VISUAL THINKING: INTERNATIONAL JURIED DRAWING EXHIBITION
Drawn works by 57 artists from 7 countries have been chosen to display the thought-provoking power of the drawn image. This exhibition
includes preparatory sketches, process drawings and final works. While drawing provides an efficient method for conceiving ideas and
conveying them, the artists, using drawing as a tool for thought, provide a compelling visual experience as they highlight drawing’s versatility
and usefulness in both cognitive and creative process.
The Visual Thinking exhibition was juried by the board of the respected Thinking Through Drawing Research Network: Dr. Angela Brew
PhD, Dr. Michelle Fava PhD, Dr. Andrea Kantrowitz EdD MFA, Emma Vilina Falt MFA, Emily Sheehan MFA.
The exhibition is hosted at the RONALD L BARR GALLERY on the Indiana University Southeast Campus.

VISUAL THINKING:
INTERNATIONAL JURIED DRAWING EXHIBITION
August 26, 2019 - September 27, 2019.

2

Juror Information:
Dr. Angela Brew PhD
Angela Brew runs workshops, retreats and events, exploring a wide range of drawing and related cognitive and perceptual processes, including
observational drawing, visual literacy, drawing to solve problems, thinking through drawing, drawing to learn and professional development for educators.
Brew's doctoral research 'The Seeing Hand' explored the orchestration of eye and hand for observational drawing. She developed a new system for
teaching observational drawing, focusing on eye and hand coordination and connection, and the fine tuning of perception. Her Drawing Growth workshops
and retreats introduce this intuitive technique, opening doors to the joys and meditative qualities of observational drawing.

Dr. Michelle Fava PhD
Michelle Fava is an artist and visual facilitator based in the UK. She is a director of Thinking through Drawing, and currently acts as Head of Knowledge
Transfer for the Cambridge Centre for Social Innovation, Cambridge University, where she is developing visual methods for research and facilitation.
Michelle holds a PhD from Loughborough University, which mapped the intersection of visual cognition and observational drawing practice. Michelle is
interested in the use of drawing as a tool for eliciting group thinking and facilitating creativity. She is an advocate for drawing in schools and universities,
always seeking opportunities to build visual literacy, especially in non-art disciplines.

Emma Vilina Falt MFA.
Emma Vilina Fält is a Finnish artist working in the field of drawing, performance, installation and live art. Her main interests are in workshops as live acts,
contact, listening and togetherness of drawing. Her work takes a comprehensive look at the act of drawing as a means to make contact and collaboratively
explore our experience of the world. The body of her work combines drawing, sound and movement. Previously she has been working on live-drawing as
non-verbal dialogue. Through these acts she explores collisions of “living” and “inanimate”, and human encounters.
Fält has shown her work in Finland and abroad in festivals, symposiums, museums. She works with artists, researchers and communities around the world.
Emma Teaches drawing at Art School Maa in Helsinki (FIN), and works as a visiting teacher in art schools and institutions around the world.

Dr. Andrea Kantrowitz EdD MFA
As an artist, educator and researcher, Andrea Kantrowitz investigates art and cognition. In her large still-life paintings, she tears apart her subjects to reveal
their underlying structure. Her students learn how to delve deeply into their own motivations and processes of meaning making. In her research, she uses
the theories and methods of cognitive psychology to research the hidden dynamics of artists' thinking processes.

Emily Sheehan MFA.
Emily Sheehan is a visual artist and drawing teacher. Since 2014, Emily has held the position of Assistant Professor of Fine Art and Drawing Area Head at
Indiana University Southeast. As an educator, Emily is interested in creating creative curriculum that combines traditional academic drawing techniques
with immediate, experimental, and unexpected drawing materials and methods. She develops and teaches curriculum to help fine arts students explore
drawing as a tool for invention, conceptualization, and self-directed ideation, description, discussion, and problem solving. Emily’s artistic practice/research
utilizes perceptual drawing (drawing from observation in a multi-sensory way) to explore the way that marks left on a page become evidence of lived
experience
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Ben Anderson
Barriington, RI

Nogales Dawn
Charcoal

Migration
In my opinion, drawing is the most direct form of communication. It is more
efficient than words, not hindered by materials like paint or the labor of
sculpture. Artists and designers rely on drawing as a way of thinking and testing
ideas or as a means to visualize something in their mind. The impressionist
artist Degas said about drawing, “we begin to draw, we continue to draw, and
then we draw some more”. In my case Migration grew out of a response to
repeated images I was seeing, primarily in the New York Times, from different
points along the south west of the border wall. With a newly elected President
who continually complained of the need of a southern border wall, these images
appeared sporadically in the newspaper in 2016 and 2017. I was struck by how
much they reminded me of early 1970’s minimalist sculpture. There was an
eerie beauty to them. I began to think about minimalism, which I have always
had a fondness for. Was minimalism sinister? Is the “wall” beautiful? The artist
Richard Serra installed a wall in Lower Manhattan called Tilted Arcin 1981,
which created controversy. The austere barrier and the perceived ugliness of
the core-ten steel bisecting Foley Square, for some, was an assault to the
senses. In 1989 they took it down.
Having grown up in Southern California, immigration/migration seemed
natural. Like many I knew there was a border, but never imagined the physical
scale of it. It existed in our imagination. I had crossed the Tijuana/San Diego
border in the past. Other than the long lines returning to the USA, it was
uneventful. I remember driving east from San Diego on Rt. 8,when I hit
Jacumba, thirty miles from San Diego, the only identification for the border
were sporadic posts or international border medallions consisting of a painted
3” diameter disc. Now twenty years later, to imagine a two-thousand mile wall,
it’s hard to comprehend physically, politically and intellectually.
The monarch butterfly found east of the Rocky Mountains has a migration path
from the northeast United States to Mexico where they hibernate during winter.
This is an incredible feat for such a small creature. Floating to the south or
north, as the case may be, above the human turmoil. In my internalizing of this
monumental barrier, I’ve made the monarch a spiritual icon of freedom, beauty
and fragility.
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Rachael Bailey
Athens, Ohio

My work seeks to present human experiences as a visual narrative. The
art which I create functions as a visual diary, documenting my personal
emotional experiences using mark, form, and color, the product of a
practice to process and understand these emotions. I use realistically
rendered objects, spaces, and figures, combined with visceral colors and
abstract marks, to tell my stories. These stories range from personal
dealings with stress and anxiety, to the shifting reality of an evolving
relationship. I utilize a variety of drawing and painting media. In choosing
the media I use, I build off a foundation of the psychology of color and
line and emotion, but allow those colors and marks to change in response
to what resonates personally for the work.

Our Lives: Reality of Our Space

By creating this work, I search for new ways to represent visceral
experience, relying on my personal associations with color, mark, and
composition, rather than traditional symbols. By practicing in this manner,
the work is genuine to myself and is able to exist completely separate
from my experiences at the same time. It lives as my interpretation, but is
available for the viewer to bring their own experience and knowledge and
life to it. My hope is that my work presents a raw experience, one which
visually entices and viscerally engages.

Graphite and prismacolor with a gouache ground
on Reeves BFK paper
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Eirini Boukla
Leeds, UK

The Creation of Heaven
Animation 2:32

I am an artist, researcher and lecturer in art and design. I take up and
make use of a variety of mediums, which often merge, to explore the
possibilities of contemporary drawing practice and its systems of
authorship. A recurring question is how new technologies impact on
previous processes, in particular within the practice of drawing and its
methods of tracing and how we can interpret, analyse and reconstruct
new meanings of authorship. Main interests are drawing, the history and
practice of tracing, actionglyphs (the graphic motion supplements of
comic books and animated films), embodied actions and the semiotics of
two-dimensional motion representations, gravity free space and its
relations between different kinds of movement, different kinds of time,
and different kinds of space.
Link:
The Creation of Heaven Video
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Bethany Carlson Coffin
Peoria, IL

Remains

Often times cremated remains are not picked up by the family of the
deceased and they are left at a mortuary or funeral home. Upon realizing
this, I wanted to spend time drawing some of these ashes. I was not sure
why, but I had the desire to see them, feel the weight of them, observe
the varied hues of gray. I wanted to spend time with them. I situated the
ashes in a rectangular shape, much like a grave pile, and I began to draw
them. I slipped into a flow state, analytically observing every tiny clump.
As I was finishing this drawing, I realized that the drawing, as an object, is
in some ways futile (as the representation is not necessary) but the act of
drawing was meditative. One that allowed me to spend time with a
stranger. Like tending to a zen garden, the drawing was about repetition,
a place to focus my mind, an opportunity to contemplate my life and
death, beginnings and endings. I decided to make another drawing of the
pile but this time as a series of concentric tiny lines. This time, the
drawing would not be about representation but about contemplation and
focus. I would make the lines as small and close together as possible
without touching. This process, like the previous one, would require my
time and slow dedication. I noticed that the identifying metal tag (always
placed within the bag of remains) soon began to look like a rock or
headstone within the rows of lines. The pair of drawings are illustrative of
the various ways one accepts, processes, and adjusts during a period of
coping. These expressions of grief are critical when dealing with the
death of a loved.

Graphite on Paper
Two Drawings each 9” X 19”
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Laura Cleary
Signal Mountain, TN

Untitled, 5.1.19 - 5.11.19 (1 of 2)
pencil on transparent paper
I use transparent layers to reflect the passage of time and the degradation of memory. I build the initial drawing from an image taken during a personally
significant time. I quickly discard the original image and begin layering the piece using a system of self-referencing. This practice of highlighting and obstructing
the first layer references recollection, drawing on the experiences of our past to create new experiences. Always referencing the past but never recreating it,
erasing the flaws and highlighting our favorite features.
Mark making is not only a reflection of practice but of emotion. Each line becomes measured and balanced with the line beside it only with dedication and
practice. But a strong reaction to memory will sweep that balance away and leave a mark that is an expression of an event rather than only a part of the whole.
Repetition can dwindle the effects of the imperfections, but they are still there until erased. And even then, a smudge of their presence remains, imperfect, each
drawing becoming a collection of choices, a horde of moments, like notes, or breaths. Their sum is alive and something more than each mark alone.
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Claire Collison
London, UK

Your East My East
Drawing in carbon invoice book
During a poetry and drawing residency I began using my old medical letters for erasure poems, keeping only words that had an emotional register tenderness, happy, etc. There seemed to be something here, about what’s missing, the nuances of the medical idiolect, the unsaid and unsayable, that I
wanted to pursue. The drawing ‘Your East/My East’ was made in an old invoice book, so that the carbon paper produced a mirror image. This was inspired
by the drawing my surgeon made in preparation for my mastectomy, where my left breast appeared on the right hand side (is that stage left?) I wrote EAST
on the ‘left’ breast, which appeared in reverse on the opposite page
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Lynda Cronin
Ottawa, Canada

Wrapping the void
Mixed media on paper
35” x 43
These works are an exploration of drawing as a cognitive and reflexive process using a variety of mediums, ink, watercolour and graphite to explore mark
making strategies and to incorporate digital media as a source for further spatial and gestural investigation.
The work is informed by post-expressionist influences with references to everyday elements like clouds, plants, found objects as part of a collection of
things. The visual thinking process is achieved through a physical connection with the surface, an intimate personal engagement that is then changed
through digital reappraisal. A dialogue of interpreting and reflecting within media, informs the work in a different way and this interaction builds the work
in unanticipated directions. Walking as a means of exploring and discovery is central to the experience, where the influence of landscape and surrounds,
connects and grows a body of work that is distinct to site. Building on the emotional and physical geography of place and engaging the full sensorium,
allows for work that strives to bring in multiple levels of interpretation in the development of a piece.
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George C De Baca
Albuquerque, NM

Somewhere in the Mind
Colored pencil, ink
Drawing is a language of communication. A unique language that allows us to tap into our subconscious and give form and color to our emotions. This
drawings are part of a group of thirteen drawings I have titled 'Albuquerque Wandering'. A collection of drawings produced under extreme hardships, and
spiritual conflicts. With these drawings I was able to weave the flow of mind and emotion through several mediums.
Drawing for me is instrumental in all aspects of the development of a piece, from the first sketch to working sketches, the idea develops through drawing
whether it ends up being a painting, sculpture or a piece by itself.
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Michael DeLuca
Paoli, PA
I’m interested in visual oppositions, particularly the tangible versus the
intangible, the two-dimensional versus the three-dimensional, and the
graphic versus the atmospheric. I’ve been working from flat silhouettes
that I cut out and mount on highly reflective paper. I place these shapes
in a context out of time and illuminate them with a single top light. I then
create drawings from them, where the process can last several days
pushing and pulling endless amounts of subtle information.
I gravitate towards shapes with specific gestures within them. I think of
them as being flat, but malleable; static, but expressive. I’m not interested
in the grand or flashy gestures, just a simple nudge or bend is enough.
Ultimately, I see these awkward but earnest shapes taking on figurative
characteristics that playfully comment on the human condition.

Hensen
pastel on paper
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Sally Deskins
Morgantown, WV
My feminist tribute drawings are quick and playful self-portraits exploring
both my own womanhood and self through my body as well as paying
honor to all of the women and feminist artists before and around me. The
mini versions of the art in the background are all artwork that has inspired
or impacted me and/or my work in some way whether directly or
indirectly. I internationally leave them raw and unfinished to bring a
grounded result, against the traditional high-art pristine, golden-framed
works that, to me, present more of a space between viewer and artwork.
My works, hopefully, are intimate, personable, and connect to the viewer
as just another (sensual) person.

Tribute to Louise Bourgeois (1)
Pencil, watercolor marker
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Carole D’ Inverno
Brooklyn, NY
Using paint, watercolor, ink, and pencil, I transform history into
abstraction. This non-allegorical way of representing history allows the
viewer to approach the subject focused on their own intuitive, and
personal reaction. For each series, I extensively research a place, a time
period, an event, and develop a visual language of repetitive motives,
patterns, and colors specific to the subject. As I proceed, the language
melds into a mix of facts and imagination. Each series, while strongly
abstract in character, is informed by the original research, and the unique
way I process the information

A List of Grievances
Colored pencils on paper
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Andrew Elsten
Dekalb, IL
My current work focuses on the stories and struggles that occur as
people grow and mature in what many see as a turbulent time,
representing figure and landscape through mark, mood, and symbolism. I
use a multimedia approach when depicting the stories that arise from my
observation and experience, often placing children and young adults in
precarious scenarios to haunt and enthrall the viewer. Perhaps a kind of
self-therapy, perhaps masochism, I spend countless hours drafting,
redrafting, and constructing mathematical skeletal drawings and
paintings using sharp and difficult media such as hard graphite and
ballpoint pen in an effort to get to know the subjects represented in my
work, and to live out their stories as they develop on the page in front of
me.
I strive through my meticulous nature to conflate issues of pain, death,
and trial with tranquility and peaceful imagery. What begins to exist on
the page is a cross-section of my own psyche, one of pain, love, loss and
hope.

Trans-Orbital Lobotomy
Ballpoint pen and white pencil on paper
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Klementyna Epa
Wrocław, Poland
These works are the results of the search for my own universal drawing
style I can then transfer easily to another media – like stop-motion
animation or etching. Thanks to that they are consistent and
corresponding to each other even though they are parts of different
series.

Looking Forward
"Looking Forward" is a part of my "Young Poles" series which name is a
reference to Bowie's "Young Americans" album. Similarly to Bowie, I try
to show the contrast between my idea and reality of living in the society,
but I changed context to my own homeland attempting to tell about my
worries and frustrations through drawing.

Also included in the Visual Thinking Exhibition:

Besoar
Animation 1:02

Looking Forward
Fineliner on cartridge paper
70 cm x 50 cm x 0 cm

"Besoar" is a stop-motion abstract animation I created with a lot of joy
resulting from the way I elaborately render organic forms that helps me to
relax just like a form of meditation
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Judit Ferencz
London, UK
The housing crisis in London calls for a rethinking of the role that
architectural listing plays in debates regarding the demolition or
refurbishment of social housing. My research aims to develop a new
critical methodology for conservation and architectural heritage
practices, through the medium of the graphic novel.
My architectural case study is the East London housing estate Robin
Hood Gardens (1972), which was refused heritage listing in 2009 and
2015 and is currently being demolished as part of a wider local
regeneration scheme. The proposed methodology draws on my own
practice as an illustrator in publishing, in addition to the Hungarian
conservation practice ‘falkutatás’ (Dávid:1977) and the theoretical
influence of Jane Rendell’s ‘site-writing’ (2010). Falkutatás, is a practice
that applies archeological stratigraphy to walls of historical buildings as a
means to reveal historical continuity. The thinking process behind the
illustrations imagines the lifecycle of the estate as a multilayered
historical wall. My proposed methodology will reevaluate falkutatás by
reading it through what Rendell defines through site-writing as the
‘material, emotional, political and conceptual’ sites of research.

Halema is preparing a curry for a family celebration
Pencil on paper

My work brings together archival historical research, ethnographic onsite practice and illustration/book design. My graphic novel will critically
rework the historic, material and temporal literary form of the Book of
Hours, late medieval illuminated manuscripts, by drawing on the concept
of narratology where the time of the telling is combined with the time of
the told. This reworking allows the medium itself to become a starting
point for rethinking, through images and words, the processes and
temporality of conservation, and heritage, through engaging with and
communicating to my audience - government bodies, architects and
residents - processes often disregarded in conventional practices such as
the time of waiting for demolition and the estate's entire lifecycle.
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Laura Foster
Portland, OR

Appendage
charcoal, house paint, graphite
Drawing is in integral and necessary part of my process, whether I'm working towards a sculptural form, an installation, a painting, or if drawing itself is
my aim.
Brutal and swift, robust and un-mediated, these process drawings each hold the vital, shimmering spark of an idea, a germ of a beginning.
In this way, drawing serves as the deep reaching roots, the connective tissues, the murky anchor of the work that follows. I can always return to these
works, grab the rope, and lift them form the cloudy waters to center myself again the their robust forms and vigorous line.
Large scale paper of all kinds and the vocabulary of materials that are quick to mark and easy to have large quantities of are my choice-charcoal, pastel,
house paints....and the movement and gesture of my body in space.
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Victoria General
Toronto, Canada

The night before their daughter left Ireland
Charcoal on Paper
I use drawing to create impressionistic renderings of the human experience with a strong focus on conceptual.
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Jonathan Gibson
Cincinnati, OH
I am interested in the connections between us and our ancestors.
Generational structures act like scaffolding to experiment, reflect, and
ruminate on those familial relationships. Drawing facilitates the mapping
of personality traits, spiritual DNA, and other inherited attributes.
Moments of impact, change, and disintegration can be charted using line
alone. Drawing is one continuous feedback loop as the initial plan is
influenced by the making whose aesthetic twists and turns then affect
the content. As this process happens over and over it opens a space for
greater reflection and learning.

Pratt Alexander Gibson
Digital and graphite pencil drawing
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David Griffin
Toronto, Canada

Zygotes
Ink, crayon, pencil
Recently, I have worked towards a retrograde, or time-symmetric drawing. The very idea is ridiculous, of course. A drawing that moves backwards in time
would be a contra-diction, living a Merlin-like existence, quite outside our ability to experience it, either as maker or viewer. After all, how can anything
unwrap itself from the shaft of time’s arrow, and pass against that primal current?
Working through this problem, a key to understanding how we experience time is captured in the idea of “bootstrapping” -- a concept rooted in organic
processes, but which also flowers in human knowledge-production, as a method for pulling complexity out of simplicity.
For example, consider a murmuration of birds. Uncountable numbers of little animals fly in a mass, each looking only to its 2 or 3 immediate neighbors for
directional feedback. The result of this local attention is an astonishing global effect. The flock’s many bodies compile into a single fluid apparition, as much
heaving monster as fingerling birds.
Similarly, a fertilized ovum splits, then splits again and again. This tiny bit of sugar and fats copies itself into larger and larger tissues, building to a critical
mass, after which something like consciousness emerges, bound to a sensorium, a gut, and genitals. The fleshly sum of all of this organic calculus is finally
able to consider its own emergence as a creature of information, and perform the greatest feat of all -- to imagine not being able to imagine!!
And as we imagine all these improbable things -- as we picture them, sing, or play them -- it becomes clear that languages themselves are a bootstrapping
of the world. We pass words between us, like a vine growing into itself, until this or that idea emerges from the murmur
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W M Haney
Raritan, NJ

Prosthetic Trellis Knee Implant II
Graphite and Colored pencil
This conceptual drawing introduces a newly designed trabecular prosthetic knee implant. The prosthetic has two features. First, a shaft of weaving
hexagonal porous material at the distal end promotes re-growth inside the interior cancellous bone canal. Second, at the proximal end, a highly polished
condyle head will provide a gliding knee joint without friction, thus improving patient ambulation.
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Bettina Harvey
British Columbia, Canada

Drift 2
Graphite on paper
14" x 20"

Drift:
The graphite drawings of Bettina Harvey’s Drift series are renderings of
the natural world, but they also operate as metaphors for her experiences
with her father. After he was diagnosed with dementia, Harvey would
accompany her father for walks along the beaches of Denman Island,
where he carefully selected pieces of driftwood as gifts for his daughter.
The delicacy of these pieces meant that Harvey had to carefully transport
and preserve them before they fragmented or disintegrated. Much like
her father’s mind, the driftwood seemed impermanent and fragile—the
substance of a past about to disappear. The pieces had been part of
something whole and, through travel from forest to sea to beach, were
shaped by a lifetime of experience, the evidence of which was now only
suggested by the hints of past attachments.
After losing her father, Harvey continued to collect and document
driftwood pieces in his memory, pursuing the parallels of aging within the
natural and human worlds. For her subjects, she selects only branch
attachments or tree collars, nodes of wood that express connection,
attachment, and growth. The drawings in the Drift collection evoke the
human anatomy—overlapping tissues that resist the process of decay.
Each piece is centered on a white, unadorned background so that other
media do not overshadow the driftwood’s strength. The focus on the
wood insists on direct acknowledgment of the ideas of aging and
degeneration, processes our culture frequently avoids. In this way, Drift
offers an homage to age; it marks a refusal to allow the elderly or the
process of aging to drift away into obscurity. Harvey’s driftwood drawings
celebrate growing old; the pieces are like the gifts her father gave her at
the end of his life.
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Muyuan He
Vermillion, SD

This is a brainstorm for a solo show I had at a gallery
in Minneapolis.
I started with the idea of teaching the visitors
bookbinding via making different food-shaped
books. After talking to many artists and designers
and coming up with many foods, I finally decided on
toast, fruit, cheese and egg.
Documentation for the final exhibition:
https://sherrymuyuanhe.com/#/art-is-why-i-wakeup-in-the-morning/

Art is Why I Wake Up in the Morning
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Jo Ann Hendricks
Saint Paul, MN
Thesis: Movement in a static setting can be conveyed with line on a twodimensional surface in a 5 – 10-minute time span.
Proof: The subjects were University of Minnesota art students in a
drawing class. The students were seated with paper in front on them on a
flat surface—drawing tables or tablets in a lap. They were drawing from
photos or other images they had selected and brought to this class for
the source of their drawings. I sat across from the students and with
pencil and black ink drew in gestural lines to indicate each student’s
physical features and seated position to serve as the foundation of my
composition on sheets of 11” x 14” Bristol paper. Once the composition
of the seated figure was established on the paper’s surface, I took a blue
ink pen and place it on my drawing in relationship to the student’s hand
which held their drawing instrument. Focusing my attention on the
student’s hand, I observed and recorded—with quick marks—the
student’s hand-movements. The result shows the static form of the
seated student with the dynamic concentration of short blue lines
representing their drawing motions. Time of each drawing is recorded on
each pose.
Result: Movement in a static setting can be conveyed with line on a twodimensional surface in a 5 – 10-minute time span.
Note: at the time of this drawing episode I was working at the University
of Minnesota. I am an artist.

Jim Collins
Ink and Graphite on Paper
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Sarah Hill
New Orleans, LA

It's ok
Drawing, Still from Animation
8.5" x 5.5"

Animation
9:00
I hand drew each frame of the video documentation from the performance I’m Fine performed at Le Lieu, centre en art actuel in Québec, Canada. The
performance documentation that I animated was shot by Patrick Dubé. It took me approximately three hours to animate five seconds. The documentation is
24 frames per second and is 8 minutes and 45 seconds long, a total of 507 seconds, and 12,168 drawings. I am interested in examining why the collective
understanding of what defines a contemporary audience or performer continues to shift and blur.
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Daisie Hoitsma
Montevallo, AL

Active presence II
charcoal and acrylic on panel
The period of anticipation before my son’s birth seemed to collapse time- seemed to condense the space between birth and death. These works track my
psyche through that landscape.
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Geoffrey Keillor
Lorton VA

Purpose: A Course of Action sketch is an artifact of the Military DecisionMaking Process (MDMP) that provides a picture of the movement and
maneuver aspects of an operational concept. The process of building the
sketch helps military planners create a scheme of maneuver.
Detailed Process:
Operational Environment: Military planners begin by sketching identifying
features (e.g. cities, rivers, and roads) to describe the battlefield and to
help orient users. Roads and Cities are shown in brown; rivers and lakes
are shown in blue.
Enemy Forces: Next the planners use red diamonds to show the
locations of enemy units; locations may be know or predicted (dashed
lines). Planners include operational symbols inside each diamond to
indicate the type of units (e.g. Armor, Infantry, Artillery, etc.)
Friendly Forces: Planner task-organize Brigade Combat Teams (BCTs)
with a blue rectangle filled with shapes for each battalion (Triangle =
Armor, Square = Infantry, Sideways ‘E’ = Engineers) and then assign a
name to the BCT (i.e. BCT OESTE, BCT ESTE, and BCT RESERVA).
Planners place the BCT rectangles in their starting assembly areas.
Control Measures: Based on how planners believe the enemy will
advance, the planners divide up the battle space with black lines to
designate maneuver boundaries for the friendly units and then sketch out
battle positions, strong points, engagement areas (i.e. EA Alabama, EA
Selma, and EA Montgomery), and objectives. Planners add Phase Lines
(PL) to control the advance of friendly units (e.g. PL Black, PL Blue, etc.).
Planners give some of the Phase Lines additional designations (FEBA =
Forward edge of the Battle Area; CFL = Coordinated Fire Line; BHL =
Battle Handover Line)

Dessarrollar el COA
Design Markers on Paper

Notes:
If time allows, subordinate units will make a more detailed course of
action sketch based on their unit’s maneuver and lower echelons.
The sketch may be on any medium.
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Karey Kessler
Seattle, WA
I think of my work as both maps and poems.
My work is about the physical and metaphorical boundaries between the
cosmos and the earth, between cities, and between thoughts and reality.
My process is intuitive and a stream of consciousness -- for both the
visual and literary parts of my work. The marks I make with paint inspire
associations with a number of actual places, as well as literary,
philosophical and current news sources. These associations in turn affect
the set of marks I go on to make.

Stars light up the sky
ink on homemade paper

I am interested in how adding words to random marks in my work can
change what the marks represent. A cluster of dots can be birds, cities, or
sand depending on the label put next to them. Empty spaces can be
things barely glimpsed, the realm of angels, or nothing but silence.

Immensity of sky
ink and watercolor on rice paper (on panel)
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Lauren Lake
Denton TX

I have always loved the music of João Gilberto, specifically the 1959
album, “Chega de Saudade” where I was first introduced to the word
saudade which has no direct translation in English and therefore has the
power to help shape eloquent thoughts about bittersweet emotions. Not
limited to specific cultures, sadness and longing carry a substance that
gives shapes to who and what we are- flawed and imperfect.
In my work, I examine the surreality of the “garden,” which exists as both
natural and artificial. Instilling contradictory symbolism in unfamiliar
imagery, the garden itself is an ironic place that symbolizes perfection
and imperfection at the same time. I am particularly interested in the
cultural constructs of gardens that must be seen in a broader sociological
and political perspective, as well as the consideration of gardens as
“neutral” or “pure,” devoid of political or professional interests. I regard
the garden landscape as an analogy to drawing and to consciousness in
that the garden is a locus of the human condition.
My current studio investigation considers what author, journalist, activist,
and professor Michael Pollen describes as “messy places where the
human and the natural come together." My drawings borrow the
grammar of botany, garden architecture, and agriculture to create
artworks that inspire saudade, a nostalgic longing to be near again to
someone or something that has become distant or has been loved and
then lost.

Swath 8

graphite and mixed media on paper
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James Lee
Athens, GA

Sketchbook 2016, part 1
Graphite on paper
Representational drawing is a daily practice for me, depicting the people and things in my immediate surroundings. Using a small sketch book (e.g., 5 ½
inches x 3 ¼ inches) that I carry with me wherever I go. I usually draw from life, but I am interested is using as few lines as possible to capture the subject. I
like using compressed space and foreshortening, which tend to abstract the subject.
The submitted piece is from a group of sketchbook drawings from early 2016, when my elderly father was admitted to the hospital for pneumonia and who
eventually died in February. The drawings are examples of my daily practice to draw every day. Some of the drawings are of my father in the hospital and in
hospice care, but most of the drawings are views within my home, with the exception of views outside and a drawing from an open studio that I attended at
the time. The time frame (January – March 2016) was an exceptionally stressful time for myself and my family. My father was dying. I was driving 200 miles
round trip several times a week in January and February to visit with him in the hospital and in hospice care. After his death on February 22, 2016, the diary
continues into early April 2016. The purpose or goal of the drawings is not intended for a larger, finished piece, but serves as a visual diary of sorts with an
emotional underpinning that isn’t always obvious.
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Michelle Liccardo
Portland, OR

This drawing was produced through my interest in ancient Roman ruins,
the act of ‘automatic drawing’ and the idea that making work through
grief and depression could help me get through it. Depression can be a
dark mental place to pull oneself out of and through automatic drawing I
can experience being free from the conscious part of my mind for a short
time. The act of making this work and reflecting on it reminds me that
energy is always moving and can collect to become something positive.
This work meditates on the idea that when things fall apart we still have
the pieces to begin again.
Drawing for me is meditative and is used to access unconscious thought
via ‘automatic drawings’, as practiced by the Surrealists. This is a method
of art-making in which the artist suppresses conscious control over the
making process, allowing the unconscious mind to have great sway. In
this way I produce art work without conscious self-censorship and the
making of the drawing is free from conscious thought. In turn, the work
that I produce holds my interest the longest, post production, when I
practice the act of looking at the work. It is with this self-reflection that I
seek to recognize the part of my brain which created it.
That is the most fun for me, the puzzle of trying to track the unconscious
lines back to a part of my unconscious mind which created it, using my
conscious mind as guide and analyst. It’s a psychological and visual riddle
that continues to hold my interest.

Onefootinfrontoftheother
Ink on paper

My work is concerned with accessing this part of my brain in order to
communicate that which has no language, things that are deep inside the
mind that perhaps we are unaware of. Through the meditative activity of
drawing, I record moments of time via short lines in ink on paper,
attempting to access my unconscious thought. I am interested in the way
that the mind works and what we think we know and still don’t know
about it.
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AnaMarie Liddell
Charlottesville, VA

Blue Ridge Sonnet #21
graphite
The world of mysterious silence is evoked in my drawings through structure, space, and qualities of light. I isolate a purely aesthetic space, recalling the
classical quest for simplicity, balance, and formality with a romantic longing for evocations of mystery and dreams. The drawings are a complete meditative
involvement with seemingly simple scenes which function as iconic references to my own world and are placed for creating the drawings’ own internal
rhythm.
By eliminating all references to color the black and white drawings become, in essence, an abstraction of reality. They are a personalized interpretation of
the scenes before me. Meaning and verification of the drawings are not in what they describe but in the depth of consciousness they expose. The works
awaken innate enlightened states to reveal their own meaning through contemplation and awakening one’s heart.
Working monochromatically—manipulating and emphasizing darks and lights through modifying tonal contrasts and densities requires careful thought but
also offers many opportunities to go beyond reality and into my imagination. While I see color I find it can be distracting. In contemplating a particular scene,
I consider specifically the relationships between compositional elements, luminosity, shapes and lines, and how these all function together and interact as a
whole. I render a scene using many grades of graphite pencils, building layer upon layer with delicate strokes and nuances, developing graduated tones to
create an ethereal, serene image of simplicity and timelessness.
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Chelsea Markuson
East Lansing, MI

My creative research addresses grief, memory, trauma and the struggle
to heal after unwanted and violent experiences. Exploring site-specificity,
historical memories, my performative actions reminiscent of ritual
become intertwined with personal memories of the how and when and
here and now, giving the subject of memory and healing form. My
resulting ritual action is a process of cleansing, healing, and
transformation by reclaiming the past. How can embodied movement
ground ourselves in a time and place to heal others and myself?
Informed by an embodied drawing practice, I express gesture, line, and
repetition through performance action to embed and embody pain known
by individuals and communities. I see my studio practice as a beginning
to amplify material interpretations by questioning each material choices.
Mediums like water and ink are embedded into textiles through my
process of plunging and wrapping them in and out of water. My linens
reference the burial shrouds used in Jewish burial practices. They also
refer to a site of gender-based violence. In these performances, I soak the
linen in pigments, residues of my gestured action is evidence of histories
released in the linens.

Yer Body Siphon
Ink on Linen
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Joshua Newth
Farmington Hills, MI
For centuries humanity has used nature, both the land and creatures, as
expendable resources. As a result, many of the species that inhabit our
natural environments are harbingers of our effects on the world around
us. From pollution and consumption to environmental degradation and
species extirpation, we affect and in turn are affected by the natural
world. My current body of work uses drawings to explore the relationships
between nature and mankind. Paring down the extemporaneous use of
color and the compositional environment of any contextual distraction
and employing primarily graphite and Conte crayon, nature becomes the
focal point. The use of drawing as a medium, more specifically the
achromatic palette of traditional drawing media lends an image a sense
of relatability and even nostalgia. Combining this potential emotive
experience with ubiquitous bird species, a stand-in for nature and beauty,
reinforces our intimate yet often ignored relationship to our immediate
environment.

Empty
graphite and conte on paper
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Julie Orsini Shakher
Miami FL

Entwined no2
silver point on gessoed board
This art piece was initially started using the grid method because I have an astigmatism so when I work on larger pieces I tend to use the grid at times at
least for the figures and some of the background then the rest was just improvisation from my surroundings from the residency where I was in Vtylacil in
Sparkhill New York .
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Anna Pleskow
Reston, VA

This is Certainly Not the Way to Build a Shed
Drawing
This series of steps was used as a visual means for me to try and follow a wacky, sweet farmer's directions in the countryside of Washington state (United
States). The sum of these directions turned into a wobbly shed that eventually was the source of joyous cackles, and promptly taken down.
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Anna Redwine
Columbia, SC
I draw life. I define my creative action as drawing, whether I'm using paint,
charcoal or other media. In my work the word 'draw' means not only to
place marks on a surface but also to extract, like to draw a breath or to
draw blood.
The act of drawing--both mark-making and extracting--is a fundamental
part of my creative process. I use the experience to suspend self in order
to hyper-focus on my subject. No matter my subject I draw "in one
breath", strictly from life. When my subject moves so do the marks I
make, when my subject leaves the drawing is over. My drawings are
documents of brief experiences of empathy and participation in another
life.
In my current project I draw my ancestors to explore increasingly vital
present-day issues of identity, displacement and the shared human
experience. Instead of using photographs or my imagination, I invite
these ancestors to introduce themselves to me through the medium of
self-portraiture. Each drawing is both a literal self-portrait (I draw them
using a mirror) and a searching lens into the lives of other generations.

Ancestor Study (Self Portrait) 122
Carbon on paper

During a 2018 interdisciplinary research trip to Ireland, I realized that the
names on gravestones and lines of my family tree provided little real
information about my ancestors and their lives before they immigrated.
Their blood is still in my blood, though, and their breath continues in
mine. Through this realization I began to recognize the long contribution
of the individuals who compose each of us. I’m not just me, I’m the sum
of multitudes of ancestors. Likewise, the immigrants of today will be the
ancestors of tomorrow. I hope these drawings will illuminate the
connection between people through time to stimulate present-day
empathy.
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Evie Richner
Murfreesboro, TN
Memories erode. People pass away. Loss and death are common human
experiences, and as we age, we are all confronted by the deaths of those
around us, as well as by our own mortality. While some accept these
experiences as a part of life, many people—including myself—struggle
with these inevitabilities on a daily basis.
In my Burial series, I explore personal loss and the memorialization of
those who are no longer living. Each piece serves as a burial, but also a
memorial. Working on top of photographs of deceased relatives, I am
physically burying them in a shroud of hand-drawn feathers. Through
burial, we acknowledge loss; the person is removed from our lives. The
pieces become a signifier, like a gravestone, of a person who once lived.
These signifiers also serve as a physical connection to those who,
through burial, have become physically disconnected from our lives.
Death is often an avoided subject, a gaping chasm at the end of each of
our lives around which we tiptoe, but birth and death are the two human
experiences which we all share. To die is to be human.

Burial #4
Ink on digital print
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Lucia Rodriguez Mota
Tlalpan, Mexico

Bird
Graphite on torch blown glass
This sculpture has been etched and drawn on. We tend to see drawing as the initial part of the creative process (as in sketches), instead I seek to show it as
a final step. Drawing on a tridimensional surface rather than a flat piece of material means that your surface´s boundaries are not as clear. For the work
process, I first blow the glass pieces, then I etch them with ammonium biflouride so the surface is porous rather than smooth, then I draw (the drawing has
to complete the look of the sculpture, but it is also interesting when it clashes with it), and then the pieces are fired again to slightly encase the graphite.
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Elaine Rutherford
Golden Valley, MN
My work has always been rooted in landscape. As an immigrant to the
United States from Scotland I often feel adrift between two places. Map
lines (a recurring motif in my imagery) are used to find one’s way when
lost but lose their identity and usefulness when abstracted, layered,
inverted and repeated. Continuous line drawing tracing map lines on
ordinance survey maps of Scotland. Lines are layered and repeated
eventually loosing their identity and fictionality as maps, becoming maps
of uncharted territory. Drawings are layered in grouping of five or more.

Uncharted Territory
Graphite on Duralar
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Lynnette Therese Sauer
Brooklyn, NY
In my current body of work, I use lines to create repetitive patterns which
serve as a support to meditation, similar in function to a mala or rosary.
Whether abstracted as text, rigid lines, or looping curves, the rhythm of
this mark-making is a useful tool - for either spiritual contemplation, the
physical act of drawing as release, or simply quieting the mind enough to
sit still.
I’m interested in the way patterns function to visually portray habits or
routines. In seeking to better pay attention, the art principles of pattern
and repetition emerge as useful tools. Much of our learning depends on
the recognition of patterns - biological, aesthetic, mathematical, or
otherwise. By pointing out things we may have missed the first or second
(or third) time around, they help us to notice. As repeated linear elements
form ordered compositions in drawing and painting, so disciplines of
paying attention to life in the present tense offer grounding.

Meditation XIX (the return of the repressed) - after Louise

ink on paper
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Lilah Shepherd
Tyler, TX
I used graphite pencil, ink pen, Copic markers, and colored pencil to draw
lines. Taking in my surroundings as well as ideas of repetition and
symmetry I use my drawings as a way to document and catalog my ideas.
My drawings play a significant role in my sculptures. I use my
sketchbooks and drawings as a pool of ideas that I draw from when I am
creating my ceramic coil-built sculptures. I have found that lines translate
well into the coils I use to build my sculptures.

Suspended
graphite pencil, copic markers, ink
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Stephanie Sileo
North Branford, CT
My work investigates an invented system of human anatomy. My goal is
to construct imagery that conveys the non-universal similarities of human
bodies in relation to a conventional agreed upon norms. I am exploring
our internal muscular and skeletal systems, to present the body as a
skewed, subjective interpretation away from accepted anatomy. I am
interested in how individuals contemplate their own sense of self, and
how it differs from others’ external analysis. I have chosen to work with
internal systems that are responsible for movement, to warp and
challenge the viewers’ preconceived ideas of the body.
I seek to create abstracted bodily forms that capture the breath,
movement, weight, physicality and presence, that can be felt by the
viewer. As a substrate to build these forms, I manipulate the weaves of
medical gauze in order to form, mold, and drape biomorphic imagery.
Before graduate school, I worked as an assistant fashion designer. It was
here that I was first exposed to fabric. I studied the way designers
sculpted the material to reveal or transform the body. Likewise, I have
adopted the material as a medium to draw, reveal and transform my
subject. I have set out to incorporate this once elusive material to work
within the context of my own skillset of making.
The imagery I create with medical gauze has taken on the aesthetic of
scientific studies of anatomical and physiological quandaries. I have
begun to create a library of bodily abstractions that I repeatedly use to
draw with across multiple pieces, connecting each image to one another.
I will continue to reference human skeletal and muscular anatomy as I
continue to explore the concept of the subjective sense of one's own
visual interpretation of body. Instead of working with the external, which
can be an identifier, I will look inwards, skewing the scaffolding of the
human body and our perceptions of it.

Pelvic Inferior
Oil of Wintergreen Transfer, Graphite, Charcoal
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Randy Simmons
Paducah, KY
Coda is part of my Tragedy and Hope series. This collection of drawings
spans the last decade of narratives with the older works following
autobiographical content and the more recent drawings having a
Renaissance/religious theme.
The most recent drawing, “Pieta,” is a mix of both. My current working
theme is to continue with translating topics by Caravaggio and Old
Masters into modern day scenarios. The title of this exhibition, Tragedy
and Hope, seeks to pose the question of, “Which term applies or can they
both?”
My work is large scale, charcoal drawings created through a mix of soft to
hard charcoals and white conté on toned Rising Stonehenge paper and I
utilize erasing techniques into many layers of cross-hatching and
blending to build up values/textures. The images are based mostly on my
own photography.

Coda
Charcoal and White Conté
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Rachel Singel
Louisville, KY
My imagery comes from what I see in nature. From a hollow in a tree to a
break in the clouds, absence is a recurring motif. These spaces intrigue
me, and I begin to wonder where they might lead. The work is my
response to the intricacies and depth of natural forms. I seek to observe
the processes of nature and embody them in my own works of art.
Lines are the building block of my world. The printmaking process allows
for a technical consideration of how these lines are distributed
throughout the work, with the weight of each line relating directly to how
much time it etches. Their physical qualities carry weight; they do not
descend into the paper but protrude from the surface.
Lines develop into curves, from curves to semi-circles, and from semicircles to the full circle. This stylistic tendency comes from my interest in
openings in nature—those places around which nature’s complex forms
develop. Close studies of natural objects reveal holes in their surfaces.
The space is a source of weight—a fulcrum point that seizes my attention
by giving the illusion of an even deeper space, seeming to recede to
infinity. The lines radiate out from these seeming voids—the starting
points for infinite variation within the work.
As each line extends outward, the form begins to resemble how it occurs
in nature: subject to the elements around it. This may be a vine changing
direction because of other competing growth, a tree trunk consuming a
barbed wire fence, or even the clay that once made-up a riverbank
eroding away during a flood. Ultimately, my work is about discovering,
then understanding, and finally expressing an attitude toward nature.

Nest
Intaglio on handmade pineapple paper
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Erin Smith
Storrs, CT

Birdfeeder Pink
Graphite, Sharpie, and Colored Pencil on Paper
I am a painter, but drawing is the foundation of my work. It is how I begin to think. My work often starts with something abstract – like a wayward emotion or
a decontextualized word or phrase. I like language that feels vaporous and substantial, as if a dream sat on your head. Narrative is important as an impetus
to painting, but my work does not resolve itself neatly into traditional story formats. Instead I use stories as a raw material, like paint or clay, to build a
language for experiences that cannot be expressed in a different way. I have used the story of Ophelia drowning to talk about grief, and the pain of silenced
desires. I frequently use Penelope in the Odyssey. I use bible stories and fairy tales because those are the stories I grew up with, and I play with images of
swan beds, mangled chairs, and rainbows the way I used to play with Barbie dolls as a kid, bashing their plastic parts together, trying to land on something
tender.
This drawing was created in preparation for a larger body of work. Each drawing is built on hidden words, names, and buried poems. I am interested in what
is left in a drawing after something clear has been purposefully hidden.
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Justin Sorensen
Mount Vernon, OH

Untitled
Micron pen on paper
This drawing utilizes a single word: Yes.
This is a drawing about affirmation, frustration, and continually choosing to lean into situations in which the outcomes are unknown.
Labor and repetition plays a prominent role in this image, transcribing a single word over and over.
Negative space is recognized as the area surrounding the subject. It could be argued that it is the area that directs our attention to what is most important.
However, in this drawing, I’m seeking to prioritize the negative space as the area where action happens. While negative space is traditionally confined to the
margins, I want to show that it has the potential to quietly influence. While a single word might not always be noticed, through persistence it has the
potential to create reverberations.
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Amna Suheyl
Lahore, Pakistan

Hung out to Dry
Monoprint on paper
My work started off as homage to a lost homeland, and after the recent
passing of my mother, it has taken shape of a removed, reimagined
experience of a life in perpetual emotional and consequential transition. I
have use recurrent themes of the sinister female and silhouettes in my
work, to depict the frustration and longing of recreating lost people and
places, to further emphasize the constant identity crisis that plagues a
diasporic community.
My focus is to explore “Hiraeth”, a Welsh word for longing or
homesickness, and to see how this word can define what I aspire to
recreate. I have worked with “Smriti”, the Bengali word for memory. The
second and constant inspiration for my work has always been literary
motifs and poetry.
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Patty Swygert
Earlysville, VA

LILLA
Machine Embroidery on silk organza & text on vintage linen.
In 2017, I wrote a short story about the black maid, Lilla, who worked for my family during Jim Crow. Written from a child's
perspective, the story was a challenge to illustrate given that I last saw Lilla when I was 9 and my family had no photographs of
her. Rough pencil sketches became guidelines for machine stitching as a way to capture my memories. Still in process, I search
for ways to install and mount the drawings.
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Liesje van den Berk
Amsterdam, Netherlands

Chapter 2 Classical Art / Ideal Philosophy
pencil drawing on paper
During a poetry and drawing residency I began using my old medical letters for erasure poems, keeping only words that had an emotional register tenderness, happy, etc. There seemed to be something here, about what’s missing, the nuances of the medical idiolect, the unsaid and unsayable, that I
wanted to pursue. The drawing ‘Your East/My East’ was made in an old invoice book, so that the carbon paper produced a mirror image. This was inspired
by the drawing my surgeon made in preparation for my mastectomy, where my left breast appeared on the right hand side (is that stage left?) I wrote EAST
on the ‘left’ breast, which appeared in reverse on the opposite page.
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Lisa Walcott
Holland MI

Thumbnails
Objects, shards, fabric, rope, detritus, wire, plaster, wax
“Thumbnails” is a series of sculptural sketches where form, texture, material and color are explored to intuitively discover combinations that would be
difficult to conceive of ahead of time. The process includes are chain of reactions to form and material. Sometimes it’s as simple as what sticks together or
what fits together, sometimes it’s noticing a dissonance that juxtaposes in an interesting way. Continuing to make is necessary to the process of discovery.
“Iterations” are loosely rendered drawings of the small sculptures in still life setups which give the artist time and perspective on the works. This process
produces work in it’s own right, but also leads to larger sculptural pieces.
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Madeline Walker
Oneonta, NY

Bloom
Porcelain
The mind map drawings that would make up this particular Bloom drawing would be made using stencils I recently designed using a CNC router. The forms
are derived from watershed map lines and algae bloom silhouettes from photographs which I translate from digital files into physical templates. The idea
behind a Bloom Room or space is to visualize otherwise unseen mental experiences, so with each drawn form, an intrusive thought becomes part of a
landscape or “mind map”. These otherwise unrecognizable and in this case, digital, patterns can then be seen and made physical.
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Kelsey Westphal
Oakland, CA
I was raised by two authors, so storytelling and literature have played a
huge role in my formation as a thinking human. But ever since I starting
making comics, drawing has become my primary lens for understanding
the world. Awash in the banality of instant photographic gratification, I've
ceased almost entirely to take pictures, and instead carry a notebook with
me everywhere! The drawn line is a tether to bodily memory as much as
to the conceptual narratives we apply to experience, and after
completing a master's in Text/Image relations at the École Européenne
Supérieure de l'Image in Angoulême, France, my dedication has been
renewed to the power of comics to reveal the facets and follies that are
hidden by sterile, normative realism. I make interview comics with V Vale,
on-board editorial cartoons for the sea-faring madness that is JoCo
Cruise, large-scale paint pen drawings, collaborative zines, and am a
performer in the performance pop band Dingbat Superminx, where the
goofy gestures and mischievous characters I draw come to life through
all my limbs instead of just my right hand. I want what I create and do to
open up the viewer/reader/participant to their own wild possibilities as
image-makers and language-users.
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Cate Whittemore
Minneapolis, MN

Non-objective drawing for "Appropriate"
pencil on paper
9" x 12"

Elevation for "Appropriate"
design sketch for set design
9" x 12"

Floorplan for "Appropriate"
design sketch
9" x 12"
I am a visual artist and a set designer and use drawing as a means to conceive and convey my ideas. I am submitting a progression of drawings which were
how I formed my designs for the play "Appropriate" which was produced in 2017 by the Sheldon Theater in Red Wing, Minnesota. I am always amazed to
see how my initial response to reading a play is borne out by the final, built manifestations. I think this progression says more than words about my thought
processes.
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Kaitlin Wilfing
St. Charles, MO

Broken Dreams
Graphite pencil on paper
Though it may seem obvious, I take the visual medium of art as a way to
communicate to the rest of the world. As a young person I found the
English language to be of some help in terms of expression but held no
long-term relief for the emotions of growing up in a post 9/11 and 2008
crash era. The distress of knowing from a young age how fragile all of
American cultural systems are affected me in ways I could never
describe to my teachers, parents, or older adults who tried to comfort me.
I was asked by a teacher when struggling with these realities what I was
feeling, being in an obvious state of distress she wanted to help, but had
no idea how, and I being in that state couldn't find the proper words to
help myself. Instead she gave me paper, telling me to describe what I was
feeling in any way I could. What came about was a doll with a broken,
porcelain neck, arm and hair pulled apart at the seams, and her twisted
legs breaking at the ankles near a tattered skirt. In a young mindset of
feeling panicked, lost, and alone in this world I felt my future was being
toyed with.
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Vivian Wolovitz
West Chester, PA

Artifact 1
Pencil on linen wove paper
This drawing is one of my studies of pre-bronze age tools. They are preliminary studies to be finalized in ink.
I make these drawings for an archaeologist who uses them to document the objects for a data base. The drawings are done to scale of 1:1 and emphasize
the structure, form and texture.
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Simeon Youngmann
Petersburg, NY
My drawings insert religious iconography into modern landscapes, reenvisioning sacred images in the contemporary world. I combine visual
and material elements from the Christian religious tradition with
digitally manipulated photographs, searching for moments of revelation.
My figures act out religious dramas, as well as the rites of ordinary life,
moving between spiritual reverie and quotidian labor.
Drawing has traditionally been a preparatory medium, a tool for drafting
ideas, but not a finished form. Religious imagery was meant to embody
the eternal, and was carved into stone or painted into plaster for
posterity. The fragility of drawing materials–essentially dust–lack the
durability of paint or marble, offering a provisional record of spiritual
experience. Drawing allows me to approach religious content with this
freedom, shrugging the didactic authority of more substantive
materials.
I begin my drawings by toning my paper with palm ash. Palm ash is an
untreated charcoal, and acts as a versatile ground, allowing me to draw
additively and reductively into my surface–but it also has a distinct
ecclesiastical use. In liturgical churches, the application of palm ash is
accompanied by the admonition, “Remember that you are dust, and to
dust you will return.” This memento mori connects my interest in drawing
to devotional practice. Palm ash is at once a utilitarian drawing material
and a ceremonial element, reminding me of the empiricism of dragging
dust across paper, as well as the devotion this process engenders.

Another Pillar
Graphite, Charcoal Palm Ash and Gesso on Paper

Sanding and obscuring my drawing surface with gesso leaves palimpsests
of redacted bodies and modified landscapes. Religious imagery intersects
familiar moments of humanity, and postures of worship and prayer, taken
out of context, become commonplace, conflating the sacred and mundane.
Engaging a hermetic tradition and the porosity of contemporary life, these
images oscillate in a soft focus between conviction and doubt.
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