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LOTUS BLOOMS 

Intaglio 

11 1/2" x 9" 



In the spring of 1975, I had just completed four 

fruitful yearS of study in the Visual Arts Department of 

the University of Victoria. It was a time of artistic and 

personal good fortune, when everything I had wished for was 

coming to pass. I had, most importantly, received recognit-

ion for my art work. I was surprised to discover that I was 

to graduate with distinction, an honour I had not expected. 

I felt extremely fortunate to have been accepted into the 

graduate program in Fine Arts at the University of Saskat-

chewan. I felt at the time a total optimist. 

The art I was creating reflected this happiness in my 

life. It was the best. I had ever done. The prints were 

direct and frank in their image and meaning, combining sim-

plicity of line and design with light, open, airy spaces. My 

image was directly connected with how my world was progressing 

and, in the spring of 1975, seemed- to flow from hand to plate 

with little effort or intense thought. I felt almost con-

gested with positive creative energies as the summer progres-

sed, and looked forward with great anticipation to no longer 

having to supress them. 

In the pages that follow, I will explore the develop-

ment of my image and technique during my years in the graduate 

program at the University of Saskatchewan. I will do so by 

analyzing the twenty-four prints which will form my graduating 

exhibition, with particular emphasis on the major works which 
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demonstrate my progress most clearly. I shall attempt to 

focus the analysis on the relationship of the creative pro-

cess to my personal life and feelings, as they strongly 

depend on one another in my work. Finally, I shall attempt 

to deal briefly with the major developments which emerged 

from the period as a whole. 

• • • 3 
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SINCERELY YOURS 

Photo-etching coloured intaglio 

23 7/8" x 17 3/4" 

./4 



- 6 - 

the ground was too brittle to be immersed in strong acid 

for the necessary long periods. I therefore was forced to 

apply a thick 

by re-etching 

By this 

placed on the 

coat of new ground, and corrected the foul bites 

the plate. 

time, the photo-positives were ready to be 

areas of the second plate which I associated 

with the images in the photographs. The positives had to be 

cut to fit exactly the outlines of the map in the appropriate 

areas. 

The next step in the process was frightening for me, 

as I had no experience or training with photo-etching. 

Etching is always a matter of timing and of knowing when to 

stop or continue with various processes. Due to my lack of 

experience with this technique, I used too strong an acid 

bath to bite the photo-positives. The images were therefore 

over bitten. While I was unable to completely cure this fault, 

I repaired all I could by putting hard ground on the plate 

and redrawing the photographs, This made the images cleaner. 

I now began experimenting with colour and state proofs. 

I was attempting to recapture the original concept, which had 

been altered when the photo images were overbitten. After 

many proofs, I decided on the exact tones of red and green 

which expressed the feeling I sought. These colours symbol-

ized both the green of our lush west coast marine environment, 

and the warm friendships I had in Victoria. 

...17 



The plate did not look complete even though the maps 

were as good as I could make them. The area around them was 

barren. I had to take some time to consider this unused space. 

It was well into October, and I was so lonely I used to sit 

in my office studio and cry. As I continued working on the 

plates, the image became the symbol of happiness lost. I 

could not write home of my sadness, and Sask Tel was already 

well acquainted with me. The postal service was on strike, 

and I did not have enough money to continue phoning constantly. 

I needed to write my boyfriend of how much I missed him. 

While sitting in my studio writing down these thoughts, 

I decided to write a letter on my zinc plate to fill up the 

space surrounding the Island. I wrote the letter on tracing 

paper, and turned it over onto carbon paper which sat on the 

etching plate. I then retraced my handwriting, and finally 

scratched out the writing with a drypoint needle. 

I was extremely pleased with the effect of the writing, 

which appeared to mimic the ocean swirling around Vancouver.

Island. I was also very excited to see this major project 

coming to completion. I printed the two plates together, 

first the 'street' plate, and then, after drying the paper 

and resoaking it, the plate containing the photo images. I 

chose the third colour, blue, for the obvious reason. 

This print ended by being important to me on several 

levels. It began as an image which would acknowledge my recent 

./8 



successes and friendships, thereby connecting me with what I 

knew. It was a celebration of my past, and a valentine to my 

boyfriend. It would also establish the pattern for much of 

my first year's work, in exploring a great deal of new tech-

nique and in radically changing my use of space on the plate. 

The subject matter of the print also focussed on two 

themes which would recur in many of my Saskatoon prints. It 

was, first, an escape to Victoria. I felt badly displaced in 

Saskatoon, and wondered if I had made a mistake in coming at 

all. This feeling had increased due to my difficulties in 

adjusting to my new environment, and in completing Sincerely 

Yours. Second, I had used the print to express my most per-

sonal feelings, which had no other outlet. This was also a 

major departure from my late undergraduate work. 

In creating Sincerely Yours, I had made contact with the 

world away from Saskatoon and recaptured the recent past. I 

still wanted very much to experiment and to do something 

immense, of an order better than. anything I had done before. 

At the same time, I needed to get out of my system the unset-

tled feelings of being alone, and of being a new graduate 

student. For the first time in my life, I felt cold when I 

went outside. The winds of the prairie and I had never before 

met, and we did not know what to expect of one another. 

I froze. I had come with many skirts and not one pair of 

trousers. I was uncomfortable and unprepared for the 



TWO SISTERS 

Intaglio 

23 7/8" x 17 3/4" 
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incomplete when I took jet black state proofs. I still had 

many questions about why I was in Saskatoon, and found I was 

working through my frustrations 

that I now added to the print. 

stop working on the plate, as I 

in the maze-like background 

I was, however, forced to 

did not know what I wanted to 

do with it. I had no plan. I usually know what I intend to 

create, despite the unexpectedCchanges that occur in etching. 

Alphabet Fascination 

While away from Two Sisters, I did a small zinc plate 

etching using the alphabet over and over again. I used differ-

ent sizes and types of letter stencils, and played with black-

out textures and aquatint. Alphabet Fascination was intended 

to be a satisfactory small diversion, and it was. It made it 

easier to return to. Two Sisters. 

During this break, I also looked for ways to use the 

background or negative spaces in Two Sisters to create the 

illusion of depth and perspective. I had not thought exten-

sively about these areas of open space before, as I had thought 

them unimportant. I now found, by looking through art books, 

how other andrsucessful artists treat the areas which surround 

the central core of their image. 

Two Sisters 

I was at the time interested in the work of Paul Klee, 

.-./12 
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ALPHABET FASCINATION 

Intaglio 

6 3/4" x 9" 
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PLEASE, YOU ARE CHOKING ME or BRIAN AND ME 

Intaglio 

10 1/4" x 8 7/8" 

.../17 
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SELF-PORTRAIT 

Intaglio 

13 3/4" x 13 1/2" 

.../19 
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than I thought I would. My use of new techniques had produced 

a. print darker in tone than anything I had done before Saskatoon. 

I had thought the print would give me a feeling of warmth and 

comfort, but the darkness of the final image gave me a feeling 

of fading, of loss, even of death. The expression on the woman's 

face and heavy shadow across it were foreboding. In an attempt 

to counter these negative feelings, I finally did the edition in 

a rust/red, a colour of warmth and passion. 

Self-Portrait 

The first year of my graduate studies was a year of self-

discovery. It therefore seemed a good idea to do my own image 

as realistically as possible. At this time, .I thought of 

myself as a serious person who was trying to make important 

decisions which could create or destroy the foundations of my 

life. I was trying to be more self-possessed and self-confident. 

Most importantly, I was thinking of getting married, a 

major step in my life, I had not yet been asked, but knew I 

likely would be. I therefore wanted to view myself, my desires 

and hopes realistically. I had already tried to capture myself 

in Please, You Are Choking Me, but my self-image had already 

changed. I hoped I had brightened about the future, and wished 

to explore these feelings. 

With Self-Portrait, I was again surprised by the final 

image. I was discovering that in many of my prints, another 
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in which to set the primary figure in a print. I did not 

consciously think about this at the time, although it was a 

major departure in my work, and one which would again continue 

to appear without conscious decision. The image, more complete, 

became more complex. I was also somewhat taken aback by the 

boredom which appeared on my face, as I had also not consciously 

set out to create such a feeling. 

By this time, I felt I had made real progress in my image 

and technique. However, I now entered a period in which I did 

several disappointing prints. I still felt very strongly that 

I had to prove myself as an artist and that I had to produce 

more and better work. This tension, which came not only from 

within me, but from others in the art department, was beginning 

to cripple my creative flow. I produced my best work when the 

image and concept flow naturally and directly from within me. 

The constant pressure to create, and my lack of self-confidence 

in my new surroundings, were now blocking this process. 

Even though I felt empty of ideas, I went home each night 

and tried to force out something interesting. This laborious 

effort produced only wooden images. I was thinking too long 

and hard about my ideas. The resulting work looked contrived 

and lifeless, a result which I almost always obtain when I am 

not spontaneous. 

I was finally able to make a breakthrough by looking at 

another artist's work. I was looking at David Hockney's graphite 

.../22 
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PHANTOM ARTISTS STUDIO REMEMBERED 

Intaglio 

15 1/2" x 10 1/2" 
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drawings, and was struck by the clarity and simplicity of his 

image. I liked the feeling of clean lines and uncluttered 

areas in his work, and wanted my work to be similar. This was 

a way for me to fight my feelings of confusion, not only through 

the clarity of the image, but by returning to my own basic 

technique. 

Phantom Artists Studio Remembered 

The drawings I studied were of Hockney's bedroom and 

studio. I chose to do a print which returned to something 

close to me, my own studio, as I knew that it was to be torn 

down in the spring. I wished to remember it as it stood. I 

tried to capture the feeling of the stark studio by making the 

image fragile, drawn with fine lines and etched in a slow acid 

bath. By making the lines fine and fading, I also hoped to 

impress on the viewer that the studio was transitory and would 

soon disappear. This faint and uncertain image reflected my 

own uncertain feelings about my work, and the difficulties I 

had had with my most recent efforts, 

Although this print was tentative and conservative, I 

again experimented with image and technique. I used a soft 

ground, left in the acid bath for various lengths of time, on 

the window frame, fuse box, and cabinets. My line work was 

more detailed than in my undergraduate works, and was exceed-

ingly sharp and clean due to my use of 12:1 and 15:1 acids. 

.../24 
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BLUE BLOOMS 

Intaglio 

11 7/8" x 9" 
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As with Self-Portrait, the print was of a real setting, and had 

depth and perspective. 

Blue Blooms 

I was satisfied with Phantom Artists Studio Remembered, 

which led me to next do another simple line etching. It was 

the worst of the Prairie winter, endlessly grey and white out-

side my studio window. I yearned for some colour in my world. 

The plates I had produced were rich in tone and depth, but 

lacked the warmth of colour that I had always had in my sur-

roundings and in my work. To change this, I determined to do 

a garden of flowers to cheer myself and to remind me of Victoria. 

This was a relaxing and comforting plate to work on. 

Blue Blooms was a simply done, fine line etching, with a few 

open bite areas added to give depth to the plate. It was intended 

to be easy to create and to appreciate. However, it did present 

one problem I was able to learn from. After taking proofs, I 

found I was having a problem with perspective, a difficulty 

I continue to fight to this day. The garden image seemed to 

be all on one plane, lacking depth or background. This was 

ultimately overcome by the addition, some five months later, of 

a line of open bitten ghost images of the flowers which occupied 

the lower half of the plate. 

The print also satisfied my desire for colour. In print-

ing the edition, I used a grey/blue ink as the base colour, 

.../26 
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AUTUMN DUSK 

Intaglio 

11 7/8" x 9" 
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adding orange and yellow to individual flowers throughout the 

plate. I later did a second edition in brun cafe, also with 

individually coloured flowers. 

It was now February of my first academic year in Saskatoon. 

The emotional turmoil of the fall and winter was thankfully 

fading, and I was settling into the University. Many things 

contributed to my improved state of mind. I had just returned 

from a trip with other members of the graduate program, in which 

we visited several eastern United States museums and art schools. 

Seeing the work of others had restored my self-confidence and 

sense of perspective, and had overcome the isolation I felt 

as a printmaker in Saskatoon. I was also pleased with the two 

prints I had just finished, and the children's class I was 

teaching was going well and was full of positive energies which 

came out in unique and surprisingly good serigraphs. My marriage 

plans were firm and I would soon be returning home for the 

summer. 

Bedroom Fantasy 

These positive feelings led me to embark on my first 

major work since Self-Portrait. I had never done a serigraph/ 

intaglio, and was ready for the challenge which comes with mixing 

media. I looked to a past image that had proven successful and 

determined to use it as the basis of a new work. The experiment 

would be in applying a second medium, serigraphy, in order to 

.../28 
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BEDROOM FANTASY 

Intaglio/serigraph 

17 7/8" x 17 3/4" 
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BEDROOM FANTASY II 

Intaglio/serigraph 

17 7/8" x 17 3/4" 
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BARRINGTON 

Intaglio 

10 1/2" 8 7/8" 

.../34 
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LAVISH, LIVELY STILL-LIFE 

Serigraph 

16 1/2" x 11 7/8" 

.../35 
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I had not made many friends in the city, which was hard for 

both of us. On top of this, I believed I was seriously ill, 

although my malady had not yet been diagnosed. 

With these many negative feelings, I turned to my print-

ing for the year. In the first two prints I would do in the 

fall, I was aware of my tendency to clutter and to overdo. I 

therefore made a conscious effort to simplify the image. In 

part, this was a reaction against my difficulties with Bedroom 

Fantasy, the last print I had done in the spring term. It 

was also an attempt to overcome my personal confusion and to 

return to my earlier and more consistently successful style. 

Barrington 

I was successful with Barrington, a one-bite line etching 

of my husband. This single bite technique was suggested by 

my supervisor as a way to avoid clutter, and was a unique 

experiment for me. It also continued the series of line etch-

ings which had started with Phantom Artists Studio Remembered. 

After doing this print, I felt some pressure to explore nude 

images further and attended a few figure drawing classes. 

However, I am not comfortable with this type of image, and 

decided to discontinue the effort. 

Lavish, Lively Still-Life 

I next produced a serigraph which I feel is as unsuccessful 

.../36 
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FAMILY, FRIENDS PORTRAIT SERIES 

Intaglio 

5" x 6" each 
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Family and Friends Portrait Series 

Searching for ways out of my despair, I turned again to 

my photograph album. My supervisor had suggested that I 

attempt some smaller prints, as a means of surmounting the 

creative block that was again taking hold of me. I was acutely 

aware of the need to break away from the stiff, wooden drawings 

which I had been doing, and to produce in a freer style with 

more life and interest. I therefore decided to do a series of 

small etchings of family and friend$. 

This decision lifted my spirits. As the people I would 

draw were close to me, I did not have to force emotion or sent-

iment into the images, but rather had definite feelings I wished 

to convey. At the same time, I would be dealing with the always 

challenging problem of doing portraits of people who were close 

to me. 

Of these four prints in the Family and Friends Portrait 

Series, two were particularly successful. The first was Fiona 

with Demtri. In this print, I used the softground techniques 

I had learned in my first year, but with a softer touch. I 

did this by using a weaker acid (12:1), and leaving the plate 

in the bath for only seconds for each bite. This technique 

also gave the line a delicate texture, which was not only 

necessary in a small print, but gave the image a feeling of 

tenderness. 

The triangular composition, solid and solitary, conveys 

.../39 
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strength and fortitude, two very important qualities to me. 

The image is as old as art: mother and child, Madonna and 

Christ, and is one in which I find much happiness and reaf-

firmation. The woman in the print is a close friend, who is 

holding another friend's child. This represents the thought 

that a woman can be a mother and yet not have borne the child 

she holds and cares for. This concept was important to me, 

as I did not know if I could bear a child of my own, but wished 

very much to have one through adoption if need be. My feelings 

about motherhood are very strong, which make make my images 

about child-care equally powerful to me. 

The second particularly successful print in the series 

is Good Old Aunt Mary. It is a portrait of an older woman who 

has had a positive emotional impact on my life, and who has 

always represented gentleness and caring. I was very pleased 

with the way that her essence was captured by the image. The 

technique was the same as for Fiona with Demtri, except that I 

used less soft ground, in order that the image would be some-

what more stark and less softened. 

The final two images in this series were Night Before the 

Wedding and The In-Laws. The first is just that, a scene from 

my sister's piano room, a happy moment I wished to recapture 

and preserve. This image was both difficult and easy to create. 

The difficulty was in correctly drawing people I knew so well, 

and saw through my preconceptions, while capturing the spirit 

.../40 
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of light-heartedness. Yet my light-heartedness toward the subject 

removed any worry about how the image would print. I chose 

to give the drawing a cartoon quality, and executed it freely 

and lightly. 

The least successful of the series, The In-Laws, is less 

clear because I knew the people in it less intimately. The 

image is of my mother-in-law and my sister-in-law's mother, 

whom I wished to include because they had been good to me. I 

was uncertain as to what I wished to say with this print, and 

this was apparent in the relative weakness of the image of the 

two women. I therefore added a domestic background which was 

not present in the photograph from which the primary image was 

taken. 

The Family Series was a major step forward, and released 

me from the creative frustration I had been suffering. It 

somehow vented many of my major frustrations about my life in 

Saskatoon and the graduate program. The plates were manageable 

in size, and it was satisfying and quick to draw through the 

hard ground. Technique and scale (5" x 6") worked together 

with my conscious attempt to draw with more freedom, and enabled 

me to return to the direct and personal relationship to my 

image on which my success appeared to depend. These smaller 

scale works, the first I had done in some time, freed me from 

the pressures I felt in doing larger and more major works. 

. .41 
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PASSIONATE, PURPLE MOUNTAIN 

Serigraph 

16 1/4" x 13" 
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Rives, which made the colours still brighter and clearer. 

This print was most satisfying for me to create, and 

showed me how explosive an image can be to the eye when done 

loosely and without formal plan. It strongly expressed total 

abandonment and excitement, just as I had sought. This was 

a great departure for me in my approach to the creative process, 

and while it is not a direction which I have followed since, 

it did_ open new possibilities. While I did not know it at the 

time, this print represented the furthest swing of the pendulum 

away from structure and control in my work, and toward abstract-

ion. 

On my return from Christmas break in British Columbia, I 

was resolved to start the new year in a positive and relaxed 

state of mind. I felt at the height of my creative powers, 

and sufficiently bold to make two prints at the same time. I 

would use the same colours in both of these serigraphs, which 

would deal with two different issues then on my mind. 

Perhaps my positive feeling toward work was an attempt to 

compensate for the things that were happening around me. The 

climate on the university campus seemed exhaused after the 

Christmas rush, and the mood of the print shop was one of 

reluctance to forget the holiday just passed. It was again 

the heart of winter, bitterly cold, and the earth and sky 

met with almost no variation in tones of grey and white. 

While I had greatly enjoyed Christmas, my now chronic illness 

.../44 
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WEST COAST CLERETE 

Serigraph 

8" x 7" 
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MOTHER AND CHILD 

Serigraph 

12 1/4" x 8 1/8" 
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was becoming difficult to cope with. I knew I would soon 

be in hospital for abdominal surgery, and that my ability to 

have children would be gone forever. I was just twenty-five 

years old and eight months married. 

West Coast Clerete and Mother and Child 

With only a week left before surgery, I readied two small 

screens. My physical condition made my feelings about mother-

hood and returning home intense, and I would vent them in 

images of a mother and child and of British Columbia. The 

image and feeling of Passionate Purple Mountain were still with-

in me, with the loose and carefree approach it represented. 

In West Coast Clerete, I again used the triangular shape 

as a starting point, this time to represent the mountains which 

surround Victoria. I used the warmer colours which always 

make me feel cheery and alive and divided the print into two 

distinct areas. One represented the British Columbia main-

land, and the other, smaller and lower, Vancouver Island. I 

used free brush strokes of rich green ink to convey the idea 

of the evergreen forest, and, as with Passionate Purple 

Mountain, I worked quickly and freely, using torn paper stencils. 

This print was also similar in style and design to Passionate 

Purple Mountain, and affirmed the lessons I had recently learned. 

At the same time, I was printing Mother and Child. It, 

too, was a serigraph, and, as with the other two, was created 

.../47 
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with the glue-stencil method of printing. It was also created 

quickly, and while it would finally grow by three extra colours, 

used all of the same inks used in West Coast Clerete. 

It was, however, different in important ways. I wanted 

to be in complete control of this print, as I knew I was not 

in control of my own fate. It was therefore done in a more 

deliberate and controlled manner. I wanted the colours to be 

as pure as possible, and so I repeatedly checked for pinholes 

in my silkscreen, to ensure that the colour I was printing 

would have no interference from the next colour applied. At 

the same time, I added as much texture and detail as possible. 

As I added colours, I tried as much as possible to juxt-

apose opposites,in order to create a vivid and wild contrast. 

I did this to express and strengthen the feelings of life and 

activity in the image, by using the vibrancy that comes from 

using opposing colours. The two figures themselves demonstrate 

this. They also share a protected and womb-like environment, 

softly cushioned and isolated. In colour and attitude, the 

mother is strongly dominant. The same is true of her size and 

position on the print. The only threat that intrudes on their 

safety is in the upper left corner, where the outside is visible 

past a ragged edge. 

When I completed this print, I felt very positive about 

my work. This was very important to me at the time, as I 

did not know when I would be well enough to work again. It was 
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also important because of the ideas and emotions expressed by 

the print. It was a personal celebration of motherhood, and 

an acknowledgement of the woman in me at a time when I feared 

I might be losing the qualities which make me a woman. The 

time taken to create the 

acknowledge those fears. 

print remain deeper than 

print allowed me to deal with and 

Two years later, my feelings for this 

those for any other I have done. 

I recuperated for several weeks after surgery, and mourned 

my loss. During this period, which took me through to the end 

of my second year in residence, I did little work. It was 

unfortunate that I had to leave Saskatoon to return to British 

Columbia at the end of the spring term as by that time I was 

ready to print again. I had come through a very hard time in 

my life, and then a period of relaxation and recovery, and I 

felt I could now print at my best. 

April, and We Are Homeward Bound 

In April, 1977, I produced April, and We Are Homeward Bound. 

Spring was in the air, the snow was melting, and thoughts of 

going home were on our minds. This print would emotionally 

prepare me for our homecoming. The image is of midsummer, 

with a faintly coloured and wistful woman looking toward the 

ocean. The colours are soothing pastels, unlike the boldness 

of my last prints, and the still softness showed what I hoped 

would be my life on my return home. It expressed tranquillity 
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APRIL, AND WE ARE HOMEWARD BOUND 

Serigraph 

11 7/8" x 9" 
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after a very painful time. It was also the first landscape, 

and the first three-dimensional image, that I had ever printed 

with a silkscreen. 

This print also used a technical experiment which would 

later be useful. While I have always liked the large blocks 

of colour that can be printed with the silkscreen, . I was still 

learning how to create texture with this medium. In Passionate 

Purple Mountain, I had experimented with breaking up the spaces 

on the image in order to create various textures. In April, and 

We Are Homeward Bound, I used a different technique, learned 

from another student at the University. I filled a container 

with water and a little glue, and sprayed it onto the screen. 

This left speckles of glue on the screen, which produced the 

fine dot-like textures visible on the landscape. I took this 

technique one step further by rubbing my index finger over the 

freshly sprayed areas, leaving a directional texture. 

In retrospect, this print was also significant for another 

reason. Through much of my stay in Saskatoon, I had remained 

psychologically in British Columbia. The physical presence of 

the prairie had not yet appeared in my work. In April, and We 

Are Homeward Bound, I introduced a landscape which owed much 

to the prairie, and which would recur in several landscapes I 

would later create. 

On my return to Victoria, I felt ready to print, and wanted 

to produce far more work for my graduating show. However, there 
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SELF-PORTRAIT WITH BRIAN 

Intaglio 

17 3/4" x 15 3/4" 
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MORNING COMFORT 

Intaglio 

5" x 6" 
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ORIENTAL BLUES 

Serigraph. 

19 3/4" x 14 7/8" 

.../57 



- 58 - 

SUMMER'S CHILD 

Serigraph 

11" x 8 1/8" 
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GRASSLANDS 

Serigraph 

22 7/8" x 15 7/8" 
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NORTHERN PRAIRIE 

Serigraph 

20 3/4" 15 7/8" 
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FANTASTIC FIELD OF FLOWERS 

Serigraph 

14 1/4" x 8 3/4" 
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and enlivened the otherwise somewhat lifeless pastels. 

I next turned to a series of landscapes. While in 

Saskatoon, I had photographed the subtly coloured landscape 

surrounding the city. Accustomed as I was to the lush forest 

of the coast, I was at the time unprepared to see the beauty 

of the prairie landscape and the unmatched prairie sky. Home-

sickness and my physical condition had interfered with my 

ability to see them objectively, and, ironically, I did no 

prints of the prairie while there. 

Grasslands 

I had now digested my feelings about Saskatchewan, and 

wished to recapture a prairie slough near Prince Albert which 

I had photographed in the autumn of 1976. To capture the vast 

openness of the landscape, I made Grasslands the largest seri-

graph I had yet done. I used glue blackout and torn paper 

stencils, and while the colours I chose were not as softly 

subtle as the grasses themselves, I tried to convey the virility 

of the land in the bolder colours of the print. 

Northern Prairie 

Immediately after completing Grasslands, I explored the 

same image, changing colour and textures. This second print, 

Northern Prairie, conveys a different, more foreboding mood, 

through the use of texture in both the land and the sky. 
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Like Grasslands, it allowed me complete freedom in placing 

colour, and showed me the licence a landscape artist has to 

add to or subtract from nature. Enjoying this freedom, I 

fantasized a landscape wild with intense colour and fabulous 

flowers, which was to become my next print. 

Fantastic Field of Flowers 

Fantastic Field of Flowers was totally imaginary and 

fulfilled my desire to decorate an image with vivid colours 

and shapes. The colours were arbitrarily chosen at a time when 

it was extremely hot outside my studio, and they reflect that 

fact. It was a delightful print to design, and took little 

effort to print. The major technical discovery I made in 

creating this work appears in the mottled sky, which was done 

by lightly dipping a large-holed sponge into a small amount of 

blockout, and then gingerly touching it to the silk of the 

screen. This left the impression of the sponge as a stencil 

through which a cream-thin ink could successfuly pass, again 

creating new possibilities for texturing. 

I did a number of other intricate serigraphs during that 

summer, but have included only the most important in terms of 

design or technique. Taken together, they represent a tech-

nically successful and aesthetically pleasing group of prints 

in which I explored varied images and techniques. I worked 

easily and productively. This came in part from a new mastery 
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of my technique. The small trick 

to the underside of the silk made 

ing a thinner and more consistent 

use thinner inks, which permitted 

the screen. I learned how better 

of taping pieces of matboard 

a major difference in apply-

film of ink. I learned to 

finer detail without clogging 

to remove the glue stencil 

after each print, by using cleanser and scrub brushes. I 

learned how to create interesting and various textures by 

applying glue stopout to found objects, and touching them to 

the screen with varying pressures. 

I also worked easily because I had not been able to work 

for some time before, and had many ideas ready to be printed. 

This work was new in important ways. I was, for the first 

time in a silkscreen, dealing with the entire image space in 

a representational print. I had always tended to two dimen-

sional objects in empty negative space. The landscapes forced 

me out of this pattern, and also forced me to deal with perspec-

tive. 

In the landscapes, I found that my brush strokes were freer 

and less preconceived than in my earlier serigraphs. This was 

a mainly unconscious and continuing effect of my supervisor's 

advice to be freer in my work. At the same time, I was able 

in Summer's Child to create the most realistic and represent-

ational silkscreen I had yet done. 

These prints were very joyful and easy for me to create, 

and reflected my state of mind accurately. They were a major 
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CONTEMPORARY CHINESE CACHET 

Intaglio 

23 7/8" x 17 3/4" 
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advance in image and in technique, positive factors which 

would carry forward into my next period of printing. 

In the autumn of 1978, space came 

of Victoria in the intaglio work shop. 

would have a chance to work again with 

available at the University 

I was pleased that I 

others. I not only 

like discussing work and enjoy the company of other artists 

while creating, but have in this way learned much of what can 

be done in the studio. 

Contemporary Chinese Cachet 

Contemporary Chinese Cachet, the first etching I created 

that fall, had been in my mind's eye for a long time, and it 

is amazing I had not attempted the image before. The main 

objects in the print are from my own home, and have great 

meaning for me. The Korean porcelain doll was the 

my father gave me, shortly after my birth. I have 

cherished it, and wanted to include it in a print. 

plant is a counterpart of my father's gift. It is 

first gift 

always 

The geranium 

the first 

gift I received from my husband after we were married. Both 

gifts may disappear, but they will always be captured in this 

print. Apart from these two major objects, I own the table-

cloth, which has no particular significance, while the 19th 

century Chinese serving dish and 13th century Chinese cauldron 

were images I had enjoyed in examining oriental art. 

The composition of this print is very similar to that 
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of my earliest still-life etchings. However, I hope it 

reflects a wiser use of space, and the mastery of my impulse 

to clutter every inch of my image, without regard to balance. 

This is demonstrated in the open, restful, clean top half of 

the image, and is echoed in various uncluttered spaces through-

out the objects in the print. While I used some decorative 

design, it works well with the whole. 

The actual working of the plate began with free hand 

drawings, taken from rough sketches which I had begun to keep 

that summer, The drawings were 18" x 24', the same size as 

the zinc plate which I would use. This permitted me to position 

the image accurately, and to design the textures. I had found 

this more deliberate process useful in Oriental Blues, and so 

repeated it. 

To create a variety of rich textures, I used a variety of 

techniques. The fine opulent lines which appear on much of 

the print I created by crosshatching and engraving. This 

produced grooves in the plate which would hold the richly 

coloured blue/green black ink I had lately learned to use, and 

would use in this print due to its impact on the viewer. On 

top of some of the crosshatched areas, and particularly on the 

cauldron, I applied fine aquatint to add yet more contrast of 

light and dark tones. This suggested further shading and vol-

ume. On the geranium leaves and Chinese serving dish, I applied 

coarse rosin by melting it onto the plate in large pieces. This 
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WATER LILIES 

Intaglio 

23 7/8" x 17 3/4" 
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coarse aquatint I then submerged into a strong acid, for 

fifteen minutes (3:1). 

I consider this print to be a major success. It was a 

vehicle to express my attachments to the past and my hopes for 

the future. I meant it to be a bold statement about overcoming 

my past, and reaching for future security. Although the doll 

is the focal point of the print, the geranium is the most 

important object in the image, as it represents growth and 

renewed life. The doll is my own essence and roots, a frail 

and easily shattered confidence and spirit. These personal 

images were for me most powerful and effective. 

The print also successfully incorporated many of the 

advances in technique and image that I had learned in my grad-

uate program. I now knew what the acids would do to soft-

grounds and aquatints, and I could control and direct the out-

come of the print. This enabled me to depict the objects 

more accurately, including the spongy quality of the geranium 

leaves and the various textures of the tablecloth. The 

sophistication and boldness of the image would have been beyond 

me three years before, as I had simply not had the vocabulary. 

Water Lilies 

My next major print was again large scale and very fully 

worked. Water Lilies was drawn directly onto a full-sized 

zinc plate, using a drypoint implement as my scratching tool. 
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After spending some thirty hours putting the original line 

drawing onto the plate, I could clearly visualize how I wished 

the image to develop. This drawing, made up of many fine 

lines, I submerged in a weak acid bath for about fifty minutes. 

I constantly feathered the image to ensure there would be no 

foul biting and to ensure that all the lines would be uniformly 

exposed to the nitric acid. After I was satisfied that the 

image was bitten sufficiently for the ink to print a smooth, 

solid line, I pulled a proof. It was very clean and uncluttered. 

The time spent thinking and drawing on the plate had resulted 

in a print that was compositionally well planned and organized. 

I next blocked out areas on the lily pads which I wished 

to remain bitten. The open areas were to be bitten down further 

for only short periods of time, as I did not want them to look 

lower on the finished image than the original height of the 

plate, but only to show as a different tone. 

My next major difficulty was to produce the image of 

water. I did not want the shallow pond to look flat and one 

dimensional, and to avoid this I blocked out all the water 

lilies and then immersed the plate in a strong acid bath. This 

bit the water areas very deeply, and made the lilies look 

closer than the water. Next, I splattered hard ground on parts 

of the water area, and etched this for about ten minutes in 

a weak acid. After taking a state proof in dark green/black 

ink, I applied fine aquatint to the water areas, and bit them 
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and added the open bitten line that divides the table surface 

in two. I finally printed the edition in green/black ink, which 

again was the most powerful colour available. 

Completing the graduate program was often painful. How-

ever, it led to major and lasting changes in my work. This was 

in part due to my having learned new techniques. In intaglio, 

where I made my most important strides, the most significant 

of these was the use of multiple soft grounds, which enabled 

me to give the image a more dense and complex design and tex-

ture. I learned to highlight and whiten with a burnisher and 

to take down textured areas with a scraper. The mezzotint 

rocker produced rich black areas on a print. Using these 

various techniques together, and applying them one on another, 

I created yet richer textures. I was able to experiment with 

different acid strengths and timing in the acid bath, thus 

producing varying qualities of line and open bites. 

In silkscreen, I learned a similar lesson in the creation 

of texture. By spraying glue on the screen, I could break up 

space on the fabric, creating areas of broken colour. I was 

able to vary this effect, and the texture created, by applying 

the glue stopout with a found object. I also learned to pro-

duce purer colour by cleaning my screen with cleanser and a 

scrub brush, and, by the simple trick of placing small pieces 

of matboard on the corner of the frame of the screen, I attained 

a more even distribution of the ink. 
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My image itself also underwent major changes. These 

resulted in part from the possibilities created by the new 

techniques that were available to me. I could now suggest 

volume, depth and space, where my image had been two-dimensional. 

I was able to realize more fully each object in a print, rather 

than simply decorating it. The entire image space could be 

developed more fully and worked, enabling me to more accurately 

define and achieve my initial intention. 

I found the same goal could be achieved by working the 

negative spaces in my prints, and these would gradually become 

as important as the central objects. I had previously felt 

that the objects were enough standing alone, but learned that 

something was lacking. These negative spaces became an entirely 

new resource to heighten the effect of the print, and in my 

more successful images worked together with the positive spaces 

to create,:a- stroriger and more unified composition. 

These developments were both reflected and demanded by 

basic changes in my relationship to my prints and to the crea-

tive process. I had developed in my undergraduate years a 

tightly controlled and linear style. My prints tended to make 

easy and conceptually simple statements, rather than expres-

sing more complex and less conscious emotions. My earlier 

style was adequate to this purpose. 

In Saskatoon, I felt isolated and without outlets for my 

personal turmoil. I also consciously felt that my work had to 
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express more profound and important thoughts and emotions. 

My prints therefore became a sounding board and a record of 

how life was treating me, and a process of self-exploration. 

This was particularly so during the first half of my program, 

when my prints were often intensely personal. This process 

of self-revelation was at first intolerable, and contributed 

strongly to the creative block I suffered for the first time 

in my artistic career. 

I was, however, finally able to break through my fears 

by using complete abstraction. While I would not continue with 

that style, the release it gave me enabled me to express myself 

freely and with emotion, while gradually bringing my work back 

under control. In the most successful of my later works, I 

was able to express complex personal emotions, without sacri-

ficing a balanced and integrated image. I was able to work 

from my new freedom of expression to create more mature and 

sophisticated images. Having attained this new level of free-

dom and confidence, I am eager to continue exploring my own 

emotions, while developing my image for its own sake. 
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PLATE, BAMBOO AND JAR 

Intaglio 

17 3/4" x 12 3/4" 
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