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In this year of social distance and isolation, we see 
the MAPC Journal as a gathering place; a moment 
where our printmaking community can pause 

and reflect on a changing social, political, and physi-
cal landscapes. Print processes take time and through-
out the process of developing editions this year, we find 
ourselves marinating on so many things—the mental 
and physical health of family, friends, and neighbors; 
the breakdown of boundaries between our public and 
private lives; and the grief and impact of racial trauma 
within households, communities, and society. The ac-
tivities we took for granted, like the biennial conference, 
were transformed. With the work of the conference plan-
ning team and board, MAPC’s 2020 Remote Symposium 
was a platform for members to share online exhibitions, 
panel discussions, and demos—and memorably, their 
children, dogs, home studios, and kitchen tables. 

MAPC has the largest membership in recent history, 
and 2020 has taught us new ways to connect. How can 
we use this time to develop new ethical frameworks to 
amplify and extend our programs and support for peo-
ple in print? How do each of us thoughtfully interpret, 
represent, preserve, and enact lessons we are continu-
ally learning from not only devastating histories but also 
from this exceptionally challenging year?

We believe that the MAPC Journal can be a plat-
form, archive, and catalyst for these dialogues and proj-
ects. Thank you to the Journal team, Dylan Welch, Sukha 
Worob, Tressa Jones, Heather Parrish, and guest editor 
Nicole Geary for their work on this double issue, and to 
designer Xavier Luis Moreno for creating yet another vi-
sually stunning edition of this publication. We’re grateful 
to all of you who took the time to share artwork, research, 
and writing with us. Please keep it up, and help us grow 
this gathering place. Thanks for reading. 

Corinne Teed is a research-based artist working in 

printmaking, installation, time-based media, and social 

practice. Their work lives at the intersections of queer 

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

nial studies. Much of their creative practice centers on 

relationships, whether through collaboration, participa-

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

man. Teed currently works as an Assistant Professor in 

the Art Department of University of Minnesota in Min-

neapolis on unceded Dakota territory.

Susanna Crum conducts research-based projects 

that investigate maps and printed ephemera as social ar-

tifacts 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 media’s roles in maintaining relationships - and 

erasures - between 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 ex-

hibited her artwork nationally and internationally, and 

attended residencies 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 Indiana University Southeast, 

New Albany, IN; and as Associate Director of Calliope 

Arts, a shared printmaking workspace in Louisville, KY.

Corinne 
Teed
INCOMING 

PRESIDENT

Susanna 
Crum
PRESIDENT



Nicole Geary
GUEST EDITOR

The title of this issue is “Tipping Point,” a reference 
to a threshold in the climate system that will lead 
to a point of no return. One tipping point you 

may be familiar with is that as little as a 2ºC average rise in 
global temperatures will set off a series of effects that will 
lead the planet to a runaway greenhouse effect. These points 
may seem small or even localized, but taken together, they 
are like wave after wave of unstoppable momentum. The 
concept of this volume is to focus on printmakers utilizing 
the ideas of change in nature, adaptation of resources, or the 
influences of global warming and other climatic issues on 
their work.

When I originally suggested this idea to the editors of 
the MAPC journal, it was in 2019. The work on this edition 
began at the beginning of Covid-19 lockdowns and into the 
summer of the amplification of the BLM movement after 
the death of George Floyd at the hands of police. It carried 
through to the election of a new president in the United 
States. Throughout 2020, multiple tipping points in the na-
tion’s status quo had been reached, raising voices and calls 
to action. I could not have predicted that the concepts sur-
rounding climate change would also be so tied to the invest-
ment in tearing down the old guard and building new phi-
losophies based on justice, health, and safety. 

This issue brings to light the multiple ways artist are re-
sponding to this moment, breaking it down into the lenses 
of Climate, Environment, Innovation, and Revolution. These 
four points emerged from the MAPC 2020 conference themes 
and overlap with similar topics in the calls for climate justice 
and the fair representation of environmental issues.

Articles and images in the Climate section deal with ac-
tual effects of the climate crisis, or the perception of those 
effects. A wide variety of materials, approaches, and out-
comes are shown in this part of the journal. Artists featured 
in the Environment section have work that reflects the cur-
rent ecosystem or the state of their participation in it. These 
works ponder possibilities and draw connections to the 
land as they observe it. Innovation is devoted to printmak-
ers making new constructs or objects to tell the story of the 
results on food, rivers, labor, and other related outcomes of 
climate change. Finally, Revolution contains the work of art-
ists adapting, making, printing, and changing the dialogue 
around protest and environment. 

I’m honored that some young activists are published 
in this issue, along with emerging printmakers and familiar 
faces. The work in this issue is beautiful, stimulating, and 
fascinating to read through. It was a pleasure to work with 
the editors, and I hope you really enjoy this issue.

Nicole Geary is an American artist hailing from 

the green, swampy lands of Florida, where she 

earned a BFA in printmaking from the University of 

Florida. She graduated with an MFA in printmaking 

from the University of South Dakota in 2013. She 

exhibits in juried print and sculpture shows, inter-

national residencies, and regularly participates in 

printmaking conferences. Geary teaches full time 

at St. Philip’s College and is also a Member-At-Large 

for SGCI. She was a resident in the Artist Lab at the 

Guadalupe Cultural Arts Center, has been awarded 

a grant from the Artist Foundation of San Antonio, 

and recently completed an artist residency and exhi-

bition in the Mojave National Preserve. She exhibits 

nationally and internationally. Geary lives and works 

in San Antonio, Texas.
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Tressa Jones is an artist and printmaker currently 

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

University of Massachusetts, completed Post-Baccalau-

reate studies in Printmaking at New Mexico Highlands 

University, and earned an MFA from the University of 

Montana. Her travels and creative research, which in-

clude residencies at Kunstnarhuset Messen in Ålvik, 

Norway, the Vermont Studio 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 stu-

dio 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 cur-

rently the Printmaking Studio Manager at the Pittsburgh 

Center for the Arts and Media.

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, 

collaboration is a sustaining part of her practice includ-

ing work with scientists, filmmakers, poets, and activ-

ists. 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 feminsit political geogra-

pher Dr. Leslie Gross Wyrtzen. Parrish received an MFA 

in Printmaking from the University of Notre Dame and 

a BA in Kinesiology from the University of Texas at Aus-

tin. She worked as a professional collaborating printer at 

Flatbed Press in Austin, 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.

Dylan is a full-time community member, most often 

employed as a gig worker. She lives in Minneapolis with 

three of her best friends.

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 Universi-

ty 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.

Tressa 
Jones
JOURNAL CO-EDITOR

Heather 
Parrish
JOURNAL CO-EDITOR

Dylan 
Welch
JOURNAL 

MANAGING EDITOR

Sukha 
Worob
JOURNAL 

MANAGING EDITOR
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Acadia Kandora

18 Labor Not Lost
Stephanie Mercado

20 Flood Warning
Andi Arnovitz

22 A State of Things: Miami Beach
Ashley Fuchs

24 Flux
Kelsey Stephenson

28 Truth Be Told from a Twelve Year Old
Magdalena Meyer-Dahlkamp

30 Visible Climate
Rachel Simmons and Lee Lines

32 Volcanoes Are The Original 3D Printer, Everything Else Is Geomimicry
Ryan Dewey

 ENVIRONMENT:
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Ben Sorrell
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Amanda Maciuba
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Rebekah Hurst
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Ann Johnson

 INNOVATION:
58 City as Material: The innovative ecological printmaking practices 
 of Kaitlin Pomerantz and Kristen Neville Taylor

Ksenia Nouril
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Chalet Comellas

67 Sweat Prints
Thayer Bray

68 World’s Stages
Lara Vaienti

70 A Meditation on Seeing
Eunice Kim

 REVOLUTION:
72 Extraction: Green to the Extreme Zea Mays Printmaking exhibition

Elisa Lanzi & Margo Temple
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Jared Barbick
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Sarah Sipling
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Sierra Kruse
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Corinne Teed & Dr. María Rebolleda-Gómez
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ACADIA KANDORA
Acadia Kandora is a printmaker, rock collector 

and nature enthusiast. She holds a BFA with concen-
trations in Graphic Design and Sculpture from Shep-
herd University, and is currently pursuing her MFA in 
Printmaking at the University of Arkansas.

She has exhibited both nationally and internation-
ally in cities such as Baltimore, Indianapolis, Benton-
ville, and Korpo, Finland. Her work revolves around 
nature, landscape, and the intersection between the 
imaginary and the concrete. 

ANDI ARNOVITZ

Born in Kansas City, USA, Andi Arnovitz now 
lives and works in Jerusalem, Israel. A conceptual 
artist, she often uses printmaking, and digital infor-
mation to create both print series, artist books and 
installations.

Andi has had solo and group shows in in England, 
China, The United States, Israel, Spain, Poland, 
Germany, Finland, France, Lithuania, Canada, Italy, 
Mallorca and Bulgaria. Her work is in private collec-
tions in both the United States and in Europe, as well 
as universities, museums and institutions, including 
the US Library of Congress, The Smithsonian, and The 
Israel National Library.

See more of her work at: 
www.andiarnovitz.com

ASHLEY FUCHS

As an interdisciplinary designer having a back-
ground in architecture and graphic design Fuchs’ work 
strives to merge the best qualities of each discipline 
to create work that speaks about our current urban 
condition and an individual’s relationship to place. Her 
intentions are to find a way to merge the spatial quali-
ties of architecture design with the obtainable design 
scale that graphic design offers.

KELSEY STEPHENSON

Kelsey is a Canadian artist working primarily with 
print media. She is currently an instructor at the Uni-
versity of Alberta. Kelsey received her Bachelor of 
Design in 2011, and her Masters of Fine Art at the 
University of Tennessee in 2016. Kelsey’s work has 
been presented in numerous international exhibi-
tions, most recently the 2018 Okanagan Print Trien-
nial, and the 2017 Delta National Small Prints Exhibi-
tion (winning a Chancellor’s Purchase Award).

Her work focuses on place-based memory, and 
the impacts that humans have had on the spaces 
they live within, particularly focusing on the Alberta 
landscape, glaciers and watershed.

MAGDALENA MEYERS-DAHLKAMP

Magdalena is a 7th grader who co-founded the 
Earth Guardians Bay Area Crew with her brother when 
she was 10 years old.

She loves the arts and bravely has used her paint-
ings and dancing to disrupt board meetings to call for 
divestment from fossil fuel companies. She was also 
one of the youngest in the video that went viral when 
students asked Senator Feinstein to support the Green 
New Deal. Magdalena is most happy when watching 
musicals, hanging out with her friends, family and 
cat, and listening to music by activists like Xiuhtezcatl 
Martinez.

The animation linked in this volume was a collabo-
ration by members of Youth vs Apocalypse.

https://www.earthguardians.org/defund-di-vest

LEE LINES

Lee Lines is a Professor and Chair of the Envi-
ronmental Studies department at Rollins College in 
Winter Park, Florida. He earned his Ph.D. in Geog-
raphy from Arizona State University in 1995. Lee’s 
teaching and research interests are focused primar-
ily on physical geography, climate change, and sus-
tainable development. In recent years, he has taught 
field-based courses in Costa Rica, California, and the 
Pacific Northwest. Lee’s most recent fieldwork ex-
plores the wide-ranging impacts of climate change on 
public lands in North America.

RACHEL SIMMONS

Rachel Simmons is an artist-educator teaching 
printmaking and book art at Rollins College in Winter 
Park, Florida. She earned her MFA in Painting &amp; 
Drawing from Louisiana State University. Her diverse 
practice explores tensions between individuals and 
societies as we navigate the impacts of globalization, 
species decline and climate change. Endlessly curious 
about the natural world and our relationship with it, 
Rachel often collaborates with scholars from other ac-
ademic disciplines and members of her community to 
create her work. In Rachel’s socially engaged art proj-
ects, she asks community participants to think criti-
cally and creatively about our relationship with nature.

CONTRIBUTORS
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RYAN DEWEY
RYAN DEWEY works in sculpture, research, and 

land art, looking at connections between people, 
places, and land use to produce a kind of ecological 
dreaming. Donna Haraway has called his work one of 
her favorite examples of art about the anthropocene 
in her book Staying With The Trouble. He has been 
a resident at ACRE (Chicago), the Alps Art Academy 
(Switzerland), and the Montello Foundation (Nevada) 
and is the author of Hack The Experience: new Tools 
for Artists from Cognitive Science (Punctum Books, 
2018).

More at geocog.org & ryandewey.org

STEPHANIE MERCADO

Stephanie Mercado is a multidisciplinary artist 
influenced by her life as a working-class Angeleno 
in Boyle Heights from a family of artisans that intro-
duced the tools, craft and strong work ethic necessary 
to survive as tradespeople. Mercado’s work explores 
the proverbial American Dream and psychology of 
labor. Mercado has received a Bachelor of Fine Arts 
from California State University, Long Beach, a resi-
dency with the Tamarind Institute in Albuquerque, 
New Mexico, an award from the International Print 
Center New York and exhibits internationally. She is 
in permanent collections in Texas, New Mexico, and 
Georgia.

AMANDA MACIUBA

A native of the Buffalo, NY area, Amanda Maciuba 
graduated from the University at Buffalo with a 
degree in Visual Studies. She has a MFA in printmak-
ing and a Certificate of Book Arts from the University 
of Iowa. Her work examines, celebrates, and critiques 
place by responding to the landscapes, communities, 
development practices, and environmental issues of 
where she lives. Amanda shows her work throughout 
the United States and has participated in residencies 
at Fire Island National Seashore, the Kimmel Harding 
Nelson Center and the Haystack Open Studio Resi-
dency. She teaches printmaking, drawing and book 
arts at Mount Holyoke College.

ALBERT PEMA

Pema is a French and Albanian artist born in Vlorë, 
Albania. In 2013 he graduated from the University of 
Paris VIII, Master 2 in Plastic Art. In 1992 he graduated 
from the Superior Academny of Fine Arts in Triana, 
Albania. 

ARRON FOSTER

Arron Foster received his Bachelor of Fine Arts 
degree in Printmaking and Art Education from East 
Carolina University in Greenville, NC and his Master 

of Fine Arts degree in Printmaking and Book Arts 
from the University of Georgia, Athens Georgia. He 
has exhibited both nationally and internationally and 
has held academic appointments at the University of 
Georgia, Athens, Georgia, Kent State University, Kent, 
Ohio and Ohio University in Athens, Ohio. Arron is 
currently the Inaugural Teaching Fellow in the Art and 
Integrative Core programs at the University of Mount 
Union in Alliance, Ohio.

ART WERGER

Art Werger, Professor in the Printmaking program 
at Ohio University, received his Bachelor of Fine Arts 
from the Rhode Island School of Design in 1978 and 
his Master of Fine Arts degree from the University of 
Wisconsin in 1982. His work in etching and mezzo-
tint has been internationally exhibited for over thirty 
years. He is best known for his aerial images of cities 
and suburbs and for his narrative mezzotints. In 2015 
he received both the International Printmaking Prize 
at the Guanlan International Printmaking Biennial in 
Guanlan, China and the Grand Prize at the Internation-
al Mezzotint Festival in Ekaterinburg, Russia.

BEN SORRELL

Benjamin Sorrell is a South Texas-based printmak-
er and fiber artist, focused primarily in relief printmak-
ing and garment mending. Benjamin also engages in 
community practices like natural dye workshops, and 
“rescue” of natural fabrics to be given a second life, 
along with mending and printmaking discussions. 

KENT MANSKE

Kent Manske creates images and symbols to 
inquire, process, manage, convey, and assign meaning 
to ideas about human existence. He uses both tradi-
tional and digital printmaking and book publishing 
processes to create one-of-a-kind and limited-edition 
works on paper. Manske has a BFA from the University 
of Wisconsin-Eau Claire and an MFA from The School 
of the Art Institute of Chicago. He was Professor of 
Art at Foothill College from 1990-2015. In 1992 he co-
founded PreNeo Press in Redwood City, California. His 
work can be found in public and private collections, 
including the San Francisco Fine Arts Museums and 
the Oakland Museum of California.

MIKE MARKS

Mike Marks uses drawing and printmaking to 
reflect processes of change and loss within landscape. 
His work has shown both nationally and internation-
ally, and is included in the permanent collections of 
institutions such as the Minneapolis Institute of Art, 
Museo do Douro (Douro, Portugal), Munakata Shiko 
Memorial Museum of Art (Aomori, Japan), Zuckerman 
Museum of Art, California College of Arts, and Acadia 



12

National Park. He is currently a 2020 McKnight Foun-
dation Printmaking Fellow in Residence at Highpoint 
Center for Printmaking in Minneapolis.

REBEKAH HURST

Rebekah Hurst (1998) is an interdisciplinary artist 
based in San Antonio, Texas. In 2020 they received 
their Bachelor of Fine Arts in New Media with minors 
in Museum Studies and Art History from The Univer-
sity of Texas at San Antonio. Hurst’s work has been 
included in several regional group shows including 
Girlwork at Fl!ght Gallery and FASA 44th Annual Fiber 
Art Exhibit: All Things Possible in Fiber Art at Say Si 
curated by Alana Coates where they received the 3rd 
Place Prize. They made their solo debut at the Brick 
Gallery with an exhibition and joint publication enti-
tled, awaken my love.

ANN JOHNSON

Born in London, England and raised in Cheyenne, 
Wyoming Ann Johnson is a graduate of Prairie View 
A&M University in Texas, where she currently teaches.  
She has an MFA from the Academy of Art University, 
in San Francisco. Primarily an interdisciplinary artist 
with an affinity for experimental printmaking, she 
has a passion for exploring issues particularly in the 
Black community. Her series, It Is the Not Knowing 
That Burns My Soul, examining the “Black Indian,” was 
included in Indivisible for the Smithsonian’s National 
Museum of the American Indian.

Her work has been featured in the New York 
Times, and the International Review of African Ameri-
can Art. She has exhibited at The Museum of Fine Arts 
Houston, TX, Smack Mellon in Brooklyn, NY, Women 
and their work in Austin, TX, and the California African 
American Art Museum in Los Angeles, CA. Johnson is 
represented by Hooks Epstein Galleries, in Houston, 
TX, and Spillman Blackwell in New Orleans, LA.

KSENIA NOURIL, PHD

Ksenia Nouril is the Jensen Bryan Curator at The 
Print Center in Philadelphia, a 105-year-old nonprofit 
institution dedicated to expanding the understanding 
of photography and printmaking as vital contempo-
rary arts. A specialist in global contemporary art, she 
was a Contemporary and Modern Art Perspectives 
(C-MAP) Fellow in the Photography Department at 
The Museum of Modern Art, New York. Nouril has or-
ganized exhibitions at the Bruce Museum, Lower East 
Side Printshop, MoMA, and Zimmerli Art Museum. She 
lectures widely and frequently writes for internation-
al exhibition catalogues, magazines, and academic 
journals. Nouril holds a BA in Art History and Slavic 
Studies from New York University and an MA and PhD 
in Art History from Rutgers, The State University of 
New Jersey.

Kaitlin Pomerantz is a visual artist and educator 
based in Philadelphia, PA. Her sculpture, intermedia 
installation, 2D works and writing explore the relation-
ship between humans and nature, landscape and land 
use as well as themes of history, vacancy, loss, and 
renewal.

Pomerantz is co-facilitator of the recurring bo-
tanical arts project WE THE WEEDS. Pomerantz has 
exhibited at Fjord and Little Berlin, both in Philadel-
phia, and the Texas Tech Museum, Lubbock. She holds 
a BA in Art History from University of Chicago and an 
MFA in Interdisciplinary Visual Art from University of 
Pennsylvania.

Kristen Neville Taylor is a Philadelphia-based 
artist who creates immersive installation-based en-
vironments designed to lead the viewer through a 
phenomenological and pedagogical experience that 
probes the events that shape human perception of 
nature. Taylor is a recent alumna of Vox Populi gallery, 
a recipient of the Laurie Wagman Prize in Glass, and 
co-founder of the Philadelphia art gallery and collec-
tive, Little Berlin. She holds an MFA from Tyler School 
of Art and Architecture, Temple University.

CHALET COMELLAS

In video, installation, and printed works, Florida-
born artist Chalet Comellas-Baker creates poetic nar-
ratives that interrogate memory, environment, and 
cultural imaginaries. She draws inspiration from her 
Spanish, Cuban, and American roots, and references 
diasporic communities, employing analogies related 
to botanical, geological, and ecological structures. 
She holds an MFA from Florida State University and 
has taught critical writing courses on art and the en-
vironment. Recent exhibitions include, Shoebox Proj-
ects, Los Angeles, CA; Toronto Art Book Fair, Toronto; 
EYEDRUM Atlanta; Flashpoint Gallery, Washington 
D.C.; Grace Exhibition Space, Brooklyn, NY; InLight, 
Richmond, VA; and P.S. Satellites: A Project of Pros-
pect 4 New Orleans.

LARA VAIENTI

Vaienti is an Italian artist who has an international 
identity, and loves to explore the world map. Vaienti 
graduated in history and English literature. After 
graduation, Vaienti took courses in printmaking and 
drawing at Montana State University. Vaienti lives in 
Italy at the moment. She spends her time exploring 
how to bridge printmaking and sculpture and finding 
locations to share her creations with the world.

The environment and socio-political issues propel 
her creative motivation and are the focus of her art. 
(Electronic) music, nature and the quality of things 
are indispensable sources of inspiration and points of 
interest.
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EUNICE KIM
Eunice Kim is a Korean-born, Seattle-based print-

maker whose work is found at the intersection of rig-
orous minimalist aesthetic, innovative technique, and 
singular commitment to sustainable methodologies. 
Best known for her meticulously realized dot-based 
imagery, her newest series sources reclaimed wood as 
material and inspiration. Eunice works and maintains 
a studio in Washington’s Cascade Mountain foothills, 
where she and her spouse grow much of their food 
and live alongside abundant wildlife.

THAYER BRAY

Thayer N.G. Bray is a draw-er, printmaker, book-
binder, and sculptor based in Kansas City. He earned 
a BFA in printmaking with a minor in Art History from 
the University of Kansas in 2009. For almost a decade 
he was shop assistant, then edition printer, at the Law-
rence Lithography Workshop in Kansas City, MO. Now 
he works as a USPS letter carrier. 

ELISA LANZI

Lanzi is a visual artist who creates painterly prints 
and multimedia collages with her handmade paper. 
She is a member of the Zea Mays Printmaking Studio 
(Florence, MA) where she received a “Certificate 
in Green Printmaking: Intaglio.” She was a longtime 
member of Trout Paper, a hand-papermaking studio 
in Washington County, NY. 

Elisa’s work is exhibited frequently in juried and 
invitational settings including a solo show “Capriccio: 
Prints and Collage” (2020). Elisa teaches collage and 
hand papermaking workshops (in person and online) 
as well as lecturing on papermaking history. Her work 
is represented in public and private collections.

MARGO TEMPLE

I have spent my summers near the same small 
lake in upstate New York my whole life. That experi-
ence created a love for the outdoors that led me to 
study biology (BS Bucknell University, MA, Bingham-
ton University). When I moved to Massachusetts in 
2009 I decided to pursue art more seriously. After a 
workshop at Zea Mays Printmaking in Florence, MA, I 
was hooked and became a member.

My current practice involves combining photog-
raphy and drawing through photopolymer intaglio 
printmaking. When not in the studio you can probably 
find me at the lake with my dog.

JARED BARBICK

Educated at both the California Institute of the 
Arts (CalArts) and self-taught, Barbick’s work has tra-
versed various mediums and subjects over the years 

as he moved from Southern California to Minneapolis, 
Minnesota, and back.

He has made a home for the last 13 years in the 
central valley - Fresno - with his wife and two cats.

SARAH SIPLING

Sarah Sipling grew up in upstate New York. She 
received a BFA at SUNY Purchase College where 
she studied visual arts and literature. She received a 
Masters of Fine Art in printmaking at Rhode Island 
School of Design. Sarah is skilled in digital and tra-
ditional printmaking methods and incorporates pho-
tography, interactive digital media, hand drawn ele-
ments and collage into her print based work. Sarah 
has exhibited national and internationally and is active 
in community based print projects. She currently lives 
and works outside of Kansas City and is an Assistant 
Professor of Printmaking at Northwest Missouri State 
University.

SIERRA KRUSE

She/Her. Sierra Kruse is a poet and performer 
from Portland, OR. Currently, she is located in Chicago 
studying theater at Columbia College Chicago with a 
focus on poetry and cultural discourse. In her work, 
Sierra focuses on all things feminine, all things radical, 
and all things relational.

CORINNE TEED

Corinne Teed is a research-based artist working 
in printmaking, installation, time-based media, and 
social practice. Their work lives at the intersections 
of queer theory, ecology, critical animal studies, and 
settler colonial studies. Much of their creative practice 
centers on relationships, whether through collabora-
tion, participation, interviews, or encounters with the 
more-than-human. Teed currently works as an Assis-
tant Professor in the Art Department of University of 
Minnesota in Minneapolis on unceded Dakota territory. 

MARÍA REBOLLEDA-GOMEZ

María Rebolleda-Gomez is a Microbial evolution-
ary ecologist. She researches how ecology and in-
teractions shape history and evolution. María did her 
PhD at the University of Minnesota, working with Dr. 
Michael Travisano. She was then a Postdoctoral Fellow 
at the University of Pittsburgh, where she worked with 
Dr. Tia-Lynn Ashman to study microbiomes of flowers. 

Currently she is a Donnelley Postdoctoral Envi-
ronmental Fellow at Yale, studying changes in bacte-
rial communities with increasing temperature. She will 
start her own lab as an assistant professor at the Uni-
versity of California, Irvine (the COMMONS lab). She is 
deeply interested in the human dimensions of science.
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The 
Future Artifacts 
of Acadia Kandora

In Flux
Archival 
Matte-Board Box 
and Artist Book: 
Risograph, Waxed 
Thread, & Paper
5.5” x 4.5”
2020
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Through the woods I am 
present.

My work revolves around nature, 
landscape, and the intersection be-
tween the imaginary and the concrete. 
Recently I’ve been creating objects 
and printed matter that examine my 
relationship to nature that calls atten-
tion to the environmental crisis we now 
find ourselves in and are destined to 
face. Using specimen logic, landscape 
theory, isolation, and the glitch, I inter-
rogate the definition of landscape and 
how we examine the environment as a 
larger system.

Climate change in itself is a hyper 
object. It’s an invisible complex system 
with dire consequences.

It touches almost every aspect of 
our daily lives, yet through the cultural 
effects of the Anthropocene it is objec-
tively removed from our daily human 
experience. My work aims to bring a 
grounded and personal perspective 
to this otherwise complex and other-
worldly issue.

Within the publications, I reimag-
ine landscape in response to the cur-
rent climate crisis through exploring an 
ecological blend of virtual and physical 
realms. Landscape is an ever-changing 
word; a physical and psychological 
space that implicates human activity, 
and is connected to our psyche, lan-
guage, and history.

To create these publications, I 
have been hiking, researching the ef-
fects of climate change, and utilizing 
the University of Arkansas Special Col-
lections. I found that the variety of 
publications included in the archive 
such as cookbooks and diaries, round 
out topics surrounding climate change 
by adding an intimate perspective on 
how it affects daily life. Hiking and 
being in nature is also a very impor-
tant part of my studio practice where I 
recharge, observe, and remember why 
this work needs to exist.

As I walk within the landscape my 
mind wanders. Through the woods I 
am present. It is one of the only places 
where I truly feel alive, clear headed, 
and connected to the earth.

ACADIA 
KANDORA

Spread of the Publications so Far
Risograph, Foil, Laser Print, Bookbinding thread, 
& Spiral Coil
Size: Variable
2020
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Labor 
Not Lost

For the Love 
of Essential Workers
Detail. 
Relief print collage 
20”x35”
2020
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The current pandemic caused 
by COVID19 has disproportion-
ately impacted the working 
class and has made health, fi-
nancial, and educational ineq-
uities more visible.

It has also emphasized the in-
terconnectivity of people across the 
globe, our relationship to the environ-
ment and to all living creatures. Climate 
change has increased food insecurities, 
has forced some species of animals out 
of their natural habitat and has altered 
how we relate to other species of ani-
mals, posing health risks on a global 
scale.

For the Love of Essential Work-
ers was created in homage to the val-
iant workers who are keeping us fed, 
providing medical care, and are at 
the core of our survival in the age of 
COVID19. The image celebrates the 
working class people who are often 
overlooked by placing them at the 
forefront, emphasizing their humanity 
and their value. 

Essential workers are the silver 
lining of the current pandemic. Their 
labor and work in the face of danger is a 
virtue and they deserve to be acknowl-
edged, and uplifted. As an artist with a 
love for manual labor, For the Love of 
Essential Workers and the relief print 
collages are laboriously hand-carved, 
hand-printed, hand-incised collage 
constructed from individual elements 
printed on brightly colored hand-made 
paper.

STEPHANIE 
MERCADO

Since this body of work is not edi-
tioned, the amount of paper waste 
is reduced by cutting out misprints 
and using the scraps to fill in gaps in 
the collage. It is not a traditional way 
of producing print-based work, but 
moving pieces around allows me to 
create innovative and unconventional 
narratives. 

Covid Dreams
Detail. 
Relief print collage
24”x33.5”
2021
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Flood 
Warning

ANDI 
ARNOVITZ 

Previous page:
Rising Hollywood
Etching, aquatint, silkscreen
7.5” x 11”
2018

Rising, Eiffel Tower
Etching, aquatint, silkscreen
7.5” x 11”
2018
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A State of Things: Miami 
Beach, is an artist book that 
explores the future environ-
mental impacts on Miami 
Beach through Risograph and 
Letterpress printing.

The book is folded in varying di-
mensions to create unique composi-
tional moments—allowing viewers to 
see the whole or see individual scenes 
within the book. The visuals are in-
spired by architecture details like the 
MacArthur Causeway Bridge, historic 
maps, and images of events in Miami 
Beach. These are depicted with com-
positions of wood type letterforms, 
to help portray climate change’s po-
tential and drastic impact on Miami 
Beach’s historical community. 

ASHLEY 
FUCHS
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A State of Things: 
Miami Beach

A State of Things: 
Miami Beach. 
Letterpress and Risograph Print,
12.5” x 19” unfolded
2020
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flux

Flux (installation view)
Installation (silkscreen, acrylic 
ink, silk fabric, sound)
Each panel 9x3ft
27 panels total
2020
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Flux implies both flow, and 
change. The new installation 
work Flux uses images taken 
along the North Saskatch-
ewan and Bow rivers over the 
last two years, with locations 
ranging from glaciers to the 
prairies as far as Edmonton 
and Calgary.

Alberta is home to the origin points 
of the Bow, North, Saskatchewan, and 
Athabasca rivers, which drain into the 
Nelson and Hudson Bay or the Arctic 
via the McKenzie River. Images taken 
along this journey are combined, along 
with imagery and traces of the lines 
left in the earth from water’s passage. 
These create an imagined landscape 
within the gallery.

Scenes range across multiple silk 
panels, hanging in place to allow view-
ers to walk between images and see 
them from either side. They contrast 
imagery taken at the headwater of 
the rivers with that from much farther 
downstream.

KELSEY 
STEPHENSON

Accompanying these works is a 
background loop of sound, with vari-
ous durations of recordings taken at 
the foot of the glaciers and heading 
down toward Edmonton and back. 
This set track is interspersed with 
select sounds playing from a second-
ary source from similar locations loca-
tions but shuffled to create contrast 
against the ongoing sonic flux present 
within the space. Flux (installation view)



CLIMATE26

How do rivers, water systems, and 
human choices which impact the land-
scape intersect? These are all questions 
in the world we live in today, as human 
activity shifts the current climate and 
landscape. By focusing tightly on the 
patterns created by water within the 
landscape, allowing viewers to walk 
between the panels in Flux, and along 
representations of local streams and 
rivers, I hope to convey this sense of 
interconnection, and dependency. In 
turn, this highlights what future ab-
sence might bring.

Flux bring some of each rivers’ 
journey into the gallery space in new 
ways, allowing various linear points 
along each river to flow and connect. 
Viewers are able to navigate and ex-
amine more closely in person many 
different vantage points along each 
river. Along with the ability to view 
larger sections of Alberta’s watershed, 
the fragility of the balance within that 
system becomes apparent. The silk 
panels waver and change as you walk 
by; the translation from real, to pho-
tograph, to computer and ultimately 
screenprinted imagery loses informa-
tion along the way; viewing it with 
light behind it makes visuals even 
more ephemeral. The images of gla-
ciers reminds viewers that the Bow 
Glacier and Waptai Icefield are not in-
finite; neither is the Columbia Icefield 
which feeds three different continental 
divides, including the North Saskatch-
ewan and Athabasca River. We live and 
use the water in Alberta now, but must 
think ahead to the day when that use 
may have to radically change, and why.

All photos sent were taken at 
Vernon Public Art Gallery, July 2020.

Photography courtesy of Yuri 
Akuney of Digital Perfections, Kelow-
na, BC, Canada.

http://www.digitalperfections.ca/
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Flux
(Installation view)
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Truth 
Be Told 

from 
a 

Twelve 
Year 

Old
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Come my darlings, see the destruction 

The future of our earthly existence 

Depends on it 

Come and see the remaining beauty 

What we have left 

That can slip away at any moment 

If we chose to have sticky hands of greed 

And let the Earth ease her demand 

This is no drill 

Call the fighterfigters 

Call who? 

Us 

For we have the hidden degrees  

We have all the science and technologies 

We learn from indigenous leaders 

Who know 

How to rise up  

We take the urgent call from youth like me 

Small and mighty 

Little hurricanes in your meetings and office 

We declare about clean air  

We have gone through peril before 

And we are going through it now 

So act like it 

Or we are gonna go down  

The drain of life  

But if we do act, 

Then we will know 

The reality 

Of revolutionary love 

Woven within this beautiful mess 

Of a world

MAGDALENA 
MEYERS-DAHLKAMP
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Visible Climate

Visible Climate: Postcards 
from America’s Changing 
Landscapes (cover) 
Hardcover, perfect bound, 
with illustrated covers.
Print on demand artists’ book.
10”x8”, 22 pages
2020
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This interdisciplinary project 
was completed in 2020 by Lee 
Lines (geographer) and Rachel 
Simmons (artist), colleagues 
at Rollins College who have 
collaborated on environmen-
tally themed visual art proj-
ects since 2010. 

Visible Climate is the product of 
more than 175 hours of field work in our 
national parks, researching and docu-
menting climate change impacts, 
followed by a collaborative pro-
cess of translating visual evi-
dence into an artists book to 
shed light on the impacts of 
climate change in some of 
our nation’s most iconic land-
scapes. 

To create the work, Lines’ 
original digital photographs 
(and two historical na-
tional park images) were 
reduced to black and 
white, transferred to 
Stonehenge paper, hand-
colored and then re-digi-
tized by Simmons.

RACHEL 
SIMMONS

LEE 
LINES

This multi-step process created a 
selective loss of information and deg-
radation, while the hand-colorization 
references and challenges romanti-
cized landscapes from postcards pro-
duced when the parks were first mass 
marketed to early 20th century visitors.

Lines’ handwritten captions — 
based on his field work in the parks— 
imagine the voices of park visitors over 
decades as they encounter chang-
ing habitats, receding glaciers, and 
drought-altered landscapes.

Visible Climate: 
Postcards from America’s 
Changing Landscapes 
(interior or cover) 
Hardcover, perfect bound, 
with illustrated covers. 
Print on demand artists’ 
book.
10”x8”, 22 pages
2020
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Volcanoes Are The Original 3D Printer, 
Everything Else Is Geomimicry
ABS plastic
11”x17” 
2014

Photographs: Courtesy of the artist
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95% of ocean pollution is plas-
tics, but we still market things 
like 3D printing pens to chil-
dren.

Geologists discovered plastiglom-
erate in the sedimentary profile of 
beaches in Hawai’i in 2006; it was from 
ocean trash and beach plastic that 
melted in beach fires and filled the ves-
icles of basalt lava with molten plastic. 
This is an irony because volcanoes are 
the original 3D printer, printing land-
forms like the Hawai’ian Islands.

RYAN 
DEWEY

3D printing is mimetic of the vol-
canic process. In fact, the layers of 
plastic in this piece hand drawn with a 
3D printing pen resemble the lapping 
textures of the Pāhoehoe lava that is 
depicted in this image. I did not try to 
draw the pāhoehoe with its own tex-
ture, this texture is a characteristic of 
the additive process of 3D printing 
that layers layers down upon layers, a 
pure example of geo-technical mime-
sis. Shortly after I printed this piece I 
received my June copy of The Geo-
logical Society of America’s journal 
GSA TODAY. On the cover was a litter-
strewn beach with a chunk of plasti-
glomerate featured in the foreground 
where nylon marine rope and fishing 
nets had combined by melting into a 
porous piece of lava. The headline “An 
anthropogenic marker horizon in the 
future rock record” read without irony 
to the editors before it was printed 
and slipped into a heat sealed, single-
use, plastic mailer sleeve. I laughed out 
loud at the horror and never opened it. 

I burnt through three separate 3D 
printing pens making this piece at a 
total cost of around $400, a frustrat-
ing reflection of an economic culture 
that values disposability over durabil-
ity. The irony here of course being that 
plastic is eternal. It endures forever.

Photograph of GSA TODAY 
in Plastic Mailer
Geology Journal, Single Use 
Plastic Wrap
8.5”x11”
2014

Printed with permission 
from GSA Today 
Cover: Plastiglomerate 
fragments interspersed 
with plastic debris, organic 
material, and sand on 
Kamilo Beach, Hawaii. 
Cover photo by K. Jazvac. 
www.geosociety.org/
gsatoday/archive/24/6/pdf/
gt1406.pdf



Untitled No. 110
Material etching, aquatint 
and chine collé on copper plate
30 x 20 cm
2020
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Cellular 
Territory
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My intaglio works are inspired 
by the organic environment 
and the living world.

Also, they are built around the 
notion of abstraction. Based on ob-
servations of nature, the seabed or 
the plant world, the incised surfaces 
are composed through several random 
encounters of lines, solids and shapes 
of varying sizes. In this development, 
they particularly form a view around 
the proliferation of an organic uni-
verse. 

What most significantly character-
izes my work is this particular attention 
to the circular or cellular form. Playing 
on ambivalences between concrete 
forms very close to nature and ab-
stract constructions, my intaglios do 
not tell predefined stories. 

However, the impact of nature and 
the issue of its preservation dialogue 
like the imprints of the past and the 
present which are interspersed in a 
landscape that we cross. In this cellular 
architecture, I would like to reveal the 
biological scar of the memory of time, 
thus making the viewer aware of both 
its fragility and the importance of its 
protection.

Using intaglio techniques such as 
etching, aquatint, soft varnish, dry-
point or chisel, the engraved images 
are twisted by the multiple intaglio 

ALBERT 
PEMA

Untitled No. 99
Material etching, aquatint 
and chine collé on copper 
plate 
29 x 29,5 cm 
2020

methods. The depth of this incised or-
ganic material is always enriched by 
the warmth of an artisan paper applied 
to the making of the print. 

Through assembly and repetition, 
shapes favor the creation of their own 
patterns. The figures free themselves 
from the question of gender and 
then open up to unknown territories. 
Coming from various derivations, I 
would like to reveal the concept of ter-
ritory, both abstract and material. The 
natural traces, the intense and lasting 
imprint, deeply mark the process of 
writing by joining formal and technical 
considerations. 

The initial idea is transformed and 
develops a new surface of reflection - 
an abstract image.



Untitled No. 93
Material etching, aquatint 
and chine collé on cut zinc 
plate 
24.5 x 17 cm 
2019
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Untitled No. 69
Material etching, aquatint 
and chine collé on cut 
copper plate 
29.6 x 20 cm 
2017

37
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Project
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The Covid-19 pandemic pro-
vides opportunity to reflect 
on the interconnectedness of 
things including living systems 
and the built environment. 

Ecosystems are dynamic entities 
subject to periodic disturbances like 
hurricanes or a novel virus using the 
human body as both a host and invis-
ible distribution network for its own 
survival. Like the virus, much of the 
ecosystem we’ve constructed is in-
visible including economic networks, 
supply chains, the work force, and in-
formation systems. What has become 
visible in this crisis is our dependency 
on these systems and civilization’s lim-
ited understanding that the planet’s 
biodiversity is critical to species sur-
vival, including our own. The big ques-
tion is, what will we learn from this and 
how might our behavior towards the 
natural world change? 

Weave looks into the wonder and 
beauty of natural systems, our interde-
pendency on them, and the perils we 
face, and will face, if we do not respect 
the natural order of things. 

The work is comprised of invent-
ed organisms created through the 
planned and unplanned layering of 
screenprinted ink and collage. Over 
700 individual hand-printed collage 
elements were composed and as-
sembled using chine collé techniques. 
The composition for Weave evolved by 
walking the print collage and arrang-
ing elements based on interconnected 
pathways and symbiotic relationships. 
All imagery was hand printed by the 
artist.

KENT 
MANSKE

Previous page:
Weave 
Screen-based monoprinting, 
monoprinting, and chine-collé, 
print collage on handmade paper
8” x 12” (244 x 366 cm)
2020

Weave 
(process)
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BIG 
RIVERBig River

Relief, Textiles
16”x20”
2020
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n/a

BEN 
SORRELL
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As an artist, I am concerned 
with how the physical 
landscape is transformed 
into a cognitive one, and how 
personal and public spaces 
intersect in the stories we tell 
about a place and the way we 
choose to represent it.

The consequence of this for me 
as an artist has been that most of the 
work I do, whether it’s printmaking, 
book arts, video, or installation begins 
with a place, a site, or location that 
becomes a jumping-off point for my 
imagination.

Each project or series that I under-
take is arrived at through an intuitive, 
research-based approach to observ-
ing, studying, and documenting spe-
cific locations with the hope of creat-
ing a dialogue between myself and the 
viewer that provides an opportunity 
for shared exploration and interpreta-
tion of places. I believe that by devel-
oping a shared understanding of the 
physical world, we can encourage em-
pathy for the spaces we occupy, and 
perhaps encourage stewardship and 
care.

Recent projects such as Another 
Time, Stars to Burn, and While the 
Earth Remains have been highly in-
vested in looking at specific water-

sheds, namely the Oconee River in 
Athens, GA, the Cuyahoga River in 
NE Ohio, and the Hocking Rivers in 
Athens, Ohio as both metaphors for 
time and change as well as sites in 
need of advocacy and care.

ARRON 
FOSTER

Suddenly 
amid the 
Sadness

Previous page:
Three Hares
Screen-print
20”x20”
2017

Signs of Life
Screen-print
30”x22”
2020
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NO 
TRACE

What Remains Will Bloom 
(gallery shot)
Material Reductive Woodcut 
on Kozo Paper, with wood 
panels and birch shavings/
carved remains
2020
Event: No Trace, at 
Form+Content Gallery | 
Minneapolis, MN | 2020



Passage (Vermillion River)
Material Intaglio (Spitbite 
Etching)
24 x 35”
2020
Event: No Trace, at 
Form+Content 
Gallery | Minneapolis, MN | 
2020
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(Original exhibition dates: 
January/February 2020, at 
Form+Content Gallery | Minne-
apolis, MN)

My work reflects environmental 
change and how nature is represent-
ed. The prints in No Trace are inspired 
from exploring native tall-grass prairie 
habitats. The remaining tracts of these 
ecosystems are effectively islands of 
habitat, having escaped development 
and agricultural expansion surrounding 
them. Each image incorporates a sub-
tractive mark making approach from 
a single plate-surface that serves as a 
reminder of the vulnerability of criti-
cal habitat and the potential for loss. 
The blocks used in the woodcut prints 
physically disappear as each layer is 
carved away until the surface of the 
block is all but gone, leaving only rem-
nants of the matrix; the spit-bite etch-
ings utilize an initial drawing on copper 
that vanishes and inverts the repre-
sentation of grasses into blank spaces. 
These approaches embrace the physi-
cal nature of printmaking as a vehicle 
for the language and mechanisms that 
reshape environments around us.

The land is as curated a surface as 
any, and its ecological losses are not 
always apparent within the pace of 
the 21st century. I hope that in making 
this work I can share what I have found 
while passing through the prairie land-
scape: beauty mingled with distress, a 
quiet spark of nature enduring within.

RESEARCH | LOCATIONS

All the images in this show are 
based on actual locations where I 
gathered notes and source material for 
the final works. Areas of special note 
are the Coteau des Prairies region in 
southwestern Minnesota, specifically 
Buffalo Ridge and Hole In The Moun-
tain Prairie (overseen by the Nature 
Conservancy); prairie reclamation sites 
surrounding the Vermillion River and 
Vermillion Highlands south of the Twin 
Cities; prairie reclamation sites within 
Crow Hassan Park Reserve, part of the 
Three Rivers Park District.

Additional research on plant iden-
tification, area histories, and habitat 

MIKE 
MARKS

locations was obtained through the 
University of Minnesota (Department 
of Soil, Water, and Climate) in addi-
tion to the Vermillion Highlands WMA 
collaboration between the Minnesota 
DNR and the University of Minnesota.

ARTIST INITIATIVE GRANT | 
MINNESOTA STATE ARTS BOARD

Mike Marks is a fiscal year 2019 re-
cipient of an Artist Initiative Grant from 
the Minnesota State Arts Board. This 
activity is made possible by the voters 
of Minnesota through a grant from the 
Minnesota State Arts Board, thanks to 
a legislative appropriation from the 
arts and cultural heritage fund.
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For over thirty years, I have 
been making drawings of 
erosion along the coastlines, 
both East and West.

Occasionally the subject matter of 
these personal drawings has found its 
way into my print works.

During the last ten years, I have 
been spending a good portion of my 
time at the easternmost point of Long 
Island, Montauk, also known as “The 
End”. Annually, I revisit locations and 
draw the erosion of the natural cliffs 
known as the Hoodoos.

Each Hoodoo seems to possess an 
individual personality and character. It 
is like visiting old friends. Every year 
they take on a few new wrinkles.

Occasionally, as during Hurricane 
Sandy, some of them will disappear, 
washed off to sea only to have their 
earth redistributed in some other dis-
tant location. And so it goes for all of us.

ART 
WERGER

The Edge

Left:
The Edge
Material Color Etching 
and aquatint with sugarlift 
and white ground
24” x 18”
2020
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Amanda Maciuba’s work 
is concerned with the 
landscapes, communities, 
development practices and 
environmental issues prevalent 
throughout the United States.

By reacting directly to the land-
scapes and environments she is living 
in at the time, her work examines, cel-
ebrates, and critiques place. Put Your 
Best Foot Forward and Take Two 
Steps Back is a large print installa-

tion that was started in eastern Kansas 
after time spent researching remnants 
of original and re-created prairies and 
wetlands throughout the region.

The work continued to evolve as a 
response to the landscapes and com-
munities she currently lives in, most 
recently, western Massachusetts and 
western New York. The work considers 
how humans influence and attempt to 
change, destroy and recreate the natu-
ral environments around them. 

AMANDA 
MACIUBA

Responding 
to 
Landscape

Previous page:
Put Your Best Foot Forward 
and Take Two Steps Back 
(detail)
Intaglio Print Installation
Dimensions variable
2016

Put Your Best Foot Forward 
and Take Two Steps Back
Intaglio Print Installation
Dimensions variable
2016



Put Your Best Foot Forward 
and Take Two Steps Back 
(detail)
Intaglio Print Installation
Dimensions variable
2016
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Put Your Best Foot Forward 
and Take Two Steps Back 
(detail)
Intaglio Print Installation
Dimensions variable
2016

51
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My practice is an examination 
of the social constructs I live 
within, particularly the bound-
aries of gender and death.

Both concepts create connections 
between our physical and mental pres-
ence as well as provide parameters to 
observe and react to the presence of 
others. The act of art making is an effort 
to understand and ultimately challenge 
these structures through visual and ex-
periential stimuli. Rather than reconcile 
with normativity, I strive to reveal the 
artifice of our systems.

Everything Feels Far Away is ex-
ploration of anachronism, institutional 
language, and the prominence of ob-
jects over time. What is worth looking 
at and when? The decline of contem-
porary society is documented through 
an archive of findings and dioramas. 
Our belief in each other is questioned 
through evocations of sentimentality, 
the mundane, and disillusionment. 

How soon we will reach this future 
is uncertain, but there is still time to 
consider what we might leave behind.

REBEKAH 
HURST

Feels Far 
Away

Previous page:
Their writings were sacred
Years of receipts and 
butcher 
paper bound by hemp 
string
2020
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I am an experimental 
printmaker. 

Printing on natural objects creates 
a connection with my ancestry and lin-
eage and current issues in social jus-
tice. Printing on cotton particularly 
creates a direct connection with the 
agony and suffering of slavery. The 
work explores truths and consequenc-
es of slavery. My experimental works 
breathe conversation, and question 
humanity.

ANN 
JOHNSON

The Meaning 
of Materials

Previous page
Harvesters
(From the exhibition Harvesters)
Intaglio, Embossing, Found objects, 12” x 16”, 
2019 

The images in Harvesters are printed directly 
on cotton bolls from picked cotton stalks. My 
intention with this piece was to put a face to a 
slave port, plantations, and the auction block. 
The cotton seeds in the vial represents the roots 
of racism. Details from Harvesters.
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The Seed
(From the exhibition Harvesters)
Intaglio on dehydrated yam/sweet potato, Found objects, 10” x 15 1/2”, 2019 

My intention with The Seed is to recognize crops native to Africa that were 
brought to the U.S. during the Middle Passage also known as the transatlantic 
slave trade. The printed images represent heritage from slavery to present life. 
Each vial contains a significant crop that is a staple in the African American diet 
as well as a crop Africans and slaves were forced to harvest.
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The South Got 
Somethin To Say
Intaglio on raw cotton, 
Found objects, 5” x 7”, 2021 

The courage, strength and 
relentlessness of Stacey 
Abrams represents the 
hope and the dream of the 
slave. Printing her on cotton 
signifies the deep south. 
The piece is intentionally 
printed with blue ink and 
a red background. She is 
a patriot for voting rights, 
and against the odds was 
instrumental in turning a 
red state blue in the 2020 
election.

**The South Got Somethin 
to Say is a quote from 
Georgia rapper Andre 3000 
of the iconic rap group 
Outkast



INNOVATION58

City as Material:
THE INNOVATIVE ECOLOGICAL PRINTMAKING PRACTICES 
OF KAITLIN POMERANTZ AND KRISTEN NEVILLE TAYLOR

Kaitlin Pomerantz
Untitled 1
Handmade paper from 
found waste fibers dipped 
in the Delaware River, 
Philadelphia
28” x 36”
2014
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“While neither trained as 
printmakers, printmaking 
affords them the opportunity 
to explore material and acts 
of impression in unique ways 
that liberates them from the 
confines of traditional art 
making.”

In reflecting on the relationship 
between nature and humans, the leg-
endary feminist art historian and cu-
rator of conceptual art Lucy Lippard 
writes that she is not necessarily inter-
ested in “the history of nature and the 
landscape but with the historical nar-
rative as it is written in the landscape 
or place by the people who live or 
lived there.”[1]

The land is powerful because 
it can act as a key that unlocks our 
innate desire to compress temporali-
ties. In a certain place, we can con-
nect “to the past we know so little 
and the future we are aimlessly 
concocting.”[2] In the landscape, we 
also can see the impact of humans, 
whether it be our more positive ac-
tions like reforestation or negative 
effects like pollution.

Lippard’s words are prescient in a 
place like Philadelphia, a city built on 
Lenape land between the Delaware 
and the Schuylkill Rivers. Quakers flee-
ing religious persecution in England 

KSENIA 
NOURIL, PHD

colonized the area in 1682.

Today, Philadelphia is the fifth larg-
est city in the United States with a pop-
ulation of over 1.5 million. Its proximity 
to nature is impressive. In addition to 
its extensive riverwalks, Philadelphia 
is home to Fairmount Park, the largest 
urban park encompassing a network 
of 63 parks, the John Heinz National 
Wildlife Refuge at Tinicum, the first 
urban refuge in the United States, and 
Bartram’s Garden, the oldest surviving 
botanical garden in North America. 
These accolades are complemented 
by the histories of many notable bot-
anists, scientists, and environmental 
activists who have made Philadelphia 
their home over the years.

Thus, it is not surprising that Kai-
tlin Pomerantz and Kristen Neville 
Taylor have used the city as their sub-
ject as well as material in their ecolog-
ically-conscious practices that engage 
innovative printmaking with topics of 
climate change and the environment. 
This essay contextualizes the work of 
Pomerantz and Neville Taylor within 
the context of the city and practices of 
innovative printmaking at large. Exam-
ples from their oeuvres reveal kinships 
between the environment and print-
making, namely in the act of recycling 
and reusing materials whether human-
made or found in nature.

While they work independently, 
Pomerantz’s and Neville Taylor’s prac-
tices intersect in many interesting 
ways. The geography and landscape 
of Philadelphia as well as its long histo-
ry of environmental activity influence 
both artists. While neither trained as 
printmakers, printmaking affords them 
the opportunity to explore material 
and acts of impression in unique ways 
that liberates them from the confines 
of traditional art making.

Printmaking permeates Pomer-
antz’s practice. Most often, she uses 
elements from nature as her medium – 
either as substrate or ink. Described by 
the artist as “river surface on paper,” her 
semi-ongoing series River Prints (2013 
– present) captures the flotsam and oils 
of rivers through marbling. A majority 
of these prints were made on the Dela-
ware River in Philadelphia.

[1] Lucy Lippard, The Lure 
of the Local: Sense of Place 
in a Multicentered Society 
(New York: The New Press, 
1997), 7. 

[2] Ibid., 7.



Above:
Kaitlin Pomerantz
Untitled (Delaware/Tacony inlet)
Handmade paper from found waste fibers with 
added abaca and denim fibers, dipped in the 
Delaware River Tacony inlet
16’ x 3’
2014

Left:
Kaitlin Pomerantz
Detail of Untitled (Delaware/Tacony inlet)
Handmade paper from found waste fibers with 
added abaca and denim fibers, dipped in the 
Delaware River Tacony inlet
16’ x 3’
2014
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As seen in Pomerantz’s process 
photographs, the shores of this river 
near the city can be heavily polluted.

She draws our attention to this 
urgent issue by harnessing residues of 
trash as ink. Initiating this series while 
in the Recycled Artist in Residency 
(RAIR) Program, which is located on 
the site of a recycling plant in North-
east Philadelphia, Pomerantz explored 
the potential of trash residue in a 
number of prints.

Untitled (Delaware/Tacony inlet), 
a large-scale print on handmade paper 
pulled in the vicinity of RAIR, evinces 
the myriad of textures and layers ob-
tained directly from the river. Through 
this method of printmaking in and from 
nature, Pomerantz speaks truth to 
power, in that her works presents a 1:1 
ratio of the detrimental effects of pol-
lution. The fact that they are delicate 
and beautiful does not detract from 
their inherent ecological message.

Pomerantz exhibited a selection 
of her River Prints alongside work by 

Polluted Delaware River, 
Philadelphia. 
Photo: Kaitlin Pomerantz
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artist John Broderick Heron at C. R. 
Studio in Philadelphia in 2014.

This exhibition also included 
handmade paper-based works that 
explore the ebb and flow of the 
waste cycle by using only found 
– reused – fibers. Pomerantz is 
often drawn to found materials.

She expresses this in Trod-
den, her most recent series 

Kaitlin Pomerantz
Industry Moon 2
Handmade paper from 
found waste fibers and 
denim, printedon found 
objects (manhole cover)
42” diameter
2016

Kaitlin Pomerantz
Need new world
Handmade paper from 
found waste fibers and map
18” x 24”
2016



Above:
Kaitlin Pomerantz
Trodden (nearly 
one month)
Digital photograph/
magnolia petals with 
shoe imprints
36” x 14”
2020

Right:
Kaitlin Pomerantz
Untitled (petal #20, from 
the series “Trodden”)
Digital photograph/
magnolia petal with shoe 
imprint
6” x 6”
2020
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comprising imprinted petals. The idea 
for the project came about by hap-

penstance, after she walked under 
a magnolia tree in her neighbor-
hood.

It was spring 2020 and 
the COVID-19 pandemic 
was raging. Pomerantz had 
just transitioned to teach-
ing online and was trying to 
find innovative ways of art 
making with her students.

At this moment of inter-
national crisis, she unexpect-

edly found an everyday act of 
printmaking. The impressions of 
her shoes – and the shoes of her 
fellow Philadelphians – left bold 
marks on the soft petals. Mediat-
ing on the brevity of blooming, 
Trodden makes a poignant parallel 

with the brevity of life itself. 

Neville Taylor embodies an 
equally intuitive relationship with her 
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materials. Her practice also is ground-
ed in recycling, reusing, and reducing 
materials found within her local envi-
ronment. Images for Earth Day is Nev-
ille Taylor’s most recent series dedi-
cated to critically addressing climate 
change and its effects on the environ-
ment. This work in progress includes 
a number of screen-prints on jagged 
scraps of glass and mirrors collected 
by Neville Taylor in and around Phila-
delphia.

The basis of 
each screen-print is a 
historical photograph 
culled from newspapers 
and books, including the 
Philadelphia Evening Bul-
letin and the Whole Earth 
Catalogue, as well as ephem-
eral printed matter from the 
first International Earth Day Cel-
ebration in Philadelphia on April 
22, 1970. The latter is of great sig-
nificance to Neville Taylor, a Phila-
delphia native. Looking back on the 
city’s fervor for environmental change, 
Neville Taylor reflects on its current 
state and the challenges faced in im-

proving the local ecological biome. 

Exhibited in Ecotactical: Earth 
Day at 50 at the Schuylkill Center in 
September 2020, Neville Taylor’s in-
stallation combines a number of eco-
logically-motivated works from local-
ly-sourced recycled materials. The two 
salient objects within this multi-media 
installation are an accordion fold print 
and a screenprinted glass sculpture.

Kristen Neville Taylor
Images for Earth Day
Screenprint on glass
2020

Kristen Neville Taylor
Images for Earth Day
Screenprint on glass
Size: none given
2020



Kristen Neville Taylor
Detail of Installation view of 
Images for Earth Day
Material screenprint on 
glass
Size: none given
2020

Kristen Neville Taylor
Installation view 
of Images for Earth Day
Screen print on glass
Size: none given
2020
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The former combines three inkjet 
prints of photographs from the Phila-
delphia Evening Bulletin coverage of 
the city’s 1970 Earth Day celebration 
with three of the artist’s carbon prints 
produced by marbling paper made 
with carbon from an acetylene torch. 
Neville Taylor juxtaposes the docu-
mentary with the abstract, creating 
not only rhythm but also contrast in 
the work.

The marbling effect in the carbon 
prints is reminiscent of Pomerantz’s 
River Prints. Albeit using different 
methods, both artists attempt to cap-
ture either a literal or figurative imprint 
of nature.

Hanging on the wall yet still a part 
of the installation is a screenprinted 
glass sculpture, which brings together 
seven found glass shards, a river stone, 
a metal chain, and a plastic bauble 
(from a keychain) in a roughly hewn 
circle.
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The image screenprinted on its sur-
face is of a young woman smiling and 
holding a bouquet of flowers. Within 
the context of this installation, it acts 
as a beacon, like the sun or the moon, 
beckoning the viewer to look closely. 
Neville Taylor’s strength is in her ability 
to seamlessly mix media, finding inno-
vative ways to make a coherent whole 
from many disparate parts. 

As explored in this essay, the prac-
tices of Kaitlin Pomerantz and Kristen 
Neville Taylor are deeply invested in 
the stories embedded within the 
landscape, specifically that of 
the city of Philadelphia.

Their innovative print-
making practices provide 
the means to express both 
the positive and negative 
impacts of humans on the 
land by supporting the 
use of alternative, locally 
sourced materials.

Pomerantz and Nev-
ille Taylor reflect on the 
breakdown of the land-
scape, whether in its pol-
luted shores or its discarded 
remnants, bringing them back 
together again in ways that 
compel viewers to critically exam-
ine their literal and figurative ecologi-
cal footprints. 

Kristen Neville Taylor
Detail of Installation view 
of Images for Earth Day
Screenprint on glass
Size: none given
2020
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In 2014 I developed a series of 
participatory art exhibitions 
called “Assembly Is Required”.

These events connect artists with 
the community through the process 
of shared art making. AIR events 
invite the participants into artist stu-
dios, galleries, and other community 
settings, relying on artist and guest 
interactions to assemble a temporary 
installation that evolves over time at 
each site. In this iteration of an AIR 
event, “MANIFESTO: Food” I invited 
the viewer to take part in a set of DIY 
behaviors where “individuals engage 
raw and semi-raw materials and com-
ponent parts to produce, transform, 
or reconstruct material possessions, 
including those drawn from the natu-
ral environment.” 

The printed material created for 
the exhibition was titled, MANIFESTO, 
and was designed to resemble an IKEA 
assembly pamphlet. It was presented 
to be assembled on site and free to 
whomever took on that labor. The text 
inside is borrowed from Vandana Shi-
va’s book, Manifestos on the Future of 
Food and Seed. This printed version 
of an “IKEA hack” is a proposition that 
provides an opportunity for the viewer 
to contemplate the political nature of 
what it means to “Do It Yourself” and 
the history of spreading ideas through 
DIY publications. There was also a 
mobile greenhouse for visitors to work 
and tend.

CHALET 
COMELLAS

MANIFESTO: 
Food

Manifesto: FOOD 
Participatory Installation 
Dimensions variable
2017

Manifesto: FOOD 
Participatory Installation 
Dimensions variable
2017
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This series, “Sweat Prints” 
documents the transfer of 
ink from advertisements 
and magazines onto his 
skin, via sweat, as he 
delivers it throughout 
the day. Sweat Prints 
investigates ideas 
of identity, labor, the 
body, and the history 
and limits of print.

THAYER 
BRAY

Sweat 
Prints

Greater Than 
Photographic 
Documentation of 
ephemeral offset 
transfer on skin
24”x18”
2020



INNOVATION68

World’s 
Stages



Previous page:
Luce Linea Nero 
(Black Line in Light)
Hand printed paper, salt, 
ashes, pigment
Installation, dimensions 
variable
2020

Gruppo a Terra 
(Group on the Floor)
Hand printed paper, salt, 
ashes, pigment
Installation, dimensions 
variable
2020
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This project started from a need 
to bring my two-dimensional 
and texture-meticulous print-
making to a larger world where 
forms enter into physical space, 
both on earth and air. 

I have a strong connection to 
nature and many of my projects focus 
on the results of much abuse derived 
from the man-related careless ravag-
ing of earth resources. I consider my 
printmaking very experimental and I 
see it as a media where boundaries can 
(MUST) be crossed and bent to reach 
new places and new life. I’m sure I’m not 
the one who invented sculptures out of 
printed matter but this work I’m doing 
is so matter-texture based that I feel 
I’m literally building pieces of earth and 
elements when I mold and cure each 
form I make. It has become ‘’addictive’’ 
to me to build worlds with my hands 
from A to Z; handprinting the paper, 
making the mold, sanding it, scorch-
ing some and smearing them with salt, 
ashes or carbon, and giving them the 
attributes of elemental matter.

The story goes that there is a 
world of tangible objects. And there 
is a world of thinking that creates, 
consumes, and destroys; realities we 
carry within ourselves and which are 
shaped by our own experiences. These 
hollow worlds have an inner space 
that assume a physical guise. It is that 

LARA 
VAIENTI

which is ungraspable but appropriates 
our existence and environment as a 
direct consequence. It’s an open dia-
logue between the full and the void. 
It’s an encounter between the objec-
tive and subjective, the consumed and 
the whole. It’s the impermanence of 
a material like printed paper that can 
blow in the wind creating something 
that looks like a heavy stone. They are 
forms that assert their ‘’raison d’etre’’ 
on a physically graspable space during 
this time, some sort of new Big Bang 
era, at least on many levels if not 
cosmic. These worlds are hollow and 
defected but in the emptiness of a 
large space surround us with a deep 
silence and peace creating the chance 
for contemplating life within a meta-
phorical womb of many types.

I started work on this project 
during lockdown. It is a personal explo-
ration of where printmaking can meet 
sculpture and to see how people will 
receive the two together. Printmaking 
in Italy is somehow an art in oblivion 
that is only available and noticed by 
its adepts. Unfortunately, its adepts 
in Italy are very traditional and that is 
perhaps why this art is only a niche for 
the few and not quite understood in its 
incredible potential and possibilities. 
As forgotten and for few only is also 
the urge of caring for the environment. 
A fad and fake battle for glittering ce-
lebrities and those political green (un)
savvy ones who need a motive to be 
‘’liked’’ online and disagree with the 
opposing political forces (and people).
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Path (120) #1
[detail]
Reclaimed wood 
monoprint, hand-cut 
paper & collage
31” x 48”
2020

A Meditation 
on Seeing
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My newest “Nature Stories” 
series finds material and inspi-
ration in reclaimed wood.

It came about when an old barn 
was torn down on our rural studio 
grounds and I fell instantly in love with 
weathered surfaces of old-growth 
timber which comprised the building. 

Working strictly with what nature 
provides, I find and coax out narratives 
from aged grains, knots, cracks, and 
imperfections in the wood — a pro-

EUNICE 
KIM

Forest, Sea, Skyline #1
Reclaimed wood monoprint, 
hand-cut paper & collage
21.5” x 42”
2021

Reclaimed wood from 
“Nature Stories” series.

cess best described as ‘meditation on 
seeing.’

Printed entirely from actual speci-
mens, the work celebrates innate char-
acteristics and intrinsic beauty of sal-
vaged material, and is conceived on 
the premise that all of nature may be 
found in a single example of its expres-
sion.

The imagery in turn, serves as sub-
text facilitating inquiry into emotional 
and psychological landscapes.
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Extraction: Green 
to the Extreme 
Zea Mays 
Printmaking 
exhibition



Previous page:
Liz Chalfin
Pit
Sculpture of reused 
copper plates
4”x4”x2.5”
2020

Elisa Lanzi, with stitching 
assistance from Janet 
Poirrier
Stone Washed
Recycled denim blue 
jeans, vintage linen 
scraps, clothing labels, 
litho monotype collage, 
handmade blue jeans pulp 
paper, thread, Akua ink 
(9 page book)
5” x 12.5”
2020
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“We challenged our com-
munity of artists to make art-
works employing materials 
that were repurposed, plun-
dered, rescued, recycled, up-
cycled, traded, appropriated, 
or found.”

Established in 2000, Zea Mays 
Printmaking (ZMP), a recognized 
global leader in safer printmaking 
practices, continuously engages in on-
going research to develop new tech-
niques, and teach best practices in 
printmaking. Located in western Mas-
sachusetts in a spacious two-story 
repurposed former factory, ZMP is a 
professional printmaking facility that 
provides studio access and services 
not only to its 100+ members but also 
to artists worldwide. Since its incep-
tion, Zea Mays Printmaking’s core mis-
sion has been to create artwork that 
utilizes methods that focus on envi-
ronmental sustainability and non-toxic 
materials. 

The membership of ZMP is a com-
munity of working artists united around 
a common commitment to create sub-
stantive art while attempting to rectify 
the toxicity of printmaking materials 
that are most often extracted from 
our environment. Therefore, it was an 
easy decision for ZMP to participate in 
the global project EXTRACTION: Art 

On The Edge Of The Abyss. (https://
www.extractionart.org/) This project 
has become an opportunity to expand 
the organization’s dedication to health 
and the larger natural world. A volun-
teer committee was formed to assure 
that ZMP’s involvement in the Extrac-
tion project is comprehensive and long 
lasting.

ELISA 
LANZI

MARGO 
TEMPLE
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Angela Earley
Swaddling #1
Relief prints 
and cotton gloves
45” x 25”
2020
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ZMP’s contribution to EXTRAC-
TION: Art On The Edge Of The Abyss 
is a multi-year, multi-pronged program 
that includes education, practice and 
exhibition. This plan is composed of 
three major components: 1) to chal-
lenge ourselves as artists to re-exam-
ine our personal practices; 2) to edu-
cate the community about alternative 
ways of making prints; and 3) to “raise 
a ruckus” through a variety of exhibi-
tions.

We challenged our community of 
artists to make artworks employing 
materials that were repurposed, plun-
dered, rescued, recycled, upcycled, 
traded, appropriated, or found. To 
jump start this concept, ZMP launched 
the Unlikely Materials Swap held in 
the Fall of 2019. Members arrived at 
the studio with materials ranging from 
scrap papers to used plates made of 
copper or zinc that could be sanded 
down. There were half tubes of ink, 
wood scraps, plastic pieces, drawing 
tools and more. All materials were free 
of charge. The first event was such a 
success that a second was held in Feb-
ruary 2020 with an added presenta-
tion of the mission of EXTRACTION: 
Art On The Edge Of The Abyss. The 
discussion that followed highlighted 
some of the projects in progress and 
included formulas for making inks and 
paper. Information was given about 
the results of mining and its inevitable 
repercussions on the labor movement, 
examples of extinction were given, 
and how we could reuse extracted ma-
terials such as copper. A membership 
potluck dinner concluded the event to 
strengthen our nexus and to further 
share concepts. The Unlikely Materials 
Swaps, with their free-wheeling ba-
zaar-like atmosphere, gave artists free 
reign to exchange ideas (sometimes 
outlandish!) that resulted in innovative 
forms and themes.

As in the rest of the world, ZMP’s 
physical space came to a halt in March 
due to the Coronavirus pandemic. 
Committees continued to work via 
Zoom to bring our first exhibition, 
Green To The Extreme to fruition. The 
show presents the work of 38 artists 
and their responses to the call to “raise 
a ruckus.” Green To The Extreme was 
on view at A.P.E. Gallery (Available Po-

tential Enterprises, LTD) in Northamp-
ton, MA from October 3 through No-
vember 1, 2020. In 2021, our Extraction 
program will conclude with an exhibi-
tion at Augusta Savage Gallery at the 
University of Massachusetts, Amherst, 
MA. Between now and then, prepara-
tions are being made to host speakers 
and for other exhibitions that will ac-
commodate social distancing, safety 
and online support.

Margo Temple
Fragmented
Photo Intaglio, 
Film Positive Insert
10” x 8”
2020

Elisa Lanzi, with stitching 
assistance from Janet 
Poirrier
Stone Washed
Recycled denim blue 
jeans, vintage linen 
scraps, clothing labels, 
litho monotype collage, 
handmade blue jeans pulp 
paper, thread, Akua ink 
(9 page book)
5” x 12.5”
2020



REVOLUTION76

Zea Mays is offering an exciting 
series of video tutorials and online 
workshops to support the themes and 
concerns of the EXTRACTION global 
project. Our faculty are working from 
their home studios to share ways 
that artists can keep their printmak-
ing practice alive and thriving during 
this time of isolation and beyond. Ex-
amples include: making relief inks 
from natural dyes, making handmade 
paper from recycled prints and natu-
ral plants, and creating collage works 
from old prints. Zea Mays Printmaking 
also has a research program focused 
on finding alternative, accessible solu-
tions to the toxic materials often found 
in printmaking studios.

As a continuing part of the EX-
TRACTION project, Zea Mays Print-
making has invited any artist to join 
the Canary in the Coal Mine Project 
(www.zeamaysprintmaking.com/ca-
nary-in-the-coal-mine-project/). This 
project will create a visual reminder of 
the birds we will lose if we don’t take 
action now. Printmakers can help raise 
a ruckus about habitat loss for birds 
due to deforestation by creating a 
print on a used plate. For a small fee 
ZMP will supply a used plate (copper, 
zinc, aluminum or plastic) as long as 
supplies last. The artist will then select 
a bird from the Audubon Society’s list 
of 389 bird species on the brink of sur-
vival and make a small edition of prints 
featuring an image of that bird using 
the plate supplied. Five prints will be 
due to ZMP on a rolling basis (dates 
being adjusted due to the pandemic). 
The prints will be included in our exhi-
bitions, used to create portfolios and 
will be sold to raise money to fund our 
Extraction programming.

Zea Mays Printmaking has placed 
a bull’s eye on the unconscious vio-
lence of waste and overconsumption 
in our daily routines. Artists have a 
responsibility to acknowledge their 
contribution to the degradation of the 
earth and the social repercussions that 
result. Every new tube of cadmium, 
every recently purchased copper and 
zinc plate, every newly acquired toxic 
medium contributes to this irreversible 
calamity. Through mindful examina-
tion of our habits and routines day in 
and day out, the capacity to change is 
possible. Day to day practices = best 
practices = social practices. As the late 
Honorable John Lewis is often quoted, 
“Make Trouble, Good Trouble”. Using 
our platform as artists, raising a ruckus 
to save our planet and prevent apoca-
lyptic disasters seems to be the least to 
be done. Learn more about Zea Mays 
Printmaking (https://www.zeamay-
sprintmaking.com) and the Green to 
the Extreme exhibit (https://www.
zeamaysprintmaking.com/green-to-
the-extreme/).

Next page:
Liz Chalfin
Pit
Copper is an integral part of my printmaking. I use it to make etchings. I love everything about 
it – the color, the way my tools grab the surface and glide through the metal, the pink glow I see 
when I am wiping ink onto it. Yet, it comes with a high price. Copper mining is the cause of massive 
environmental destruction. Mine workers suffer from terrible diseases and a violent history of struggle 
for labor rights. Indigenous peoples’ land was stolen and stripped bare in search of this ubiquitous 
ore. The Pit investigates copper mining at the Anaconda Copper Mine in Butte, MT. My husband’s 
family is from Montana and I visited the mine and the Berkeley Pit, the vast lake of poisons left over 
from a century of mining. The process of creating The Pit has been an awakening to the rippling 
consequences of using a material I love.



Liz Chalfin
Pit
Embossed artists’ book; 
print series
Dimensions variable
2020
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Protest through 
Print – A Brief on 
Methodology
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The definition of revolution 
is “a radical and pervasive 
change in society and the 
social structure, especially one 
made suddenly and often ac-
companied by violence”.

In 2020 in America and globally, 
we are at a tipping point both literally 
and figuratively.

Physical violence and virtual vio-
lence have become the necessary 
weapons to incite change. Accord-
ingly, printmaking has been just one 
virtual weapon used to galvanize the 
masses for change.

In today’s world, July of 2020 
amidst a global pandemic where the 
United States is leading in the greatest 
recovery failure in over 100 years, the 
6th extinction, and where our current 
president, Trump, undermines the pro-
gressive efforts of the same past 100 
years, it is not easy to determine what 
to fight for.

To be honest, the sheer number 
of offensive acts are titanic. But, what 
brings comfort is knowing that the 
tides of change have arrived and the 
people have a voice – and are using it.

As a printmaker in Fresno, Califor-
nia, I have chosen to lend my voice to 
the revolution against the near-con-
stant social/racial injustices coupled 
with the negligent destruction of our 
wildlife.

I have made the commitment to be 
the breakwater that introduces a new 
way of resisting current social and en-
vironmental affronts that are currently 
catastrophically eroding away both the 
very animals we share this world with 
and the moral fibers of which human-
ity is comprised of – and printmaking 
can be a strong bedrock of influence.

When creating works to motivate 
revolution against current issues or 
injustices, there are a variety of ways 
to express the message within one’s 
work.

In each of these works included 
some constants exist; the necessity for 

JARED 
BARBICK

extensive research so as to find a well-
rounded truth, re-evaluating past pro-
paganda artworks or protest works, 
considering the medium, color choic-
es, size and scale, and overall design.

Previous page:
Wreckage of our obsession 
- a response to Futurists
Woodcut
16”x20”
2020
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I always have to ask, “What am I 
trying to say?” and as my vision takes 
form, “Does this say it?”.

In the woodblock print titled” The 
Florida Panther” the size of the Florida 
puma is slightly larger than life size so 
that the strength of the puma com-
mands attention.

The Florida puma is critically en-
dangered due to deforestation, human 
encroachment, urban sprawl, road-
way expansion, illegal hunting, and 
poor political leadership. In this work, 
the puma looks at us, waiting for help 
while urbanization and human en-
croachment are overtaking the puma.

The “120 Left” mark indicates how 
many pumas were left when I started 
this project. Dollar signs and mansions 
symbolize wealthy politician and busi-
ness owner contributions to the suffo-
cation of the puma. The most recent 
road approved (with disregard for the 
animals) that will negatively impact 
the puma “Owl Hammock Curve” is 
shown. Illustrating the most recent 
political approval is a direct attack on 
that politician, which can be more ef-

fective than abstract symbolism, espe-
cially to the residents of Florida. 

Works as Dialogues with the Past

Recently, while investigating past 
artwork that I have loved or been influ-
enced by, I came across a painting by 
Futurist painter Giacomo Balla titled 
“Dynamism of a  Dog  on a  Leash”. 
I always held affection for Futurist 
works for their color usage, design, 
strength of message, and motion. But, 
I also have very strong beliefs about 
war and technology, especially in a 
world where technology and war are 
completely intermingled and nearly in-
distinguishable. I decided to do a work 
as a response to this work and to the 
ideals held in the Manifesto the artists 
published and signed. 100 years ago, 
artists published the Manifesto of Fu-
turism. The artists were obsessed with 
violence, war, technology and speed. 
After 100 years, this work “Wreckage 
of our obsession, a response to Futur-
ists” serves as a response. The cost of 
those attitudes has been incalculable. 
In this work the soldier and dog do not 
run - contrasting the early work “Dy-
namism of dog on leash” where we 
see a woman and dog hustling down 
the road. The soldier with prosthet-
ics reflects the very real aftermath of 
war and the lines (repeated chevrons), 
symbolize resistance to certain free-
dom and restrict the soldier and dog. 
The echo of futurism, the black mono-
lithic building looms deep in the back-
ground. The tactile paving bumps spell 
WAR marrying the obsession with just 
one major outcome. The shell casing 
rolling on the ground reminds us that 
those attitudes are still happening.

The future lies ahead and what we 
make of it will be outlined by the at-
titudes we hold and fleshed out by the 
actions we take. 

Artists worldwide are creating 
works to save our animals and human-
ity, these are a driving force of change. 
We must not allow gallery/museum 
cogs in the broken art world who con-
tinually ignore the works that matter 
hold us back from revolution. In fact, it 
is the revolution that will ultimately be 
their end.



Florida Panther,
Driven to the brink
Woodcut
38”x25”
2020
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Printmaking 
and the Political 
Landscape
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I question in my life and in my 
art. 

Making art, for me, is a way to look 
into the questions I have about life, 
about society and about the world. 
I work in series, altering the focus of 
each series to deal with the current 
struggles, questions, and understand-
ings as I adjust to each change in life. 
I focus on the many possibilities of 
printmaking, combining traditional 
and digital techniques.

Each printmaking method has a 
unique visual language and commu-
nicative power and I often combine 
techniques and reimagine the possi-
bilities of each method.

An ongoing series of digital, silk-
screen and mixed media prints, Protest 
(Print) questions todays many political 
issues and feelings of fear and exclu-
sion. In these prints I am using collage 
methods, using many layers of differ-
ent types of printmaking, from digital 
to silkscreen and lithography, to create 
physically layered prints that address 
the multiple ways that changes within 
the government impact our country 
as a whole and the wellbeing of the 
person as an individual. I believe that 
a physically ripped and glued collage 
represents the sense of piecing to-
gether the truth, discarding the ‘alter-
native facts’ and ‘fake news’.

I believe the layers and collage 
method will also represent the frag-
mented and partisan society and how 
the feelings of fear and exclusion can 
be overwhelming. 

I am currently looking into the role 
of the people in creating change within 
the government and within society. 
The role that protests have played his-
torically and currently, in speaking up, 
in demanding change. A never-ending 
sea of protests, from climate change 
awareness, to women’s rights, to civil 
rights and immigrants’ rights become 
layers within these prints. I feel that the 
current political and social climate calls 
for a more forward approach within art 
and this series of activist prints starts 
to address today’s many political 
issues and my personal feelings and 
questions of fear and exclusion.

Landscape is referenced in these 
prints, representing the overall beauty 
and physicality of this country and its 
ideals. As I question the current dan-
gerous and destructive political nar-
rative, I look for positive elements and 
the possibility of protests, of change. 

SARAH 
SIPLING Previous page:

Protest (Print) 7
Collage with Digital print, 
Silkscreen, Lithography 
and Charcoal
17”x22”
2020

Below:
Protest (Print) 10
Collage with Digital print, 
Lithograph and Silkscreen
17”x22”
2020
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Protest (Print) 2
Collage with Digital print, 
Lithograph and Monoprint
17”x22”
2020
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SIERRA 
KRUSE

Post 
Tear Gas
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Post 
Tear 
Gas

Last week I signed a petition and it saved democracy 
Before I knew it public transit systems sprouted like preteens 
I’m not lying 
Trains migrated in place of red lining 
This isn’t a bus to be paid with generational blood 
This is a bus that pays you  
For existing in the soft way you do  
The way your molars know you always could  
If you had the space and care

Before I signed this petition we were in the middle of a war 
One side wore black the other wore camo  
Like football game you can spot the good guys when they start running 
When the air becomes spicy and thick 
And everyone pulls out their umbrellas  
They would have signed a petition too  
If they knew it would end all of this 
Maybe they did 
Maybe it was the wrong petition and  
They end up like flaking metal on baking pans 
The ones ruined by the dishwasher 
Improper use

The people that were supposed to protect us gave orders that didn’t 
The liberals sent more spicy air  
Confusing tear gas with the public housing we asked for 
It’s hard to people when they’re needs are on fire

But that’s in the past 
They’ve learned and we are about nothing 
If not growing restorative justice from the park block branches 
Tending until they grown high enough to avoid the gas 
Instead soak up summer sun  
But then the liberals were gassed too  
In the same streets 
One of those  
And then they came for me 
But that’s okay

Because first they came for Marie Antoinette  
And I think she was richer than she was woman 
Back then I don’t know if they had police or prisons 
But if they didn’t I can still be an abolitionist  
And also guillotine King Louis 
It’s easy in fact 
It’s just a hot take 
The last hot take before democracy is enacted 
Who knew it’d be a petition 
Who knew it’d happen on twitter
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Letters 
From a Pandemic
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The following is an excerpt 
from a letter exchange 
between Dr. María Rebolleda 
Gomez and Corinne Teed com-
pleted in August 2020.

María Rebolleda-Gómez is a 
microbiologist and evolution-
ary biologist from Mexico City 
currently spending time in her 
lab with a multitude of mi-
crobes at Yale University. She 
lives and works in Quinnipiac, 
Paugussett and Wappinger 
stolen land, and works as 
postdoc in a university funded 
with money from the slave 
trade, and land speculation.

She is involved in activism 
aiming at the redistribution of 
some of the power and wealth 
from the university. Corinne 
is a printmaker and interdisci-
plinary artist living on stolen 
Dakota land in Minneapolis 
where they are learning new 
forms of mutual aid and teach-
ing printmaking at University 
of Minnesota. Since the be-

CORINNE 
TEED

DR. MARÍA 
REBOLLEDA-GÓMEZ

ginning of 2019, María and 
Corinne have been engaged 
in conversations about queer 
ecology, interspecies mutual 
aid and how microbes resist 
capitalism.

These conversations serve as 
a foundation for future inter-
disciplinary collaborations. 
Their shared interest in queer 
ecology, microbiology, and 
visual art aims to reconfig-
ure our affective orientation 
towards notions of the indi-
vidual and constructs of com-
munity. Future collaborations 
currently envisioned include 
animations, artist books, and 
experiments with printmaking 
and microbes. 
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August 19th, 2020

Hola Corinne –

How are you? It seems so long 
since the last time I saw you, even 
though it was just a few weeks ago. 
It is so hard to track time during this 
pandemic. Who would have thought 
more than a year ago, when we started 
talking about microbes, that a virus (a 
microbe!!) would completely change 
the world.

I was remembering the day that 
we met. We went to a sweaty dance 
party. The party’s name was “Pandem-
ic”!! Now that dance floor is empty. I 
heard that the bar where it happened 
is closing – they did not survive the 
pandemic (or more accurately, the 
lack of government support). Another 
queer space closed.

Looking back at the enormous 
impact of such a small life-form, I re-
alize that I should have known better. 
It reminds me of the scene in Disney’s 
“The Sword in the Stone” in which 
Merlin and Madam Mim are fighting, 
transforming themselves into differ-
ent creatures. Merlin winds by becom-
ing a tiny microbe and getting Madam 
Mim sick. We often overlook microbes, 
but they are constantly transforming 
the environment around us. I guess it 
should not surprise me that in this in-
dividualistic system we underestimate 
and overlook essential work, the labor 
and interactions that sustain us. 

We dismiss microbes, and when 
we encounter them, we fail to acknowl-
edge them on their own terms, in their 
complex network of interactions. They 
are too small and too different, we 
(Western colonialist society) do not 
know how to understand them, other 
than in a dichotomy of friend and 
foe. It seems like that is how we con-
struct otherness: flat stereotypes, di-
chotomies between bad (savage, wild, 
whore, deviant) and good (innocent, 
civilized, virgin, fashionable) where 
good means commodifiable and ready 
for exploitation.

But microbes (like anyone else) do 
not fit in those boxes; some microbes 
that we consider pathogens, only 
cause disease in one context. Change 
the surrounding community, change 
the environment and they might even 
be beneficial.

This is something I think a lot with 
regards to my own work: how can 
we understand organisms as part of 
communities? I have been thinking a 
lot during this pandemic: what could 
it mean to be a microbiologist that 
stands for social justice and change? 
What kind of questions should I be 
asking? What does a queer/radical 
feminist lens at the microbial world 
look like? Have you been thinking this 
about your practice? How does the 
pandemic and the current political 
moment shape your art?

I attended my first virtual con-
ference a week ago. I was pleasantly 
surprised with it. I have very little ex-
pectations of online interactions, but 
the organizers figured out great ways 
to interact and in many ways, it made 
the conference more open and more 
accessible (cheaper, no travel visas 
required, no need to deal with drunk 
professors harassing you…)
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In this conference I saw some 
great talks, but one in particular made 
me think of you, this moment, and our 
conversations. This group from Swit-
zerland had two bacteria that depend 
on each other to grow: bacteria 1 pro-
duced nutrients that bacteria 2 need, 
and bacteria 2 produced nutrients that 
bacteria 1 needs. They grew both to-
gether in a very small chamber where 
the researchers can see them as each 
cell grows and divides under the micro-
scope. Because each stain produces a 
different fluorescent color (cyan and 
yellow) the researchers could tell them 
apart (the drawing on page 2 of this 
letter is of some of one of their images). 
Using this approach they realized that 
bacteria get crowded very quickly and 
therefore, most interactions happen in 
very close proximity. It is much harder 
to interact at a distance.

This is something I have really 
struggled with in this time of social 
distance. I am a very physical person. 
I have a hard time interacting at a dis-

tance. I keep thinking of something 
we’ve discussed in the pandemic: the 
difficulty of making connections and 
building networks of mutual aid when 
we need them the most. We need to 
think creatively on what safe distance 
can mean. Think on how to connect 
and take care of each other. Maybe 
sending letters is part of all this. 

I cannot wait to read your thoughts 
on isolation, the pandemic, printmak-
ing, mutual aid and the ways in which 
we can resist this capitalist system – 
that favors the spread but not the cure 
for this virus. 

MRG

Stills from recording of 
bacterial growth by Dal Co 
et al. (2020). The left panel 
is the original image of cells 
growing, whereas the right 
shows the contours of the 
cells colored according to 
their growth rates. Cells of 
closer to the other type (the 
other color) tend to grow 
faster.
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August 23rd, 2020

María – 

What a treat to get your letter! 
I’m writing back from deep Midwest 
humidity. It is another summer day in 
Minneapolis in which the city has pro-
nounced an 8PM curfew for all resi-
dents due to ongoing protests against 
the police state. It has been three 
months since the murder of George 
Floyd and the city has yet to take any 
action to defund the police. Yet they 
continue to lay the groundwork for on-
going mass arrests of protestors. This 
same moment, Hurricane Laura is tear-
ing through Texas and Louisiana, while 
wildfires rage on the west coast. 

In large and small ways, ecosys-
tems – both environmental and social 
– are speaking to us, demanding we 
find new ways to relate, summoning 
our need to resist capitalism and all 
of its tentacular reach. It is a moment 
where we must reconfigure notions of 
the individual and of community – a 
conversation you and I have been en-
tangled in since meeting. 

And how can we not reconfigure? 
Climate change is clearly demonstrat-
ing that current systems are unten-
able. Prior to the pandemic, we all 
lived community in certain ways, many 
of which depended on physical prox-
imity. You and I met at an art open-
ing and finished the night on a queer 
dance floor, discussing microbes and 
anarchism amidst printmaking and 
electrocumbia. Human interdepen-
dence – both between our own human 
species and with our more than human 
co-inhabitants – has simultaneously 
become clear in its significance while 
also receding in its presence. I find let-
ters are the most capable of carrying 
the type of expression I miss in this 
moment, from a distance. Thank you 
for meeting me here.

From so many directions, we are 
witnessing refusals to be “good and 
commodifiable for exploitation,” as you 
wrote, anti-assimilationist stances re-
fusing to be submerged and complicit 

in capitalist individualism. From queer 
collectives to DIY publishing projects 
to abolitionist organizing to microbes, 
creatures large and small are showing 
us alternative paths forward. 

In this moment, everything feels 
up for re-evaluation. I find myself 
questioning what printmaking has 
been reduced to under the forces of 
capitalism and what resistance means 
in this time. We are all impacted by the 
taxonomies that we have inherited or 
been educated into by Western Sci-
ence. This includes the ideal of the au-
tonomous individual – the notion that 
our body, our selfhood represents one 
simple, definable being. Yet Western 
Science itself proves that we are what 
Lynn Margulis termed “holobionts” – 
assemblages of different species that 
function together as an ecological 
unit. We are living symbiotic sculp-
tures, vital masses of relationship and 
interdependence, humming throngs of 
microbes. What lie is greater than the 
notion of the contained, disconnected 
individual? We co-exist in ecosystems, 
impacting other species with each 
breath we take.

The taxonomy of the individual is 
well replicated throughout the acad-
emy that you and I work in. U.S. edu-
cational institutions place success and 
failure on the individual students and 
also, on the individual faculty member. 
The tenure track process both feeds 
and destroys individual egos, forcing 
the crafting of CVs that boldly take 
credit and center stage individual ac-
complishments. 

Each year I have to turn in a pro-
fessional CV for my annual review as 
junior faculty. The process feels too 
focused on my personal successes as 
an individual and damaging to my own 
ethics of relationship. This year I began 
writing an alternative CV, redefining it 
“Community Vitality.” I use it to reflect 
on relationships I’ve built throughout 
the year, collaborations, learning from 
others, planting seeds for future proj-
ects, and investing in community. This 



“Burn It All Down: An 
Anti-Fascist Spellbook” by 
the Yerbamala Collective, 
a coven of anti-fascist 
witches, some known and 
some anonymous, who 
have been collaboratively 
making work since Trump’s 
inauguration.
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summer I spent days protesting in the 
streets of Minneapolis and collectively 
opening a hotel to house people with-
out homes while militarized police and 
militia invaded the city streets. This 
type of work, this type of community 
building is indecipherable, incompre-
hensible to the academy focused on 
the individuals and careers. 

You asked of my practice: how has 
it transformed? And I ask myself: what 
of my practice refuses capitalism and 
commodification? How do I disentan-
gle from this capitalist individual en-
trenchment? 

We all co-exist in robust and com-
plicated ecosystems. Printmakers can 
be incredibly relational– sharing stu-
dios, political engagements, projects, 
portfolios, and research. The way print-
makers relate to each other is itself a 
nuanced ecosystem – one that is cur-
rently recognizing inherited legacies of 
toxicity. Like many communities, right 
now printmaking communities are re-
defining toxicity and re-shaping com-
munity ethics. How do we re-orient 
ourselves in this moment, collectively? 
The print community is changing. The 
context, the surrounding community, is 
changing. The agar or growth medium 
we put in the petri dish for the print-
makers to grow within has changed 
in formula. What new growth will we 

see? Can I make this type of microbi-
ology metaphor? I wonder if we were 
to put printmaking in a petri dish and 
feed it mutual aid while starving it of 
capitalist individualism and patriar-
chy and settler colonial extractivism – 
what would grow? And with whom can 
we grow with collectively?

I guess I want to ask: What do mi-
crobes teach us about surviving crum-
bling infrastructures and rebuilding? 
The catastrophic effects of white su-
premacist capitalist heteropatriarchy 
are in full view. When will this revela-
tion push enough people to feel justi-
fied in taking risks to create alterna-
tives? Will the endless failure that is 
capitalism in meeting basic needs now 
create a growth medium for new rela-
tionships and interdependency? 

After you go to your lab and talk 
to your microbes, I can’t wait to hear 
your insights.

Corinne
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