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An Introduction to Tamarind and Early History of the Tamarind Training Programs: 

The following summary of the early years of Tamarind’s Printer Training Program is largely 

drawn from “American Lithography and Tamarind Lithography Workshop/Tamarind Institute 

(1900-1980)” by Elizabeth Munroe Jones-Popescu; readers looking for more information on 

Tamarind’s early educational programs should refer to this publication. Citations are included 

where applicable.  

“[Artists] are the stars of the show…as far as…the outside world is concerned. But the 

heart of this [program]…is the creation of the artisans and the back up people,”  

—June Wayne 1

Tamarind Institute is a fine art lithography workshop that also offers the only formal 

education program in the world for collaborative printmakers. Founded in 1960 by June Wayne 

with support from the Ford Foundation, Tamarind Lithography Workshop, Inc. had six specific 

goals in mind: 

1. To create a pool of printers under the supervision of a master printer;

2. To encourage artists of diverse styles to utilize lithography in the US

3. To encourage experimentation in and extension of the medium through intimate

collaboration between artist and printer;

4. To stimulate new markets for lithographs;

5. To guide artisan-printers to economic security;

6. To restore the prestige of lithography by creating a collection of extraordinary prints.

1 Elizabeth Jones-Popescu, “American Lithography and Tamarind Lithography Workshop/Tamarind Institute

(1900-1980),” (PhD diss., University of New Mexico, 1980), 262.  
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Although the structure of Tamarind Institute has shifted over the last sixty years, these goals 

have continuously served as the mission of the institution. 

In the 1950s, June Wayne identified a need for a pool of fine art lithographers in the 

United States. As an artist herself, Wayne was frustrated with the lack of access to hand 

lithography outside of Europe. The last of the American artisan printers were dying off and they 

weren’t training apprentices in the craft.2 W. McNeil Lowry of the Ford Foundation Program in 

the Humanities and the Arts encouraged Wayne to enact the change she wanted to see in the 

field. Wayne submitted her proposal for Tamarind Lithography Workshop in 1958 as a response 

to this call to action.3 Her proposal was unique in its emphasis on the importance of trained 

artisan-printers for the survival of the craft. She was the first person to express this need and not 

just focus on the necessity of the participation of renowned artists in the field of printmaking, 

separating her vision from that of other artists, dealers, critics, and publishers at that time.4 

Upon receiving approval and funding from the Ford Foundation, planning for Tamarind 

Lithography Workshop moved forward. Garo Antreasian was recruited as Technical Director, 

and Clinton Adams was chosen as Associate Director. Furthermore, a board of directors was 

formed to meet the legal requirements of nonprofit status. The board members offered their 

advice, but ultimately decisions were left to Wayne, who took on the role of Director. 

Of course, one of the most essential tasks early on was to find the apprentice printers 

necessary to carry out the educational goal of Tamarind. In the beginning, the majority of 

printer-fellows were either printmakers who were interested in understanding the craft of 

lithography for the benefit of their own personal art practice or teacher-lithographers with long 

2 Jones-Popescu, “American Lithography,” 125.
3 Ibid., 117.
4 Ibid., 124.
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standing careers at universities who only wished to train at Tamarind for short periods of time.5 

However, the training of these individuals, especially the teacher-lithographers, was invaluable. 

Their education served as a launching pad, and they encouraged their students to participate in 

the Tamarind program and consider careers as professional printers. Many of the other earliest 

printer-fellows had previously held jobs in commercial printing and used their Tamarind 

training to eventually open up fine art printmaking workshops of their own. 

In the beginning, the training program at Tamarind had no formal curriculum; instead, 

printer-fellows had to absorb knowledge as they encountered it in the workshop, and they spent 

many hours on monotonous, laborious tasks until they were seen as having “earned” higher 

training.6 In those early days, the focus of Antreasian and Bohuslav Horak, the second Technical 

Director, was primarily to create prints of the highest technical quality; teaching others was 

simply on the back burner most of the time. Few of the student-artists and teacher-grantees 

lasted long in the program. The fellows who had previously worked as commercial printers were 

more successful since they were accustomed to this style of learning.7  

The lack of formal education wasn’t just frustrating for the majority of printer-fellows; it 

was also affecting how artists worked at Tamarind. Printer-fellows who were still learning basic 

techniques while on the job were prone to making mistakes. These errors in judgment were 

sometimes severe enough to ruin a print, which dissatisfied many artists at Tamarind and 

ultimately served as the necessary catalyst for the program to change. In 1963, Garo Antreasian, 

who had returned to John Herron School of Art in the fall of 1961, began to train the printer-

fellows prior to their arrival at Tamarind. The curriculum consisted of eight weeks of rigorous 

classroom instruction and printing projects. When Antreasian joined the staff at the University  

5 Ibid., 188.
6 Ibid., 190.
7 Ibid. 
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of New Mexico (UNM) in 1964, this training program came with him and continued on until 

1966. This crash course in lithography alleviated much of the strain on printer-fellows and artists 

alike and was a successful addition to the Tamarind program. At the same time, Adams and 

Antreasian developed a summer program to better train lithography professors from around the 

country in the modern advances of the lithographic medium. This not only revitalized the 

printmaking curriculums at many universities, but it also encouraged professors to become 

advocates for Tamarind’s printer fellowships. Without the enthusiastic support of these teachers, 

Tamarind would have encountered much more difficulty in recruiting trainees. 

When Ken Tyler took over as Technical Director in 1964, the atmosphere in the 

workshop changed once again. Although Tyler can be criticized for being a controlling master 

printer who rarely allowed the printer-fellows to collaborate with artists on their own, he also 

deserves credit for encouraging printer trainees to think critically. Under Tyler’s tutelage, 

printers were challenged to truly understand the chemical properties of lithography. Furthermore, 

Tyler had the printer-fellows rotate between various studio responsibilities so that they received 

a well-rounded and immersive education.8 

Another development in 1964 was the implementation of a Curatorial Training Program 

by then curator Gloria Cortella. At this time, the program was brief and amounted to 

approximately six weeks; however, this was an important first step in educating a wider audience 

on lithography. The subjects covered included the proper handling of paper, methods of 

packaging and framing, print documentation, and how to exhibit prints.9 The same year, 

Tamarind offered a print specialist training course with the University of California at Los 

8 Ibid., 239. 

9 Ibid., 244. 
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Angeles Extension Program. The curriculum consisted of print history, care and handling, 

marketing, and collecting.  

From 1965 to 1968, Clifford Smith took on the role of Shop Manager (the Technical 

Director title was abandoned following the departure of Tyler). During this period, a whole new 

structure was applied to the training program. Smith, a former printer-fellow himself, worked 

with Antreasian, Adams, and the new Associate Director Hank Baum to create a tiered 

educational program that had four levels of achievement. Each level had specific requirements, 

and printer-fellows were reviewed quarterly on their accomplishments. These requirements 

included completing special assignments outside of their daily workshop duties. Upon the 

successful completion of all four levels, printer-fellows were awarded the title of Tamarind 

Master Printer.  

Not surprisingly, these changes added a lot of structure to the Tamarind workshop, 

especially when coupled with Smith’s “staff sergeant” tendencies. With militant precision, Smith 

began “breaking the spirit of the printers and then rebuilding it.”10 However, Smith also 

successfully gained the trust of the printers through excellent teaching, fair practices, and open 

communication. Thirteen printer trainees from this time period went on to open their own shops, 

thus achieving some successful results for Tamarind’s goal of creating a pool of printers.11 In 

1968, Smith shifted his concentration to teaching full-time when he became the first Education 

Director at Tamarind. Now, printers would train at Tamarind for the first part of their fellowship 

instead of at UNM. Serge Lozingot became Shop Manager, and he encouraged printer-fellows to 

take on self-training and utilize a rotating printer “buddy system” that allowed them to learn 

10 Ibid., 263.

11 Ibid., 264.
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from each member of the team.12 In this same period, formalized details of the Curatorial 

Training Program were established, and Wayne continued to push for the education of the larger 

public in matters related to prints.  

When the Ford Foundation extended the Tamarind grant in 1970, June Wayne chose to 

step down from the director role to focus on her career as an artist full-time. Instead, Wayne and 

the board chose to relocate the program to the University of New Mexico where Garo 

Antreasian and Clinton Adams would serve as co-directors.13  

The First Women 

The move to New Mexico brought countless changes to Tamarind, which from that point 

on was rechristened as Tamarind Institute for Fine Art Lithography. One of the most significant 

of these was the admittance to women to the Printer Training Program (PTP). The first female 

printer wasn’t accepted as a printer fellow until June 1971, eleven years after Tamarind 

Lithography Workshop was first set up in Los Angeles.14 

When faced with that statistic, it might be tempting to simply infer that women weren’t 

applying to the program; however, looking at the Tamarind archives, this is far from the truth. 

Although there were fewer female applicants in the 1960s, women were indeed applying to the 

Tamarind printer-fellowship. They were simply turned away when their gender was revealed.  

A list of applicants from 1965 found in the Tamarind archives details all the individuals who had 

applied including at least nine women (fig. 1). All of these women were turned away, and two of 

their rejection letters can be found in the Tamarind archives. 

12 Ibid.,279.

13 Ibid., 293.

14 Marjorie Devon, ed., Tamarind Touchstones: Fabulous at Fifty: Creating Excellence in Fine Art Lithography (Albuquerque: University of
New Mexico Press, 2010), 182.
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Fig. 1. A list of applicants for the Tamarind Fellowships, including the names of nine females, 1965. Box 8, Folder 42, 

Tamarind Institute Records, Center for Southwest Research, University Libraries, University of New Mexico. 
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The first of these rejection letters was sent to “Miss Maya Jaklitsch” (fig. 2). In 

Jaklitsch’s application, she details her desire to become “a master in the field” of lithography. 

She also refers to her time studying with “Mr. Sorini” who is likely Emiliano Sorini, one of the 

very first Tamarind Lithography Workshop printer-fellows who studied in the program in 1960. 

Despite Jaklitsch’s time studying with a Tamarind fellow and her experience in printmaking, 

Lillian Lesser (administrator at Tamarind), simply dismissed her inquiry and suggested that 

Jaklitsch must have mistakenly applied for the Tamarind fellowship. Lesser then goes on to 

explain to Jaklitsch that printing at Tamarind “is physically too demanding for a woman.” 

Clinton Adams wrote the second of the rejection letters dated 1965, this one to a female 

applicant named Martha Zelt de Millàn (fig. 3). Although Adams admits that Zelt de Millàn’s 

references are “indeed excellent,” he also asserts that the demands of working in the Tamarind 

printshop are “beyond the physical ability of a woman,” similar to Lesser’s explanation to 

Jaklitsch. Adams goes on to say that Wayne is in agreement with him on this matter, and that 

Wayne “would be the last to discriminate because of sex.” This letter is exceptionally important, 

because it implicates Wayne in denying women admittance to the Printer Training Program (as 

stated earlier, “ultimately decisions were left to Wayne.”) Although these letters are not signed 

by Wayne personally, it is likely that she was a huge part of the decision making process that 

denied female applicants entry into the program; Lessor and Adams were only acting on her 

behalf. 

Another compelling piece of evidence from this time same year is a letter addressed to 

Clinton Adams from Ann Stewart Anderson, a General Student Advisor at the Art Institute of 

Chicago. She writes to Adams in regard to the printer training grants at Tamarind and whether 

or not any of them are available to women. In her letter, she states, “many of our most talented 

printers are women” (fig. 4). What makes this document so fascinating is it was originally torn 
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Fig. 2. Letter to female applicant Maya Jaklitsch by Lillian Lesser, 1965. Box 11, Folder 43, Tamarind Institute Records, 

Center for Southwest Research, University Libraries, University of New Mexico.

up and then taped back together and placed in a file . There is no explanation for this, nor is 

there a carbon copy of a response from Adams to Anderson. 
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Fig. 3. Letter from Clinton Adams to female applicant, 1965. Box 11, Folder 44, Tamarind Institute Records, Center for 

Southwest Research, University Libraries, University of New Mexico. 
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Fig. 4. Letter from Ann Stewart Anderson to Clinton Adams in regard to women at Tamarind, 1965. Box 8, Folder 42, Tamarind 

Institute Records, Center for Southwest Research, University Libraries, University of New Mexico 
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More instances of this discrimination can be found in the late 1960s as well. In 1967, 

Jean Marilyn Power requested information on the printer training grants at Tamarind (fig. 5), but 

she was immediately turned toward the Curatorial Training Program instead by Lillian Lesser 

(fig. 6). These curatorial grants were the only grants available to women at that time. Lesser has 

the same response to Marsha Mann in 1968 (fig. 7), and again states that work as a printer is 

physically too demanding for women. Irene Lagorio was sent the details of the printer-fellowship 

as she requested; however Lesser emphasizes to her that those grants are given with “preference 

to men” (fig. 8) effectively turning her away from the printer grant and toward the curatorial 

training grant.  

On a list entitled “TAMARIND PRINTER FELLOWSHIPS: Prospects for 1968–

69” (fig. 9), a woman named Anita Evers is listed as an applicant. Somehow, she had been given 

the opportunity to apply unlike many of the women who inquired about the program at that time. 

Yet next to her name there is a handwritten note that reads, “REJECT: FEMALE.” According to 

Maurice Sanchez, a printer-fellow at the Los Angeles workshop from August 1966–September 

1968, this discrimination toward women was common even though we see it as abhorrent now, 

over fifty years later. When women would request to receive a tour of the facility after expressing 

their interest in applying for the printer grants, Clifford Smith would take them into a room in the 

workshop that housed a heavy Fuchs and Lang press. Smith would then tighten the pressure on 

the press and tell the woman that if she could successfully lower the pressure bar, she could be 

considered for the program. However, according to Sanchez, Smith was tightening the press so 

tight that no one in the workshop could lower it; it was simply a means of turning away women 

from the start.15 

15 Author interview with Maurice Sanchez, April 2019.
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Fig. 5. Request from Jean M. Power to receive information about Tamarind’s printer-fellowship, 1961. Box 8, Folder 43, 

Tamarind Institute Records, Center for Southwest Research, University Libraries, University of New Mexico. 
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Fig. 6. Response from Lillian Lesser to inquiry from female applicant, 967. Box 8, Folder 43, Tamarind Institute 

Records, Center for Southwest Research, University Libraries, University of New Mexico. 
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Fig. 7. Letter to Marsha Mann, female applicant, from Lillian Lesser, 1968. Box 8, Folder 43, Tamarind Institute Records, 

Center for Southwest Research, University Libraries, University of New Mexico. 
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Fig. 8. Response from Lillian Lesser to Irene Lagorio in regard to training at Tamarind, 1967. Box 8, Folder 43, 

Tamarind Institute Records, Center for Southwest Research, University Libraries, University of New Mexico. 
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Fig. 9. List of applicants to the Tamarind Printer Fellowship 1968–69 with female applicant highlighted. Box 8, Folder 

46, Tamarind Institute Records, Center for Southwest Research, University Libraries, University of New Mexico. 
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In 1971, the first female printer-fellow was accepted to Tamarind Institute. Kristine Kay 

arrived to the workshop in June of that year, but she only stayed in the program for one month. 

Kay had an outstanding application that included excellent letters of recommendation and strong 

printing experience. Along with her resume, she also submitted a letter in which she made sure to 

stress that, “being a female has never in any way interfered with my work, from moving of 

stones to the stamina needed for long runs” (fig. 10). There is no information in Kay’s file to 

suggest why she left Tamarind after such a short time. 

Mary Sundstrom was the second woman to become a Tamarind printer-fellow in January 

1972. Sundstrom had studied lithography with Antreasian at UNM, and he was able to vouch for 

her abilities as a printer. At the time, all applicants were required to submit their height and 

weight as part of their application information. Sundstrom had the advantage of being tall and 

athletic, so her physical abilities were likely under less scrutiny than those of many prospective 

female printers.16 Sundstrom continued in the program until April 1973. By that time, she had 

been struggling with the program because of personal reasons, and she had been grappling with 

the demands of editioning. June Wayne came to the aid of Sundstrom, and brought her out to Los 

Angeles to apprentice with Jean Millan at Cirrus Editions. In the end, collaborative lithography 

simply wasn’t the best fit for Sundstrom, and her time at Tamarind ended. However, Sundstrom 

felt she was supported by all of the Tamarind staff and printers, and looking back she doesn’t feel 

that being a woman negatively affected her position in the program.17  

16 Mary Sundstrom’s application, Box 11, Folder 20, Tamarind Institute Records, Center for Southwest Research, University

Libraries, University of New Mexico. 
17 Author interview with Mary Sundstrom, May, 2019.
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Fig. 10. Letter submitted by Kristine Kay along with her Tamarind application materials, 1971. Box 10, Folder 5, Tamarind 

Institute Records, Center for Southwest Research, University Libraries, University of New Mexico.
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Judith Solodkin began her fellowship in July 1972, six months after Mary Sundstrom. 

Solodkin came from New York City where she already owned her own lithography press and 

had been working as a printer and as a professor. Like Sundstrom, Solodkin doesn’t feel that her 

gender negatively affected her time at Tamarind. The staff and her fellow apprentices were 

supportive, and she was seen as a team member just like everyone else.18 Solodkin became the 

first female printer-fellow at Tamarind to earn the title Tamarind Master Printer (TMP) in 1974; 

fourteen years after Tamarind Lithography Workshop opened its doors. Since then, Solodkin has 

made immeasurable contributions to the world of lithography. She opened her own printmaking 

workshop, Solo Impression, in 1975 which still operates today.19 Furthermore, she has taught 

countless students lithography as a professor in New York City. 

Although the 1970s brought female printers to Tamarind, things still weren’t always easy 

for the women who applied to the program. Female applicants still tended to be scrutinized on 

their height and weight, and rejected applications from this time period sometimes feature 

comments on a woman’s physical abilities and whether or not she will “be overcome by the 

sheer physical demand” (fig. 11). One application from 1974 includes notes from JS (likely John 

Sommers) that question a female candidate’s motivations—whether she is more interested in 

changing the roles of women rather than being a Master Printer—as well as commenting on her 

physical abilities in the studio. He goes as far as to say that because of her stature, “keeping up 

with the others in the program would be an impossibility” (fig. 12). These examples detail the 

upmost scrutiny that female applicants were faced with even in the 1970s and detail how women 

were often criticized more harshly than their male counterparts when it came to admittance to the 

Printer Training Program.  

18 Author interview with Judith Solodkin, March 2019.
19 Solo Impression website, https://soloimpression.com.
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Fig. 11. Review of Pam Chapplin’s application, 1974. Box 11, Folder 43, Tamarind Institute Records, Center for Southwest 

Research, University Libraries, University of New Mexico.

Fig. 11. (detail) 

“Recommended Action” 

reads, “Pam was here 

July 1973. I interviewed 

here [sic]– has 

professional desires and 

a nice 

portfolio but does not fully comprehend demand of a professional printer’s life. I think she would be overcome by the sheer 

physical demand in all areas of the workshop. She may have the ability to meet the demand but then she may not.”  
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Fig. 12. Review of Grace Ferguson’s application, 1974. Box 11, Folder 43, Tamarind Institute Records, Center for Southwest 

Research, University Libraries, University of New Mexico.

Fig. 12. (detail) 

“Recommended Action” 

reads “See things seem 

good in this application – I 

would suspect that she is 

more interested in 

[furthering? futtering?] women’s roles than in producing as a Master Printer – her [route?] through inquiries was anything but 

direct as well. Although she seems highly qualified – her physical stature would suggest that keeping up with the others in the 

program would be an impossibility. JS 5/12/74”  
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In total, ten women were admitted as printer-fellows at Tamarind Institute in the 1970s.20 

Out of those ten, six of them earned the title of Tamarind Master Printer. This was an important 

step forward in Tamarind’s history, and these ten female printers paved the way for dozens of 

other women to enter the program. 

Female Printers at Tamarind: The Numbers 

Since Tamarind accepted Kris Kay as the first female printer-fellow, a total of 145 

women have entered the Tamarind Printer Training Program (PTP), whereas a total of 256 men 

have studied at Tamarind (fig. 13). However, this difference in numbers is much less if only 

comparing data from 1971 onwards. Since 1971, 184 men have entered the Tamarind program, 

making the distribution of gender much more even with students split at 56% male and 44% 

female (fig. 14). Since 1971, 42 of these 145 women also earned the Tamarind Master Printer 

(TMP) certificate versus 58 men. Therefore, 58% of TMPs since 1971 have been male, and 42% 

have been female. In the last five decades, the number of women accepted in to the program has 

ebbed and flowed; however, there seems to be an overall slight upward trend of female printers 

at Tamarind (fig. 15). In the last ten years (2009–19), 66% of admitted PTP students have been 

female and 33% have been male. 

Many of these women took on higher roles at Tamarind after completing their TMP. 

Catherine (Cappy) Kirsch Kuhn (TMP 1980) was the first woman to become a staff printer at 

Tamarind in 1980, and from 1980–1983 she was Master Printer and Studio Manager. This is 

extraordinary considering that only ten years prior the first female student had yet to be 

admitted. Lynne Allen (TMP 1982) was Staff Printer from 1982–1983, and followed Cappy 

Kirsch Kuhn as Master Printer up until 1987. Marcia Brown (TMP 1984) worked as a staff

20 Devon, Tamarind Touchstones, 179–184.
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 printer from 1984–1985, and Eileen Foti (TMP 1988) was Visiting Education Director from 

1998-1999. More recently, Deb Chaney (TMP 2005) has served as a Tamarind Institute board 

member since 2016. In 2015, Valpuri Remling (TMP 2009) became Master Printer and Studio 

Manager, positions she still holds today. 

Fig. 13. Pie chart depicting gender 

breakdown of Tamarind printer-fellows 

and Printer Training Program students 

from 1960–2019. 

Fig. 14. Pie chart depicting gender 

breakdown of Tamarind printer-fellows 

and Printer Training Program students 

from 1971–2019. 
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Female Tamarind-trained printers have not just made an impact within the institution, 

they have contributed to the global printmaking network. As collaborative printers, teachers, arts 

administrators, and artists, they continue to be advocates for Tamarind and help fulfill the goals 

that June Wayne put forth in 1960. From 1971 to 2017, 134 women entered the Tamarind printer 

programs. While researching this project, data on 114 of those women was found, information 

collected in order to provide insight into how women have used their Tamarind training and how 

many of them have stayed in the field. Of these 114 women, eighty-two of them have had 

careers in printmaking (fig. 16), including, but not limited to, opening their own printmaking 

studios, teaching as a printmaking professor, leading printmaking workshops, working as an 

editioning printer, and making their own work as a printmaking artist. Eighteen of the 114 are 

working in the arts but not directly in printmaking, including general art teachers, practicing 

artists who do not make prints, and women with careers in galleries or museums. The remaining 

fourteen have left printmaking and the arts. Some of them have worked in printmaking in the 

past and either changed paths out of necessity or because they chose to pursue something else 

while others are working to find their way back into printmaking but are not currently involved 

in the field. These figures show that 72% of the 114 women have pursued careers in 

printmaking.21 

This statistic is illustrates just how great the impact of female Tamarind trained printers 

truly is. These women have helped to create a worldwide ripple effect that continues to serve 

June Wayne’s original goals. They have been part of creating a pool of master printers, have 

exposed artists and students to lithography, pushed the boundaries of the medium, and helped 

educate the public about fine art prints. Their lasting impression is truly indisputable.  

21 See Appendix.
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Fig. 16. Pie chart depicting the career paths of the 134 women who were admitted to the Tamarind 1971–2017. 

June Wayne’s Thoughts on Female Printers at Tamarind 

June Wayne is often seen as an early trailblazer and feminist within the world of 

printmaking; however, the actual history is much more complex. Although Wayne may have 

become a champion of feminist causes later on, at the start of Tamarind she was full of bias about 

who was and wasn’t capable of succeeding as a printer. In fig. 3, Clinton Adams states that 

Wayne agrees with him on the matter of women in the workshop, and she “would be the last to 

discriminate because of sex.” If Tamarind was truly created from June Wayne’s initial vision 
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and if she had final say on decisions, she would have been able to bring in female printers in the 

1960s. The lack of women in the workshop while Wayne was director speaks volumes.  

In a chain of correspondence between June Wayne and Robert Gardner (printer-fellow 

from June 1962 to September1962 and August 1963 to September 1964), the two discuss the 

topic of female printers. Gardner was a printmaking professor at Carnegie Institute of 

Technology, and he and Wayne were in close contact with each other about lithographic matters 

following his time at Tamarind. In one letter to Gardner dated January 17, 1967, Wayne admits 

she is intrigued by the two female students he has described to her previously as some of his best 

printers. She admits that she has “rejected the idea of women printers on principle of physical 

incapacity,” and then goes on to ask Gardner, “do you think I am correct, or should I consider 

changing this view?” (fig. 17). Gardner’s response is that he agrees with her, and that “the stress 

and physical strain would be too much for [women]” (fig. 18). Two months later, Garner reaches 

out to Wayne about one of his female students who now has interest in Tamarind’s program and 

mentions that at least, “it would be good publicity for a while” if the female student became a 

printer-fellow (fig. 19). However, Wayne’s response is less than enthusiastic. She emphasizes to 

Gardner that Tamarind will “give preference to men who will remain in lithography in free 

enterprise… we don’t want to take up the space a man might occupy and assign it to the training 

of a woman” (fig. 20).  With that, Wayne turns down the opportunity to bring a female printer 

into the Tamarind workshop four years before the first woman was accepted into the program. 

This is quite significant because in her January 17, 1967 correspondence with Gardner, Wayne 

asks him if he is advertising Tamarind to his students and encouraging them to apply for a 

fellowship. However, as soon as he offers up a female applicant to Wayne, she turns it down 

because the applicant is a woman. 
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Fig. 17. Letter to Robert Gardner from June Wayne discussing female printers, 1967. Box 9, Folder 42, Tamarind Institute 

Records, Center for Southwest Research, University Libraries, University of New Mexico. 
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Fig. 18. Letter from Robert Gardner to June Wayne stating his opinion on female printers, 1967. Box 9, Folder 42, 

Tamarind Institute Records, Center for Southwest Research, University Libraries, University of New Mexico. 
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Fig. 19. Letter from Robert Gardner about female printer applicant, 1967. Box 9, Folder 42, Tamarind Institute Records, 

Center for Southwest Research, University Libraries, University of New Mexico. 
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Fig. 20. Letter from June Wayne to Robert Gardner about female applicants and giving preference to men, 1967. Box 9, 

Folder 42, Tamarind Institute Records, Center for Southwest Research, University Libraries, University of New Mexico.
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It is shocking to see evidence of June Wayne actively turning away well-qualified female 

printers, especially because of Wayne’s reputation as a feminist. However, it is likely that Wayne 

was simply doing what she truly thought was best for Tamarind. When she started Tamarind, all 

she had ever known was male printers, and she had no interest in rocking the boat. In the 1960s, 

Wayne was doing everything she could to simply keep the Tamarind dream alive. Her focus was 

on the success of lithography, not on the success of women. “It’s the long view,” is how Wayne 

explains it in her letter to Gardner (fig. 20), evidence that she was simply doing what she thought 

was best at the time. Brodsky elaborates on this idea stating, “Tamarind focused on prints, not 

women. Wayne in the early '60s was not thinking about women or men but about artists and art 

in general.”22 

In the 1970s, Wayne became an important figure in the Feminist Art movement after 

stepping down from her role at Tamarind. She led seminars for female artists called “Joan of 

Art,” which included topics such as the relationship of artist and dealer, how to approach a 

gallery, how to set prices for work and document it, budgeting, and publicity.23 By then, Wayne 

was a huge advocate for the prosperity of female artists. Once the first women were accepted to 

Tamarind, it is clear that she began to advocate for them as well. She tried her hardest to help 

Mary Sundstrom get through the Tamarind program to earn her TMP by moving her out to Los 

Angeles and providing her with special training grants.24 If Wayne had still rejected the idea of a 

female printer at this point, she likely would not have intervened. Sometime between 1967 and 

1972, Wayne had a change of heart, and no longer did she see women as lesser than in a 

printshop setting. In a 1976 interview, she spoke about how the women’s movement changed the 

22 Judith K. Brodsky, “Some Notes on Women Printmakers,” Art Journal 35, no. 4 (Summer 1976), 376.
23 Faith Wilding, By our own hands: The woman artists movement, Southern California, 1970–1976 (Santa Monica: Double X,

1977), 23. 
24 Author interview with Mary Sundstrom, May 2019 .
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way she saw things and “sharpened her awareness of the issues involving the problems of 

women to achieve professionalism and attain recognition for their achievements.”25 When 

Wayne founded Tamarind, she had yet to see the world through this lens. Her growth is what 

should be focused on rather than her faults in the early Tamarind years. Wayne's contributions 

to lithography are just as great, and her reinvention as a feminist eventually led to her elevating 

numerous other women around the country and at Tamarind.  

Thoughts on the Admission of Women 

Research on why women were eventually admitted to Tamarind Institute starting in 1971 

has been inconclusive. Nowhere are women mentioned in the original contract between 

Tamarind Lithography Workshop and the University of New Mexico.26 However, the Feminist 

movement was burgeoning in the early 1970s, and UNM was a progressive university when it 

came to women’s rights. It is likely that once Tamarind was held accountable by university 

administration, the equal consideration of women for printer-fellowships was necessary. 

Just before Tamarind moved to UNM, the court ruling Bowe v. Colgate-Palmolive 

Company was decided in 1969. In this ruling, the Seventh Circuit Court of Appeals stated that 

companies could not discriminate on the basis of gender when it came to jobs with physical 

requirements. For example, if a weight lifting limit is used as a general guideline, it must apply 

to both men and women.27 From this point on, many women could work in jobs that had been 

reserved for men only because those jobs were previously seen as too physically demanding.28 

25 Brodsky, “Some Notes,” 376.
26 Box 20, Folder 2, Tamarind Institute Records, Center for Southwest Research, University Libraries, University of New

Mexico.

27 Law Library, “Bowe v. Colgate-Palmolive.”
28 National Women’s History Alliance, “Timeline of Legal History of Women in the United States, https://

nationalwomenshistoryalliance.org/resources/womens-rights-movement/detailed-timeline.” 
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When Tamarind landed at UNM in 1970, the workshop was incorporated into a campus 

that was already steeped in the women’s movement. In 1969, the UNM Women’s Studies 

department was founded, making it one of the oldest in the country. In 1972, a Women’s 

Resource Center at UNM was established that sought to be an “advocate for women on campus 

and in the community promoting the establishment and enforcement of policies and procedures 

which address issues of institutionalized sexism and racism, sexual harassment, and all other 

forms of discrimination in the classroom, on campus, and beyond.”29 

 By 1972, important legal decisions regarding women’s rights were happening as well. 

Title IX of the Education Amendments was passed, prohibiting discrimination based on sex in all 

aspects of educational programs that received federal support.30 The same year, New Mexico 

ratified the Equal Rights Amendment,31 which provided protection from discrimination based on 

sex. These amendments became law a year after Tamarind Institute had admitted its first female 

printer; however, it is likely that the changing political and social climate made it clear to 

Tamarind and UNM administrators that it was time to accept female printers by 1971. 

Furthermore, we can presume that as male printers left Tamarind to be educators and 

collaborative printers, they began to see the great untapped potential in their female students and 

assistants. Like Robert Gardner, men would have taken notice of the talent and drive of their best 

students and workers, regardless of their gender. As more of these men brought the talents of 

their pupils to the attention of Tamarind, it would become more and more difficult for women to 

be turned away from the workshop. Mary Sundstrom, Tamarind’s second female printer, was a 

29 UNM Women’s Resource Center website, https://women.unm.edu/about/index.html. 30

National Women’s History Alliance, “Timeline.” 
31 https://equalmeansequal.org.
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lithography student of Garo Antreasian at UNM. It is likely that Antreasian identified her skill 

as printer, and his recommendation made a big difference in her admittance into the program.32 

Pressing Forward 

It is clear that the dark days for women at Tamarind are over. In 2014–2015, Tamarind 

had its first ever all female class in the Printer Training Program. The 2019–2020 Printer 

Training Program class includes seven female students. These higher rates of female attendees 

reflect the growing trend of women pursuing an arts education more often than men.33As of 

2015, women earn approximately 70% of the Bachelors of Fine Arts degrees in the US.34 In 

2014, it was estimated that 65–75% of MFA students are female.35 Most of Tamarind’s 

applicants come from a studio art background, so having a slightly larger number of female 

students in recent history corresponds with those statistics.  

However, the number of women accepted into the Printer Training Program still ebbs 

and flows from year to year depending on the strengths of the candidates, important to note 

because it means that Tamarind is admitting the best applicants each year regardless of their 

gender. Allowing women into its Printer Training Program was an important step in the history 

of Tamarind Institute. Now, what matters moving forward is that Tamarind continues to strive 

be an inclusive studio environment while also aiming to admit the very best candidates. By doing 

so, Tamarind will best meet June Wayne’s original goals while also promoting welcoming 

printshop communities. The “long view” that Wayne referenced to Gardner can and should 

include both for the continued success of the medium of lithography. 

32 Author interview with Mary Sundstrom, May 2019.
33 Robert B. Townsend, “Taking Note: How About Those Undergraduate Arts Majors?” National Endowment for the Arts,

October 5, 2017, https://www.arts.gov/stories/blog/2017/taking-note-how-about-those-undergraduate-arts-majors.
34 National Museum of Women in the Arts, “Get the Facts,” https://nmwa.org/support/advocacy/get-facts.
35 Jillian Steinhauer, “Tallying Art World Inequality, One Gallery at a Time,” Hyperallergic, March 17, 2014, https://

hyperallergic.com/117065/tallying-art-world-inequality-one-gallery-at-a-time.
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Appendix — Spreadsheet recording Tamarind gender breakdown and female printmaking roles 
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