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Congolene Resistance
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From the Director
On March 4, 2020, Tandem Press participated in The Armory Show in New York City. We
were honored to exhibit the work of Derrick Adams and Mickalene Thomas. Five days later,
we returned to Madison, closed the Press to the public, and began to work from home. While
closing was relatively easy for the curatorial and administrative staff, who could move operations
to their homes, it was a challenge for the printing staff. How could they bring the presses home
and edition the artists’ prints?
Fortunately, Tandem has a very large studio space, so our collaborative printmakers were able
to return to work at the Press two months later, on June 1, 2020. They wore face masks, and
each was surrounded by 450 square feet with no one else in their space. Printing resumed, and
everyone carried on.

Paula Panczenko
Director

Eighteen months later, on September 9, 2021, we returned to The Armory Show in New York City and showcased new
work by Jeffrey Gibson and Alison Saar. Both Saar and Gibson had worked with us in the past, and because they were
already familiar with our studio and the collaborative printmakers, their new projects were created and accomplished
by communicating through the mail, Zoom, and phone conversations. In addition, our collaborative printmakers worked
with Robert Kelly, Lesley Dill, Manabu Ikeda, and T.L. Solien. We released some of their new prints at the INK Miami Art
Fair in December 2021, and we will debut the rest at EXPO CHICAGO in April 2022.
The International Fine Print Dealers Association (IFPDA) organized three virtual print fairs throughout the pandemic.
Collectors were able to view new prints online and virtually hear fantastic lectures by world-renowned curators, tour
print studios, and watch printmaking demonstrations. Recordings of all these activities are available to be watched on
the IFPDA website at https://www.fineartprintfair.org/print-week
We are all thrilled to have reopened Tandem Press to the public, and we look forward to seeing you as we begin to travel
again. We send our deepest condolences to those who have lost loved ones during the pandemic, and we all hope for
your continued good health, happiness, and a bright future.
Paula Panczenko

Tandem Press Staff

Joe Freye
Collaborative Printmaker

Sona Pastel-Daneshgar
Curator

Rachael Griffin
Administrative Manager

Seth Klekamp
Preparator

Jason Ruhl
Collaborative Printmaker

J Myszka Lewis
Curator

Patrick Smyczek
Collaborative Printmaker
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In Memoriam
Professor Emeritus Willy Haeberli (1925 – 2021), one of the world’s preeminent
nuclear physicists, died at his home in Madison, Wisconsin, on October 4, 2021.
He was 96.
A professor of physics at the University of Wisconsin-Madison, Willy Haeberli
pioneered studies of the interactions of beams of polarized particles with targets
to better understand the detailed nuclear structure of matter. He was instrumental
in the early development and advancement of polarized ion-sources used in such
experiments. He and his team helped develop, install, and troubleshoot polarized
ion sources all around the world.
Born in Zurich, Switzerland, to Paul and Clara Haeberli, Professor Haeberli grew up
mostly in Basel and was educated at the University of Basel. He also served in the
Swiss Army as a radio operator late in World War II.
In 1952, he accepted a post-doctoral fellowship at the University of WisconsinMadison. He moved as an assistant professor to Duke University in 1954 and finally
settled back at UW-Madison as a faculty member in 1956, where he remained until
his retirement in 2006.

Willy Haeberli; photo credit
Russell Panczenko

Willy Haeberli’s work as a physicist was widely recognized. In 1979, he was awarded the T.W. Bonner Prize by the American
Physical Society. The prize citation reads: “To recognize outstanding experimental research in nuclear physics, including
the development of a method, technique, or device that significantly contributes to nuclear physics research,” specifically,
“For their unusual contributions to the development and use of ion sources for charged particle accelerators in both basic
physics and applied fields.” In 1988, Haeberli was elected a fellow of the American Academy of Arts and Sciences. In 2002
he was elected to membership in the National Academy of Sciences (NAS). Professor Haeberli was also twice appointed to
a Humboldt Research Fellowship in Germany, one of the many countries where he conducted and led research programs.
Professor Haeberli also conducted research at prominent centers in the US and internationally, including the Max Planck
Institute in Heidelberg, the Paul Scherrer Institute in Switzerland, the University of Indiana, the German Electron Synchrotron
in Hamburg, Germany, and the Brookhaven National Labs.
Haeberli was also well known at UW-Madison as a teacher of undergraduate students. He immensely enjoyed translating
complex ideas into concepts his students in elementary physics could understand. He developed the highly popular
“Physics in the Arts” course for undergraduates in the liberal arts, in collaboration with the late Professor Ugo Camerini,
and later with Professor Pupa Gilbert, who has carried on teaching it at UW-Madison. Professors Haeberli and Gilbert coauthored the first two editions of the widely-used textbook of the same name.
In 1954, Willy married Heidi Haeberli (also from Basel), and together they had three children, Martin, Paul, and Frances.
His children enjoyed their dad’s fervent passion for cooking and entertaining, hiking, sailing, canoeing, and family picnics
which often included physics colleagues and students. As a father and grandfather, Willy was always challenging his
offspring to physics and science questions, particularly at the dinner table, and he enjoyed collaborating with family on
puzzles, Ken-Ken, and Rummikub games. Throughout his life, he loved telling stories and jokes.
Willy later married his second wife, Gabriele S. Haberland, in 1992. As a couple, Gabriele and Willy were art collectors and
patrons of the arts in Madison, particularly the Madison Museum of Contemporary Art, the Chazen Museum of Art, and
Tandem Press.
After Gabriele’s death in 2017, Professor Willy Haeberli honored her by establishing the Gabriele Haberland Permanent
Collection Fund at the Madison Museum of Contemporary Art (MMoCA) to support exhibitions, publications, research,
and conservation. He also honored her by funding the Tandem Press Gabriele S. Haberland Printmaking Technology
Center, and in 2020, he established a scholarship to support UW-Madison graduate students in printmaking for the next
five years. Additionally, Haeberli made regular gifts to the annual Tandem Press Art and Wine Auction, and he created
two awards to be granted annually in Gabriele’s name for UW-Madison printmaking graduate students to travel to Europe.
His last notable gift to Tandem Press dedicated a section of Tandem Press as the Gabriele S. Haberland Contemporary
Print Study Center.
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Lesley Dill
Lesley Dill’s work is profoundly spiritual, and the source of this characteristic can be traced
back to an incident that occurred when she was fourteen years of age. One morning as she
got up to go to school, she had a vision in which she saw blackness, like a movie, with white
streamers. She saw pestilence and war, horror and desolation, but this darkness was also
overlaid with rapture and bliss. She did not recall the memory of this experience until she
went to college and took a course on ecstasy, which led her on a lifetime journey of research
and practice into mystical revelatory experiences.
In the early 1990s, Dill spent two years in India, which profoundly affected her work
and life. She spoke very little Hindi and this lack of understanding of the language released her to experience it in a very personal way. Being surrounded by unintelligible and indecipherable language further enhanced the specialness of language for Dill.
In India, she was also struck by the fact that women from all walks of life wore dresses,
and this realization empowered her femininity. She abandoned the uniform of the western female sculptor—tight black jeans, work boots, and t-shirts—to adopt a more sensitive aesthetic. The colors of India also had an intense effect on her. White, which she
Lesley Dill
had always perceived as a cold color, suddenly became hot. In India, red is a joyful
and celebratory color, and this perspective complicated Dill’s previous association of
red to her father’s illness and a dire warning sign. White and red quickly became recurring hues in her work and
dictated the rest of her typical color palette.
Dill also enjoyed the vast array of papers available in India. Working with paper, she was able to contrast the weight of her ideas with the lightness of the material. She began to stain her works on paper with
tea and incorporated horsehair and thread into her images. In her essay Vision, Touch, Voice, curator Nandini
Makrandi Jestice discusses the materiality of Dill’s work:
Surface tactility is added through another mainstay of Dill’s work—threads and horsehair, which are
suspended from and stitched through photographs, drawings, and tapestries. In India, the sacred string is everpresent,
worn by sages, gurus, and Hindu priests. Threads that are blessed are tied on wrists at births, weddings, deaths, and any
number of other ritual occasions. … Dill’s use of the string is not so literal, but equally sacred. The artist describes a Nepalese temple that has a huge metal tongue hanging down, explained to her as the Tongue of God, a connector from us to the
heavens. We speak, and our words are carried straight up into the sky. … Dill’s threads function as bridges or metaphorical
tongues, leading the viewer’s eyes up into the figure, into the text. The function of a tongue is to give voice to speech,
completing that circle of language and image that is an essential part of each piece.
In 2008, in addition to her active practice involving sculpture, installations, prints, drawings, and
photographs, Dill conceived and directed the opera Divide Light, which was performed at the Montalvo Arts Center in Saratoga, California. Working with the composer Richard Marriott, Dill based her libretto on the poetry of Emily Dickinson. She also designed the costumes and sets, created video installations utilizing her photography, and choreographed the entire opera. This immense artistic undertaking took three years to
develop. For additional information, please visit: www.lesleydill.net/divide-light-2018-1
Lesley Dill returned to Tandem Press in August 2021 to begin a new body of prints following her
exhibition Lesley Dill, Wilderness: Light Sizzles Around Me, which opened at the Figge Art Museum in
Davenport, Iowa, on May 29, 2021. The new prints Dill created at Tandem Press this year relate specifically to this new body
of work and focus on several daring and courageous American abolitionists from the 18th to the 20th centuries, including,
Dred Scott, Sojourner Truth, and Mother Ann Lee. In the exhibition catalogue for Lesley Dill, Wilderness: Light Sizzles
Around Me, Dill wrote about many of the courageous people who appear in her images. Her descriptions are included on
the following pages.
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Lesley Dill
Mother Ann Lee (1736 - 1784)
One of the earliest figures I wanted to investigate and honor is Mother Ann Lee, the founder
of the Shakers. The illiterate daughter of a Manchester blacksmith, Lee came to lead a group
of dissidents from various religions who were
called the “shaking Quakers” for their ecstatic
forms of worship. After suffering at the hands
of English authorities for allegedly violating the
tenets of the Church of England, Ann received
a revelation from God telling her to immigrate
to the American Colonies in 1774. Ann Lee became the leader of the United Society of believers (in Christ’s Second Appearing) and was
thereafter called Mother Ann.
Mother Ann believed that all animate life was
both female and male; therefore, God was
manifest in both male and female forms. Mother Ann was the first female to receive the fullness of the Christ spirit in the Shaker religion.
“It is not I who speak; it is Christ who speaks
through me.” Through a series of visions, she
became convinced that the Divine was available to anyone who would take the Christ Spirit
into themselves, thus subverting the traditional
role of the male clergy. The full embodiment of
the Christ Spirit was something open to all who
would be Shakers, and each individual was capable of communing directly with God.
The Shakers way of worship included ecstatic
expressions such as wild dancing, loud singing
and shouting, and even speaking in tongues.
This form of free physical emotionalism attracted many seekers. Eventually some 4,500
believers lived separately from the “World” in
eighteen communal villages spread from Maine
to Kentucky, with brief stints in Georgia and
Florida. The ecstatic expression of the Shakers
was balanced by a set of strict rules. Women
and men lived apart and took a vow of celibacy. All labored long hours as a form of worship. After the Civil War era, with
the shift nationally from an agrarian to an urban, industrialized society, the number of Shakers continuously declined. Today,
only a few believers remain at the last surviving community in Sabbathday Lake, Maine.
Lesley Dill and Collaborative Printmaker Jason Ruhl applying collage
elements to a proof (above); Curator J Myszka Lewis working on a proof (below)
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Lesley Dill
Heavenly Mother Ann Lee
After earthly Mother Ann Lee
died, her work was carried
forward by a series of committed leaders. However, she
was also among many figures
who, after death, communicated spirtually to members
of the Shaker community.
Known as “instruments,”
these Shakers received direct messages from Mother Ann as well as from Old
Testament patriarchs, Native
American spirits, and other
figures from sacred and secular history. These messages
often resulted in hymns and
drawings and were thought
of as “Spirit Gifts.” Only two
surviving drawings represent
Mother Ann Lee herself, while
most of them show flowers,
trees, birds, trumpets, and
other representations of the
natural and heavenly worlds.
They express both joy and
order. I find the study of
these “gifts” to be an astonishing spirtual experience.
Heavenly Mother Ann Lee,
as a sculpture, is my private
idea of a persona in evanescent yet tangible form. As
an artist, I wanted to specifically embody this idea of a
inspiration that is so beautifully expressed in the Shaker
drawings. Following the true
Shaker tradition, images are
often received communally
by two people—one person
receives a divine manifestation that the other transcribes
in to a drawing, song, or dance—so I always work in community and collaboration with other people.
Lesley Dill, 2022
Lest The Blaze Should Torch my Hand: Heavenly Mother Ann Lee
Screen print, relief, collage, gold and silver leaf, thread
Edition of 18
48 x 36 inches
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Lesley Dill
Sojourner Truth (1797 - 1883)
Sojourner Truth is a heroine sewn inside America’s stain of slavery who escaped and shaped
herself into a leader and a speaker of the truth
before thousands. A one-time northern enslaved
woman with eloquent speech, her words “Aren’t
I a woman?” were misquoted into the imagined
crude phrase “Ain’t I a woman?” She went on to
be a free woman, fearless and forward: an Abolitionist, an Orator, a Visionary woman of deep
spirtuality, a Preacher, and a Woman at the very
roots of the women’s rights movement. “I am a
self-made woman.”
The following biography for Sojourner Truth
comes from the Library of Congress exhibition
The African American Odyssey: A Quest for Full
Citizenship (1998).
Given the name Isabella at birth, Sojourner
Truth was born in the year 1797, in Hurley, New
York. She was enslaved for approximately twenty-eight years of her life. As “property” of several slave owners, when she was ten-years old, Isabella was sold for $100 and some sheep. Dutch
was her first language, and it was said that she
spoke with a Dutch accent for the remainder of
her life. Although she was unable to read, Truth
knew parts of the Bible by heart.
Sojourner Truth has the distinction of being the
first African American woman to win a lawsuit in
the United States, the first was when she fought
for her son’s freedom after he had been illegally
sold. Later, when she was accused by a newspaper of being a “witch” who poisoned a leader in a religious group that
she had been a part of, she sued the newspaper for slander and won a $125 judgement. Truth died at the age of 84, with
several thousand mourners in attendance at her funeral. In December of 1883, just after her death, The New York Globe
published an obituary which read in part: “Sojourner Truth stands preeminently as the only colored woman who gained a
national reputation on the lecture platform in the days before the [Civil] War.”
Lesley Dill, 2022
Sojourner Truth: Orator, Abolitionist, Feminist
Screen print, relief, collage, colored silver leaf, thread
Edition of 18
27 x 20 1/2 inches
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Lesley Dill
Dred Scott (1799 – 1858)
Here in the U.S., we owe much to the
inexhaustible heroism of Dred and Harriet Scott. As
illiterate enslaved people, they waged a legal battle for their freedom that is considered by many to
have been an American Civil War catalyst. They made
their way through a wilderness of legalities and refusals in order to be free. During their ten-year legal
battle with the Saint Louis court system (beginning in
1847), they won, then lost, then refiled, and then lost,
lost, lost. And then we all lost when Scott’s freedom
suit went to the U.S. Supreme Court in a ruling which
said that he could not be free—Ever—because he was
of African descent and should remain enslaved. This
Scott v. Sanford decision would’ve made the entire
U.S. a slave country in 1857. This aroused deep public outrage and exacerbated the tensions of pro- and
anti-slavery factions between the North and South,
pushing the country to the edge of Civil War. This
print reflects the twists and turns of their lives like a
river finding its true course.

“And in that moment, I was given to
understand the world.”
— Lesley Dill

Lesley Dill, 2022
Dred Scott: Freedom Suit
Screen print, relief, collage, gold and silver leaf, thread
Edition of 18
32 1/2 x 20 1/2 inches
Inks and thread used for the Dred Scott edition (below)
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Some Early Visionary
American Women
Abolitionists

Lesley Dill

Dill celebrates the
following American
women abolitionists
in this print:
Clara Burton
(1821-1912)
Harriet Tubman
(1820-1913)
Sojourner Truth
(1797-1883)
Harriet Beecher Stowe
(1811-1896)
Sara Parker Redmond
(1826-1896)
Amy Hester Reckless
(1776-1881)
Angelina Grimke
(1805-1879)

Lesley Dill, Some Early Visionary American Women Abolitionists, 2022
Screen print, relief, collage, gold and silver leaf, thread
Edition of 18
16 1/2 x 22 inches

Lesley Dill signing proofs (left); studio shot of Lesley
Dill visit, 2021 (above)
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Lesley Dill

Lesley Dill, 2016
Poet
Etching, gold leaf, collage, thread
Edition of 18
31 x 24 inches
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Lesley Dill

Lesley Dill, 2016
Eyes
Etching, relief, hand painting
collage, thread
Edition of 18
24 7/8 x 29 7/8 inches

Lesley Dill, 2016
Deer
Etching, relief, hand painting
collage, thread
Edition of 18
24 7/8 x 29 7/8 inches
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Lesley Dill

Lesley Dill, 2016
This Short Eternity Inside my Thought
Relief on Kozo with clay, silk organza, and thread
Edition of 12
13 x 9 x 4 inches

Lesley Dill, 2016
LIGHT THRILL SWOON TRUTH FLAME [6/12]
Woodcut on muslin with cotton stuffing and hand dyed horse hair
Varied edition of 12
15 x 6 x 3 inches
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Lesley Dill

Lesley Dill, Wilderness: Light Sizzles Around Me, Figge Art Museum, Davenport, IA, 2021 (photos courtesy of Ed Robbins)
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Jeffrey Gibson
Over the past decade, Jeffrey
Gibson has built an impressive multi-disciplinary practice.
Using recognizable Native American materials such as beads,
fringe, and jingles in his sculptures and elk hide drums or
stretched deer hide in place
of canvas as a support for his
paintings and prints, Gibson creates powerful statements that
reorient the place and status of
Native American art within contemporary culture. His colorful,
graphic, and text-inclusive works
are laden with multiple layers of
both blatant and subtle meaning mined from his personal experiences, in turn also offering a
unique representation of broader
Indigenous and queer identities.
Before his artistic practice went
through a dramatic shift in 2011,
Gibson would have described
himself as a process-based abstract painter. At the time resisting the pressure to fit within
a limited scope of what a Native American artist could or
should make, he saw abstraction as a safe haven that did
not require him to reveal all the
complexities and insecurities of his personal history. However, as his practice grew and expanded over the following
years, he did not abandon abstract painting as he developed his voice as an artist who is also a queer man with Choctaw and Cherokee heritage. Instead, by embracing materials, visual patterns, and other signifiers of his personal identities as physical and conceptual elements within his work, he now uses abstract art as a way to share who he is as
an individual and to claim space for himself and other Indigenous artists within modern and contemporary art history.
By referencing geometric abstraction, maximalism, and Modernism, Gibson decidedly places his work firmly in the canon of contemporary art rather than allowing it to be limited solely to the category of Native American art. However, this
statement is not to deny the importance of the Native elements within his work. A crucial reason his work is so powerful
lies in the materials he uses. Used in his work, the elk hide drums present much more than a richly toned support for pigment; the material is laden with histories, emotions, and narratives tied to Indigenous culture, rituals, and values. Gibson
harnesses the abundant meanings of his materials, and in combination with his graphic imagery, the work communicates
both individuality and interconnection.

Jeffrey Gibson, 2020
A Time For Change
Screen print on handmade elk hide drum in a custom frame
Varied edition of 24
25 3/4 x 25 3/4 x 4 1/2 inches
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Jeffrey Gibson

The title of Gibson’s second drum edition, Round Dancing, references the traditional Native American round dance, a
social and community-based dance that incorporates singing and drumming. Participants of the dance stand in concentric
circles and beat hand drums throughout the dance in a steady rhythmic beat that is often described as a heartbeat.
Jeffrey Gibson, 2021
Round Dancing
Screen print on handmade elk hide drum in a custom frame
Varied edition of 24
25 3/4 x 25 3/4 x 4 1/2 inches
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Jeffrey Gibson
While rooted in Modernism, which is in
many ways about control and an ability
to dictate or predict, Gibson’s graphic
abstractions combine references to Indigenous patterns with fresh, intense
color palettes to examine how histories
are relevant to the present and how the
present will set the path for the future.
Two of Gibson’s new editions, himmak
pilla and no simple word for time, are
screen prints on mat board that include
inlaid panels of handwoven beadwork.
Consisting of 3,680 beads each, the
pattern of the beaded sections extends
beyond its edges by way of the surrounding screen printed field. The patterns’ gradients and wave-like nature
also suggest that the piece’s presence
stretches even beyond the rectangular
section we see. These seemingly never-ending patterns, coupled with the
artworks’ titles (himmak pilla meaning “in the future” in the Choctaw language), reiterate the importance Gibson
places on learning from history while
considering one’s actions and their impact on the present and our collective
future. With these themes ever-present in his work, Gibson has become a
forerunner in the field of Indigenous
Futurism.
The multiple gradients of color that
Gibson uses in his drums and beaded
pieces give the work a churning sense of
vibrancy and liveliness. In an interview
speaking about his mid-career survey
exhibition “Like A Hammer” at the Seattle Art Museum (2019). Gibson discussed how he operates as an artist with
the trust that we are all at an intersection of multiple cultures, times, and histories. He believes that the world is shifting and changing, and so, if you are
engaged with the world, you will also be shifting and evolving. His
artwork is a document of these changes in process.

Jeffrey Gibson, 2022
himmak pilla
Screen print and beadwork mounted to mat board
Edition of 24
20 x 15 inches
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Jeffrey Gibson
Jeffrey Gibson (b. 1972), a multi-disciplinary
artist based in Upstate New York, is a citizen
of the Mississippi Band of Choctaw Indians
and is half Cherokee. He was born in Colorado and spent his childhood in Germany,
South Korea, and England. His work reflects
his experiences living in multicultural environments and is influenced by Indigenous
traditions, queer identity, pop culture, politics, abstract painting, music, and language.
He often utilizes objects associated with Indigenous culture and ceremonies such as
leather, beadwork, textiles, garments, drums,
and metal jingles. His art practice spans
numerous disciplines, from abstract painting on animal hide to meticulously beaded
punching bags, sculpture, installation, video
art, and live performance. Gibson has received distinguished awards from the Joan
Mitchell Foundation, the National Museum
of the American Indian (Smithsonian Institution), the TED Foundation, and the Jerome
Hill Foundation. He was named a MacArthur
Fellow in 2019.

Jeffrey Gibson, in his studio, signing Round Dancing,
2022; photo courtesy of Brian Barlow

Jeffrey Gibson, 2022
no simple word for time
Screen print and beadwork mounted to mat board
Edition of 24
24 1/2 x 15 inches
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Manabu Ikeda
Drawing with a fine pen nib,
Manabu Ikeda weaves elements
of civilization and nature into fantastic narratives, which emanate a
sense of pure curiosity and abundant imagination. His drawings
are so alarmingly dense that he
can only manage to complete
one fist-sized area per day. However, with indefatigable patience,
entire scenes gradually pile up,
akin to the steady, inexorable accumulation of diary entries. It is
easy to be seduced into a lengthy
exploration of the minute details
of Ikeda’s drawings; however,
when one backs up to view the
whole image, the accumulated
details become not just a sprawling drawing in miniature, lacking
a cohesive structure, but rather a
masterfully created conglomerate of micro-narratives merged
as an expansive macro world.
Among his many accolades,
Ikeda won the 25th Takashimaya Art Award in 2014.
In
2017,
the
Takashimaya department store hosted a solo exhibition of his work which later toured to two museum venues: the Saga Prefectural Art Museum and the 21st Century Museum of Contemporary Art in Kanazawa, Ishikawa. In 2021, the
Takashimaya store commissioned twenty-nine artists, including Ikeda, to create artwork inspired by famous Japanese artists represented in the store’s expansive art collection which they have been building over the last 100
years. An exhibition titled Shikkai, which translates to “everyone” in English, featured the commissioned artworks.
Ikeda greatly admires Yokoyama Taikan’s paintings that depict oceans, mountains, and clouds, so he chose to
use Yokoyama’s artwork to inspire his commissioned artwork. After Ikeda completed his drawing he created
a new print based on the same image at Tandem Press. The Legendary Mountain is a solar plate etching and is the largest
print Ikeda has ever made.
In The Legendary Mountain, a landscape with high mountain ranges emerges from the surrounding clouds and an ocean
of crashing waves. In the center of the image lies a large cruise ship perched precipitously on top of a mountain peak. The
ship, appearing quite small, is dwarfed by the soaring mountains, cliffs, and the malevolent seas. The foreboding atmosphere created by cloudy and windy skies, snowy mountain peaks, and roaring waves intensifies the dangerous predicament of the ship and its passengers.
Manabu Ikeda, 2021
The Legendary Mountain
Intaglio
Edition of 30
26 1/2 x 30 inches
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Manabu Ikeda
Ikeda references the fabled Mount Horai
in this image, which Yokoyama Taikan also
painted many times. Japanese mythology
describes Mount Horai as a mysterious
mountain that sometimes floats on the
ocean or up in the clouds. The legend of
the mountain tells a story of an emperor
that became very ill. He sent a Buddhist
monk out to find a cure for his illness. A
phoenix carried the monk to a palace on
Mount Horai where he spent seventeen
days and nights praying until the emperor
recovered. It is thought that spirits that
have a magical healing potion reside on
the mountain.
In Ikeda’s The Legendary Mountain, a
fictional ship has somehow found itself
stranded on the top of the mountain. The
fate of the ship’s passengers is unsure. Will
they ever be found by their friends and
families? Will a spirit bring them the
potion that can grant them immortality, or
will they, along with their vessel, be lost
forever? In either case, it is a stunning
image created with remarkable talent.

Manabu Ikeda, Isolated Pond, 2020, Intaglio, Edition of 24, 19 1/2 x 20 3/4 inches

Manabu Ikeda (b. 1973) was born in Saga,
Japan. He received both his BFA and
MFA from Tokyo National University of
the Arts. Since his graduate thesis work,
his primary medium has been pen and
ink. His artwork began to receive critical
attention from American audiences
following his participation in the exhibiton
Bye Bye Kitty!!! Between Heaven and Hell
in Contemporary Japanese Art at the
Japan Society in New York City in 2011.
He was an artist-in-residence from 20132016 at the Chazen Museum of Art in
Madison, Wisconsin. In 2017, he had a
major solo museum exhibition tour to the
Saga Prefectural Art Museum and the 21st
Century Museum of Contemporary Art in
Kanazawa, Ishikawa. He is now an artist-inresidence at Epic Corporation in Verona,
Wisconsin.
Manabu Ikeda signing The Legendary Mountain, 2021
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Robert Kelly
Much like a stonemason building a wall, my
recent work seems to be anchored in a stepby-step process of composing formal puzzles.
I have grown fond of the pared-down tools of
line, form, and color and the bountiful yield of
their juxtapositions, without the need of references or symbolic otherness to give them
meaning. The tension of exquisite junctions
and disjunctions achieved by a process of patient build-up of papered and painted layers
and edge-to-edge arrangements, makes for a
fine focus of meditative work. Though the work
has formal and austere footings the efforts of
edit and re-edit seems to create sensual surfaces that expose a history of tactile decisions. My
affection for the likes of Hans Arp, Myron Stout,
Tony Smith, Brancusi, Calder and Ellsworth Kelly, plus the Bauhaus Gang, coupled with over
20 years of crafting the surfaces I paint on, gives
me a small niche in this intimate investigation of
form that I can call my own.
- Robert Kelly
Robert Kelly slowly builds up rich surfaces for
his paintings by applying multiple layers of pigment, glazes, and found papers to a canvas or
panel. Kelly adapted this working method within the Tandem Press studio to develop his Onda
series of print editions. These artworks were
created by first printing a warm, light yellow
brushed background on a sheet of a Japanese
paper, similar to many of the papers Kelly incorporates into his painting surfaces. An arrangement of multiple woodblocks was then inked
up and printed over the background. The prints
were completed with the application of collaged shapes cut from additional sheets of Japanese paper that had been printed in a deep
blue-black color.

Robert Kelly, 2021
Onda III
Intaglio, woodblock, collage, and chine collé
Edition of 18
27 1/2 x 21 3/4 inches

Robert Kelly signing Onda I, 2019
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Robert Kelly
Working within formal puzzles that he sets
up for himself, Kelly often investigates an
idea of doubleness in his work. Kelly has a
twin brother, and he considers the closeness associated with twins as he constructs
his compositions. He creates pairs of companion pieces using forms and shapes that
reflect and/or oppose each other. It is not
Kelly’s intention that these companion pieces perfectly mirror each other, but he does
purposefully create them with many similar
attributes, as seen in the pairing of Onda I
with Onda II and Onda III with Onda IV. The
title Onda—meaning “wave” in Spanish
and Portuguese—highlights the ebb and
flow movement that defines the relationships formed between the curved shapes of
these compositions.
Although strictly a two-dimensional artist,
Kelly has often spoken about his approach
to geometric abstraction in sculptural terms.
He thinks about the forms in his compositions as if they have physical weight and
how gravity would force them to rest upon
each other if they were actual objects. With
this approach in mind, the forms, brought
to life through their contrasting colors, delicately straddle the bridge between flatness
and depth. A sense of depth and space that
is either filled or left as a void is just barely created but mostly left at a figural arm’s
length.
Robert Kelly (b. 1956) was born in Santa Fe,
New Mexico. He received a BA from Harvard University in 1978 and has exhibited
nationally and internationally since 1983.
Robert Kelly likens his approach to creating abstract work to poetry. He views each
shape in his compositions as physical forms
and imagines their weight and balance in
relation to the rest of the composition. Robert Kelly’s work has been acquired by many
public and private collections in Europe and
the United States, including the Whitney
Museum of American Art, the Brooklyn Museum, the Museum of Fine Arts in Santa Fe,
the Fogg Museum, the Jane Voorhees Zimmerli Art Museum, the Margulies Collection,
the McNay Art Museum, the Milwaukee Art
Museum, the Montgomery Museum of Fine
Arts, and more.

Robert Kelly, 2021
Onda IV
Intaglio, woodblock, collage, and chine collé
Edition of 18
27 1/2 x 21 3/4 inches
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Robert Kelly

Robert Kelly, 2019
Onda I
Relief, woodblock, collage, and chine collé
Edition of 30
40 1/4 x 33 inches
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Robert Kelly

Robert Kelly, 2019
Onda II
Relief, woodblock, collage, and chine collé
Edition of 30
40 1/4 x 33 inches
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David Lynch
David Lynch’s new suite of prints titled
Distorted Nude Photogravures marks his
first series published with Tandem Press
since 2008. Although Lynch has used
photographic images in his artwork many
times before, this series represents his
first use of image manipulation software
to alter source images, borrowed with
permission from 1000 Nudes: A History
of Erotic Photography from 1839-1939,
Uwe Scheid Collection (Taschen in print).
In these twelve prints, deformed nude figures contort, bend, reach, and pose within
strange environments that, while mostly
unclearly defined, appear to be domestic spaces. The images sink into a deep
velvety black square. This format, slightly
reminiscent of film but exaggerated as if
to suggest a peep show, aligns the prints
with Lynch’s cinematic work and lends a
voyeuristic edge to the viewer’s relationship to the images. Given the overall mood of Lynch’s work, it may not be
surprising that black is a favorite color of his. In an interview with fellow filmmaker Chris Rodley published in Lynch on Lynch, Revised Edition (New York:
Farrar, Straus and Giroux, 2005), Lynch said, “Black has depth. It’s like a little
egress; you can go into it, and because it keeps continuing to be dark, the
mind kicks in, and a lot of things that are going on in there become manifest.
And you start seeing what you’re afraid of. You start seeing what you love,
and it becomes like a dream.”
David Lynch (b. 1946) is an artist, musician, and filmaker who wrote and directed the critically acclaimed films Eraserhead, Elephant Man, Blue Velvet, Lost
Highway, Mulholland Drive, and the televison series Twin Peaks. Born in Missoula, Montana, Lynch studied painting at the School of Fine Arts, Boston and
Pennsylvania Academy of the Fine Arts (PAFA). He moved to Los Angeles in
1970 to study filmaking at the AFI Center for Film Studies. Lynch has received
myriad accolades throughout his decades-long filmmaking career, including
three Academy Award nominations, a Palme d’Or at the Cannes Film Festival,
a Golden Lion award for lifetime achievement at the Venice Film Festival, and two César Awards for Best Foreign Film.
Most recently, he was awarded an honorary Oscar in 2019. A lifelong visual artist, Lynch’s paintings, drawings, photographs, sculptures, and prints provide a deeper understanding of his vision and also reveal a vital source of inspiration
for his instantly recognizable filmmaking aesthetic. An absence of color characterizes Lynch’s artworks; he believes black
is a liberating factor and uses it to make his works more dreamlike. Lynch has been the subject of numerous exhibitions
worldwide, most recently Squeaky Flies in the Mud at Sperone Westwater in New York and HOME in Manchester, England in 2019. Retrospectives of his work were held at Bonnefantenmuseum, Maastricht, Netherlands in 2018-19, the
Centre of Contemporary Art, Torun, Poland in 2017-18, and the Queensland Art Gallery in Brisbane, Australia in 2015.
David Lynch, in his studio, signing Distorted Nude Photogravure #9 (above) photo courtesy of
Michael Barile; Collaborative Printmaker Joe Freye editioning Distorted Nude Photogravure #4, 2021(below)
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David Lynch

David Lynch, 2021
Distorted Nude Photogravure #1
Copper plate photogravure
Edition of 30
18 1/2 x 17 1/2 inches

David Lynch, 2021
Distorted Nude Photogravure #3
Copper plate photogravure
Edition of 30
18 1/2 x 17 1/2 inches

David Lynch, 2021
Distorted Nude Photogravure #2
Copper plate photogravure
Edition of 30
18 1/2 x 17 1/2 inches

David Lynch, 2021
Distorted Nude Photogravure #4
Copper plate photogravure
Edition of 30
18 1/2 x 17 1/2 inches
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David Lynch

David Lynch, 2021
Distorted Nude Photogravure #5
Copper plate photogravure
Edition of 30
18 1/2 x 17 1/2 inches

David Lynch, 2021
Distorted Nude Photogravure #6
Copper plate photogravure
Edition of 30
18 1/2 x 17 1/2 inches

David Lynch, 2021
Distorted Nude Photogravure #7
Copper plate photogravure
Edition of 30
18 1/2 x 17 1/2 inches

David Lynch, 2021
Distorted Nude Photogravure #8
Copper plate photogravure
Edition of 30
18 1/2 x 17 1/2 inches
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David Lynch

David Lynch, 2021
Distorted Nude Photogravure #9
Copper plate photogravure
Edition of 30
18 1/2 x 17 1/2 inches

David Lynch, 2021
Distorted Nude Photogravure #10
Copper plate photogravure
Edition of 30
18 1/2 x 17 1/2 inches

David Lynch, 2021
Distorted Nude Photogravure #11
Copper plate photogravure
Edition of 30
18 1/2 x 17 1/2 inches

David Lynch, 2021
Distorted Nude Photogravure #12
Copper plate photogravure
Edition of 30
18 1/2 x 17 1/2 inches

27

Alison Saar
Alison Saar’s personal identity and experience with
racism and sexism fuels the narratives she tells
through her sculptures, drawings, and prints. As
a biracial woman with a lighter complexion, Saar
sees her hair as an important part of her physical
appearance that directly points to her African
American heritage. Due to the value she places
on her hair, various rituals, expectations, and
connotations revolving around hair have occured as
underlying themes throughout much of her work.
Alison Saar began Blonde Dreams several years
ago but did not finish the woodblocks for the print
until this past year. The image in the print depicts
a figure with cascading gold hair representative of
white anglicized standards of beauty. The dream of
long blonde hair has hamstrung the woman. Strung
up by her feet, the woman’s vulnerable posture and
vacant eyes suggest that she is not yet aware of her
predicament. She has succumbed to the allure of
social ideals to modify her Black hair, leading her to
sacrifice her natural self expression.
An alternative to Blonde Dreams, the figure
depicted in Big Singe personifies the strong
character of Black hair. This piece is related to a
series of sculpted hot combs Alison Saar has been
creating in recent years. In this print—and the hot
comb sculptures—Saar recalls her experience
growing up hot-combing her hair along with her
cousins in her grandmother’s kitchen. She describes
the hot combs being used to “press the wildness
out of your hair.” Saar creates haints, ghostly spirits
of Southern American folklore as hot comb handles,
giving the wildness dispelled from the hair a place
to settle. Just as Saar incorporates cast-off objects
such as found ceiling tin, dresser drawers, or glass
bottles in her sculptures, she often decides to print
on found fabrics instead of paper. She embraces
the tears, stains, and other wear marks present in
the collected materials. Many of the seed sacks
Saar selected for the edition Big Singe also bear
logos from their past owners. The inherent history
of Saar’s materials lends an even richer narrative to
her imagery.

Alison Saar, 2021
Blonde Dreams
Woodcut and screen print
Edition of 30
66 x 12 inches

Alison Saar, 2021
Big Singe [1/18]
Woodcut on found cotton seed sacks
Varied edition of 18
72 1/4 x 17 inches
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Alison Saar
Creating another narrative about Black hair, Congolene
Resistance reimagines the lid of a tin of congolene, a
hair relaxer made from lye popularly used by Black men
during the 1920s to 1960s to straighten naturally kinky
hair. Again, this piece references the history of Black hair
being punished and denied its natural texture. Still, Saar
presents a figure with natural “stubborn and kinky” hair,
determined eyes, and a hot comb clenched between his
teeth. In this depiction, the object of conformity becomes
a tool of resistance and survival, playing off the trope of
a bad-ass character holding a knife between their teeth.
In addition to the pomade tin reference, this artwork
could also be viewed as a shield, considering the warrior
characteristic of the depicted figure.

Alison Saar, 2021
Congolene Resistance
Screen print and acrylic spray paint on aluminum tin
Edition of 30
18 1/2 x 18 1/2 x 2 inches

Alison Saar signing Congolene Resistance, 2021
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Alison Saar

Over the past few years, Saar has been creating work that reimagines the
character of Topsy from Harriet Beecher Stowe’s anti-slavery novel Uncle
Tom’s Cabin. In Saar’s work, the slave girl Topsy is re-contextualized from
a wild and wicked girl to a symbol of strong-willed defiance. Reapers
presents Topsy’s spirit as five children emerging from a cotton field in the
night. With cotton branches tied in their hair as camouflage, the girls wield
tools of five major slave crops as weapons: a machete for sugarcane, a
tobacco knife for tobacco, a hoe for indigo, a sickle for rice, and a bale
hook for cotton. Further referencing the slave trade, Saar chose to print
this image on pieces of found sugar sacks hand-dyed to the indigo color.
As the children have taken up the tools of their labor to wage an attack,
the scene references Audre Lorde’s writing:

Alison Saar, 2021
Reapers
Linocut on found sugar sacks
Varied edition of 18
15 3/4 x 23 1/4 inches

“For the master’s tools will never dismantle the master’s house.
They may allow us to temporarily beat him at his own game, but they will
never enable us to bring about genuine change. Racism and homophobia
are real conditions of all our lives in this place and time... I urge each one
of us here to reach down into that deep place of knowledge inside herself
and touch that terror and loathing of any difference that lives here. See
whose face it wears. Then the personal as political can begin to illuminate
all our choices.”
Alison Saar sewing edges on Wrath of Topsy, 2021
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Alison Saar

Alison Saar, Wrath of Topsy, 2021, Screen print on found seed sacks with sewn edging and grommets, Varied edition of 30, 18 1/2 x 18 1/2 inches

If the children depicted in Reapers had a flag to carry with them in their revolution, it would be
Wrath of Topsy. Saar finished this screen print on found seed sacks with a sewn twill edging and
grommets. This war banner depicts Topsy with her Medusa-like braided hair as a poster child for
resilience and determination to overthrow her oppressors. Saar began creating work about Topsy
after Philando Castile was fatally shot during a traffic stop by a police officer in 2016. Although these
artworks by Saar reference historical slavery in our country, they harness and represent a collective rage
and frustration for the racial injustices still present in our current society.
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Alison Saar

Alison Saar, 2014
Shorn
Woodcut
Edition of 30
29 x 19 inches

Alison Saar, 2014
Cotton Eater II
Woodcut
Edition of 14
72 x 34 inches

Collaborative Printmaker Patrick Smyczek proofing Wrath of Topsy, 2021
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Alison Saar

Alison Saar, 2015
Cat’s Cradle
Woodcut
Edition of 30
23 3/4 x 13 1/2 inches

Alison Saar, 2015
Deluge
Woodcut with hand painted dye
Edition of 30
23 1/2 x 14 5/8 inches

Alison Saar signing Big Singe, 2021
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Alison Saar

Alison Saar, 2017
Breach [9/18]
Woodcut on vintage linen seed sacks
Varied edition of 18
43 1/4 x 19 1/2 inches

Alison Saar, 2017
Stanch [9/18]
Woodcut on vintage linen seed sacks
Varied edition of 18
43 1/4 x 20 inches

Alison Saar (b.1956) was born in Laurel Canyon, California. She received her BA from Scripps College and her MFA
from the Otis College of Art and Design. She grew up in an artistic environment: her mother is the acclaimed collage
and assemblage artist Betye Saar and her father, Richard Saar, was a painter and art conservator. Through her sculpture,
drawings, and prints, Saar explores the subjects of racism, sexism, ageism, and the specific challenges of being biracial
in America. Touching on many personal, artistic, and cultural references, Saar’s work reflects the plurality of her own
experiences. Her sculptures, installations, and prints incorporate found objects, including vintage fabrics, rough-hewn
wood, old tin ceiling panels, nails, shards of pottery, glass, and urban detritus. The resulting figures and objects become
powerful totems exploring gender, race, heritage, and history. Saar has received many distinguished honors, including
a residency at the Studio Museum in Harlem and awards from the Joan Mitchell Foundation, the National Endowment
for the Arts, and the Guggenheim Foundation. Her work is in numerous museum collections, including the Smithsonian
Institution’s Hirshhorn Museum and Sculpture Garden, the Museum of Modern Art in New York, the Metropolitan Museum
of Art, and the Whitney Museum of American Art.
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SGCI Conference
SGCI Conference / Behind the Scenes exhibition
This March, over one thousand printmakers will vist Madison
to attend the Southern Graphics Council International’s
(SGCI) annual printmaking conference. The UW-Madison Art
Department in the School of Education is honored to host the
conference under the leadership of Faisal Abdu’Allah, Emily
Arthur, and John Hitchcock. This year’s conference theme,
Our Shared Future, calls for artists to consider how our studio
practice makes culture and knowledge visable through socially
engaged graphic arts of the past, present, and future.
We will show an exhibition titled Behind the Scenes in the
Tandem Press Apex Gallery to coincide with the conference.
This exhibition gives viewers a behind-the-scenes view of a
selection of Tandem Press prints and the printmaking materials
used in their creation.
Artists represented include Derrick Adams, Suzanne Caporael,
Robert Cotthingham, Jim Dine, Jeffrey Gibson, David
Lynch, Manabu Ikeda, Judy Pfaff, Alison Saar, and Mickalene
Thomas. The broad range of artists and imagery included
in the exhibition demonstrates the expansive ways—from
abstract expressionsim to photographic representation
—artists may use the printmaking medium to engage with
personal, political, social, and environmental issues.

Alison Saar, Blonde Dreams, with woodblocks

The three woodblocks Alison Saar carved to create one of her newest prints, Blonde Dreams (2021), will be shown alongside
the finished artwork. The physicality of the marks carved in the woodblocks not only reveals how Saar rendered the image
for this print, but the deconstruction of the image, when viewed in this context, also heightens aspects of the conceptual
narrative within her work.
Another woodblock, carved by Jim Dine with a chainsaw rather than typical wood chisels, is shown alongside two different
prints, The Black and Red Heart (2013) and The New Building (2014). This woodblock, which was printed to create one of
several layers in the final images, demonstrates a primary characteristic of the printmaking medium—the ability to print
multiple images from the same block for various purposes.
In addition to showing examples of the materials used to create fine art prints, this exhibition also shares a unique view into
the collaborative process that occurs in the Tandem Press studio between our collaborative printmakers and the artists. For
example, a portfolio of working proofs with handwritten production notes is shown with the ten prints included in Suzanne
Caporael’s Vandercook Suite (2013). Photographs of Caporael working in the Tandem Press studio with colllaborative
printmakers Joe Freye and Jason Ruhl accompany another of her prints, Montpelier, Ohio (2012). During the proofing or
working process, the artist collaborates with the printmakers to try out different papers, ink colors, and printing techniques
to select the materials and methods that best achieve the artist’s vision for the final artwork.
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T.L. Solien
T.L. Solien - In his own words
I developed The Spanish Chair as an
extension of a series of works on paper
I began in the spring of 2020. While
teaching an advanced level drawing
class, just prior to my retirement from
a twenty-three-year career as a tenured
professor in the Art Department of the
University of Wisconsin-Madison, I would
set an example of persistent creativity
for my drawing students by making
small drawings while my students were
engaged in their own drawing practice.
Typically, I would make a direct graphite
“figural” drawing and use gouache,
colored pencils, and watercolor to develop
the structural complexity of the image.
At that time, I became increasingly
disinterested
in
the
kind
of
figural
“dominant”
figure/ground
relationships that had informed my work for
many decades. Instead, I was interested in
exploring a figure/ground relationship in
which figural information was “embedded” in
the ground rather than taking a more common
“frontal” position in that relationship. I
began to initiate the process of drawing by
intuitively making a network of graphite lines
on small sheets of paper, edge to edge. I then
edited the linear structure to emphasize the
presence of connected rectilinear forms of
various sizes, perhaps similar in structure to
a wall, pathway, or patio made of irregularly
sized slabs of stone. Sometimes the resulting
structure vaguely suggested the presence of
an almost identifiable object, and sometimes
the only result was a paper rectangle filled
with vague rectangles of various proportions.
It was an extreme leap of faith to accept
T.L. Solien, 2021
The Spanish Chair
these initial outcomes as having subjective
Screen print
“value” to me, given how foreign they were
Edition of 30
to the visual nature of my work as it had
39 x 26 inches
existed prior to this point in time. Still, I soon found it to be extremely challenging in a way that
was very satisfying to me. The process seemed challenging in a way perhaps analogous to Donald
Judd’s meditations on the cube or Gene Davis’s choice to limit his options to stripes of color.
When COVID-19 impacted society to the point of our living a quite isolated life, day to day, this drawing
process intensified, encouraging me to explore as many variations as possible, including scale, and to
consider source material not previously part of my studio practice.
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My studio library contains many volumes of the work of
artists who have inspired and continue to inspire me. For
example, I had acquired a book of the sculptural work of
Pablo Picasso, recently exhibited in Paris and New York,
and had become fascinated by a Cubist era chair, which
seemed to be crushed from three dimensions down to
two dimensions. The resulting form seemed to both
encourage and deny recognizability in a similar fashion
to my interest in the interweaving of figure and ground
in my own work. I soon began a large drawing. Using
a graphite translation of Picasso’s chair sculpture as the
central form, I built a rectilinear structure surrounding,
overlapping, and intersecting the chair form until it
became further obscured within the overall structure
and concealed, somewhat, within the intensified color
palette employed throughout the development of the
resulting screen print.
I continue to be interested in the development of visual
subjects within my studio practice that are “felt” to exist
rather than “declared” as existing in a recognizable or
identifiable form. To sense the forms instead of knowing
them with certainty allows the question of “what is
it, and how does it seem to exist” to be delightfully
“unresolvable”… My favorite state of “being.”
T.L. Solien (b. 1949) was born in Fargo, North Dakota and
received his BA in Art from Moorhead State University
in Moorhead, Minnesota and his MFA in Painting and
Sculpture from the University of Nebraska-Lincoln.
Since the late ’70s, Solien’s work has been linked to the
continuing evolution of figural painting and has been
grouped within the concerns of Neo-Expressionism, NeoSurrealism, and New Image histories. A self-described
artist of the “absurdist cultural critique,” Solien’s work is
concerned with the contemporary collapse of our culture.
Using expressive color and imaginative imagery, he
constructs often paradoxical narratives with references to
his Scandinavian heritage, family memories and various
references to art and literature of the past. T.L. Solien has
received many honors and awards, including inclusion
in the Whitney Biennial exhibition in 1983 and the Joan
Mitchell Foundation Fellowship in Painting in 2008. In
addition, his work is included in many private and public
collections, including the Metropolitan Museum of Art,
the Whitney Museum of American Art, the National
Museum of American Art, the Art Institute of Chicago,
the Milwaukee Art Museum, the Madison Museum of
Contemporary Art, the Minneapolis Institute of Art, the
Chazen Museum of Art, and the Tate Gallery.

T.L. Solien

T.L. Solien, 2012
Lander
Lithography, intaglio, relief, collage
Edition of 30
21 x 24 7/8 inches

T.L. Solien, 2012
Fireman’s Helmets
Lithography, intaglio, collage, colored pencil
Edition of 30
21 x 25 inches

37

Jazz Series
The Tandem Press Jazz Series dates back to 2014.
Each semester we have featured three performances
by student jazz ensembles from the UW-Madison
Mead Witter School of Music’s Jazz Studies Program
at Tandem Press’s gallery and studio in Madison’s
historic Roundhouse building at 1743 Commercial
Avenue.
Forced into an online-only format by COVID
restrictions, twenty-eight UW-Madison jazz students,
led by jazz ensemble directors Johannes Wallmann,
Peter Dominguez, Les Thimmig, and Nick Moran,
didn’t drop a beat going into the school year in the
fall of 2020.
Jazz performance at Tandem Press, 2019

We presented these recordings at two virtual events
–one in February 2021 and another in June 2021– that recreated the experience of attending a typical Tandem Press Jazz
Studies concert. The jazz performances, featuring compositions written by students and faculty from the Jazz Studies
program, were interspersed with demonstrations and discussion about artwork created at Tandem Press.
The first of these virtual events, presented in February 2021, featured five jazz compositions, two of which were original
student compositions: Luke Leavitt’s “Boy on a Swan Float” and Collin Dedrick’s “To Party and Plan.” Both compositions
took inspiration from prints that Derrick Adams created at Tandem Press. During short intermissions throughout the event,
Tandem Press curators J Myszka Lewis and Sona Pastel-Daneshgar discussed Derrick Adams’ prints in the context of his
broader work.
We released the second virtual jazz event in June of 2021 in lieu of the Annual Tandem Press Wine & Art Auction. This
event was also included in the Madison Jazz Festival Program, presented by the Arts + Literature Laboratory and the
Wisconsin Union Theater. The jazz students again performed five original compositions. During the intermission, Jeffrey
Gibson discussed some of his work, and the Tandem Press collaborative printmakers Joe Freye, Jason Ruhl, and Patrick
Smyczek demonstrated the screen print and woodblock printing methods used to create Gibson’s print editions POWER!
POWER! POWER! and A Time For Change.
These virtual experiences could not have happened without Audio for the Arts, led by audio engineers Buzz Kempner
and Audrey Martinovich, and Microtone Media’s videographer Dave Alcorn. They seamlessly intergrated the musical
contributions with the interviews and additional images of artworks created by a selection of Tandem Press artists.
The Tandem Press Jazz Series and these special virtual collaborations were made possible by generous financial support
from the Gabriele S. Haberland Fund for Tandem Press and the John and Carolyn Peterson Family Foundation.
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Tandem Press Exhibitions

Tandem Press exhibitions, Saint Kate - The Arts Hotel, Milwaukee, WI, 2021 (above), and at The Armory Show, 2021 (below)
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Tandem Press’s Commitment to Diversity, Equity, and Inclusion
Tandem Press is a professional fine art printmaking studio and art gallery affiliated
with the University of Wisconsin-Madison. As such, we are uniquely positioned
in our role as educators and cultural ambassadors at the university as well as in
the greater Madison community, the State of Wisconsin, and beyond.
Our goal is to provide an accessible and welcoming learning environment that values
everyone’s views, heritage, experiences, and abilities. Tandem is committed to creating
an inclusive space that supports and celebrates diversity through the artists we choose
to work with, our gallery exhibitions, outreach efforts, and programming. We are
respectful of all individuals who enter Tandem and will not tolerate discrimination
or bigotry of any kind. We pledge to respect the viewpoints of all who enter
Tandem, including our many visitors, collaborative artists, students, and staff.

Land Acknowledgement
As part of the University of Wisconsin-Madison, Tandem Press occupies ancestral Ho-Chunk
land, a place their nation has called Teejop since time immemorial. In an 1832 treaty, the HoChunk were forced to cede this territory. Decades of ethnic cleansing followed when both
the federal and state government repeatedly, but unsuccessfully, sought to forcibly remove
the Ho-Chunk from Wisconsin. This history of colonization informs our shared future of
collaboration and innovation. vToday, UW-Madison and Tandem Press respect the inherent
sovereignty of the Ho-Chunk Nation, along with the eleven other First Nations of Wisconsin.
Tandem Press Staff
Director: Paula McCarthy Panczenko
Curators: Sona Pastel-Daneshgar, J Myszka Lewis
Preparator: Seth Klekamp
Administrative Manager: Rachael Griffin
Collaborative Printmakers: Joe Freye, Jason Ruhl, Patrick Smyczek
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1743 Commercial Avenue
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email: info@tandempress.wisc.edu
web: tandempress.wisc.edu

Press Notes
Tandem Press produces top-quality prints by internationally recognized artists and was created to foster research, collaboration, experimentation, and
innovation in the field of printmaking.
Available Editions: Derrick Adams, Gregory Amenoff, Jennifer Angus, Charles Arnoldi, Garo Antresian, Alice Aycock, Donald Baechler, Richard
Bosman, Katherine Bradford, John Buck, Andy Burgess, Suzanne Caporael, Squeak Carnwath, Louisa Chase, Robert Coleman, Gregory Conniff,
Robert Cottingham, George Cramer, Lesley Dill, Jim Dine, Valentina DuBasky, Benjamin Edwards, Rafael Ferrer, Janet Fish, Sondra Freckleton, Carmen
Lomas Garza, Sam Gilliam, Martha Glowacki, Joseph Goldyne, Michelle Grabner, Gronk, Richard Haas, Eric Hagstrom, Al Held, Cham Hendon, John
Himmelfarb, Manabu Ikeda, Patrick Ireland, Robert Janz, Tom Judd, Robert Kelly, David Klamen, Gary Komarin, José Lerma, Tom Loeser, Nicola López,
David Lynch, Cameron Martin, Maser, Mickett/Stackhouse, Nancy Mladenoff, Santiago Moix, Frances Myers, David Nash, Dennis Nechvatal, Don Nice,
Frank Owen, Ed Paschke, Philip Pearlstein, Judy Pfaff, Carol Pylant, Sandra Ramos, Sam Richardson, Judy Rifka, Dan Rizzie, Bill Rock, Jane Rosen, Alison
Saar, Italo Scanga, Miriam Schapiro, David Shapiro, Alan Shields, Joan Snyder, Jaune Quick-To-See Smith, T.L. Solien, Steven Sorman, Art Spiegelman,
Robert Stackhouse, Fred Stonehouse, Swoon, Mickalene Thomas, Claire Van Vliet, William Weege, William Wegman, Ruth Weisberg, Robert Yoder.
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