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Tamarind Master Printer and Workshop Manager 
Valpuri Remling working on a stone drawn by Danielle Orchard.
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“My interest and 
pleasure in abstracting, 
cutting up, rearranging, 
flattening and cubistically 
arranging heads of women 
coincides very much 
with Picasso’s. But one 
major difference is that 
each time I approach the 
subject, I’m bringing some 
degree of autobiography 
to it. And so my work 
hovers somewhere in the 
ambiguous space between 
self-effacement and 
rebirth.”

Danielle Orchard at Tamarind.



FREDERICK HAMMERSLEY ARTIST RESIDENCY  

The residency named for American abstract painter Frederick 
Hammersley (1919-2009) creates an opportunity for an artist who 
is new to collaborative printmaking to come to Tamarind Institute 
and engage with the New Mexico community. In the process, 
there is the opportunity to consider Hammersley’s legacy as a 
painter and printmaker, and his work as an independent artist. In 
2019, Tamarind invited painter Danielle Orchard (b. 1985 Michigan 
City, IN; lives and works in Brooklyn, NY) for this residency. Her 
work with the figure explores the tension between abstraction and 
representation, and we are reminded of the importance of the figure 
in Hammersley’s work.  

The following is an excerpt from a conversation between  
Tamarind Director Diana Gaston and 2019 Frederick Hammersley 
Artist Residency recipient Danielle Orchard.

What were you anticipating 
when you started your 
collaboration at Tamarind? 
Was it challenging to leave 
the privacy of your studio?

I didn't know what to expect. 
Looking closely at lithographs 
in the drawing rooms at the 
Morgan Library & Museum 
gave shape to the medium's 
potential, but I had no sense of 
how my hand might translate. 
As a painter, I rely almost 
pathologically on improvisation 
and aggressive non-planning, 
and I was intimidated by the 
forethought and methodology 
I thought might be necessary 
for lithography to work. I later 

understood that Tamarind 
Master Printer Valpuri 
Remling handles that side 
of things, leaving me free to 
experiment with the energy 
and line not found outside of 
stone lithography. I correctly 
predicted that making work 
in an unfamiliar environment 
would underline the parts 
of my daily studio life which 
had become mechanical 
and comforting. I've painted 
steadily and for so long that 
I can match my activities to 
my mood. I have a connection 
to each zone of my studio, 
and each zone relates to a 
physical or emotional state 
that exists outside of a broader 
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conceptual project. I can choose 
to dramatically change an existing 
painting if it suits me, or work 
instead on a section of a drawing 
that is more meditative and less 
about solving big problems. Making 
work in a new and temporary space 
was a reminder that art making 
is really about having fun in a 
particular moment with whatever is 
at hand. I really needed that reset.

I know that drawing is central to 
your practice as a painter, but 
I'm curious to hear what kinds 
of adjustments you had to make 
with this flat, planar medium.  
How did you adapt your imagery 
to this process? 

The most salient difference 
between my longstanding 
relationship to drawing and my 
recent lithography work is a new 
concern for paper brought on by 
the latter. The color, the texture, 
and the size of each sheet of paper 
dramatically affects the way the 
viewer experiences a print; likewise 
the position of the image within 
the margins (should margins exist) 
completely alters a print. Not to 
suggest that these concerns aren't 
also operative in drawing— 
I just hadn't given them much 
thought prior to my residency at 
Tamarind. I adjusted the imagery 
to accommodate or accentuate 
these ideas. I played with planes 

of color which stop just before the 
paper's edge, pointing the viewer in 
that direction. I really enjoyed small 
gestures that brought attention 
to the way the print is made. I 
actually felt far more aware of the 
entire object and how its layers 
are constructed than I ever have 
making a drawing or painting. That 
awareness gave the work a kind 
of sculptural life that exists in the 
mind, in the act of puzzling out the 
print's construction.

Your subjects borrow very 
openly from Modernist forms and 
imagery, and yet the narratives 
are firmly grounded in the 
contemporary world. I'm curious 
to know how you navigate your 
subject matter, how you essentially 
reclaim these figures across this 
broad arc of art history.  



Left: Orchard drawing on stone at Tamarind. 
Right: Orchard discussing her work with 
University of New Mexico students.

I didn't stand in front of a physical 
oil painting until I got to college, 
and that relative isolation from 
Modernist painting, due mainly to 
class and geography, meant that 
these forms and imagery were 
actually quite new to me when 
I began using oil paint seriously. 
That conversation, about access 
to fine art and the conditions of 
viewing, is probably too big and 
too tangential to tackle here, but 
it is something I think about. What 
are "familiar" forms, what motivates 
one to borrow them, and what is 
said by that borrowing if the artist 
grew up in the Midwest rather 
than New York, and art was made 
at home, in private, where one 
didn't need to contend with any 
historical giants? That's important 
to mention here because until 
rather recently I didn't consider the 
political complexity of a woman like 
myself borrowing from these male 
Modernist painters. I was simply 
looking and learning. I am strongly 
attracted to oil paintings where 
the figure feels suspended in the 
medium, as if she couldn't exist in 
any other color or position, and 
any movement might cause the 
entire scene to collapse. For that 
reason, I had an immediate affinity 
to Modernist figure painting. The 
female bodies painted by Matisse, 
Picasso, et al. are so embedded in 
the material that the application 
of paint feels as essential to the 

subject as her skeleton. It wasn't 
until much later that I became 
interested in revealing to the viewer 
the empathy I felt while borrowing 
and re-narrating these female 
motifs. I began to deliberately graft 
my lived experiences onto existing 
imagery, as a way to examine 
those experiences, and as a way 
to collapse the distance between 
myself and these historical muses. 
I now feel there is an unending 
back and forth between real and 
painted life—daily experiences will 
remind me of a painting, a painting 
will remind me of something lived. 
That complex relationship between 
viewing and being viewed, between 
subject and maker, continues to 
fascinate me.



How do you see printmaking fitting 
in to your larger visual practice?

I hope to spend the rest of my 
artistic life developing a large body 
of prints. By the end of my residency 
at Tamarind, I was able to let go of 
my expectations and my need to 
somehow reconcile printmaking 
with painting. I was able to see and 
appreciate the unique beauty of 
lithography. I can’t wait to try it again. 

“My experience as a model 
carried into my drawing practice. 
I found myself looking to areas of 
pressure in the models I worked 
from, focusing on areas of the 
pose that were likely causing 
discomfort. I could guess when 
her arm was falling asleep, when 
her eyes were dry from the clamp 
lights, I’d notice her gooseflesh 
when the room was too cold.”

Frederick Hammersley Apprentice Printer  
Christine Adams posing with her  

color-coordinated tennis shoes  
and her printer’s proof.  

Photo by Danielle Orchard.

Orchard’s temporary studio 
space at Tamarind.
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All lithographs were created 
in collaboration with  
Danielle Orchard by the 
collaborative team of printers 
Valpuri Remling, Christine 
Adams, and Jake Ingram.

Clockwise:
 Tamarind Apprentice Printer  

Jake Ingram with Danielle Orchard. 

Tamarind Master Printer and  
Workshop Manager  

Valpuri Remling looking  
at ink samples with Orchard.

Frederick Hammersley Apprentice 
Printer Christine Adams  

printing Smile More. 

Jake Ingram holding Utility  
during the proofing process. 
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Left: Jake Ingram and Danielle 
Orchard with Smile More on the 
press. 

Right: Orchard with Ingram and 
Remling as they review proofs at the 
conculsion of Orchard‘s residency.

Tamarind staff looking at proofs.

“Every person I talked to about the desert told me that I would 
love the desert, that in some ways the color and light of this 
landscape already existed in my paintings. And I found that 
notion fascinating, because I’d never visited this part of the 
country, and had never seen a desert landscape. That whatever 
influences have shaped my development as an artist have 
resulted in a visual connection to a completely foreign—and, 
as I now understand, completely unimaginable—landscape, 
strikes me as very beautiful and mysterious.”
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Smile More, 2019
Two-color lithograph on Soft white Somerset velvet
42 1/4 x 30 1/8 inches
Collaborating Printer: Christine Adams
Edition of 10

Stone Head, 2019
Two-color lithograph on Soft white Somerset satin
22 1/2 x 16 inches
Collaborating Printer: Christine Adams
Edition of 10

“The women I 
paint are flawed, 
and more human 
for it. They’re 
distracted by their 
inexorable vices. 
They struggle with 
that tendency 
nostalgia has 
to gloss over 
unsavory truths 
about the past. 
Nostalgia in 
my work is 
symbolized by 
tulips, which relate 
to my mother’s 
garden and my 
own troubled 
upbringing. 
These symbols 
(the booze, the 
cigarettes, and 
the tulips) are 
almost always 
present in my 
work. I think 
of them as 
identifying 
attributes, like 
Saint Lucy’s eyes 
or Persephone’s 
pomegranate.”
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Utility, 2019 
Single-color lithograph on Bisque Revere suede
38 x 24 1/2 inches
Collaborating Printer: Jake Ingram
Edition of 10
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Kippis, 2019 
Single-color lithograph on Bisque Revere suede
38 1/4 x 25 1/2 inches
Collaborating Printer: Valpuri Remling
Edition of 10
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Picnic Scene, 2019
Two-color lithograph on Soft white Somerset satin
16 1/8 x 22 inches
Collaborating Printer: Jake Ingram
Edition of 20

Third Hand, 2019 
Two-color lithograph on Soft white Somerset satin
16 x 22 inches
Collaborating Printer: Valpuri Remling
Edition of 20

“There are innumerable examples in art history of 
anonymous or just completely invented women. 
Their physical form, the contours which define them, 
are undeniably beautiful and endlessly generative. 
The objectification and abstraction of their bodies is 
fascinating, if problematic.”



Still Life with Lemons, 2019 
Five-color lithograph on Grey Rives BFK
18 x 18 inches
Collaborating Printer: Jake Ingram
Edition of 1017

Blue Bather, 2019
Four-color lithograph on White Arches Cover

34 x 45 inches
Collaborating Printer: Valpuri Remling

Edition of 10



“My eye is drawn equally to the figure, to the objects, 
and to the spaces between those things. They’re all 
jockeying for the foreground. That push and pull between 
negative and positive space is something I find extremely 
interesting and generative, and it holds my attention as a 
painter just as powerfully as the figure does.”



“I often think that I should take up a hobby or a 
sport. But I never feel comfortable committing to 
time away from the studio, despite how healthy 
and necessary that is. It feels like cheating on 
painting, which is completely ridiculous. But when I 
voluntarily split my attention, I can never shake the 
feeling that the energy should be channeled back 
into the work. So, instead, I’ll make a series about 
what I wish I were doing.”
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Tennis II, 2019
Monoprint on Bisque Revere suede
23 x 31 7/8 inches

Facing page:  
Tennis I, 2019 
Monoprint on Soft white Revere suede
33 x 22 1/4 inches
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Tamarind Institute is a nonprofit center for collaborative printmaking, 
dedicated to research, education, and creative projects in fine art lithography. 

Since the workshop’s founding in 1960, Tamarind’s printer training and print 
publishing program has set the standard in the field of collaborative  
printmaking around the world. 



Tamarind
I N S T I T U T E

The University of New Mexico
2500 Central Avenue Southeast

Albuquerque, New Mexico 87106
505.277.3901 | tamarind.unm.edu

Tamarind Institute at The University of New Mexico with 
installation by Tamarind‘s first Frederick Hammersley Artist 
Residency recipient Matthew Shlian, Every Line Is A Circle If 
You Make It Long Enough, 2017.  
Photograph by Nick Simko.
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