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Much of film’s mystery—w]mt allows it to
penetrate so cleeply into our imaginations—
originates in its power to transform ol')jects,
pcople, and gestures from e\rery([ay life into
\’ibLIEl”)’ Ll'IElI‘QLCl images that enliven our
normal ways of lOGl"lI‘IO at the world. The
l-‘lt.l'.ll_.]] Ill]PleSSlO“lbt {l]l"ﬂﬂ]al'\’tl\ 0{ tl'lt?
1920s called this trans[t;&urmb power
p/?otogém'e: the ﬂ})ilit}l of film to condense
the essence of a person or locale, thus giving
its suhiect a simultaneous strangeness
and familiarity. " The strangeness inherent
in film lmagery is heigl:tcnetl l)y the
medium’s [lccting nature—frames flicker
quiclely past our eyes, and we are unable
to redister their individual content before
they vanish. But if film does not permit the
quury of lingering‘, it does allow a blithe
freedom of movement and time in a world
unbounded by the pllysical laws of nature.
[n her recent works Monotype Movement
(2001) and Color Movement (2002), print-
makRer Etl1(.l {-ill'ﬂ maleer GGI)CI Ka rsten l}aﬁ
harnessed these elusive qua]ities of film
without (libp(,ning the medium’s funda-
mental mystery. For each project, Karsten
has made thousands of prints based on
abstract or semi—abstract forms and
then animated them, creating short,
evanescent films that flow and metamor-
pl"lose e[‘fortlcssly in space.

In n.om;jining animation with the print-
mak Ang tL(,l‘ll‘lquL of monotype, Karsten
has chosen two media that allow her to
create images ﬂllldl}-’ and spuntaueously.
Through animation, she can incorpor-
ate the l'llytlu'ns and structures of music
into 11(-31' [ilms; tl'l 1‘ng}1 t}]e process ojc-
monotype, she can approacll her imagery
in[uitively and in a spirit of rliscovery,
aware that no one print is ever final

or definitive. Karsten's images—alter-
natcly organic or geometric, abstract or

repl‘esentational, simp]e or comp]e‘x—com-
municate with the viewer on an intimate
level because of their origins in p]ayful
experimentation and the subconscious.
Her works remind us of the images—witli
their slli[ts, variations, and recurring
motifs—that are projeclccl on the internal

screens O{ our own ITli]'lClS.

Karsten was first drawn to the chaneuges
of conveying movement and rhythm in
two-dimensional artworks while stuclying
printma]eing at the U niversity of California
[rvine. After moving to Austin in 1993,
she l‘mgan to focus on the printmalziug
tcclmique of monotype, 1'esp0nd.ing to its
Hexil)le, impm\fisational properties. During
this time, Karsten was also lnaleim_ c}mrl;
non-narrative, I:um.—laput, films of pt,op}
and OI:)]CCt:- from (Leu]y life, in which she
wanted to convey a visual experience of
c]zange or evolution. Her (leepening interest
in portraving movement in both media
made her consider how animation migllt
breathe life into the static images of her
prints. She decided to combine the two

media when she embarked on Monofype
Movement in 1998,

Expuimcntal animation did not ([iredly
inspire Karsten in ma}ﬂnd Monotype
Movement, but her work is a part of this
tradition. The field has a long, 1cllosyn—
cratic history, co—existing with mainstream
”()”ywoocl animation and {tleling many
of the latter area’s innovations. Frenchman
Emile Cohl (1857-1938), for example,
credited with llaving made the first animated
film, created short films in the 1910s
composed of thousands of (lrawings and
paintings based on oneiric, stream—of—con-
sciousness imagery. Oskar Fischinger
(1900-1967), who emigrated from Nazi
Germany in the 1930s, was another influ-
ential filmmaker who is best known for
works in which he animated his own kalei-

(loscopic, modernist paintings brushstroke
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l)y brushstroke.’ More ICCLl‘ltl)' South
African visual artist William Kenlru[ge
(l). 1955) has l)rouglit the tradition of

animation into the realm of contem porary

art, using clrawings and paper cutouts to



construct CO[‘ltlellS&:Ll, dreamlike narratives
that address the pemonal and historical 1egacies
of apartllei(l.

Visual artists, particu]arly painters (()Cllsillg
on the expressive use of color and gesture,
have had a more obvious influence on
Karsten. Her filins contain echoes of
Kanclinslcy’s co”ic!ing, intersecting fields
of color and Klee's 1'l1ytl1miu, semi-abstract
forms derived from the suhconscious, as
well as the slﬁ{ting balances between line
and color found in Joan Miro’s paintings.
Sculptors such as Alexander Calder have
also had an impact, as seen in Karsten's
enjoyment of the p]ayﬂll, movement of

lil'l('.‘b' tlll’Ollgl‘l space.

In IWonotype Movement, Karsten wanted
to thor_ouglzly explore the particular qualil.ics
of the mono type, which has always occupicd
a liminal position between prinlmaleing and
painting The monotype is the most direct
form of printmaleing: The artist draws or
paints onto a surface such as a metal p]ate,
wm)({, or glass, then transfers the image to
paper (Karsten applies printer’s ink to
Piexiglas and runs it tluvugh a small press).
As its name imp]ies, a monotype can only
be prinletl once; because the artist app]ies
the ink to the plate in such a loose, painter-
ly fashion, the image is l1igl'11y unstable and
cannot be reproduce(l. All that is left hehind
are the traces, or “ghost,” of the original
image. One of the most innovative aspects
of Karsten’s work is her use of this 'mstal)ili[}r
and the glmst image as the point of L{eparture
for her films. After com p]eting the first
monotype for a {‘ilm, Karsten l‘;egins
creating the next image (lirectly from the
gllost, a“owing her imagination free rein
in rcsp(mc[ing to its faint outline. The use
of the ghos{ permits Karsten to generate
images inl.uilively, but also provides an
lelerlying visual structure for her prints.
Tllus, while the imagery in Karsten's

films undergoes a continuous process of

permutation, the glmst images remain
constant—sometimes invisible to the eye,
at other times detectable on]y as the echo

or ]“lillU 0[ a sllape.

Tlu‘nuglloul the }liSt()l'}f of [ilm, animators
who make abstract films and others have
soughl to Llevelop the medium’s rll)rthmic
{]ualities in order to make a kind of “visual
music.” In her worle, Gabel Karsten creates
rlwtlun on three levels. The first level is
that of the individual print, which Karsten
compares to a musical chord. In Color
Movement, for example, she builds up four
to five lzlyel's of images on each print, with
cach laycr acting as a musical note. These
multiple Iayers of line and color in turn Ia}'
the grnunclworlz for the next level of rllytllm,
in which Karsten follows the movements
and mctamm‘plwsis of colors and sllapes as
leey meet, separate, and intertwine with
one anotller, like harmonies in a song. At
the third and broadest level, she devises a
format of cycles or loops for animating her
prints. Just as a composer introduces a
theme at the beginning of a piece of music,
then returns to it repea’te(“y to explore
different facets of the motif, so in Color
Movement Karsten develops loops of
images, made up of 300 to 400 prints each,
that can be 1‘epeated or juxtapose:! with
other lonps in cm“uss[y varying patterns.
Each time we re—encounter a particular
sequence of images within the film, but
in a different context, our [an‘l'LIjarity with
and comprelwnsion of the sequence tleepensi
and we engage with the work in a more

satis{:ying way.

In past presentations off\/fonotypc Movement
and in the current exhibition of Color
Movement, Karsten has chosen to ([isplay
hundreds of prints massed alongsicle the
single film that contains them. The plwsical
juxtaposition of the prints and films reminds
us that each is necessary for the fullest

experience of the other an(l that neither

would be entirely meaningful without

its counterpart. Many of the prints are
comp1ete visual entities in themselves,
while others function simply as bridges
linl:’ing tngetller longer sequences of
images; only l)y viewing the f ilm, llowever,
does the entire array of prints make visual
sense. Likewise, the film gains richness
from our al)i]iLy to follow clnsely Karsten's
choice of imagery frame I)y frame in the
prints upon the wall. By experiencing
Gabel Karsten’s films and prints Logelher,
the viewer ultimately has the unique
opportunity to witness the different gears
of time exposetl—tl‘le painstalcing moments
in li[:c, s}fml)olizetl ].}y the prints, in which
we must {Lllly dedicate ourselves to a task
that demands everything from us, and the
mysterious insights and moments of
ef[ortlcssncss, rcprescn[cd ])y the films,
that come to us unexpectc(lly and vanish

quiclel_v, lea\ring us wanting more.

Gail Sanders
Austin, TX.
May 2002

' Kristin l[‘l'wmpsun and David Bordwell, Film
History: An Introduction (New York: McGraw-
Hill, 1994), p. 92.

* Fibn History, p. 49, and http:/fwww.lips.org
* Film 11, istory, p. 366, and

|1ll|1 Pwww, lmright]ighlsfilm.c.om.

M:my thanks to Gabel Ka rsten, Lynne Cimpmnn,
Patricia Citty, Lisa Dirks, and Dana Friis-Hansen

for their valuable comments on the test.
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GABEL KARSTEN
Rcsia’es in Austin, TX.

EDUCATION:

1992

1998

B.A., Studio Art,
Concentration in Printmaking,
[.:'nivet'si{y of California at
Trvine, Irvine, CA.

I| Bisonte ]utcrnnliona' Sclum'
UF Grapllic Art, F'oruncc, Ital_\'.
Certificate in Color Prinlmaleiug

SELECTED EXHIBITIONS:

2002

2001

1998

1997

Color Movement, Women &
Their Work Ga“cr}g Austin, TX.
22 to Watch: New Art in Austin,
Austin Museum of Art

Austin, TX.

Terra Cog'nit(), Cinema Texas
International Filin Festival,
Davis Ga“ur_v, Austin, TX.

New Austin Film and Video:
Transniedia, 1/4 lora

Project. Space, E]gin, TX.

New Texas Prints, Women & Their
\Worle, Awustin, TX.

Painted One, Cinema Texas
International Film Feslival,
Animation Divisiml, Austin, TX.
Refrcslﬁng'ly L:nfanﬁliah 'lhrr_vtown
Ga“or}; Austin, TX.

Ironworks Industries Ga“cry,
Austin, TX.

Concordia [_;nivcrsilj.', Austin, TX.

1996

1995

1994

1992

1991

1990

A Bestiary, Women Printmakers of
Austin, I}nuglwr{y Fine Arts Center,
Austin, TX.

New Lines, St. [5 dward’s 1 ‘fuiversit‘\r,
Austin, TX.

Multiple ()rig’inals, Women
Printmakers of Austin,
Doug'wrly Fine Arts Center,
j\u::lin,TX.

Plate Mm'les, San Marcos

Fine Arts Center, San Marcos, TX.
ACC Fine Arts Exhibition,
Group Show, l)mlglw.rly

IFine Arts Ccntcr, Austin, TX.
r\'liracle on I'I()pldns Stmel, Jurictl
Group S]w\v, San Marcos

Fine Arts Conler, San Ma ICOS, TX.
One of a Kind chclr_v

luvil:ali(ma], Juriecl Gmup Slmw,

Kittrell Riffkind Gallery, Dallas, TX.

ACC Fine Arts Exlli})ition,
Group Show, Doughcrty

Fine Arts Center, Austin, TX.

One of a Kind Jewelry Invitational,
Kittrell Riffkind Gaucry, Dallag, TX.
Una Passione per I'Art,

Galeria della Stozzina, ltnliaﬁ"USf\,
Florcncc, [l‘a'y

The Work of Apprentices, Il
Bisonte Internationial School of
Gmp]lic i\rt, l':iorenu:, Il'a|y

mm'lz Marlcci Art Ga“ery.

Cosla Mesa, CA.

FILMS

1998-2002 Front Door, 58 min. to date
(4*/02) Supcr 8, Austin, TX.

2001 Monotype Movement, 6 min.,
16mm [i]m, Austin, TX.

1999 Morning to Evening: March 1,
3 min, Super 8, Austin, TX.

1998-1999 Moscow Painting, 7 min.,
Super 8, Austin, Texas, TX.

1998 Painted One, 3 min., 16mm
hand painted film, Austin, TX.
One Year: Qak Tree, 6 min.,
Super 8_. Au.‘:tin, TX.

1992 Geese and a Chair, 3 min.,
Super &, Trvine, CA.

AWARDS:
2002 Nominated for a Rockefeller
Film and Video [:eunwship
2000-2001 Cu]’mmi Contract Fun(l. Ausﬁn, TX.
1999 Texas Filmmakers, Production Fund,
Austin, TX.

COLLECTIONS:

Bergstrom International Airport, City of Austin
Art in Public Places, Austin, TX.

University of California at Tevine Student Center,

[rvine, CA.
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Now celebrating ils 24th anniversary,
Women & Their Work presents over 50
events a year in visual art, dance, theater,
music, literature, and [ilm. The gallery
features on-going exhibitions of Texas
women artists and brings artists of national
stature to Texas audiences. Since its found-
ing, Women & Their Work has presented
1.661 artists in 210 visual art exhibitions,
100 music, dance, and thealer evenls, 12
film festivals, 20 literary readings, and 226
workshops in programming that reflects the
ethnic and cultural diversity of this region,
Nationally recognized, Women & Their Work
has been featured in Art in America,
ArtForum and National Public Radio and
was the first organization in Texas to
receive a grant in visual art from the

National Endowment for the Arts. Women
& Their Work reaches over 5,000 school
children and teachers each vear through
gallery tours, gallery Lalks with exhibiting
artists, participatory workshops, in-school
performances, dance master classes, and
leacher workshops.

Wowey & Tuerg WoRrk
710 LAYAGY ST,

ACSTIN, TEXAS 78701
(312) 477-1064
wlw@lexas.net

www. womenandlheirwork.org



