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F O R E W O R D

hearings for a Supreme Court appointment and Burt Reynolds died of a heart 

attack. The United States announced a tariff on goods from China, then China 

added US products to its own import tariff list; India struck down laws criminalizing 

 

with the virus. 

the biggest global news story in recent history. Nations have closed borders, declared 

the spread of the novel coronavirus so that healthcare systems can manage the sick 

and avoid mass devastation and death.

health, reported the importance of art to physical and mental well-being. Art making 

challenges, joys, and everyday experiences of our lives. 

At the SMFA and in many art programs, the therapeutic facet of art making is not a 

direct goal. Instead, artists focus on ways that aesthetic innovations can help sharpen 

the experience of artworks so that viewers know what to look at and are enticed 

to slow down for close looking. The artists in the graduate program research and 

expand their subject matter through reading, observing phenomena, studying data, 

 

critique courses. They mount exhibitions allowing their unique and experimental 

 

and even inspiration. 

families will become sick. Some communities—particularly people without 

economic security, people of color, immigrants and undocumented people, and all 
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the elders who built the foundations of our lives—will be at higher risk not only of 

contracting COVID-19 but of suffering from its social and economic consequences.

As artists who are looking forward to this newly uncertain future, you will need to 

time in the SMFA graduate program, you learned to nurture rich art practices—your 

own as well as those of your fellow artists and colleagues. You have learned to be 

supportive neighbors while helping one another in unlikely ways and at all hours of 

 

and created works of art, presentations, and exhibitions together. You cultivated trust 

and respect for one another. You learned to balance solidarity and collaboration 

with solitude and study. You built endurance for the tedious parts of production 

and presented arresting artworks with beauty, aplomb, and profound relevance. You 

shared knowledge, skills, and tools. Inventing your own methodologies, you learned 

to make work from the germ of a hazy idea all the way to its completion; to mount 

exhibitions, summarize ideas, and write copy; to manage logistics, invitations, and 

way or another, you have consistently pulled together. Even while sheltering in place 

in your homes because of the pandemic, you have remained united through video 

conferencing, phone calls, text messages, and social media to keep the conversation 

is key to your survival. I hope that you will continue to commune using the tools you 

those you admire and from whom you can learn.

 

To be in art school is to be surrounded by a pounding chorus of imaginations. 

Remember the force of our days, slowly tackling hard questions, monumental 

problems, and reckless behaviors; joys, pleasures, and delights—and the imaginative 

fruits that those efforts cultivated. Through the images, objects, situations, and 

performances that you create, please continue to give the gift of curiosity, openness, 
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physical health and well-being.

It has been an honor to work with you. On behalf of the graduate advisors and Master 

of Fine Arts Program staff, I wish you our deepest congratulations.

At the time of this writing, we were forced to postpone a physical exhibition in the 

Aidekman Arts Center on the Medford campus until a future date and have relocated 

our thesis show online in order to maintain the rhythm of our academic schedule.

I wish to thank Lisa Bynoe, Erica Ancrum, and all the SMFA graduate advisors and 

dedication during the shelter-in-place conditions of the last third of our semester. 

 

J E A N N I E  S I M M S

Director of Graduate Studies 

School of the Museum of Fine Arts at Tufts University
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M F A  M O N T A G U E  T R A V E L  G R A N T S  S U P P O R T E D 

I N T E R N A T I O N A L  R E S E A R C H  F O R  T H E  F O L L O W I N G 

P R O J E C T S  B Y  M E M B E R S  O F  T H E  C L A S S  O F  2 0 2 0 :

Cameron Barker traveled to Germany (2019) to research the social policing of intimacy. 

Mia Fabrizio traveled to Spain (2018) to investigate identity by examining art, history, 

inhabited, and controlled by many cultures. Mia also traveled to Italy (2019) to investigate 

Billy Foshay visited London (2019) to expand his research on the mental disorders of 

depersonalization and derealization (referred to as DPDR).

Liz LaPides documented, through photography, the threatened coastlines of 

Nova Scotia (2019) due to climate change.

Sally Lee visited Hong Kong and China (2019) to conduct research that would help 

combining her personal narrative with the narrative of Hong Kong.

John Lehman went on a literary pilgrimage to Japan (2019) to witness the locations of 

The Wind-Up Bird Chronicles; his thesis project revolves 

around the novel. 

Ralph Robinson sailed through the arctic (2019) with the goal of creating an emotional 

connection to issues related to climate change through his photography.

Gil Spears traveled to Italy (2019) to understand the intellectual underpinnings that 

motivated the development of southern European painting in the Renaissance period. 

Yixiang Tong

Catholicism) in order to broaden and deepen the context of her thesis.

Karli Tucker studied installations in places “we normally would not think of as artistic 
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E  V  E RY  T  H  I N G  C H A N  G E D

 
to online engagement, everything has changed. Given our new reality of social 

 the 

last ever to begin a thesis project without having to consider the digital. 
Accordingly, I approach As Above, So Below as a hybrid exhibition, partially planned 

for the old world but launched within the new.

This is not to say that the works are dated. On the contrary, the seventeen artists 

presented here are fully invested in the future and offer speculations—formulated 

well before the pandemic—on how our fractured society might become more 

equitable. Their works coalesce thematically around an interest in narrative, 

in revising existing myths, in imagining new tropes or reimagining traditions, 

 

Positioned at the start of As Above, So Below  

portraits of black women gracefully guide digital eyes into the virtual space. 

Erica Ancrum (2020) depicts a young woman sitting casually, but she does not 

seem relaxed. Meeting our gaze, she appears poised and ready. In a parallel portrait, 

LaKisha Langley (2020), another alert young woman sits cross-legged, her head 

 
brushwork. Her monumental portraits counter the historical invisibility of black 

Women, a series 

for which McLeod asked women of various black skin tones and hair types to sit for 

her. She pairs these portraits with Malian-inspired textile works and a sculptural dress 

form, Anonymous Woman (2019), modeling a garment composed of the cloths. This 

work is especially urgent, as McLeod works to uplift and rewrite the narrative of how 

For Yixiang Tong, the body and empathy for others are central to her installation, 

Lighter and Lighter (2020). Composed of a seven-channel video installation and 

a large video projection (a duality informed by Chinese philosophy), the work 

 
multiperspective installation, Tong meditates on the interdependent social 
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and physiological factors that might inform violent behavior. In the second, single-

the underlying human condition and the structural inequities that produce violence; 

further, this ambiguity alludes to the inhumanity of such structures. 

In his installation, painter Gil Spears likewise uses supernatural environments 

recalling painters such as Neo Rauch. Approaching their practice as a form of 

 

of time is correspondingly slippery in these works, engendering a sense of looking 

The Future Remains 

(2020) ruminates on the natural world and our relationship to it. In an artist book 

and photographic installation, he juxtaposes images of pristine wildlife with 

depictions of man-made fencing and barriers to comment on the incongruity 

of human structures with environmental ones. Most mesmeric here is the 

uses two ephemeral forms (video and ice) to expose the endangerment of the natural 

environment. Likewise, LaPides takes on the impact of human industrial activity 

and unfettered capitalism in the works Invasion of Microplastics and  

(both 2020). In Invasion of Microplastics, LaPides fused a piece of natural wood 

video It’s Inside of Us, close-up shots of white skin are layered with aerial footage of 

polluted sites. Both point to the inescapable reality that another contagion entered 

our bodies long before coronavirus: the products and byproducts of unchecked global 

capitalism. Together, Robinson and LaPides comment on this reality and envision 
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Mia Fabrizio and Chelsey Becker likewise consider new ruins in their respective 

The House that Built Me (2020) takes the form of a domestic ruin. 

By deconstructing her childhood home piece by piece and then reconstructing it, 

Fabrizio meditates on the blurred line between public and private life. She focuses 

on materials—such as concrete bricks or patterned wallpaper—that are often 

Turn 

Over the Engine! (2020) also examines a private life. Like an archaeologist piecing 

together an era long past, Becker assesses the materials her father left behind after 

a fatal car accident. The project consists of an artist book and sculptures and takes 

 

Karli Janell Tucker contemplates how trauma informs identity in Am I Not Myself? 

Psychic Infestation (2020), which takes portraiture as a thematic launch point. 

 

works to manifest interior turmoil and anguish in physical form. Similarly, Billy 

 

phrase, or action. This work, queue refrain (2020), heightens our awareness of 

such words or actions, making the familiar seem strange through repetition. 

the viewer stands and watches the video, enhances this theme of repetition and 

The relationship between mind, body, and perception is further explored in 

Puckerie (2020). 

 

 

 

look away. Meant to be installed in a grid form, these objects are as absorbing and 

meditative as an Agnes Martin painting. Puckerie
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Archive (2020) considers how difference informs unity though 

the complexity of intimate relationships—allyship—between individuals and 

hierarchies. Rendering identity documents found within an archive in platinum 

 

 
passport is an homage to a tenacious attempt to cross borders. Platinum point 

images are both permanent and dependent on the physical angle from which the 

viewer approaches them, meaning these sketches will endure even if how they 

are perceived evolves. Intended to be installed like an archival display, these works 

commemorate identities while also obscuring them, reimagining collectivity and 

 
identities. Confronting the construction and perception of Chinese American 

identities, Lee grapples with recent unrest in Hong Kong as well as the political 

 
that led to that student massacre in a graphic timeline, Lee also deploys seemingly 

decorative wallpapers to reclaim her Chinese cultural heritage and comment on 

how it is intermingled with British and American identities. A large-scale umbrella 

 
relationship to China. Installed nearby, an assembly of porcelain sculptures in 

the form of goggles, construction helmets, and traditional face masks points to how 

 
relationship to her ancestral home in Fragments of Paradise (2020). In intentionally 

 

the Jamaica of her memory and childhood. One of the most powerful images 

depicts a black woman, ghost-like with her mouth open and eyes vacant, her red 

 

as if insisting on its own presence. As a whole, the series is a register of cultural 
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multimedia work. In painting, sculpture, performance, and installation, Gomez  

self-searches her own cross-cultural and racial background. In a performance 

in which she dons a traditional Nicaraguan trenchilla dress along with armor, 

celebrating her Central American culture while also feeling restricted by the 

armor. Nearby are torso paintings as well as a table set with foods. Taken together, 

this installation titled, Poner cara de Güegüense (2020), broadly considers beauty 

 

thereof) as a theme through which to explore the political, social, and economic 

project culminates in Transpecies Blanket (2020), which merges research-based 

and participatory modalities with traditional drawing and illustration practices. 

 

remains the dominant theme, Richardson was also challenged by losing access 

to the print studio during the shutdown. Instead of making a half-hearted attempt 

at digital formats, Richardson doubled down on printmaking and produced 

unshakably handmade block prints, which he then placed inside a wooden case. 

Taking natural colors for its palette, this small-scale series posits that there can 

My Wind-Up Bird (2020). Taking his 

The Wind-Up Bird Chronicle, 

Lehman annotates and illustrates his impressions of the book. His analysis becomes 

adaptation in an introspective, critical negotiation of the language of imagery in 

rendered in a sinewy style. This work is a performance as much as a drawing, as 

 

as he does so.
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this tenacity, despite seismic change, manifests in a deep desire to formulate new 

Leah Triplett Harrington is a writer, curator, and editor. She is the founding editor of 

The Rib and the assistant curator of Now + There.
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☜ Gefälschter Reisepass (Forged Passport), detail from the series Archive (2020) / Platinum-point on wood panel.

Closeness is commonly understood as emotional connection, which has traditionally 

been represented through corporeal bonds. Throughout history, however, separated 

groups of people have found ways to connect beyond the body, exemplifying acts of 

allyship. Archive explores how closeness can exist between people separated by social 

hierarchies and considers the ways in which intimacy is embodied in physical forms 

beyond the corporeal. 

 

A forged passport, a scrapbook photo, a cardboard protest sign, a condom, all objects 

that exist as individual points in a network of proximity that understands intimacy 

as transcending the body. The work reimagines allyship as a practice and not a 

title, shifting the subversive power away from individual actors to the act itself. 

In researching a variety of periods in history with extreme divisions based on 

sexuality, gender, race, and other human characteristics, I discovered acts of allyship 

rejecting social and political control. Archive focuses on documentation created 

through these acts and allows the viewer to contemplate both what allyship is and 

how it is represented.

The ritual act of metal-point drawing represents my own rumination on these 

concepts. Copying in itself is a forgery, creating an object that places the original 

documents in a new state of physical permanence. The rendered documents trace a 

human connection preserved in artifact—a distinct physical embodiment of intimacy. 

The act of drawing, in turn, commemorates and continues the conversation begun by 

contributions to a common good.

C A M E R O N  B A R K E R
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Reckon and Lament (2019) / Bleached blue jeans, metal frame, and polyester filling.
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yard sifting through the wrecked or totaled cars he used to drive, probing them for 

artist book, I am chronicling my pursuit of my father through these items and the 

recounting the cross-continental road trip I embarked on to the multiple places 

 

of components from his vehicles. I use materials reminiscent of labor and craft, like 

sewn blue jeans and carved wood, to explore the deep complexity of existence 

because, like automobiles, there are multiple parts that contribute to functionality.

Throughout his life, the cars my father drove symbolized pivotal moments that 

altered his path. They have become the vessels through which I have tried to 

understand him – not just as my father but as a person containing multiple facets 

roughhewn vernacular that spoke of blue-collar labor, crisis, loss, and individuality. 

These aspects relate to the craft of car restoration and rural human geography in 

a world that is increasingly losing its accessibility to tactile pursuits due to advances 

in technology. Because my drive to understand my father is now interwoven in 

his own narrative, larger questions are raised in my work regarding how we relate 

to one another, how we exist in the world, what inheritance means, and what 

happens to memory.

C H E L S E Y  B E C K E R
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I am consumed with hidden and exposed structure, both architectural and social. My 

investigation of physical construction, cultural constructs, and their interrelationship 

originates from the framework most familiar to me: the house in which I grew up. 

mill town where European immigrants of the early 1900s—particularly Irish, Polish, 

and Italian—settled. In the mid-1950s, my Italian American grandfather remodeled 

this 3-story family house into a multi-use structure that serves as a home and a family- 

run business. The smells of perm solution and fresh tomato gravy have mingled for 

four generations. Still today, only three steps separate the handcrafted hair salon 

from our kitchen table. 

I merge painting, collage, printmaking, sculpture, and installation to create both 

two- and three-dimensional artwork that deconstructs and recreates this space. There 

is an emphasis on memory as I adhere, carve, and chip away at wallpaper, plywood, 

drywall, paneling, and objects. Patterns are interrupted and fall apart. 

and masculine, public and private, and modern and traditional. The physical 

layering of materials alludes to the emblematic layers of people and to the layers 

that compose immigrant culture over time. The work is a map of comprehension. 

By peeling away facades and breaking down constructs, my intention is to question 

the systems that are accepted and perpetuated as normal, to cast away the prescribed, 

and to free the spirit of the individual.

M I A  FA B R I Z I O

☜ the house that built me (2020) / Masonite, drywall, plywood, wallpaper, latex paint, woodstain, 

acrylic medium, digital photos, and found objects.
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My work examines the intersection of psychoanalysis, media theory, and alienation 

arising out of a contemporary milieu that blurs the demarcations between physical 

and virtual, child and adult, process and outcome. It is an alienation arising from 

an increasingly disjunctive relationship between expectations of the mind and 

experiences of the body; a dichotomy accentuated by internet use, contemporary 

entertainment, and late-capitalist paradigms. I have arrived at my interdisciplinary 

art practice through my experience with a form of metaphysical alienation called 

is divested of their typical emotional and perceptual faculties wherein an inability to 

place the self into context gives way to psychological vertigo. The depersonalized 

orientations to the self, spatial relationships, time, and emotion. The work has 

found a suitable home in virtual reality and computer-generated video to explore 

these concepts. Familiar environments are made strange through their conversion 

to a virtualized form and an exaggeration of their properties allowed by their 

digitality: a grocery store is ever more vibrant and organized, an escalator ride never 

ends, a virtual dentist administers too much laughing gas. The viewer and the art 

work are linked by their mirroring of one another—and in fact occupy the same 

space in the real and virtual environment—thereby increasing believability, 

disorientation, and affect.

B I L LY  F O S H AY

 

☜ queue refrain (2020) / Single-channel video with sound (still).



 

Poner cara de Güegüense (2020) / Photographs.
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The work I am producing now is centered around my own self-healing, physically 

and emotionally. Using my own body as the model, I paint images of trauma—often 

close-ups of bruising and scars; this, in turn, becomes part of my own therapy and 

self-acceptance. In the second process, I must deconstruct my own upbringing as a 

symbolism as well as pagan rituals that become paired up with historical and cultural 

own story in the form of armor and dance, using characters for guidance in 

navigating my own questions. These characters represent not only a historical 

rebellion among the people of Nicaragua, but also a contemporary symbol used in a 

hostile political climate. Though I draw strength from these characters, I want my 

audience to understand through my performance that this does not solve nor dissolve 

the feeling of alienation fully. I no longer ask permission to be allowed to be part of 

my own culture, nor feel I have no right to it due to the color of my skin, but I do 

and how far I have left to go.

G R AC E  G O M E Z
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I focus on the myth of human dominance over nature, our journey from sustainable 

land practices to the environment under capitalism, and how this has affected our 

quality of life both physically and mentally. It is stunning how humans have 

 

 

in every apocalyptic story. My work explores doomsday imagery found in reality 

and fantasy with beautiful, terrifying depictions of our current environment and 

possible future.

Through sculpture and photography, I dramatically express the breakdown of what 

consumer capitalism is doing to the environment in a way that explores hopelessness, 

wonder, terror, perversion, and the sublime. Corporate pollution has seeped into 

every level of the biosphere: the atmosphere, the global water cycle and the 

metabolisms of every organism. Just like an alien species come to dominate our 

planet, we have released these toxic forever-substances into our world, and they have 

consumed it. My artistic journey has led me through the Earth to the furthest reaches 

 

of greed has poisoned everything. Truly we are a species to behold for we have the 

power to create or destroy worlds.

L I Z  L A P I D E S

 

☜ Coal Ash (2019) / Digital photograph manipulation.



30

 

The Protection and The Fragile (2020) / Porcelain.
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My research and practice focus on the current social and political climate in Hong 

Kong. The work's foundation is inspired by my 2019 trip there. The introduction of 

the Extradition Bill, which would have allowed criminal suspects to be extradited to 

 1.  

 2. For Chief Executive Carrie Lam to step down 

 3. Inquiry into police brutality 

 4. Release of arrested protesters  

 5. Universal suffrage

protesters had already been and escalating. The following month, Carrie Lam 

banned face masks under a colonial-era emergency law.  It is June 2020 and the 

protests has persisted over a year now even during the Coronavirus pandemic. On 

May 21, 2020, China approved a bill that would implement a national security law 

over Hong Kong, resulting in the territory's special status with the U.S. revoked by 

investigates, and parodies what the future might look like if the situation is not 

historical texts, conversations with political scientists, and personal sources who live 

in Hong Kong. My art practice has served as a mechanism to navigate my place in 

create conceptual work through historical, political, and cultural contexts. Like my 

S A L LY  L E E
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My Wind-Up Bird: Hear the Wind-Up Bird Sing (pg. i, ii) (2019) / Pen and ink on found paper.



33

My Wind-Up Bird gives visual form to the space that both literary scholarship and 

imaginative reading occupy. As I read and re-read my English copy of Haruki 

Murakami's The Wind-Up Bird Chronicle, I translate my experience into drawings, 

paintings, and a variety of print media on the pages of the book itself, at once 

 

This marginalia-turned-art not only hearkens back to the content of illuminated 

manuscripts but also facilitates vigorous dialogue between myself, the text, and the 

author. It interrogates and comments on questions of authorship and cultural 

transmission. It demonstrates adoration for the author even as it amends the text. It is 

a fan's intense desire to participate in the production of literary experience. Most 

importantly, My Wind-Up Bird reveals that reading need not be a solitary or passive 

endeavor; reading critically and creatively is a social act whose generative potential 

to make new art and new literatures ought to be shared.

J O H N  L E H M A N
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Anonymous Woman (2020) / Sculpture.
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I create works that provide social commentary centered around how history and race 

relate to the power of the black body. My work unites symbolic historical imagery 

and ideas found within the Euro-American canon to the dynamism, or lack thereof, 

associated with the black body in modern times. I aim to combat false narratives and 

explore new ones by deciphering the dehumanizing historical representations of 

Black American culture.    

My oil paintings highlight associations of social value by engaging a medium from 

which black women have largely been excluded as makers and in which they are 

even more infrequently found as subjects. The large-scale realistic paintings deny 

the expectations of submission, anonymity, and invisibility typically associated with 

vulnerability through their bare skin, like that historically found in reclining nudes, 

paintings deploy symbolism like that found in both the social representations of 

baroque paintings and the still-life paintings of the Dutch golden age. By limiting 

distractions, these images enable the viewer to focus more intently on what is presented.  

My sculpture combines the controlling imagery of the mammy, the prideful patterns 

of African mud cloths, image-transforming black women, and the elaborate delivery 

of modern drag/ballroom culture.  

M A R L A  M C L E O D
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Puckerie (2019) / Clay.



37

The Puckerie are a visual manifestation of the anxiety I experienced while facing 

cancer. Although the doctors treating my condition reassured me that my life 

expectancy was unlikely to change as a result of my diagnosis, the medical report 

called The Puckerie, an amalgamative exploration of my experience with biological 

philosophy of The Puckerie drew on the unusual anxiety created by the combination 

uncertainty. I wanted these creatures to be both small and containable, cute and 

round, and also threatening, scary, and dangerous—a visual intersection between the 

horrible and the adorable.  

A N D R E W  P E R I N I
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Art in the age of environmental uncertainty (2020) / Hand-printed color woodcut, variable edition of 20.
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What would you take with you if you had to 

pack up and leave at a moment’s notice? The term “go-bag,” derived from prepper 

culture, evokes the usual suspects of extra ammunition, nonperishable rations, and 

I had no idea where we would have ended up: myself sheltered in place with only 

largest source of wealth, if they happen to have any, is their home. But what happens 

when the future is uncertain and long-term investments in real estate begin to look 

unsure if that future will include a habitable planet? Greta Thunberg speaking 

before the United Nations put it best: “You have stolen my dreams and my childhood 

I have been socially isolating due to the pandemic. I have since been answering my 

own question and creating new works.

GA B R I E L  R I C H A R D S O N
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Dog Bites Bear, from the series The Future Remains (2019) / Archival digital photograph.
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inspire reverence for the environment. Returning with thousands of photographs of 

wildlife—including Russian brown bears in Siberia, polar bears in the Arctic, and 

penguins in the Antarctic—I have displayed those images in public locations to 

encourage others to consider what is at stake as we confront the climate crisis. The 

images represent my relationship with nature and serve as a catalyst for conversations.

Limited wilderness remains. That wilderness, the animals that still inhabit it, and 

the health of the entire planet are all threatened by human activities. Through my 

work, I have attempted to open a dialogue about how we connect with the natural 

places around us and how we see our role in protecting the planet now, in the 

Anthropocene. In what ways can we engender a recognition that, just as nature has 

represents a search for a spiritual and emotional relationship with nature and a better 

understanding of the impact we have on the world whenever we step outside. I seek 

to further that introspection through my art and create narratives of hope that 

demonstrate what is at stake. Recognizing that much damage has already been 

done, I am centered on a sense of optimism because I know there is a great deal to 

lose if we do not act with urgency.

R A L P H  R O B I N S O N
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Philosophy Shop (2020) / Oil on canvas.
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I approach painting as a form of research or a sequence of essays. My orientation 

to painting comes out of my interest in cinematic language. Through painting, 

I hope to explore ideas of deep time, geological time, and bodily vulnerability and 

environments. Formally, I use the painterly vocabulary of the line (as opposed to the 

plane) to build an iconography adequate to the visualization of neural processes as 

impacted by technology—machine-assisted viewing, digital image archiving, and 

emergent three-dimensional imaging all inform the deployment of perspective 

in painting. 

In moving from painting to video, I hope to draw a connection between my interest 

in topology and geology and my interest in cinema—which is to say, to try to break 

media studies, the moving image is understood as three different technological 

paradigms (the camera obscura, the persistence of vision, and photography) 

important to me here: the way in which various patterns of intelligibility are 

superimposed upon one another and effect the abstract historical structure of our 

understanding—the idea of a previously lost or obscured sequence of overlain 

My more recent video work aims to explicitly translate textual and historical research 

broadly understood, informs my study of the relationship between secularized 

idea of perpetual growth), and forms of group identity (the institution and the 

iconography of church and state).

G I L  S P E A R S
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Lighter and Lighter (2020) / Installation rendering.
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The sun falls at the bottom of my chart, in the land of the origin. Surrounded by a 

pure energy from the inner and deep land, it embraces our past, offering a shelter 

walking, looking down at the dirt, pests, snakes, thorns around my feet, hurting my 

lives, vanities, experiences. Do these matter? Looking up at the starry sky, I see 

emptiness, Nirvana. Is that true?

fakes. Fake is the imaginary world. Nothing is there, hence no pains and sufferings, 

just emptiness.

Humans are like plants, growing from the soil, experiencing storms and sufferings, 

 

people are here.

Y I X I A N G  TO N G
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How Am I Not Myself Series (2019) / Oil painting.
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in the skill of portraiture in my work and a joy in the sculpture and installation. 

Exploring the relationship between trauma and identity through transposing 

portraiture onto unstable or anamorphic media gives me a way to create a 

physical representation of memory loss, hallucinatory states, body integrity, and 

dissociative episodes. I spend time investigating alienation from myself in response 

myself. I am in search of the processes and rituals we explore to mend the psyche 

and grow out of trauma-response living into a productive present reality

 

diffused coastal energy of Los Angeles to the austere warmth of the desert interior, 

of optimism through my art in a sea of anxiety-invoking scenes of extraterrestrial 

landscapes, cancerous growth, funhouse mirrors, and claustrophobic spaces.

K A R L I  T U C K E R
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My heart unravels across the Atlantic, buoyed forward by the gusts of vague waves 

 

fugitive, like the ever-shifting shoreline. I look to the myth of Medusa as a conduit 

to investigate my memories of Jamaica and my understanding of my identity. 

I explore the duality of being both beautiful and monstrous, seen and invisible, 

goddess and demon.

D E N I S E  WA I T E

 

☜ Untitled (Self-Portrait) (2019) / Oil on canvas.
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Trans-species Blanket (2020) / Blanket and QR code.



51

I am a South African–born Taiwanese artist who works at the point where the 

subjects of my work often go unnoticed in the everyday stream of information and 

object (the QR code blanket) on view in the gallery is multipurpose and rooted in 

practicality. At the closing of the exhibition, I will donate the blankets to rhino 

orphanages where they will be used by the rhino orphans. The QR code is a tool 

to take the viewer to the digital world, where the true content and subject matter 

of rhino poaching is explored. Through the use of evocative, visually striking 

imagery, I aim to evoke an emotional reaction within my viewer that includes but 

is not limited to sorrow, empathy, love, and anger. I explore the narratives of the 

poacher, the rhino, the ranger, the conservationist, the consumer, and the 

of fear). The illustrations serve to appeal to the inner child in my viewers—an 

invitation to play with, touch, and experience the world from shifting perspectives.

K I M OT H Y  W U
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Mia Fabrizio, reflections of the way life used to be (2019) / Plywood, plaster, stain and oil paint.
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Cameron Barker, Surface (2018) / Graphite on tagboard.
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Chelsey Becker, Exist in the Valley (2019) / Embroidered cardboard.
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Denise Waite, Untitled (2019) / Oil on canvas.
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☝ Karli Tucker, studio installation (2019) / Mylar, LEDs and diachroic film.

☟ Kimothy Wu, Trans-species Blanket (2020) / Wool.
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Liz LaPides, Owens Lake Bed (2019) / Drone.
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☝ Ralph Robinson, Gesture #2 (2018) / Gelatin silver print.

☜ John Lehman, The Wind-Up Bird Chronicle (2018) / Pen, ink and watercolor.
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Mara McLeod, Boxed (2020) / Mixed media.
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Chelsey Becker, School Photographs of Keith (2019) / Digital image.



Billy Foshay, grocery facing (2019) / Single-channel video with sound.
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NURTURE
NATURE
FEB 6 - MAR 31, 2020

20 ACADEMY ST ARLINGTON, MA 02476 | 781.648.6220 | ACARTS.ORG

The Arlington Center for the Arts and 
Century 21 Adams is pleased to present 
the inaugural exhibition in our biannual 

photography exhibition series, FOCUS. The 
2020 theme, Nurture/Nature invites artists, and 

in turn audiences, to explore their individual 
relationship with nature, as well as our 
collective impact on the natural world.

OPENING RECEPTION FEB 27, 7-9PM
A DISCUSSION W/ THE JUROR: Thursday, March 19, 7-8:30pm

Special Thanks to Our Nurture/Nature Sponsor

Image Credit: Aspens, New Mexico after Ansel Adams, William Van Beckum

EXHIBITION JUROR: Laura McPhee, Photographer & MassArt Professor
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Selection of Exhibitions Showing Work by MFA 2020
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      Sally Lee, Gord-geous (2018) / Porcelain
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Marla McLeod, Strange Fruit (2018) / Oil on canvas. ☝

Marla McLeod, Labels (2018) / Mixed media. ☟
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Gabriel Richardson, Untitled (2019) / Scanned child's drawing (from the artist), digitally manipulated.



71

Karli Tucker, cut out of the canvas (2019) / Oil paint on canvas.
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Billy Foshay, Mia Fabrizio's Studio / Photogrammetry scan.
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Gil Spears, coolant (2020) / Oil on canvas.



75

☝ Yixiang Tong, Lighter and Lighter (2020) / Screenshot from Cinema 4D.

☟ Grace Gomez, Scars (2018) / Oil paint on wood.
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Yixiang Tong, Running Heart Rate (2019) / Single-channel video with sound.
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Andrew Perini, Puckerie (2019) / Digital render.



79

John Lehman, Fried Peppers and Beef (2019) / Pen and ink on handmade paper.
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☝ Denise Waite, Long Ago in the Jamaica of my Dreams (2019) / Oil on canvas. 

☜ Sally Lee, Flowers Laid for Lady Libery (2019) / Digital image.
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Billy Foshay, Billy Foshay's Studio / Photogrammetry scan.



84

Sally Lee, Civil Disobedience no.2 (2020) / Poercelain and found objects



85

Chelsey Becker, Totter and Traverse (2019) / Oil paint on gessoed cardboard.



86

Cameron Barker, Tectonic Plates (2019) / Graphite and marble dust on board.



87

Grace Gomez, Cast (2019) / Plaster.



88

Liz LaPides, Death Valley (2019) / Drone.

Gabriel Richardson, Untitled (2019) / Oil and enamel on canvas panel.



89

Andrew Perini, Eggs (2019) / Digital render.
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Ralph Robinson, The Catch, from the series The Future Remains (2019) / Archival digital photograph.



92

Billy Foshay, no laughing gas please (2019) / Virtual reality installatrion.



93

☝ John Lehman, Grand(mother) pg. 70-71 (2019) / Pen and ink.

☟ John Lehman, Boris and the Magpie pg. 564-565 (2019) / Pen and ink.



94

Denise Waite, Self-Portrait (2018) / Oil on canvas.



95

Grace Gomez, Festival and Armor (2020) / Mixed media. ☝

Yixiang Tong, Containers (2019) / Four channel video installation. ☟



96

Karli Tucker, Abi (2019) / Oil paint on canvas.



97

Mia Fabrizio, Drawing in Space (2019) / Performance with twine and roller skates.



98

☝ Andrew Perini, Puckerie Fertilization (2019) / Digital image.

☟ Kimothy Wu, Fragments (2019) / Digital illustration.



99

Liz LaPides, Earth to Mars (2019) / Photoshopped image.



100

Gil Spears, 01 (2020) / Oil and ink on paper.



101

Kimothy Wu, Sudan (2018) / Digial illustration.



102

Billy Foshay, Marla McLeod's Studio / Photogrammetry scan.
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Billy Foshay, as monchichi, as taxidermy (2019) / Pigment print on masking tape.

Ralph Robinson, Bike in Motion, Gold (2018) / Silkscreen print.



105

Mia Fabrizio, nostalgia is not what it used to be (2019) / Plywood, plaster, stain, and oil paint.



106

Gabriel Richardson, Untitled (2019) / Scan of copper etching plate, digitally manipulated.



107

Cameron Barker, Gifts (2019) / Graphite and silverpoint on board.
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