Western Alaska and Northeastern
Region Asia.
Conservation “to study, record, retain, and restore the culturally significant

qualities of the object with the least possible intervention"
(Code of Ethics, 1989, p. 18).

Far Eastern Russia  the region east of the Kolyma River, specifically known as
the Chukotka Peninsula (see also Siberia).
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Hair hair embellishment on skin, gut or intestine, birchbark or textiles
Embroidery using an appliqué or couching stitch.

Preventive "establish and maintain a high standard in conditions of
Conservation storage, display, use and handling of a cultural property (Code of

Ethics, 1989, p. 10).

Siberian Language of the Yuit from St. Lawrence Island and Far Eastern
Yupik Russia.
Yuit "live in the coastal areas of southwestern and southern Alaska

and in the delta formed by the rivers Yukon and Kuskokwim.
These southern Yuit (also Yupik) include the groups
of St. Lawrence Island and eastern Siberia" (Koek, 1984, p. 80).

Limitations

Limitations pertaining to this study are divided into cultural and institutional
categories. My study was limited by the ability and willingness of embroiderers to
relay information within the two communities of Gambell and Savoonga. The
apparent absence of reindeer hair within the communities limited the ability of women
to produce hair embroidery. Limited access to reindeer hair within Gambell impeded
my ability to observe the embroidery process. Savoonga elders, participating in a
ceremonial dance performance in the community of Shishmaref, were absent from the
community limiting my ability to consult them for this study.

Institutionally, my study was limited by the fact that artifacts were scattered
throughout North American and European museums; my study was limited to the
artifacts in Alaskan museums. Another limiting feature includes the museum
collectors' biases regarding what was collectable and aesthetically pleasing. Another
limitation involved my ability to locate artifacts concealed through incomplete or
inaccurate museum documentation. Several documentation records failed to
specifically or correctly identify embellishment techniques causing complications in
artifact location. Once located, there was insufficient evidence to suggest that artifacts
represent the particular maker or culture, owing to accession or acquisition procedures

and artifact survival. Ineffective museum practices regarding the conservation of
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ethnographic artifacts also created limitations for my research. Animal hair, comprised
of keratin, was susceptible to common pest infestations causing permanent damage. In
instances where hair embroidery artifacts were exposed to museum pests, identifying

the former embellishment technique was difficuit.

Parameters

My research was limited specifically to hair embroidery excluding the use of
silk, beads, and quills for decoration. It furthermore focussed on Yuit women
embroiderers in Savoonga and Gambell on St. Lawrence Island. A list of museum
collections which contain hair embroidery artifacts was compiled through contacting
select museums within the United States, Canada, Russia, and Europe (see Appendix
B). Library research and the Canadian Heritage Information Network (CHIN) on-line
data base were utilized to supplement the list of museum collections with hair
embroidery artifacts. I researched hair embroidery at the University of Alaska
Museum (UA) and the Sheldon Jackson Museum (SIM). I visited the Alaska and
Polar Regions Department Archives at the University of Alaska, Fairbanks and the
Sheldon Jackson College Archives to gain background and supplementary information

on hair embroidery (see Appendix C).



Chapter I1.
Ethnohistorical Methodology Review
Ethnohistory has been described as "relating to the past of cultures and
societies ... emphasizing the use of documentary and field materials and
historiographic and anthropological approaches" (Ethnohistory, 1985, title page).
Trigger (1982) suggests that ethnohistorians require:

not only all the skills of a good conventional historian but also a sound

knowledge of ethnology, if they are to be able to evaluate sources and interpret

them with reasonable understanding of the perceptions and motivations of the

native people involved (p. 9).

Simmons (1988) believes that ethnohistory connects the "historic record with the
ethnographic present" (p. 10). He continues by saying:

I view ethnohistory as a form of cultural biography that draws upon as many

kinds of testimony as possible--material culture, archaeology, visual

sources, historical documents, native texts, folklore, even earlier ethnographies--

over as long a time period as the sources allow (Simmons, 1988, p. 10).

Ewers (1961) believes that ethnohistory incorporates museum and library study with
field study to create a collaborative model for indigenous research (p. 268). He
developed an ethnohistorical model which demonstrates how the different approaches
complement one another. Within his model, Ewers groups ethnology, folklore,
language, and site exploration under the heading field studies. He then groups
writings, maps and pictures, and artifacts under the heading library and museum
studies (Ewers, 1961, p. 267). Fenton (1966) states that ethnohistorical research
regardless of its origin (i.e. the field or museum) "exerts a feedback effect on the ohter
[sic] resource areas” (p. 83).

Pannabecker (1990) suggests that the ethnohistorical methodology can be
successfully applied to Clothing and Textiles research (p. 14). She states that
ethnohistory is "based on the complementarity of methods" (Pannabecker, p. 17).
Along with Pannabecker, many Clothing and Textile scholars have employed

ethnohistorical research methodology (Welters, 1992; Oakes, 1991; Qakes & Riewe,



1992; Openda-Omar, 1993; & Prince, 1992)

Welters (1992) found the ethnohistorical method useful in "providing a more
complete picture than if documents alone were used or if ethnographic data were the
sole source” (p. 35). Openda-Omar (1993) used an ethnohistorical approach while
investigating dress in the Kakamega District of western Kenya. She noticed that
"there was photographic as well as documentary data in the archives, and
ethnographic, photographic, and artifact data in the field" (p. 18). Artifacts per say are
excluded from the field study portion of Ewers' model, I agree with Openda-Omar, in
that, artifacts appear in the field and should be included in both aspects of
ethnohistorical research. Openda-Omar's realization represents an argument for
employing ethnohistorical research. To increase the understanding of ethnohistorical
methodology, I will separately discuss the research approaches that apply to my

research on St. Lawrence Island hair embroidery.

Field Studies

Field studies, important to ethnohistorical research, enable the researcher to
acquire an understanding of the culture under investigation. Any case study utilizing
field research may involve several data collecting methods. Touliatos and Compton
(1988) suggest that case studies are field research entailing participant observation and
unstructured (informal) interviews (p. 245).

According to Agar (1980), the researcher partaking in participant observation is
"directly involved in community life, observing and talking with people as you learn
from them their view of reality" (p. 114). During field research, Oakes (1991)
employed participant observation to obtain descriptions of skin sewing skills. Daly
(1984) suggests that the "proportion of participation and observation varies according
to the social role established and the personality of the fieldworker" (p. 358).

Participant observation requires identifying informants with valid information,
often representing a difficult and frustrating procedure. To ease frustrations, Touliatos
and Compton (1988) suggest resorting to snowball sampling when "a list of all persons

in a population is unavailable and a systematic sampling frame cannot be applied" (p.



65). Snowball sampling builds upon known informants who, in turn, identify
additional qualified persons (Touliatos & Compton, p. 65; Oakes & Riewe, 1992, p.
77, & Openda-Omar, 1993, p. 25).

Ethnographic interviews provide invaluable field study data, once informant
lists are compiled. According to Agar (1980), informal ethnographic interviews allow
flexibility in the interview setting (p. 90). The informal interviewer may select
appropriate questions as situations arise and should refrain from assuming the role of
interrogator throughout the interview (Agar, p. 90). An informal interview
encompasses open-ended questions which allow informants to maintain freedom in

how best to answer.

Museum _and Archival Studies

Museum studies incorporate many disciplines pertaining to one common goal,
namely the preservation of knowledge through material items. By incorporating
museum and archival research with community research, I hoped to form a more
complete understanding of indigenous hair embroidery. Museum artifacts can provide
adequate and valid evidence toward understanding a culture (Reynolds, 1986, p. 301).
Reynolds suggests that artifacts provide "an understanding of the technical and
material aspects of a culture” (p. 297). Whereas, Teather (1991) envisions that
museum artifacts "make up collections and function as material documents" (p. 408).
Since Turner (1976) suggests that artifacts with hair embroidery are inaccurately
identified, methods other than artifact descriptions such as visual searches are
necessary to locate hair embroidery within museum collections (p. 13).

Young (1985) suggests that style is "useful for describing and categorizing
artifacts on the basis of easily observable and measurable characteristics" (p. 53).
Pearce (1986) suggests that artifacts share common characteristics enabling them to be
grouped together; the researcher uses analysis to determine new groupings (p. 199).
Prown (1980) defines style as "a distinctive manner or mode which ... bears a
relationship with other objects marked in their form by similar qualities.... inescapably

culturally expressive" (p. 197).
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The authenticity of an artifact is important when stylistic evidence is utilized to
classify the origin of an artifact. Prown (1980) states that:

once stylistic criteria have been established by the examination of objects

known to be authentic ... it becomes possible ... by application of these

internalized stylistic standards, to discern objects that are authentic and to reject
those objects or parts of objects that do not ring true. The process can be

rapid, even automatic, and often unconscious (p. 209).

The origin of an authentic artifact is discernable through style, material, and technical
analysis. Oakes (1988) suggests that Inuit origin is identifiable through careful
analysis of skin clothing styles (p. 15). Throughout Alaska and Far Eastern Russia,
northern explorers and researchers have documented regional adornment characteristics
which assist in identifying the origin of hair embroidery artifacts (Bogoras, 1909;
Jochelson, 1908; Moore, 1923; Murdoch, 1892; & Nelson, 1899).

Ewers (1961) states that "well-documented drawings, paintings, photographs,
and artifacts ... can convey vivid impressions of ... life and achievement that the
written or spoken word cannot duplicate" (p. 268). Artifact research, unlike archival
and library research, provides direct information regarding non-literate societies.
According to Finley (1985), artifact research models produce scholarly studies capable
of being verified through systematic research (p. 36). Finley states that Fleming
(1974) succeeded in creating a verifiable artifact study model by investigating five
basic properties (p. 36). Fleming states that "the five basic properties provide a
formula for including and interrelating all the significant facts about an artifact" (p.
156). The five properties include: history (where, when, etc...), material (substances),
construction (manufacture techniques & workmanship), design (structure, form, style,
iconography, & ornamentation), and function (use & role) (Fleming, p. 156). Within
the artifact model, the five properties undergo identification, evaluation, cultural
analysis, and interpretation (Fleming, p. 156).

The system of artifact studies developed by Fleming (1974) utilizes a form of
content analysis known as attribute analysis. Content analysis has been gaining

acceptance within the field of Clothing and Textile research by appealing to both
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qualitative and quantitative research approaches (Touliatos & Compton, 1988, p. 233).
Content analysis, as defined by Carney (1972), involves "any technique for making
inferences by objectively and systematically identifying specified characteristics” (p.
25). Carney states that as a researcher under content analysis:

you are simply recording details each in itself too insignificant for you to be

able to see.... Only when you have all the facts can you see which are

emphasized most, which least; only when the facts are in can you see what is

not there (p. 17).

Attribute analysts involves the content analysis of material culture artifacts. Caseburg
(1993) used attribute analysis to record and identify style, construction, ornamentation,
and symbolism among shaman's clothing from the Belcher Islands, Northwest
Territories (p. 53).

Fleming (1974) used textual description to document artifacts, whereas,
Bumham (1992) employs both visual and textual documentation techniques. Welters
(1992) utilized "pre-printed worksheets, each costume component was analyzed for
materials used and methods of manufacture. Garments were drawn to scale on graph
paper, and embroidery motifs were sketched" (p. 30). Burnham created a visual
portrayal of painted caribou-skin coat design motifs through illustrating the designs
and providing a brief textual description. Photography also provides a visual
documentation technique. Collier and Collier (1986) state that the use of photography
records "large areas authentically, rapidly, and with great detail, and a means of

storing away complex descriptions for future use" (p. 16).
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Chapter IIL
Research Methods

My study focuses on technical, decorative, and social aspects of hair
embroidery observed through artifact studies and community research. The majority of
museum, archival, and community research was conducted during January and
February, 1994. Utilizing Welters' study as a model, I conducted a pilot artifact study
at the University of Alaska Museum in Fairbanks, Alaska. During the pilot study, hair
embroidery artifacts from St. Lawrence Island were studied to familiarize myself with

Yuit hair embroidery.

Field Research

Prior to arrival on St. Lawrence Island, I obtained verbal permission to visit
from the Mayor of Gambell, as well as Estelle Oozevaseuk whom I wished to
interview. Once on the island, I spoke with Gerald Soonagrook the president of the
Indian Reorganization Act Council (IRA) in Gambell and Kenneth Kingeekuk
president of the IRA in Savoonga to acquire permission to conduct my research in
both communities.

While on St. Lawrence Island, I conducted informal interviews, to investigate
factors influencing the occurrence of hair embroidery. I interviewed informed
participants who were selected through snowball sampling. The extent of participation
in hair embroidery on St. Lawrence Island was unknown to me prior to my arrival.
Therefore, snowball sampling provided the flexibility needed to develop a progressive
sample through the interviewing process. The informal interviews conducted on St.
Lawrence Island provided invaluable information which increased my awareness of

Yuit hair embroidery.

Museum and Archival Research

Upon return from St. Lawrence Island, I continued my investigation of museum
and archival collections at the University of Alaska, Fairbanks. The Alaska and Polar

Regions Department Archives, at the University of Alaska Fairbanks, contain the
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personal papers of Otto W. Geist. Geist was the collector of the St. Lawrence Island
hair embroidery artifacts now located in the University of Alaska Museum. Various
other archival and photographic collections were viewed for information concerning

hair embroidery (see Appendix C).

Within the University of Alaska Museum, I continued to record and analyze
hair embroidery information. The duration of my second stay was more extensive,
allowing ample time to record the artifact attributes in detail. Photographs and
measurements were taken for future reference and analysis. The hair embroidery
artifacts within the Sheldon Jackson Museum collection in Sitka, Alaska were studied.
I recorded these artifacts and ordered photographs from the museum, complying with
museum policies.

I feel a discussion regarding the process I utilized when identifying hair
embroidery artifacts is important. Unidentified hair embroidered artifacts were located
according to stylistic appearance and regional characteristics. I developed an
awareness of distinctive features when documenting known hair embroidery artifacts.
My attention was drawn to artifacts with Far Eastern Russia, Yuit, Ifiupiat, and Aleut
stylistic appearances, owing to the location of hair embroidery artifacts in these
regions. Also, my attention was drawn toward certain types of material culture which
have a higher probability for being embroidered, such as quivers, housewives, and
pouches. My identification process began with the location of select artifacts from
particular regions; these artifacts were then studied to see if they exhibited hair
embroidery. I examined the appearance of any possible hair embellishment by
comparing them with known examples of hair embroidery. Hair appears similar to
porcupine quills, sinew, and vegetable fibres; therefore a method of comparison in
which one proceeds from known cases to unknown ones was important. My
familiarity with hair embroidery often resulted in the discovery of previously mis-
identified artifacts with hair embroidery. Whether the identification process was
conscious or unconscious, style and regional characteristics became an important
method for locating hair embroidery.

Prior to my arrival, Dinah Larsen, the Coordinator of Ethnology at the
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University of Alaska Museum had located the artifacts with hair embroidery and
placed them on a work table. During my stay, however, I located additional artifacts
within storage, on display, and on the work table at the University of Alaska Museum.
These artifacts were identified and determined to be embellished with hair embroidery
(UA 610.5920, UA 67.98.133, UA 67.132.1, & UA 68.8.1) (see Appendix D). While
at the Sheldon Jackson Museum, my process for locating artifacts included a visual
survey of artifacts on display and in storage. I identified three artifacts (SJM II.N.20,
SIM ILN.31 a&b, & SIM I1.N.92 a&b) which state hair embroidery in their
documentation records (see Appendix D). The remaining six artifacts, featured in this
study, were located utilizing a method of stylistic observation and examination. I
suspect that without the use stylistic identification, a smaller number of hair
embroidery artifacts would have been located for my study.

While conducting artifact research, I utilized a previously compiled list of
attributes to textually document the artifacts (see Appendix D). I employed the five
basic properties outlined by Fleming (1974), which include: history, material,
construction, design, and function, in order to develop the list of attributes and to
record artifact information (p. 156). The knowledge of hair embroidery I gained on St.
Lawrence Island enabled me to provide an accurate and detailed description of the
artifacts. Burnham's (1992) approach to documenting artifacts visually and textually

provided guidelines for artifact description and illustration.
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Chapter IV.
Literature and Findings
St. Lawrence Island

Understanding relevant environmental and cultural factors of St. Lawrence
Island aid in understanding Yuit participation in hair embroidery. It is important to
place St. Lawrence Island within a geographic and cultural context when investigating
hair embroidery. I have incorporated both historical and contemporary information
(when available) into this study to illustrate the characteristics associated with hair
embroidery among the Yuit on St. Lawrence Island. The term Yuit, also referred to as
Eskimo, represents the Yupik speaking people of western Alaska and Far Eastern

Russia; the St. Lawrence Island Yuit are a subset of the general Yuit population (see

Appendices A & E).

Geographic Review
St. Lawrence Island, the largest island in the Bering Sea, is about 104 miles in

length and averages 20 miles in width with a land surface of 1,882 square miles
(Apassingok, Walunga, & Tennant, 1985, p. XX). St. Lawrence Island is located
"between 168°45' and 171950 west longitude and between 63°00' and 63°38' north
latitude" (Hughes, 1960, p. 5) (see figure 1). The island consists of flat tundra with
several mountainous features formed through volcanic activity (Hughes, 1960, p. 5).
The population of St. Lawrence Island is divided into the two permanent
communities of Gambell and Savoonga (Hughes, 1960, p. 1) (see figure 2). Gambell,
the American-given name to Sivugag, is the oldest existing village and is located on
the northwest tip of the island. Savoonga, located in the north central region, was
established in 1914 as a reindeer herding settlement (Apassingok, Walunga,
Oozevaseuk, & Tennant, 1987, p. XVII). Ackerman (1976) states that the modemn
village site was established in 1917 (p. 83). Savoonga, located south of Gambell,
currently controls the herd of domestic reindeer on St. Lawrence Island. 1991
population estimates indicate that Gambell has 525 residents, while Savoonga has 519

residents (Alaska population overview, 1991, p. 113).
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Figure 1. A map of the North Bering Sea (Beringian) region illustrating the location of
St. Lawrence Island (From Folding map, 1955, Arctic, VII (3&4) Copyright 1955 by

Arctic Institute of North America. Reprinted by permission).

Figure 2. A map of St. Lawrence Island showing the location of Gambell and
Savoonga (From Archaeological Excavations at Kukulik (p. 7) by O. W. Geist & F. G.

Rainey, 1936, Washington D.C.: U.S. Government Printing Office and University of
Alaska Miscellaneous Publications (Vol. 2). Copyright 1936 by University of Alaska

Press. Reprinted by permission.



16

Cultural Review

Culturally, St. Lawrence Island has a closer affiliation with the Asiatic Eskimo
than with North American indigenous peoples. Krauss (1994) suggests that "St.
Lawrence Island was an appendage of Asia ... now the major native Alaska-Siberian
link" (p. 366). Indigenous inhabitants of St. Lawrence Island and the mainland of Far
Eastern Russia speak a nearly identical dialect of the Siberian Yupik language
(Langdon, 1993, p. 9). Hughes (1960) noted that "the closest cultural relatives of the
St. Lawrence Island people therefore live on the Chukotski Peninsula, only thirty-eight
miles distant, in the village of Ungwaezik (or Chaplino)" (p. 4) (see Figure 2). Krauss
notes that New-Chaplino, 'sister city’' to Gambell, is 24 hours from St. Lawrence Island
in a row boat (faster with an outboard motor) (p. 368 & 377).

Fitzhugh (1988) states that the St. Lawrence Island Yuit live in "semisedentary
clan-based villages" passing membership through the paternal figure (p 45). Jorgensen
(1990) suggests that St. Lawrence Island contains multilocal patriclans, resulting from
Savoonga being established as a reindeer herding camp (p. 58). Members of distinct
family bands reside in both Gambell and Savoonga. Langdon (1993) states that St.
Lawrence Yuit recognize their paternal clan leader as the person who is the whale hunt
coordinator, conductor of appropriate rituals, and house owner (p. 50). Yuit
communities consist of large kin groups with one village leader which rely on
"subsistence economics" (Jorgensen, p. 75). Jorgensen states that:

the term 'subsistence economics'.... comprises the organization of labor that is

required to extract, process, and store naturally occurring resources; the

reorganization of distribution required to share, gift, or reciprocate those
resources; and the patterns of consumption of those resources that can be

observed (p. 75).

Gambell remains a subsistence based economy which includes a traditional production
organization through extraction, distribution, and consumption of local resources
(Jorgensen, p. 252).

The inhabitants of St. Lawrence Island have relied on sea mammals for

subsistence including food and materials for tools, clothing, and other necessities.
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Jolles (1994) describes current food resources in Gambell as:
walrus is the primary staple meat as it has been for hundreds of years. Seal,
mukluk (bearded seal), an occasional beluga or minke whale, migratory fish--
tomcod, salmon, two varieties of sculpin, herring, Arctic char, and capelin--are
all taken to feed the community. But the subsistence foods which most people
talk about and which continue to define identity in the village are the bowhead
whale (aghveq) and the polar bear (nanuq) (p. 87).
In this discussion by Jolles, reindeer is unrepresented as a source of food in Gambell.
Jorgensen (1990) suggests that the community of Savoonga relies less on sea mammal
resources than does Gambell (p. 58). I, therefore, suggest that residents of Savoonga
may rely on reindeer meat for partial subsistence. Alaskan Consultants, Inc. (1984)
state that reindeer provide 1.9% of the annual subsistence resource for Savoonga from
1962-1982, whereas reindeer represent zero part of the subsistence resources in
Gambell (p. A-8). Current statistics pertaining to subsistence patterns for Savoonga
are unavailable to date, however, the reindeer herd has increased from 75 head in 1984
to approximately 1300 head in 1994 (Alaskan Consultants, Inc., p. 37; Kenneth
Kingeekuk, personal communication, January, 1994). Clothing was made by using
reindeer and seal skins, with reindeer skin being the warmest. Hughes (1960) suggests
that reindeer hides were obtained through trade with Siberia before St. Lawrence
Island possessed reindeer herds (p. 144). Clothing embellishment found on St.

Lawrence Island will be discussed in greater detail below.

Factors Influencing Yuit Hair Embroidery

Through my research on St. Lawrence Island, I developed an interest in the
causal factors for hair embroidery among the Yuit community. Turner (1976)
classified Alaskan hair embroidery under a Siberian, as opposed to North American,
subheading (p. 40). The classification of hair embroidery established by Tumer, along
with the close proximity of the island to the Russian Far East, suggests a sharing of
knowledge among trans-Beringian indigenous groups. Throughout my research, I

attempted to identify plausible factors which contribute to the occurrence of hair
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embroidery on St. Lawrence Island. My investigation into trade relations, introduction
of reindeer, impact of ethnographic researchers, and cold war tensions provide insight

into hair embroidery on St. Lawrence Island.

Trade Relations with Far East of Russia

Indigenous trade relations have improved subsistence living through the
creation of a system based on borrowing and adapting more efficient ways of life
(Oswalt, 1979, p. 280). Trade among indigenous peoples from Alaska and Far Eastern
Russia allowed access to otherwise unavailable resources. For example, the Chukchi
traded with the Alaskan Yuit to acquire sea mammal skins. In return, the Yuit
received reindeer hides accessible only through trade with the Chukchi (Geist, n.d., p.
1; Burch, 1988, p. 236-237). Gurvich (1988) suggests that the Bering Sea provided an
insignificant barrier to contact for the northern people (p. 158). Trade alliances began
to promote cultural sharing and integration of traditional knowledge; these trade
relations appear partially accountable for similarities in indigenous cultures.

Evidence indicates that indigenous trade relationships existed between Far
Eastern Russia and Alaska prior to European contact. According to Hickey (1976), the
northern trade network included indigenous residents of the Beringian region before
1850 (p. 415). Trade had become a "network with rules of its own, transcending local
social conventions, and may have helped to bind a number of autonomous societies
into an apparent whole" (Hickey, p. 420). The organization of indigenous trade fairs
throughout the Russian Far East and Alaska began to increase trade in the Beringian
region (Burch, 1988, p. 236). These trade fairs served to ensure the "large-scale inter-
societal distribution of goods," aimed at balancing local resources (Hickey, p. 417). In
1799, founders of the Russian American Company began to diminish the one-sided
Russian exploitation of indigenous Yuit peoples by establishing ports-of-trade (Oswalt,
1979, p. 283). The Russian American Company became the Alaska Commercial
Company after the United States purchased Alaska from Russia in 1867. Along with
increased Euro-American trade, the Yuit continued trade contact with the Russian Far

East to acquire goods possibly including materials for hair embroidery. Trade appears
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to have had an important impact on the material culture of St. Lawrence Island and
their neighbours in Far Eastern Russia.

My investigation of trans-Beringian trade relations indicates the possibility that
the knowledge of hair embroidery infiltrated into Alaska by way of Far Eastern Russia.
Defining a specific origin for hair embroidery is impossible. Turner (1976) suggests
that hair embroidery techniques originated in Russia through contact with China (p.
70). Fitzhugh (1994) states that indigenous trade relations between Far Eastern Russia
and Alaska were linked to China, Korea, and Japan (p.36). In Russia, Turner believed
the embroidery technique was modified to incorporate local animal hair as substitute
for unavailable silk thread. The knowledge of hair embroidery possibly continued to
be brought eastward, infiltrating into Alaska through the traders and relatives from Far
Eastern Russia (Turner, 1976, p. 70). Considering the indigenous contact, it appears a
plausible conclusion that individuals from Far Eastern Russia were influential in
introducing hair embroidery to St. Lawrence Island and Alaskan coastal inhabitants.

Evidence of cultural contact, between the Russian Far East and St. Lawrence
Island, suggests a connection regarding the occurrence of hair embroidery on the
island. During an interview Estelle Qozevaseuk, from Gambell, indicated that hair
embroiderers and families from Far Eastern Russia migrated to St. Lawrence Island
during the 1920's (personal communication, January, 1994). This date corresponds
with the hair embroidered artifacts from Gambell at the University of Alaska Museum
(UA 64.21.136, UA 64.21.137, UA 64.21.139, & UA 64.21.859) (See Appendix D).
In early spring, individuals from Far Eastern Russia travelled across the Bering Sea
bringing with them gifts and trade goods (Estelle Oozevaseuk, personal
communication, January, 1994).

Estelle Oozevaseuk states that her great grandmother embroidered with reindeer
hair, learning hair embroidery while visiting the "reindeer people" (personal
communication, January, 1994). Estelle was unable to accurately name the reindeer
people; perhaps she was referring to the Chukchi from Far Eastern Russia. Jorgensen
(1990) suggests that trade relations did exist between the Chukchi and St. Lawrence
Island Yuit (p. 133). Geist suggested that the Yuit from Far Eastern Russia, who
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understood the Chukchi language, would translate trade exchanges between the St.
Lawrence Island Yuit and the Chukchi (Geist, n.d., p. 1).

The powerful trade relations and kinship ties suggest that marriage existed
between St. Lawrence Island and Far Eastern Russia (Jorgensen, 1990, p. 57).
Through marriage, Russian women moved to the island bringing with them the
knowledge of hair embroidery (Nancy Walunga, personal communication, January,
1994). Women from the Russian Far East would likely continue to embroider after
they moved to St. Lawrence Island. Therefore, kinship ties between Far Eastern
Russia and St. Lawrence Island possibly represent an important factor in the
development of hair embroidery on the island.

Formal education assisted in promoting Yuit hair embroidery. According to
Vivian Iyakiten (personal communication, January, 1994), the high school curriculum
in Gambell included hair embroidery. Hair embroidery was taught to young women
by a school teacher from the Russian Far East during the 1950's (Vivian Iyakiten,
personal communication, January, 1994). Vivian was eighteen years old in 1944;
therefore, I suggest that hair embroidery was probably in the high school curriculum
during the 1940's. Furthermore, during 1950 it appears questionable that individuals
from Far Eastern Russia were present on St. Lawrence Island. After World War II,
tensions began mounting in 1948 which resulted in discontinued Bering Sea border
travel (Bernton, 1991, p. 21). The travel restriction, known as the ice curtain, directly
resulted from 'Cold War' tensions between the governments of Russia and the United

States. I will discuss this situation in more detail below.

Reindeer Herding in Alaska

The introduction of domestic reindeer into Alaska represents another event
which impacted the production of hair embroidery on St. Lawrence Island. In 1891,
Sheldon Jackson and the Bureau of Education purchased 1280 domestic reindeer from
Far Eastern Russia (Lantis, 1950, p. 29; Stern, Arobio, Naylor & Thomas, 1980, p.
17). Sheldon Jackson believed the introduction of reindeer would provide a "new and

more permanent food supply for the half-famished Eskimo" (Jackson, 1895b, p. 16).
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Olson (1969) states that Jackson exploited the "issue of starvation" to secure financial
support for the importation of reindeer (p. 20). Scholars generally agree that between
1850-1890 the indigenous population in northwestern Alaska had declined, thus
forcing the inhabitants to alter their subsistence patterns and settlement locales (Stern
et al,, p. 23). Stern et al. suggest that food resources had declined as a result from
over hunting and natural selection processes (p. 23).

The importation of reindeer continued for a decade until the Russian
government began to prohibit reindeer exportation (Stern et al., 1980, p. 25; Rainey,
1941, p. 4). The purchase of reindeer and administration costs reached $150,000
between the years of 1893-1903 (Stern et al, p. 17). Initially, Chukchi families were
employed to instruct reindeer husbandry practices to the apprentices; these efforts
proved unsuccessful. Therefore, in 1895, seventy Scandinavian Saami (Lapp) families
were hired to resume reindeer husbandry teaching (Rainey, p. 5). The Saami were
hired to instruct the Yuit and Ifiupiat apprentices on practices concerning breeding and
training of sled deer (Olson, 1969, p. 35).

Reindeer herding posed unanticipated challenges for herders who were
accustomed to sedentary lifestyles, related to the strategic hunting of sea mammals at
specific areas along the coast. Rainey (1941) states that inland (interior) peoples were
successful reindeer apprentices having already been accustomed to the nomadic
lifestyle of hunting caribou (p. 8). According to Rainey, the coastal herders failed to
adopt a nomadic style of herding resulting in the decline of reindeer herding
throughout Alaska (p. 8). The effectiveness of reindeer herding in Alaska took
considerable time to develop. Jackson (1895a) states that it was "more economical to
purchase reindeer clothing ready-made in Siberia than to buy the skins and make them
up" (p. 62). The Alaskan reindeer economy was influenced by the expense of
operation, as well as the struggle for ownership.

When the reindeer were introduced in 1892, the government of the United
States permitted only the Ifiupiat, Yuit, and Saami to own reindeer herds (Lantis, 1950,
p. 28). During 1914-1939, wealthy people in business exploited the reindeer through

obtaining herd control and ownership (Lantis, p. 28). Stern et al. (1980) suggest that
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overgrazing and a decline in local markets had become apparent by 1920 (p. 17).
However, reindeer herds were flourishing by 1925 increasing from twelve hundred to
nearly half a million head (Rainey, 1941, p. 6). In 1926, the Bureau of Education
introduced Native Stock Companies which were established to redistribute wealth
among indigenous peoples (Rainey, p. 7). The decline in reindeer numbers progressed
when open herding was introduced in 1933, which allowed reindeer herds to remain
unattended. Further decline occurred under the five years of open herding which
resulted in the reinstatement of close herding (Rainey, p. 7). Close herding involved
continuous control over the reindeer herds. In 1937, Congress passed the Reindeer
Act "declaring that the reindeer industry was necessary to subsistence resource and
restricted ownership of reindeer to Alaskan Natives" (Bureau of Indian Affairs (BIA),
1977, p. 165). World War IT and the postwar recovery placed a stalemate on attention
to the Alaskan reindeer problem (Stern et al.,, p. 18). According to Postell (1990), the
federal government currently acts within an advisory capacity, however the Bureau of
Land Management maintains control over range protection and grazing permits (p. 82).
The comprehension of problems experienced throughout Alaska in relation to
the introduction of reindeer provides a guideline for understanding the issues attributed
to small isolated herds. In nineteen hundred, seventy domestic reindeer were
transported to St. Lawrence Island (BIA, 1977, p. 163). Maintaining a reindeer
economy on St. Lawrence Island proved difficult. The reindeer suffered from
insufficient herd management and reindeer grazing problems (Ackerman, 1976, p. 85).
Reindeer were initially owned by stockholders in Savoonga and Gambell. The
period before 1940 represents the height of reindeer herding on St. Lawrence Island
(see Table 1). The BIA (1977) states that in 1947 Savoonga stockholders owned
7,728 shares of stock while Gambell holders owned 2,267 shares (p. 166). In 1954,
after World War II and the postwar reform, the St. Lawrence Island reindeer herd
decreased from ten thousand to one hundred head within 14 years (see Table 1). The
drastic decline was a direct result of herd mismanagement and neglect. The decreased
number of reindeer after World War II may partially explain the absence of reindeer

hair embroidery among the St. Lawrence Island Yuit. The decline in reindeer
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population resulted in the action to preserve the institution of reindeer domestication.
In 1964, the IRA councils of Savoonga and Gambell attempted to reorganize
the herding policies to ensure reindeer survival. During the 1970's, Savoonga assumed
control of the reindeer, when the herd was threatened with extinction. The BIA (1977)
stated that Gambell stockholders were to transfer herd ownership to Savoonga and
acquire new reindeer from St. Matthew Island (p. 166). Gambell was unable to

acquire the reindeer, therefore the stock transfer was invalid.

Table 1

Population fluctuation of the St. Lawrence Island reindeer herd

Date # of Reindeer Source

1900 70 BIA, 1977, p.

1903 154 Jackson, 1904, p. 17

1909 533 BIA, 1977, p. 165

1940 10,000 BIA, 1977, p. 165

1948 300 BIA, 1977, p. 165

1949 450 Lantis, 1950, p. 38

1954 100 Ackerman, 1976, p. 86
1970's 800-1000 BIA, 1977, p. 165

1984 75 Alaska Consultants, 1984, p. 37
1994 1300 Kenneth Kingeekuk, Personal

Communication, January, 1994

Note: These statistics possibly reflect an inaccurate method of date collection.

Apassingok et al. (1987) state that the chief herder determined the number of
reindeer Savoonga exchanged for raw hide ropes from Gambell (p. 83). According to
Apassingok et al. (1987), herders from Savoonga donate reindeer meat as a gift to
Gambell residents (p. 83). Otto Geist, while living in Gambell in 1931-1932,

documented that "Savoonga folks are the reindeer people on this island, but the people
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here must pay for every pound of deer meat and hides when they need them" (Keim,
1969, p. 222). Geist may have represented a narrow and biased interpretation of the
situation regarding distribution of reindeer on St. Lawrence Island.

Currently, the reindeer herds are controlled by the IRA council of Savoonga
through government grants. According to Kenneth Kingeekuk (personal
communication, January, 1994), president of the IRA council in Savoonga, they
maintain control of approximately thirteen hundred reindeer at present. In 1989, the
IRA council established control over the reindeer, when the herds were threatened by
extinction. Three distinct reindeer herds exist on St. Lawrence Island, numbering
approximately five hundred head each. The herds are located near the northeast cape,
the central east end, and south of Savoonga mountain (Kenneth Kingeekuk, personal
communication, January, 1994). In 1990, the IRA Council of Savoonga established a
permit system to monitor reindeer hunting (Kenneth Kingeekuk, personal
communication, January, 1994). A hunting permit, available to Gambell and Savoonga
residents, costs one hundred dollars allowing one reindeer kill per household (Estelle
Oozevaseuk, personal communication, January, 1994).

Several women from Gambell express an interest in resuming hair embroidery
if the hair was available. The cost of the permit may contribute to the shortage of hair
through deterring residents of St. Lawrence Island from hunting reindeer. Perhaps the
inability to acquire reindeer hair in Gambell reflects seasonal availability of animal
resources. Apassingok et al. (1987) state that "sometime in the month of July the
fawn hides were ideal for clothing. The length of hair had gotten just right and was of
good quality” (p. 99). However, Stern et al. (1980) state that the commercial reindeer
slaughter occurs from October through February (p. 145). The seasonal data, provided
by Stern et al., indicates that reindeer hair should have been accessible during my visit
in January to St. Lawrence Island.

Women from Gambell indicate that hair can be accessible from Savoonga and
Provideniya, Russia. Nancy Walunga (personal communication, January, 1994) has
acquired reindeer hair through family relations in Savoonga or by purchase in

Provideniya. Inez Gambell indicated a reluctance to request reindeer hair as a gift
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from Siberian friends owing to their depressed economy (personal communication,
January, 1994). Women from Gambell appear unwilling to purchase reindeer hair.
Purchasing items unnecessary for survival, such as embroidery hair, may be difficult in
an economy based on subsistence living, which is chronically short of cash.

Alice Kulowiyi, a Savoonga hair embroiderer, believes hair is accessible; she
states "they butcher all the time" (personal communication, January, 1994). Acquiring
reindeer hair on St. Lawrence Island may depend on knowledge of the slaughter
timetable and practices. Savoonga residents have more opportunity to acquire reindeer
hair during the butchery. In Savoonga, the embroiderer may easily send a messenger
to retrieve reindeer hair from the butchery site. Information, in Gambell, regarding
reindeer butchering may be unavailable; this lack of knowledge may contribute to the
shortage of hair.

June Walunga and Inez Gambell, residents of Gambell, believe women would
resume embroidery if the resource were available (personal communication, January,
1994). Determining whether my presence stimulated the desire to engage in or resume
hair embroidery is impossible to gauge. My interest may have contributed to the
desire to resume hair embroidery on St. Lawrence Island.

Active participation in hair embroidery on St. Lawrence Island is uncommon,
however research indicates that the memory does exist. Nancy Walunga, from
Gambell, desires reindeer hair to complete an embroidery project she envisions. She
wishes to hair embroider the name of Gambell's dance group on their costumes.
Consequently, the dance costumes would be viewed throughout Alaskan communities;

this exposure might increase the interest in hair embroidery.

Early Researchers to the Island
The third factor to impact upon St. Lawrence Island hair embroidery relates to

archeological and ethnographic interest in research. Various institutions commissioned
researchers to visit St. Lawrence Island to conduct research and establish ethnographic
collections for their museum. Keim (1969) credits Otto W. Geist with initiating

scientific research on St. Lawrence Island. During the early 1930's, researchers



26

present on the island were: H. B. Collins, J. A. Ford, and M. Chambers from the
United States National Museum; Dr. H. Mason researching with Carnegie Institute;
and Ray Gilmore with the University of California (Patty, 1929, p. 1 & Keim, 1969, p.
216-217).

According to Keim (1969), Collins and Ford in 1931 excavated the old village
sites near Gambell (p. 216). Their archeological dig was funded by the United States
National Museum. Chambers, also with the National Museum, continued the dig after
Collins and Ford left the island (Keim, p. 216). In 1931, the Carnegie Institute
commissioned Mason, a botanist from the University of California, to conduct tertiary
fossil research on St. Lawrence Island (Keim, p. 216-217). Gilmore, a researcher from
the Department of Vertebrate Zoology at the University of California was collecting
St. Lawrence Island birds and mammals (Keim, p. 217).

One of the largest Yuit archeological collections was secured by Geist for the
University of Alaska Museum in Fairbanks. Geist was affiliated with the University
of Alaska, then called the Alaska Agricultural College and School of Mines, from
1927 until his death in 1963 ("Finding Aid"). He spent three years on St. Lawrence
Island under direction and funding from the Bunnel-Geist Bering Sea Expedition from
1927 to 1929. During Geist's stay on St. Lawrence Island, he:

lived with an eskimo family--eating their food ... --adopted into their tribe and

given the Eskimo name of "A ghvook," meaning "bow headed whale"--

accompanying the Eskimos out onto the ice flows in search of game--as a

member of their tribe, a spectator at their ... ceremonials and sacrifices (Patty,

1929, p. 1).

Geist created strong ties with the St. Lawrence Island Yuit allowing him access to
otherwise unattainable details regarding subsistence life. Through community
acceptance, Geist documented and collected intimate details portraying Beringian
subsistence life.

Geist provided the Yuit with access to manufactured goods. He traded tobacco
and non-perishable food items for ethnographic and archeological artifacts. These

artifacts were donated to the University of Alaska Museum. While reading Geist's
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accounts in the Archives, at the Alaska and Polar Regions Department at the
University of Alaska Fairbanks, it became apparent that he collected artifacts
representing every day life occurrences. Dinah Larsen suggests that the majority of
items included in the Geist collection at the University of Alaska Museum are
functional (personal communication, January, 1994). However, I found that the hair
embroidered artifacts were ornate and relatively non-functional; these artifacts were
perhaps intended for trade or as personal gifts as opposed to subsistence living. Koek
(1984) suggests that material culture was "adapted to the taste of the Whites, and thus
changed in style and function" (p. 90). Some of Geist's collection may represent this

process of change.

Cold War Tensions

The ice curtain which was symbolically erected between Russia and Alaska

began to prohibit any communication between St. Lawrence Island and their relatives
in Far Eastern Russia for four decades. The decline in trans-Beringian communication
significantly stultified the cultural exchange between these indigenous peoples. The
restrictions conceivably influenced the decline in hair embroidery production among
the St. Lawrence Island Yuit. Events to follow the restrictions are important in
understanding what impact the ice curtain had on the production of hair embroidery.

Krauss (1994) suggests that foreign relations between Russia and United States
were favourable during World War II (p. 368). However, post war relations were less
stable, which result in security concerns that outweigh indigenous concerns. Krauss
suggests that during the cold war United States and Russian contact may have existed,
but was rare and infrequent (p. 370). He states that "if there was any contact between
1948 and 1958, there certainly was less in 1958-88" (Krauss, p. 370).

The travel restriction held indigenous communication at bay for forty years.
Four decades presented sufficient time to sever cultural relations between many trans-
Beringian groups. In the 1970's, residents of St. Lawrence Island and Little Diomede
Island became interested in removing the political barrier between themselves and Far

Eastern Russia (Krauss, 1994, p. 370). In 1977, correspondence in Yupik resumed
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between St. Lawrence Islanders and their neighbours from Far Eastern Russia. Krauss
states that "these indirect contacts helped build consciousness of each other's changing
situation, continued existence, and desire to reestablish direct contact between the
Eskimo of St. Lawrence Island and Chukotka" (p. 371). In 1987, Lynne Coxe, an
American swimmer, swam from Little to Big Diomede across the international date
line into Russian territory (Krauss, p. 372). The 1988 Nome-to-Provideniya Friendship
Flight reestablished direct trans-Beringian contacts. Among those participating in the
Friendship Flight were seventeen Yuit from St. Lawrence Island (Krauss, p. 373).
Krauss states that "one may hope that the Eskimo themselves may benefit, not only
economically, but also socially, especially insofar as they may share in the opening of
the frontier that has separated them for so long" (p. 373). In 1989, an agreement
between the two super powers was signed. This agreement included a provision for
visa-free travel between Far Eastern Russia and Alaska available to indigenous peoples
(Krauss, p. 375). Renewed trans-Beringian contact is beginning to form. However,

economic hardships have restricted regular travel and contact.

Cultural Transition

Traditionally, utensils and hunting implements, both functional and ornate,
assisted in ensuring success in hunting. Lipton (1977) states that the Yuit embellish to
"please and satisfy unseen powers in order to guarantee ... survival" (p. 25). She
suggests that the Ifiupiat and Yuit philosophy centres around a desire to exhibit
respect. The more omate the clothing and material possessions, the more respect
displayed to the hunted animal. Chaussonnet (1988) believes that seamstresses express
"magical beliefs and the symbolic values of the group" through traditional clothing (p.
209). She believes that the "effectiveness of a garment must be partially gauged in
social, magical, and aesthetic terms, which in some cases outweighed the practical
function of the clothing" (Chaussonnet, 1988, p. 210). Elaborate embellishment, such
as hair embroidery, signifies reverence among Yuit society.

Northern spiritual beliefs are constructed upon established shamanistic and

animistic convictions. Shamanism and animism found the basis for societal behaviour
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and adomment. Shamanism involves the "presence of a special status for one who has
superior control over the supematural" (Graburn & Strong, 1973, p. 166). Another
important aspect of Yuit cosmology is animism; it deals with the belief that "people,
animals, inanimate objects, and the world in general are populated by spirits or souls”
(Grabum & Strong, 1973, p. 166). Traditionally, the Yuit created embellishment as an
expression of such cultural beliefs. However, the appearance of Yuit material culture
reflect outside influences once Euro-American contact was established.

With the European influx, the Yuit established a barter system to procure Euro-
American goods in exchange for indigenous items of trade. Trade experience acquired
through barter with Euro-Americans indicated popular items which, in turn produced
the highest gain. The Yuit began to incorporate European influences and modify
utilitarian objects into material culture designed for the tourist trade (Koek, 1984, p.
84-85). The embellishment of material culture on St. Lawrence Island became more
an income supplement than expression of cultural beliefs. Tourist items, such as ivory
carving, scrimshaw, and doll making, have created and sustained a Euro-American
market on St. Lawrence Island (Jorgensen, 1990, p. 141; Fair, 1982, p. 48; & St.
Lawrence Island, 1982, p. 1). Jorgensen suggests that the depressed market for skin
sewing in Gambell reflects the need for a "cooperative or agent to find markets" (p.
141). The ivory carvers in Gambell have formed an ivory cooperative to market their
carvings; ivory carving provides a cash-based income for many Yuit households (St.
Lawrence Island, p. 1). Possibly, when embellishment becomes a commodity, as
apposed to a spiritual display, the most time efficient method of ornamentation will
survive. I believe that hair embroidery represents an inefficient technique of
embellishment for the tourism industry. An investigation of the tourism industry in
Alaska, especially on St. Lawrence Island, would prove beneficial to my research.
However, such research would require extensive investigation and appears outside the

constraints of my project.
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Hair Embroidery
Throughout my study, I suggest several factors which I believe to have

influenced the production of hair embroidery on St. Lawrence Island. These factors
include: trade connections with Far Eastern Russia, the introduction of reindeer into
Alaska, contact with early researchers, and the tensions attributed to the cold war.
Understanding these attributing factors along with the technical aspect of hair
embroidery is important to enhance the general knowledge of this embellishment. In
order to conceptualize the technique of hair embroidery, it is important to understand
similar embroidery techniques used throughout the north. A brief survey of northern
embellishment techniques may assist in distinguishing hair embroidery within museum
collections. This general knowledge may provide a higher degree of accuracy when

identifying artifacts with hair embroidery.

Northern Embellishment Techniques

Many embellishment techniques used on material culture are unique to the
circumpolar north. Therefore, embellishment techniques indigenous to the geographic
regions of Greenland, North America, and Far Eastern Russia were surveyed. Kaalund
(1930) states that skin embroidery (avigrat) from Greenland contains dyed and
appliquéd squares of skin (p. 124). Kaalund suggests that avigrar translates into
"something one takes apart” (p. 124). This embroidery consists of "tiny skin squares
painstakingly composed into a pattern and sewn in place as invisibly as possible”
(Kaalund, p. 124). Greenlandic skin embroidery is often trimmed with beads which
are composed of carved ivory and bone (Kaalund, p. 124).

Ochard (1916) considers porcupine quillwork to involve intricate stitching
coupled with "the manipulation of the quills to produce effective designs" (p. 1). The
technical aspect of quillwork, a popular North American embroidery technique,
resembles that of hair embroidery. Quillwork and hair embroidery include the
couching and appliqué stitch (Hatt, 1914/1969, p. 23). Feest (1980) suggests that the
term quillwork encompasses porcupine quills, moose and caribou hair, split bird quills,

and vegetable fibres (p. 138). I feel, however, that these embellishment techniques are
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unique and deserve individual consideration.

Turner (1976) describes 'false embroidery’, produced by the Iroquois of Canada,
as a twining procedure in which "each weft strand is brought forward to cross over the
warp [sic] a moose hair is wound tightly round it from four to six times" (p. 38). The
second embroidery technique, as described by Turner, involves a weaving or sinew
warp technique. This technique employs hair in conjunction with porcupine quills;
these quills are intertwined through the sinew warp and weft with moose hair being
introduced into the design (Turner, p.38). A wallet at the Maine Historical Society
employs false embroidery which includes a filling strand with moose hair wound
around during the weaving process (Willoughby, 1905, p. 92).

During the eighteenth century, the Ursuline (or French-Canadian) nuns were
believed to have introduced 'true embroidery' into eastern Canada. Originally, the
Ursuline nuns used European silk and metallic thread for embroidery, however when
the thread supplies were depleted they incorporated moose hair as a substitute (Tumer,
1976, p. 48). True embroidery involves threading the hair directly through a needle,
the needle and hair then penetrate into the birchbark to create a satin stitch (Turner, p.
49).

Turner (1976) postulates that hair embroidery is "native to northern Asia and
America" (p. 69). He asserts that hair embroidery, already established within
indigenous communities, was merely improved through the introduction of European
tools. Tumner establishes that embroidery techniques and materials extend from Siberia
to New England, these boundaries exceed known French contact and influence (p. 69).
Tumer contends that evidence exists for the involvement of individuals from Siberia
and Far Eastern Russia in hair embroidery 250 years prior to the arrival of the
Ursuline nuns in Canada (p. 69). He, therefore, suggests that hair embroidery from
eastern Canada was perhaps an indigenous establishment prior to their arrival. This
assumption is based on the premise that it "is hard to believe that the cloistered
needlewomen did not take their first moose hair from the hands of the Indians rather
than directly from the moose" (Turner, p. 69). Dickason (1972) suggests that although

the origin of embroidery in eastern Canada is in question, the designs employed on
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Huron embroideries represent a distinctive European influence (p. 114). I am inclined
to agree with the assumption that hair embroidery existed, in some form, prior to the
arrival of the Ursuline nuns. I further agree that hair embroideries reflect European
motifs which were introduced by the nuns upon arrival to Canada.

Speck (1911b) studied the decorative moose hair embroidery of the Huron
Indians. He documented hair embroidery techniques which resemble those outlined by
Tumner (1976). Speck (1911a) stated that "moose hair appliquée [sic] embroidery of
this tribe forms an integral part of a widespread northern technique, similar in many
respects to quill work" (p. 13). Tumner believes that hair embroidery, namely hair
tufting, found in the Northwest Territories of Canada was derived from eastern Huron
influence (p. 51). Turner (p. 32) and Speck (1911a, p. 5) catagorize hair tufting as one
stitch variation of hair embroidery. However, several scholars classify tufting as a
separate entity; I am inclined to agree with Turner and Speck.

Fur mosaic, an embellishment technique in Far Eastern Russia, involves
"selecting bits of fur of contrasting colours, cutting these to a pattern and sewing them
together to form a dark design on a light background or, conversely, a light one on a
dark background" (Kaplan, 1974, p. 7). According to Kaplan, fur mosaic work
balances patterns with "minute rhythmically alternating triangles, squares and
diamonds of pelt in two colours” (p. 7). Another embellishment technique from the
Russian Far East involves intertwining 'rovdugad or 'ravduga,' which is a coloured
chamois leather thong, through slits in the base fabric (Kaplan, p. 8). Throughout
Kaplan, she refers to other forms of embellishment techniques in Far Eastern Russia

which include beadwork, silk embroidery, thread embroidery, and textile appliqué.

Russian Far East and Alaskan Hair Embroidery

The overview of general embellishment techniques formed the foundation for
my specialized study on Yuit hair embroidery. Hair embroidery is known to involve
these types of hair: caribou (Rangifer terandus), moose (A Ices alces), elk (Cervus
canadensis), and reindeer (Rangifer terandus) (Tumer, 1976, p. 16-17). Hair

embroidery is found in regions where reindeer, caribou, and moose hair are indigenous
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or accessible through trade. Turner states that hair embroidery spans the northern
circumpolar regions from western Siberia to eastern Canada (p. 70). The circumpolar
north has similar characteristics in geography and climate which influence similar
clothing and embellishment techniques. The following subsections of my study focus

on the relationship of hair embroidery among the Chukchi, Koryak, Yuit, and Aleut.

Hair Sources

Hair embroidery from Far Eastern Russia involves reindeer and caribou hair
primarily. The popularity of reindeer breeding throughout the Russian Far East may
account for the utilization of reindeer hair in embellishment. The Chukchi use
reindeer and caribou hair to embellish their skin garments and accessories. On the
other hand, the Koryak use hair from the elk, reindeer, mountain sheep, and seal along
with silk and beads for their embroideries. Jochelson (1908/1975) suggests that the
Koryak acquired elk (moose) hair and sinew through trade with the Chukchi (p. 682).
The Yuit from Far Eastern Russia use the same materials as the Chukchi for their
embroideries (Hughes, 1984b, p. 253).

The Alaskan Yuit chose to include reindeer, caribou, or moose hair in their
embroideries. They often employed seal hair, an available local resource, for
embellishment (VanStone, 1980, p. 57). The Yuit had access to seal hair at times
when reindeer hair was unavailable. Estelle Oozevaseuk (personal communication,
January 1994) states that she embellishes the seams of boots with polar bear hair when
available. Embroiderers from Far Eastern Russia and Alaska appear to favour the use

of reindeer or caribou hair for their embellishment over other sources of hair.

Types of Embroidered Artifacts
Chukchi women are known to embroider sled covers, boots, mitts, quivers,

sleeve openings, or the back of women's frocks. Koryak women are known to
embroider similar artifacts which include boots, mittens, matchboxes, bags, and
pouches. Yuit hair embroidery from Far Eastern Russia is often found on belts,

gloves, rugs, and slippers (Levin & Potapov, 1964). They are known to use hair
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embroidery to trim their fur shirts as well (Bogoras, 1909/1969, p. 226). Chaussonnet
(1988) suggests that the Yuit in Alaska embroider coats, hats, mitts, and gloves
primarily. The Aleut, however, differ in embroidered aspects of material culture
compared with the Chukchi, Koryak, and Yuit. They chose to embroider high collars,
neck fronts, cuffs, and hems on their waterproof garments (Kamleikas).

Although different indigenous groups embroider objects distinctively, their
methods of embroidery are similar. For the most part, hair embroidery stitches pass
through the upper layer of skin without penetrating completely through the surface.
This particular method of stitching allows the embroiderer to maintain the waterproof
property of animal skin. The stitching techniques from Far Eastern Russia and Alaska
contrast the true embroidery stitch found on embroideries from eastern Canada.

Aleut embroiderers were known to employ distinct variations of hair
embroidery stitches on their Kamleikas. They utilized the technique of waterproof
stitching to embellish without destroying the surface of the garment. Aleut embroidery
techniques include edge variations or wrapping hair around a leather thong for seam
attachment. The seam and edge variations enable the embroiderer to avoid penetrating

the waterproof surface.

Perceived Level of Embroidery Skill

The application of embroidery techniques involves a great expertise and skill.
According to Bogoras (1909/1969, p. 226), the Chukchi possessed minimal skill in
hair embroidery wher compared to the embroidery of the Koryak. Arutiunov (1988a),
however, states that the Chukchi were known for their embroidery skills (p. 41).
Bogoras suggests that the Koryak of Far Eastern Russia are highly skilled
embroiderers (p. 226). Aleut embroidery has been regarded as complex with detailed
motifs and stitching. Ivanov (1963) suggests that Aleut women represent the true
masters of appliqué through the use of multi-coloured skin strips with white hair
embroidery (p. 23).

Deciding whether one indigenous group or another excels at hair embroidery is

subjective, representing an individual aesthetic preferences. Such generalizations
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should be avoided, unless the judgement criteria for these decisions are outlined. In
my opinion, the classification of an indigenous group as superior in embroidery
represents a western ethnocentricity that should be avoided. The criterion used in
determining the quality of embroidery is arbitrary. One culture may regard talent as
represented by complex and intricate designs, whereas another may view the same
design as cluttered or confusing. Technically speaking, complex and intricate designs
which require fine needles and a skilled embroidery hand represent a higher degree of

difficulty. On the other hand, simplicity may maintain an appeal of its own.

Embroidery Designs and Motifs

Hair embroidery designs may represent the level of skill possessed by the
embroiderer, but more importantly the motifs may indicate beliefs held by the
individual or society. Material culture from the Russian Far East focuses on the
design and decoration of clothing, whereas Alaskan designs have religious and
ceremonial implications (Fitzhugh, 1988, p. 295). This dichotomy may correspond to
the level of Euro-American contact incurred by individual indigenous groups.
Indigenous peoples from Far Eastern Russia possibly maintained earlier Euro-
American contact than Alaskan groups. Therefore, I suggest that the extent and origin
of non-indigenous contact may correlate to the symbolism attributed to the material
culture.

The Chukchi create geometric designs which include interlocked circles,
doubled and spurred lines similar to old Bering Sea and Punuk art styles (Fitzhugh,
1988, p. 299). The motifs on hair embroidery produced by the Chukchi incorporate
geometric figures such as straight lines, triangles, crosses, and single or double circles
(Bogoras, 1909/1969, p. 226). Fitzhugh (1988) suggests the Chukchi semicircle and
arch figures represent the U-shaped motif (p. 299). This U-shaped design resembles
the tongue motif which Ivanov (1963) attributes to all Siberian indigenous peoples (p.
24) (see Figure 3). The Chukchi appear to have incorporated stylized plant and floral
motifs in their mid-twentieth century embroideries. Hughes (1984b) states that the

Yuit from Far Eastern Russia maintain similar patterns to those employed by the
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Chukchi (p. 252).
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Figure 3. Tongue and modified tongue motifs found throughout northern
embellishment (illustrated from Ivanov, 1963, p. 225)

222

Koryak embellishment motifs are arranged in aesthetic patterns of either
geometric or representational designs. The geometric motifs include squares,
rectangles, triangles, and circles, whereas the representational motifs include the
stylized animal figures of reindeer, birds, and plants (Levin & Potopov, 1964, p. 869-
870). Jochelson (1908/1975) suggests that sculptural art may provide insight into
embroidery motifs (p. 686). He suggests a parallel between the realistic reproduction
of animal embellishment motifs to that of sculpture.

The Koryak use "simple, double and concentric circles to represent the sun, the
moon, or the stars" (Jochelson, 1908/197S, p. 686). The use of zigzags in
embellishment can be interpreted as stylized mountains or waves (Jochelson, p. 210).
The arch motif parallels the tongue or U-shape motif described by Ivanov (1963, p.
24). In 1930, the Koryak embroidery motif represents a design similar to Chukchi
embroidery of the same decade (Kaplan, 1974, p. 41 & 59). A 1930 Chukchi
briefcase employs plant motifs, which Bogoras (1909/1969, p. 226) believed to be
nonexistent among Chukchi embroidery (Kaplan, 1974, p. 59) (see figure 4). A
similar plant design is portrayed on a Koryak boot (Kaplan, p. 41) (see Figure 5). In
my opinion, the occurrence of floral and plant motifs indicate an evolution of popular
motifs. The Chukchi briefcase and the Koryak boot are documented within the same

decade, thus possibly illustrating motifs which follow popular trends (see Figure 4 &
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5).

Stylistically, Aleut embroidery is
arranged linearly to include chevrons,
triangles, diamonds, and ovals. The zigzag
motif is also popular among Aleut
embroidery, it comprises of two hairs
being manipulated to form the motif. Yuit

embroidery motifs were highly geometric

and abstract. The Alaskan Yuit motifs . ) . .
Figure 4. A Chukchi embroidery motif

include stylized ovals or thorns forming from c. 1930 (illustrated from Kaplan,
what Ivanov (1963) classifies as the 1974, p. 59).
tongue or U-shaped motif (p. 24).

Limited resources are available regarding

Yuit embroidery motifs which prohibit
further discussion of symbolic meanings.
Popular motifs on hair embroidery Q

from Far Eastern Russia and Alaska are
highly geometric and stylistic in nature.
The Chukchi, Koryak, Aleut, and Yuit
incorporate the stylized tongue motif into
hair embroidery. The tongue motif is Figure S. A Koryak embroidery motif
represented through stylized crosses, form c. 1930 (illustrated from Kaplan,
semi-circles, semi-ovals, rosettes, and 1976, p. 41).
hearts (Ivanov, 1963, p. 24) (see Figure 3). Motifs representing single or numerous
circles are common throughout the embroidery of the Beringian region. I have
addressed the use of these motifs in detail below.

In 1909, Bogoras suggests that Chukchi women, in general, had lost the
cultural meanings behind their embroidery motifs (p. 226). He ascertained that, if the
symbolic meanings did exist they were forgotten by the early twentieth century.

According to Bogoras (1909/1969), the symbolism behind embroidery motifs was
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irreclaimable (p. 226). When researching motif symbolism, ceremonial and religious
beliefs which represent cultural undertones are perhaps kept from outsiders. I feel
extreme caution should be exercised when investigating meanings or belief systems.
When symbolism within an indigenous society appears inexplainable or nonexistent, I
believe a deeper underlying meaning may exist. Traditional societies attribute
meaning to everyday occurrences, therefore embroidery motifs may follow suit. The
possibility that embroiderers utilize designs in accordance to contemporary motifs does
exist as illustrated in figures 4 and 5. In my opinion, meanings which are attributed to
popular motifs may differ from the traditional meanings but still provide valid cultural
symbolism. Popular motifs, however, tend to change rapidly as new design
inspirations are introduced.

Jochelson (1908/1975) while researching Koryak material culture used an
objectionable line of questions to elicit the answers he received (p. 686). He states
that:

as a general rule the ornamentation had no special significance ... women use

the designs employed in the ornamentation of common dress, which have

undoubtedly been adopted from the Russians or the Tongus, merely

for beauty, without reference to their meaning (p. 686).

Jochelson, by dismissing the cultural significance and meanings attributed to Koryak
designs, formulated similar conclusions to Bogoras. [ believe that the possibility of
cultural meanings behind motifs should be considered even if research fails to provide
an answer. The symbolism behind embellishment motifs can be subtle and visible
only to members of a particular family or cultural group.

The motifs used in hair embroidery consist of single and multiple combinations
of embroidery stitches. The embroidery stitch itself often represents a popular motif
found among northern material culture. To distinguish hair embroidery from the
Chukchi, Koryak, Aleut, and Yuit, an understanding of distinct embroidery stitch

techniques and the regions in which they occur is important.
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Hair Embroidery Techniques

The knowledge of hair embroidery involves an intricate understanding of stitch
variations. The following variations, of the appliqué or couching technique, are known
to be indigenous to specific northern regions. Several of these variations are located
throughout all northern regions where hair embroidery has been documented.
However, other variations appear specific to individual regions. In my opinion, the
sharing of indigenous knowledge and assimilation of ideals may have impacted the
territorial occurrence of the stitch variations. Therefore, a regional classification of
stitch variations is important to place hair embroidery within a context (see Figure 6).
My investigation into stitch variations found to date is important to determine trends
associated with the regional existence of hair embroidery.

Turner (1976) suggests that appliqué or couching of hair involves laying it "on
the surface to be decorated and attached at intervals by a sinew or cotton thread
stitched over the hair at right angles to it" (p. 31) (see Figure 6a). This continuous
line of appliqué is produced by merging

successive hairs and securing them with

a stitch. I suggest that the basic
. e Figure 6a. Simple line variation (illustrated

couching stitch is indigenous to all from Turner, 1976, p.31).

regions where the inhabitants participate

in hair embroidery. Another variation of

the continuous line stitch is the 'meander’

arrangement, in which a wavy line is . . .
Figure 6b. 'Meander' stitch variation

formed by positioning the hair to create (illustrated from Turner, 1976, p. 31).
the desired effect (see Figure 6b). This
meander arrangement involves the use

of diagonal couching stitches, which are

placed in opposite directions, to secure m

the hair. I found this meander stitch to

be indigen()us to hair embroideries from Figure 6¢. Twisted hair vanation (i]lustfated

from T 1976, p. 31).
Far Eastern Russia and the Aleutians. umer, p- 31)
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The third stitch variation involves twisting
the hair and securing it with an oversewn
line of stitching (see Figure 6¢c). At
regular intervals, the hair is twisted and

secured by diagonal stitching. This

variation is representative of hair . . .
Figure 6d. Wound hair around straight

embroideries from Far Eastern Russia and  couching stitches (illustrated from
North America. Another basic line Tumner, 1976, p. 32).
variation involves wrapping hair around

parallel lines of stitching (see Figure 6d).

A meander arrangement with a parallel

line of stitching is the desired result.
According to Tumer (1976), this stitch (a) full view

variation is found among embroideries

from Siberia and Far Eastern Russia (p.
3 l). @

The following series of variations _ (b) side view
) i i ) ) Figure 6e. 'Petal' variation (illustrated
consist of hair embroidery stitches with from Tumer, 1976, p. 32).
a non-continuous line of couching. The
first variation is the 'petal’ stitch,
which involves stitching the hair at
the centre and looping it back around

to be held with both ends together

(Turner, 1976, p. 32) (see Figure 6e). (@) full view

The hair is fanned out to create a

round petal shape. I found this stitch
among eastern Canadian, particularly .
Huron, embroideries. A variation of the (6) side view

petal stitch is the 'bud' stitch. The bud  Figure 6f 'Bud' stitch variation

illustrated from Turner, 1976, p. 32).
stitch represents a "swelling at the end (illustrated from Tu p- 32)
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of the stock” (Tumer, p. 32). This stitch
involves the petal stitch with an additional
stalk which is the twisted simple line
variation (see Figure 6f). The bud stitch is
found among the Huron peoples of eastern Figure 6g. overlapping hair
Canada. Another similar embroidery stitch Y;T?:,o; s(i)l.lustrated from Speck,
involves the overlapping of hair through
stitching to form a floral motif (see Figure 6g). This stitch variation appears among
eastern Canadian embroidery. The forth stitch variation represents the bristle
technique, also known as hair tufting or candlewicking (see Figure 6h). The tufting
stitch involves this four step process:
(a) a loop stitch is made. (b) A bundle of hairs, 'about half the size of a little
finger', is laid under the loop, and the stitch drawn tight and knotted. (¢) The
ends of the hairs are fanned out. This procedure is repeated as often as

required to fill up the proposed figure, and the tips of the hairs are trimmed

with very sharp scissors.... (d) shows the finished element (Turner, p. 32-33).

Figure 6h. The bristle, candlewicking, or tufting stitch variation; (@) loop stitch, ()
inserted hairs, (¢) tightened stitch, (d) completed and trimmed (birds-eye view)

(illustrated from Turner, 1976, p. 32).
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Hail and Duncan (1989) suggest that moose and caribou tufting is a "new
Athapaskan art form that came into existence shortly after the first World War among
the Slavey of Fort Providence in Northwest Territories” (p. 250). Owing to the
resource scarcity caused by World War I, Mrs. Boniface Laferte (Lafferty) imitated
wool punch work with moose hair to form the tufting technique (Hail & Duncan, p.
250). Prior to World War I, however, Speck (1911a) studied the Huron bristle
embroidery technique which is identical to the tufting of hair associated with the
Northwest Territories (p. S). Speck's reference to tufting predates the tufting theory
formulated by Hail and Duncan. Turner (1976) suggests that modern hair tufting
represents a reintroduction by Lafferty as opposed to a new innovation (p. 53). Hail
and Duncan suggest that c. 1960 there was a resurgence of tufting; this embroidery
variation maintains current popularity in the Northwest Territories (p. 253).

Steinbright (1992) reports that Selina Bifelt Alexander from Huslia, Alaska is
responsible for recently introducing caribou hair tufting into the Alaskan interior (p. H-
11).

The next variation involves a
continuous line of embroidery which
involves "wrapping four or five hairs,
laid side by side, to and fro between i L i o
Figure 6i. Crisscrossed hair variation
parallel lines of stitching" (Turner, (illustrated from Turner, 1976, p. 33).

1976, p. 33) (see Figure 61). I found
that the crisscross stitch variation is indigenous to hair embroidery from Far Eastern
Russia and Alaska. The most prominent stitch on hair embroidery from St. Lawrence
Island is the variation which involves a
crisscross stitch. The Beringian
embroiderers incorporate the crisscross
stitch with a twisted line stitch to create -. .l.
different widths and embroidery

o Figure 6]. Coiling hair variation (illustrated
appearances. The combination of from Turner, 1976, p. 34).

embroidery stitches are illustrated in



these artifacts (UA 64.21.136, UA
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64.21.139, UA 64.21.859, & SIM II.N.20)

(see Appendix D).

The following variations on

embroidery stitches involve wrapping hair

or filler around a core. The first variation

includes a core on which a single hair is

f

looped and alternately caught under a stitch

for attachment onto the garment (see Figure

Figure 6k. Core border variation
(illustrated from Turner, 1976, p. 34).

6j). This core technique often involves the

use of hair and quill together. Turner
(1976) states that this core variation is
found on Kutchin and Cree hair
embroidery (p. 33). Another similar
coiling technique represents a border
stitch. This border stitch includes a
thong filler on which hair is arranged
and stitched to the skin to form a
border (see Figure 6k). The next stitch
variation involves a cut-out skin pattern
on which two hairs are wrapped around
the core to create a design. The two
hairs are twisted and laid over one
another, each passing over and under a
series of securing stitches used to attach
the omamentation to the base substance
(see Figure 61). The finished piece has
an appearance similar to that of braiding.
Turner suggests that the overall stitch

appearance resembles skin appliqué from

Figure 61. Two twisted hairs applied onto a
skin strip (illustrated from Turner, 1976, p.
34).

(a) front view

(b) back view
Figure 6m. Braided single hair
forming a crisscross design
(illustrated from Turner, 1976, p. 35).
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Far Eastern Russia and Siberia (p. 35).
Turner (1976) attributes the skin
pattern and reindeer hair technique to
the Sakhalin region of Siberia (p. 34).
The following series of
variations in hair embroidery stitches (a) front view
are found among Aleut embroideries.
These stitch variations included the
decoration of skin strips with hair

embroidery. In one variation, two hair

are braided onto a sealskin strip to form (b) back view

Figure 6n. Single hair crisscrossed and
centre stitched (illustrated from
parallel hair on the underside (see Turner, 1976, p. 36).

Figure 6m). The hair is attached onto the strip through braiding to eliminate the need

a crisscross effect on the face with

for stitching. This edge variation is attached to the garment with perpendicular
stitches between and beneath the hair (Turner, 1976, p. 36). The second variation in
strip embellishment involves a simplified detail of braiding, shown in the previous
technique, where two hairs are stitched at the centre to form a geometric motif (see
Figure 6n). The face of this variation forms an X-shaped motif with centre stitching.
The centre stitching line attaches the embroidery to the skin strip and garment itself.
The general appearance of the embroidery resembles an Alaskan Yuit stitch which is

either attached to a skin strip or to the

garment itself. Another strip .
embellishment technique involves §

wrapping two hairs around a strip of

skin and attaching the hair at centre Figure 60. Hair wound around a band
with centre stitching to form a motif

(illustrated from Turner, 1976, p. 36).
motif by altering the direction of the hair once it is stitched at centre front (see Figure

front. The hair forms a geometric

60). Tummer describes this process:

the forth outer stitch ... are carried horizontally to the fifth, passing through it
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in opposite directions and

continuing obliquely to the edges.
Thence each hair runs vertically
under the band to the opposite
edge, to continue at an angle to
the sixth stitch, thus completing a () front view

hollow diamond (p. 36).

This variation appears to resemble an
embroidery stitch found on Yuit artifacts
in Alaska. The Yuit stitch differs, in that, (b) back view

the hair is applied directly onto the Figure 6p. Edge vanation forming an

: . i . inverted triangle (illustrated from
artifact without a strip of skin. The next Tumner, 1976, p. 37).

Aleut strip embellishment represents an

edging technique involving two single hair

which form inverted triangles that
alternate. The hair is then secured with
centre stitching (see Figure 6p). The
Aleut edge technique resembles the

embroidery stitch found on embroideries

Figure 6q. Edge variation with identical
stitching on both sides (illustrated from
eastern Canada. The last Aleut stitch Turner, 1976, p. 37).

from Far Eastern Russia, Alaska, and

involves stitching three to five hairs closely together to form a continuous line of edge
stitching (see Figure 6q). This stitch runs over the edge to attach on the underside in
the same manner as on the face.
Another variation of hair
embroidery stitches involves two strands
of hair which alternate above and below

the centre line to form circles in a

continuous line (see Figure 6r). I located . ) o _ i
Figure 6r. Circle variation with modified

this circular stitch variation on meander stitch.
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embroidery from Far Eastern Russia, for
example on artifact (II.N.92a&b). The
next stitch variation involves folding the
hair to form an inverted 'V'. The hair is
laid diagonally on the surface and Figure 6s. Diagonal hair stitched to form
secured with a stitch; the variation is V-shaped motif
then repeated to finish the stitch (see
Figure 6s). This technique resembles an

Alaskan Yuit from the Yukon-

Kuskokwim Delta and Aleut variation of
the embroidery stitch. Another simple Figure 6t. Modified meander stitch with
line vanation is the drawn-out or elongated curves.
elongated meander stitch (see Figure 6t).
This modified meander stitch is found on
Aleut embroideries. The next embroidery
stitch found on embroideries from the
Aleutians and the Yukon-Kuskokwim . . .
Figure 6u. Variation representing a
Delta involves a free standing chevron chevron motif.
motif (see Figure 6u). The Aleut employ an
embroidery stitch which involves twisting a

bundle of hair once while couching it onto

the artifact (see Figure 6v). The last stitch

Figure 6v. Linear variation with
L. . several hair secured to the base
which is attached in the centre (illustrated from Turner, 1976, p.

37).

variation for hair embroidery involves a hair

and looped to extend above the
strip (see Figure 6w). I found
this stitch to be indigenous to hair

embroideries from the Russian Far

East.
Figure 6w. Strip variation with hair looped with

centre stitching,
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Hair preferred for embroidery is lengthy and should be capable of being folded,
flattened, or creased to conceal the stitching thread. Ideally, hair used in embroidery
must posses near elastic properties, much like porcupine quills. Turner (1976) states
that the process of dying involves steeping the hair in hot infusions of roots, berries,
flowers, bark, or moss (p. 29). This entire process resembles the process of dying
quills as described by Ochard (1916, p. 7-9). Once dyed, the hair is kept in small
bundles which are categorized according to colour. Turner states that the hair is
moistened before its use to increase the tensile strength and prevent slipping during the
trimming process (p. 29)

In my opinion, the occurrence of dyed embroidery hair is subject to regional
constraints. The dying of hair appears more prominent in embroidery from eastern
North America, as opposed to St. Lawrence Island, Alaska. Artifacts with hair
embroidery found on St. Lawrence Island use undyed hair from the ruff of the
reindeer. Colour is added to St. Lawrence Island embroideries through the use of
cotton thread. The use of cotton thread to add colour to embroidery is discussed in
detail below.

Traditionally, the tools used in hair embroidery included an awl, needle, and
sinew thread (Turner, 1976, p. 30). Apassingok et al. (1985) describes sinew as being:

first stripped to the desired thickness, then twisted to the desired length, always

keeping the end of each piece narrower than the rest so that additional lengths

can be added or so it can be threaded through the eye of a needle" (p. 97).
Traditional sinew thread has been replaced by waxed nylon thread for use in hair
embroidery (Steinbright, 1992, p. H-10).

St. Lawrence Island Stitches

Vivian Iyakiten (personal communication, January, 1994) states that the
crisscross stitch variation was taught in high school, during which she learned to
embroider with hair. This stitch involved wrapping the hair to and fro between
parallel lines of stitching to create the crisscross effect (see Figure 6i). Vivian

explains that the crisscross technique has six steps which include: (1) secure the hair
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in place; (2) start on the left side of the hair; (3) wrap the thread or sinew under the
hair; (4) on the right side of the hair take a tiny stitch near the previous stitch; (5)
make sure the needle goes under thread and hair; (6) as the needle is pulled bring hair
and thread down towards the stitch positioning the thread where the stitch is wanted
(see Figure 7). On the surface, the stitch appears to represent braiding or crisscross
design. According to Vivian Iyakiten (personal communication, January, 1994), the
appearance of the stitch on the underside resembles an 'X'. A good embroiderer will
count the number of hair used to maintain the same width throughout the detail

(Nancy Walunga, personal communication, January, 1994).

Figure 7. Example of the crisscross stitch technique "used as a show and tell piece of
what they used to do" from St. Lawrence Island by Lucile Kaazaata c. 1973 (Dennis

Corrington, personal communication, January 1995).
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St. Lawrence Island Embroidery
Before the crisscross technique was brought to St. Lawrence Island, hair

embroidery was applied onto the skin using sinew (Vivian lyakiten, personal
communication, January, 1994). On St. Lawrence Island, sinew was used to secure the
hair embroidery until cotton thread became available as a result of non-indigenous
contact. I found that both thread and sinew was used in hair embroideries from St.
Lawrence Island. According to Vivian Iyakiten (personal communication, January,
1994), white reindeer hair was used in the embroideries on St. Lawrence Island.
Colour, therefore, was added through cotton thread used either as a substitute for hair
or couching thread.

Hair embroidery from St. Lawrence Island is applied onto thick skin with the
needle penetrating partially through in order to preserve the water proof quality of the
skin (Vivian Iyakiten, personal communication, January, 1994). For the base of her
embroidery, Vivian Iyakiten (personal communication, January, 1994) prefers thick
skin over European textiles. She believes that the quality of hair embroidery on skin
exceeds the quality on textiles and maintains a taut, clean stitch. This point is
illustrated through a comparison of two Yuit artifacts (UA 610.M.5917 & UA
610.5918) from the Yukon-Kuskokwim Delta (see Figure 8). Both artifacts were
collected in southwestern Alaska, within the same decade, by Lola Albright Heron and
John Albright (see Appendix D). The tobacco pouch (UA 610.M.5918) was
embroidered on a textile as opposed to skin. When comparing the tobacco pouch (UA
610.M.5918) to the salmon skin bag (UA 610.5917), I found that skin holds the
embroidery stitch in a cleaner and more stable manner. By analyzing the attributes of
hair embroidery artifacts, I can derive information to assist in advancing the

knowledge of indigenous hair embroidery.

Hair Embroidery Artifact Discussion
Artifacts decorated with hair embroidery at the University of Alaska Fairbanks

Museum include hunting belts, pouches or bags, and trim found on parkas. Types of

artifacts with hair embroidery at the Sheldon Jackson Museum include boots, mittens,
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pouches, housewives; other artifacts with hair embroidery include a belt, parka, and
quiver. These artifacts represent a wide geographic region which encompass Far
Eastern Russia, the Lower Yukon-Kuskokwim Delta, St. Lawrence Island, and
unknown regions (see Appendix D & E). I have analyzed hair embroidery artifacts
according to technical similarities, use of colour, design similarities, presence of other

embellishment forms, European influences, and artifact uses.

Figure 8. Artifacts (UA 610.5917 & UA 610.M.5918) illustrate the appearance of hair

embroidery on skin and textile surfaces.

Technical Similarities
The technical aspects of hair embroidery from Far Eastern Russia and St.
Lawrence Island are almost identical. The stitch variations on St. Lawrence Island

hair embroideries include the simple line, twisted simple line, and crisscross techniques
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(see Figures 6a, 6¢, & 61). These three stitch variations found on St. Lawrence Island
are also found in the Russian Far East. Yet, hair embroidery from the Russian Far
East features a wider stitch repertoire than embroidery from St. Lawrence Island. For
instance, footwear from Far Eastern Russia, artifacts (SJM I1.N.92a&b), are
embellished with a stitch variation which is uncommon in St. Lawrence Island
embroideries (see Figure 6r) (see Appendix D).

Hair embroidery from the Yukon-Kuskokwim Delta appears similar to Aleut
embroidery. The Yuit from the Yukon-Kuskokwim Delta reside in close proximity to
the Aleuts (see Appendix E). I contend that a system of shared knowledge, which
includes hair embroidery, may have resulted from contact between these neighbouring
communities. Artifacts (UA 610.5917, UA 610.M.5918, & UA 610.5920) represent
stitch variations which are indigenous to hair embroidery from the Yukon-Kuskokwim
Delta (see Appendix D). The University of Alaska Museum and the Sheldon Jackson
Museum collections house limited examples of hair embroidery from the Aleutians.
However, Varjola (1990) presents examples of Aleut hair embroidery which illustrate
the stitch variations indigenous to that particular region. Aleut and the Yukon-
Kuskokwim Delta Yuit embroideries represent variations which create V-shaped and
X-shaped stitches. I suggest that the Aleut maintained extensive contact with the Yuit
from the Yukon-Kuskokwim Delta. The crisscross stitch variation (Figure 6i) is rarely
used on artifacts with hair embroidery from the Yukon-Kuskokwim Delta. However,
this crisscross stitch often occurs among embroideries from St. Lawrence Island and
Far Eastern Russia. The stitch variations from St. Lawrence Island and Far Eastern
Russia further suggests that commonalities in hair embroidery exists between
neighbouring communities.

When an embellishment technique becomes popular within a culture, I would
expect experimentation to occur. Any experimentation with the embroidery stitches
among the St. Lawrence Island Yuit appears insignificant and essentially nonexistent.
The three variations in embroidery stitches found on St. Lawrence Island are
technically advanced, however; these artifacts exhibit few indications of development

in alternative stitch variations. St. Lawrence Island embroiderers maintain their
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creative diversity through the use of colour thread.

Use of Colour

After European contact, cotton embroidery thread was used to embellish

material culture throughout the Beringian region. With the introduction of cotton
thread, came the opportunity to provide colour in regions where the natural appearance
of the hair was utilized. Cotton thread of various colours, as opposed to dyed hair,
was used to provide colour in Yuit hair embroidery. Unlike the Yuit, hair
embroiderers throughout eastern Canada, the Northwest Territories, and the Aleutians
apply dye to hair, intestine, and skin for colour embellishment.

Embroiderers from Far Eastern Russia and St. Lawrence Island employ similar
uses for colour thread. A quiver (SJM II.N.20) and belt (SJM II.N.31) from Far
Eastern Russia rely on thread to provide colour accent. Similarly, the artifacts (UA
64.21.136, UA 64.21.137, UA 64.21.139, & UA 64.21.859) from St. Lawrence Island
utilize colour thread in hair embroidery (see Appendix D). At times, various colours
of thread have been incorporated into the crisscross hair embroidery stitch. In doing
so, the embroiderer combines thread and hair into the initial stitch, as represented in
Far Eastern Russian and St. Lawrence Island Yuit hair embroidery. In Kaplan (1974),
Koryak footwear dated c. 1930 illustrates the combination of hair and thread into the
embroidery stitch (p. 41) (see Figure 5). Artifacts (UA 64.21.136, UA 64.21.137, &
UA 64.21.139) from St. Lawrence Island combine hair and cotton thread in a
technique identical to the Koryak motif in Figure 5 (see Appendix D). Another
method used to incorporate colour into hair embroidery involves alternating hair and
thread every few stitches through the motif. The quiver (SJM II.N.20) from Far
Eastern Russia and belt (UA 64.21.137) from St. Lawrence Island used the alternate
thread and hair every few embroidery stitches (see Appendix D).

Artifacts with hair embroidery from St. Lawrence Island are embellished with
analogous colours of cotton thread. Popular colours of embroidery thread on St.
Lawrence Island include: red (UA 64.21.136, UA 64.21.137, UA 64.21.139, & UA
64.21.859); green (UA 64.21.136, UA 64.21.139, & UA 64.21.859); tan (UA
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64.21.137, & UA 64.21.859); and blue (UA 64.21.859) (see Appendix D). In my
opinion, these commonalities indicate either access to similar supplies or that the
artifacts were embroidered by the same women. Artifacts at the Sheldon Jackson
Museum were embroidered using similar colours of cotton thread. The popular
colours of embroidery thread include: red (SJM I1.H.28, SIM I1.X.747, SJM II.N.20, &
SIM II.N.31b); tan (SJM IL.H.28, SJM II.N.20, & SJM IL.N.31b); and blue (STM
II.B.78, SIM II.N.20, & SIM I1.N.31b) (see Appendix D). These artifacts originate in
either Far Eastern Russia or the Yukon-Kuskokwim Delta. The Yuit from the Yukon-
Kuskokwim Delta chose textiles which correspond to the colours found in embroidery
thread throughout Far Eastern Russia and St. Lawrence Island. The corresponding
choice in colour indicates a possible similarity in aesthetic values among Far Eastern
Russians and the St. Lawrence Island Yuit. I believe that more extensive research is
needed to construct a further correlation between colour selection in Far Eastern
Russia and Alaska.

An analysis of colour selection may assist in identifying the provenance for
unknown artifacts in museum collections. One extremely interesting artifact of
unknown origin is a gut (?) pouch (UA 67.98.133) (see Figure 9). The artifact is
embellished using gut (?) strips dyed red, green, and black with white hair embroidery
applied onto the strips. After analysis of colour and style, I would classify the pouch
(UA 67.98.133) as Aleut as opposed to Yuit. According to Black (1982), the Aleut
dye bands "(black, red, blue of several shades, dark and light green, yellow, orange,
and white)" for embellishment purposes (p. 159). Turner (1976) suggests that hair
embroidery was placed on the strips of intestines without completely hiding the bands
(p. 35). Many examples of Yuit hair embroidery from the Yukon-Kuskokwim Delta
use undyed strips of skin, whereas Aleut embroidery is often embellished with dyed
strips of skin. For example, this Yuit housewife (SJM II.B.78) from the Yukon-
Kuskokwim Delta illustrates the use of undyed strips on which hair embroidery is
applied (see Appendix D). Aleut and Yukon-Kuskokwim Delta Yuit hair embroidery

is similar, therefore an accurate distinction of provenance is unlikely without further

study.
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Figure 9. Artifact (UA 67.98.133), an example of a pouch, possibly of Aleut
provenance embellished with dyed gut (?) strips and hair embroidery (photo credit

Michelle Zerwig).

Design Similarities

Along with similarities in colour, artifacts from the trans-Beringian region also
display commonalities in embroidery motifs. The popular tongue motif, discussed by
Ivanov (1963, p. 24), occurs on artifacts (UA 610.5917, UA 610.M.5918, UA
610.5920, SIM II.H.28, SIM IL.H.79, & SIM I1.B.78) from the Yukon-Kuskokwim
Delta. The entire design of these artifacts is based on the general tongue motif (see
Figure 3). Artifacts with hair embroidery from St. Lawrence Island (UA 64.21.136,
UA 64.21.137, & UA 64.21.139) and artifacts from Far Eastern Russia (SJM I1.N.20
& SIM I1.N.31a&b) also display characteristics of the tongue motif (see Appendix D).
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Another common design motif throughout Far Eastern Russia and Alaska is a series of
circles within a circle. I found the circular design element on artifacts (UA 64.21.136,
UA 64.21.137, & UA 64.21.859) from St. Lawrence Island. Similar designs were
found on a quiver (SJM II.N.20) from Far Eastern Russia (see Appendix D).

Artifacts from St. Lawrence Island resemble one another through similarities in
motif and embroidery width. These artifacts have similar motifs which feature: stars
(UA 64.21.136 & UA 64.21.139), triangles (UA 64.21.136 & UA 64.21.137) and
stylized floral motifs (UA 64.21.137, UA 64.21.139, & UA 64.21.859) (see Appendix
D). Along with similarities in motifs, artifacts (UA 64.21.136, UA 64.21.137, UA
64.21.139, & UA 64.21.859) exhibit identical embroidery widths. These four artifacts
were collected ¢. 1927 by Otto William Geist on St. Lawrence Island. In my opinion,
the similarities in width, colour, and date of origin suggest that one woman from St.

Lawrence Island produced all four artifacts.

Figure 10. Artifact (UA 64.21.139), an example of St. Lawrence Island Yuit use of

colour in their hair embroideries.
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A 'rabbit ear' motif featured on a St. Lawrence Island pouch (UA 64.21.139) is
similar to the Koryak motif found in figure 5 (see Figure 10) (see Appendix D).
These design motifs were embroidered within the same decade; the pouch dates c.
1927 and the briefcase dates c. 1920/1930's. Scholars believe that embroidery motifs
represent popular societal themes. I found that the similarity of these motifs, which
were contemporaries of one another, suggests a level of exchange among trans-
Beringian cultures. Interpreting indigenous motifs is problematic owing to the limited
amount of information which addresses the cosmological meanings associated with
traditional and popular motifs. Further research is essential to determine whether
motifs exhibit a profound symbolic meaning. The recurrence of motifs throughout the

Beringian region raise enough question to warrant a further investigation.

Combined Modes of Embellishment

I found that the appearance of hair embroidery reflects which resources were
available, both organic and inorganic, to the embroiderers. The combination of
beading and embroidery on artifact (UA 64.21.139) may reflect personal choices or
preferences which represent which materials were available, colour aesthetics, and the
evolution of embroidery (see Appendix D). The front portion of the pouch is
embellished with hair embroidery, whereas the back and flap are embeilished using
commercial beads. Manufactured beads became available through Euro-American
contact with Russian traders, whaling vessels, researchers, and missionaries. These
beads were perhaps incorporated into the pouch design to lend stability to the
embellishment. Beading which is securely fastened can sustain constant abrasion over
a longer period of time than hair. By its very nature, hair can undergo only limited
abrasion before showing signs of wear. Dinah Larsen, the Coordinator of Ethnology at
the University of Alaska Museum (personal communication, January, 1994) states that
hair becomes abraded when objects rub against it, therefore making hair impractical
for the back of a pouch intended for a belt. In my opinion, limited resources may
influence the application of certain embellishment techniques. The supply of reindeer

hair in Gambell was inconsistent, owing to a variety of possible factors which include
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the concentration of reindeer in Savoonga, permit hunting, and fluctuations in herd
size. It is possible that the scarcity of hair resources began to force embroiderers to
decorate with beading.

The choice of beading when incorporated with hair embroidery may reflect the
embroiderers preference for a colour contrast. The front of the pouch consists of
tanned sealskin while the back and flap are made from bleached sealskin. The white
reindeer hair provides a contrast with the dark sealskin to appear more visible, whereas
white hair would presumably blend into the bleached sealskin. Through artifact
analysis, I determined that the motifs were sketched onto the artifact before the
embroiderer applied the embellishment. These markings suggest an innate sense of
symmetry, presumably coupled with a desire for aesthetics. I suggest that the
contrasting background and varying mode of embellishment enables the maker to
satisfy an unconscious need for aesthetic contrast.

The choice of beading in conjunction with hair embroidery may represent a
transition between traditional and modern techniques of embellishment. Chaussonnet
(1988) suggests that hair embroidery was "replaced by or combined with beadwork, as
soon as colored glass beads became available through trade" (p. 221). In the late
1920's, beading may have taken on new dimensions with an increase in Euro-
American influences on St. Lawrence Island. In my opinion, the quality of hair
embroidery, in comparison to that of beading, supports the theory of modernization.
The quality of hair embroidery exceeds that of beadwork which indicates that beading

may represent the newer technique on St. Lawrence Island.

European Influences

Indigenous material culture began to reflect Euro-American influences as
contact between whalers and Alaskan indigenous peoples began to increase. This
transition is apparent through the analysis of artifacts which represent the period before
and after non-indigenous contact. According to Cremeans (1930), the belts from St.
Lawrence Island were intended as charm belts used to secure the inner parka (p. 9).

Ideally, charm belts would ward off evil spirits and bring good fortune to hunters.
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Amulets such as beads, walrus teeth, and leather pieces were attached to charm belts.
Tools such as a "hunting knife in its sheath, a sharpening stone, a tobacco pouch, and
a shell bag" were also attached onto the belts (Cremeans, 1930, p. 9). The
embroidered hunting belts included in my study represent those described by
Cremeans.

The belts with hair embroidery, at the University of Alaska Museum, reflect
influences from Euro-American contact; whereas, the belt with embroidery at the
Sheldon Jackson Museum represents the functional and unaltered version of the
hunting belt. The Siberian belt (SJM II.N.31a&b) and two Yuit belts (UA 64.21.136
& UA 64.21.137) were designed as hunting belts with pouches to carry bullets,
powder, and tobacco. The Siberian belt dates c. 1890, thus predating the St. Lawrence
Island belts which date c. 1927. The Siberian and St. Lawrence Island belts exhibit
the same general design with different buckles. The buckle on the Siberian belt
consists of a metal disc which fastens through a slit on the other side, whereas the St.
Lawrence Island belts have a European style of buckle which is fashioned out of ivory
(see Appendix D).

In my opinion, Euro-American influence is apparent through the appearance of
trade beads on artifacts such as (UA 64.21.136 & UA 64.21.137). Trade beads
became an extremely valuable commodity among the Yuit during early European
contact. Certain Yuit individuals equated trade beads with wealth; such individuals
frequently utilized their beads in the ornamentation of material culture (Chaussonnet,
1991, p. 20). Artifacts with hair embroidery represent numerous European influences,
one basic influence is cotton thread. The use of cotton thread may be a result of
Euro-American contact or trade with indigenous peoples who maintained prior outside
contact. Outside contact is evident through the occurrence of manufactured items such
as buttons and implements used for sewing. A pouch, artifact (UA 64.21.139), from
St. Lawrence Island contains a brown plastic (?) button, cotton thread, textiles, and
manufactured seed beads, all characteristic of indigenous material culture post Euro-
American contact. Contact with non-indigenous peoples, in my opinion, has altered

the appearance and function of material culture items within traditional societies.
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Artifact Uses

Prior to Euro-American contact, the functional aspect of material culture was
important to the survival of indigenous groups who reside in the circumpolar north.
The functional requirement associated with material culture began to decline when
manufactured goods became available. I believe that many early twentieth century
artifacts represent the transition between subsistence and modernization. For example,
artifact (UA 64.21.139), a pouch from St. Lawrence Island, represents a non-practical
and aesthetic version of a once functional style. Traditionally, this pouch would have
been wom on a belt, however the modification renders the pouch unsuitable for a belt
(Dinah Larsen, personal communication, January, 1994). I found that the amount of
hair embroidery in conjunction with beading indicates that the maker intended the
pouch for trade or personal gift. As Euro-American influences evolved, the St.
Lawrence Island Yuit modified the functional aspect of their material culture to appeal
to the non-indigenous market. The St. Lawrence Island hair embroidered belt (UA
64.21.859) lacks buckle holes (see Appendix D). This ornate hunting belt has a
European style buckle made of ivory without holes punched for the buckle, therefore
the belt was possibly produced for the aesthetic value as opposed to a utilitarian
function. The artifacts from the Yukon-Kuskokwim Delta possess more utilitarian
qualities. Two tobacco pouches (UA 610.M.5918 & UA 610.5920) display signs of
actual use, thus indicating a functional design (See Appendix D). These pouches are

similar in size and use of bright cotton yarn along with hair for embellishment.

Factors Influencing Hair Embroidery Decisions

I have determined that the decision making processes relating to hair
embroidery are complex. The conscious choice to embroider may depend upon
cultural contact, availability of resources, and influences which result from Euro-
American contact. The wide demographic distribution of hair embroidery suggests
exposure to various embroidery techniques which are dependant upon cultural contact.
Without the sharing of cultural knowledge, hair embroidery techniques may have

maintained a separate and distinct appearance.
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The similarities in northern stitch variations suggest a sharing of knowledge
which impacts upon the decision making process. An investigation into the material
culture from St. Lawrence Island suggests evidence of shared embroidery knowledge
with Far Eastern Russia. Through this experience, I determined that the St. Lawrence
Island Yuit encountered hair embroidery techniques through cultural contact with Far
Eastern Russia. St. Lawrence Island stitch techniques include those variations found
throughout the embroideries of Far Eastern Russia. I found that cultural influences
enhance and bias the decision to include hair embroidery as embellishment on St.
Lawrence Island. However, the stitch variations indigenous to eastern Canada (i.e.
hair tufting) are absent from St. Lawrence Island Yuit embroideries. Had significant
contact between eastern Canada and St. Lawrence Island occurred, I believe that the
decision to adopt embroidery techniques from Far Eastern Russia may have altered.
Gauging the extent of the indigenous exchange of knowledge, regarding hair
embroidery, is difficult and purely speculative. However, the absence of St. Lawrence
Island and eastern Canadian embroidery similarities suggests that cultural contact was
non-existent. The decision to employ hair embroidery for embellishment reflects more
than cultural exchange; it reflects resource availability.

The availability of an immediate and continual supply of hair on St. Lawrence
Island may influence the decision to embroider. Embroiderers on St. Lawrence Island
prefer to employ hair acquired from the ruff of the reindeer, making a small
percentage of hair suitable in length and pigmentation. The apparent difficulty of
acquiring a constant supply of hair experienced by Gambell women may have
increased the decline of hair embroidery on St. Lawrence Island. Determining the
causal factors in regard to the absence of reindeer hair is difficult without extensive
research and extraneous to the focus of this project.

The decline of participation in hair embroidery evolved through either a
conscious or unconscious decision to discontinue embroidery. I found that hair
embroidery was effected in a negative manner by the introduction of select Euro-
American goods (i.e. seed beads) and influences (i.e. non-utilitarian styles). The

unconscious decision to discontinue hair embroidery may have evolved through the
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introduction of exotic influences. The communication breakdown as a result of the
cold war perhaps became influential in the choice to abandon the production of hair
embroidery on St. Lawrence Island.

Euro-American influences and manufactured goods altered the face of hair
embroidery by introducing commodities such as cotton thread, beads, and plastic
buttons. The decision to incorporate outside goods into indigenous material culture
(i.e. hair embroidery) seemed natural. One could only expect that Euro-American
goods would have an impact upon hair embroidery. When available, manufactured
beads possibly became the embellishment of choice and began appearing in
conjunction with hair embroidery on artifacts. Beading eventually appeared on
artifacts as the single choice of embellishment. Current embellishment procedures
taught to the youth of Savoonga include several aspects of beading (Helen Pungowiyi,
personal communication, January, 1994).

Once resources become unavailable, indigenous peoples may reevaluate the
significance of the embroidery to determine its role within society. I suspect that Yuit
hair embroidery maintained an insignificant role within Yuit everyday life. During my
evaluation of artifacts from St. Lawrence Island, I found hair embroidery to be
culturally insignificant in that Yuit society. I determined cultural insignificance
through the current lack of hair embroidery production and the non-functional

appearance of artifacts (UA 64.21.139 & UA 64.21.859) (see Appendix D).

Role of Museums

St. Lawrence Island is known for having traditional communities, maintaining
subsistence lifestyles, and continuing their Siberian Yupik language. In terms of
material culture, modemization is winning out and the Yuit are adapting a western
style of dress. As embellishment techniques become obsolete, museum artifacts and
oral histories become important sources of information. When traditional material
culture exists predominantly in the memories held by elders, I feel it is important to
sustain and record the knowledge contained in that memory. The role of museums in

knowledge preservation is essential to the maintenance of northern material culture.
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Museum personnel must increase their understanding of ethnographic substances,
namely hair embroidery, to provide complete and accurate documentations. Oral
histories are effective sources of information which yield an understanding of
traditional material culture. Through oral histories, oral traditions can be recorded to
allow future generations insight into traditional subsistence ways of life. The
education of museum personnel, regarding the identification of ethnographic materials
and techniques, may also contribute to the preservation of artifact knowledge.
Ethnographic artifacts include those properties susceptible to museum pest infestations.
Therefore, preventive conservation practices within museum collections are extremely

important in sustaining artifacts with hair embroidery.

Hair Identification

Unfortunately, researchers in North America seem to regard hair and quill
embroidery as one, overlooking the possibility that quillwork may have originated
from hair embroidery (Turner, 1976, p. 71). One example of this grouping can be
located in the work of Feest (1980), who regards quillwork and hair embroidery as
variations of one another (p. 138). Inexperienced museum personnel may find it
difficult to distinguish between animal hair and porcupine quills among ethnographic
artifacts. Hair and quill embroidery techniques exhibit similar attributes, therefore they
require an experienced eye for an accurate assessment (Turner, p. 18).

Turner (1976) suggests that it is difficult to distinguish between porcupine
quills, moose hair, and reindeer/caribou hair owing to similar structural characteristics
(p. 18) (see Table 2). The surface appearance of porcupine quills, including guard
hair, is smooth and waxy with a high gloss. Quills and guard hair indicate similar
properties to those of moose hair. On the other hand, caribou and reindeer hair appear
slightly glossy with a matt surface. The width of moose hair ranges from 0.5mm to
0.625mm, whereas the width of caribou hair is 0.6mm to 0.4mm while reindeer hair
ranges from 0.6mm to 0.25mm. Porcupine quills are found to have a minimum width

of 1.25mm with guard hair having a minimum width of 0.45mm (Turner, p. 21).
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Table 2

Structural characteristics of Quill and Hair Fibres (Extracted from Hair embroidery of
Siberia and North America (p. 24) by Tumer, G., 1976, Oxford: Pitt Rivers Museum.

Copyright 1976 by the Pitt Rivers Museum. Reprinted by permission).

width Edges Surface Colours Cell Scale pattern
_pattern
Moose hair Max. 0.75 Unbroken  Smooth, Dyed, and Compact, Open, Ssome
mm. smooth low white in rounded straight sides
Usual gloss combin-
range 0.5 ation
mm. to
0.625 mm.
Caribou 0.6 mm. to Unbroken Matt or Usually Rounded, Tip: long,
hair 0.4 mm. slightly very white but less narrow, at
scaly slight may be dense right angles
gloss dyed than to shaft Main:
meose open markedly
curved sides
Reindeer C.6 mm. to As As Usually As As caribou
hair 0.25 mm. caribou caribou white, caribcu
seldom
dyed
Porc- min. Usually Smooth, Dyed, and Slightly Very irregular
upine: c.1.25 mm. unbroken  high white in elongated in sice and
quill min. may be qloss combin- not form; crinkled
guard hair c.0.45 mm. split ation easily edges

seen characteristic

Accurate hair identification, specific to individual artifacts, is provided through
techniques of microscopic fibre identification. Fibre analysis, utilizing scale
impressions, accurately identifies the origin of ethno