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ᑭᖓᕐᓂᑦ ᐊᓯᐊᓄᑦ
ᑭᖓᕐᓂ ᑎᑎᕋᐅᔭᕐᕕᒃ ᓴᓇᖑᐊᕐᕕᒡᓗ (ᐱᒋᐊᓚᐅᖅᑐᖅ 1959), ᐃᓚᖓᓗ 
ᑎᑎᕋᐅᔭᖑᐊᕐᕕᐅᑉᓗᓐᓂ ᐊᑎᖃᖅᑐᖅ, ᑭᖓᐃᑦ ᑎᑎᕋᐅᔭᕐᕕᖓᑦ, 
ᓄᓇᓕᖕᒥ ᐱᒋᐊᕈᑕᐅᑉᓗᓐᓂ ᑎᑎᕋᐅᔭᖑᐊᖅᑎᓂᒃ ᑕᑉᑯᐊ 
ᑎᑎᕋᐅᔭᖑᐊᖅᑕᖏᑦ ᓯᓚᕐᔪᐊᕐᒥᐅᓄᑦ ᐱᔪᒪᔭᐅᕙᓕᖅᖢᑎᒃ. ᐊᓇᓇᑎᐊᖓ 
ᐱᑦᓯᐅᓚᖅ ᐊᓱᓐᓇ, ᓱᕕᓐᓇᐃ ᐊᓱᓐᓇ ᑭᓇᐅᔭᓕᐅᕐᓂᓗᒃᐸᓚᐅᖅᐳᖅ 
ᑎᑎᕋᐅᔭᖑᐊᕐᓂᑯᑦ ᑯᐊᐸᒃᑯᑦ ᓯᕗᓪᓕᕐᒥᒃ ᑎᑎᕋᐅᔭᖑᐊᓚᐅᕐᒪᑦ 
ᐊᕋᒍᖃᖅᖢᓐᓂ 25. ᑕᒻᓇ ᐱᒋᐊᕐᓂᐅᓚᐅᖅᑐᖅ ᓯᓚᕐᔪᐊᕐᒥᐅᓄᑦ 
ᐃᓕᑕᕆᔭᐅᑕᕐᓂᖓ ᐱᓕᕆᐊᖏᓐᓂᒃ ᑎᑎᕋᐅᔭᖑᐊᕐᕕᖕᒥ ᐊᒥᓱᓄᓪᓗ 
ᓴᓇᔭᖏᓐᓄᑦ—ᓄᓇᓕᑦ ᑎᑎᕋᐅᔭᖅᑕᖏᑦ ᐊᓱᓐᓇᐅᑉ. ᕕᓕᐊᒻ ᕆᑦᓯᒻᒥᒃ 
ᐊᑎᓕᒃ ᑎᑎᕋᐅᔭᖑᐊᖅᑎᒻᒪᕆᒃ ᑕᐃᑲᓂᓯᐅᕆᐊᓚᐅᖅᑐᖅ 1987 
ᐊᐅᓚᑎᔨᐅᓕᖅᖢᓂᓗ ᑎᑎᕋᐅᔭᖑᐊᕐᕕᖕᒥᒃ ᐱᒋᐊᕐᓗᓐᓂ 2010, 
ᐊᐅᓚᔨᓚᐅᕐᒪᑦ ᐊᓱᓐᓇᐅᑉ ᓯᕗᓪᓕᕐᒥᒃ ᑎᑎᕋᐅᔭᖑᐊᖅᑕᖓᓐᓂᒃ, 
ᐃᓚᖏᓪᓗ ᐃᑎᔪᑉᓗᑎᒃ ᑎᑎᕋᐅᔭᖑᐊᖅᑕᖏᑦ ᓇᓂᔭᐅᔪᓪᓗᐊᕐᖢᑎᒃ 
ᕿᓇᐊᓴᓐᔅ ᑎᑎᕋᐅᔭᖑᐊᖅᑎᖏᓐᓂᑐᑦ Hᐊᕆᕋᓂᒪᔅ ᐳᐅᔅ (1450–1516) 
ᐊᒻᒪᓗ ᐱᑦᑐ ᐳᕈᒋᐅᓪ ᐃᓐᓇᐅᔪᖅ (1525–1559). ᐊᒥᓱᐃᖅᑕᖅᑕᕐᓂᖏᑦ 
ᑎᑎᕋᐅᔭᖑᐊᖅᑕᖏᑕ ᓇᓗᓇᐃᑯᑕᐅᓕᖅᖢᑎᒃ ᐊᓱᓐᓇᐅᑉ 
ᑎᑎᕋᐅᔭᖑᐊᖅᑕᖏᓐᓂᒃ ᐅᑉᓗᒥᐅᔪᖅ. 

ᑎᑎᕋᐅᔭᖑᐊᕐᓂᑯᑦ ᐅᖃᐅᓯᖃᖅᑐᖅ ᓄᓇᐅᑉ ᑕᐅᑦᑐᖓᓂᒃ— 
ᐅᔭᕋᖃᖅᑐᓂᒃ ᐊᑉᓗᕆᑎᑐᑦ—ᐊᓱᓐᓇ ᐅᖃᓚᐅᖅᓯᒪᕗᖅ “ᑭᖓᕐᓂᑦ 
ᐱᒋᐊᖅᑐᑦ ᐊᓯᐊᓗᑦ.” ᐅᓂᑉᑲᖅᑕᖏᑦ ᐊᒻᒪᓗᖅᓯᓯᒪᑉᓗᑎᒃ ᐊᒥᓱᔪᑦ 
ᑐᑭᖃᖅᑎᑕᐅᑉᓗᑎᒡᓗ  ᐃᓄᐃᑦ ᖃᐅᔨᒪᔭᑐᖃᖏᑦ, ᖃᐅᔨᒪᓂᐅᑉᓗᑎᒃ 
ᐅᒃᐱᕆᔭᐅᔪᖅ ᐃᓄᓯᐅᑉ ᐊᓯᖏᓐᓄᑦ ᐊᑕᓂᖏᓐᓂᒃ. ᑕᒻᓇ 
ᐃᓱᒪᒋᔭᐅᔪᖅ ᑐᑭᖃᖅᑎᑕᐅᑉᓗᓂ ᐱᒋᐊᖅᖢᓐᓂ ᒪᓐᓂᖕᓂᑦ, ᑐᐱᕐᓂᑦ 
ᐊᒻᒪ ᓯᓚᕐᔪᐊᕐᓗ (ᑭᓯᐊᓂ ᓄᓇᐅᖏᑐᖅ ᐊᕿᒃᓯᒪᑉᓗᓂ ᓄᓇᖑᐊᖑᔪᖅ 
ᐃᓄᔪᓪᓗᐊᕈᑕᐅᔪᖅ”) ᐊᒻᒪᓗᖅᓯᓯᒪᔪᑦ ᑭᓇᖑᐊᖃᖅᑐᑦ ᑎᒥᖑᐊᖃᖅᑐᓪᓗ 
ᐊᔨᖏᖏᑐᓂᒃ ᕿᓯᖃᖅᑐᑦ ᓄᔭᖃᖅᑐᓪᓗ, ᑐᑭᖃᖅᑎᑕᐅᑉᓗᑎᒃ 
ᓂᕐᔪᑎᖑᐊᕐᓂᒃ ᐊᒻᒪ ᓄᓇᒥᐅᑕᐅᖏᑐᓂᒃ ᐊᔨᖏᓐᓂᒃ.



From One  
Cape Dorset to Another 
The West Baffin Eskimo Co-operative (est. 1959) and its 
art-making arm, Kinngait Studios, has been instrumental in 
developing a thriving arts community in the region capable of 
managing the international export of its artistic production. Like 
her grandmother, Pitseolak Ashoona, Shuvinai Ashoona sought 
an income through artmaking at the co-op, submitting her first 
drawing at the age of 25. This was the beginning of a prolific 
international career and ardent relationship with the studio 
and its many makers—a community that is the subject of many 
of Ashoona’s drawings. William Ritchie, who has been a master 
printer at the studio since 1987 and became studio manager in 
2010, recalls his wonder at the intricacy of Ashoona’s early work, 
comparing the illusion of depth created by her numerous fine 
hatch marks to those found in the works of Renaissance artists 
Hieronymus Bosch (1450–1516) and Pieter Breugel the Elder 
(1525–1559). The repetition of fine lines remains a signature of 
Ashoona’s work today. 

Describing her early landscapes—which portray infinite rock 
ledges retreating like stairs—Ashoona has said, “They led from 
one Cape Dorset to another.” The expressive, circular composition 
of many of her drawings reflects Inuit Qaujimajatuqangit, a body 
of knowledge that rests on a belief in the interconnectedness of all 
life. This idea has found expression in a number of her repeated 
motifs from eggs, tents and globes (not geographically accurate 
but “earth like and/or suitable for life”) to rings of figures and 
faces with different skin tones and hair colours, represented hand 
in hand with animals and monsters alike.



ᐃᓱᒪᒋᔭᐅᓯᒪᔪᖅ 
ᓱᕕᓇᐃ ᐊᓱᓐᓇ ᐃᖕᒥᓂᒃ ᐅᓂᑉᑲᖅᓯᒪᕗᖅ ᓱᓇᑐᐃᓐᓇᕐᓂᒃ ᐃᓱᒪᓱᕐᒪᑦ  
ᐊᒻᒪ ᐅᒃᑐᕈᖕᓇᖅᖢᓂ ᐃᓱᒪᑉᓗᓂᓗᒪ “ᑎᑎᕋᐅᔭᖑᐊᒐᖅ ᖃᓄᖅ 
ᑐᑭᖃᕐᓂᖓᓂᒃ ᖃᐅᔨᒪᓗᐊᖏᒪᑦ ᑭᓯᐊᓂᓕ ᓄᐃᑎᑐᐃᓐᓇᕋᒥᐅᒃ.” 
ᑎᑎᕋᐅᔭᖑᐊᖅᓯᒪᔪᖅ ᐃᓗᐊᓂᓯᐅᑲᓂᖅᖢᓐᓂ ᓴᓇᖑᐊᖅᓯᒪᔪᑉ 
ᑕᑯᑎᑦᓯᑉᓗᓂ ᓯᓚᕐᔪᐊᖑᐊᕐᒥᒃ ᐃᓗᐊᓂᓯᐅᖅᑐᒻᒥᒃ ᓯᓚᕐᔪᐊᑉ. 
ᑕᑯᑎᑕᕆᑉᓗᓐᓂ ᑎᑎᕋᐅᔭᖑᐊᖅᓯᒪᔪᑎᒍᑦ ᓄᓇᖑᐊᖅ ᐅᕕᖓᔪᔭᓕᖅᖢᓐᓂ 
ᐊᒻᒪ ᐃᓄᖑᐃᑦ ᖁᓚᓂᓯᐅᓕᖅᖢᑎᒃ ᓄᓇᐅᑉ. ᐃᓱᒪᒋᔭᐅᔪᒻᒥᒃ 
ᒪᓕᒃᖢᓐᓂ ᑎᑎᕋᐅᔭᖑᐊᖅᐸᒃᑐᖅ, ᐊᓱᓐᓇ ᓴᓇᕙᒃᐳᖅ ᐅᖓᓯᒃᑐᒐᓗᐊᓂᒃ 
ᖃᓂᒡᓕᒋᐊᖅᓯᒪᑉᓗᒋᑦ ᐃᓄᖑᐊᕐᒥᒃ  
ᐊᒥᓱᓂᑦ ᑕᐅᑐᖑᐊᖅᑐᓂᒃ ᐅᕙᑉᑎᖕᓄᑦ. 

ᑎᕕᑕᓕᓚᐅᖅᐳᑦ ᑭᖓᕐᓂ ᐊᑐᓕᖅᑎᓪᓗᒋᑦ 1970 ᐊᒃᑐᐃᓂᖃᓚᐅᖅᐳᕐᓗ 
ᑎᑎᕋᐅᔭᖅᑎᓂᒃ ᓄᓇᓕᖕᒥ. ᐃᓱᒪᒋᔭᒥᓂᒃ ᑕᑯᑎᑦᓯᑕᓗᐊᖏᑲᓗᐊᖅᑎᓪᓗᒍ 
ᓄᓇᓕᖕᒥ ᑎᑎᕋᐅᔭᑎᓂ ᑕᑯᑎᑦᓯᓚᐅᕐᒪᑦ ᓯᓚᕐᔪᐊᕐᒥᐅᓂᒃ 
ᑐᓴᕈᑎᑎᒍᑦ, ᓇᖕᒥᓂᖅ ᑕᑯᑉᓗᒍ ᐃᓄᓯᕐᒥᓂᒃ ᐊᒃᑐᐃᓚᐅᖅᐳᖅ. 
ᓯᓚᕐᔪᐊᕐᒥᐅᑦ ᑎᑎᕋᐅᔭᖅᑕᖏᓐᓂᒃ ᑕᑯᕙᓕᐊᒋᐊᓕᓚᐅᕐᒪᑕ 
ᑕᒪᓐᓂ 2010 ᓴᕿᑎᑕᐅᓚᐅᖅᑐᑐᑦ ᐱᐅᔪᕆᔭᐅᑉᓗᓂ ᐃᓄᖕᓄᑦ 
ᐊᔪᖏᓂᖓᓐᓄᑦ. ᑕᑯᑎᑕᐅᓯᒪᑉᓗᓐᓂ ᑎᒥᖑᖅᑎᑕᐅᓯᒪᔪᑐᑦ 
ᓂᕿᑎᑐᓪᓗ ᓂᕆᔭᒃᓴᐅᔪᑎᑐᑦ ᐊᒻᒪ ᐅᕙᒍᖑᐊᖑᔪᑎᑐᑦ, ᓯᓚᕐᔪᐊᕐᒥᐅᑦ 
ᑕᑯᔪᖕᓇᖏᑎᑕᖓᑦ ᐱᓪᓗᐊᕕᒃᑐᑐᑦ ᐃᓕᖁᓯᖃᖅᑐᑐᓪᓗ. ᐃᓗᐊᓐᓂ 
2011, ᐊᓱᓐᓇ ᓯᓚᕐᔪᐊᕐᒥᐅᓂᒃ ᑐᑯᑎᑦᓯᓯᓚᐅᕆᕗᖅ ᐃᓄᐃᑦ ᓄᓇᖓᑦ 
ᓱᕈᖅᐸᓕᐊᓂᖓᓂᒃ ᑎᑎᕋᐅᔭᖅᖢᓂ ᐅᓕᖑᕕᒡᔪᐊᖅᑐᖑᐊᕐᒥᒃ ᔭᐸᓐᒥ. 
ᑎᑎᕋᐅᔭᖑᐊᖅᑕᖏᑦ ᑎᐊᓐᓇᐃᑐᑦ ᐃᓄᖕᓄᑦ ᑐᑭᓯᑲᓂᕈᑕᐅᕙᒃᐳᑦ 
ᐃᓄᓯᓕᕆᓂᕐᒥᒃ ᐊᒻᒪ ᐊᕙᑎᓕᕆᓂᕐᒥᒃ ᐊᔪᓕᖅᐸᓕᐊᓗᐊᓕᖅᑐᓂᒃ. 



Points of View 
Shuvinai Ashoona has described her process as open-ended  
and intuitive, as “not knowing what [a drawing] really means.  
Just making it appear.” Superimposing drawings within drawings, 
she combines different viewpoints to show the past within the 
present or worlds within worlds. Her drawings approach subjects 
head-on or at an angle from above, causing the land to tilt across 
the page while figures on the ground often appear both as if 
seen from above and in profile. Only subtly playing with forced 
perspective, Ashoona creates the idea of distance through close 
cropping or through a figure in a crowd who looks up at us. 

Satellite television came to Kinngait in the 1970s and immediately 
had a noted effect on local artists. Though Ashoona rarely 
offers a personal point of view on social or political conditions 
in her artworks, on occasion she has illustrated global and local 
crises seen in the media, which have impacted her visually and 
emotionally. The globe motif first appeared in her work around 
2010 as an object birthed or embraced by peoples and tentacles 
alike. Shown as both an extension of bodies as well as food for 
consumption and the home of many beings, the globe signals a 
worldview that does not see nature and culture as dichotomous 
realms but as enmeshed. In 2011, Ashoona placed this globe 
icon in direct dialogue with environmental duress in images 
made in response to news coverage of the tsunami in Japan. 
Such works in her oeuvre show sensitivity to human fragility 
and an apt understanding of the connection between social and 
environmental crises. 



ᓯᓚᕐᔪᐊᕐᒥᐅᓄᑦ 
ᐃᓕᑕᕆᔭᐅᓂᖓ 

ᐃᓄᐃᑦ ᐱᐊᓚᓗᐊᖏᒪᑕ ᓯᓚᕐᔪᐊᕐᒥᐅᓂᒃ ᒥᐊᓂᖅᓯᔨᖃᕐᓂᕐᒥᒃ 
ᑭᓯᕐᒥᐅᓕᖅᐸᒃᖢᑎᒃ ᐊᓯᖏᓐᓂᑦ ᓄᓇᖃᖅᖃᖅᓯᒪᔪᓂᑦ ᑲᓇᑕᒻᒥ 
ᓯᓚᕐᔪᐊᕐᒥᓗ ᑕᐅᑐᕋᓐᓇᕐᕕᖃᖅᑐᓂᑦ. ᐱᕙᓪᓕᐊᔪᒐᓗᐃᑦ ᐱᐊᓚᐃᑦᑐᒥᒃ 
ᐱᓕᕆᐊᖑᔪᑎᒍᑦ ᓱᕕᓇᐃ ᐊᓱᓐᓇ ᐊᒻᒪ ᐊᓐᓂ ᐳᑐᒍᖅ (1969–2016), 
ᑎᑎᕋᐅᔭᖑᐊᖅᑕᖏᑦ ᓂᕆᐅᓇᖏᑐᑎᒍᑦ ᓄᑕᐅᓗᐊᖏᑐᑎᒍᓪᓗ ᖃᓄᖅ 
ᐃᓄᐃᑦ ᑕᐅᑐᖏᓐᓂᒃ, ᑎᑎᕋᐅᔭᖅᑎᑦ ᐃᓄᐃᑦ ᐃᓕᑕᕆᔭᐅᕙᓕᐊᕗᑦ 
ᓯᓚᕐᔪᐊᕐᒧᑦ ᑎᑎᕋᐅᔭᖑᐊᖅᑎᖏᓐᓄᑦ ᐊᒻᒪ ᓄᑕᐅᖏᑐᓕᕆᔨᖏᓐᓄᑦ. 

ᐊᓱᓐᓇᐅᑉ ᑎᑎᕋᐅᔭᖑᐊᖅᑕᖏᑦ ᑲᑎᑕᐅᓯᒪᔪᑦ ᒪᕈᐃᓄᑦ ᑲᓇᑕᒥᐅᑕᖕᓄᑦ 
ᐃᓂᖃᖅᑎᑕᐅᑉᓗᑎᒃ ᐃᓚᐅᖃᑕᐅᓕᖅᑐᒃ. ᐃᓗᐊᓐᓂ 2008,  
ᐊᓱᓐᓇ ᐱᓕᕆᖃᑎᖃᕐᓗᓐᓂ ᒥᖑᐊᖑᐊᖅᑎᒥᒃ ᔭᓐ ᓄᔅᑎᑎᓐᒥᒃ 
ᓄᓇᖃᖅᑐᖅ ᕼᐊᒻᒧᑕᓐ ᐊᓐᑎᐊᕆᐅᓪᒥ. ᐱᓕᕆᐊᖓᑦ, ᓯᓚᕐᔪᐊᖅ ᐊᒻᒪ ᕿᓚᒃ 
(2008), ᓴᓇᔭᐅᓐᓂᑯ ᐊᑦ ᐱᐅᓱᒻᒧᑦ ᓱᕕᑦᓴᓚᓐᒥᐅᑕᒧᑦ, 50-ᒥᑐᑉᓗᓐᓂ 
ᑕᑭᓂᖃᖅᑐᖅ ᐊᓕᓚᔪᖅ ᐊᔨᖏᖏᑐᓂᒃ ᑎᑎᕋᐅᔭᖑᐊᖅᓯᒪᔪᖅ 
ᐅᑭᐅᖅᑕᖅᑐᖑᐊᕐᓂᒃ ᓄᓇᓐᓂᒃ ᐊᒻᒪ ᓯᓚᕐᔪᐊᖑᐊᕐᒥᒃ. ᐊᓱᓐᓇ 
ᑎᑎᕋᐅᔭᖅᐸᒃᑐᖅ ᐱᓕᕆᖃᑎᖃᖅᖢᓐᓂ ᓴᓇᖑᐊᖅᑎᒥᒃ ᓯᐊᕆ ᐳᐃᔪᒻᒥᒃ 
ᔅᑲᐸᕈᒻ ᐊᓐᑎᐊᕆᐅᒥᐊᑕᕐᒥᒃ ᑎᑭᓚᐅᖅᑐᖅ ᑭᖓᐃᑦ ᑎᑎᕋᐅᔭᕐᕕᖓᓐᓄᑦ 
ᓴᓇᑕᐃᓕᓂᒃ ᐱᖓᓱᓂᒃ ᓄᓇᖃᕆᐊᖅᑐᖅᖢᓐᓂ ᐊᕋᒍᒻᒥ 2011. 

ᐊᓱᓐᓇᐅᑉ ᑎᑎᕋᐅᔭᖑᐊᖅᑕᖏᑦ ᑕᑯᓐᓇᒐᐅᑉᓗᑎᒃ ᐃᓂᖃᕐᕕᖕᒥ  
ᐅ ᑲᓇᑕ ᒪᐊᓴᓱᓯᔅ ᑕᐅᑐᕋᓐᓇᕐᕕᖓᓂ ᐊᔨᖏᖏᑐᓂᒃ ᑎᑎᕋᐅᔭᖑᐊᕐᕕᖕᒥ 
(2012), ᓴᓇᔭᐅᑉᓗᑎᒃ ᑎᓂᔅ ᒪᐊᒃᑲᓂᔅᒧᑦ ᐊᒻᒪ ᑲᐊᓐᑕᔅ ᕼᐊᑉᑭᓐᔅᒧᑦ 
ᐊᕿᐅᒪᖏᑐᑦ ᓄᓇᑦ ᐃᓚᒋᔭᐅᔪᖅ SITElines ᐃᓕᑕᕆᔭᐅᓂᖓᓂ 
ᒥᒃᓯᑯᒻᒥ (2014). ᑎᑎᕋᐅᔭᖑᐊᖅᑕᖏᑕᐅᖅ ᑕᑯᔭᒃᓴᐅᓚᐅᕐᒥᔪᑦ 
ᕿᒥᕈᐊᕐᒥ ᐊᑎᖃᖅᑐᒥ ᕙᐃᑕᒪᓐ D2: ᓄᑕᖑᔪᑦ ᐊᑐᒐᐅᔪᖕᓇᖅᑐᑦ 
ᑎᑎᕋᐅᔭᕐᓂᐊᕐᓗᓐᓂ (Phaidon, 2013). ᑕᑉᑯᐊ ᓴᓇᖑᐊᖅᑕᖏᑦ 
ᐃᓗᓕᖃᖅᑐᑦ ᐃᓄᖑᐊᕐᓂᒃ ᑕᑯᔭᐅᕙᓪᐊᓕᖅᑐᓂᒃ ᖃᕆᑕᐅᔭᑯᑦ 
ᐊᒻᒪ ᐃᓄᐃᑦ ᓴᓇᖑᐊᒐᖏᑕ ᕿᒥᕈᐊᖏᑎᒍᑦ ᐊᓯᐊᖑᖅᐸᓕᐊᖕᒪᑕ 
ᐊᓯᖏᓐᓄᓪᓗ ᐃᓕᑕᕆᔭᐅᕙᓪᓕᐊᑉᓗᑎᒃ. ᐃᓄᐃᑦ ᑎᑎᕋᐅᔭᖑᐊᕈᓯᖓᑦ 
ᐊᓯᐊᖑᖅᐸᓕᐊᑐᐃᓐᓇᖅᒪᑦ ᐊᓯᖏᓐᓄᓪᓗ ᑐᕋᓕᖅᐸᓕᐊᑉᓗᓐᓂ 
ᑕᑉᑯᐊᓗ ᐊᓱᓐᓇᐅᑉ ᑎᑎᕋᐅᔭᖑᐊᖅᑕᖏᑦ ᒪᓕᒃᐸᓕᐊᓕᖅᐳᑦ 
ᐊᓯᐊᖑᖅᐸᓕᐊᓂᕐᒥᒃ.



International 
Recognition 
Inuit art has been slow to hit the radar of international curators 
and is often segregated from other Indigenous art in Canadian 
and international museums. Gradually, through the work of artists 
like Shuvinai Ashoona and Annie Pootoogook, whose drawings 
and prints challenge outdated expectations of what Inuit art 
should look like, Inuit artists are gaining international attention 
beyond the spheres of ethnography and anthropology. 

Ashoona’s collaborations with two Canadian artists highlight 
this shift in the spaces and discourses in which Inuit art is 
participating. In 2008, Ashoona collaborated with the painter 
John Noestheden, who lives and works in Hamilton, Ontario. 
Their project, Earth and Sky (2008), created for Art Basel 
in Switzerland, is a 50-metre-long banner reproducing a 
collaborative mixed-media drawing  
that combines Arctic landscapes and astronomical bodies. 
Ashoona also has an ongoing collaboration with the painter and 
sculptor Shary Boyle, from Scarborough, Ontario, who travelled  
to Kinngait Studios for a three-week residency in 2011. 

Ashoona’s work has been included in survey exhibitions such 
as Oh Canada at the Massachusetts Museum of Contemporary 
Art (2012), curated by Denise Markonish, and Candice Hopkins’ 
Unsettled Landscapes as part of the SITElines biennial in  
New Mexico (2014). Her artwork also features in publications  
like Vitamin D2: New Perspectives on Drawing (Phaidon, 2013).  
These recent inclusions of Inuit art in contemporary art 
conversations speak to the increased accessibility of material  
online and Inuit arts’ presence in international exhibitions. Inuit art  
is constantly changing and adapting, like Inuit culture more 
broadly, and Ashoona’s practice is pivotal to this change.



ᑭᙵᐃᑦ ᑯᐊᐸᒃᑯᖏᑦ 
ᐊᒻᒪᓗ ᑐᐊᓴᑦ ᕙᐃᓐ ᐊᕐᑦᔅ 
ᓴᓇᐅᒐᓕᕆᔩᑦ
ᑯᐊᑉ ᓂᐅᕕᕐᕕᖓ ᐱᖁᑎᖓ ᑕᐃᔭᐅᔪᖅ ᑭᖓᐃᑦ ᑎᑎᕋᐅᔭᖑᐊᕐᕕᖓᑦ 
ᓴᕿᑎᑕᐅᓚᐅᕐᒪᑦ 1959, ᐃᓚᐅᔪᑦ ᐃᓱᒪᓕᓚᐅᖅᐳᑦ ᓇᖕᒥᓂᕆᔭᐅᓂᐊᕐᒪᑕ 
ᓄᓇᓕᖕᒧᑦ ᓴᓂᐊᓂ ᕼᐊᑦᓴ ᐸᐃᒃᑯᑦ ᐊᒻᒪ ᐸᕕᓐᒥ ᓂᐅᕕᕐᕕᖕᒥᑦ 
ᒥᖁᓕᖕᓂᒃ ᑕᕆᐅᑉ ᐊᑭᐊᓄᑦ ᓂᐅᕕᐊᒃᓴᖃᖅᐸᒃᑐᒃ ᐊᕋᒍᓄᑦ ᐊᒥᓱᓄᑦ.  
ᑯᐊᐸᑯᓪᓕ ᐱᒋᐊᓚᐅᕐᒪᑕ ᓴᓇᖑᐊᒐᕐᓄᑦ ᑎᑎᕋᐅᔭᖑᐊᒐᕐᓄᓪᓗ 
ᑭᖓᕐᒥᐅᑦ ᐃᓄᖏᑕ (ᑭᐃᑉ ᑐᐊᓯᑦ) ᑲᓇᑕᐅᑉ ᐃᓄᓕᕆᔨᖏᓐᓄᑦ 
ᐃᑲᔪᒐᐅᑉᓗᑎᒃ ᑕᐃᑉᓱᒪᓐᓂ 1966. ᑕᒻᓇ ᐃᖃᓇᐃᔭᒃᓴᓂᒃ ᓴᕿᑎᑦᑎᓂᕐᒥᒃ 
ᐃᓱᒪᒋᔭᖃᓚᐅᖅᐳᖅ ᓄᓇᑦᓯᐊᕐᒥᐅᓄᑦ (ᕿᑭᖅᑦᑕᓗᑉ ᐃᓄᖏᓐᓄᑦ) 
ᐊᖑᓇᓱᖕᓂᕐᒥᑦ ᑭᓇᐅᔭᓕᐅᓕᕐᓗᑎᒃ ᓄᓇᓕᖕᓂ. 

ᑎᑎᕋᐅᔭᖑᐊᖅᑎ ᔨᐃᒻᔅ ᕼᐃᐅᔅᑕ (1921–2005) ᓄᓕᐊᓐᓂᓗ,  
ᐃᐅᒻᒪ (1926–1997), ᓯᕗᓪᓕᕐᒥᒃ ᐅᑭᐅᖅᑕᖅᑐᒧᑦ ᑎᑭᓚᐅᖅᐳᒃ  
ᐊᕋᒍᒻᒥ 1940 ᐊᑐᓕᖅᑎᓪᓗᒋᑦ ᐅᑎᖅᖢᑎᒡᓗ ᒪᓐᑐᕆᐊᒻᒧᑦ ᓴᓇᖑᐊᒐᕐᓂᒃ 
ᓂᐅᕕᖅᓯᒪᑉᓗᑎᒃ. ᐃᑲᔪᖅᑐᒐᐅᑉᓗᓐᓂ ᑲᓇᑕᒻᒥ ᓴᓇᖑᐊᖅᑎᑦ 
ᑲᑎᒪᔨᖏᓐᓄᑦ ᐊᒻᒪ ᑭᓇᐅᔭᖃᖅᑎᑕᐅᑉᓗᓐᓂ ᑲᓇᑕᐅᑉ ᒐᕙᒪᖏᓐᓂᑦ, 
ᓄᓕᐊᕆᒃ ᐅᑎᓕᓚᐅᖅᐳᒃ ᑭᖓᕐᓄᑦ ᓄᓇᖃᕆᐊᖅᑐᓕᖅᖢᑎᒃ 
1956 ᐱᒋᐊᕈᒪᑉᓗᓐᓂ ᓴᓇᖑᐊᕐᕕᖕᒥᒃ ᓄᓇᓕᖕᒥᐅᓄᑦ ᐊᒻᒪ 
ᓂᐅᕕᖅᑕᐅᑕᓕᕐᓗᑎᒃ ᖃᑉᓗᓇᓄᑦ. ᑕᑉᑯᐊ ᐊᓱᓐᓇᑯᑦ ᕿᑐᕋᕆᑦ ᑯᐊᑉᑯᓐᓂ 
ᐃᓚᐅᑉᓗᑎᒃ ᓯᕗᓪᓕᐅᓚᐅᖅᐳᑦ ᑎᑎᕋᐅᔭᖑᐊᖅᑎᐅᑉᓗᑎᒃ ᑭᖓᐃᑦ 
ᑎᑎᕋᐅᔭᖑᐊᕐᕕᖓᓂ. 

ᐃᓄᐃᑦ ᓴᓇᖑᐊᖅᐸᒃᑐᑦ ᐅᔭᕋᖕᓂᒃ, ᓇᒡᔪᖕᓂᒃ ᓴᐅᓂᕐᓂᒡᓗ 
ᑭᓯᐊᓂ ᐱᑕᖃᓗᐊᓚᐅᖏᑐᖅ ᑎᑎᕋᐅᔭᖑᐊᖅᓯᒪᔪᓂᒃ ᐃᓄᐃᑦ 
ᓄᓇᖓᓐᓂ, ᐱᒋᐊᖅᑎᑕᐅᓕᖅᖢᓐᓂ ᑯᐊᐸᒃᑯᓐᓄᑦ ᐅᑉᓗᒥᒧᓪᓗ 
ᐃᖏᕋᑎᐊᖏᓇᓕᖅᖢᓐᓂ ᑎᑎᕋᐅᔭᖑᐊᕐᓂᖅ. ᑕᐃᑉᓱᒪᓐᓂ 
ᑭᓇᐅᔭᓕᐅᖅᑐᑦ ᓴᓇᖑᐊᖅᑎᑦ ᐱᑕᖃᓚᐅᖏᑐᖅ ᑭᓯᐊᓂ ᐅᑉᓗᒥᐅᓕᖅᑐᖅ 
ᑭᖓᕐᓂ ᑭᓇᐅᔭᓕᐅᓕᖅᐳᑦ ᓴᓇᖑᐊᕐᖢᑎᒃ ᑎᑎᕋᐅᔭᖑᐊᕐᓗᑎᒡᓗ. 



West Baffin 
Eskimo  
Co-operative 
When the West Baffin Eskimo Co-operative and its art-making 
arm, today known as Kinngait Studios, was established in 1959,  
its members hoped it would become a vehicle for establishing 
locally owned businesses independent of the Hudson’s Bay 
Company and Baffin Trading Company, which had been the  
area’s sole importers and exporters for over five decades.  
The co-op was the result of an arts and crafts program initiated  
in Kinngait (Cape Dorset) by the Department of Northern Affairs 
and National Resources (Indian Affairs and Northern Development 
after 1966). The program was intended to create economic 
incentive for Nunatsiarmiut (Baffin Island Inuit) to make the 
transition from subsistence hunting and trapping to a wage 
economy in settled communities. 

Artist James Houston (1921–2005) and his wife, Alma (1926–1997), 
first travelled to the Arctic in the 1940s, returning to Montréal 
with carvings. Encouraged by the Canadian Handicrafts Guild 
and grants from the federal government, the Houstons moved 
to Kinngait in 1956 to open the first studio, with the intention of 
developing a thriving arts and craft studio capable of exporting 
its own work. The Ashoona family is among the co-op’s original 
members, and the subsequent generations of artists who have 
worked there. 

A history of drawing within Inuit art may be found in incised 
patterns in stone, ivory and bone, however there was no precedent 
for printmaking in the region, which was introduced by the  
co-op and has been a staple of its program since its inception.   
Whereas the occupation of “artist” did not previously exist within 
the community, today a quarter of Kinngait’s labour force works  
in the arts.



ᓯᓚᕐᔪᑉ ᐊᓯᐊᖑᖅᐸᓕᐊᓂᖓᓯᓚᕐᔪᑉ ᐊᓯᐊᖑᖅᐸᓕᐊᓂᖓ , 2012
ᑲᓚᖃᖅᑐᖅ ᑎᑎᕋᐅᑦ ᐊᒪ ᑎᑎᕋᐅᔭᕈᑦ ᐊᓕᓚᔪᒥ ᕿᕐᓂᖅᑐᒥ 

ᓇᖕᒥᓂᕆᔭᐅᔪᖅ ᒪᐊᑦᑕ ᐳᐊᓐᔅ ᐊᒻᒪ ᐸᓪ ᒍᕈᔅ 

ᓯᓚᕐᔪᑉ ᐊᓯᐊᖑᖅᐸᓕᐊᓂᖓ ᑎᑎᕋᐅᔭᖑᐊᖅᑕᖓᑕ ᐃᓚᖓᑦ 
ᓱᕕᓇᐃ ᐊᓱᓐᓇᐅᑉ ᐊᑯᓐᓂᖓᓂ 2011 ᐊᒻᒪ 2014 ᑐᑭᖃᖅᑐᖅ 
ᓯᓚᕐᔪᐊᕐᒥᒃ. ᖁᓚᓐᓂ ᓴᐅᒥᖓᓂ ᓂᑉᑕᑉᓗᓂ ᓄᓇᓕᒃ 
ᓂᕐᔪᑎᖃᖅᑐᖅ: ᐊᐃᕕᖅ, ᑐᒃᑐ ᐊᒻᒪ ᐊᕕᖓᖅ. ᓯᓚᕐᔪᐊᖅ 
ᐱᕈᖅᐸᓕᐊᑉᓗᓐᓂ ᐃᓄᑉ ᑲᓇᖏᓪᓂᑦ ᐃᑎᒐᐃᑕᓗ ᑯᑭᖏᑦ 
ᒥᖑᐊᖅᓯᒪᑉᓗᑎᒃ ᑐᖑᖅᑐᒥᒃ. ᓂᐅᖏ ᐊᕙᓗᓯᒪᕗᒃ ᐊᒐᐅᔭᕐᒧᑦ 
ᑎᑎᕋᐅᔭᖑᐊᒐᐅᑉ ᐊᑕᓐᓂ.  ᑕᓕᒋᒡᓗ ᐊᒥᓱᓂᒃ ᓯᓚᕐᔪᐊᖑᐊᕐᓂᒃ 
ᐱᑕᖃᖅᑐᒃ ᑎᒍᓯᓂᓗᒃᑐᑦ ᓱᓇᒥᑭᐊᖅ.  ᑕᓕᖅᐱᐊᓂᓗ ᐃᓄᒃ 
ᐊᓐᓄᕋᖅᓯᒪᔪᖅ ᐃᓄᐃᑦ ᐊᑐᖅᐸᓚᐅᖅᑕᖏᓐᓂᒃ ᑲᒥᒃᓯᒪᑉᓗᓂᓗ 
ᑎᒍᒥᐊᖅᑐᖅ ᑎᑎᕋᐅᔭᖑᒐᕐᒥᒃ - ᐊᔨᖑᐊᖅ ᑎᑎᕋᐅᔭᖑᐊᒐᐅᑉ 
ᐃᓗᐊᓂᓯᐅᖅᑐᖅ ᐃᓚᓐᓂᑯᑦ ᐊᓱᓐᓇᐅᑉ ᐊᑐᖅᐸᒃᑕᖓ. 
ᐃᓗᐊᓐᓂᓗ ᐊᖑᓇᓱᒃᑎ ᖁᑭᐅᓯᔭᖑᐊᖅᑐᖅ ᐊᒥᒃᓴᐅᑉ 
ᐅᖓᑕᓂᓯᐅᖅᑐᖅ ᐃᒻᒪᖃ ᑕᑯᔭᐅᔪᒪᖏᖢᓂ ᓂᕐᔪᒻᒧᑦ. ᑕᑉᑯᐊ 
ᒪᕈᒃ ᑎᑎᕋᐅᔭᖑᐊᒐᒃ ᑐᑭᓯᑦᑎᓂᓗᒃᑐᒃ ᓯᓚᕐᔪᐊᖕᓂᒃ ᒪᕈᖕᓂᒃ 
ᐅᑉᓗᒥᐅᓕᖅᑐᑦ ᐃᓄᐃᑦ ᐃᓄᓕᕐᒪᑕ.

Earth Transformations, 2012

Fineliner pen, coloured pencil and Conté crayon on  
black paper

Collection of Martha Burns and Paul Gross

Earth Transformations is one of many works completed  
by Shuvinai Ashoona between 2011 and 2014 that feature 
a globe. In the upper left is an aerial view of a community 
complete with wildlife: a walrus, a caribou and a lemming. 
A globe grows out of two human legs, complete with 
sky-blue toenail polish. Circling the legs are the tentacles 
of an octopus, which stretch through the lower half of 
the picture plane. Its arms are made of strings of globes 
topped with clawed hands that seem to be grasping  
for something. On the far right, an Inuk dressed in a 
traditional parka and kamiks (boots) is holding up  
a drawing—a picture-in-picture motif Ashoona commonly 
employs. The inset drawing shows a hunter holding a rifle 
and kneeling behind a stretched canvas, perhaps using 
it as a blind to camouflage himself. These two levels of 
images are an artistic gesture to the notion of worlds 
within worlds. 



ᑐᕋᖅᑐᑦ ᐊᒥᓱᓕᐅᕐᕕᖕᒥᑐᕋᖅᑐᑦ ᐊᒥᓱᓕᐅᕐᕕᖕᒥ, 2013
ᑎᑎᖃᖏᑦ ᑐᐊᑦᑐᑦ ᐊᒻᒪ ᑲᓚᖃᖅᑐᑦ ᑎᑎᕋᐅᑎᑦ ᐊᓕᓚᔪᒻᒥ 

ᓴᕿᑎᑕᐅᔪᖅ ᐸᐅᓪ ᐊᒻᒪ ᒥᐊᕆ ᑎᐊᓕ ᑎᔅᒥᐊᕆᐊᔅ Ill

ᓱᕕᓐᓇᐃ ᐊᓱᓐᓇ ᐱᒋᐊᕈᑕᐅᓚᐅᕐᒪᑦ ᑭᖓᐃᑦ 
ᑎᑎᕋᐅᔭᖑᐊᕐᕕᖓᓂ ᑕᑯᔭᐅᑉᓗᓂᓗ ᐊᒡᖏᖏᑐᓂᒃ 
ᑎᑎᕋᐅᔭᖑᐊᖅᐸᒃᖢᓐᓂ ᑐᑭᖃᖅᑎᑕᐅᑉᓗᑎᒃ 
ᓄᑲᖓᖏᑐᑦ ᖃᑉᓗᓇᑦ ᓄᓇᖓᓐᓂ. ᐅᖃᐅᓯᖃᖅᓯᒪᑉᓗᓂᓗ 
ᐱᓕᕆᐊᕐᒥᓂᒃ ᐱᕙᓪᓕᕈᑎᖃᖅᑕᕐᒪᑦ ᓄᓇᓕᖕᒥᓂᑦ 
ᑭᖓᐃᑦ ᑎᑎᕋᐅᔭᖑᐊᕐᕕᖓᓐᓂ ᐊᒻᒪ ᑕᐃᑲᓂᓯᐅᕐᓂᕐᒥᓂᒃ 
ᐅᖃᐅᓯᖃᖅᖢᓐᓂ ᑎᑎᕋᐅᔭᖑᐊᕐᓂᑯᑦ ᐊᔨᖏᖏᑐᓪᓗ 
ᖃᓄᐃᓕᐅᕈᑲᐅᔪᑦ ᑎᑎᕋᐅᔭᖑᐊᖅᐸᒃᖢᓂᒋᑦ ᑭᖓᐃᑦ 
ᑎᑎᕋᐅᔭᕐᖑᐊᕐᕕᖓᓂ. ᐱᓗᐊᖅᑐᒻᒥᒃ, ᑕᑯᑎᑦᓯᕙᒃᑐᖅ 
ᖃᑉᓗᓇᑦ ᓄᓇᖓᑦ ᖃᓄᖅ ᐊᒥᓱᓂᒃ ᐃᖏᕋᔪᓂᒃ ᐱᑕᖃᕐᒪᖓᑦ 
ᐱᓗᐊᖅᑐᒥᒃ ᐅᒥᐊᕐᔪᐃᑦ ᑐᓚᒃᑕᕐᕕᖓᑦ. ᑎᑎᕋᖅᓯᒪᑉᓗᓂᓗ 
ᖃᐅᒪᖁᑎᖃᕐᓂᕐᒥᒃ ᓄᓇᓕᖕᒥᓂ ᑭᖓᐃᑦ ᑎᑎᕋᐅᔭᕐᕕᖓᓐᓂᑦ, 
ᐊᒥᓱᓂᒡᓗ ᑎᑎᕋᐅᔭᖅᓯᒪᑉᓗᓂ ᑕᐃᑲᓂᓯᐅᕐᓂᕐᒥᓂ 
ᐊᕙᑎᒥᓂᓯᐅᖅᑐᓂᒃ ᐊᔨᖏᖏᑐᓂᒡᓗ ᐱᓕᕆᐊᖑᔪᓂᒃ 
ᐃᓗᐊᓂᓯᐅᖅᑐᓂᒃ. ᐱᓗᐊᖅᑐᒥᒃ ᐅᔨᕈᓱᒃᓯᒪᑉᓗᓂ 
ᐱᓕᕆᓗᓐᓂ ᓄᓇᓕᖕᒥᓂ ᑐᓴᓗᓂᓗ ᐊᕐᓇᓂᒃ ᐃᓐᓇᐅᔪᓂᒃ 
ᑎᑎᕋᐅᔭᖑᐊᖅᐸᒃᑐᓂᒃ ᐅᖃᓗᕆᒃᓴᖅᖢᑎᒡᓗ.

To The Print Shop, 2013

Fineliner pen and coloured pencil on paper

Collection of Paul and Mary Dailey Desmarais Ill

Shuvinai Ashoona has often depicted her path to  
Kinngait Studios, as seen here, and the various landmarks 
along the way in what is a relatively busy port city. 
She has commented on the energy she derives from 
her community at Kinngait Studios and has made 
many drawings depicting her time there, its convivial 
atmosphere and the various activities that occur inside. 
In particular, she has expressed how she cherishes the 
opportunity to work near and listen to the older women 
who converse as they draw.



ᑕᐅᑐᑦᑐᑦᑕᐅᑐᑦᑐᑦ , 2014
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓇᖅᑑᒃ ᐹᓪ ᐊᒻᒪᓗ ᒥᐅᕆ ᑕᐃᓕ ᑕᒫᕇ III 

Audience, 2014

Fineliner pen and coloured pencil on paper 

Collection of Paul and Mary Dailey Desmarais III

ᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅ (ᐃᕐᓂᖑᐊᖅᑐᖅ)ᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅ (ᐃᕐᓂᖑᐊᖅᑐᖅ) , 
2013 
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓇᖅᑑᒃ ᐹᓪ ᐊᒻᒪᓗ ᒥᐅᕆ ᑕᐃᓕ ᑕᒫᕇ III

Untitled (Birthing Scene), 2013

Fineliner pen and coloured pencil on paper

Collection of Paul and Mary Dailey Desmarais III

ᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐊᓐᓄᕋᐃᙶᖅᑐᖅᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐊᓐᓄᕋᐃᙶᖅᑐᖅ  
ᐊᕐᓇᖅ)ᐊᕐᓇᖅ) , 2005–06
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ 

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓇᖅᑐᖅ ᐲᑕᕐ ᒍᐊᕆᖕ

Composition (nude female), 2005–06

Fineliner pen and coloured pencil on paper

Collection of Peter Goring



From left to right:

ᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐊᕐᓇᖅᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐊᕐᓇᖅ  
ᐊᒪᐅᑦᓯᔭᖅᑐᖅ)ᐊᒪᐅᑦᓯᔭᖅᑐᖅ) , 2005/2006
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓇᖅᑐᖅ ᐲᑕᕐ ᒍᐊᕆᖕ

Composition (Woman in Amauti), 
2005/2006

Fineliner pen and coloured pencil on paper

Collection of Peter Goring

ᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (Man)(Man), 2005/2006
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓇᖅᑐᖅ ᑕᐃᐋᓐ ᐊᒻᒪᓗ ᕌᕗᕐᑦ 
ᕙᔅᑎᑭᐊᓐ

Composition (Man), 2005/2006

Fineliner pen and coloured pencil on paper 

Collection of Diane and Robert Bezdikian

ᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (Man)(Man) , 2005/2006
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓇᖅᑐᖅ ᑕᐃᐋᓐ ᐊᒻᒪᓗ ᕌᕗᕐᑦ 
ᕙᔅᑎᑭᐊᓐ

Composition (Man), 2005/2006

Fineliner pen and coloured pencil on paper

Collection of Diane and Robert Bezdikian

ᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (Man)(Man) , 2005/2006
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓇᖅᑐᖅ ᑕᐃᐋᓐ ᐊᒻᒪᓗ ᕌᕗᕐᑦ 
ᕙᔅᑎᑭᐊᓐ

Composition (Man), 2005/2006

Fineliner pen and coloured pencil on paper

Collection of Diane and Robert Bezdikian

ᐊᕗᒐᓗᒋᒐᓱᐊᖅᑎ ᐊᖅᓴᒥᒃᐊᕗᒐᓗᒋᒐᓱᐊᖅᑎ ᐊᖅᓴᒥᒃ , 2005/2006
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ 

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓇᖅᑐᖅ ᑕᐃᐋᓐ ᐊᒻᒪᓗ ᕌᕗᕐᑦ 
ᕙᔅᑎᑭᐊᓐ

Avugalugigasuakti Aqsami, 2005/2006

Fineliner pen and coloured pencil on paper

Collection of Diane and Robert Bezdikian

ᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐊᕐᓇᖅ)(ᐊᕐᓇᖅ) , 2005/2006
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓇᖅᑐᖅ ᑎᑎᖅᑐᒐᖅᑎ ᐊᒻᒪᓗ ᕖᓕ 
ᕙᐃᓐ ᐋᕐᑦᔅ ᑕᑯᔭᒐᖃᕐᕕᒃ

Composition (Woman), 2005/2006

Fineliner pen and coloured pencil on paper

Courtesy of the Artist and Feheley Fine Arts

ᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐊᕐᓇᖅ)ᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐊᕐᓇᖅ) , 2005/2006
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ 

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓇᖅᑐᖅ ᑎᑎᖅᑐᒐᖅᑎ ᐊᒻᒪᓗ ᕖᓕ ᕙᐃᓐ 
ᐋᕐᑦᔅ ᑕᑯᔭᒐᖃᕐᕕᒃ

Composition (Woman), 2005/2006

Fineliner pen and coloured pencil on paper 

Courtesy of the Artist and Feheley Fine Arts

ᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐅᓇ ᐅᕙᖓ ᐊᑐᖅᑐᖅᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐅᓇ ᐅᕙᖓ ᐊᑐᖅᑐᖅ  
ᔭᐃᑲᓐᓂᒃ ᖃᓄᐃᑦᑐᑐᐃᓐᓇᕐᓂᖅ ᔭᐃᑲᓐᓂᒃ ᖃᓄᐃᑦᑐᑐᐃᓐᓇᕐᓂᖅ 
ᑕᐅᑦᑐᓕᒻᒥᒃ)ᑕᐅᑦᑐᓕᒻᒥᒃ) , 2006
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓇᖅᑐᖅ ᐊᑦᕗᑦ ᔨ. ᒍᐊᕇᓄ

Composition (This is Me in My Coat of 
Many Colours), 2006  

Fineliner pen and coloured pencil on paper

Collection of Edward J. Guarino



ᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅ , 2017
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ 

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓐᓇᖅᑐᖅ ᐋᓕᓴᓐ ᐊᒻᒪᓗ ᑕᒧᕐ ᒪᑎᒃ 

Untitled, 2017

Fineliner pen and coloured pencil on paper

Collection of Allison and Damir Matic

ᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅ, (ᐊᕐᓇᖅ ᐃᕐᓂᔪᖅᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅ, (ᐊᕐᓇᖅ ᐃᕐᓂᔪᖅ  

ᓄᓇᕐᔪᐊᕐᒥᒃ)ᓄᓇᕐᔪᐊᕐᒥᒃ) , 2010
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᓄᐊᑕᖏᓐᓂᒃ ᔮᓐ ᐊᒻᒪᓗ ᔪᐃᔅ ᐳᕋᐃᔅ

Untitled (Woman Giving Birth to the 

World), 2010

Fineliner pen and coloured pencil on paper

Collection of John and Joyce Price

ᓇᓄᐃᑦ ᐃᓐᓈᕈᖓᑦᓇᓄᐃᑦ ᐃᓐᓈᕈᖓᑦ , 2016
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓐᓇᖅᑐᖅ ᓯᑕᐸᓂ ᑯᒪᕐ ᐊᒻᒪᓗ ᕌᕝ ᑯᕋᐃᒋ 

Bear Mountain, 2016

Fineliner pen and coloured pencil on paper

Collection of Stephanie Comer and Rob Craigie 

ᓄᓇᕐᔪᐊᖅ ᐃᔨᖏᑦᑕ ᑕᑯᓐᓈᖅᑕᖏᑦᑎᒍᑦᓄᓇᕐᔪᐊᖅ ᐃᔨᖏᑦᑕ ᑕᑯᓐᓈᖅᑕᖏᑦᑎᒍᑦ , 
2011
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓐᓇᖅᑐᑦ TD ᑮᓇᐅᔭᒃᑯᕕᒻᒥ 

ᓴᓇᐅᒐᕐᓂᒃ ᓄᐊᑦᓯᔩᑦ 

The World in Her Eyes, 2011

Fineliner pen and coloured pencil on paper

TD Bank Group Art Collection

ᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅ , (ᒪᕐᕉᒃ(ᒪᕐᕉᒃ ᐃᓅᒃᐃᓅᒃ  
ᐱᓚᒃᑑᒃᐱᓚᒃᑑᒃ ᓇᑦᓯᕐᒥᒃ)ᓇᑦᓯᕐᒥᒃ) , 2011
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ, ᑎᑎᖅᑑᑎᑐᐃᓐᓇᖅ ᐊᒥᐊᕈᑏᓪᓗ  
ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ 

ᓇᒻᒥᓂᖅ ᓄᐊᑕᐅᔪᓃᑦᑐᖅ

Untitled (Two People Cutting Seal), 2011

Fineliner pen, graphite and coloured pencil on paper

Private Collection



ᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅ , (ᒪᕐᕉᒃ(ᒪᕐᕉᒃ ᓇᓅᒃ)ᓇᓅᒃ) , 2010
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ, ᑎᑎᖅᑑᑎᑐᐃᓐᓇᖅ ᐊᒥᐊᕈᑏᓪᓗ 
ᑎᑎᖅᑑᑏᑦᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑕᐅᙳᐊᑕᖅᓯᓐᓇᖅᑐᖅ ᓛᓴᓘᓯ ᕚᕐᓐᔅ ᓄᐊᓯᒪᔭᖏᓐᓂᒃ

Untitled (two bears), 2010

Fineliner pen, graphite and coloured pencil on paper

Lazarus Barnes Collection

ᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅ , (ᒪᕐᕉᒃ(ᒪᕐᕉᒃ ᐃᓅᒃᐃᓅᒃ  
ᐱᓚᒃᑑᒃᐱᓚᒃᑑᒃ ᓇᑦᓯᕐᒥᒃ)ᓇᑦᓯᕐᒥᒃ) , 2011
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ, ᑎᑎᖅᑑᑎᑐᐃᓐᓇᖅ ᐊᒥᐊᕈᑏᓪᓗ  
ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ 

ᓇᒻᒥᓂᖅ ᓄᐊᑕᐅᔪᓃᑦᑐᖅ

Untitled (Two People Cutting Seal), 2011

Fineliner pen, graphite and coloured pencil on paper

Private Collection

ᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅ , (ᒪᕐᕉᒃ(ᒪᕐᕉᒃ ᓇᓅᒃ)ᓇᓅᒃ) , 2010
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ, ᑎᑎᖅᑑᑎᑐᐃᓐᓇᖅ ᐊᒥᐊᕈᑏᓪᓗ 
ᑎᑎᖅᑑᑏᑦᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑕᐅᙳᐊᑕᖅᓯᓐᓇᖅᑐᖅ ᓛᓴᓘᓯ ᕚᕐᓐᔅ ᓄᐊᓯᒪᔭᖏᓐᓂᒃ

Untitled (two bears), 2010

Fineliner pen, graphite and coloured pencil on paper

Lazarus Barnes Collection

ᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅ , ᐅᓪᓗᓕᖅᓯᒪᙱᑦᑐᖅ 
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ  ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓐᓇᖅᑐᖅ ᒫᕐᓂ ᓱᕋᐃᕙ 

Untitled, n.d.

Fineliner pen and coloured pencil on paper

Collection of Marnie Schreiber

ᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅ , 2010
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓐᓇᖅᑐᖅ ᒫᕐᓂ ᓱᕋᐃᕙ 

Untitled, 2010

Fineliner pen and coloured pencil on paper

Collection of Marnie Schreiber



ᔫᑲᓕᓕᔫᑲᓕᓕ, 2017-18
ᕿᔪᖅ, ᐊᒥᐊᖅ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓇᖅᑐᖅ ᑭᐅᕋᓐ ᓱᕋᐃᕙ 

Ukulele, 2017–18

wood, paint

Collection of Karen Schreiber 

ᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅ , 2013
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓐᓇᖅᑐᖅ ᒪᐃᑯᓪ ᑕᕙᓕᓐ II

Untitled, 2013

Fineliner pen and coloured pencil on paper

Collection of Michael Devlin II

ᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅ , 2019
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

Untitled, 2019

Coloured pencil on paper

Collection of the Vancouver Art Gallery,  
Vancouver Art Gallery General Acquisition Fund

Adjacent wall, from left to right:

ᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐃᖃᓗᐃᑦᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐃᖃᓗᐃᑦ , ᓱᖅᑲᐃᑦ ᓱᖅᑲᐃᑦ ,  

ᓄᓇᕐᔪᐊᑦᓄᓇᕐᔪᐊᑦ , ᐅᔭᕋᓚᐃᑦ) ᐅᔭᕋᓚᐃᑦ) , 2018
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐸᐃᑉᐹᒥ

ᓕᓐ ᐊᒻᒪᓗ ᔨᐅᕈᓪᑦ ᒪᒃᒫᔅᑕ ᓄᐊᓯᒪᔭᖏᓐᓂᒃ

ᓂᕕᙵᖅᑎᕆᔪᖅ ᓴᐅᓂᕐᓂᒃᓂᕕᙵᖅᑎᕆᔪᖅ ᓴᐅᓂᕐᓂᒃ , 2015
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᑎᑎᖅᑑᑎᑐᐃᓐᓇᕐᓗ ᐸᐃᑉᐹᒥ

ᓇᒻᒥᓂᖅ ᓄᐊᑕᐅᔪᓃᑦᑐᑦ

Composition (Fish, Baleen, Globes, and 

Pebbles), 2018

Fineliner pen on paper

Lynn and Gerald McMaster Collection

Posting Bones, 2015

Fineliner pen and graphite on paper

Private Collection



ᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐊᒻᒨᒪᔪᐃᑦ ᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐊᒻᒨᒪᔪᐃᑦ 

ᓄᓇᕐᔪᐊᓪᓗ)ᓄᓇᕐᔪᐊᓪᓗ) , 2010
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓇᖅᑐᖅ ᔮᓐ ᑯᒃ

Composition (Clams and Globes), 2010

Fineliner pen and coloured pencil on paper  

Collection of John Cook

ᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅ , 2016
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ, ᑎᑎᖅᑑᑎᑐᐃᓐᓇᖅ ᐊᒥᐊᕈᑏᓪᓗ 
ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓐᓇᖅᑐᖅ ᓯᑕᐸᓂ ᑯᒪᕐ ᐊᒻᒪᓗ ᕌᕝ ᑯᕋᐃᒋ

Untitled, 2016

Fineliner pen, graphite and coloured pencil on paper

Collection of Stephanie Comer and Rob Craigie



ᑕᐃᑕᓐᓂᐅᑉ ᑭᕕᓂᖓᑕᐃᑕᓐᓂᐅᑉ ᑭᕕᓂᖓ , 2012 
ᓴᓇᖑᐊᒐᖅ ᐊᒪ ᑲᓚᖃᖅᑐᖅ ᑎᑎᕋᐅᑦ ᐊᓕᓚᔪᒻᒥ 

ᑲᑎᖅᓱᖅᑕᐅᓂᖓ ᕕᓂᐱᖕᒥ ᓴᓇᖑᐊᖃᕐᕕᒃ, ᐃᓄᐃᑦ 
ᓴᓇᐅᒐᖏᓐᑕ ᓂᐅᕕᖅᑕᐅᓂᖏᓐᓄᒃ ᐱᔭᐅᓐᓂᑯᑦ, 2013–20

ᑕᐃᑕᓂᒃ ᑭᕕᓂᖓ ᑎᑎᕋᐅᔭᖅᑎᐅᑉ ᐅᓂᑉᑲᖓ ᔨᐊᒻᔅ 
ᑲᒪᕋᓐ 1997 ᐅᐊᔪᓕᐅᕐᓂᑯᖓᓂᒃ ᐅᒥᐊᕐᔪᐊᖅ ᐊᖏᔪᖅ 
ᑭᕕᓚᐅᖅᓯᒪᖕᒪᑦ - ᑕᒻᓇ ᑕᕆᔭᐅᑦ ᐱᐅᒋᔭᖓ ᑕᐅᑐᒃᖢᒍ. 
ᑕᕙᓂ ᑕᕆᔭᐅᒻᒥ ᐃᓄᐃᑦ ᐃᒪᖅᐸᓕᐊᓚᐅᕐᒪᑕ ᑕᕆᐅᒻᒧᑦ 
ᐃᕆᐊᓚᕐᓗᑎᒃ ᑕᓕᖏᓪᓗ ᐅᐊᑉᓗᑎᒃ. ᐊᓱᓐᓇ ᐃᓚᓐᓂᑯᑦ 
ᐃᓱᒪᑉᓗᓐᓂ ᑎᐊᓐᓇᐃᑐᒻᒥᒃ ᑎᑎᕋᐅᔭᖑᐊᖅᐸᑭᕗᖅ 
ᐊᑐᕐᓂᖃᖅᑐᓂᒃ ᐃᓄᓯᕐᒥ ᐅᑉᓗᒥ ᑕᐃᒪᖓᓗ ᐊᒻᒪ 
ᐅᑭᐅᖅᑕᖅᑐᑉ ᐊᓯᐊᖑᖅᐸᓕᐊᓂᖓ ᐃᓱᒪᒋᑉᓗᓂᐅᒃ ᐊᕋᒍᑦ 
ᐅᓄᖅᑐᓕᖅᑐᑦ. ᓇᔅᑯᐱ ᕼᐊᑦᓴᓐ ᐸᐃᒃᑯᑦ ᐅᒥᐊᕐᔪᐊᖓ 
ᐊᕋᒍᑕᒪᑦ ᐊᐅᔭᒻᒥ 1912 ᐅᕗᒐ 1947 ᐅᔨᕆᔭᐅᕐᔪᐊᖅᑐᒥᒃ 
ᑲᒻᐸᓂᒥᒃ ᐊᒻᒪ ᑐᒃᓯᐊᕐᕕᖕᒥᒃ ᑎᑭᑎᑦᑎᓚᐅᕐᒪᑦ ᑭᖓᕐᓄᑦ (ᖃᐃᑉ 
ᑐᐊᓯᑦᒧᑦ) ᑕᑉᑯᐊᒡᓗ ᐅᔨᕐᓇᓚᐅᕐᒪᓂᒃ ᓂᐅᕕᐊᒃᓴᖃᖅᑕᕐᓂᖅ 
ᑎᕆᖓᓂᐊᓂᒃ ᐱᒋᐊᓚᐅᕐᒪᑦ ᓄᓇᓕᖕᒥᐅᓄᑦ ᐅᑉᓗᒥᐅᓕᖅᑐᖅ 
ᑕᐃᔭᐅᑉᓗᓐᓂ “ᐅᒥᐊᕐᔪᐊᑉ ᑎᑭᓐᓂᖓ.” ᓇᔅᑯᐱ ᐃᖏᕋᒪᐅᕐᒪᑦ 
ᐊᓱᓐᓇᐅᑉ ᑎᑎᕋᐅᔭᖑᐊᕈᓯᕆᔭᖓ 34 ᑕᕆᐅᒻᒥ 
ᐃᖏᕋᑉᓗᓂ ᐅᑭᐅᖅᑕᖅᑐᒧᑦ ᑭᓯᐊᓐᓂ ᑭᕕᓚᐅᕐᒪᑦ 1947, 
ᖃᓂᒋᔭᖓᓂ ᑭᖓᐃ. ᑕᒻᓇ ᐅᓂᑉᑲᖅᑐᐊᖅ ᐱᓪᓗᐊᕕᖕᓂᑯᑦ 
ᐅᔨᕈᓱᓕᖅᑎᑦᑎᕗᖅ ᐅᒥᐊᕐᔪᐊᕐᓂᒃ ᑎᑎᕋᐅᔭᖑᐊᖅᑎᑦ 
ᐊᑐᖅᐸᒃᑕᖓᑦ ᐊᓯᐅᔨᓂᕐᒧᑦ ᐃᓄᓯᕐᒥᒃ ᑐᑭᓯᑎᑦᑎᓂᕐᒥᒃ. 

Sinking Titanic, 2012 

Fineliner pen, graphite and coloured pencil on paper

Collection of the Winnipeg Art Gallery, Acquired with funds 
realized through the sale of Inuit prints, 2013–20

Sinking Titanic is the artist’s interpretation of James 
Cameron’s 1997 film on the world’s most famous 
shipwreck—one of her favourite movies. In this image, 
as in the film, we see people fall from the sinking ship, 
screaming, with arms outstretched. Shuvinai Ashoona 
often weaves past and present together, combining 
representations of her own history with that of important 
figures and moments in the changing Arctic landscape 
over the last hundred years. The Nascopie, a Hudson’s Bay 
Company steamship, which each summer from 1912 to 
1947 brought “Crown, company and church” to the shores 
of Kinngait (Cape Dorset), played an important role in the 
development of trade in the area, resulting in a seasonal 
migration of local people to the shore for what they 
referred to as “ship time.” The Nascopie, also the subject 
of other works by Ashoona, made 34 sailings to the Arctic 
before sinking in 1947, just off the coast of Kinngait. This 
local history perhaps heightens the relevance of all ship 
disasters for the artist, instilling a personal sense of loss.



ᐃᓗᓕᖏ (ᐅᖓᑕᖅᑕᐅᓂᖏᐃᓗᓕᖏ (ᐅᖓᑕᖅᑕᐅᓂᖏ  
ᓯᓚᕐᔪᐊᕐᒥᐅᑕᐅᖏᑐᑦ)ᓯᓚᕐᔪᐊᕐᒥᐅᑕᐅᖏᑐᑦ) , 2015
ᑎᑎᖃᖏᑦ ᑐᐊᑦᑐᑦ ᐊᒻᒪ ᑲᓚᖃᖅᑐᑦ ᑎᑎᕋᐅᑎᑦ ᐊᓕᓚᔪᒻᒥ 

ᓴᕿᑎᑕᐅᔪᖅ ᐸᐅᓪ ᐊᒻᒪ ᒥᐊᕆ ᑎᐊᓕ ᑎᔅᒥᐊᕆᐊᔅ Ill

Composition (Attack of the Tentacle 
Monsters), 2015

Fineliner pen and coloured pencil on paper 

Collection of Paul and Mary Dailey Desmarais III

Clockwise from top left:

ᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐊᓯᕙᖅᓯᒪᔪᑦᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐊᓯᕙᖅᓯᒪᔪᑦ  
ᑑᕐᖔᓗᐃᑦ)ᑑᕐᖔᓗᐃᑦ) , 2015
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᐱᖁᑎᒋᔭᐅᔪᖅ ᐆᒃᕕᐅᓪ ᑕᑯᔭᒐᖃᕐᕕᖏᓐᓄᑦ, 

ᓂᐅᕕᐊᒥᓂᖅ ᐃᑲᔪᖅᑕᐅᑦᓱᑎᒃ ᑲᓇᑕᒥ ᑲᑎᒪᔨᓄᑦ 
ᓴᓇᐅᒐᓕᕆᓂᕐᒧᑦ ᓂᐅᕕᖅᐸᑦᑐᓄᑦ ᐃᑲᔫᑎᓂᒃ, 

ᑲᑐᔾᔨᖃ ᑕᐅᓪᓗᑎᒃ ᓄᓇᓕᖏᑦ ᐆᒃᕕᐅᓪ ᐊᒻᒪᓗ ᐃᓕᓴᐱ. ᓕ 
ᒍᐊᕐᑕᓐ ᓴᓇᐅᒐᕐᓅᖓᔪᓕᕆᔩᑦ, ᐊᐅᓚᓂᖓᑦ ᐅᐊᕐᑕᕐ ᐊᒻᒪᓗ 
ᑕᖕᑲᓐ ᒍᐊᕐᑕᓐ ᑐᙵᕕᖓᓐᓄᑦ ᐊᐅᓚᑕᐅᑦᓱᓂ ᐋᓐᑎᐅᕆᐅᒥ 
ᓴᓇᐅᒐᓕᕆᓂᕐᒧᑦ ᑐᙵᕕᒻᒧᑦ, 2016

Composition (Hunting Monsters), 2015

Fineliner pen and coloured pencil on paper

Collection of Oakville Galleries,  
Purchased with the Support of the Canada Council for  
the Arts Acquisition Assistance Program,  
the cooperation of the Town of Oakville and the Elizabeth 
L. Gordon Art Program, a program of the Walter and 
Duncan Gordon Foundation administered by the Ontario 
Arts Foundation, 2016

ᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅᑕᐃᔭᐅᔾᔪᓯᖃᙱᑦᑐᖅ ,  2017
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓇᖅᑐᖅ ᒫᕐᓂ ᓱᕋᐃᕙ

Untitled, 2017

Fineliner pen, ink and coloured pencil on paper

Collection of Marnie Schreiber

ᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐊᐅᐸᖅᑐᒥᒃ ᓂᐊᖁᓕᒃᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐊᐅᐸᖅᑐᒥᒃ ᓂᐊᖁᓕᒃ  
ᖃᓗᐸᓕᒃ)ᖃᓗᐸᓕᒃ) , 2016
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ  ᐸᐃᑉᐹᒥ

ᑕᑯᑦᓴᐅᑎᑦᓯᙳᐊᑕᖅᓯᓐᓇᖅᑐᖅ ᓴᕗᕇᓇ ᒪᐃᕼᐊᕐ

Composition (Red Headed Octopus), 2016

Fineliner pen and coloured pencil on paper

Collection of Sabrina Maher



ᐃᓗᓕᖏᑦ (ᐃᓄᐃᑦ, ᓂᕐᔪᑎᑦ ᓯᓚᕐᔪᐊᕐᓗᐃᓗᓕᖏᑦ (ᐃᓄᐃᑦ, ᓂᕐᔪᑎᑦ ᓯᓚᕐᔪᐊᕐᓗ  
ᑎᒍᒥᐊᖑᐊᖅᑐᖅ)ᑎᒍᒥᐊᖑᐊᖅᑐᖅ) , 2007–08 
ᓴᓇᖑᐊᒐᖅ ᐊᒪ ᑲᓚᖃᖅᑐᖅ ᑎᑎᕋᐅᑦ ᐊᓕᓚᔪᒻᒥ 

ᓇᖕᒥᓂᕆᔭᐅᔪᖅ ᐃᑦᕗᑦ ᔨ ᒍᐊᕆᓐᓄ  

ᑕᑉᑯᐊ ᐅᓂᑉᑲᖑᔪᑦ ᐊᓱᓐᓇᐅᑉ ᐃᓱᒪᔪᓯᖓᓂ; ᑐᓴᓱᐊᕐᓇᖅᑐᑦ 
ᑎᑎᕋᐅᔭᖑᐊᑎᐅᑉ ᖁᕕᐊᖏᔭᖏᑦ.

ᐃᓄᐃᑦ ᖃᐅᔨᒪᔭᑐᖃᖏᑦ ᑐᑭᖃᖅᑐᖅ ᐊᔨᖏᖏᑐᑦ 
ᐃᓄᐃᑦ ᖃᐅᔨᒪᓂᖏᑦ ᐃᓄᓯᕐᒧᖓᐅᔪᑦ ᑕᒪᕐᒥᒃ. ᑕᒻᓇ 
ᐃᓱᒪᔪᖕᓇᕐᓂᖅ ᐊᑐᖅᑕᐅᓱᖅᑐᖅ ᑎᑎᕋᐅᔭᖑᐊᕐᓂᐊᓗᓐᓂ 
ᐃᓄᖑᐊᕋᓗᖕᓂᒃ ᑲᑎᒪᖑᐊᖅᑐᓱᓂᒃ ᐊᑕᐅᓯᐅᖃᑎᒋᖕᓂᕐᒧᑦ 
ᑐᕋᖓᔪᖅ ᐃᓗᓕᖃᖅᑐᖅ ᐊᒃᓚᖕᒥᒃ ᓇᓄᕐᒥᒡᓗ ᓇᑦᑎᕐᒥᒃ ᐊᒻᒪ 
ᐃᖃᓗᒃᐱᖕᒥᒡᓗ. ᐱᑕᖃᕐᒥᔪᖅ ᑐᒐᓕᖑᐊᕐᒥᒃ ᐸᐱᕈᖓᓂᒃ 
ᑕᓕᕈᖓᓂᒡᓗ: ᓯᑦᓇᒥ ᐊᑎᖃᖅᑐᖅ (ᑕᕆᐅᑉ ᒍᑎᖓ) ᑲᒥᖕᓂᒃ 
ᐊᑐᖅᖢᓐᓂ; ᓯᓚᕐᔪᐊᖑᐊᖅ ᑕᓕᖃᖅᑐᖅ ᐊᒐᖃᖅᑐᖅ ᑕᒻᓇ 
ᐊᒪᓗᕐᓂᖓ ᐱᐊᓂᒃᓯᒪᑉᓗᓐᓂ. 

ᐃᓗᓕᖏᓐᓂᒃ ᓱᕕᓇᐃ ᐊᓱᓐᓇ ᐅᖃᓚᐅᕐᒪᑦ “ᐃᓱᒪᓚᐅᕋᒪ 
ᑲᑎᒪᓇᓱᒋᑉᓗᒋᑦ ᓇᑎᕐᓂᒃ, ᓇᓄᓂᒡᓗ . . .  ᐃᓱᒪᑲᓂᖅᖢᖓᓗ 
ᓯᓚᕐᔪᐊᖅ ᖃᓄᐃᓇᔭᕐᒪᖓᑦ ᓂᕐᔪᑎᖃᖏᓗᓂ. ᐃᓱᒪᓕᕆᑉᓗᖓ 
ᓂᕐᔪᑎᑦ ᐃᓚᓇᕆᒐᑉᑭᑦ ᑲᐱᐊᓇᕋᓗᐊᖅᐸᑕ ᑕᕆᔭᐅᒻᒥ 
ᑕᑯᒃᓴᐅᓱᖅᑐᑦ.”

Composition (People, Animals  
and the World Holding Hands), 2007–08 

Fineliner pen and coloured pencil on paper

Collection of Edward J. Guarino 

There are seldom explanations for Ashoona’s imaginings; 
they are dramatic stories that the artist delights in.

Inuit Qaujimajatuqangit is a body of knowledge that rests 
on a belief in the interconnectedness of life. This way of 
thinking is aptly reflected in this drawing of a group of 
figures who stand hand in hand to form a ring around a 
brown bear, overlaid by a polar bear, overlaid by a seal, 
topped with an Arctic char. Interspersed alongside them is 
a winged narwhal with one flipper and one hand; a Sedna 
(sea goddess) wearing one kamik (boot); and the planet 
Earth—with arms and hands—to complete the circle. 

About the composition, Ashoona remarks: “I was thinking 
that they were having a meeting, a world meeting about 
the seals, polar bears . . . rethinking what the world would 
be for the animals. I started thinking that all of these 
animals would be friends, even some of the dangerous 
animals I have seen in the movies are there.”



ᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐆᒪᔪᕐᓗᒃ ᑎᑭᕌᖅᑐᖅ)ᐋᖅᑭᓱᖅᓯᒪᓂᓖᑦ (ᐆᒪᔪᕐᓗᒃ ᑎᑭᕌᖅᑐᖅ) , 
2017
ᐃᒪᓕᒃ ᑎᑎᖅᑑᑎ ᐊᒥᐊᕈᑏᓪᓗ ᑎᑎᖅᑑᑏᑦ ᐸᐃᑉᐹᒥ

ᓄᐊᓯᒪᔪᑦ ᕼᐃᒻᓕᓐ

Composition (Creature Invasion), 2017 

Fineliner pen, graphite and coloured pencil on paper

Collection Hamelyn




