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About the Publication

Peer Review is an experimental publication of reviews for
artists by artists. Artists operate in a unique ecosystem
where work and friendships are intensely intertwined: our
coworkers, our competitors, and our audience are also our
friends. Through Peer Review, we are trying to materialize
these relationships. Instead of framing our own work within
institutional art criticism, we want to play with new forms of

analysis, coming from our own studio vernacular.

Peer Review is a thoughtful, text-based investigation of

art that centers the artist being reviewed. As curators (and
artists), we wanted to make sure this was not an arbitrary
process that resulted in bad pairings of reviewer and artist.
We were interested in mixing and matching people. We
looked into style, medium and intent. This was not a recipro-
cal exercise. A reviewer was paired with an artist whose work
we felt was best served by the reviewer’s sensibilities. Artist
statements and images from each applicant determined the
best fits for this exercise. We did not take into account their

c.v., geographic location or publication history.

This was an exercise of love and attention by artists for artists.

Although not required, we encouraged studio visits in person,



or via zoom in preparation for the writing assignment. Artists
were asked to dedicate time and attention to writing about
the work. In turn, their work was reviewed by another artist.
Finally, volunteer editors who support the mission of reviews
of artists by artists worked with the artists to assist in the

process of writing for Peer Review.
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Maggie Barrett. Still (2023)
Carbon and pencil on paper. 25 x 38 in
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Maggie Barrett
by Sarah Croft

A drawing of the word “still” wobbles on the wall next to

the desk in Maggie Barrett's studio. Faint marks skip below
the word, entangled, like a hesitant practice sketch whose
stuttering lines defy the logic and mechanics of handwriting,
The shape of the word wiggles in contrast to the meaning of
still. This strange, ghostly underdrawing could have been lost
to both time and scale, had Barrett not kept the old handwrit-
ten thank you card from her father, a note she examined and

retraced in her grieving process and later, in her art practice.

I never thought much about handwriting analysis, its utility
or veracity. Perhaps this erstwhile discipline could be con-
sidered a lost art, left in the dust of the digital age’s uniform
typography. So when Barrett handed me the card her father
wrote some years back, I was surprised by my immediate
reaction—a feeling of recognition derived from familiarity, or,
more accurately, from family. His wobbly yet formal letters re-
minded me of my mother’s handwriting since the onset of her
macular degeneration. Maybe that sense of familiarity is de-
ceiving, but I felt like I could gauge when he grew up, how old
he was and something about the general state of his health.
With this card, Barrett showed me material evidence of the
heartbreak rendered through a process she had witnessed, a
loss she mourned, and the artifact left in her father’s absence.

“His handwriting said a lot to me” she remarked during our



studio visit. His marks dance in unexpected ways, conveying
more than his words alone aim to express, more than two-bit
handwriting analysis like mine could surmise. Though he
communicated a specific message of gratitude through his
words, he also inadvertently described his physical condition
in the shape and execution of the writing. “How does a hand

even make that”?

Compelled by the tension between the meaning of the words
and the appearance of the writing, Barrett scanned the note
and enlarged it, significantly. She selected and printed out in-
dividual words and went about reconstructing the magnified
fragments as drawings. Her methods of reproduction both
question and mimic the lack of control evident in Still, which
she has painstakingly drawn with carbon transfer paper, a
reproduction method more commonly used in her dad’s life-
time, and a very sensitive medium. It can transfer the lightest
touch, recording both the intended information along with
impressions or protrusions of a given surface, documenting
artifacts of the unintended, creating space for artistic inter-
vention resonant with the language and form rendered on
the card. Perhaps examining and retracing his process at an
increased scale could begin to explain something about those
ghostly squiggles. Within the parameters and lineage of the
original, Barrett creates this new body of work as a physical

act to maintain contact with her deceased father.

On the wall opposite to Still hangs a drawing of the word

“good” also reproduced from the card. Here Barrett has



chosen graphite as the drawing tool. The shimmery metallic
surface gracefully constructs the enlarged word, without the
secondary artifacts of her movements exposed by the carbon
paper. Still and Good (2023) make different points in their
silent dialogue. Yet, when considering what the hand must do
to draw wide swaths of graphite onto the paper, it becomes
apparent that Barrett doesn’t impart her own visible strokes
or sketch marks. Despite the large-scale of the words, her
hand is quieter, more concealed than her father’s. What looks

effortless, reveals control.

Perpendicular to these, on the back wall are a series of wood-
block prints. Each depict one of the chapter titles from “Hand
Writing Analysis: The Complete Book” written by Karen Kris-
ten Amend and Mary Stansbury Ruiz. Curved Movement,
Threaded Movement, Connecting Strokes, Degrees of Force,
Baselines. White words are left justified and page centered
within a grey looking ink field whose choppy edges define

the absence of material carved away to shape the words,
simultaneously neat and not. These chapter titles suggest a
key to deciphering the unintended signifiers of a loopy g or
soft squiggles; but these prints, like the drawings, position the
viewer in a purely speculative space, asking for answers that

just aren't there.

Two small photos hang on the wall near Good: an 8 x 10 black
and white fiber print of a sheep comfortably sitting in a grassy
field, eyes closed, facing the sun, and an 80's era red-cast color

print of a family sitting on a deck, their backs against the wall



of a house, eyes closed, also basking in the sun, photographed
in a moment of reverie, allowing their bodies to relax in the
presence of each other. The impression of warmth and ease
evoked by these two images contrasts the inquiry of the
drawings and woodblock prints. Instead of proposing a key
to understanding the contradictions of her father’s written
words, these images offer a glimpse of what has been lost,

striking an important note in counterpoint.

Barrett’s work brings the viewer to a similar state of reverie
between the understated visual cues and the depth of feeling
they convey. This body of work labors to make sense of ab-
sence and grief by carefully examining and retracing channels
of communication through an embodied practice. Working
slowly through tactile processes, Barrett has established a way
to maintain a form of inquisitive contact, where time exists in
a simultaneous state, without the distance of space between

eras.
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Thank you.

Our deepest gratitude goes to Alexandra Hammond, Corinna Kirsch,
Danyel Ferrari, Julia Baron and Robert Silva for once again giving their
patience, intelligence and talent to this project. Lastly, thank you to all the
artists who agreed to participate in this project. We truly hope you had,
overall, a good experience and learned from each other. Even after the
second time around, we certainly learned so much more.

Respectfully yours,
Kat & Priscilla.





