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Transformation and interconnectivity
My work is eclectic. It is based on a hybridity of things that pique my curiosity and
question aspects of my environment. I am nature, I am part of nature and what
happens in nature affects me. Iʼve always been aware of, and sensitive to life cycles,
births and deaths, beginnings and endings, and passages in time. I am intrigued by
what is considered acceptable and not acceptable; what is considered beautiful and
ugly, unusual and ordinary, and attempt through my work to understand and explore the
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boundaries between attraction and repulsion.

The origins of my work come from being outside in nature. I walk a lot; taking time to be
under big skies, seeing a winding ribbon of river, walking through a grove of trees. In
winter, I see rising steam and crystalline formations of ice. Mostly, I walk alone and find
a time to sharpen my sense of observation. I begin to see the subtleties surrounding
me; I notice the small fungi, feel the wind, see animal tracks and feel like a part of time.

We are lucky in Saskatchewan to live where wild undisturbed nature coexists with
nearby farms and a growing urban life. To be in one without exposure to the other two
environs leaves people lost, off balance and drained of vitality. In Saskatchewan, we
have the luxury of being a kind of peasant culture for over a century – farming people
connected to city dwellers connected to the wilderness. We are also very lucky to have
been less connected to the nerve centres of the global economy, instead more greatly
connected to first nations people (although all of those relationships have not been
easy, or without struggle). We still hear of people living off the land, living at a slower
pace. We hear of people living in respectful relations to the planet. And, living outside
the furies of the global economy, there is still room for the spiritual and for affordability
and the possibility for cultural work.

I feel fortunate to have grown up on a buffalo farm where I learned the lore of the
buffalo and the history of the prairies from my father. I saw animals fighting, dying and
being born, where obviously one animal was food for another; life to many others. There
is a kind of beauty and harshness in this life process.
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My undergraduate work was autobiographical, focusing on experiences growing up on a
bison ranch. I painted buffalo in ambiguous situations; as subjects representing
strength and power, yet vulnerability. People who saw my work asked “Are these bison
playing, resting, or are they dying?” I learned that all life is host to other life, which
raises the question “where does one begin to draw the line between living and dying?”
This sense of transformation, process, and evolution has become significant in my
artistic practice and influential to “Swell”.

My work has undergone fundamental changes, influenced to a degree by environmental
factors and by my experimentation with new materials and media. Originally, I started
as a painter working with acrylics, followed by painting with oils and sculpture, which
was the media for my BFA thesis exhibition show “Lily Plain”. I included two large scale
fabric sculptures, “the Star Dome” and “Death Shroud”, both themes on burial in the
Gordon Snelgrove Gallery at the University of Saskatchewan.

While doing my undergraduate degree, and prior to my BFA show; I worked with my
professor, Alison Norlen in the “Artist by Artist” program at the Mendel Art Gallery in
2008, where we researched, in depth, elements of dance, costume and spectacle, in
particular the Carnivale in Rio. Part of my fascination with the Carnivale is the process
of an unfolding narrative, a complex visual, oral and textural demonstration of
interdisciplinary expressions incorporating social, political, ecological, historic
storytelling and commentary. We spent time examining videos of Carnivale, watching
movies such as “Black Orpheus”, drawing in a scroll form, sketching and planning
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costumes. We went our separate ways; sewing in our own spaces. When we came
together we realized that we had both made a particularly “Saskatchewan” interpretation
of Carnivale. Ms. Norlen created a giant wasp costume with lace and dark crystal
beads and I made a costume reminiscent of Saskatchewan lakes, with lily pads, cattails and dark sparkling water. It was an almost magically-perfect collaboration. Before
this mentoring relationship, I had only sewn small embellishments to dance costumes
but never considered textile as a media I could further explore. Our “Saskatchewan
Carnivale” partnership allowed me to think of myself as an artist capable of adapting to
a myriad of materials, to acknowledge and utilize my sewing abilities and use my
background in painting to create opulent and fantastical objects and installations.

In my undergraduate programme, I attended several classes at Emma Lake. One in
particular, was a class “Spectacle: Practices in Art and Drama”, co-taught by Alison
Norlen (Art and Art History), and Natasha Martina (Drama), where visual art students
and drama students worked together to envision and perform a “Spectacle” in the
college bowl on campus. I took a leading role in the process. I was asked to be a
technician for the course, and participated in every aspect of the eventʼs development,
helping with the choreography, the choice of music, designed multiple costumes and
sculptures, and ultimately performing for the “Spectacle” event. I rode in on a huge
tricycle followed by an enormous and supposedly-mutated eight-foot tall rat. In addition,
I created an elaborately beautiful jellyfish costume that moved when it was activated by
its wearer, one of the drama students. This was my first experience in performance art
and I found it exhilarating.
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I am fascinated by the extraordinary shapes and colours of various plant life such as
fungi, microscopic organisms, or undersea creatures, some real, some undiscovered, or
imaginary. Some of my sculptures exaggerate, or magnify the microscopic, disrupt and
alter scale, invert or expose the interior, in order to challenge the viewer and/or allow for
a more unusual way of seeing. My intention is to make my sculptures feel alive. I work
intuitively with materials to provoke conversations between elements, to encourage
imaginary and theatrical conditions, and at times, create confrontational and
contradictory relationships for my viewers. “I see my installations as organisms, I start
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making something but at a certain point it starts making choices by itself”.1

There is tension in my sculptures. I want people to be entertained by fantastical
environments. I want them to let go and have fun. I want people to relate to the
sculptures in ways both familiar and unfamiliar and in a way that invites multi sensory
involvement. I want observers to feel a connection to my work that is not only cerebral,
but is visual, physical and tactile. I believe the scale of my sculptures allows people to
be within the sculpture; within the statement I am making.

People understand fabric as clothing and protection, a barrier from elements that may
harm us. Building an environment made from textile has the potential to offer comfort,
physical safety and emotional security. Some of my sculptures magnify what might be
interpreted or associated with internal organs like intestines, I want people to be more
conscious of themselves, their “gut”, their instincts, their body, as a potential sensory
organ, possibly encouraging heightened consciousness. “Keith Tyson, the Turner Prize
Winner of 2002/ suggests that the encounter with a work of contemporary art should not
make the viewer ask “what is it about, but how do I feel?”2

Layering
Since our planet is 6.5 billion years old and many species have come and gone during
the various epochs, there are layers upon layers of relics from species and civilizations
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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past. Last summer, I was invited to participate in a residency in Croatia. For the last
two thousand years or more, people in Croatia of varying races, tribes and religions
have lived together often peacefully, but sometimes warred with enormous
consequence. In Rudele, where the residency took place, buildings and walls were
made of stone, some had been bombed in the war in 1995, some in WW2 and some
five hundred or more years ago. When people dig a foundation in Croatia, they
frequently encounter human bones. I saw bullet holes in ancient homes made of stone.
I saw piles of rock that once were peopleʼs homes, destroyed by bombs. At times, they
were indistinguishable from piles of rocks that covered mass graves or simply rocks in a
farmerʼs field. No one knew the difference.

I was awe-struck by the concept of peopleʼs homes built by hand with stone and mortar.
I found it difficult to imagine people having worked so hard to make a house, have it
blown up, and then start over; rebuilding in the same spot. I couldnʼt imagine living in a
house pock-marked by bullet holes. What would it be like to live among reminders that
your home could be taken away or that you would be attacked in the supposed safety of
oneʼs home? I asked myself “what happened to the children when their elementary
school was bombed to pieces?” Where did they learn, what did they learn?. I also
asked myself “ if it happened to me, could I bear to return and start over?” Is home
stronger than fear? The answer possibly, “yes”.

I saw Roman aqueducts, almost 2,000 years old. Who were the people who built those
aqueducts? I knew that they were people the Romans conquered, men with dignity but
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defeated in war. While I was in Rudele, I saw men building railroad lines by hand.
Methodically, placing stone after stone to level the bed, while in Canada rail lines now
are built and removed by machines. As a future cultural worker what is the impact of
building by hand vs. building by machine? Does the method of production change your
relationship with the future, more than another? Does one connect you to your work
more than another?

"#$%&'!A)!!*B%':%?35!C4232$&-;4!D>!E#/$<F''!G2/$5!7%:'+'5!=&2-3#-)!

At the residency, I pondered these questions and tried to answer them with my work. I
created a sculpture to acknowledge the concept of piling, layering and building upon
building. I used felted blankets as shrouds that visually represented those piled debris
and rocks. I placed the felted pieces on the stone homes and walls. My host at the
residency Mara Segan, a Serbian woman (who was burned out of her home,) was
moved by my gesture, referring to the felt coverings as something nurturing to the
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places that were violently damaged. The sculptured rocks were like a memorial; their
purpose was for grieving and remembering, and for Mara, the gesture was comforting.
Our world is full of contradictory experiences such as: memory and grieving, fear and
comfort combined.
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The hundreds of handmade rocks were placed on actual rock. Then, I transformed the
blankets by stitching them together to form a sculptural column and I titled this new
sculpture “Aqueduct”. There was a huge contrast between rocks that have been in that
village for thousands and possibly millions of years and my handmade fabrics that
almost dissolved in a single rainfall. I created “Aqueduct” for the Rudele Residency
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show “Re-inhabit”. The ephemeral nature of the fabric suggests transformation and
change. Between the “rocks” I used cheesecloth to form the vertical column of the
“Aqueduct” (the same fabric that I used for the sculpture “Stardome”). Its qualities
seemed appropriate; delicate, vulnerable, impermanent and meant to be seen from a
distance as a memorial for the land.
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Much of my work is about layers; layers of life experience measured in time like layers
of geological, physical and metaphoric sediment. My “Levi Costume” is constructed of
layer upon layer of fabric forming an oversized awkward garment. This wearable
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sculpture was created to challenge ways of thinking about costume, as wearable art. It
was both a “functional” costume, in that it was worn, but it also became a sculpture in
and of itself. The “Levi Costume” was originally constructed for the local Lesbian Gay
Bisexual Transgender (LGBT) “Diversity” event. The costume was gender non-specific,
queer, dramatic, and powerful. It evoked a new normal in gender; no longer just male
and female, and heterosexual, but a combination of figurative male, & female. It was
architectural, and very dramatic. Levi Nicholat, the model, wore high heels for the first
time. The costume was heavy, its movement and balance strange and absurd. The
hand-woven frame of wire formed a spring that made the costume quiver, challenging
Levi to waddle in the most fascinating way, the body distorted, wavering from side to
side shaking like an imminently erupting volcano.

Though never intended for a theatre or stage this sculpture became performative when
animated by the wearer. When seen on the wall or floor, one imagines the unseen
body. Made up of a large woven heavy wire hoop skirt, the Levi Costume is layered
with many thick strips of sparkled, jewel-toned fabrics, hand-stitched in a swirling
pattern. I created the whole character with special make up and prosthetic-like arms;
the result was haunting, grotesque and other worldly. The costumeʼs shape was not
meant to be flattering to the body, but was intended instead, to distort and deform. The
waist bulged and its limbs were pointed, volcanic spikes. A large red hood made the
cranium big and alien. The swirls on the skirt reflect layers of sparkly, crystalline rock.
The upper portion of the work is plush, looking like a bright red mouth, sensually, with
lava bursts of tulle spewing from it.
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Performance artist Leigh Bowery inspired the “Levi Costume”. Boweryʼs community
was initially the gay community, but as his notoriety spread, others copied his work such
as Boy George, Lady Gaga, and fashion designer Alexander McQueen. Bowery was
often described as a designer, but in reality, he designed primarily for himself. Often he
became a walking sculpture. Bowery was a performance artist in everyday situations.
He did not wait for an event. He took his sculpture into the street, into restaurants to
interact with other people. His work was not only completely grotesque; but was also
extremely humorous. At first, I was surprised that he blended ugliness and humour,
eventually as I watched videos of his performances, I saw his audience loosen up and
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enjoy him as living art. As a result, I have become inspired to explore our rather
arbitrary and culturally defined interpretations of attraction and repulsion.

Leigh Bowery disguised facial features, wildly enhancing his lips in particular. Body
parts such as breasts became extended, hanging hugely and suggesting a deformed
female body. His costumes exaggerated his already-large size. In one of his
performances, he enhanced his belly to appear pregnant, and after walking around on
stage for a significant time, he gave “birth” on stage. The act was so outrageous, it
shocked my sensibilities, causing me to laugh, and leading me to question my reaction
as a witness.

"#$%&'!Q)!O'#$4!I21'&>5!R@@-?%+-3'!=2/?';3#2/5!(SQK)

At the “Diversity/ Wearable Art Show”, The “Levi Costume” literally filled the stage,
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ballooning out so much so, we had to roll the costume into the room. The reaction was
extreme, with some people drawn in to touch the costume, while others (even drag
queens) kept their distance, feeling that something had gone too far.

Attraction and repulsion
Exploring notions of attraction and repulsion is common in my new work. Some of my
sculpture suggests organisms that grow rapidly and multiply, such as fungi, or that
break down organic matter; both are visually, and metaphorically rich. I am inspired by
cellular formations in tissue at a microscopic level, as well as the shapes of our organs
and body parts. My works have brought up comparisons to crystals, skin surfaces,
intestines or other internal organs and sexual anatomy.

During my first semester of grad school, I was the youngest student in the program, and
also female. I was in the graduate programme at the same university I attended for my
undergraduate degree. In the new context of the Masters program, I wanted to be taken
seriously and I wanted to differentiate myself and my work from what I had done in my
undergraduate years. I wanted to take risks, experiment in ways I had never done, and
take the opportunity to explode into new territory. I was taken by the work of Kiki Smith.
I felt connected with her art. Her sculpture “Born” depicts Ms. Smith being born from a
wolf or a deer, things which connect to the wild. This work suggests a complex
narrative, is mythological, allegorical and includes anthropomorphic forms that are both
strong and “dark.”
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I created a work that I now call “Bat Wing” in which I used branches as an armature. I
covered the branches with sleeves of fabric to disguise their nature. I manipulated the
branches by flexing them in rounded bends and fixing them in place. In the negative
spaces between branches, I stretched “illusion mesh” a black sheer fabric so that the
armature suggested veins of leaves or the bones of a bat wing. Suspended in the air
and staggering each in space, they overlap to create areas with differing levels of
transparency interspersed with solid areas of black. The sculpture was hung from the
ceiling in a cluster. It moved with the slightest air currents. The effect makes the eye
moves through the work in and out of open pockets. The mood of the work is dark and
ominous, hovering overhead like smoke swirls that spill shadows on the wall and floor.
Its prominent skeletal structure has strong features of a giant bat with its wings
stretched out. It makes reference to nightmares, childrenʼs books, and film-maker Akira
Kurosawa stage sets.
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The sculpture was first hung in a yoga studio during the 20th Street Art Walk. Following
its installation the proprietors asked me to take it down, not because they did not like the
sculpture, but because they wanted their environment to be hopeful, calm and
meditative, rather than “dark and disturbing”. I was intrigued by this reaction (which was
so different than my own), yet, despite this strong response, I felt I had succeeded in
challenging myself, branching out from previous ways of working and simultaneously
opening up possibilities for exploration. I have reconstructed the “Bat Wing“; using more
sensuous colour,, now more subtle, more refined in its delicateness and visual
appearance. This work has not only broadened my experimentation with the specificity
of materials and “invention of atmospheric spaces”, but has reinforced my intention of
holding or evoking sensations both attractive and repulsive.

While completing this work I read about the installation artist Louise Bourgeois, and her
series of sculptures of gigantic spiders. One sculpture “Maman” was intended to
represent “our” mother, (mother earth) who spins connections between people, and is
both attractive, protective, yet terrifying. People have strong reactions to spiders, spider
webs, and especially large spiders. In Louise Bourgeoisʼ “Maman” the spider is so
massive the viewer is forced under the spider, like its prey. Its beautifully-welded body
is ominous, and it is legs so delicate that its weight seems impossible on these elegant
frail legs. Viewers reactions varied; “Eventually I did enter its architecturally protective
legs and looked up to see that she was carrying beautifully shaped white marble eggs
(Fig. 2) and thoughts of the mythical ʻGreat Motherʼ creator of life entered my mind
(Morris, Warner, Hillyard 2000 p.58). Standing inside her architectural space, I felt a
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strong, safe, maternal presence, a positive energy directed on me like a momentʼs
revelation.”

3
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I felt inspired by this work and the way its ability to evoke such physical, and
psychologically extreme reactions from an audience. I want to challenge people in the
way that Bourgeoisʼ work does. I want to evoke a multiplicity of responses. My work
"Soft Crystal and Ladder” is inspired by Louise Bourgeois’ "Maman". I created a “bowl”
that suggested the ceiling of a cave. As it evolved, “Soft Crystal” developed a breastlike shape and formed into "bikini like tops", creating a layering of protections. These
bikini cups, reference the breast; the first form of protection, nourishment and
nurturance for the child. My intention was to create a structure that would move light
and create a work of shadow on the ceiling and wall. From a distance, the bikinis also
resemble sleeping bats. Originally, I wanted the structure to be a cave, a pre-birth
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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chamber, a place where we as babies sleep without fear. Like Bourgeois, I see that
often the thing that nurtures can also be a thing to be feared, and the thing that nurtures
also has to be nurtured. All of these are part of the web.
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Unlike Bourgeois who uses metal and stone, I use fabric, and threads, hoping to
simulate spiderlike webs. In the Buddhist tradition, thread symbolizes connection.
Buddhists believe thread is the “Logos,” the divine animating principle of the Universe.
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The transformative nature of fabric encourages people to get closer to the sculpture
providing challenging or unexpected sensations for the viewer. Reaction to the
installations I have set up in my studio has been informative, to my understanding of
being “in” my work, controlling a kind of atmosphere, a kind of theatre. To see my work
visitors have had to duck, and in spite of being bent, they have to keep moving. People
informed me they had differing experiences of the same sculpture from different vantage
points. Visitors including Leila Armstrong, and Chai Duncan said they felt they were in a
science fiction movie set and sat in anticipation that something unexpected, something
unknown was going to occur, others felt there was a sense of the familiar, or nostalgia,
“like being in my auntʼs attic, looking through a trunk”, and yet for others it was like
moving through an underwater environment with plants and rock formations below and
creatures swimming above.

Process and Materials
Transforming fabric is a challenging, and rewarding, part of my creative process. The
decision to use certain fabrics and materials is much like that of designer. I am
extremely specific. I start with the colour or texture of fabric, and then as part of my
conceptual process I walk through a store feeling and studying fabrics. What pops out
are fabrics that from my perspective canʼt have any function outside my own art
practice. I hunt for the unfamiliar. Usually, I choose very synthetic fabrics that are
sometimes creepy to the touch. I think about criteria such as “What is original?” and
“What will be unexpected?” I consider the ways to use the fabric, without entirely relying
on the fabric to carry the work.
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I see my sculptural “organisms” as something like drawings, or layerings in space.
There is sometimes movement, (life) in my work either physically or through the illusion,
where pattern or texture cause visual motion, or where the lines in my sculpture create
flow and direction. Like a drawing, there should be areas of light, and areas of dark.
Using contrast, I set up spatial relationships. For dimension, I layer sheers against
solids creating shadow. I use metallic fabrics that are reflective, that bounce light
forward. Materials such as frosted mylar, absorb light and disperse light within itself,
like a bioluminescent undersea creature. Some fabrics look wet, and some objects look
heavier or more solid than they really are. After the initial impact, the viewer is then
drawn in to investigate individual elements such as the stitching, kind of material and
colours of fabric.

These fabric works are much like large-scale costumes and one is encouraged to be
more aware of their own body while navigating their way through the space I have
invented. I notice that people touch my sculptures, curious about what they are made
of.

In “Ginger Roots”, There are formations of puckered material that bring up associations
to body parts that have been deformed or mutated like cysts, moles, or calcifications;
part-plant, part-human, elements of science fiction. In this work, people have had
varying reactions. The choice of fabric, similar to fabric used in bathing suit linings, is
beige, banal, almost colorless and somewhat repugnant. Almost like fake skin, it is not
kind to the touch. It is a fabric not usually seen by the eye, but worn underneath, private
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and hidden. I stained the material with red dyes, which “bled”. While some of the
audience was shocked by what might be interpreted as menstrual connotations, I saw
the colour as beautiful, natural, and functional in its necessity, connecting the “furry
mole” to the rest of the sculpture.
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The stains on “Ginger Roots” caused a significant reaction. Some liked the
painterliness of the red colour, yet some members of my audience were repulsed.
There were flange-like forms on the sculpture that suggest female body parts, perhaps,
reminiscent of fallopian tube fans, or giant skin tags. The chosen material is complex
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and provocative. Other fabrics create feelings of nostalgia. Fabrics may give a tactile
memory that is enjoyed or is repellent; they may cause an association with the body, or
may evoke characteristics that are human or animal, and may exist in a static way or
possibly infer movement.

In “Swell” the gallery becomes a body, quite possibly a womanʼs body. It is hoped that
the space might range from seductive to unsavory or disturbing. I am hoping to conjure
up ideas such as what are the limits of public and private, what is inside or outside
hidden or exposed. If the gallery is a body, is it sensual, erotic, gender neutral?
There is a transformation taking place in the world, people are getting more comfortable
with our bodies, our sexuality and the reality of enormous gender diversity.

For me the most significant and engaging part of my practice is the process of the
making. Part of the creative conceptual activity occurs when I am sewing, mixing paint,
or transforming ordinary objects into something completely new. I tend to enter a trance
or meditative state where my heart speeds up but time slows down and I constantly
visualize the next step or even the finished product.

In addition to being highly focused while in construction mode, Ideas also come to me
equally clearly while I am away from the studio. I am always on the lookout. I see
possibility in everything and am continually categorizing, archiving for later reference. I
imagine what can do with fabrics and how they might transform. The images in my head
are never static. All parts of the imagining are in constant motion like ink in a glass of
water; visions rise and fall. My source material is abundant. It comes from everyday
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experience as well as intensive research in the library, on the internet and in
contemporary theory. I see my installations as animated sketches, evolving segments
that grow, interact, inform and challenge me and lead me to new working approaches,
and methods. Initially my work takes form in small steps. First I cut and sew repeating
shapes like an assembly line. Sometimes, I cut pieces of fabric for days on end.
Sewing takes even longer. There are many steps involved in achieving the final
outcome, most of the objects in the work have been sewn using multiple kinds of
machine stitching and then are finished by hand. Sometimes, I make a seam, then turn
it inside out and sew on the other side. There is a lot of flipping fabric from one side to
another. I use wide stitches and then pull the thread to pucker the fabric and then sew
them in place with finer stitching. Often, I prefer hand stitching to machine-sewn to get
a more refined edge or a less visible seam.

The time and effort of sewing should not be underestimated, and the process of sewing
sculpture (whether hand sewn or by machine) is extremely labour intensive. Most of my
sculptures have taken weeks to create; the Ginger Roots have taken months. I sew for
as many as ten hours per day, almost to the point of hypnosis. The bright needle
flashes as it jumps up and down. One sculpture leads to another, another kind of
layering; the threads of one link to the threads of another.

Individual Works
Pointed Water Mines. The Pointed Water Mines, are like small creatures, possibly
sea anemones. They are layered. Pointed Water Mines were derived from the Levi
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Costume. I was experimenting with the concept of un-wearable jewelry with a bit of
menace thrown in. The source of the imagery for this work came from caves and
mythical places where sunken treasures abide. Pointed Water Mines is made up of
many large spikes attached to a cage structure covered in rolling, crinkled fabric. The
fabric looks like a strange kind of porous skin, but because it is solid black with gold and
silver sheen, it gives the illusion of the surface of flesh or the surface of volcanic rock.
When the Pointed Water Mines are lit; they are dramatic, they float as if you are under
water. You navigate carefully around them like exaggerated water-mines.
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Crystal Form. Inspired by visits to caves in Croatia and an installation I saw at the
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Venice Biennale, I made Crystal Form for “Inhabit “ a MFA group show. It was made
from silver thermal blanket, cardboard and foil-tape. The form was a bridge from ceiling
to floor with repeating triangles in various sizes that seem to undulate in the center of
the gallery. The large-scale work successfully used the galleryʼs architecture (a loadbearing pillar) that is often perceived as awkwardly-placed and challenging to work
around. Disguising the pillar is a significant exercise. Understanding and observing
space is important for installation and object-based works. In this case, the pillar
actually assisted the work as a structure, and Crystal Form quickly dissolved the
memory of the original architecture.
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The sensation of special openness in the gallery was unusual, because the work almost
tripled the width of the pillar. Crystal Formʼs size and shape was compelling from any
point in the gallery. The choice of material created a sensation of openness. The
reflective thermal blanket and the cardboard softened the impression of this large
sculpture making it look extremely light-weight. It had similar qualities to that of liquid
mercury, it seemed to morph as I travelled around it. The reflectiveness of the work
caught the blue natural light from the hallway and bounced it onto the adjacent walls of
the gallery.

The Crystal Form was influenced by Thomas Hirschhornʼs work “Crystal of Resistance”
made from fish tanks, televisions, photographs, and mannequins, - found objects.
Everything in Hirschhornʼs installation was covered by foil blankets. Hirschhornʼs work
was very political in the sense that there were shocking images of war, whereas my
work is less overtly political. After visiting Croatia, I was aware of the destruction and
waste, the sorrow and chaos of war. I understand the manufacture of war and I resist
its manipulative tug. When I was at the Biennale, I made a conscious decision to focus
on the elements contained within the installation avoiding the messages in the videos of
political demonstrations.

Hirschhornʼs work existed in a bright white cave and his installations were very chaotic
and full. I took great care as to how I moved through his space, watching where I put
my feet, trying not to bump into parts of the installation. With the mirrors and television
sets, I felt that I was being watched. It had a kind of uncomfortable, fun house
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experience where I saw people ahead of me, but in fact they were behind me. Surfaces
were reflective and when I took photos, I found that I was in most of them. The totality
of the environment made the installation feel alive.

The Critic At a time when I was less than enthusiastic about regular critiques of my
work, I created the installation I call “The Critic”. I felt rushed to have something to show
at each seminar complete enough for people to understand. After mounting a huge
sculpture in the Gordon Snelgrove Gallery, which was in place for only three days; I was
uneasy about creating another large piece. Being a little on edge, I wanted to reverse
the onus; I wanted to challenge the critics. I fantasized about various ways that people
could offer their criticisms such as giving feedback with hand puppets. I felt that people
spoke too quickly, and then tended to agree with each other without consideration as to
the impact it might have on the direction of my work. I wanted to alter the process of
feedback, slow down the way in which my work was engaged with and interpreted.

Instead of hand puppets, I created a number of brightly coloured hoods with broad
collars, the “Critics” entered from below. The collars were attached by string to adjacent
walls. With nothing firm to grab onto, the “critics” had to rise through the collar into the
opening in the hood by using the force of their body without the aid of hands or support;
sometimes having to twist their face and head to find the opening. One critic said it was
a struggle to get through the opening, like the process of being born. Certainly, when a
critic emerged, they were smiling, laughing, crying and gurgling like babies. Critics had
a difficult time seeing other critics, so the experience was theirsʼ alone. Critics who
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chose not to enter the collars watched from the sidelines. They saw either disembodied
heads in circus-coloured hoods, or they saw legs and arms without heads from a
vantage below. One observer/critic from outside the room thought the installation was
like seeing people swim. Once people exited the hoods, they returned to my studio with
very thoughtful observations.
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The lines emanating from the collar of The Critic are similar to the work of E. V. Day
who uses fine lines to define her spaces, animating and articulating the costumes that
explode. In E.V. Dayʼs work, ^L#$!(M)_ the lines add a kind of marionette-like influence
and “The Critic” draws from the same principle. I am the puppeteer. As a sculptor, I
feel that I am directing the audience, guiding the viewer into contexts more controlled,
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thoughtful and complex.
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I want to engage with the architecture, acknowledge the space and its shortcomings,
challenges and advantages. I use all of the space; its ceiling, floors, and walls.
For “Swell” most of my work hangs from the ceiling. I make no attempt to disguise the
threads. In some cases I use dark threads to exaggerate lines that suspend objects. I
find the concept of defying gravity interesting; the threads donʼt detract from the feeling
of floating and are part of the work.
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Another influence for “The Critic” is the work of Ernesto Neto, a Brazilian artist who uses
light weight fabrics of sensual colours. “Ernesto Neto creates worlds between the body
and architecture.”4 In other words you can be inside his sculpture, feeling as if you are
dancing within the womb. Some of his works are like a trampoline, forcing people within
the sculpture to move with less control. “The walls are disturbingly skin-like, an
association that the artist sometimes highlights by embroidering small orifices into the
membrane” 5.
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Neto is a site-specific artist, using the architecture of beams and hooks to hang his
work. “His immersive environments, his architectural or sculptural habitats, create a
zone where organic and artificial are blurred, and categories like body and mind, sense
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Oxley Nicola, Petry Michael, “Installation Art in the New MIllenium“ Thames and Hudson, 2003, London England. D'
Oliveira p. 58.
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Ibid
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and intellect, creation and decay are in constant flux.”7 The colours of his fabrics are
integral. The choice of colour and fabric illuminate everything within the gallery space.
This illumination leads one to believe that even the air that exists in the space is
coloured.

In my work The Critic, the neon, multicoloured capes do something similar; the studio
space had a glowing quality. As you walk down the corridor of the Archaeology Building
and open the door to my studio, the colour from the capes spills into the corridor,
leading you to feel like you have moved into a new dimension. More than almost any
other sculpture, “The Critic” challenges the paradigm of art viewer/ consumer/ evaluator,
standing adjacent to art and assessing it, instead I advance the concept of being
“within” the art work, of encouraging people to feel my art. After struggling to be “born”
within the hoods and not able to move, one is more able to experience feeling the art in
addition to observing the sculpture.

White Mylar and Gold Mylar Both sculptures are folded as polyhedrons or like
origami are mathematical. I was experimenting with manipulating paper, thinking about
the possibility of a paper installation. Mylar is an interesting fabric, though seemingly
fragile, when folded it is strangely durable and strong.

Gold Mylar is flashy and opulent. The Gold Mylar Sculpture is many polyhedrons that
are stacked upon each other in clumps and suspended from the ceiling. Gold Mylar is
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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not a very “usual" material. Even though the fabric is flashy, where the fabric is folded,
there are dark lines, almost black. I used black thread to sew the polyhedrons together
and left long threads hanging, as another layer of line. Anything that is reflected in the
gold material seems obscured in darkness. There is an outside and an inside of the
sculpture. Looking within the sculpture is interesting too because where the folds are in
shadow, they have an oily appearance and are in contrast to the extremely bright
reflective exterior. I showed the Gold Mylar in a group showing at Art Placement.
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The White Mylar is fan-like; twenty foot curtain that is highly malleable. It constantly
moves oneʼs eye in a figure eight. Combined with the White Polyhedron, it looks like a
dragon guarding its egg. The White Mylar, when lit, pulls the light within. It glows which
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gives the sculpture a kind of weightlessness. These qualities are heavenly and calm.
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People Saying “Yes!”
Our culture supports a notion of the lone individual carving out a niche, artists or
entrepreneurs working independent of others succeeding by their own merits, work
ethic, and intelligence is perfectly improbable. This concept promoted so frequently in
our society ignores the invisible care and support we receive from others from the day of
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our birth. We learn from each other. We create or succeed based on influences and
opportunities provided by the support we receive from others. My work, though unique,
is a compilation of criticism, encouragement and support; of influences from many
artistic inspirations, teachers, colleagues and peers. It is a kind of layering also, a
building one structure, one lesson, upon another. I had the opportunity to be influenced
by the grad school cohort, a total of ten students committed to advancing the state of
art, studying other artists, sharing their knowledge. Their help has been invaluable.

I had an extremely close relationship with Wing-Yee Tong, a serious scholar with
unsurpassed and infectious curiosity. Wing-Yee challenged every assumption,
particularly about the role of the artist and the purpose of art in our society. I learned a
great deal from her. She is strongly feminist and a self-taught Marxist. Wing-Yee rarely
took “no” for an answer, and she encouraged me to work with her to protest George
Bush coming to Saskatoon. We worked together with Antoinette Martens, a former
puppeteer from the Bread and Puppet Theatre, (whom Iʼve known since the day I was
born,) creating a performance art piece for the demonstration. Wing-Yee had a great
sense of installation and encouraged me to shift my sculptures so that they would be
less perfect and less predictable.
We were a team with Levi Nicholat. While Wing-Yee and I were like sisters, Levi was
our brother. Levi kept us on track; in the studio working together for long hours on our
art. We enjoyed being at school because of Leviʼs boundless, positive energy. He was
always willing to do whatever that was needed to be done. Levi also gave us the sense
of play; we sang, we composed and he encouraged a sense of experimentation rather
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than a singular focus on production of a completed art piece. Levi gave me permission
to have “works in progress” as he made paintings over and over, many times layering
work upon work. Playing together assisted us all in relaxing and enjoying what we were
doing.

I had a very special relationship with Professor Alison Norlen, who worked with me on
many different projects. Ms. Norlen was my strongest mentor. “How can you make
your work move? How can you defy gravity?” Ms. Norlen pushed me to take the
difficult road. She challenged me on both the scale and even the possibility of work;
why else would I make a giant rat that could barely fit through the gallery doors? When
Ms. Norlen gave advice I took it seriously. Despite being so pretty and perfect herself,
she would encourage me to make my subjects darker, more menacing and explore the
repulsive.

Professor Graham Fowler, my advisor encouraged me to work in large scale. Mr.
Fowler loved the theatricality of my work. In a world where people say “No” all too
frequently, Professor Fowler said, “Yes!” This is significant. When people donʼt support
the arts and sculpture even less, Professor Fowler said “ Yes.” He saw the uniqueness
in my work, the subject matter, and the choice of colours. He was so positive about the
direction of my work; that I came to believe in what I was doing. When Professor Fowler
visited my studio, his enjoyment was palpable. He made many references that it was
like moving underwater, like a scuba diver. He mentioned the child-like, imaginative
nature of my work, the bad dream kind of child-like existence rather than the softly
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coddled kind of child-like experience.
The University can be a pretty cold institution and a challenging place to be. Dr. Peter
Purdue was my friend and friend to other students as well. He came to every art
opening, he bought our work, he bought us lunches and gave us a sense of the history
of the University of Saskatchewan Art School and he reminded us of the role of artists
as revolutionaries, people who bring change and beauty. He also provided work and
employment when I needed them, concrete assistance, but also guidance about how
things work at the university. Given that I spent almost my entire artistic record here in
Saskatchewan, Dr. Purdue has known me for a long time and has commented on and
encouraged my growth as an artist.

When imagining what to write about in this thesis, I came to realize the contributions of
many generations of sewers, weavers, tapestry and lace-makers in my own family, of
friends that gave me interesting fabrics, a grandmother who made dolls with me, not
pretty dolls mind you, but dolls made from fabric and fur and nylon stocking, remnants
and reminders of other sewing projects. I learned that family members produce the
Hudson Bay Blanket, a thread running down through generations. There is fragility in
fabric, just as there is fragility in life, and throughout my fine arts education, there has
been a loss of friends yet there has been the making of new ones. I studied in Croatia,
making new friends, meeting new artists, seeing the best of international installation
artists. These people have transformed me and thus the art I make.

The first time I had ever been out of Canada and the place that I went was a place
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scarred by eons of war, filled with reminders of death and yet so startlingly beautiful.
The contrasts were enormous.

My sculptures reflect complex layerings, from polyhedrons of mylar, to watermines of
fabric, a suggestion of geologic time. Other sculptures reflect life forms, inner organs,
microscopic cells – living beings and yet others are vertical, and airy suggesting the
transformation of the soul.

While not everything is in complete contrast, there are different stages of being,
symbolizing life and death, within my work are dark formidable sculptures, representing
fear; of death or the unknown, and the unknowable. Then there are sculptures that
represent the deaths or passings of known beings; shrouds or burial chambers for
friends who have died, recognizing that we do die. There are layers of remains; the
stone blankets of The Rudele Residency, acknowledged so many generations buried in
an ancient land.

Although there seems to be a pre-occupation with death and dying, I believe that
working on sculptures that symbolize death and dying, there is acceptance, and that
acceptance helps in living, being fully alive. Nothing about life or death is static, my
sculptures are alive, they have movement and energy, but they are impermanent too. I
believe that the viewer is challenged to move, and explore and question. I believe that I
have created works and environments that are strange and beautiful and sometimes
both simultaneously.
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