
30
/3

1

20
20

N
ew

 E
ye

s





Vol. 30/31
New Eyes

Cover
Structure #2, Hidden Lines, Fragile Frameworks 
Drypoint on Mullberry and Gampi Japanese paper
60” x 40”
2019 
Photo credit: Jenny Robinson



EXECUTIVE BOARD

Susanna Crum
PRESIDENT

David Diaz
VICE PRESIDENT

Tonja Torgerson
VICE PRESIDENT II AND TREASURER

Amanda Maciuba
SECRETARY

Breanne Trammell
MEMBER-AT-LARGE

Raphael Cornford
MEMBER-AT-LARGE

Dayon Royster
STUDENT MEMBER-AT-LARGE

Kacey Slone
STUDENT MEMBER-AT-LARGE

Ashley Pastore
MEMBERSHIP CHAIR

Jessica Caponigro
ARCHIVIST

Henry Gepfer
SOCIAL MEDIA COORDINATOR

Kristina Paabus
ADVISORY

Dylan Welch
JOURNAL MANAGING EDITOR

Sukha Worob
JOURNAL MANAGING EDITOR

Heather Parrish
JOURNAL CO-EDITOR

Tressa Jones
JOURNAL CO-EDITOR

Xavier Moreno
ART DIRECTOR/DESIGN LIASON



W
hen 2020 began, I remember thinking we 

were all in for a full year of advertising 

imagery and puns on vision and optom-

etry - from the “Eureka!” moments brought about by 

clear vision, to the benefits of hindsight. At this year’s 

halfway point, I choose to employ a vision-related verb: 

to witness. The COVID-19 pandemic has highlighted our 

healthcare system’s vastly disparate and racialized out-

comes for survival and wellness, and recent demonstra-

tions reveal the long histories of systemic police brutality 

against Black people in the US. With international calls 

for justice for Breonna Taylor, George Floyd, Ahmaud 

Arbery and others, we see art playing many roles within 

our communities: from providing a space for reflection or 

play, to calls for sociopolitical change, expressions of grief 

and anger, and anti-racist interventions.

With New Eyes, the MAPC Journal editing team, guest edi-

tor Shelley Thorstensen, and our generous contributors 

demonstrate just how deeply our members inquire into 

systems, conduct research, and provide analysis through 

writing and image-making. MAPC is a unique organiza-

tion as we rely on our members - not grants - for all of our 

programming, from the Journal to our website, member 

profiles, conferences, and exhibitions. By bearing wit-

ness to the ways that this organization is built for white, 

able-bodied, cis-gendered individuals, we can break 

these racist norms and better include underrepresented 

individuals and BIPOC in what we make together. We are 

examining potential barriers to entry such as: prohibi-

tive costs or scheduling that make our programming and 

resources more accessible to full-time academics; opaque 

selection processes; or applications that aren’t accessible 

to first-time applicants, such as first-generation college 

students. As a leader of this organization, I pledge to 

be accountable for identifying, rejecting, and removing 

structures that oppress or erase the work of BIPOC artists 

and creative producers. Thank you for your support as we 

work to make this organization more inclusive and equi-

table for current and future members. Black lives matter.

Susanna Crum conducts research-based projects that 

investigate maps and printed ephemera as social artifacts 

at the intersection of past, present, and future. She uses 

processes like cyanotype, lithography, and video to merge 

digital and analog technologies and emphasize print me-

dia’s roles in maintaining relationships - and erasures - be-

tween people and place. Susanna received her MFA from 

the University of Iowa, Iowa City, IA, and her BFA from 

Cornell University, Ithaca, NY. She has exhibited her art-

work nationally and internationally, and attended residen-

cies at Kunstnarhuset Messen, Ålvik, Norway; Mildred’s 

Lane, Beach Lake, PA; Edinburgh Printmakers, Edinburgh, 

Scotland, and Kala Art Institute, Berkeley, CA. Since 2015, 

she has taught printmaking as an Assistant Professor at In-

diana University Southeast, New Albany, IN; and as Asso-

ciate Director of Calliope Arts, a shared printmaking work-

space in Louisville, KY.

Susanna Crum
PRESIDENT



F
irstly, we want to thank Shelley Thorstensen for 

her work as guest editor, and for bringing us her 

vision on the theme “New Eyes”. With this volume 

we also enthusiastically welcome Heather Parrish and 

Tressa Jones as journal Co-editors. Heather joined the 

team mid-way through Volume 28/29 and Tressa came on 

board in March of 2020. 

Shelley’s statement illuminates some of the ways that 

printmaking continues to innovate and re-define itself 

by bringing old media into new light and wrapping other 

disciplines into the tradition of repetition and multiples. 

Throughout this volume, Shelley’s curation succeeds in 

unveiling the process of vision while challenging our eyes 

to see more. Whether accomplished by back-lighting, 

layering, or juxtaposition each present a unique print. 

At the time of Shelley’s initial writing, we were a slightly 

different editorial team, the world was pre-pandemic, 

and Black Lives Matter was a couple of weeks away from 

a remembrance announcement for Mike Brown, who was 

murdered by police August 9th, 2014 in Ferguson, Mis-

souri.

As you make your way through the included works, we 

encourage you to keep Shelley’s initial vision in mind. 

Thus, we want to acknowledge that at this time it is 

almost impossible to ingest any media without consider-

ing how we will continue to change based on global and 

national events related to the Covid-19 pandemic and 

continued systemic and pervasive racism.

As the editorial team, we are working to understand and 

address how racism and gatekeeping is affecting aspects 

of this academic journal, from the calls for submissions 

to the creation and distribution of the publication. As we 

take action, we welcome your ideas for how the journal 

can amplify diverse voices and serve the cause of anti-

racism.

— Sukha Worob, Dylan Welch, Tressa Jones 

and Heather Parrish.
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Dylan Welch
JOURNAL MANAGING EDITOR

Dylan is a full-time learner, part-time worker. She 

loves the sun, rainbow rolls, and fruits in the summer. 

Right now, she’s wondering what it means to be an artist-

educator-gig-employee. She lives in Minneapolis with two 

of her best friends.

Sukha Worob
JOURNAL MANAGING EDITOR

Worob grew up in a small community in the high des-

ert landscape of Prescott, Arizona. Worob obtained his 

BFA in Printmaking from Northern Arizona University in 

2006, MFA in Printmaking from Montana State University 

in 2011, and M.Ed in Curriculum and Instruction from 

Montana State University in 2015. Worob’s work explores 

contemporary approaches to the printmaking multiple 

through installation and interactive works. Worob’s work 

is primarily driven by his history in communal living and 

observation of the potential of humanity when set upon a 

common goal.
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Tressa Jones
JOURNAL CO-EDITOR

Tressa Jones is an artist and printmaker currently 

based in Pittsburgh, PA. She received her BS from the Uni-

versity of Massachusetts, completed Post-Baccalaureate 

studies in Printmaking at New Mexico Highlands Universi-

ty, and earned an MFA from the University of Montana. Her 

travels and creative research, which include residencies at 

Kunstnarhuset Messen in Ålvik, Norway, the Vermont Stu-

dio Center, and research on the landscape and Land Art of 

the American West, fuel her artistic investigation of time: 

and its manifestations in the body, landscape, and built 

environment. Jones’s studio practice is complemented 

by work at non-profit arts organizations and educational 

institutions. She has held positions at the the Lawrence 

Arts Center, Emporia State University, Carnegie Library of 

Pittsburgh, and is currently the Printmaking Studio Man-

ager at the Pittsburgh Center for the Arts and Media.

Heather Parrish
JOURNAL CO-EDITOR

Heather Parrish’s artistic inquiry uses printmaking, 

experimental photography, and installation with video 

projection to explore notions of perception and belong-

ing. Her heightened sensitivity to ‘self and surrounding’ 

arises from her culturally nomadic childhood - growing 

up as an American in Southeast Asia. She focuses on the 

boundary between ‘interior’ and ‘exterior’ as a porous and 

dynamic site of complex negotiations. In this spirit, col-

laboration is a sustaining part of her practice including 

work with scientists, filmmakers, poets, and activists. Her 

two long-term collaborations are: ‘Scope: The Theater of 

Collaborative Survival’ with biologist/artist Dr. Elizabeth 

Hénaff and acoustic engineer Léo Roussel; and ‘Working 

the Border’ with feminist political geographer Dr. Leslie 

Gross Wyrtzen. 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 collaborating printer at Flatbed Press in Aus-

tin, Texas, and has exhibited work in the United States and 

internationally. She is currently an Assistant Professor of 

Printmaking at the University of Iowa in Iowa City, IA.



T
he theme for this issue is “New Eyes”. My feeling 

and experience is that our vision in 2020 is quite 

different from that of 20 or even 10 years ago and 

an examination via essays and work would be fruitful and 

warranted.

For the purpose of an overview, I direct you to two semi-

nal writings in the field of art theory/practice and how 

they pertain to print. The first, William Ivins Jr’s “Prints 

and Visual Communication” and the second Leo Stein-

berg’s “Other Criteria”. Briefly, a central point of Ivins: as 

our hand and making evolved so did our vision and visa-

versa. Therefore, a woodcut of the 12th century seems 

awkward to the 19th century viewer/maker. In this same 

way, work of even the last few decades no longer sits com-

fortably in front of our eye’s new vision – a ReVision, so to 

speak. For further clarity I would like to site the postulate 

of Leo Steinberg’s essay “The Eye is a Part of the Mind” in his 

book “Other Criteria”. His central thought is that our eyes are in 

fact not passive organs but tactile ones – tracing and retracing 

outlines, color, form to the brain, coding and recoding. We see 

by feeling. Steinberg postulated “Appearances reach us through 

the eyes, and the eye – whether we speak with the psychologist 

or embryologist – is part of the brain and therefore inextrica-

bly involved in mysterious cerebral operations. Thus nature 

presents every generation (and every person who will use 

his eyes for more than nodding recognitions) with a unique 

and unrepeated facet of appearance. And the Ineluctible [sic] 

Modality of the Visible – young Dedalus’s hypnotic phrase – is 

a myth that evaporates between any two works of representa-

tion. The encroaching archaism of old photographs is only the 

latest instance of an endless succession in which every new 

mode of nature – representation eventually resigns its claim to 

co-identity with natural appearance. And if appearances are 

thus unstable in the human eye, their representation in art is 

not a matter of mechanical reproduction but of progressive 

revelation.” With these ideas underlies a basic new formu-

lation of print in 2020.

As such, we have new eyes and we are making new things. 

I see this taking place across printmaking today in a way I 

have not seen in my 45 years of making prints. 

Shelley Thorstensen
GUEST EDITOR

Shelley Thorstensen was born in Oklahoma, and as a 

young child of military parents, lived in Austria and Ger-

many, finally settling in New Jersey. She now lives in Ox-

ford, PA and is the Director of Printmakers Open Forum 

LLC, at 2000 square foot all-inclusive print facility (www.

printmakersopenforum.org). She has an undergradu-

ate degree in Experimental Studies from Syracuse Uni-

versity, School of Visual & Performing Arts, Syracuse 

NY, and a graduate degree in Printmaking from the Ty-

ler School of Art / Temple University in Philadelphia PA. 

Her work can be seen at Dolan/Maxwell in Philadelphia, 

PA. (www.dolanmaxwell.com) and at shelleythorstensen.

com. She was most recently a NEA Research Artist at Kan-

sas State University in Electrolytic Chemical Etching. She 

was a Visiting Artist at Rhode Island College in Rhode Is-

land, in 2019 and at Lake Effect Editions, Syracuse Univer-

sity and Double Dare Dog Studio in Kauai HI in 2020 as well 

as being a juror for Iron Print in Boston, February 2020.  

She writes about her work: “My work is a result of the con-

fluence of inner and outer stimuli. It’s a result of personal 

narrative as much as observed affect. It derives as much 

from experience as it does from answered and unan-

swered questioning. I think about the connection between 

the manmade and what we call natural, the extension and 

overlap of each modality. Sometimes in my work, things 

are sure footed, sometimes less so. The forms evolve, they 

turn and I rely on a sense for which I cannot find a proper 

name to hesitate the turning, to coalesce a given form. Be-

cause I work in the medium of the hand pulled print, color 

and form can be separate investigations into meaning, ef-

fect, response. I am very comfortable with that fluid hier-

archy: where form and color are unlinked and either can 

assume a dominant role, which is not determined until I 

call the print done.”



Here are some specific thoughts relating to current prints 

and printmakers. 

The screen: There is a broad-based desire today in print for 

a physical level of translucency/transparency. This is often 

manifested by printmakers using more than one print me-

dium, layering in many print mediums, especially printing 

on the front and the back of their work, making free-hang-

ing large partially translucent work. It is my contention 

that this type of vernacular is directly connected to our 

eyes now being at home with the backlit screen of a com-

puter, phone and pads have fundamentally changed our 

vision. Examples of this work abound: I have been printing 

on the front and back (of Sekishu mounted on Rives BFK) 

for many years as has Jeffrey Dell and Jillian Sokso – on 

different substrates. Taryn McMahon is another example 

as is Keiko Hara as well as many of my former students 

and many book artists. Another example is the recent 

exchange book portfolio by Sarah Ellis and Todd Herzberg, 

“Chroma”, where each printmaker works on both recto and 

verso. And here we can also place the latest work by Peter 

Milton, brought to us in the essay by Brian Cohen. 

The scale: I think that prints are getting larger not only 

because of the commerce of necessity of print publish-

ing but because these same back-lit computer and phone 

screens shrink and expand images with such unheralded 

ease. A few years ago, when I watched a drawing student 

reach down for the “undo” button on an easel I knew 

something was up. In a way there is a disregard of scale 

and in another large scale has become a new normal. 

There are so many examples. Jenny Robinson comes to 

the forefront of my mind. Also, look at the work of Abir 

Arafah, Sanaz Haghani and Rhea Nowak. 

The surface: I saw a show of 1960’s Modernist screenprints 

a few years ago at a museum with some students. The 

prints were all oil-based and not owing to the subject mat-

ter (the work was political in nature and I thought would 

be engaging), my students were wholly uninterested. It 

sparked an interesting conversation that took me a while 

to comprehend. It started with a student saying to me 

“we don’t see this way anymore”. In a nutshell, the upshot 

was that they felt the screenprints in the exhibit relied on 

the surface of the print (something inherent in oil-based 

screenprint, I would contend) and not so much on “con-

tent”. Here I would like to interject a final nugget by Ivins. 

In his book he writes that a print is viewed the same way 

that text is viewed on a page. That is, that the eye “reads” a 

text (and a print) just off the surface. Otherwise, when look-

ing at a page of text we would be forever distracted by im-

perfections in the paper and the printed word. Those days 

are long gone. Jeffrey Dell’s work comes to mind again and 

I bet he’d have a lot to say. Take a look here at the work of 

Liz Chalfin, Louise Fisher and Serena Perrone.

The stone: Fifteen years ago academics bemoaned that 

lithography in particular was becoming a dead medium. 

There were discussions around what young person would 

have the time or inclination to draw in this way. At the 

same time, I saw no hint of a slowdown. My classes were 

packed and I asked students about it. It, in fact, had much 

to do with the marrying of the medium with another 

practice. One student gave me his explanation: He in-

tended to have a litho practice and a tattoo shop. It was 

all drawing to him. Here we come full circle – the eye as a 

tactile organ, making marks on stone and skin. Examples 

abound in this issue: look to the work of Molly Aubry, 

Tammy Ratcliff. 

The stencil: Enter riso. Not just a pretty and slightly uncon-

trollable reproductive process but a new form of stencil 

printing with a huge following. In the vanguard are studios 

like Risolve Studios (Color Library and conferences like 

Magical Riso at the Van Eyck Center) working on spot color 

separations that make the CMYK dot and dither look as old 

as a 15th century woodcut to our new eyes. Here Henry Ge-

pfer offers us his take on riso in context and Karen Gallagh-

er-Iverson offers pochoir for this next decade. 

I hope you read and enjoy all the entries in this issue of 

the MAPC Journal 30/31. They offer valuable contribu-

tions. I had a blast as the guest editor. 

—Shelley Thorstensen 
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ABIR ARAFEH

Abir Arafeh also known as (Abi.Ar) was born 1989 in Da-

mascus, Syria. I have an undergraduate degree in print-

making and I am currently completing a masters degree 

in printmaking at Damascus University. My work focuses 

on fossils and is a series of print works. The war in Syria 

was the biggest influence on my vision. I have participated 

in numerous international shows including: biennial 7th 

Guanlan, China and 20th Varna, Bulgaria, triennial 21x21 II 

“Engraving” Barcelona, Spain, UNI GRAPHIC Krasnodar, 

Russia. I also participated in joint shows in Damascus and 

Latakia

AGATHE BOUTON

Agathe Bouton is a French artist living and working in the 

Philadelphia area whose boundary-pushing printmaking 

and paper works exhibit influence from living and work-

ing in international cities across the globe. Bouton earned 

her BFA in Painting and Printmaking and her MFA in Arts 

and Textile Design from the prestigious ESSAA Duperré 

in Paris, France. Since leaving Paris 14 years ago, Bouton 

has lived and exhibited her work internationally in France, 

UK, USA, Burma, Senegal and Turkey. Bouton has received 

numerous awards in France and the United States for her 

accomplished printmaking. 

www.agathebouton.com 

#agathebouton

BRIAN D. COHEN

Brian D. Cohen is an educator, artist, and writer. In 1989 he 

founded Bridge Press to further the association and inte-

gration of visual image, original text, and book structure. 

Artist’s books and prints by Brian D. Cohen have been 

shown in over forty individual exhibitions and in over 200 

group shows and are held by major private and public col-

lections throughout the country. 

He was a winner of major international print competitions 
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in San Diego, Philadelphia, Mexico City, and Washington, 

DC. His essays and reviews on the arts and education 

appear in the Huffington Post and other online and print 

publications. He lives in Westmoreland, New Hampshire. 

https://www.briandcohen.com

CHRISTOPHER COREY ALLEN

Christopher Corey Allen is a transdisciplinary artist cur-

rently based between Minneapolis and Berlin, whose work 

is concerned with non-hegemonic narratives, speculative 

histories, and queering discussions of identity. They re-

ceived their MFA from Cranbrook Academy of Art. In 2018, 

they were awarded the Toby Devin Lewis Fellowship. 

www.christophercoreyallen.com

HENRY GEPFER

Henry Gepfer is an artist and educator from Lancaster, 

Pennsylvania. He holds an MFA from Edinboro Univer-

sity and a bachelor’s degree from Millersville University. 

Henry’s work has been exhibited nationally and he’s been 

an artist in residence at Sparkbox Studios, Zygote Press 

and the Wassaic Project. Henry is a curatorial member of 

Little Berlin exhibition space in Philadelphia, Pennsylvania. 

http://www.henrygepfer.com/

JARED M. BARBICK

Jared M. Barbick, born in 1976, was raised in Palos Verdes, 

a picturesque seaside town in Southern California. Edu-

cated at both the California Institute of the Arts (CalArts) 

and self-taught, Barbick’s work has transversed various 

mediums and subjects over the years as he moved from 

Southern California to Minneapolis, Minnesota, and back 

where he has made a home for the last 10 years in the 

central valley - Fresno - with his wife and two cats. 

https://jmbart.org/

JENNY ROBINSON

Jenny Robinson is originally from London. She studied for 

her BFA in Printmaking in the United Kingdom. After living 

in San Francisco for 18 years she has recently returned 

to Europe for two. In 2019 Robinson was awarded the 
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prestigious Mario Avati Gravure Laureate Award from the 

Academic des Beaux Arts in Paris, France, where she will 

have a solo exhibition in early 2021. She has exhibited 

widely and has won numerous awards including the Bos-

ton Printmakers Fellowship at the Scuola Internazionale di 

Grafica di Venezia, the Vermont Studio Center Printmak-

ing Fellowship, and Summer visiting Artist at NSCAD.

She is an AIR at the Kala Art Institute in Berkeley. Robin-

son has exhibited widely and has won numerous awards 

including Fellowships at the Scuola Internazionale di 

Grafica di Venezia, Vermont Studio Center printmaking 

Fellowship, Summer visiting Artist, NSCAD and is an AIR 

at the Kala Art Institute in Berkeley. She is represented 

by the Davidson Gallery in Seattle, Warnock Fine Arts 

Palm Springs, and The Kala Art Institute Gallery, Berke-

ley, CA.

Her work is in many private and public collections, includ-

ing the Library of Congress Arts Collection, Washington 

DC, The Achenbach Fine Print Collection, San Francisco, 

The Boston Museum of Fine Art, MA, The Art Council of 

Great Britain and the Ashmolean Museum, Oxford, UK, 

amongst others. She is a Passionate exponent of Print-

making and its place in the Art world. She is a member of 

the Royal Society of Painter Printmakers (RE), London, 

Boston Printmakers and the Los Angeles Printmaking So-

ciety (LAPS). Recent Exhibitions have included solo shows 

at the Davidson Gallery, Seattle, NSCAD University Galley, 

Nova Scotia, Canada, Flatbed Press, Austin, TX. Zarrow 

Contemporary Art, University of Tulsa, OK.

Her work is shown Internationally, most recently as an 

invited artist at the International Print Triennial, Krakow, 

Poland, The International Print Biennale, Newcastle UK, 

Rochester Contemporary Art Center, NY and at the Inter-

national Print Center, NYC.  

www.jennyrobinson.com

JOHNNY PLASTINI
Johnny Plastini’s research advocates for the multiplicity of 

agents participating with human-derived systems of logic 

and encourages us to analyze these architectures togeth-

er, holistically as expansive models for discovering new 

cultural ecologies. He received a BA in Art with a Painting 

emphasis from the University of California, Santa Cruz in 

2008 and an MFA in Printmaking from the Tyler School of 

Art and Architecture, Temple University in 2012. Plastini is 

currently an Assistant Professor and the Area Coordinator 

of Printmaking at Colorado State University. 

https://johnnyplastini.carbonmade.com/

EMMA NISHIMURA

Emma Nishimura’s work ranges from traditional etchings, 

archival pigment prints, drawings, and audio pieces to art 

installations. Using a diversity of media, her work address-

es ideas of memory and loss that are rooted within family 

stories and inherited narratives.

Nishimura received her BA in Studio Art and Psychol-

ogy from the University of Guelph in 2005 and her MFA 

in Printmaking from the University of Nebraska-Lincoln 

in 2013. Nishimura is currently the Chair of Photography, 

Printmaking and Publications at OCAD University. 

https://www.emmanishimura.com/

TAHIR CARL KARMALI

Tahir Carl Karmali is a Brooklyn based artist, born and 

raised in Nairobi, Kenya. He is primarily an investigator of 

materials and vernacular design, focusing on their under-

lying source – as currency, as markers of cultural identity, 

or as an exploitable artifact. His work is based not only on 

the physical experience of moving between borders and 

globally diverse cultures, but also on how certain elemental 

materials move through these same routes and are thus 

transformed. Karmali received his BBA in Marketing and 

Communications from Les Roches, Switzerland in 2009 

and his MFA in Photography from the School of Visual Arts, 

New York in 2015. Karmali is currently an Adjunct Professor 

of Sculpture an 3D Design at Brooklyn College, CUNY. 

http://tahirk.com/
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JULIA MILBRANDT
Julia Milbrandt is a visual artist and printmaker from Buf-

falo, New York currently working and living in Cleveland, 

Ohio. She earned her BFA in Drawing and Printmaking 

from the Cleveland Institute of Art. Her work has been 

shown regionally at various locations including, the 

Progressive Corporation, The Cleveland Institute of Art 

and the Morgan Conservatory in Cleveland (OH), the 

Columbus Cultural Arts Center in Columbus (OH), and 

the Western New York Book Arts Center in Buffalo (NY). 

Julia is the recipient of awards like the Second Agnes 

Gund Memorial Traveling Scholarship, the Sybil J. Gould 

Scholarship for Excellence in Drawing and Graphic Arts, 

The Julian Stanczak ’54 Scholarship and the Gund Family 

Scholarship. 

https://juliamilbrandt.com/

KAREN GALLAGHER IVERSON

Karen Gallagher Iverson is a San Francisco Bay Area print-

maker exploring innovative conventions within the field 

of traditional printmaking. Her work focuses on uniquely 

expressing the light and silhouettes of the Northern Cali-

fornia landscape. She has exhibited in numerous galleries 

and museums including the Turner Print Museum, New 

Museum Los Gatos and Marin Museum of Contemporary 

Art. Karen holds a position on the California Society of 

Printmakers Board, was awarded a Kala ‘Artist Parent’ 

Award and an International Encaustic Conference ‘Attend-

ee Grant’. Her work will be in the upcoming exhibition “31 

Women” at Whitney Modern, Los Gatos, CA, March 2020. 

www.gallagheriverson.com 

Instagram: @karengallagheriverson

LYNN PETERFREUND

Lynn Peterfreund is an artist and teacher living in Am-

herst, MA. Her work in painting, drawing and printmaking, 

reflect her wide range of interests.Recently, she’s been 

making monotype animations along with large abstract, 

semiabstract and less abstract monotypes based on 

crows, skies, and her local or imagined landscape. Her 

work has been shown nationally and internationally for the 

past four decades. She is an instructor, mentor and active 

member at Zea Mays Printmaking in Florence, MA, a stu-

dio devoted to the research and practice of safe printmak-

ing methods. 

Lynnpeterfreund.com

LOUISE FISHER

Louise Fisher is an Iowa-based artist and holds an MFA 

in printmaking at Arizona State University. Louise grew 

up on a farm in her home state of Iowa, where she ob-

tained her BFA degree with honors from the University 

of Northern Iowa. Since then, she has shown her work 

nationally and internationally. Fisher’s work is included 

in private and public collections, including Mid-America 

Print Council, Zuckerman Museum of Art and the Univer-

sity of North Florida.

Her most recent accomplishments include an interna-

tional residency with the Picker’s Hut in Tasmania and 

receiving the 2018 SGC International Graduate Fellow-

ship Award. In her work, Louise explores ideas of ephem-

erality, energetic transformation and life cycles through 

time-based media as well as the layering and repetitive 

action of printmaking. 

http://www.louisefisherart.com/

MARY GORDON

Mary Gordon is a maker from Weinheim, Germany by 

way of the Midwest of the U.S. In her work, she fuses 

fragments of prints through collage and mixed media to 

explore color and shape interactions in her environment.

Mary received BFAs in Printmaking and Painting from 

Kansas State University in 2015. She is currently a third 

year graduate student at the Lamar Dodd School of Art 

at the University of Georgia. Mary lives and works in 

Athens, GA. 

https://www.mary-gordon.com/



CONTRIBUTORS

MOLLY AUBRY

Molly Aubry’s prints, paintings, and installations have 

exhibited nationally and internationally, most recently at 

Science Gallery of Trinity College in Dublin, Site:Brooklyn 

Gallery in New York, and M Contemporary in Detroit. 

Aubry has received residency fellowships at the Vermont 

Studio Center, the Ragdale Foundation, and Playa, and 

is the recipient of a Visiting Artist Grant from the U.S. 

Department of State in Moldova. Aubry received her BFA 

from the University of Florida and her MFA from the Cran-

brook Academy of Art. 

https://mollyaubry.com/

RHEA NOWAK

Rhea received her BA from Bennington College in Print-

making and Painting, her MFA from the University of Con-

necticut in Printmaking and Drawing, and a Master Printer 

Certificate from Il Bisonte, in Florence, Italy. She is a Pro-

fessor at the SUNY College at Oneonta where she teaches 

printmaking, design, artist’s books, and a collaborative 

art projects course. Her work been exhibited in juried and 

solo exhibitions in the U.S. and Europe. Other projects 

include Trialogs, a collaborative DVD of images and sound 

with Julie Licata, percussionist, and Bret Masteller, elec-

tronic musician. 

Rheanowak.com

SANAZ HAGHANI

Sanaz Haghani has MFA with Distinction in printmaking 

+ Book Arts at the University of Georgia, Lamar Dodd 

School of Art. She holds a BFA in Graphic Design from 

Sooreh University in Shiraz, Iran.

She also was an Instructor of Record in Foundation 

Drawing at Montana State University in Bozeman, Mon-

tana and at the University of Georgia Lamar Dodd School 

of Art. Haghani has shown her work across the United 

States at institutions such as Georgia Museum of Art, and 

Missoula Art Museum and she will present her works at 

the Museum of Contemporary Art of Georgia, The Mor-

gan Conservatory, Robert C, Williams Museum of Paper-

making, as well as exhibiting internationally in multiple 

solo, group, and competitive exhibitions. She has been 

featured in “Paper Routes – Women to Watch 2020” and 

“Voyage Atl” magazine. 

http://sanazhaghani.com/

SERENA PERRONE

Serena Perrone holds an M.F.A. from the Rhode Island 

School of Design and is the Head of Printmaking at Geor-

gia State University. Her work is included in numerous 

permanent collections including the Metropolitan Museum 

of Art, Whitney Museum of American Art, and Philadel-

phia Museum of Art.

She was nominated for a Pew Fellowship in 2017 and is a 

Pollock-Krasner Grant recipient. Outside of the academic 

year she resides in Italy, where she is the Founder and 

Director of Officina Stamperia del Notaio, an international 

artists’ residency program and printmaking studio in Sicily. 

She is represented by Cade Tompkins Projects. 

https://serenaperrone.com/home.html 

http://www.cadetompkins.com/artists/serena-perrone/ 

https://printmepullyou.blogspot.com/

TAMMY RATCLIFF

Tammy Ratcliff is a Guelph artist who specializes in print-

making and fibre arts. Her time is divided between work-

ing on her practice in her studio and helping her husband 

with the family art supply store. 

Her work has shown extensively since completing studies 

at BealArt in 1993. Her recent shows have included Elora 

Centre for the Arts, Renann Isaacs Contemporary Art 

Gallery and inclusion in the Mid American Print Council’s 

juried show at the University of Kentucky with an honour-

able mention prize. 

tammyratcliff.com
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NEW MEDIA FOSSILS

Fossil of a Fish
Silkscreen
20”x28”
2018
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Dinosaur
Silkscreen
18”x40”
2019

Fossil Dinosaur
Silkscreen

22”x40”
2019

Abir 
Arafeh
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HABITAT 
AND URBAN MATTER
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Color Reflection XX
Monotypes mounted on wood panels, 
66” x 37,5” 
2017

Color Reflection Xi
Monotypes mounted on wood panels, 
27.5” x 23” 
2018
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Agathe 
Bouton

My latest series of prints, Habitat & Urban Matter 

is inspired by urban landscapes - both new and 

modern as well as old, decaying and seemingly 

out-dated. How we see has changed, and I think 

this also changes how we perceive and value the 

urbanism around us. New buildings are decorated 

with multi-colored neon strips, old buildings are 

preserved but re-invented for modern living. My 

work evokes reflections of the lives lived within 

these spaces, as well as the lives of the buildings 

themselves. I do this through playing with translu-

cency and transparency, amongst other techniques. 

In my “color reflections” work, which is inspired by 

the patchworks of broken windows in older build-

ings with their mirrored images of sky and nearby 

buildings, I have put the prints onto wooden panels 

giving them both a 3-D pixellated quality, the works 

can also be expanded to any scale. In this way 

my work transmutes decay and deterioration into 

serenity, story, and hue.

New buildings are decorated with multi-colored neon strips, old buildings are 
preserved but re-invented for modern living.
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Architecture I
Monotype & collage,
print 12.5” x 21.5” on 24” x 36” paper
2016

In-Between
Monotype & collage,
print: 11” x 21” on paper: 24” x 36”
2016
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Habitat II 
Monotype & collage, 
print: 24” x 15”on paper : 28” x 20”
2016

In this series I mostly work with monotypes, ap-

plying fine coat of inks onto plates and using mask-

ing paper to reveal the composition. Each print is 

created by playing with superposition of plates, 

colors and moving masking paper to different 

places each time. I’m working with reduced pal-

ettes of grays, blues, and browns, the color thereby 

appears in different halftones, shades and densities.
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PETER MILTON: 
GOING FARTHER, 
GOING DIGITAL

Peter Milton
Winterscape VII
Lift-ground etching and aquatint
5”x7”
1967
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Brian 
D. Cohen 

I recall a wonderful lecture by Marjorie Cohn, 

Emerita Curator of Prints at the Fogg Art Museum, 

where she speculated about what Rembrandt 

might have done had he known about aquatint 

(which wasn’t invented until right around the time 

of his death). We won’t ever know (nor what Bach 

might have composed for piano, for that matter). 

Technology doesn’t move at the pace we might 

wish for, even in retrospect. For the consummate 

engraver Peter Milton, by dint of longevity, the 

accelerated pace of technology, and above all the 

single-mindedness of his creative aims, the right 

tool did come along. Since 2008, when Peter was 

already in his 70s, he has used a computer to 

develop his imagery, but if you ask him, his artistic 

preoccupations have remained stead and consis-

tent for over fifty years, and haven’t changed a bit 

since he went digital.

Save for this recent kismet of technology, Peter 

had been pretty much always out of step with what 

was going on around him. Peter describes being 

in the Yale MFA program in the late 50s when 

Abstract Expressionism was in full swing. That 

movement glorified the broad, autographic gesture 

writ large. Peter’s work from this time nominally 

acknowledges the graphic language of Abstract 

Expressionism, though he was not interested in the 

emotional intensity, existential drama, and gran-

diloquent gesture and scale of the dominant idiom. 

From his early work Peter showed a predilection 

for delicate textures, repeated marks, and tiny 

incidents. One interesting feature of his early prints 

is the encroachment of what appears to be foul 

biting, a kind of (usually) unintended surface noise, 

that Peter had in fact laid down deliberately to act 

as an accretion of marks and minute gestures, and 

which prefigure his future mark-making. (Winter-

scape, VII, 1967)

Peter prints his computer-developed images both as digital prints on paper and 
on translucent film called Duratrans for display on LED lightboxes. The latter 
prints have the enviable ability to produce actual light. For an artist who has 
worked with the reflected white of printing paper against black ink to create 
images of unsurpassed luminosity, the enhanced radiance of the backlit prints 
is astounding.
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Peter describes his way of working in the 1960s. 

He would set up a rough collage of documentary 

photographs from which he drew directly onto the 

copper plate with lift ground *. This photographic 

collage served as a model that he observed and 

drew directly from, but did not transfer to the 

plate (The Garden, 1968). Later he began to draw 

in ink on transparent Mylar instead of directly on 

the plate, assembling different Mylar drawings into 

collages that he would photographically transfer 

onto the copper via a light sensitive ground. He 

created in the Mylar a granular textured field (not 

proprietary of trade secrets, he once showed me 

how he does this, by offsetting a mottled layer of 

ink with a roller onto the Mylar film). At this point in 

the development of his work the trace of his hand 

all but disappeared, leaving a minute gestural grain, 

a topographical matrix, throughout the larger part 

of each plate.

For The Jolly Corner series (The Jolly Corner, III: 6, 

1971), which comprised twenty-one images, Peter 

developed a method of working from a few large 

Mylar drawings that he would reconfigure, repeat, 

and transfer to different positions on different 

plates. He used this approach for all his subsequent 

work on copper. He often works within a series, and 

this appropriation, reassignment, and variation of 

Peter Milton 
The Garden
lift-ground etching and engraving
18”x24”
1966
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imagery gives his work a sense of evocation and 

echo, as well as dislocation, from one print to an-

other. For an artist who can spend as much as a full 

year developing a single etching, this approach also 

allowed him to be much more efficient and prolific.

Peter describes himself as a “collage artist,” 

though he says this with some ambivalence. He 

explains that this term belies the passion for seam-

less continuity that he nurtures (and also modestly 

fails to acknowledge the highly developed drawing 

skills beneath all his work). Underlying the extraor-

dinary control, resolution, and detail of his work in 

copper is an improvisatory approach of layering, 

repositioning, echoing, definition, and disappear-

ance. His prints are remarkably erudite, psychologi-

cally overdetermined, and surprisingly, not very 

calculated. In a recent interview, Peter said, “when I 

begin an image, and even when I’m halfway on the 

road to finishing it, I have very little sense of how it 

will end. With luck, something happens, an improb-

able connection occurs: and magically, everything 

suddenly makes sense. Leaving open the possibility 

of the unexpected is exactly where the art in the 

artist resides.” 1

Peter Milton 
Jolly Corner III:6
Resist-ground etching and engraving
10”x15”
1971

1. Rotstein, J.R.U. (2017). Abstraction in the Details: 
 An Interview with Peter Milton. Manuscript submitted 
 for publication.
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He roams freely among icons and images from 

novels, movies, historic transportation, natural phe-

nomena, portraits of celebrated artists (including 

himself), visual puns, birds, dogs, wolves, dancers, 

fairies, dirigibles, and characters from film, art, and 

literature such as Rudolph Valentino, Marcel Proust, 

Degas, Mary Cassatt, John Singer Sargent, Georges 

de la Tour, and Nijinsky. Peter shows a particular 

kinship with the ideas and iconography of the first 

decade of the 20th century, and a nearly obsessive 

relationship with Henry James, whose approach 

to consciousness, perception, and point of view 

Peter’s work parallels. Though novelistic, a narrative 

thread won’t be found in these prints; time is sus-

pended, scale recalibrated; he is not driven to push 

the narrative logic and eschews a settled notion of 

coherence and order. The fractures, disjunctions, 

and odd recurrences evoke a sense of playfulness, 

discovery, and a kind of benevolent haunting in 

which luminous forms (a bird, or a white shirt, 

gaslight, whisperings of smoke and fog) enter and 

retreat within architectural space with the unpre-

dictability of subatomic particles. It is working 

within this sense of uncertainty, and by subverting 

timing, gravitation, and the basic Renaissance 

premise of viewing one place at one time, that 

Peter discovers, through iteration after iteration, 

a logic and connectedness all his own: “I exist in 

a multiple and random world and the focus of my 

work is to impose coherence—a sort of logic—on 

Peter Milton 
Points of Departure II: Nijinsky Variations
Resist-ground etching and engraving
24”x38”
1996



Peter Milton 
Finished Sight Lines 1: Tracking Shot
Gravure etching
30”x44”
2008
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that randomness, all without destroying any under-

lying sense of the ever-surprising and profoundly 

unaccountable nature of my, or of anyone else’s, 

reality...” 2 His incongruities and artifices again 

remind us that he is in control, and that logic is not 

a given but a construct and a discovery. (Points of 

Departure II: Nijinsky Variations, 1996). 

Peter surprised me by asserting that he was 

always willing to make very significant changes 

even on the copper plate. (I was surprised be-

cause the apparent extraordinary seamlessness 

of his printed surfaces reveal none of the changes 

of mind, the frustrations, the toil or residue of 

scraping and burnishing a copper plate and 

resurfacing the metal.) To get a sense of the varia-

tions of Peter’s prints from state to state, look at 

his website https://www.petermilton.com/ under 

Animations – it’s stunning what he was willing 

to add to and take away from the copper. His 

insistence on pushing a plate to an unpredicted, 

unplanned, and generally improvised conclusion 

caused him to invest so much time and effort into 

a plate that the work itself began to feel tired and 

Peter himself frustrated. He began to believe that 

he had learned all he could in traditional printmak-

ing. The copper no longer contained mysteries, 

nor was he wedded for life to the conceits of the 

traditional print (the limited edition, the bravura of 

mastery, the craftsmanship), despite having few if 

any equals in this regard. 

2. Ibid.
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In the mid-2000s some friends suggested that 

a computer might be a great way to organize his 

visual material. He took them up on the idea, teach-

ing himself Adobe Photoshop (with a little help 

from a young geek). After a full year of frustration 

and stumbling, he produced his first all-digital print, 

(Finished Sight Lines 1: Tracking Shot), in 2008. 

Peter discovered that the layering approach of 

Photoshop was the perfect tool for exercising his 

collaging impulse, extending his former practice 

of placing and regrouping his drawings on Mylar. 

Working at 1200 dpi, Peter creates up to 3,000 

layers, placing, altering, redrawing, eliminating, 

and moving imagery, much as he’d done in cop-

per. Peter is omnivorous as ever in appropriating 

imagery, browsing through or scanning from books, 

the Internet, and his own photographs and earlier 

drawings and intaglio prints.

Peter prints his computer-developed images 

both as digital prints on paper and on translucent 

film called Duratrans for display on LED light-

boxes. The latter prints have the enviable ability to 

produce actual light. For an artist who has worked 

with the reflected white of printing paper against 

black ink to create images of unsurpassed lumi-

nosity, the enhanced radiance of the backlit prints 

is astounding.

When we sat down in his studio in the summer of 

2017 Peter was digitizing and reworking a series of 

drawings he had done in the 1980s based on Henry 

James’ Aspern Papers. One especially luminous 

interior was newly occupied by the figure of Henry 

James himself (again), who broke the frame, defy-

Peter Milton with Lightbox II
Photo by: Britain Hill
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ing spatial logic, and went about making sure the 

whole visual system didn’t fall in place too neatly. 

Peter’s wide-ranging imagery, his repetition, revisit-

ing, and variation of particular motifs and thematic 

threads, and his extraordinary concern for detail 

are remarkably nourished in his digital work. Care-

fully controlled harmonies, sly dissonances, and the 

contrast of crisp edges against dissolving pas-

sages still distinguish his work, as these qualities 

have for over fifty years. Nonetheless things have 

changed; there is no matrix, no tangible surface to 

work from, and as such no tactile character to the 

surface and no depth to the ink (especially in unre-

lieved areas of grey); the disjunctive imagery seems 

a little too disjointed, as if not every form wholly 

belongs to the same world; and a few things take a 

little getting used to, like the availability of different 

size prints from the same image (which is of course 

impossible in intaglio). 

Beyond the shift to vastly different input and 

output, digital manipulation, and LED presentation, 

Peter has had to contend with the adjustment of 

the market and the critical response to this work, 

which has ranged from accusations of betraying 

tradition to a guarded admiration for his ability to 

learn new tricks at his age. For someone never re-

ally in step with the theories and movements in the 

art world, he is intrigued and maybe a bit surprised 

by his newfound synergy with today’s digital media. 

I asked him if he had any nostalgia for working in 

copper and he said he does miss the intimate touch 

and elemental physicality of intaglio, and perhaps 

something of its risk and immediacy. He quickly 

added that he is engrossed in the new process and 

all the surprises it offers. Peter then urged me to 

hold onto my engraving tools, reminding me that 

young people these days are digitally fluent, but 

the archaic skills in metal are hard-won and seldom 

practiced now. Peter himself, who created prints of 

monumental power, mystery, and distinction from 

copper plates, arrived at a place of fatigue and 

frustration after decades of painstaking and pro-

longed work. Digital technology renewed his vision, 

fueled his imagination, and furthered his expres-

sion. He has no misgivings about going farther.

* Lift-ground aquatint -- A form of intaglio printing 

in which the artists draws with a specially formu-

lated ink on a metal plate. The plate is then covered 

with an acid resistant ground and immersed in 

water. The characteristics of the drawing medium 

(which may be applied with a pen or brush) allow 

it to dissolve and work through the acid resistant 

ground. When bitten in acid, the final result re-

sembles pen or brush work. 3

This article was first printed in the Journal of the 

California Society of Printmakers 2018. 

3. www.spencerart.ku.edu/collection/ 
 print/glossary.shtml
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KALEIDOSCOPIC 
UNDERSTANDING 
OF SELF

Camouflet
Handcut inkjet print, stainless steel chain, 
metal grommets, steel shanks, 80”x44”
2019

Photos: Clare Gatto
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Camouflet (Detail),
Handcut inkjet print, stainless steel chain, metal grommets, steel 
shanks, 80”x44”
2019

Christopher 
Corey 
Allen

Allen explores ways of existing outside of norma-

tive understandings of the subject as contained 

and intended for progress. They draw a relationship 

between the messiness and fluidity that character-

ize their own subjectivity and the always in-process 

construction of identity. In this, oppositional no-

tions of success and failure are broken down, and a 

kaleidoscopic understanding of self is possible.
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Camuffare 
Handcut inkjet print, stainless steel 
chain, metal grommets, steel shanks
80”x44”
2019
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Spostamento di Morbido
Handcut inkjet print, stainless steel 
chain, metal grommets, steel shanks
42”x24”
2019
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IF YOU WANT 
TO UNDERSTAND 
RISO, ASK 
A BOOMER

— NO, 
REALLY
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This past Summer I reluctantly left behind the love 

of my life for greener pastures. No longer would I 

be screen printing t-shirts emblazoned with logos 

of weird dairy farms or misbegotten hockey slo-

gans. Instead, I would be embarking on a mission to 

learn how to competently use a Risograph machine 

and get paid for it. I did, however, botch one of 

the key questions of my interview*. When asked 

“so, what do you know about Riso?” my answer 

was less than elegant. “Well. Uh. It’s kind of like 

if an auto screen-printing unit and a photocopier 

spawned some offspring, right?” The reply was, 

simply, “Uh – I guess”.

This is an easy enough mistake to make. I’ve had 

plenty of passing conversations like this about this 

seemingly new print form**, including the one in 

which I was told the above information. It seems 

as though there is a bit of confusion about how to 

best understand this medium. As it turns out, it’s 

a bit more complicated, and unique, than some 

vague comparisons could ever illuminate. Worse 

still, I should have known that. Not because it’s 

necessarily common knowledge. But at one point 

I owned a Mimeograph machine. What’s a Mimeo-

graph machine? I’m glad you asked.    

Commercial duplicating machines, including the 

Mimeograph, are actually a closer relative to the 

Risograph printing units than screen-printing, 

photocopiers, laser printers or offset presses – all 

of which Risography is frequently compared to. 

Further, the phenomenon of duplicating machines 

comprises the scaffolding on which the ubiquity of 

photocopy technology was built. Yes. Duplicators 

walked so copiers could run.

The lineage of duplicators begins with the 

Mimeograph. Early versions of this technology, 

including the forebears the Papyrograph and the 

Edison Diaphragm Mimeograph, do function a bit 

like screen printing. You can see images of the 

latter online. It actually looks really cool. But once 

we take a look at slightly later models, it’s easy to 

see the resemblance to contemporary Risograph 

technology.

Henry 
Gepfer

Commercial duplicating machines, including the Mimeograph, are actually a 
closer relative to the Risograph printing units than screen-printing, 
photocopiers, laser printers or offset presses – all of which 
Risography is frequently compared to.
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If we isolate the basic tech of the rotating ink 

drums and paper master stencils used in Riso-

graphic printing, it’s hard not to be reminded of the 

rotary Mimeograph machines produced by AB Dick 

as well as the similarly equipped Gestetner Cyclo-

style duplicating machines developed 120 years 

ago. These duplicators frequently utilize a flat-bed 

design with a round rotary ink-drum around which 

is wrapped a paper-based stencil. Early units oper-

ated by hand crank while later units became fully 

automated, feeding paper sheet by sheet.

The scope of duplicating machines occupied a 

usage that necessitates quantities between the 

minimal capacity of hand-made carbon copies and 

the excessive possibilities of a commercial print 

house. This made duplicating machines perfect 

for use in schools, offices and churches. Because 

of their accessibility, and maybe also because of 

their aesthetic quirks, duplicating machines were 

frequently utilized in early to mid-century fan-zine 

communities, a democratizing pre-cursor to the 

advent of Xerox.

The brief account that I can give here doesn’t 

manage to scratch the surface of the depth and 

breadth of history related to duplicating devices 

- which may come as a surprise because these 

machines have all but vanished from our cultural 

awareness. But, now, in the midst of a bona fide 

Riso-boom, if we want to have any true vision of 

what we’re working with, it’s more important than 

ever that we begin digging into this history.

One starting place is the incredibly rich RISOMA-

NIA: The New Spirit of Printing by John Z Komurki. 

RISOMANIA provides a solid history of Risography 

and fills in many of the gaps on duplicating 

machines. Another wealth of information can be 

had on Youtube where you can see many of these 

antiquated devices in action. Some of the videos 

are especially exciting because the folks operating 

them (and the folks in the comments sections) 

share wonderful stories of their early adventures 

in printing using duplicators. Seeing the machines 

in action – smelling them in action – triggers such 

wonderfully fond memories. Since this technology 

was widely used in schools, offices and other local 

cultural institutions, it’s entirely likely that you know 

someone who remembers these machines – my 

mom certainly does. I’d advocate that maybe 

you start your adventure by talking to the people 

in your lives who would have been alive prior to 

Xerox. What an exciting way to learn about your 

favorite pastime and deepen your relationships, 

huh?

*I did end up getting that job and have been hap-

pily learning the ropes of Risographic printing.

**The Riso Kagaku Corporation was founded in 

1946 and the first Risograph Digital Duplicating 

machine was introduced in 1986.
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BLINDED 
BY THE LIGHT

Jared Barbick
After Charging 
Through the Darkness
Woodcut on 
BFK Rives paper
16” x 20.5”
2019
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manipulate via the internet, and what does that 

look like in the Central Valley of California from one 

artist’s point of view?

Because of this lack of transparency found on-

line, as a printmaker artist I think it is our duty to 

bridge the gap. To bring honesty and directness 

to the people. To do the research, and to find 

the most engaging and straightforward way to 

deliver the facts. Myself as well as other artists 

in the central valley have tried to bring poignant 

information to the public in as direct a way as 

possible so as to filter out the noise and allow for 

true dialogue on important conservation and civil 

rights issues.

Defining the Terms: When we think of transpar-

ency in contemporary society, many people 

automatically go straight to the definitions of 

honesty and openness. This runs counter to previ-

ous interpretations of the terms over the past 100 

years in America. Previous interpretations of the 

terms really meant “relative honesty” and “pre-

screened openness.”

In contemporary society, the phone has become 

the nervous system of information for many. It both 

actively and passively influences what we hear, 

see, think, feel, and do. But, there are reasons why 

people turn to the phone and internet. At our core, 

we are striving for truth in a world where truth is 

continuously an abstraction and difficult to lay 

fingers on. It is because of this lack of transparency 

in information given to us via the internet that 

we spend countless hours engaged in scouring 

through page-after-page, image-after-image, and 

link-after-link of spelunking through the digital 

darkness in hopes of catching a glimpse of real 

truth. Considering this, should works of art strive 

to offer information with the desired transparency 

that current governments, politicians, and online 

company executives refuse to honor and even 

Jared 
M. Barbick

Because of this lack of transparency found online, as a printmaker artist I think 
it is our duty to bridge the gap. To bring honesty and directness to the people. 
To do the research, and to find the most engaging and straightforward way to 
deliver the facts.
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Well, those ideals run in constant opposition to 

what people want and expect. Hence, why groups 

and organizations have been birthed whose entire 

purpose is to expose the real truth of what is 

happening.

The other key elements that are critical for us to 

address relate to the kind of information provided 

and the vehicle with which information is deliv-

ered. In today’s world, and mainly because of the 

internet’s influence, people want to see information 

delivered that fulfills these criteria: a) it is narrative 

based, b) it is relevant to their lives, and lastly, c) it 

is about real world problems that impact them.

With these terms defined and the major ele-

ments expected by the public clarified, now we 

can see why the artworks I and others from the 

Joseph Tipay
Freedom Letters and Prison Letters
Woodcut / Monotype
Each 60” x 37”
2014
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Central Valley have created strive to meet these 

criteria. One dynamic artist who recently moved 

to Bakersfield, Joseph Tipay, did an entire series 

of works (woodcut prints) designed around the 

theme of incarceration and the impacts it has on 

people’s lives. These works were bold, honest, 

unflinching and were told from the point of view 

of someone who lived it. In one of his works titled 

“Freedom Letters” from 2014, his work commu-

nicates viscerally with the viewer about what it is 

like to write to a father in prison and what filtered 

communication means. The work is unflinching 

and illustrates the exchange from both perspec-

tives, father and son, simultaneously. The scale 

of the work is also a part of the honesty. It is 

huge, standing larger than 5 feet tall, each image 

directly contrasting the modern phone screen, 

and commanding your attention. The larger work 

allows the viewer room to breathe permitting the 

body to relax as the viewer considers the image 

versus the strained examination of the phone so 

many are used to today.

Another work from Joseph is his woodcut titled 

“Blocks” from 2016. In this work we clearly see that 

the impact of having an incarcerated relative can 

lead to a distortion on the home-front. Instead of 

kids playing with blocks building schools or mag-

nificent exotic office complexes, they create pris-

ons. They build what they see most often, what is 

closest to their own world. And the impact of those 

blocks leaves an echo that stays with the child for 

years to come and colors the lens with which they 

see the world. Again, the scale of the work coupled 

with the powerful imagery tells a narrative that 

people can relate to. That people want and need 

to hear, and that is not screened by a select few in 

order to hide the truth. His works have been fea-

tured in many exhibitions and shows from We Rise 

L.A. to the 12th and 13th Annual California Centered 

Printmaking Show in Merced, Ca.

Where Joseph offers a clear passage into the truth 

that incarceration has on families, conversely, I 

focus my attention on providing clarity about the 

human impact on animals, the need for animal 

conservation, and other social issues such as gun 

violence and racism. 

Jared Barbick
Molding Monsters
Woodcut on BFK Rives paper
15” x 22”
2017
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Not long ago, in January of 2017, I created a 

print that directly reflected the pervasive danger 

of social media, racist family values, and other 

prejudicial forms of information. The print was 

titled “Molding Monsters”. It was featured in the 

California Society of Printmakers Publication and 

was included in the “Ink, Press, and Repeat” show 

at William Patterson University. In that work I at-

tempt to cut through the noise and show people 

what dangerous communication has on children by 

illustrating a young girl of no discernable race play-

ing with Klansmen dolls. In her room we see a tv 

with the Trump/Pence Twitter logo, a confederate 

flag bedspread, and speakers jettisoning out of the 

wall which symbolize how the parental attitudes 

have contributed to her actions. Through striking 

imagery, a narrative structure and clear symbolism, 

I strive to bring people face to face with the reality 

of heightened racist attitudes that we are experi-

encing.

Where racism has been a constant issue that we 

battle with here close to home in California and the 

greater United States, so too do we need to pay 

attention to issues abroad. In order to bring atten-

tion to the fact that park rangers in much of Africa, 

India and other countries are being slaughtered 

due to poor safety measures, I created a print 

called “After Charging Through the Darkness”. This 

print attempts to clearly communicate in no uncer-

tain terms that we need “militarized conservation” 

in Africa and India to protect these park rangers 

who risk life and limb to save these endangered 

or threatened animals. In the print, the African 

elephant emerges from the darkness returning the 

park ranger home after he has paid the ultimate 

price to save the elephant.

Jared Barbick
Who’s Next?
Woodcut on paper
10” x 20”
2019
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Most recently, due to the lack of company respon-

sibility, I created a print titled “Who’s Next” that 

addresses gun violence and schools. Typically, the 

focus falls on the perpetrator and almost never 

do we call the gun companies out and hold them 

directly responsible. The gun companies have al-

ways been protected for various reasons. This print 

addresses the gun companies lack of responsibility 

for and blatant disregard for school shootings. In 

this image people clamor for an AR-15 weapon as 

a clown (symbol for gun sellers) sponsored by the 

top 5 gun companies (Sig Sauer, Glock, Smith and 

Wesson, Ruger, and H & K) hands out guns like 

balloons. In addition, he distributes the guns right 

in front of an elementary school whose name is 

symbolic. This work strives to be as direct as pos-

Joseph Tipay
Blocks
Woodcut on paper
50” x 37”
2016

sible so people get the honest truth about whose 

products are being used while pointing a finger at 

gun sellers, highlighting their complicit nature and 

lack of responsibility to the public need.

As we can see, through the use of narrative design, 

commanding size, and strong direct subject matter, 

Joseph Tipay and I have tried to improve the trans-

parency of information for people in the Central 

Valley and whoever sees these works. The ultimate 

goal is glasslike transparency on these social issues 

so that the people can privately consider, engage 

in, or create dialogues around current issues 

relevant to their lives with the hopes that those 

conversations will result in meaningful action and 

real change.
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Structure #2, 
Hidden Lines, 
Fragile 
Frameworks 
Drypoint 
on Mullberry 
and Gampi 
Japanese 
paper
60” x 40”
2019
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These sketches are then redrawn until the forms 

take on a life of their own and point us towards a 

world that we recognize, but that isn’t quite real, 

an abstracted form of delicate architectural shapes, 

built from the tessellations of memory and materi-

als that emphasize the skeletons that exist beneath 

the skins of our built environments.

By simplifying and focusing on the delicate 

patterns and shapes that lie unseen beneath the 

surface of the architecture around us, Robinson is 

creating a rhythm that runs through this Suite of 

prints that draws attention to the vulnerability and 

unpredictable future of contemporary city life. Ex-

treme weather and climate change not only affect 

the natural world but have devastating impacts on 

our infrastructures and cities.

The suite of 8 Drypoints is made up of 5 varied 

editions, no two sets of 8 prints within the suite 

are the same.

Unique set #5 

Structure #1 ‘Vestige’ and ‘Blueprint’ 

Structure #2 ‘Vestige’ and ‘Blueprint’

The premise for this a Suite of 8 monumental 

(100cm x 150cM or 42” x 60”) Drypoint prints on 

Japanese paper, ‘Hidden Lines, Fragile Frame-

works’, is to explore notions of fragility, form, sym-

metry and the transience and impermanence of our 

ostensibly permanent urban frameworks.

Robinson’s work is rooted in her adherence to the 

importance of observational drawing done on site. 

Jenny 
Robinson

These sketches are then redrawn until the forms take on a life of their own and 
point us towards a world that we recognize, but that isn’t quite real, an abstract-
ed form of delicate architectural shapes, built from the tessellations of memory 
and materials that emphasize the skeletons that exist beneath the skins of our 
built environments.
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Structure #1, 
Hidden Lines, 
Fragile 
Frameworks 
Drypoint on 
Mullberry 
and Gampi 
Japanese 
paper
60” x 40”
2019 P
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The installation of Structure #1 and #2 layers the 

two prints over each other, allowing the Gampi to 

float weightlessly above the more substantial im-

age of the blueprint on mulberry paper. Together, 

the layers create a shift of focus, glimpses of the 

underlying blueprint can be seen as any slight 

movement of the Gampi reveals its original be-

neath.

Installation shot, 
structures #1 and #2 Hidden Lines, Fragile Frameworks 
Drypoint on Mullberry and Gampi Japanese paper
60” x 40” (150cm x 100cm)
2019

This stratum represents both the inception, (the 

original Blueprint), and the final traces, or echo’s, 

of the architectural forms in time with the choice of 

papers being central to the work.
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TRANSGENERATIONAL 
VISION: 
THE EMPATHETIC 
PAPERWORK OF 
EMMA AND TAHIR 
CARL KARMALI
Emma Nishimura 
An Archive of Rememory 
Photoetchings and photogravures on handmade flax 
and abaca paper folded as furoshiki. 
approx. 3 × 3 × 2.5”. On-going series, 2016-present. 
Photos Courtesy of Elizabeth Berezansky for IPCNY
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paper processes. Nishimura’s work focuses on her 

Japanese-Canadian heritage, addressing complex 

and underrepresented narratives of Japanese-

Canadian internment during World War II. Karmali’s 

personal relocation from Nairobi to New York and 

his subsequent document soup relates familial lines 

of relocation to contemporary bureaucracy. Very 

specific and poetic narratives present themselves 

throughout the exhibition, but also a broader and 

potent context for lines and paper runs pervasive. 

The entire exhibition conjures a reflection on words 

by Tim Ingold regrading lines and memory:

“The past in short, does not tail off like a succession 

of dots left ever further behind. Such a tail is but a 

ghost of history, retrospectively reconstructed as 

a sequence of unique events. In reality, the past is 

with us as we press into the future. In this pressure 

lies the work of memory, the guiding hand of a 

consciousness that, as it goes along, also remem-

bers the way. Retracing the lines of past lives is the 

way we proceed along our own.” 1

1. Ingold, Tim. Lines. Routledge, 2007, pp.122. 

Paper Borders is the first curated two-person 

exhibition at the International Print Center New 

York, linking concepts and materiality between 

artists Emma Nishimura and Tahir Carl Karmali. 

The exhibition has effectively highlighted both 

a metaphorical and literal representation of line 

and paper through the lens of transgenerational 

vision. Both artists delicately approach difficult 

subject matter and physical matter through 

hybridized handmade paper and printed works 

that edge on sculptural forms and installation-

based experiences. Conceptually, Nishimura and 

Karmali challenge us to view differently, sometimes 

encouraging us to view text through a magnifying 

glass in order to read micrographic narratives, or 

by shifting our vision to contemplate the parallels 

between border filtration and physical handmade 

Johnny 
Plastini

The past in short, does not tail off like a succession of dots left ever further 
behind. Such a tail is but a ghost of history, retrospectively reconstructed as a 
sequence of unique events. In reality, the past is with us as we press into the 
future. In this pressure lies the work of memory, the guiding hand of a conscious-
ness that, as it goes along, also remembers the way. Retracing the lines of past 
lives is the way we proceed along our own.
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The following is a distillation of correspondences 

regarding the exhibition Paper Borders conducted 

in November 2019 between Johnny Plastini as 

facilitator/author with Emma Nishimura and Tahir 

Carl Karmali as artist interviewees.

Emma 
Nishimura

Johnny Plastini: Will you please describe the 

furoshiki process and why you choose to work in 

this way? How does the process of furoshiki imbue 

your printed images with meaning?

Emma Nishimura: Furoshiki is a traditional form of 

Japanese packaging, in which a square of cloth or 

paper can wrap a gift or protect valuable objects. 

Drawn to this multi-functional wrapping tech-

nique, I was intrigued that during the Japanese 

Canadian internment many people would have 

wrapped up their belongings this way to transport 

them to the camps, while my main exposure to 

this wrapping technique was through gift giving. 

Considering the layered history of this tradition, I 

wanted to explore how the memories associated 

with the Japanese Canadian internment have been 

quietly stored and packed away. How does one 

sort, contain and navigate the weight of individual 

memory? How does trans-generational memory 

get passed on? Is it possible for these fragile, 

elusive and multi-layered stories to be made 

tangible? 
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JP: How specifically do you link and re-contextu-

alize printmaking processes with furoshiki through 

the series, An Archive of Rememory?

EN: Within the series, An Archive of Rememory, 

I worked with photo-intaglio and sculptural 

papermaking processes, and created hundreds 

of bundled objects that appeared to contain an 

assortment of objects and have varying illusions of 

physical weight. Using photographic images from 

family albums (my own, as well as others) I created 

photo-etchings and printed these onto hand-made 

paper before bundling the forms into furoshiki. 

Small details were accessible when viewed from dif-

ferent angles, yet the complete photographs could 

never be fully seen. Stories and memories were 

packaged and archived, revealing some moments, 

while concealing others. 

JP: Interviewing people who personally experi-

enced internment plays a major role in the develop-

ment of your work. How do you balance what to 

reveal and what to conceal, when navigating the 

intimate narratives of interviewees? 

EN: Interviewing people who personally expe-

rienced the Japanese Canadian internment, as 

well as those deeply connected to those stories 

– friends, family members, and subsequent gen-

erations who grew up with those narratives (or 

a lack of them), has been a main component of 

my practice. I have worked with transcriptions of 

these interviews and incorporated them directly 

into the work.

Emma Nishimura
An Archive of Rememory 
photoetchings and photogravures on handmade flax 
and abaca paper folded as furoshiki. 
Each furoshiki approx. 3 × 3 × 2.5”. 
Installation dimensions variable. 
On-going series, 2016-present.
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Some of the text is legible, while other elements 

are completely obscured by layering the text on 

top of itself. Each print, and my whole practice in 

general really, is a balance between revealing and 

concealing information. These stories haven’t been 

told or shared widely for a variety of reasons, and 

so through my practice, it’s about sharing some 

elements of the stories, and exploring some of 

the reasons that these stories haven’t always been 

talked about. 

JP: How did the landscape of Japanese-American 

internment camps differ from Japanese-Canadian 

internment camps? Does your work directly ad-

dress the idea of different types of physical as well 

as psychological internment structures?

EN: While many of the Japanese American 

internment camps were located in the desert, 

surrounded by watch towers and barbed wire 

fences, the Japanese Canadian internment camps 

were mainly located within the interior of British 

Columbia. Barbed wire fences surrounded some 

camps, but mainly the mountains served as the 

geographical boundaries for the camps. There 

was usually one road running through the camp 

and an RCMP officer would be stationed at each 

end. There was no need for further levels of 

enforcement. In a few different series of works, 

both two-dimensional and sculptural, my work 

explores this geography. My series Shifting Views 

and Locating Memory explore the area in and 

around where my grandmother was interned and 

seeks to invoke the complex memories that this 

land has witnessed as well as piece together some 

of its history. The series Constructed Narratives 

uses transcribed text to map the interior of British 

Columbia and the key areas associated with the 

Japanese Canadian internment. As the geography 

changes, so do the stories, revealing the historical 

climate of the day, first-hand accounts of intern-

ees’ experiences, fictional tales, as well as a look at 

how the landscape was and still is encountered.

JP: Micrography, deep material investigation, and 

printed representational imagery synthesize mul-

tiple layers of imbedded content in your work. Will 

you please discuss how both verbal and non-verbal 

mechanisms communicate effectively in your work? 

Do you employ printmaking as a medium for visu-

ally translating or transcribing text to image?

EN: Process is a very important aspect of my 

work. From conception of an idea to its final 

completion, I am constantly learning, experiment-

ing and challenging myself. Each decision I make 

in terms of process, I try to ensure that it is con-

ceptually linked to the ideas I’m investigating. The 

process of micrography, of handwriting different 

texts directly onto my etching plates at a very 

small scale, is an extremely slow process. Through 

this transcription process, I sit with the stories 

in a very different way than when I read or listen 

to them. Embedding these stories, etching them 

into copper, also feels like I’m able to make these 

narratives more permanent.
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Tahir 
Carl Karmali

Johnny Plastini: How does your work discuss the 

colonial history of Kenya through “new eyes”? 

Will you please describe the relationship of this 

history to your relocation experience from Nai-

robi to New York?

Tahir Carl Karmali: Working with the practice of 

making paper allows me to draw attention to the 

material. This process helps me point towards 

the material as a device to enforce and control 

people within boarders. Using my own family 

history and my personal story gives me a mean-

ingful source material to communicate these 

ideas. When it comes to migration, this project 

highlights the world’s imperialist history and how 

it echoes through the world. I wanted to use my 

relationship to New York because of New York’s 

reputation and history with immigration.

JP: Do you artistically view the visa application 

process and its subversion as a form of non-

representational self-portrait? What role does 

representational imagery play in your work?

TCK: I do think of it as a self-portrait and as I have 

worked more on this project it has become less 

representational. The entry point for most viewers 

is the representational imagery and graphic design, 

it allows people to easily grasp with the source of 

where these ideas are from. As lead on, you begin 

to discover more abstract concepts like authentic-

ity and nationality.
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Tahir Carl Karmali 
PAPER:landscape 
Handmade paper pulped from photocopied government-issued 
identification documents and commercial paper; with aluminum 
mesh, photocopy collage, rust transfer, and other mixed media 
collage. 
Installation dimensions variable
2017
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JP: How does physically pulping your own paper 

from photocopied documents relate liminality in 

your work? Is there a ritualistic relationship for you 

between both tangible repetitive processes and 

seemingly intangible bureaucratic processes?

TCK: Paper is made through the act of filtering 

pulp from water and this act of filtration is how our 

borders are managed. Then deciding which paper 

is allowed to cross into the landscape.

The repetition in the making of the work also adds 

to the idea of ritual and persistence. I, for the sound 

of mind and concept, have to use sheets of paper 

that have been assigned a purpose by the print 

that sits on it for the pulping process - it charges 

the material with intention. The act of doing so 

has somewhat liberated me from them, I guess it 

becomes cathartic. 
JP: Decisions about transparency or the opacity 

of your handmade papers seem to offer a critique 

of dehumanization or at least a comment on 

socio-political dynamics. How do formal decisions 

enrich the narrative of your work? Specifically, I am 

thinking of the organic quality and individuation of 

the deckled edge on a handmade piece of paper 

versus the clinical and dry cut of an industrially 

produced piece of paper.

TCK: I try to push the material to more organic 

shapes and leaving the deckled edges allows me to 

reference the natural behavior of the paper. Though 

they still retain the rectangular “Legal” size ratio, 

their handmade quality and irregularity draw atten-

tion to the paper itself rather than just the imagery 

that rests on it. There are a lot of ridges and rust 

marks in the paper that make it look almost like 

an aerial landscape or a feeling of rock. In the 

installation pieces like PaperScreening, the natural 

movement of the paper allows me to create similar 

landscape abstractions or create these kinds of thin 

scatter cloud affects.
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QUESTIONS FOR BOTH 

NISHIMURA AND KARMALI

Johnny Plastini: Do you anthropomorphize the 

materials and processes associated with your 

work?

Emma Nishimura: I wouldn’t say that I really 

anthropomorphize the materials and processes as-

sociated with my work, but over time I have come 

to view my series Collected Stories as a series of 

portraits. When I look at those specific prints, I 

can easily conjure up the different story tellers and 

remember our conversations and the memories 

contained/transcribed within the prints. On the 

days that I print and make my sculptural furoshiki 

bundles, I often feel like I’ve spent the day with the 

family members whose photographs that I’ve been 

working with. It’s a lovely way to feel connected.

Tahir Carl Karmali: I tend to think that I use the 

materials and processes to expose landscapes. In 

relation to the body, I think of the symbolic nature 

of the filtration of people at borders and pulp at 

the deckle. 

JP: Does your work prepare us to consider dis-

placement and the ecology of underrepresented 

narratives more intimately? How does empathy 

play a role in your work?

EN: I hope that my work creates a space in which 

viewers can be introduced to these various stories 

or perhaps to the larger history of the Japanese 

Canadian internment. Each piece presents the 

stories in a different way, some are deeply personal, 

others are more abstract. Through these different 

levels of engagement and interaction I hope to 

invite viewers to look closely, ask questions and 

share their own stories.
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Emma Nishimura and Tahir Carl Karmali
Installation view of Paper Borders exhibition

2019
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TCK: Yes, my work, in general, is about the dis-

placement and movement of people and search 

for home - the PAPERwork project is on-going but 

part of a series of projects around this topic. I do 

empathize with the situations people are placed in 

that result in migration or search.

JP: Do you feel that it is your responsibility as an 

artist of diverse heritage to participate thoughtfully 

as a conduit for the fragile narratives of previous 

generations?

EN: Over the years, as my investigation of this 

history has continued to unfold, I have taken on 

a certain degree of responsibility in the need to 

record and capture this history. Especially now, as 

those who lived through the internment are getting 

older, it feels like there is an urgent need to docu-

ment this history more fully.

TCK: I do think that it is important to do so, but I 

don’t think it to be essential. I think it is important 

to be able to use the art for yourself and express 

your internal thoughts and emotions that aren’t 

necessarily framed within a context of oppression. 

With a lot of my projects, there will be works that 

are just about me and my life and emotions and 

existential thoughts. 

JP: The broader concept of mapping seems intrin-

sic to your work. How do you employ maps and 

processes of archival mapping to explain relation-

ships of space, time, or hereditary lines differently 

than the observed world of the present moment? 

EN: Locating memories, collecting stories and 

working through all that is not remembered, my 

series Constructed Narratives investigates a ge-

ography of story and its layered and complicated 

meanings. Mapping the spaces and landscape in 

which my paternal grandparents lived and worked 
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between 1942 and 1947, these prints explore a set 

of interconnected roads, rivers and lakes within the 

interior of British Columbia. Focusing on several 

different locations of Japanese Canadian intern-

ment camps, the section of road my grandfather 

was sent to work on during the war years and the 

city where my father was born shortly after the war 

ended, each piece flows into the next. Paths, roads 

and bodies of water, connect and break away. 

Fragmented and veiled, they whisper of a story, 

almost unreachable and unknowable, but there 

nonetheless. Working with historical and contem-

porary writings as well as novels that have shaped 

my encounters and understanding of this time and 

place in history, these etchings are composed of 

various passages and chapters of transcribed texts. 

As the geography changes, so do the stories, re-

vealing the historical climate of the day, first-hand 

accounts of the internees’ experiences, fictional 

tales, as well as a look at how the landscape was 

and still is encountered. An exploration of the 

physical map of experience, this work traces dif-

ferent paths, journeys and pilgrimages of three 

different generations of my family.

TCK: I see them constantly in flux and never solid. 

There is too much emphasis on our borders and they 

tend to create nationalistic ideals that later turn in to 

thought about ethno-states. Because of my history 

with economics, I can’t help but see the way that 

maps can be used for malicious economic intent.

JP: How do you view art as an effective catalyst 

for encouraging new ways of seeing or at least 

acknowledging diverse conversations? Does your 

work support cultural pluralism in society?

EN: I hope that my work creates a space in which 

viewers can be introduced to these various sto-

ries or perhaps to the larger history of the Japa-

nese Canadian internment. Each piece presents 

the stories in a different way, some are deeply 

personal, others are more abstract. Through 

these different levels of engagement and interac-

tion I hope to invite viewers to look closely, ask 

questions and share their own stories. In light of 

the global political climate that we are currently 

living through, I also think it is important that we 

recognize what has happened in the past, and 

the vast repercussions that it has had on differ-

ent communities, so that these same events and 

actions are not repeated.

TCK: I believe and try to create programs where 

I can speak with people during art-making activi-

ties to express my thoughts and hear others. I 

feel as visual artists once we put something out 

into view it has a way of inspiring action or even 

the simple act of representation and people hav-

ing the opportunity to feel acknowledged, their 

story is not singular.
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DO YOU EVER FEEL
(LIKE A

PLASTIC 
BAG):

JULIA 
MILBRANDT
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Do You Ever Feel (Like a Plastic Bag)
Lithograph installation 
dimensions variable 
2019

Julia 
Milbrandt 
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Feelin’ Bubbly
(installation view) 
Screenprint installation on glass 
6’x24’ 
2018

Feelin’ Bubbly
Screenprint installation 

on glass, 6’x24’ 
2018
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Untitled (Lingering)
Lithograph installation 72”x52” 

2018
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Welcome to My Party 
(installation view)
Screenprint installation on glass 
235” x 40” 
2019

Welcome to My Party 
Screenprint installation on glass 

235” x 40” 
2019
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Tinsel Topography
Lithograph 
18”x24” 
2019
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EMOTIVE 
LANDSCAPES 
THAT PLAY WITH 
VISUAL PERCEPTION

Gilded Dunes, Bodega Bay in Crimson 
Pochoir printed and drawn colored pastel on wax on panel

24”x54”
2018
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For my current body of work I developed a lo-fi 

printmaking method. Partly as a solution to my 

home bound studio practice with young children in 

the wings. Equally it’s a rising to the challenge of 

working printed images with wax, a luminous mate-

rial I’ve gravitated to for nearly 20 years. Utilizing 

digital technologies, hobby-grade fabrication 

machinery, & industry plastic materials I have been 

able to produce highly detailed pochoir screens 

in plastic, and use them to build up non-editioned 

mono prints in soft pastel on wax.

In my work drawn line patterns and rows of pochoir 

printed dots - forming photographic imagery, 

are laid in colored pastel over the surface of wax 

creating emotive landscapes that play with visual 

perception, place, time, and fictitious vantages.

Seeing through a veil of captured dots is something 

I came to very early in my arts literacy and print 

education. I was in my undergraduate years when 

Photoshop and the equipment needed to run it 

became accessible to everyday people. I almost in-

stantly figured out a way to bring that way of talk-

ing into my very first printmaking projects. Seeking 

out techniques and materials (both traditional and 

emerging) to add to my image making vocabulary, 

I’ve been attracted to that edge between staunch 

tradition and naive innovation ever since.

Karen 
Gallagher 
Iverson

Seeing though a veil of captured dots is something I came to very early 
in my arts literacy and print education.
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I often say I arrived at the Encaustic painting pro-

cess through the back door. Normally one would 

mix colored pigments into wax melted with varnish, 

applying the colored material in a molten form to 

panels (or any semi-porous surface). But, I’m not 

a painter. I tend to think like I’m preparing for the 

printing press, planning layers differently, and I 

began working this ancient technique backwards. 

Applying dry pigments to a wax surface and fusing 

the two together with a gentle heat source. Begin-

ning with drawn line work, I quickly craved my dots 

and photographic imagery, setting me on the path 

to develop this interesting process to meet my 

creative needs.

Karen Gallagher Iverson
Plastic pochoir stencil and image on panel.
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Variable Horizons, Echo 1, 2, 3 & 4
Pochoir printed and drawn colored pastel on wax on panel

24” x 144”
2016
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HOW LIGHT 
AFFECTS 
SLEEP CYCLES

24/7 Interior #1
(detail) 
Archival Pigment Print, 
Woodcut on Awagami Kozo 
24x36” 
2019

Photographs - Joshua Haunschild
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While day allows for productivity, night affords 

us contemplation, privacy, silence, intimacy, and 

most importantly—rest. There I find refuge in the 

infinite feeling of space and humility in the face 

of the stars. In post-industrial society, darkness is 

becoming a rare phenomenon as humans continue 

to extend their security and productivity through 

artificial lighting. Commonly overlooked, light pol-

lution has drastically altered ecosystems, our bio-

logical rhythms, and a collective sense of wonder. 

Through my work, I investigate how light affects 

sleep cycles and our experience of time; creating 

atmospheric landscapes that are as dreamlike as 

they are familiar.

In the 24/7 Interior series, windows act as a 

threshold between the internal and external; either 

Louise 
Fisher

The images consist largely of color gradients, and I delete everything from 
the architectural image that isn’t a lit window.

allowing natural light in during the day or blocking 

the view of the outside at night when illuminated. 

The juxtaposition of rural skies with urban elements 

alludes to the compartmentalization of space and 

the altered sense of time that interior spaces cre-

ate. Soft backlighting permeates through layers of 

ink on translucent paper—a viewing experience that 

is as alluring as it is deceiving. I combine photo-

graphic and hand-drawn imagery, as well as digital 

and traditional printmaking processes, in order to 

create a familiar but dream-like landscape. 

I am an interdisciplinary artist working in the 

expanded field of print; using methods of layering, 

impressing and repetition for it’s literal and visual 

enactment of time and the body. By integrating 

constructed and celestial time, geometric and 

organic forms, and digital and hand-drawn print-

making processes, I point to the complexities of 

our current experience with nature. Through an 

investigative visual language, I aim to rekindle an 

appreciation for natural light and ask viewers to 

consider how their rhythms are impacted by this 

new incessant LED world.
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My Process:  

First, I composite my own digital photographs of 

rural skies and urban buildings together in Photo-

shop. The images consist largely of color gradients, 

and I delete everything from the architectural 

image that isn’t a lit window.

The composite is then printed on a large format 

Epson printer with Awagami Kozo Thick paper 

using a custom ICC profile. The washi paper I use 

is thin enough to become translucent when backlit, 

but thick enough to hold its own weight when 

unframed.

24/7 Interior #2
(installation view) 
Archival Pigment Print, Woodcut on Awagami Kozo
24”x36” 
2019.
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On top of the digital layer, a relief layer is printed. 

I respond to the background with imagery of 

electrical wires, which are cut away by hand from 

the woodblock.

After spending several hours mixing pantone 

colors, I am able to match the relief inks to the 

digitally printed pigments. The woodblock is 

printed full-bleed with very translucent inks, using 

multiple rainbow rolls and brayers. Through stencil-

ing techniques, I am able to perfectly register the 

windows and background.

In my process, I consider the inherent qualities of 

digital/photographic and analogue/hand-drawn 

processes and create delicate conversations 

between them through methods of layering and 

translucency.

24/7 Interior #4
(installation view) 
Archival Pigment Print, Woodcut on Awagami Kozo
24”x36”
2019.
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24/7 Interior #1 
Archival Pigment Print, Woodcut on Awagami Kozo 
24x36”
2019.

24/7 Interior
ASU Harry Wood Gallery  
(Installation view)
March 2019, MFA Thesis Exhibition.
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24/7 Interior #1
(detail) 
Archival Pigment Print, Woodcut on Awagami Kozo
24x36” 
2019

24/7 Interior #5 
Archival Pigment Print, Woodcut on Awagami Kozo
24x36” 
2019



By Lynn Peterfreund 
Photo credits: Stephen Petegorsky
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HAVANA IN 
HINDSIGHT: 
LIZ CHALFIN

Liz Chalfin
Havana in Hindsight V
Photopolymer intaglio, beeswax, 
thread 
22” x 30”
2019
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I’ve had the pleasure of working with the artist, Liz 

Chalfin and seeing her prints for decades. Recently, 

when I saw her latest set of published prints, 

Havana in Hindsight, I gasped. The images seem to 

hold together only briefly, as if they are about to 

dissipate. Their emotionally evocative and formal 

coherence make me think about history in the 

present, and the changing nature of memory. The 

depth of thought and feeling that these uncluttered 

images convey and the way they are perceived 

both conceptually and viscerally is powerful.

Liz’s intaglio polymer prints have been made into 

books, shown individually or attached in panorama 

format. Her creative process involves multiple 

steps, each of which alters the image she chooses 

to work with. Liz sees this sequence of changes to 

what begins as photographic information as analo-

gous to how memory works, how loss, and gain, 

happen over time, incrementally.

Liz begins her process not knowing where she 

will end up. Ink or graphite drawings based on 

photographs taken during her travels are scanned 

and brought into Photoshop where she redraws the 

images by cropping, altering, and layering images 

into composites. Liz uses the backlit screen and 

sometimes a light table throughout her process to 

play with the layering of images, to see how they 

interact with light coming through, and to choose 

sequences if she is creating a book. From the 

adjusted Photoshop files, Liz prints the positive im-

ages needed for making polymer plates. Plates are 

proofed with modified inks on a variety of papers. 

Liz works with proofs again to recombine, layer, 

modify, making new plates when needed. In this 

way, the prints she ends up with have increasing 

distance from their literal beginnings.

In order to enhance the translucency of the im-

ages, a layer of beeswax is added to the prints. The 

bookbinding she has used in her books inspired 

her to take individual pages, layer, and sew them 

together at the top with a Japanese Stab stitch. As 

opposed to using wax to laminate layers together, 

the air left between the prints adds to the ambigu-

Lynn 
Peterfreund

Liz uses the backlit screen and sometimes a light table throughout her process 
to play with the layering of images, to see how they interact with light coming 
through and to choose sequences if she is creating a book. From the adjusted 
Photoshop files, Liz prints the positive images needed for making polymer 
plates. Plates are proofed with modified inks on a variety of papers. Liz works 
with proofs again, to recombine, layer, modify, making new plates when needed. 
In this way, the prints she ends up with have increasing distance from their 
literal beginnings.
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ous effect of the space and enhances the sense of 

flux, fluidity and distance.

It takes Liz a long time to absorb and process 

the experiences she has had traveling. Her trip to 

Havana, in 2013, was at the invitation of San Ale-

jandro Academy of Fine Arts where she instructed 

students in the use of pronto plates, an inexpensive 

lithography plate that particularly fit the needs of 

the printmakers there. Over the two weeks spent in 

Havana, Liz photographed street life, the art school 

printmaking studio, and particularly relevant for 

this series, the areas of the city where architecture 

meets the sea. Havana has a long sea walk and wall, 

the Malecon, where the city’s inhabitants meet and 

stroll, amid the aging buildings. 

Liz reflects on how, soon after returning from 

Cuba, she was inspired to make prints with a clear 

narrative. Using copper plates, she made intaglio 

Liz Chalfin
Havana in Hindsight II
Photopolymer intaglio, beeswax, thread 
22” x 30”
2019



79

prints of the view of a city street from the front of 

a taxicab, the market, artists working in the print-

shop. Since then, using the process described, the 

images Liz made from these photos became softer, 

less specific, and more ambiguous. The later prints 

are more about the experience of memory and are 

less of a narrative of the experience itself.

Over time, images alter in our mind based on 

preferences, and associations. As Liz selects 

Liz Chalfin
Havana in Hindsight III
Photopolymer intaglio, beeswax, thread 
22” x 30”
2019
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images, draws them, redraws digitally, she loses 

and enhances values and edges. The translation 

to the polymer plate, printing with particular inks 

and wiping techniques continue the alterations. 

Finally, in combining and layering both images and 

actual prints, she is letting go of fidelity and literal 

information in favor of the focus and feeling that 

less information offers. The artistic process Liz has 

chosen requires her to forgo total control of her 

image and accept the transformative effect of each 

technical phase, making artistic choices based on 

what happens. Every step adds to the ambiguity 

and magic of seeing what is and isn’t clear. The 

results of each artistic decision leads the viewer 

to the same themes of a moment, past. A moment 

and a place remembered, but less and less clearly. 

A feeling enhanced by leaving out detail. What we 

hold onto. What we have to let go.

— Lynn Peterfreund  

Lynnpeterfreund.com 

lynnpeterfreund@gmail.com

Liz Chalfin
Havana in Hindsight I
Photopolymer intaglio, beeswax, thread 
22” x 30”
2019
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Liz Chalfin
Havana in Hindsight IV
Photopolymer intaglio, beeswax, thread 
22” x 30”
2019
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THE PHYSICAL 
ACCUMULATION 
OF MATERIAL

Mary Gordon 
Afternoon Dune
Monotype
14” x 11”
2019
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Sun Trail
monotype with chine collé 

12.5” x 13.5” 
2019

Goldenrod
Monotype
13.5” x 12.5”
2019

Mary 
Gordon

Transparent forms begin to take on shifting landscapes.
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Big Red
Monotype
20” x 15”
2019
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Tumble Dry
Monotype with chine collé
12” x 9” 
2019
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PERCEPTUAL 
WORLDS

Mounds
Digital print, wood, spray paint, salt, ink
9 x 9 x 4” 
2017
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My work explores entangled perceptual worlds 

through the matrix of print media. I begin my 

process by observing natural phenomena—algae 

coalescing with ice, moss marking the bark of a 

tree. I document my observations in paintings and 

photographs, which I then alter through digital 

and physical processes. My installations merge the 

resulting works with found objects and existing 

architecture, thereby altering the preexisting space. 

Mining the tension between organic materials 

and digital processes, the work imagines artifacts 

from a world in which the natural and artificial are 

inextricably linked.

Untitled
sponge, noodle, graphite 
4.5 x 3 x 2.25” 
2017

Molly 
Aubry

Mining the tension between organic materials and digital processes, the work 
imagines artifacts from a world in which the natural and artificial are 
inextricably linked.
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My research takes the form of collaborations and 

private investigations. I am currently working with a 

neuroscientist to study social coordination through 

mirrored drawing. I spent six days in complete 

darkness, exploring Buckminster Fuller’s concept 

of synergetics (the geometry of patterns of energy 

found in nature). I read Calvino, Murakami, and 

dystopian sci-fi. I walk in the woods.

Cerebral Sediment III (after Robert Smithson)
ink, handmade acrylic, graphite, and chine-collé on transparent 
matte film 
3 x 8’ 
2018
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Skeletal Jelly
Archival ink on matte film, Philips Hue, radiator 
24 x 50 x 14” 
2017
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Untitled
Graphite on paper 
26 x 20” 
2017
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Arterial Slick
Graphite, ink, and chine-collé on transparent matte film
36 x 48” 
2017

With a Surrealist vocabulary and dream-like logic, 

the work investigates the thin boundary between 

documentation, memory, and imagination.
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Adrift
Installation: concrete, archival ink on folded matte film, LED, 
velvet, wood, plastic, fabric with dye-sublimation printing, spray 
paint, pins, rock 
2017
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Alchemical Ray
Graphite on folded transparent matte film
12 x 36 x 25”
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ABOUT 
TIME

A Start on the 10,000
Intaglio
60.5” x 19.5”
2019
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Recently I have struggled with the feeling that I 

don’t have enough time in my life to respond to 

all the questions that practicing my art inspires. 

Knowing this life is a limited time offer and wanting 

to use what I have and be as engaged as possible 

has prompted me to investigate our human under-

standing of time. I have been reading extensively 

from physics, to philosophy, to fiction. This reading 

is helping me develop the metaphors that influence 

how I create my prints and this newly begun body 

of creative work. Reading is time based. Even if we 

are facile at reading, it requires we take the time 

to look at each letter, word, paragraph. Seeing also 

takes time, but most people look at an image and 

assume they have seen it within seconds. I have 

observed printmakers taking time to look at a small 

print, but they understand the process and the time 

required to create it. But most people don’t know 

what is involved and skim by. 

During the summer of 2019 I began working with 

large sheets of handmade paper which I had 

taken the time to make at the Pondside Pulp and 

Paper studio in Norwich, NY during the previous 

summer. The prints are long and narrow, some at 

sixty inches wide. Even when standing back, these 

Rhea 
Nowak

Even when standing back, these prints require the viewer to scan the image in 
a manner similar to reading. Standing closer, where the details of the prints are 
clear, viewers find themselves walking back and forth to see the entire print. 
My hope is that this large scale will challenge the viewer into considering the 
relationships of the parts of the image as they create meaning from the whole, 
similar to what we do when we take the time to read.
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prints require the viewer to scan the image in a 

manner similar to reading. Standing closer, where 

the details of the prints are clear, viewers find 

themselves walking back and forth to see the entire 

print. My hope is that this large scale will challenge 

the viewer into considering the relationships of the 

parts of the image as they create meaning from 

the whole, similar to what we do when we take the 

time to read.

The plates in these prints are photo intaglio. I begin 

by taking digital photos often of places where I am 

hiking and the natural textures I find there or of 

objects that have a resonance for me. In the studio, 

I create brush drawings. These often resemble 

pictographs or logograms. In Photoshop I “pour” 

the natural textures and images into the shapes I 

have created. Positives are printed and then photo 

intaglio plates made from the positives. Then 

begins the assemblage of the prints themselves. 

I think of the plates as characters, as letterform 

characters, but as I work with them they also come 

to feel like characters in a novel. Their meanings 

change as their contexts and relationships change. 

I think of these “characters” as allowing or inviting 

language to return to its origins in lived experience.

These prints and others will be on exhibition in the 

Project Space Gallery at the State University of 

New York College at Oneonta in the fall of 2020.

Rheanowak.com

Elixir
Intaglio
19.5” x 60.25”
2019
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Hope
Intaglio
23.5” x 48.25”
2019
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FORGOTTEN 
IDENTITY

Photo Credit: Shawn Campbell
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The mysterious veiled Iranian women that captured 

my attention since I was a little girl continue to 

pop into my mind. Going out with my mom and 

seeing these dark veils everywhere pressed in on 

me even then. I grew up playing with these forms 

in my subconscious. Coming to the United States 

and working in a totally different environment and 

culture, I decided to use my art to unfold the story 

of women from the Middle East. 

Forgotten Identity
Handmade Paper, Woodcut, screen print, and Monoprint
Figures 6”x8”, the hanging piece 36”x30’
April 13 – May 19, 2019, MFA Candidates Exhibition at Georgia 
Museum of Art.

Sanaz 
Haghani

The whole work is like a motion picture - marvelous figures that 
move in all directions.
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The installation metaphorically represents the fe-

male presence in the society. Femininity is a social 

construct that both hinders and empowers and I try 

to cover these aspects of womanhood in my work. 

The work represents women’s lives where there is 

no justification for the cruelty that has come upon 

them and the suffering that dominates their daily 

duties, while the multitudinous number of figures 

points to the beginning of a movement.

The materials chosen in my work convey a message 

and they have a strong contender of how I share 

my thoughts. Historically, paper has been used as a 

medium to deliver messages. This ancient print me-

dium has become a surface for my vision - a place 

that I can visualize my own imagination. The main 

ingredient in making papers is cellulose fiber which 

can be extracted from a diverse natural resource. In 

my work, I used hand-made rag papers made from 

cotton fiber, and the fiber is extracted from chador1. 

The Chadors fiber is processed into the paper pulp, 

which is used to make paper sheets then allowed to 

dry into forms of women’s figure.

Forgotten Identity (details)
Handmade Paper, Woodcut, screen print, and Monoprint
Figures 6”x8”, the hanging piece 36”x30’
April 13 – May 19, 2019, MFA Candidates Exhibition at Georgia 
Museum of Art.

2. Chador is the all-encompassing black cloth the women in the  
 middle east wear to disguise their figures, to hide their body.
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I collected chadors that have been used by women 

and used them as ingredient to make my papers, 

and then used the papers to make chadors again. 

My intension is actually using the paper as the most 

effective medium in the history to tell my story, 

and at the same time, using the chador fabric to 

make this medium. The paper-made figures are like 

narrators that shrill the hidden voice of millions of 

women who deserve a better life.

Human figures are formed as crumpled papers. 

They are light weighted but their dark color has 

increased their visual volume. The whole work is 

like a motion picture - marvelous figures that move 

in all directions. 
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The hanging piece descends like a waterfall from 

the top to the bottom and turns into a static carpet 

on the ground. It invites the viewers to get close 

and then leaves them with the colors that lurk and 

hide amongst the black surface of the paper. By 

using the black color in my work, I delineate the 

infinite number of colors that have been concealed 

in the darkness. This vivid set of beautiful colors 

needs to be pulled out of the women’s life!

Each figure is a storyteller which rehearses the 

colorful mind of the women the chadors are bor-

rowed from.

Forgotten Identity (details)
Handmade Paper, Woodcut, screen print, and Monoprint
Figures 6”x8”, the hanging piece 36”x30’
April 13 – May 19, 2019, MFA Candidates Exhibition at Georgia 
Museum of Art.
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THE WILLING 
SUSPENSION 
OF DISBELIEF

Papaveri
4-color screenprint 
on Kitakata, 8x10”
2019
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My aim is to understand my transit through both 

physical and psychological terrain, confronting 

contradictions, and evoking magic and genii 

locurum to recognize and elucidate problems of 

nostalgia and fantasy, and engage in both escap-

ism and deliberate resistance. I’m concerned with 

how the poetics of space profoundly impact the 

psyche, character and politics of an individual or a 

populace and the inevitability of nostalgia. What 

are the small gestures of reaction and resistance 

we take to protect our private utopia? I examine 

differing forms of nostalgia, recount stories of 

destruction, regeneration, transition, enchantment 

and disenchantment, and capture images of the 

synchronistic and uncanny ways that magic and 

wonder are encountered in liminal spaces.

The sense of longing in depopulated spaces 

create voids or theaters of cultural and national 

identity. Here we encounter fear of loss, rupture, 

abandonment or invasion in the theater of the 

nostalgic landscape, and witness destruction, 

regeneration, enchantment and disenchantment. 

Serena 
Perrone
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Fortuny
4-color screenprint 
on Kitakata, 8x10”
2019

As a dual citizen, I look to the theater of Italy and 

global parallels to understand my relationship with 

contemporary society, its ongoing battle with fas-

cism, the persistence of a feudal mentality, and the 

lingering pall it casts over its people, which inevi-

tably has shaped my life and experiences there. My 

narrative impulse and tendency toward theatrical 

scenes in my work and the way I utilize nature and 

architecture as framing devices results in work that 

references the pre-cinema, puppet shows, percep-

tion and illusion, the hidden and ‘almost-seen’, and 

vernacular storytelling through layered pieces that 

explore the poetics and the perils of place.

In this ongoing series Ortensia Elettrica (which 

ultimately will be comprised of close to 20 images), 

I liken unpopulated scenes that I come upon in my 

wanderings to backdrops and stage sets. I am at-

tracted to instances of theatrical lighting, saturated 

color, and see the superimposition of time and 

nostalgia in these spaces.
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Ortensia Elettrica
4-color screenprint 

on Kitakata 
8x10”
2019

Using fine half-tone screenprints, I focus on 

proscenium-like scenes and framing devices cre-

ated by plants and architecture, shadow and light. 

These images include not only real and miniature 

theater prosceniums, but sites of drama in the past, 

from WWII bunkers on the islands in the Venetian 

lagoon, a walled courtyard in a convent, a wall 

against which a crime or a love story took place, 

and scenes that invite both furtive and explicit 

looking - mirrors, gates, and peripheral, abandoned 

and unknown corners laden with a past but with 

new stories superimposed. 

These are sites of hidden, illicit, and forgotten 

stories, whose mystery lies in the obfuscation of 

location, time, and even time of day. Plants il-

luminated by artificial lights confuse day and night, 

scale models confuse our sense of space. Inher-

ently these spaces evoke a pang of nostalgia and 

become theatrical. 

The process of silkscreen dematerializes the space 

and recomposes it through the arrangement of 

transparent halftone dots - the layering required to 

recompose relates to the layering and repetition of 

history, and fragmented narratives that took place 

here - both hypothetically and in fact. The satura-

tion of ink and its transparency relate to the veil of 

time and the permeability of truth and history - the 

space looks photorealistic - verisimilar, but in fact it 

is an extreme abstraction and approximation of the 

real place. 
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Ortensia Prismatica
4-color screenprint 
on Kitakata 
8x10”
2019

The delicacy of the Kitakata paper and its tactile, 

luminous quality brings the hand-printed, post-

digital image into contact with the real and time-

less once again, and the build-up of transparent 

ink layers gives weight to the paper and an almost 

velvety texture to the surface, like a flower petal, 

or skin. To understand the thousands of layered 

dots, the eye must ignore detail, let the facts of the 

process and material get blurred, suspend one’s 

disbelief. We blur our vision, engage in fantasy and 

are seduced by the image and richness of color in 

order to enter into this scene and project our own 

narratives upon these backdrops.
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OBSCURING 
THE DISTINCTION 

BETWEEN IMAGE 
AND OBJECT
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The work ‘black t-shirt (you were always there)’ 

is comprised of pieces of handmade Japanese 

tissue paper, assembled and stitched together by 

hand. The black ink surface of the piece is built 

up through multiple layers of variegated black 

monotype printing, to achieve what appears to be 

a monolithic, uniform colour but is in fact the accu-

mulation of many individual pieces of information.

The fact that the entire ‘garment’ is the print, with-

out clearly defined edges or boundaries, obscures 

the distinction between image and object, inviting 

a more tactile interaction with the piece than with 

a traditional ‘flat’ print. One can imagine the hands 

Tammy 
Ratcliff

In an age where ubiquitous backlit screens constantly vie for our attention, 
quieter traditional media can potentially become overlooked or be seen 
as dull or lackluster

that sewed the the pieces together and literally put 

oneself inside the piece. In an age where ubiquitous 

backlit screens constantly vie for our attention, 

quieter traditional media can potentially become 

overlooked or be seen as dull or lacklustre. But in 

the same way as light pollution makes it hard for us 

to see the stars in the night sky, backlit displays are 

poorly suited to rendering true, deep blacks. The 

best black of which they are capable is when they 

are turned off.

I am inspired by the botanical world and its many 

examples of imperfection and impermanence. From 

this viewpoint I use traditional textile techniques 

to manipulate my etchings and monoprints on 

handmade paper, creating renditions of functional 

textile pieces. Items whose utilitarian value might 

be lessened as they become threadbare and fragile 

through use are thus transformed into artifacts of 

shared memories and the passage of time. These 

hand printed and stitched works are a reminder of 

a more tactile world.
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