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How do we hold histories of harm? What are the 
conditions necessary for repair in these times of unend-
ing urgency? In the pages of this edition of the MAPC 
Journal, contributors intervene on space, on narrative, on 
broken and injurious frameworks. They demonstrate vul-
nerability and fragility. This is a transformative practice 
– not just through the catharsis and critical engagement 
of the maker, but also through the participation of us as 
reader, as audience, as witness.

This edition of the journal asks us to notice. Notice 
the effect of fracture. Notice the synergy of proximities. 
Notice legacies of harm. Notice ongoing deterioration. 
Notice the power of gesture. Terry Schupbach-Gordon’s 
reflections on living with Spina Bifida provide guidance. 
Her prints depict “being lifted by water, carried whole 
and unbroken, buoyant, and beautiful,” and I think of 
our print community at its best—how we can carry one 
another, help each other be whole, and create buoyancy 
in times of difficulty.

In their 2018 book Care Work: Dreaming Disability 
Justice, Leah Lakshmi Piepzna-Samarasinha urges us all 
to learn from disability justice models that center “slow-
ness, sustainability, and building for the long haul.” Print-
making is often, of course, slow; the artists here may use 
their practices to meditate on difficulties—the tragic, the 
lost, the unjust—or to connect to acts of intimacy, love, 
respect, and honor. Together, we can feel the dialectical – 
the joy of being in community with others who critique, 
consider, and reframe while also feeling the grief of how 
we are each marked by these histories of trauma.

Corinne Teed
President

Corinne Teed is a research-based artist working in 

printmaking, installation, time-based media, and social 

practice. Their work lives at the intersections of queer 

theory, ecology, critical animal studies, and settler colo-

nial studies. Much of their creative practice centers on 

relationships, whether through collaboration, participa-

tion, interviews, or encounters with the more-than-hu-

man. Teed currently works as an Assistant Professor in 

the Art Department of University of Minnesota in Min-

neapolis on unceded Dakota territory. 

EXECUTIVE BOARD BOARD MEMBERS:

When I began my term as MAPC President in late 
2020, I carried a seed of this Journal theme. In my work 
with guest editor Aja Edwin Mujinga and the rest of the 
journal team, I engaged in dialogues and practices that 
felt like repair in and of themselves. I am grateful to Dylan 
Welch, Heather Parrish, and Tressa Jones for inviting me 
into the process of envisioning and framing this volume 
of the journal –  and for all the transformative exchanges 
we’ve had throughout the process. And all of my gratitude 
to each and every contributor for all of the wisdom you 
have included here.

LETTER FROM THE PRESIDENT
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Aja Edwin Mujinga
Guest Curator

In her important 2019 essay, “Abolition and Repa-
rations: Histories of Resistance, Transformative Justice, 
and Accountability,” Black Lives Matter co-founder Pa-
trisse Cullors identified the practice of reparative and 
transformative justice as central to her work in aboli-
tion. Guiding this practice, Cullors outlined the following 
twelve principles: 

(1) have courageous conversations; (2) commit 
to response versus reaction; (3) experiment: nothing is 
fixed; (4) say yes to one’s imagination; (5) forgive actively 
versus passively; (6) allow oneself to feel; (7) commit to 
not harming or abusing others; (8) practice accountabil-
ity for harm caused; (9) embrace non-reformist reforms; 
(10) build community; (11) value interpersonal relation-
ships; (12) fight the U.S. state and do not make it stron-
ger.1 

In my first conversations with the MAPC editorial 
team on the subject of “repair,” I found myself coming 
back to Cullors’ writing. In her vision, Cullors empha-
sized what Adrianne Maree Brown would call “fractal” ac-
tivism, where our relationships to our selves, bodies, and 
imaginations manifest at scale in our relationships, which 
then manifest at scale in the way we build and transform 
our societies.2  In particular, I found myself lingering 
over this mid-step in the fractal pattern: the principles of 
building community valuing interpersonal relationships. 
Here, I found echoes of Māori/ Ngāti Awa/ Ngāti Porou iwi 
scholar, Linda Tuhiwai Smith, who writes of restorative 
justice practices and the importance of living in relation 
with both human and non-human beings. According to 
Smith, living in relation “requires a complete overturn 

Aja Edwin Mujinga is a conceptual artist and 

emerging scholar whose work explores questions of 

selfhood across themes of race, gender, loss, migration, 

and the imaginary. She spent three years as an Assistant 

Professor of studio art and art history at the University 

of Montana Western before relocating to Austin, Texas to 

pursue a doctoral degree. Mujinga received her B.A. from 

Sarah Lawrence College, and completed both an M.A. 

and an M.F.A. from The University of Montana, where she 

focused on conceptual art and problems of eurocentrism 

embedded in the art historical pedagogy. She has exhib-

ited artwork at the UC Gallery, the Gallery of Visual Arts, 

and FrontierSpace Gallery in Missoula, MT and the Jodee 

Harris Gallery in Greensburg, PA. She has worked with 

Tippet Rise Art Center in Montana, the Headlands Center 

for the Arts in California, and all three integrations of the 

Race and Poetics conference, Thinking its Presence (TiP). 

In addition to the papers she presented at TiP, she has 

spoken at conferences such as CAA, The Eleanor Green-

Hill Symposium at UT Austin, and the Rocky Mountain 

Interdisciplinary History Conference. She received the 

multicultural fellowship from NSECA in 2017 and was 

awarded an artist in residence from SFAI’s Equal Justice 

Residency in August 2018. In addition to working on her 

graduate degree, she is currently a Fellow at the Blanton 

Museum of Art, where she assists with exhibitions and 

collections in Contemporary Art.

of Western Modernist ideas, values, and behaviors… 
[towards] an ethical practice that seeks permission, is 
thankful, seeks balance, and promises reciprocity.”3

Responding to this philosophical call, the print-
makers of this journal practiced fractal actions of repair 
by addressing the harms of disease, marginalization, and 
injury to their own bodies as well as illustrating moments 
of self-imagination, self-acceptance, (queer) intimacy, 
and joy. Others called for accountability by bearing wit-
ness to the harms of consumerism and class exploitation, 
reminding our readers that “you cannot combat alien-
ation with alienated means.” Still others practiced Smith’s 
decolonizing methodologies of remembering, claiming, 
and celebrating their culture and ancestry.4 By forging 
creative communities and expanding the reach of their 
communities, artists collectives and teaching artists in 
this journal practiced Cullors’ principles of community 
and interpersonal relationships. Through print projects 
situated conceptually and even physically in the natural 
world, artists in this journal called on us to remember 
that living in relation means practicing accountability, 
responsibility, and reciprocity with both human and non-
human beings.

Opening with a print that evokes the Japanese ce-
ramic art of Kintsugi, or the practice of highlighting the 
flaws in a repaired piece, this journal reminds us that the 
practice of repair is not about denying or erasing harm, 
but acknowledging it. By rebuilding our relations around 
this acknowledgement and the process of accountable 
redress, we may make way for a healing, imaginative, ex-
perimental, and joyful integration. As the final print in 
this collection reminds us, “Another World Is Possible.”

1. Patrisse Cullors. “Abolition and Reparations: Histories of Resistance, Transformative Justice, and Accountability.” Harvard law 
 review 132.6 (2019): 1687. Print. 
2. adrienne maree brown. Emergent Strategy: Shaping Change, Changing Worlds. Chico, CA: AK Press, 2017. 51-66. Print 
3. Linda Tuhiwai Smith, Decolonizing Methodologies : Research and Indigenous Peoples. 2nd edition. London: Zed Books, 
 2012. 192-193. Print. 
4. Ibid., 164-167.
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Tressa Jones
Journal Co-Editor

Tressa Jones is an art-
ist, printmaker, mother, and 
aspiring farmer. She cur-
rently lives in Pittsburgh, PA, 
where she and her family are 
cultivating Berlin Way Stu-
dios: micro-farm and artist 
studios. She received her BS 
in Exercise Science from the 
University of Massachusetts, 
completed Post-Baccalaure-
ate studies in Printmaking at 
New Mexico Highlands Uni-
versity, and earned an MFA 
in Studio Art from the Uni-
versity of Montana.

Dylan Welch
Journal Managing Editor

Dylan’s ideal day 
would start by reading in 
bed with two of her best 
friends and a breakfast of 
baked goods and hot choco-
late. Then she would forage 
for mushrooms or wild food 
with somebody who could 
show her what is edible. A 
few hours printing patches 
at a nearby workshop to give 
out at a community event 
and a picnic dinner among 
friends would round out this 
satisfying day. 

Heather Parrish uses 
printmaking, experimental 
photography, and installa-
tion with video projection to 
explore notions of percep-
tion and belonging with a fo-
cus on unfixed boundaries. 
Her heightened sensitivity to 
‘self and surrounding’ arises 
from her culturally nomadic 
childhood growing up as an 
American in Southeast Asia. 
Collaboration is a sustaining 
part of her practice including 
work with scientists, film-
makers, poets, and activists. 

Parrish received an 
MFA in Printmaking from 
the University of Notre 
Dame and a BA in Kinesiol-
ogy from the University of 
Texas at Austin. She worked 
as a professional collaborat-
ing printer at Flatbed Press 
in Austin, Texas, and has ex-
hibited work in the United 
States and internationally. 

Co manager at 3Ga-
tosPress printshop with 
Alejandra Mares; graphic 
designer, painter and print-
maker! Yes, all that.

Interested in finding 
the best way to mix visual 
design and visual arts.

From a paperboy to an 
editorial designer and illus-
trator, I have worked in sev-
eral companies, in Mexico 
and in the U.S., although, 
no other company could of-
fer the joy of being part of 
such great community as the 
printmaking community; 
that is why Alejandra and I 
decided to fund 3GatosPress 
as an independent printshop 
and work with local commu-
nities and foregin groups. 
Printmaking have been part 
of my life recently and seems 
like I’m having a second op-
portunity.

JOURNAL TEAM

Heather Parrish
Journal Co-Editor

Xavier Moreno
Art Director / Design Liason
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tant Professor of Print-
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This project was conceived in 
2020 when Seonyoung Park, 
one of the artists taking part in 
the residency program at Sin-
heong Public Art Space in Korea 
(2020-21), invited me to col-
laborate with her.

Since I was an alumnus of the same 
artist-in-residency program (2018-19) and 
spent two years in Seongnam right before 
she did, we envisioned that we could pro-
duce four years of documentation about 
the neighborhood if we connected our 
two-year-long projects together.

We started by sending a few 
images and words/sentences to one 
another that spoke to the local nar-
rative and history and developed our 
own ideas from there. Among the pho-
tographs I received from Seonyoung, I 
chose a picture showing a potted plant 
sitting on a makeshift building or what 
seemed to be a structure for construc-
tion. In it, warm and bright sunlight 
streamed through the open space, 
showering the space with a sense of 
warmth and vitality that I could con-
nect with the concept of renewal.

YANGBIN 

PARK

The area, Sinheong-dong, has a 
tumultuous history. It was a backdrop 
to the Gwangju Grand Housing Com-
plex incident in 1971, during which 
the evicted residents from the shan-
tytowns in Seoul who had been relo-
cated to Seongnam joined the massive 
uprising against the city government, 
which was motivated by hostile living 
conditions and lack of infrastructure 
in the region. The area is currently un-
dergoing a transformative change due 
to the city’s redevelopment plan, and 
the many places in the region will be 
erased, which will turn it into an anon-
ymous district.

Within this historical context, I cre-
ated cyanotype prints using the pho-
tograph I chose, connoting the ideas of 
renewal, restoration, and the cycle of 
life. In cyanotype, any area that makes 
contact with the sun or UV light turns 
blue when washed in water. With vary-
ing UV light exposure, my cyanotype 
prints turned out to be all different in 
inconsistent tones and values. But I 
was fascinated by this natural process 
of the light exposure over which I could 
only have limited control, allowing the 
light to determine the image. From the 
traditional printmaking perspective, 
these inconsistent prints are consid-
ered to be imperfect and flawed. Still, I 
wanted to embrace this idea of imper-
fection and use it to convey the restor-
ative process of renewing things that 
seem to be useless or dysfunctional, 
like the old places in Sinheong-dong 
that are being demolished and gentri-
fied under the city’s redevelopment 
plans.

I was very interested in a Japanese 
historical TV show in which a tea master 
repaired broken pottery, giving it new 
value and treating the breakage as part of 
the history of the object rather than some-
thing that made the object worthy of 
being discarded. The philosophy behind 
this repairing process is to embrace im-
perfections and flaws by restoring and re-
newing breakage, damage, and unusable 
objects. Based on this premise, I cut out 
and collected three different parts, which 
would constitute a whole image, from 
three separate cyanotypes developed in 
various exposure conditions and pasted 
the pieces together into a new sheet of 
paper the same way a Chine-collé is made. 

Previous page:
Yangbin Park
Renewal II, VE 1/2
Cyanotype, 10 1/4”x14 1/4”
2021
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After these pieces were com-
bined to create the image in its en-
tirety, I printed the final layer to be 
reminiscent of the gold leaf that 
is applied to areas of breakage in 
Kintsugi. This restorative process 
embodies the notion of renewal, con-
tinuing the cycle of life rather than 
terminating it.

These cyanotype prints represent 
the possibility of renewal and rebirth 
for the community that is disappear-
ing in Seongnam. The community is a 
living history of its historical events, 
less known if not unknown to many, 
but it deserves to be addressed and 
documented and it is in this continuity 
I found the power of repair in my art.

Through process and print-
making, I explore formal and 
structural connections existing 
between built elements, natural 
forms, and the environment. 

My work is developed through 
a process of invention; layering, du-
plicating, and repurposing to create 
forms that consider supportive and 
opposing forces. My work examines a 
fluctuating stability; in a constant state 
of repair with potential for balance.

BECKY

BLOSSER

Becky Blosser 
Terra Firma
Screenprint
19”x23”
2021

Yangbin Park
Renewal II, VE 2/2
Cyanotype,
10 1/4”x 14 1/4”
2021
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KELLY 

MORSE

Hothouse is a participatory 
sculpture project using the 
tropical greenhouse as a meta-
phor for climate change.

Screenprinted panels present dif-
ferent facets of environmental desta-
bilization, ranging across past and 
projected future catastrophic events. 
Forms abstracted from tide tables 

BRENDAN 

BAYLOR

wrap around the structure beneath sil-
houettes of Virginia species negatively 
impacted by climate change. Layered 
alongside these compositions are a 
graph depicting the past 100 years 
of the global average temperature, 
a flood map of Norfolk, and images 
taken from recent superstorm events. 
These elements evoke the feeling of 
crisis without resolving into a specific 
event or time.

Brendan Baylor 
and Kelly Morse
Hothouse (Main View)
Greenhouse, plastic,
mylar, screenprint, laser
engraving, handmade
paper, chipboard, relief
print, 16’ diameter structure
2020

HOTHOUSE: WHERE 
ART, LANGUAGE, 
AND ENVIRONMENTAL 
SCIENCE CONVERGE

Brendan Baylor 
and Kelly Morse 
Hothouse 
(Installation View)
Currently installed at the 
Hermitage Museum and 
Gardens in Norfolk, VA. 
Plastic, Mylar, Screenprint, 
Laser Engraving, Handmade 
paper, chipboard, relief 
print, 16� diameter structure, 
2020
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Inside the greenhouse, vines are 
suspended throughout the space. These 
paper structures are created with the 
work of community participants. Words 
and definitions of emotions incited by 
climate disruption are printed on hand-
made and recycled paper using letter-
press printing techniques. These prints 
are then laser cut into the shape of wild 
grape leaves and installed in the sculp-
ture. Foregrounded in this project is the 
reality that the social is interwoven with 
the ecological; how are the injustices in 
our current social systems transformed 
or perpetuated in response to the cli-
mate crisis?

With each new era of human devel-
opment, new words need to be coined 
to describe the new feelings and situ-
ations that emerge as conditions 
change. Without a shared language, it 

is difficult for people to engage with 
each other about how they see the 
world. Hothouse encourages our com-
munity, both local and national, to 
create words to describe feelings and 
situations related to climate change. In 
this way we hope to cut through the 
noise of partisan politics and instead 
give a space just to feel. 

Brendan Baylor and Kelly Morse
Hothouse
(Flood Map)
Screenprint and laser engraving on
mylar, 8’ panel
2020

Brendan Baylor 
and Kelly Morse
Hothouse
(Flood Map)
Screenprint and laser 
engraving on Mylar, 
8ft Panel, 
2020

Brendan Baylor and Kelly Morse
Hothouse
(Flood Map)(detail)
Screenprint and laser engraving on
mylar, 8’ panel
2020

Brendan Baylor 
and Kelly Morse, 
Hothouse
(Leaves),
Handmade paper and
chipboard with relief print, 
dimensions variable
2020



WHEN I SAY 
“GEOENGINEERING”, 
YOU SAY “WHAT?” 
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By Kelly Morse

Poems in this series record anxiety dreams about climate 
change that I have or others tell me about.

The dead poet tells us to fill the pool with lifejackets 
then get in among their nylon rubbings. 
We don’t add sea otters even though they’d be useful. 
There’s no urchins in this pool, or maybe there were – 

hard to tell with all the life jackets. 
With the urchins gone or eaten the kelp begins to grow, 
capturing carbon. What a glorious place, Earth: 
small furry mammals eating creatures three-fourths spikes

as kelp seeds itself back into rocks.  
At dawn my son wakes us with announcement 
you’re a daddy alien 
you’re a mommy alien

and I’m a meatball!

But really we’re apex predators. Studies show chimps eat  
organic bananas peels and all, but of bananas grown with 
pesticides 
they eat only the heart. 
Wild bananas mostly pulpy seed, 

their interior unrecognizable to me except by skin’s shape.  
Oh geoengineer who proposes the world is a banana 
not yet optimized, with your talk of captures and fertilizations  
until what remains are little brown specs in creamy flesh – 

Another scientist says we need to re-wild half the earth  
to save the whole of it. 
I keep tossing life jackets into the pool, 
it’s quite full now with squeakings.

Brendan Baylor 
and Kelly Morse
Hothouse
(Leaves)(detail),
Handmade paper and
chipboard with relief print, 
dimensions variable
2020

Brendan Baylor 
and Kelly Morse
Hothouse
Hothouse (Species), 
Screenprint and laser 
engraving on mylar, 
14”x 21” panel
2020

This piece is inspired by the work 
of ecological philosopher Glenn Al-
brecht, who has coined terms like so-
lastalgia, which is the mental distress 
caused by negative environmental 
change in a place one loves or resides. 
Poetry and text prompts were devel-
oped to generate writings that capture 
participants’ feelings about the current 
climate crisis. This gives community 
members the power to meditate upon 
their experience, name it, and provide 
opportunities to approach these prob-
lems from new angles.

As community members make 
new terms, it is important to remember 
that hope and joy also are present in 
this project, not just collective mourn-
ing or denial. We welcome word cre-
ations that span the spectrum of nega-
tive, neutral, and positive feelings and 
situations about our lived environment. 

Our grief is often borne out of love for 
something or someone; in order to pre-
serve what we love we need to name 
it so that we can share its importance 
with others.

In some ways, a greenhouse’s ar-
chitecture and purpose mimics that 
of a temple, church, or other places 
of offering. It is a place where lives 
are nurtured. This is one aspect of a 
greenhouse. However, we must also 
recognize that by its very nature a 
greenhouse also excludes forms of life 
not deemed worthy of nurturing. This 
duality leads to interesting questions: 
how do we as a society decide what is 
worth nurturing, and what is not? Who 
makes these decisions?

For more information and to 
coin your own word, please visit 
www.hothouseartproject.com. 

http://www.hothouseartproject.com
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“Words to that Effect” brings at-
tention to the fence and accom-
panying signs as a sprawling 
symbol of state settler powers.

It provokes an imagining of release 
and possibilities to dismantle settler 
colonial paradigms. All bodies are held 
in the aggressive political, environ-
mental, and economical unrest and we 
must all nurture a radical ethico-polit-
ical engagement with our individual 
accountability and sensitivity to varied 
experiences in order to liberate our-
selves from the power and limitations 
of a settler state.HANNAH

BAKKEN

WORDS TO THAT EFFECT

Previous page:
Hannah Bakken
Words To That Effect
Installation documentation
Letterpress prints
9”x11.25”
2020

This page:
Hannah Bakken
Words To That Effect
Installation documentation
Letterpress prints
9”x11.25”
2020
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By Alexandra Nicome

Under the pressure of geo-
logical time, bones accumulate, 
compress, and stratify into solid 
rock.

Bones form earth’s planar layers–
concise and cumulative–evidencing 
every era that’s come before and my-
thologizing all the details that didn’t 
remain. Bones are geological, genea-
logical, and political. They are reliably 
subterranean, taking us underground, 
beneath the water’s surface and into 
naturally-formed sinkholes or canopy-
covered ruins.

Moving image artist R. Yun de-
scends into these hollowed-out and 
hallowed spaces in her two-channel 
video work El Cenote and accom-
panying print and sculptural instal-
lation Pacaya y Tikal. The titles of 
these two related works recall a 
still active volcano, an ancient Maya 
city, and the complex cave systems 
found in Guatemala, the artist’s 
home country until her family left 
its violent US-backed civil war when 
she was still a child.

R. YUN 

(KEAGY)

EL CENOTE AND 
THE ROUNDNESS OF DURATION

R. Yun
Pacaya y Tikal
Screen and digital 
prints on mulberry paper, 
sand, silica, pebbles, brick, 
various dimensions (main
print is 25”x33.5”),
2021

R. Yun
Pacaya y Tikal
(detail)

ALEXANDRA 

NICOME 
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First displayed in the Katherine E. 
Nash Gallery as part of the 2021 MFA 
thesis exhibition, the work exerted a 
centripetal force from the gallery’s 
center. A long black wall accentu-
ates Pacaya y Tikal, which introduces 
El Cenote’s visual vocabulary. Three 
mulberry prints form a tryptich above 
a pyramidal shrine of rock and sand, 
presenting what will become recurring 
images: aerial perspectives of cities 
and canopied jungles marked by large 
dark circles (sinkholes and cenotes), 
cubes inscribed as Maya counting de-
vices, triangular volcanoes and pyra-
mids, and flat historical papers and 
portraits. These elements perform an 
important indexical duty: they stage 
a geometric glossary of forms for the 
audience to identify and trace. 

Across the walkway, a curtained-
off viewing room contains two nine-
foot tall screens that connect in a far 
corner. Their 32-foot expanse creates 

R. Yun
Pacaya y Tikal
(detail)

R. Yun
El Cenote
Imagery and sound in El Cenote are sourced 
from personal audio-visual material, Google 
Earth, public domain, YouTube, public archives, 
and copyrighted materials, including: Granito: 
How to Nail a Dictator, documentary directed
by Pamela Yates (2011; Brooklyn, USA, Skylight 
Pictures) and Popsicles, short video by Gloria
Camiruaga (1982/4, Chile/USA). Archival photos 
from: CIRMA (Antigua, Guatemala). Photos of
refugee documents researched during residency 
at IHRCA (University of Minnesota Libraries’ 
Archives and Special Collections),
32’ x 9’ total [left channel is 13’ x 9’ and right 
channel is 19’ x 9’], sound, 8 minute duration, 
2-channel video installation
2021

R. Yun
El Cenote
(installation view)
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in this piece, especially as a brutal-
ity that impels the artist’s own life. 
From 1960 to 1996, leftist forces 
fought for Indigenous rights and 
economic freedom in opposition 
to the conservative, genocidal rule 
of the Guatemalan government.1 
Violence precipitated by the Gua-
temalan military left an estimated 
200,000 people dead and another 
45,000 disappeared. Speaking of 
relatives who have not yet been 
found, human rights activist Rosa-
lina Tuyuc observes, “‘It’s as if the 
earth swallowed them.’”2

It’s as if the earth swallowed 
them. Tuyuc’s phrase echos with 
elegiac resonance in the context of 
El Cenote. Between historical and 
personal records of the war, R. Yun 
incorporates footage of individuals 
from various professions as they are 
swallowed by the ground. Humans 
descend into recently discovered 

mass graves, newly uncovered Mayan 
ruins, and freshly dug holes, shov-
eled only in service of capital. Bodies 
rappel into certain and uncertain 
depths, evidencing human life, its 
origins, traces, and endings.

Cenotes hold “meteoric water,” 
which is a geological term for water 
that comes from rain or snow melt. Ac-
cording to researchers, Maya people,

...used [cenotes] daily 
as a source of water and 
farming, [and] called them 
ts’ono’ot or d’zonot, which 
means ‘water deposit.’ 
The freshwater supply in 
the Yucatán Peninsula has 
been and continues to be 
a serious problem for its 
inhabitants. [...] For this 
reason, cenotes and cave 
systems constitute a pri-
mordial source of water for 
the region. 3

Educated as a geographer, R. Yun 
layers the topographical realities of her 
ancestral home with its equally important 
social dimensions. She reminds us of the 
ritual supplications that mark those times 
when resources are plenty and those 
when they are critically depleted.

A few minutes into El Cenote, R. 
Yun introduces the collective voices 
of women chanting the Spanish “Hail 
Mary.” A consequence of colonialism, 
the traditional Catholic prayer in Cen-
tral America recalls both the ruthless-
ness of settler rule and, maybe, the 
persistence and syncretic-evolution of 
Maya sacraments. In their disembod-
ied repetition, the women summon 
a vision of precolonial cosmologies 
where the material conditions and spir-
itual beliefs of Maya commoners dic-
tated the success of their rulers: If the 
people don’t have water, the elite lose 
their spiritual credibility and political 
control.4 Through their clerestory-like 
openings, cenotes reflect an uneasy 
commingling of colonial violence, ritual 
practice, precarity, and survival.

In preparation for another begin-
ning, three distinct rhythms coalesce: 
Earth’s orbiting moon, a rotating Maya 
cartograph, and a rising, spinning ob-
sidian disc. (The Maya used polished 
obsidian—black volcanic rock—as a 
device for prognostication.) Unsuc-
cessfully moored by various tools and 
units for telling time, human ruins and 
remains float in the roundness of dura-
tion. R. Yun reminds us we are always 
unsettled, diligently refusing the satis-
faction of a linear end.

a larger than human scale projection. 
Once inside, a vibrating soundtrack in-
flects rhythmic imagery–commingling 
the aural, physical, and spatial em-
bodiments of her work. 

R. Yun rappels, as in the poetic 
spirit of the word’s French origin, 
rappeler, meaning “a recalling” or in 
the sense of the phrase “to return to 
oneself.” The artist maneuvers loops, 
orbits, and revolutions, beginning 
this journey in a black void, punctu-
ated by a transiting moon and volca-
nic spittle. From this cosmic open-
ing, familiar and distant temporalities 
collapse into the same frame. R. Yun 
constructs and dissolves measurable 
units of time by, for example, placing 
images of Maya artifacts alongside 
photographs of her own ancestors 
or living relatives, and archival docu-
mentation from the civil war. 

The 36 year conflict looms large 

R. Yun
El Cenote
(installation view)R. Yun

El Cenote
(installation view)
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IAN

RUPPENTHAL

HO
OD

Ian Ruppenthal
Hood.
Soft ground etching 
and xylene transfer in 
stab-bound book,
7.5”x5” 
2018
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My work studies our relation-
ship to intimacy, desire, and 
how these manifest within the 
ordinary.

I am interested in how and where 
intimacy occurs and what it means to 
perform such affections. Vignettes of 
the ordinary circulate in my imagery. 
My work becomes a meditation on 
love and living based on the contradic-
tions, uncertainties, and affects drawn 
from autobiography and my proximity 
to queerness.

With a practice based in observa-
tional drawing, I spend a lot of time 
looking at others, thinking about their 
lives and how we might relate to one 
another. Anxious to understand and 
connect, I use imagery of everyday 
domestic objects to find moments of 
yearning. The sensibility of my work is 
informed by a fixation for a still life that 
is quiet, never loud, and yet physically 
brings my body and mind to a stop. 
Objects and gestures become sus-
pended moments in time through the 
media I choose, ranging from drawing, 
printmaking, video, or sculpture.

When I am translating a moment, I 
choose to do so romantically and as a 
documentarian would. I want the work 
to be faithful to its source material. 
Whether I am marking paper, print-
ing etched copper plates, construct-
ing and assembling objects together, 

RUBEN

CASTILLO

Ruben Castillo
Flow With It
Lithograph with etchings 
and photopolymer 
gravure on paper
16”x 22”
2021

Ruben Castillo
Through & Through
Lithograph with etchings 
on paper
16”x 22”
2021

taking a photograph, or performing 
an ordinary task for the camera, I do 
it with a certain kind of love and care-
fulness to keep the initial gesture(s) 
intact.

My imagery and my work are ulti-
mately only speculations on intimacy, 
defined by contradictions between 
normativity, queerness, and the inevi-
tability of failure. What I am sharing 
may not necessarily be a reality, but a 
potential. While I cannot provide any 
definitive answer, I look to art for its 
transformative qualities of the ordinary 
and the parameters within subjective 
desire. In this respect, I ultimately see 
my work being about the contact and 
potential between “you” and “me.”
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FIDENCIO FIFIELD- 

PEREZ

PAPER 
WEAVINGS
The paper weavings are meta-
phorical impressions left on 
bodies from petates, woven 
straw rugs used as beds.

As I prepare to return to Mexico 
for the first time in 25 years, I remem-
ber my first awareness of my own 
body and the intricate marks of rest on 
pink skin. The slowness of the hand-
cut strips of paper corresponds to the 
meticulous labor of craft and honors 
the skilled labors my family and com-
munity practice.

When I use these techniques I am 
reminded of what was given to me, 
the ability to make something out of 
nothing through papel picados, ex 
votos, and weavings. These are tradi-
tions that came before me. Each work 
is a self-portrait and a prayer, merging 
two different types of making—one 
that is rooted in community and the 
other that is based in studio art. They 

Previous page:
Fidencio Fifield-Perez
Some Strange Rain
Intaglio Ink on woven paper, 43”x36”
2021

Fidencio Fifield-Perez
Naive Medoly
Intaglio Ink on woven paper, 
43”x36” 2021

embody the experience of navigating 
DACA and the double consciousness 
that comes from speaking two lan-
guages and traversing across borders.

The weavings begin as multiple 
26 x 40-inch sheets of Domestic Etch-
ing paper. I hand cut each sheet into 
1⁄8-inch strips of paper that I interlace 
with patterns, text, and images. I see 
the weavings as collages, a mixture of 
painting and printmaking processes. 
I take the theme of Repair as a figu-
rative and literal act, joining multiple 
skills, materials, and influences.
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I often encounter questions 
about my identity as a 
Vietnamese immigrant living in 
the United States.

Creating has become a method of 
self-discovery, learning, and healing. 
Most of my artwork features a level 
of distortion or fragmentation. Often, 
a portion of the original information 
gets lost through translation or manip-
ulation of materials—which becomes 
an important component in illustrating 
my inner turmoil. 

In my recent works, I have been 
examining the process of weaving, dis-
assembling clothes made in Vietnam, 
and recreating family photographs 
to learn more about their origin. My 
work focuses heavily on the process, 
time, and labor of making as a means 
of connecting to my family members. 
The endless hours spent on the loom 
or rendering their likeness in printmak-
ing techniques creates a space for me 
to contemplate and physically spend 
time with their image. This method 
becomes an approach of connecting 
to my familial history, paying homage, 
and filling in the gaps created through 
various barriers such as language, dis-
placement, and generational discon-
nect.

Made in Vietnam is a series of 
work that explores the process of 
collecting and investigating clothes 

THUONG 

HOAI TRAN

Thuong Hoai Tran
Thao Minh Tran
Handwoven cotton and 
metallic yarn, 92”x32.5”
2021

Thao Minh Tran
(detail) Portrait of 
grandfather
Handwoven cotton and 
metallic yarn, 92”x32.5”
2021

Thao Minh Tran
(detail)
Handwoven cotton 
and metallic
yarn, 92”x32.5”
2021
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manufactured in Vietnam. The gar-
ments undergo experiments with a 
variety of different treatments. In 
the installation, each article of cloth-
ing is treated with the utmost care 
and respect. The process of disas-
sembling a seemingly simple shirt 
becomes an action that takes hours 
upon hours to complete in an at-
tempt to preserve every thread and 
all of its original components. On 
one hand, parts of this series could 
be considered self-portraiture. On 
the other, a critique of the industry, 
its exploitative nature, and the invis-
ible aspects of labor.

While pieces such as Thao Minh 
Tran, Grandfather’s Album, and 
Transcription I: Ky Niem Ngay Coui 
speaks upon the brief relationship I 
had with my grandfather. Not ever 
knowing the full extent of his per-
sonal narrative or history, I have my 
grandfather as a subject of many of 
my works. Thao Minh Tran is weav-
ing that uses a painted warp pro-
cess to depict the likeness of my 
grandfather. Towering 92” in height, 
this piece makes his portrait mon-
umental. The process of painting 
his image onto every single warp 
thread creates a ghostly and haunt-

ing image. Woven with red, yellow, 
and metallic threads to depict the 
complications between our relation-
ship and his fuzzy history while cel-
ebrating his image.

Grandfather’s Album is a trompe- 
l’oeil lithograph print that depicts a photo 
album front and center, empty without 
any content in its sleeves. The photo-
graphs themselves are left to be scat-

tered across the print, showing only the 
backs of each photograph. These photo-
graphs were all taken by my grandfather 
as he was living in the United States. The 
back of the photographs, while blank 
and offer little to no information--they 
also reveal glimpses of small notes he 
had taken in his own handwriting. This 
becomes a reflection of my relationship 
with my grandfather as I attempt to ex-
cavate the familial history. 

Thuong Hoai Tran
Ky Niem Ngay Cuoi
(Burgundy and Gold)
Handwoven, cotton and 
metallic yarn, 34”x28”
2021

Thuong Hoai Tran
Grandfather’s Album
Lithograph, 11”x14”
2020
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As a queer, nonbinary, dif-
ferently abled individual my 
art practice is autotheortical, 
combining personal narrative 
in conversation with and ab-
stracted through several post-
structural frameworks includ-
ing Queer and Crip Theory.

This approach allows for multiple 
points of entry and a spectrum of in-
terpretations within and outside of 
my body. This embodied research ac-
knowledges that we are in a constant 
state of becoming challenging the bi-
naries of gender, sexuality, and ability 
while speaking to intersectional exis-
tences. 

Polylithic Portrait, engages defini-
tions such as the following by Eve Ko-
sofsky Sedgwick, “Queer” can refer to: 
the open mesh of possibilities, gaps, 
overlaps, dissonances, and resonances, 
lapses and excesses of meaning when 
the constituent elements of anyone’s 
gender, of anyone’s sexuality aren’t 
made (or can’t be made) to signify 
monolithically.” I utilizing the idea of 
unbecoming, removing hypermascu-
line figures from printed matter, then 
constructing new compositions using 
the margins. Reprinting the space that 
surrounded the redacted figure pres-
ents a composition in repair, a limitless 
space that’s potential provokes a more 
diverse authoring of the body. Simply, 

BRETT

TAYLOR

POLYLITHIC 
PORTRAIT PROJECT

the negative space is a space of un-
knowing. The space of speculative fu-
tures dividing the actual and imagined 
self. The space that separates the par-
anoid and reparative understandings 
of the body. Through identifying the 
absences the viewer and myself make 
space for multiple narratives that fix, 
support, collage, rebuild, and repair 
those that are monolithic.

Brett Tayor
Polylithic Portrait II 
Lithographic Collage
15”x19”
2021

Brett Tayor
Polylithic Portrait I 
(Detail), Lithographic 
Collage, 15”x19”
2021
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I’m at the receiving end of a long 
history of the many diasporas of 
the world, forced or otherwise, 
and my very existence has the 
kind of nuance that I am still 
working to understand.

Time and time again, I’ve expe-
rienced questions like, “Do you feel 
more Black than White?”, “How come 
you don’t speak Spanish?”, “Don’t 
you think your art should focus more 
on your race?”, and my least favorite, 
“What are you?”

I’ve had a lifetime of identity crises, 
perpetually trying to force myself into 
box after box and always somehow 
coloring outside of the lines. I have sib-
lings who struggled alongside me in 
childhood to figure out who - not what 
- we were. I have nephews and nieces 
who will go through the same identity 
crises, getting called out for “acting 
white” when their grandmother is a 
white woman.

Because of this, I’ve always been a 
step outside of any community I join. 
I’ve always looked into those spaces 
at people who seemed to fully belong, 
and envied their ability to relax, to 
get to know one another in earnest, 
to make mistakes and laugh together. 
Once I try to step in to those spaces, to 
get comfortable, to feel safe, someone 
inevitably says something that pushes 

BECCI 

SPRUILL

CREATING SPACE 
TO BELONG

me back out. That hurts. It hurts to feel 
like only parts of you are welcome.

Because of that pain, it took a long 
time for me to realize that it’s not only 
the people pushing me out; it is often the 
space itself. The space wasn’t designed 
for people like me; sometimes, the space 
isn’t even aware of people like me.

I’ve had many people in my life try 
to convince me that I need to change the 
spaces that exist so that I can find a place 
to belong. This is important work, and 
this is work that does need to be done. 
However, this advice often relies on the 
concept of finite spaces. The thought 
process is to make what we have better 
because there is no other option. And 
because of this advice, it took me a long 
time to realize that some spaces are too 
big, too nuanced, and too resistant for 
me, alone, to change them. Some spaces 
aren’t built to change. Some spaces 
aren’t worth me changing them.

Becci Spruill
UnIdeals
Installation, wood, 
ink and velcro, ink,
variable sizes, 2018-2019
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Dilara Miller
Incir Bakislar
(Fig Gaze)
Monotype and Screenprint,
22”x30”
2020.

As a Turkish/American artist 
my work explores my personal 
experiences through narratives 
that pull familiar imagery from 
within Eastern Turkey. 

DILARA 

MILLER

Being raised as a devout and prac-
ticing Muslim has led me to reflect on 
my presence within the religion as a 
woman, as well as my current relation-
ship to Islam. Incir Bakişlar (Fig Gaze) 
addresses the many ‘modes of modesty’ 
that exist within Turkish social life. The 
country has evolved into a more con-
servative state with the rise of Islamic 
related political parties, and now exists 
in a liminal space between Eastern 
and Western culture. This has resulted 
in clashing communities, wherein one 
group will speak up against oppressive 
legacies, while the other will uphold their 
traditional values. This work describes 
the many stresses that occur within the 
female community, both amongst Turk-
ish women(traditionalist or secular) and 
the new population of Syrians. Through 
analyzing what it means to be a woman 
within a predominantly Islamic setting I 
hope to uncover elements that are often 
stigmatized within my surroundings. By 
searching through created symbols I try 
to understand why my surrounding sis-
ters take the precautions they do, and 
to retrace generational coping habits.

As I came to that conclusion, my 
ears were finally open to really listen to 
the voices of people - my friends, strang-
ers, students, professors and profes-
sionals alike - who told me about their 
feelings of exclusion, their struggles 
with spaces not built for them, and their 
deep, bone-aching exhaustion with the 
Sisyphean task of change. I listened to 
their stories and heard echos of my own, 
and I knew they didn’t deserve it, just 
like I didn’t deserve to be excluded from 
playground games as a kid because I 
wouldn’t “pick one” race. Something had 
to give. Thankfully, this is not a sad story. 
I won’t let it be. No one can have a mo-
nopoly on social space; these spaces are 
created by us, by our interactions. You 
do not have to be content with chang-
ing a system you didn’t create; you can 
build your own system. Design it for 
growth, design it for the people you 
empathize with, design that space for 
yourself. Focus on accessibility - use the 
internet, learn new software, and tap in 
to your social resources. Be honest and 
transparent, and remember that com-
munities are built by communication. 
Most of all, be patient with yourself and 
others. Social spaces take time to learn 
and grow, to evolve into something ben-
eficial and consistent. Even if it’s hard, or 
it takes a long time, know that you can 
do this; you can make space for yourself.
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LIZZY 

CHOI

My ancestral lineage jumped 
from the motherland of Korea 
to the land of the West the 
moment my parents’ families 
packed their lives and first 
arrived in the United States.

It was a drastic change that shift-
ed my family’s tale to the Western 
world. The strong dissonance between 
Korean and American culture created 
rifts and trauma that continue to ripple 
through my own family’s lives.

For me, healing can occur through 
different ways. It can show up quietly 
through vulnerable intimacy, or make 
its presence known through vibrant 
celebration. The two woodblock relief 
prints ‘Blue Violets’ and ‘House of 
Slaysian’ are an homage to the Queer 
diasporic diversity that exists in Asian 
America. Through honoring tradition, 
yet moving forward with new stories, I 
seek to celebrate the resilience, diver-
sity, and Queerness of Asian America 
with colorful images.

BANANA DAYDREAMS

Lizzy Choi
Blue Violets
Woodcut,
18”x24”, 
2019

Lizzy Choi
House of Slaysian,
Woodcut,
18”x24”
2019
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STEPHANIE MERCADO

Stephanie Mercado’s paintings 
and prints examine and inter-
pret how history is recorded.

She merges historical imagery with 
contemporary pop-culture, transform-
ing the narrative by introducing gaudy 
gold chains and cartoonish dollar bills. 
These contemporary elements reveal 
how the power of images has influ-
enced American culture, fostering the 
proverbial “American Dream”. Mer-
cado’s recent portraits of maids tell a 
story about power, class, and human 
relationships. They explore themes of 
subjugation and the nuances by which 
people try to maintain their identity, 
dignity, and independence. Their black 
and white uniforms depersonalize the 
figures, creating archetypes and defin-
ing roles the characters are expected 
to play. Contrasting elements in their 
environment interrupt and create al-
ternative narratives in an exploration 
of self-realization and identity. Each 
figure is caught in a place between 
reality and a world that is deformed 
and shaped by the people who control 
their environment and their livelihood.

Stephanie Mercado
Professional,
Relief print collage and 
wood veneer on Bridget 
Riley invitation,
8”x8”,
2021

Stephanie Mercado, 
Essential Worker
Monotype, oil on plexi
30”x22”
2020
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NATHAN

PIETRYKOWSKI

Within my artist practice I take 
walks and log my journeys.

This process is used as a catalyst 
for creating prints and books. Over 
time I came to call these walks a Wan-
dering Party and developed a series 
of rules for these expeditions, which is 
presented in the form of a zine. When-
ever my journey becomes unevent-
ful I randomly open this book and 
follow that pages instructions. Doing 
this forces me to make changes to my 
route, explore buildings, pose for se-
curity cameras, or create public sculp-
tures from found objects. Interjecting 
an element of chance and play into 
my trek helps me see my surroundings 
from a new perspective. These excur-
sions are documented through pho-
tographs, notes and drawings. When I 
return to the studio these findings are 
collaged together, constructing narra-
tives that examine class, ecology, and 
psychogeography.

Printmaking is the primary means 
of production. Working in this media 
puts my art in conversation with po-
litical posters, underground comics, 
signage, buttons, and pamphlets. I 
combine different print media and 
applications of ink to aid in my story-
telling. For me printmaking is both an 
intimate experience and a public work 
of art. Prints can be viewed by a singu-
lar person but they are also in circula-
tion. They are hung on walls, planted in 
front yards and pinned on bookbags. 
With this context in mind I use print-
making to disseminate my work and 
foster exploration, contemplation, and 
play.

Nathan Pietrykowski
You cannot combat alienation 
with alienated means
Laser cut paper, spray print, and 
buttons, 24”x 18”, 
2020

Nathan Pietrykowski
Our Daily Bread 
The Working Day 
Inkjet on hand cut paper, 
36“ wide floor piece, 2020
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BEAUVAIS 

LYONS

As print educators we have an 
obligation to not only prepare 
our students to understand 
the materials, processes, and 
history of printmaking, but to 
consider ways of applying these 
tools as informed and engaged 
members of our communities. 
In this article, I present a few 
examples of student printmak-
ing projects at the University 
of Tennessee, Knoxville that 
seek to engage with the world 
outside of the print studio and 
to address themes of justice and 
repair.

The printed multiple is often 
thought of as a form idea propaga-
tion, as a method of repeated imag-
ery that made science possible, as an 
aspect of manufacturing that created 
and equipped a growing mercantile 
class, as something that can be part 
of a gift economy, or as an idea that is 
central to rights to freedom of speech 
and publication. In the hands of the so-
cially and politically motivated print-
maker, however, the multiple has the 
potential to engage new and broader 
audiences, often outside of art galler-
ies. For the artist with a printing press, 
the printed multiple offers an opportu-

nity to create an independent critique 
of power. When these ideas and meth-
ods are put in the hands of students 
in a printmaking class, the outcomes 
extend the art studio, engaging with 
the campus and the local community. It 
produces an opportunity for students 
and communities to repair a broken 
world. 

The concept of community is often 
intrinsic to printmaking by virtue of the 
shared economies of the printshop. It 
is from this context that the exchange 
portfolio has played a significant role in 
fostering relationship across communi-
ties of artists the past three decades 
to address social and environmental 
issues of importance to the collective. 
While exchange portfolios have a clear 
place in printmaking curricula, there 
are also other ways that the printed 
multiple can function in a public-facing 
role.

Situated in a university or a com-
munity setting, printshops often share 
a commitment to serving their local 
and regional communities. While it is 
certainly possible for any independent 
artist to pursue forms of community 
engagement, as collectives, printshops 
can provide an institutional platform, 
that can engage with the larger world. 

In his book Education for Socially 
Engaged Art, Pablo Helguera cites 
Jürgen Habermas’, The Theory of 
Communicative Action (1981): For Hel-
guera, “communicative action” is 
“a type of social action geared 
to communication and under-
standing between individuals 
that can have a lasting effect 
on the sphere of politics and 
culture as a true emancipa-
tory force.” Community en-
gaged printmaking projects 
have the potential be such 
an emancipatory force. 

In the fall of 2018, I of-
fered an introductory-lev-
el course titled “Prints 
and Social Practice.” The 
course involved a series 
of five different projects, 
from making monoprinted 
and letterpressed cards 
for people who do jobs 

Prayer Flags for America 
Screenprinted flags,
variable sizes

PRACTICING REPAIR THROUGH 
STUDENT PRINTMAKING PROJECTS
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the students were grateful for, to hand-
colored lithographed-currency as a 
way of initiating social dialogue as part 
of a transaction. One of the projects 
for the course was Prayer Flags for 
America, which served as an effort to 
promote peace, compassion, strength, 
and wisdom for our society. Our discus-
sions were framed by Jonathan Haidt’s 
book, The Righteous Mind: Why Good 
People are Divided by Politics 
and Religion, 2012. In this, 
Haight addresses the cul-
tural and religious fac-
tors that inform our di-
vided politics, making 
the case that human 
biases and fears are 
often emotional and 
deep seated, and that to 
address these requires a 
creative response. The com-
pleted project was presented 
on campus during the week follow-
ing the November 2018 mid-term elec-
tions. To select the concepts for the 
twelve flags, the students worked in 
three small groups to formulate an ini-
tial series of ideas. Through class dis-
cussions, the students compared their 
lists and then voted to determine a final 
set of twelve concepts. Selected were 
pride, empathy, humility, harmony, pa-
tience, generosity, awareness, justice, 
creativity, integrity, reason, and inclu-
sion. Each of the flags was designed 
and screenprinted on fabric by a differ-
ent student. Following the public dis-
play on campus, each student received 
a complete set of the flags. Additional 
sets were donated to the UTK Student 
Health Center, the UTK Pride Center, 
and the UTK Hillel Center. This proj-
ect was the basis for a similar commu-
nity exchange titled “Prayer Flags for 
Puerto Rico” that I coordinated with 
one of my students for the 2020 SGC 
International conference in San Juan. 
Although the conference was unfortu-
nately cancelled, all of the fifty-six par-
ticipants in the project received a set 
of the flags, and additional sets of the 

flags were sent to four different social 
service organizations in Puerto Rico. 

“The Owl Tree,” is a 15 foot by 11 
foot mural using screenprints that was 
completed through a collaboration 
with students from the New Hopewell 
Community School in Knox County, 
Tennessee. New Hopewell, which has 
the owl as its mascot, is one of eigh-

teen community schools as part 
of the Great Schools Part-

nership, which uses public 
schools in low-income 
neighborhoods as a hub 
for organizing communi-
ty resources to improve 
neighborhood health 
and safety and student 

academic success. 
“The Owl Tree” was 
completed during 
the first half of the 
2017 spring se-
mester in an inter-

mediate-level print-
making class. Created 

with New Hopewell students as part 
of their after-school program, the uni-
versity students worked with 4th and 
5th grade students on a series of draw-
ings of tree branches, leaves, various 
owls, grass, etc. The drawings were 
then translated into transparencies to 
make the screenprinted elements that 
were applied to the wall with an archi-
val wheat paste. While the methods 
used to make this screenprinted and 
collaged mural were not particularly 
new for the students, using print media 
to create a public mural was, and pro-
vided them a chance to apply their 
creative skills as a form of community 
service. It is also a good example of 
how student printmaking projects, as 
a form of service learning, can support 
existing community programs working 
to address social needs. 

Following the 2016 presidential 
election, Kyle Schlesinger, founder of 
Cuneiform Press and Professor of Pub-
lishing at the University of Houston-
Victoria asked people in his community 
in Austin, Texas what America needs 
to (re)learn in the new political cli-
mate? Modeled after Howard Zinn’s “A 
People’s History of the United States,” 
Schlesinger launched “A People’s Cur-
riculum for the United States.” Collect-

Previous page:
Kyle Schlesinger
“Display of “The People’s 
Curriculum for the United States”
Screenprints, dimensions variable 
2017
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ing the responses, Schlesinger made 
a series of letterpress posters that he 
then sold inexpensively and posted in 
public places to foster meaningful dia-
logue about these questions. 

Learning about his project, we in-
vited Schlesinger to come to the Uni-
versity of Tennessee as a visiting artist, 
and to consider ways of adapting this 
project to a campus audience. While 
in residence, we collaborated with 
Schlesinger to complete eleven differ-
ent screenprinted posters, each pro-
duced in 100 copies for free distribu-
tion on campus. 

Our current political climate, both 
at the federal and state levels, is one 
that is often deeply divided. Universi-
ties are frequently the setting for these 
political struggles, as they are places 
where cultural and political values can 
and even should come into conflict. 
A 2017 study from the Pew Research 
Center revealed that Republicans have 
grown increasingly negative about the 
impact of colleges and universities on 
the United States. The study revealed 
that “58% of Republicans and Republi-
can-leaning independents say colleges 
and universities have a negative effect 
on the way things are going in the 
country, while just 36% say their effect 

is positive.

During a period in which 
our university was the site for 
right-wing hate speech, the 
People’s Curriculum project 
sought to insert printmak-
ing directly into this space. 
Messages from the posters 
included “Know Your Privi-

lege,” “Is It That Simple?,” 
“Make Space for Dis-

sent,” “Apply Empathy 
to World Problems,” 

“Love is an American 
Value,” and “Think 
before you Tweet.” 
In a time of political 
polarization, this 
project, embody-
ing the Ameri-
can principle of a 
free press, sought 

to start meaningful conversations on 
campus about civility and community. 

The concept of giving away print-
ed multiples is an interesting, and 
sometimes complex aspect of these 
projects. Lewis Hyde’s book The Gift is 
often seen as a useful way of thinking 
about aspects of the creative process 
that have value beyond simple eco-
nomics. For students, especially when 
a campus office provides the funds for 
the paper and ink, they have an oppor-
tunity to both learn and give voice to 
their creative gifts. 

These examples offer ways that 
public service forms of printmak-
ing can empower students to repair a 
broken world. They each involve using 
the printed multiple to create work for 
a specific campus or community au-
dience. For students, this experience 
can be transformative. It shows them 
ways that printmaking can empower 
them. In addition, all of these projects 
required the students to work collab-
oratively, both in the conception of the 
work, as well as its execution. They also 
challenge us to consider fundamental 
issues at the core of the educational en-
terprise, such as “Why do I make art?,” 
and “Can my art make a positive dif-
ference in the world?” While requiring 
self-reflection, questions such as these 
shift the focus in a studio arts class 
away from self-expression towards an 
emphasis on social relations, communi-
cation, and the common good. Finally, 
the public focus of these projects also 
serves as a reminder to both the local 
and campus communities that the arts 
can play an active role in addressing 
social needs and issues.

New Hopewell Community 
School (group photo) 

New Hopewell Owl Tree. 
Screenprinted mural

15’ x 11’ 
2017



56 57

My process is rooted in the ex-
perience I’ve gained from me-
chanical jobs of production and 
consumption.

Being a department store techni-
cian and a construction worker put me 
in proximity with resources I salvaged 
and use as material. Experiencing a 
bottom-up view of capitalism gave 
me an insight into the sheer amount 
of waste resulting from a system of 
supply and demand; I witnessed things 
were rarely fixed, most often replaced, 
resulting in a perception that prides 
itself on excess.

Salvaging some of these parts, 
with all their various forms and func-
tions, allows me to reincarnate this 
waste into an object that attracts the 
viewer before revealing its material 
core, and also reflects a recycling pro-
cess that offers efficiency and maybe 
redemption.

As a printmaker interested in trace, 
I like to take this perception into sculp-
ture, resulting in a kind of flat dimen-
sionality exploring volume and texture. 
It also influences my choice of tools, 
such as a brayer with relief ink, bringing 
out the top layer of stiffened fabric like 
a fingerprint. Using salvaged clothing, 
I comment on our assumption that ob-
solete materials cease to exist once we 
throw them away.

JAGER 

PALAD

SYNTHETIC STONES Instead of filling up a landfill, I’ll re-
incarnate it into something opposite: 
an art piece or an artifact, maybe even 
a fossil, something frozen in time with 
indicators of a past life. Each of these 
sculptures are named after stones, and 
the colors and textures achieved by my 
own processes reflect the thousands 
of years of time and pressure it took 
to create them. These are the stones 
of our future, in a way, only made of 
plastic and mixed fabric, an allegory to 
the unsustainable processes embed-
ded in the system we live in. Hopefully, 
the sculptures are hypnotic enough to 
keep the viewer contemplating these 
ideas, despite the abjectness, and 
some catharsis can be had.

Jager Palad
Septarian
Sweater with fabric stiffener, 
relief ink, latex paint, epoxy, 
buttons, and yarn
34”x27”
2021
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STEPHANIE

ALANIZ
Stephanie Alaniz
Repetitious Sequence
Lithograph & screenprint, 
11”x14”
2021

Stephanie Alaniz
Bad Time Management
Lithograph, screenprint,
embossment, 9”x7”
2021

In a world plagued by beauty 
expectations, fatphobia, and 
self deterioration, Stephanie 
Alaniz began to notice a con-
stant pattern in their own life 
and others that surround them.

Insecurities are apart of the human 
experience and it is easy to feel isolat-
ed in these feelings. They intend to re-
contextualize the negativity that sur-
rounds ideas such as “ugly” and “fat” 
and return their use to their original 
definitions to be used as facts rather 
than negatives. The work explores in-
securities with a mission of normaliz-
ing physically stigmatized features of 
our body. Through presenting theirself 
in a vulnerable way, they hope to be 
able to create empathy, understand-
ing, and solidarity.
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Stephanie Alaniz
It’s fine, I’m fine.
Relief on fabric w/applique
16”x16”
2021

Stephanie Alaniz
Too Sensitive
Reductive Relief
8”x10”
2021
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TERRY SCHUPBACH-

GORDON

I am a printmaker, a book artist, 
a storyteller and a person with a 
disability.

I was born with Spina Bifida in 
1952, and disability is and will always 

Terry Schupbach-Gordon
Will These Waters Heal?
Intaglio, woodcut, collage, 
14”x14”, 2021

Terry Schupbach-
Gordon
Mend
Intaglio, woodcut, collage, 
and letterpress, 13”x18”, 
2021

be the lens through which I see and 
experience the world. It is how I know 
that strength comes from fragility, that 
grace comes from owning the stories 
we tell, and that beauty is a matter of 
living with grace within the bodies we 
inhabit. Disability is how I know that in-
clusivity is the only way we can repair 
our broken world. As a printmaker and 
also a book artist and lover of all things 
stitched and sewn, the idea of mending 
and piecing is about giving strength to 
a form, and holding it together. Mend-
ing has power.

‘Will these Waters Heal?’ was 
made thinking about my sense of my 
own beauty and grace. I grew up in 
a world before Americans with Dis-
abilities Act of 1990 and before chil-
dren like me were seen as capable or 
complete. I think about being lifted 
by water, carried whole and unbroken, 
buoyant, and beautiful. Water for me is 
part of the many random moments of 
‘yes’ in a world that so often said ‘no’. 
Water lifts all.
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This piece includes printouts 
of my LabCorp urine and blood 
analysis results that rest upon 
a field of foamcore and resin 
tiles. The printed lab results act 
as a data-based form of self-
portraiture. 

Similar to my other floor works, the 
tiled surface is made of fake ceramic tile 
using foamcore and resin. These “fake” 
surfaces act as a kind of material drag, 
functioning as supports for “real,” or 
found images/texts to rest upon. The 
Easter candy-colored palette and ma-
terial quality is a nod to the wrapped 
candies used in Félix González-Torres’s 
floor-based sculptures. My LabCorp re-
sults, printed on green paper, rest upon 
the tiled space to emphasize that even 
though they are made of paper, they 
have weight and they rest. They are ob-
jects, bodies with blood and urine laid 
out on the floor. I wanted the viewer to 
not look at me, but into me.

Responding to the piece for an ex-
hibition publication for Hair and Nails 
gallery in Minneapolis, Travis Wild 
writes:

“More often, though, the bodies 
are just not there. The undetectable 
body is the artist’s, indexed by Lab-
Corp printouts of tests done in clinics in 
the Midwest and South over a number 
of years. As a self-portrait, the piece 

DANIEL

LUEDTKE

orchestrates a life story through data 
points and references to clinical appa-
ratus, strewn over a second, very differ-
ent array of glazed foamcore tiles. The 
Easter candy of the title is captured in 
the tiles’ hard-shell pastels, and maybe 
even in spritual processes deflected by 
those “serial monitoring reports.” Cel-
lular as elsewhere in the show, the tiles 
feel especially “institutional” here. Faux 
ceramics, they cast our clinics as simu-
lacra of something better.” 

Daniel Luedtke
Lab Work
(Easter Candy), 
Foamcore, Resin
Ink, Xerox 
12’x10’,
2020

Daniel Luedtke
Lab Work
(Easter Candy)(detail), 
Foamcore, Resin, Xerox 
12’x10’,
2020



Amanda Lilleston
Supine. 
Woodcut print 
montage, 34”x34” 
2016
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AMANDA 

LILLESTON

SUPINE

Our bodies are living transcripts 
of our encounters with the 
world.

For me, childhood adventures and 
athletic failures scar the skin of my 
knees and chin. Tan marks and freckles 
catalog years of accumulated time gar-
dening, swimming, and hiking. Fused 
spinal discs indicate hard athletic wear 
on a young body. I have a five inch scar 
above my pubic bone from a Cesarean 
and a hotspot in my palm and splinters 
on my knuckles from carving wood. A 
body can tell an intimate story of a life.

Our bodies continually fall apart 
-- then heal, adapt, and endure. Every 
time I experience this, I have a great-
er appreciation for the blood running 
through my veins and the parts and 
systems making my heart beat and my 
diaphragm contract. I am captivated 
by the vulnerability and adaptability 
of the human body, which compels 
me to investigate the inner workings 
of human anatomy. My desire to unveil 
and investigate is a want-to-see, first-
hand, the parts that make us human.

In my previous work as an anatom-
ical sciences lab assistant, I watched 
surgeries and dissected cadavers. I 
have seen that no two bodies are the 
same. Our physical interactions with the 
world shape our morphology, sculpting 
our bodies into ledgers of the routines 
we live and the traumas we brave. Over 
days, weeks, and years, morphological 

changes become etched in our bodies 
and linger as traces of how we were in 
the world. My work as an artist explores 
the mutuality between the world and 
the bodies it shapes.

My ideas about bodies changed 
when I became pregnant. For me, like 
many others, pregnancy is marked by 
incredible joy and immeasurable trag-
edy. All of this contained within my 
body. The trauma of this sadness is ex-
ponentially compounded by society’s 
trespassing into a pregnant body-- it 
is picked over and regulated by doc-
tors, politicians, clergy, and strangers. 
Many feel at liberty to touch, criticize, 
and inquire about pregnant bodies. Re-
verberations of this overreach persist 
and endure. This print is inspired by my 
body parts−susceptible to gravity and 
discomfort, and open and vulnerable 
for public consumption.

It was developed from woodblock 
matrices of carved anatomical struc-
tures. I printed these woodcuts on 
Sekishu paper—a delicate fiber that 
becomes saturated with ink. After they 
were printed, I cut the paper and re-
built the forms, overlapping and re-
connecting. I pounded layers of paper 
together using a stiff brush and wheat 
paste. Tendons, arteries, and tissues 
are connected to create new path-
ways and structures. I am vulnerable 
but I adapt—each emotional or physi-
cal breakdown is an opportunity to re-
build, redesign, and learn. This anatom-
ical print depicts organic forms shifting 
and adapting together, weathered and 
shaped by how I live my life.

Amanda Lilleston
Supine (Detail). 
Woodcut print 
montage, 34”x34” 
2016
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Each Thursday we gather over 
our first cups of coffee or post-
work glasses of wine as we have 
people calling in from Canada, 
England, Germany, Greece, 
India, the Netherlands, and all 
over the world.

As always, this is a popcorn-style 
discussion among printmakers of all 
levels, techniques, and backgrounds. It 
is an international room of artists and 
all are welcome to ask technical ques-
tions, discuss prints in progress, share 
opportunities and workshops, or an-
nounce upcoming exhibitions.” 

This warm welcome has been of-
fered since March of 2021, a year into 
the socially distanced pandemic era, 
when LA printmaker Kyle Bryant start-
ed a printmaking club on the audio-
only social media app, Clubhouse. By 
the end of that month, Gregory Santos, 
Master Printer and Printmaking Direc-
tor at Art Gym Denver, began hosting 
a two-hour, weekly discussion for the 
club. We recently celebrated our 30th 
consecutive week and throughout 
those weeks, though most of us have 
never met in person, an inclusive and 
supportive community has evolved. 

RACHEL SHELTON

PRINTMAKERS CONNECT

Rachel Shelton
Magnitude
Screenprint, relief, 
embossing on paper
11”x14”
2021

Brady Smith
Al Capone and 
the Dying Camel
Serigraphy
11”x14”
2021

Next page:
Gregory Santos
Oopsie
Photolithography on Legion 
Matrix Premier
11”x14”
2021
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Simone Philipou
Figurine
Relief and monoprint on 
Somerset Satin 300 gsm
11”x14”
2021
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STACIE

KAMMERLING

After the January 6 insurrection, 
I wrestled with feeling the state 
of our country and working as a 
journalist. 

Every month prior was a new 
tragedy, all compounding exponen-
tially. A pandemic forced me to 
live alone in isolation, the reckon-
ing after George Floyd’s murder 
transformed the city, there was 
an election and near constant 
(and often deserved) ridicule 
of our newsroom and the 
industry. Why do I do this? 
What do I believe in? I be-
lieve that demanding ac-
countability is our job as 
artists, as journalists, as 
citizens.

Each Thursday we gather over 
our first cups of coffee or post-work 
glasses of wine as we have people call-
ing in from Canada, England, Germany, 
Greece, India, the Netherlands, and all 
over the world. We have master print-
ers, educators, students, press opera-
tors, and artists carving their first relief 
blocks in their apartments. Everyone 
is encouraged to participate. Inclusion 
is such an essential part of the group 
that we don’t ever discuss it. There has 
never been a snide remark or a sarcas-
tic comment when someone proffers 
an opinion or asks for advice.   

I think this spirit of freely ex-
changed information is a quintessen-
tial quality that most of the contem-
porary printmaking community shares. 
It’s one of the things I love so much 
about it. We discuss anything and ev-
erything print related – technique and 
materials, the supply chain and ship-
ping… one of our members coined our 
club “an international research forum” 
and that’s really what it is. But we do 
chat about less technical topics on oc-
casion. In recent weeks we’ve also ex-
plored more personal subjects: adjunct 
struggles, mid-life career changes, our 
journeys that formed our studio prac-
tices and approaches. It solidified the 
feeling of real community, more than 
just a group for sharing resources.

This club that started as a virtual 
venue for shop talk is finally being 
made tangible via another of the 
printmaking traditions I love - a print 
exchange. David Wischer, Printmaker 
and Professor at University of Ken-
tucky, and I have been organizing an 
exchange between the Printmakers 
Connect cohort. David is now receiving 
prints from all over the world. Due to 
the varying levels of experience within 
our group, this edition of 34 is by far 
the largest many members have ever 
made. The editions also include an ex-
hibition copy, because we’re planning 
an open-ended traveling exhibition. 
This exchange holds a special place for 
me, as it is a way for all of us to share 
what we’ve been building together in a 
physical form.

David Wischer 
Drip Drop
Serigraphy 
on Arnhem 250 gsm
11”x14”
2021

Stacie Kammerling
Free Press
Ink on paper, linoleum 
relief print, 14”x11”,
2021
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R. Yun
R. Yun is a moving image artist based in Minneapo-

lis, on land of the Dakhóta Oyáte. Her practice in video 
and 16mm film is multimodal and research-based, and 
investigates race and labor, disease, and sites of histori-
cal and psychosocial trauma. She was raised in California 
and Guatemala, the daughter of a Guatemalan-American 
father and South Korean mother. R. Yun is a recipient 
of the McKnight Media Artist Fellowship; Jerome Foun-
dation Film, Video and Digital Production Grant; and 
University of Minnesota Libraries’ Archives and Special 
Collections Olson Innovation Artist in Residence Award. 
She has taught moving image studies and production 
courses at University of the Arts in Philadelphia, Univer-
sity of California at Santa Cruz, Minneapolis College of 
Art & Design, and Carleton College. Screenings and ex-
hibitions of her work include: Walker Art Center, Kather-
ine E. Nash Gallery (Minneapolis); Center for Contempo-
rary Arts (Glasgow); REDCAT Gallery, Ghebaly Gallery 
(Los Angeles); Galerija Nova (Zagreb); Souvenirs from 
Earth International TV Project (Cologne); Light Industry 
(Brooklyn); Raum für Projektion (Bergen, Oslo & Buenos 
Aires); Mind TV/Media Independence, Stella Elkins Tyler 
Gallery, Philadelphia Film Festival, Philadelphia Museum 
of Art (Philadelphia); Wits School of the Arts (Johannes-
burg); Festival Images Contre Nature, (Marseille); Berli-
nale Talent Campus Editing Studio (Berlin).

Alexandra Nicome
Alexandra Nicome currently works as a programs 

coordinator at Saint Paul Public Library. She worked 
at the Walker Art Center in Minneapolis (2017 - 2020), 
and she has interned at the Minneapolis Institute of Art, 
Allen Memorial Art Museum, and the National Museum 
of African Art.

Ian Ruppenthal
Ian Ruppenthal is a printmaker and artist based in 

Chicago, IL.
Ian is the co-founder of Pigeonhole Press, an 

etching and publishing studio in Chicago; and currently 
works as a teaching assistant in printmaking at Harold 
Washington College. He has worked on collaborative 
editions with many artists; including Walton Ford, Paula 
Wilson, Josephine Halvorson, Corrine Slade, and more.

Originally a North Carolina native, recurring are 
environments in which I hold great affinity - the south-
eastern coastal plain, the Southern Appalachians, and 
the boreal forests of North America. I use drawing with 
graphite and gouache, as well as intaglio and lithogra-
phy as primary mediums.

Ruben Castillo
Ruben Bryan Castillo is a visual artist and educator 

born in Dallas, TX and currently working in Kansas City, 
MO. His work investigates themes of intimacy, queer-
ness, place, and the body using a range of media includ-
ing print, drawing, sculpture/installation, and video. His 
most recent imagery draws from a personal archive of 
photographs and materials, seeing the ordinary as a site 

for transformative potential and feeling. These prints 
explore ideas of emergence and transformation, both 
personally and metaphorically.

Fidencio Fifield-Perez
Fidencio Fifield-Perez was born in Oaxaca, Mexico, 

but raised in the U.S. after his family migrated. His 
current work examines borders, edges, and the people 
who must traverse them. In his work, Fifield-Perez ma-
nipulates paper surfaces and maps to refer to the crafts 
and customs used to celebrate festivals and mourn the 
dead, which he learned as a child in Oaxaca. For Fifield-
Perez, these techniques are a way to reconnect with a 
time and place no longer present.

Thuong Hoai Tran
Thuong Hoai Tran is an interdisciplinary artist who 

works within printmaking, painting, fibers, and other 
disciplines of art. She received her Bachelor of Fine Arts 
from Emporia State University in Emporia, Kansas in 
2020. She is currently attending the School of Art In-
stitute of Chicago for her Master of Fine Arts in Print-
media. Born in Tay Ninh, Vietnam and raised in Emporia, 
Kansas, being a Vietnamese immigrant informs many 
parts of her artistic practice.

Brett Taylor
Brett J. Taylor is a print based artist and art educa-

tor from South Florida and currently based in Colum-
bus, Ohio. They earned their Bachelor of Fine Arts in 
Drawing from the University of Florida and are pursuing 
their Master of Studio Art in Printmaking from The Ohio 
State University. 

Taylor’s auto-theory practice explores how the 
denial and disruption of binaries acknowledges that we 
are all in a constant state of becoming. Queer and Crip 
thinking challenge static definitions and destabilizes 
normative constructs, informing how they engage with 
the body and space.

Their work has been exhibited internationally in-
cluding at the Eliot Museum, the Haugesund Museum 
of Art, Amos Eno Gallery, Agitator Gallery, and Shands 
Hospitals. They have 5 years of teaching experience in 
community and university print shops, and now teaches 
Foundations at OSU.

Becci Spruill
Born in a big city in NC, Becci is a fat, queer, multi-

ethnic professor who teaches at New Mexico Tech. She 
is also a founding member of the Radical Intersection-
al Printmakers’ Guild. She studied Sociology, Gender 
and Women’s Studies and Art, and uses her work to 
examine how she internalized colonial beauty standards 
as a child. Becci’s figures represent the feeling of being 
trapped in an ‘unideal’ body while trying to unlearn per-
ceived imperfections and develop a personal definition 
of beauty.

Yangbin Park
Yangbin Park received his BFA in Studio Art in 

2011 from the School of the Art Institute of Chicago 
and his MFA in Printmaking in 2013 from Tyler School 
of Art and Architecture, Temple University. He was 
a member of the Art faculty at Chungnam Nation-
al University and is currently a visiting professor at 
Muhlenberg College. Park’s work has been written 
about in various publications, including the thesis 
paper at California State University in Chico, Print-
eresting, Artview, and Newcity Art. Drawing from an 
eclectic range of a shared visual culture and histori-
cal references, including but not limited to personal 
narrative, historical events, local/global phenomena, 
and contemporary literature, Park’s work examines 
the intersection of identity, place, and history. He has 
been actively involved in residencies and workshops 
internationally. His works are included in the public 
collections of the China Printmaking Museum in China, 
Contemporary Center for the Arts in Vietnam, and 
Vernon Public Art Gallery in Canada. Solo exhibition 
venues include Temple Contemporary in Philadelphia, 
Air Space Gallery, Philadelphia, and Creative Space 
of Public Art, Korea. Group exhibition highlights 
include In Front of Strangers, I Sing at Woodmere Art 
Museum, Neighborhood Workshop at Asian Art Ini-
tiative in Philadelphia, Pushing Boundaries-Expand-
ing Horizons at Janet Turner Print Museum in Chico, 
DISPLAY at Flesher Art Memorial in Philadelphia and 
New Prints 2020/Summer Exhibition at International 
Print Center New York (IPCNY). Park is one of the fi-
nalists of the 94th Annual International Competition 
at Print Center and the Exhibition Merit Award recipi-
ent at Janet Turner Print Museum, and the New Prints 
Mentorship Award at IPCNY. Park has recently been 
included in the Woodmere Annual: 80th juried exhibi-
tion at Woodmere Art Museum in Philadelphia and will 
join a member of the Art faculty at the University of 
Memphis in the fall of 2022.

Becky Blosser
Becky Blosser (born 1981, Harrisburg PA, lives in 

Lancaster, PA) received an MFA in Fine Arts from Mason 
Gross School of The Arts at Rutgers University in 2007. 
Through process and printmaking, Becky explores 
formal movements existing within structural shapes and 
natural forms. Becky exhibits her work both nationally 
and within her local community. She has participated 
in the residency program at Vermont Studio Center. In 
2021, Ms. Blosser’s work was included in the 95th Annual 
International Competition at The Print Center in Phila-
delphia PA. Becky Blosser’s works have also recently 
been exhibited at the Demuth Museum in Lancaster PA, 
at Elizabethtown College, at Paducah College of Art and 
Design in Kentucky, , and in the MAPC Member’s Exhibi-
tion at University of Iowa. Her work is included in collec-
tions at the Zuckerman Museum of Art, Kennesaw GA, 
and the Janet Turner Print Museum, Chico CA. Becky is 

currently an Assistant Professor and Chair of the Fine 
Art Department at Pennsylvania College of Art and 
Design in Lancaster, Pennsylvania.

Brendan Baylor
Brendan Baylor grew up in the Pacific Northwest, 

taking in the sights and sounds of the wetlands next to 
his childhood home. As an interdisciplinary artist, his 
work explores landscapes as social, historical, and eco-
logical spaces. His work has been shown nationally and 
internationally in many venues, including the Madison 
Museum of Contemporary Art, the University of Rich-
mond Museums, and the CONA Institute in Ljubljana, 
Slovenia. Brendan is currently Assistant Professor of Art 
(Print Media) at Old Dominion University. He lives and 
works in Norfolk, VA at the mouth of the Chesapeake 
Bay. More of his work can be seen at www.brendanbay-
lor.com.

Kelly Morse
Kelly Morse is the author of the award-winning 

chapbooks Heavy Light (Two of Cups Press, 2016) and 
Thinking While Without Identity (forthcoming from 
Poetry International). Her essays, poems, and transla-
tions appear in Asymptote, Brevity, Copper Nickel, and 
elsewhere. Kelly holds an MFA from Boston University, 
is a Sustainable Arts Foundation Fellow and a Robert 
Pinsky Global Fellow, and has been awarded residen-
cies at the Vermont Studio Center, Mineral School, 
Cuttyhunk, and the Kimmel Harding Nelson Center for 
the Arts. Her favorite part of living in Norfolk, VA is ob-
serving the ecologies of the brackish rivers that wind 
through the city. To learn about her writings go to www.
kelly-morse.com.

Hannah Bakken
Hannah Bakken hails from Malheur County, OR 

and works interdisciplinarily by combining printed 
media with performance, sculpture, and installation 
to explore identity, the body, landscape, and place. 
Her works comment on land use in the United States 
and how the historical and contemporary narratives 
of the American West intersect with constructions 
of identity, economies, nationhood, and the envi-
ronment. She received her BFA in Studio Art from 
Southern Oregon University in 2017 and her MFA 
in Print Media and MA in Critical Studies from the 
Pacific Northwest College of Art in 2020. Bakken 
is the Interim Director for the Center for Contem-
porary Art at PNCA in Portland, OR, enjoys being a 
bike courier and sewing cycling soft goods with her 
partner in their small business and loves being home 
with the whole family, made complete with a puppy 
and two cats.
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Dilara Miller
Dilara Miller is an artist based between Mersin, 

Turkey and DeKalb, Illinois who received her BFA from 
The University of Colorado, Boulder. She is currently an 
MFA candidate at Northern Illinois University with an 
emphasis in Printmaking. Dilara has had her work a part 
of juried exhibitions such as Import/Export exhibition in 
Kent, Ohio and the Press Forward exhibition in Houston, 
Texas; as well as having been published in the MAPC 
Journal and The Hand Magazine. Dilara’s work critique’s 
and reflects on the social/cultural effects of being 
Turkish/American as well as being a Muslim woman in 
Turkish society. Her work uses her family’s history, the 
regional traditions, surrounding history, and religion to 
narrate these themes through created symbols.

Lizzy Choi
Lizzy Choi is a Queer Korean-American artist who 

specializes in traditional painting and relief printmaking. 
Using 2D media, Choi takes on traditional themes of sto-
rytelling and incorporates them into 21st-century self-
portraiture. Confronting the past and reaching toward 
the future, the work Choi creates liberates the spirits of 
a blended identity and earnestly invites them to a spar-
kling celebration. 

Currently, Choi resides on occupied Nisenan land 
and continues to bike, heal, and paint in their free time.

Stephanie Mercado
Stephanie Mercado is a multidisciplinary artist 

and art administrator. Her work is influenced by her 
life growing up as a working-class Angeleno. Born and 
raised in Boyle Heights in a family of artisans, Stephanie 
grew up spending time in her mother’s fabric store, her 
grandfather’s upholstery business, surrounded by seam-
stresses and creative workers. Her experience growing 
up around tradespeople introduced her to the tools, 
craft, and strong work ethic that is necessary to survive 
in Los Angeles. Her creative practice is a combination 
of trades and media, including painting, printmaking, 
fabric sculpture, video, and design.

Nathan Pietrykowski
Nathan Pietrykowski is a print media artist and 

teacher. He received his MFA from Louisiana State Uni-
versity and a BS from the University of Southern Indiana. 
Currently he is an Instructor in Art at Delta State Uni-
versity in Mississippi. His work has exhibited internation-
ally and nationally in over 100 venues including High-
point Center of Printmaking in Minneapolis, Big Medium 
Gallery in Austin, Carnation Contemporary in Portland, 
Site: Brooklyn, and Manhattan Graphics Center in New 
York City.

Beauvais Lyons
Beauvais Lyons is a Chancellor’s Professor at 

the University of Tennessee in Knoxville where he has 
taught printmaking since 1985. Lyons received his MFA 
degree from Arizona State University in 1983 and his 
BFA degree from the University of Wisconsin-Madison 

in 1980. See his web site (web.utk.edu/~blyons) for in-
formation on his mock-academic projects through the 
Hokes Archives. Lyons’ one-person exhibitions have 
been presented at over 80 museums and galleries in the 
United States and abroad. His prints are in numerous 
public collections including the Smithsonian Museum of 
American Art, Washington, DC; The Whitney Museum 
of American Art, New York, NY; and the Philadelphia 
Museum of Art, Philadelphia. PA. In 2002 he received a 
Fulbright Fellowship to teach at the Fine Arts Academy 
in Poznañ, Poland. In 2014 he received the Santo Foun-
dation Artist Award, and in 2017 he received the SECAC 
Excellence in Teaching Award.

Jager Palad
Jager Palad was born in Baltimore, MD, and grew 

up in South Florida, working labor jobs that formed the 
conceptual base of his use of salvaged materials. As a 
sculptor and printmaker, he finds relations between self-
sustainability, excess, and pollution, and seeks serendip-
ity through process and trace.

Stephanie Alaniz
Stephanie Alaniz (they/she) was born in Corpus 

Christi, Texas where they received their Bachelor of Fine 
Art from Texas A&M-Corpus Christi in 2016. Alaniz went 
on to receive their Master of Fine Art from West Virginia 
University in 2019. They have shown their work interna-
tionally in places such as Egypt, France, and Nepal as 
well as numerous places in the US. They are a fat artist 
fighting systematically created beauty-norms and want 
to break down the stigma towards fat bodies, general 
fatphobia, and normalizing insecurities.

Terry Schupbach-Gordon
A printmaker and book artist working with images 

and language seen through the lens of disability, Schup-
bach-Gordon uses images exploring concepts of water 
and buoyancy to describe and re-frame our under-
standing of frailty and resilience. Her prints are a com-
bination of intaglio, woodcut, collage, and letterpress. 
Originally from Kentucky, Terry earned both her BFA 
and MFA from Indiana University and taught Printmak-
ing and Book Arts at Kenyon College from 1979- 1983, 
and at the Minneapolis College of Art and Design from 
1983- 1988. In 1988 she and her husband, Toby Gordon, 
opened Catbird (on-the-Yadkin) Press in Tobaccoville, 
NC, where she lives and works.

Daniel Luedtke
Daniel Luedtke is an interdisciplinary artist and musician 

living in Tallahassee, FL. Luedtke’s interdisciplinary work illus-
trates ways that people and bodies are quantified, categorized 
and assigned value. These ideas are often illustrated by em-
phasizing the physicality of printed images in installations and 
other flat-but-dimensional objects. His work has been exhibited 
nationally and internationally in galleries and museums such as 
the Walker Art Center, Museum of Contemporary Art in Chicago, 
Tom of Finland Foundation, Museum of Art and Design in New 
York, Schwules Museum in Berlin. He is an Assistant Professor of 
Art at Florida State University.

Amanda Lilleston
Amanda Lilleston is a visual artist living in Maine. After re-

ceiving her bachelor of arts in biology from Colorado College, 
she worked as a field biology assistant and a wilderness EMT at 
the Cape Eleuthera Institute in the Bahamas. Lilleston went on 
to get an interdisciplinary master of fine arts from the Univer-
sity of Michigan Stamps School of Art and Design interweaving 
science and studio art. Her artwork depicts a long and evolv-
ing relationship with human anatomy, physiology, and ecology. 
Using carving, printing, and paper joining, Lilleston transforms 
zoological/anatomical/botanical imagery into adapting struc-
tures and environments.

Lilleston has exhibited her work both nationally and inter-
nationally including the International Triennial Colour in Graphic 
Arts in Torún, Poland, Boston Printmakers North American Print 
Biennial, and the Atlanta Print Biennial. Most recently, Lilleston 
finished an exhibition at Spudnik Press in Chicago. She has 
prints in permanent collections at the Munakata Shiko Memorial 
Museum of Art in Japan, the Southern Graphics Council Interna-
tional Print Archives, and the Fort Wayne Museum of Art, among 
others.

Lilleston is a lifelong swimmer and trains both in pools and 
open water. Whenever possible, she’s adventuring outdoors with 
her two kids, husband, and dog.

Rachel Shelton
Rachel Shelton is an interdisciplinary fine artist from Buffalo, 

NY. Her practice is centered around printmaking and also in-
cludes book arts, drawing, enamel, painting, and sculpture. She 
received her BFA from the Cleveland Institute of Art and her MFA 
from SUNY at Buffalo. Rachel is a Co-Founder of Mirabo Press, 
a fine art printmaking studio in Buffalo, NY, which offers collab-
orative contract printing, educational programming, residencies, 
and a gallery space.

Stacie Kammerling
Stacie Kammerling is a printmaker and visual journalist 

based in Minneapolis, Minnesota. Her practice focuses on how 
memory, introspection, and the natural world can encourage -- 
and demand -- us to build a better world. She primarily carves 
linoleum blocks, which she then prints by hand. Stacie is fasci-
nated by the physicality of the medium, and the rich history of 
printmaking. In particular, how the medium historically is used to 
question the powerful and foster accessibility. By night, she is a 
journalist for the Star Tribune, where she designs the front page 
and illustrates special news projects for print.
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