
COLUMBUS, GA.- The Bo Bartlett Center announced the opening of Women of the Pacific Northwest, an
exhibition showcasing the work of fourteen female artists whose creations are inspired by the unique
environment and materials of the Pacific Northwest. The exhibition runs from January 18 to April 26,
2025.

Curated by artist Betsy Eby, this exhibition explores how the region’s natural beauty, raw materials, and
cultural influences shape the artistic practices of women who call the Pacific Northwest home. The
featured artists work across a variety of mediums, embracing material experimentation and reflecting on
how the environment informs their visual vocabularies and concepts. From the lush forests and rugged
coastlines to the rich cultural traditions of the region, these artists' work speaks to the profound
relationship between place and creativity.

Featured artists include: Victoria Adams, Drie Chapek, Jaq Chartier, Susan Dory, Betsy Eby, Ann Gardner,
Emily Gherard, Etsuko Ichikawa, Lisa Jarrett, Brenda Mallory, Julie Speidel, Katy Stone, Marie Watt, Susan
Zoccola

There will be a panel discussion on February 5, 2025, at 5:30 PM. This panel offers a unique opportunity
to hear directly from the artists about their creative processes, materials, and the influences that shape
their work. The panel will be followed by the combined public opening reception for both Women of the
Pacific Northwest and the exhibition Eye of the Blackbird at 6:30 PM.



WOMEN OF THE PACIFIC NORTHWEST
THE NEW PIONEERS

by Betsy Eby

Isolated in the remote uppermost corner of the United States lies the Pacific Northwest. Now known for
technological innovation, entrepreneurism and natural beauty, the region was once abuzz with logging,
fishing, agricultural settlements and gold rushes, a promised land for the independent and pioneering.
Determinism, self reliance and rugged individualism continue to inform the ethos of the region, qualities
much unchanged since its early settlement days.

In 1805, President Thomas Jefferson commissioned the Lewis and Clark expedition to explore the
country’s latest land acquisition known as the Louisiana Purchase, a treaty which doubled the size of the
United States. Thus began the Western Expansion, lasting from 1801-1861, and the ethos of

“Manifest Destiny,” a phrase used to describe the mindset of individual conquest. To move west and
claim “free land,” in the mid-nineteenth century, was to be a pioneer willing to extirpate oneself from
family roots, societal belonging and tradition in pursuit of freedom and opportunity. Prospectors settling
the Wild West and taking advantage of its abundant natural resources were part of this mass movement
synonymous to patriotism. Often omitted from this storyline is the bloody annexation of western
expansionism. Opportunity was rich if you were white and male as the displacement of Native Americans
was largely decided by policy makers in DC if not by settler militias.

Captain Meriwether Lewis and Second Lieutenant William Clark achieved notoriety as frontiersmen
paving the way for this mass movement west. They mapped passable waterways, trails, mountain ranges
and trade routes while studying native tribes, plants and animals. But their expedition’s success can
largely be attributed to the kidnapped and traded Shoshone teenager, Sacagawea (translated as “bird
woman”), who, with an infant on her back, served the roughly forty men as communicator, translator and
geographic navigator. The explorers calculated that the presence of a woman and child would signal
peace to the encountered native tribes. Not only was Sakagawea the crew’s masthead, she also
negotiated horse acquisitions, identified edible plants and medicinals, and, through her keen assessment
of terrain and the elements, sited their Pacific coast winter encampment at their Oregon terminus. She
was vital to their survival in the quite inhospitable terrain. Yet, like so many women, Sacagawea is a
footnote in history.

The unspoiled Puget Sound, Washington’s Pacific Ocean deep inlet, is described by novelist Annie Dillard
as, “ The rough edge of the world, where the trees came smack down to the stones. The shore looked…
as if the corner of the continent had got torn off right here, sometime near yesterday, and the dark trees
kept on growing like nothing happened.”

Inhabited by western civilization roughly 200 years after the thirteen colonies, the West is a relatively
young addition to the country. To put it into perspective, the United States’ claim to the Oregon Territory,
once stretching from the Pacific Coast to the Rocky Mountains, was settled in 1846. The Metropolitan
Museum of Art in New York City was founded in 1870. The Northern Pacific Railroad completed its direct
route from the East to Portland in 1883 and to the Puget Sound in 1888.

The history of western figure painting does not hold a firm grasp in Northwest art. Representational
artists who ventured west were more or less documenting the landscape with surveying expeditions.
George Catlin followed the Lewis and Clark trail documenting Indigenous tribes through portraiture, but
he only made it as far as the North Dakota and Oklahoma line.



Later expeditions would take artists to the more accessible California. Between 1859-1863, landscape
painter Albert Bierstadt made a few trips to gather photos and plein air studies of the Rockies, Yosemite
and the Columbia River which he would later turn into his large paintings that satisfied American
curiosities about the newly found, expansive West. Between 1871-1874, Thomas Moran joined
expeditions to Yosemite and the Grand Canyon, respectively, from which he produced some of his most
sublime landscapes. But the Puget Sound’s climate and terrain proved too difficult a journey, so artists
and culture of European influence were slow to arrive there.

This place of wild, majestic natural beauty shares the Pacific Rim with Asia. Chinese and Japanese
immigrants were instrumental in the growth of the region that was resource rich but labor short.
Another group to migrate to the region were of Nordic or Scandinavian descent, either coming by way of
the Midwest or directly from Northern Europe, as they were attracted to the landscape’s similarities to
their native landscape and the opportunities in timber, fishing and boat building.

What constitutes Pacific Northwest aesthetics in art and design is still largely influenced by this early
convergence of heritages. Where the east coast often borrowed from classical, figurative, European
traditions grounded in the Renaissance, the Pacific Northwest’s overriding aesthetic was long informed
by Indigenous Pacific Coast Native American symbolism, totems , baske t weaving , and car v ing , A s ian
calligraphy, zen placement and rhythmic vitality, and Scandinavian aesthetics of spareness and utility
influenced by nature. Although the Northwest land was claimed by white prospectors, and while
Christian missionaries managed some conversions, its soul remained, and still remains, largely steeped
in nature-based, secular spiritualism carried over from Indigenous animism, and Buddhist, Confuscianist,
and Taoist influences from Asia. Today the region values wilderness conservation seemingly still
informed by the words of Chief Seattle, “ All things are connected. Whatever befalls the earth befalls the
son of earth. Man did not weave the web of life; he is merely a strand in it.”

The region’s cloudy, rainy climate does not inspire observations of light on form, but rather an
appreciation of silhouetted form, shallow space, diffused edges and restrained palette. It could be
argued that this is why European academic figuration has been slow to trend on these shores. The
climate’s gauzy and diffused light informs Pacific Northwest art’s analogous tonalism over the full chroma
of traditional European painting, and atmospheric perspective proves dominant over linear perspective.
The region’s affective atmosphere could be easily characterized in an A sian ink landscape painting, with
distant mountains backdropping calligraphic trees, all somewhat gestural as obfuscated by coastal mist
mitigating detail. Borrowed views of the Olympic and Cascade mountain ranges and bodies of water
ultimately feeding the Pacific Ocean inform the regional psychology with an integral holism, a respect for
a larger, universal order of which we are an interdependent piece.

Many artists have lived in and been informed by the region. Among them are Robert Motherwell, Mark
Rothko, Agnes Martin, Imogen Cunningham, and Thelma Johnson Streat. But the first to bring Northwest
Art into the national conversation was Mark Tobey. He, along with Morris Graves, Kenneth Callahan and
Guy Anderson, are historically considered the “Northwest Masters.” In 1953, a Life feature would call
them the “mystic painters of the Northwest.” Their notoriety burgeoned around WWII when nature-
inspired, universal, spiritual and moral unity was desired, especially among the New York art world and
market. In the background of this story are four women vital to bringing some of these artists into the
national conversation.

Margaret Callahan, a successful journalist, nurtured the group and set the standards, elevating
conversation and insisting art be made to communicate higher moral consciousness. Elizabeth Bayley
Willis, an educator and artist, left her four children in the care of her mother and moved to New York City
to ensure gallery representation and eventual notoriety for Mark Tobey. 



She would later prove to be a leading authority of art on the West Coast. Dorothy Miller, curator at
Museum of Modern Art in New York , recognized Graves’s and Tobey ’s oeuvre as the next zeitgeist and
included them in two exhibitions. Marian Willard of the Willard Gallery in NYC, who represented Graves
and Tobey, saw in their work what the war-torn American psyche needed at the time, the spiritual side of
modern humanity through experimental, abstract art forging harmonious understanding beyond
ideology or politics. It has been documented that Jackson Pollock, around the advent of his allover drip
paintings, frequented Mark Tobey’s Willard Gallery exhibition of his allover White Writing paintings. It has
been suggested that it was Tobey who invented the allover style of abstract painting which has
historically been credited to Pollock, but the

Abstract Expressionist movement of ar t for ar t ’s sake, devoid of spiritual, political or religious concept ,
would eventually eclipse the Mystics on the national stage.

Decades after the Northwest School, another artist responsible for shaping the direction of Pacific
Northwest art was Dale Chihuly who brought glass blowing from Murano, Italy to the outskirts of Seattle
when he founded the Pilchuck Glass School in the 1970’s. The physical and alchemical aspects of glass
blowing led the way for innovative, experimental, process-centered practices in other mediums by artists
throughout the region such as the nationally acclaimed forerunners Barbara Earl Thomas and Carrie Mae
Weems.

The exhibition, Women of the Pacific Northwest, celebrates the voices, visions and material mastery of
female artists working today, with roots from this rich and progressive region. Through the execution of
disparate media from bronze, steel, glass, tin, plaster mylar, printmaking, hair nets, cloth, rubber, wax to
paint, these artists have achieved inventive, creative practices originating from critical, generative,
inquisition of natural, social or subliminal forces. Stitching, sanding, exposing, cutting, torching, brushing,
layering, blowing, weaving and fabricating, the means to the ends are gritty and boundless. The results
are works holding a common spirit of aesthesis, invitations into the sensory realm which disarm
preexisting idioms and convictions. It’s through this disarmament that we can see and receive. Their work
is non didactic, anything but mansplainery. Like jazz, without lyrics or simple resolutions, to be moved by
it, one must move it in equal measure, as with meditation’s prerequisite emptying of the mind.

Women have long been communicators, organizers, and makers, yet, their place in history is
incommensurate. This show highlights a group of female artists working in diverse media creating art
that explores connections to place, whether sociological, environmental or spiritual, in a region
supportive of equality, ecology and enterprise.

Natural, environmental forces inspire Victoria Adams’s sublime vistas, Drie Chapek’s clashing of internal
and external elements, Ann Gardner’s interplay of transparencies in atmospheric palettes, Emily
Gherard’s steely, geometric constructions, Katy Stone’s reductive installations of shimmering sun rays
and waterfalls, while natural, biological elements are at the heart of Jaq Chartier’s fugitive matter when
exposed to natural light, and Susan Zoccola’s sculptures echoing dendrites to galaxies.

Subliminal and spiritual forces are central to the works of Susan Dory’s color juxtapositions of
interconnectedness and transcendence, Etsuko Ichikawa’s environmental messages through Zen
Buddhist spareness, and Marie Watt’s poetic suggestions of Indigenous myth and the ties that bind
through storytelling and the passing of traditions.

Sociological forces are at play in Brenda Mallory’s translations of systems, and human interactions within
those systems, Julie Speidel’s modernist- totemic, anthropologically referenced forms and Lisa Jarrett’s
interpretation of socio-structured environments influencing racial identity.



The impetus for this exhibition was originally hatched at the height of the MeToo movement. As today’s
climate of hyper-polarization and siloed media saturation can engender feelings of dislocation and
alienation, there seems a greater urgency not only to recognize the role artists play in shared experience
but the role women specifically play in social cohesion, environmental awareness and stewardship and
the breaking of barriers. These artists are among today’s pioneers, interpreting universality through
personal observation and inventing poetic, transcendent works inspiring greater, pluralistic
understanding, connecting us to one another and to the world around us.



1



WOMEN 
OF THE 
PACIFIC
NORTHWEST
The Bo Bartlett Center
Columbus State University
Columbus, Georgia

January 18 - April 26, 2025



CONTENTS

Exhibition Essay

Artists

Marie Watt  

Jaq Chartier  

Lisa Jarrett  

Betsy Eby  

Katy Stone  

Etsuko Ichikawa  

Brenda Mallory  

Emily Gherard  

Ann Gardner  

Drie Chapek  

Susan Zoccola  

Victoria Adams  

Susan Dory  

Julie Speidel  

Exhibition Checklist  

About the Bo Bartlett Center 

1

11

15

17

19

22

27

31 

33

35

37

41

43

47

51

55

59



1 2

Isolated in the remote uppermost corner of the 
United States lies the Pacific Northwest. Now known 
for technological innovation, entrepreneurism and 
natural beauty, the region was once abuzz with 
logging, fishing, agricultural settlements and gold 
rushes, a promised land for the independent and 
pioneering. Determinism, self-reliance and rugged 
individualism continue to inform the ethos of the 
region, qualities much unchanged since its early 
settlement days.   

In 1805, President Thomas Jefferson commissioned 
the Lewis and Clark expedition to explore the 
country’s latest land acquisition known as the 
Louisiana Purchase, a treaty which doubled the 
size of the United States. Thus began the Western 
Expansion, lasting from 1801-1861, and the ethos of 

“Manifest Destiny,” a phrase used to describe the 
mindset of individual conquest.  To move west and 
claim “free land,” in the mid-nineteenth century, 
was to be a pioneer willing to extirpate oneself 
from family roots, societal belonging and tradition 
in pursuit of freedom and opportunity. Prospectors 
settling the Wild West and taking advantage of 
its abundant natural resources were part of this 
mass movement synonymous to patriotism. Often 
omitted from this storyline is the bloody annexation 
of western expansionism. Opportunity was rich if 
you were white and male as the displacement of 
Native Americans was largely decided by policy 
makers in DC if not by settler militias.  

Captain Meriwether Lewis and Second Lieutenant 
William Clark achieved notoriety as frontiersmen 

paving the way for this mass movement west. They 
mapped passable waterways, trails, mountain ranges 
and trade routes while studying native tribes, plants 
and animals. But their expedition’s success can 
largely be attributed to the kidnapped and traded 
Shoshone teenager, Sacagawea (translated as “bird 
woman”), who, with an infant on her back, served 
the roughly forty men as communicator, translator 
and geographic navigator.  The explorers calculated 
that the presence of a woman and child would signal 
peace to the encountered native tribes.  Not only was 
Sakagawea the crew’s masthead, she also negotiated 
horse acquisitions, identified edible plants and 
medicinals, and, through her keen assessment of 
terrain and the elements, sited their Pacific coast 

winter encampment at their Oregon terminus. She 
was vital to their survival in the quite inhospitable 
terrain.  Yet, like so many women, Sacagawea is a 
footnote in history.    

The unspoiled Puget Sound, Washington’s Pacific 
Ocean deep inlet, is described by novelist Annie 
Dillard as, “The rough edge of the world, where the 
trees came smack down to the stones.  The shore 
looked… as if the corner of the continent had got 
torn off right here, sometime near yesterday, and the 
dark trees kept on growing like nothing happened.” 

Inhabited by western civilization roughly 200 
years after the thirteen colonies, the West is a 
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relatively young addition to the country. To put 
it into perspective, the United States’ claim to the 
Oregon Territory, once stretching from the Pacific 
Coast to the Rocky Mountains, was settled in 1846.  
The Metropolitan Museum of Art in New York City 
was founded in 1870. The Northern Pacific Railroad 
completed its direct route from the East to Portland 
in 1883 and to the Puget Sound in 1888. 

The history of western figure painting does not hold 
a firm grasp in Northwest art. Representational 
artists who ventured west were more or less 
documenting the landscape with surveying 
expeditions. George Catlin followed the Lewis and 
Clark trail documenting Indigenous tribes through 
portraiture, but he only made it as far as the North 
Dakota and Oklahoma line. Later expeditions  
would take artists to the more accessible California.  
Between 1859-1863, landscape painter Albert 
Bierstadt made a few trips to gather photos and 
plein air studies of the Rockies, Yosemite and 
the Columbia River which he would later turn 
into his large paintings that satisfied American 
curiosities about the newly found, expansive 
West. Between 1871-1874, Thomas Moran joined 
expeditions to Yosemite and the Grand Canyon, 
respectively, from which he produced some of his 
most sublime landscapes.  But the Puget Sound’s 
climate and terrain proved too difficult a journey,  
so artists and culture of European influence were 
slow to arrive there.  

This place of wild, majestic natural beauty shares 
the Pacific Rim with Asia.  Chinese and Japanese 
immigrants were instrumental in the growth of the 
region that was resource rich but labor short. Another 
group to migrate to the region were of Nordic or 
Scandinavian descent, either coming by way of the 
Midwest or directly from Northern Europe, as they 
were attracted to the landscape’s similarities to their 
native landscape and the opportunities in timber, 
fishing and boat building.  

What constitutes Pacific Northwest aesthetics in 
art and design is still largely influenced by this early 
convergence of heritages.  Where the east coast 
often borrowed from classical, figurative, European 
traditions grounded in the Renaissance, the  
Pacific Northwest’s overriding aesthetic was 
long informed by Indigenous Pacific Coast Native  
American symbolism, to tems ,  baske t  weav ing , 
and  car v ing ,  A s ian  calligraphy, zen placement 
and rhythmic vitality, and Scandinavian aesthetics 
of spareness and utility influenced by nature. 
Although the Northwest land was claimed 
by white prospectors, and while Christian 
missionaries managed some conversions, its soul 
remained, and still remains, largely steeped in 
nature-based, secular spiritualism carried over  
from Indigenous animism, and Buddhist, 
Confuscianist, and Taoist influences from Asia. 
Today the region values wilderness conservation 
seemingly still informed by the words of 
Chief Seattle, “ All things are connected. Whatever 
befalls the earth  befalls the son of earth. Man did 
not weave the web of life; he is merely a strand in it.”    

The region’s cloudy, rainy cl imate does not 
inspire observations of light on form, but rather 
an appreciation of silhouetted form, shallow  
space, diffused edges and restrained palette.  
It could be argued that this is why European  
academic figuration has been slow to trend on 
these shores. The climate’s gauzy and diffused 
light informs Pacific Northwest art’s analogous 
tonalism over the full chroma of traditional 
European painting, and atmospheric perspective 
proves dominant over linear perspective. The 
region’s affective atmosphere could be easily 
character ized in  an As ian ink  landscape 
painting, with distant mountains backdropping 
calligraphic trees, all somewhat gestural as 
obfuscated by coastal mist mitigating detail. 
Borrowed views of the Olympic and Cascade 
mountain ranges and bodies of water  ultimately  
feeding the Paci f ic  Ocean inform the  
regional psychology with an integral holism, a  

George Catlin, Buffalo Bulls Fighting in Running Season, Upper Missouri, 1837-39
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respect for a larger, universal order of which we 
are an interdependent piece.   

Many artists have lived in and been informed by 
the region. Among them are Robert Motherwell, 
Mark Rothko, Agnes Martin, Imogen Cunningham, 
and Thelma Johnson Streat.  But the first to bring 
Northwest Art into the national conversation was 
Mark Tobey.  He, along with Morris Graves, Kenneth 
Callahan and Guy Anderson, are historically 
considered the “Northwest Masters.” In 1953, a Life 
feature would call them the “mystic painters of the 
Northwest.” Their notoriety burgeoned around 
WWII when nature-inspired, universal, spiritual 
and moral unity was desired, especially among the 
New York art world and market. In the background 
of this story are four women vital to bringing some 
of these artists into the national conversation. 

Margaret Callahan, a successful journalist , 
nurtured the group and set the standards, 
elevating conversation and insisting art be made 
to communicate higher moral consciousness. 
Elizabeth Bayley Willis, an educator and artist , 
left her four children in the care of her mother 
and moved to New York City to ensure gallery 
representation and eventual notoriety for Mark 
Tobey. She would later prove to be a leading 
authority of ar t on the West Coast .   Dorothy 
Mil ler,  curator at Museum of Modern Ar t 
in New York ,  recognized Graves’s and Tobey ’s 
oeuvre as the next zeitgeist and included 
them in two exhibitions. Marian Willard of the 
Willard Gallery in NYC, who represented  
Graves and Tobey, saw in their work what the 
war-torn American psyche needed at the time, 
the spiritual side of modern humanity through 
experimental, abstract art forging harmonious 
understanding beyond ideology or politics. It 
has been documented that Jackson Pollock, 
around the advent of his allover drip paintings, 
frequented Mark Tobey ’s Willard Gallery exhibition 
of his allover White Writing paintings. It has 
been suggested that it was Tobey who invented 
the allover style of abstract painting which has  
historically been credited to Pollock, but the 

Mark Tobey, Shadow Spirits of the Forest, 1961

Abstract E xpressionist  movement of  ar t  for 
ar t ’s  sake ,  devoid of  spir i tual ,  pol i t ical  or 
re l ig ious concept ,  would eventual ly  ecl ipse 
the Mystics on the national  stage.  

Decades after the Northwest School, another artist 
responsible for shaping the direction of Pacific  
Northwest art was Dale Chihuly who brought glass 
blowing from Murano, Italy to the outskirts of  
Seattle when he founded the Pilchuck Glass School 
in the 1970’s.  The physical and alchemical aspects 
of glass blowing led the way for innovative, 
experimental, process-centered practices in other 
mediums by artists throughout the region such as 
the nationally acclaimed forerunners Barbara Earl 
Thomas and Carrie Mae Weems. 

The exhibition, Women of the Pacific Northwest, 
celebrates the voices, visions and material mastery 
of female artists working today, with roots from this 
rich and progressive region. Through the execution 
of disparate media from bronze, steel, glass, tin, 
plaster mylar, printmaking, hair nets, cloth, rubber, 
wax to paint, these artists have achieved inventive, 
creative practices originating from critical, generative, 
inquisition of natural, social or subliminal forces. 
Stitching, sanding, exposing, cutting, torching, 
brushing, layering, blowing, weaving and fabricating, 
the means to the ends are gritty and boundless.  
The results are works holding a common spirit of 
aesthesis, invitations into the sensory realm which 
disarm preexisting idioms and convictions. It’s  
through this disarmament that we can see and  
receive. Their work is non didactic, anything but 
mansplainery. Like jazz, without lyrics or simple 
resolutions, to be moved by it, one must move it in 
equal measure, as with meditation’s prerequisite 
emptying of the mind. 

Women have long been communicators, organizers, 
and makers, yet, their place in history is 
incommensurate.  This show highlights a group of 
female artists working in diverse media creating 
art that explores connections to place, whether 
sociological, environmental or spiritual, in a region 
supportive of equality, ecology and enterprise. 



7 8

Natural, environmental forces inspire Victoria 
Adams’s sublime vistas, Drie Chapek’s clashing 
of internal and external elements, Ann Gardner’s 
interplay of transparencies in atmospheric palettes, 
Emily Gherard’s steely, geometric constructions, 
Katy Stone’s reductive installations of shimmering 
sun rays and waterfalls, while natural, biological 
elements are at the heart of Jaq Chartier ’s fugitive 
matter when exposed to natural light, and Susan 
Zoccola’s sculptures echoing dendrites to galaxies. 

Subliminal and spiritual forces are central to the 
works of Susan Dory’s color juxtapositions of 
interconnectedness and transcendence, Etsuko 
Ichikawa’s environmental messages through Zen 
Buddhist spareness, and Marie Watt’s poetic 
suggestions of Indigenous myth and the ties  
that bind through storytelling and the passing  
of traditions.   

Sociological forces are at play in Brenda Mallory’s 
translations of systems, and human interactions 
within those systems, Julie Speidel’s modernist-
totemic, anthropologically referenced forms and 
Lisa Jarrett’s interpretation of socio-structured 
environments influencing racial identity. 

The impetus for this exhibition was originally hatched 
at the height of the MeToo movement. As today’s 
climate of hyper-polarization and siloed media 
saturation can engender feelings of dislocation and 
alienation, there seems a greater urgency not only to 
recognize the role artists play in shared experience 
but the role women specifically play in social 
cohesion, environmental awareness and stewardship 
and the breaking of barriers. These artists are 
among today’s pioneers, interpreting universality 
through personal observation and inventing poetic, 
transcendent works inspiring greater, pluralistic 
understanding, connecting us to one another and to 
the world around us. 

•••••

Victoria Adams invents landscapes out of the 
American tradition of Thoreau and Emerson. As 
elegies to the past, she paints from a place of 
solastalgia, a nostalgia for the way nature has 
been all our lives, before we ever knew we were 
at risk of losing it.  Inspired by weather systems 
and hydrological features of place, she renders 
flickering light of sea and sun, of passing showers, 
distant shores and atmospheric patterns.  

Drie Chapek’s paintings are collisions of external 
and internal environments, imbued by the 
majestic forces of the natural world in her 
Pacific Northwest surroundings, reconciling the 
uprooting, dislocations of her childhood.  Starting 
with collage, she assembles mashups of imagery 
on paper. This becomes her reference study for 
the painting to come.  The result is a merging of 
compressed, disparate worlds surging together 
as dreamscapes often with reference to water as 
the salve. Chapek hikes the Cascade and Olympic 
mountains and cold plunges in the Puget Sound, 
keeping close to the natural sources that both 
humble and inspire her practice. 

Jaq Char tier ’s paintings explore the fugitive 
impermanence of matter through material  
interactions .   Early curiosity of grid-arranged 
b l e e d i n g  e d g e s  gave  way  to  b i o l o g i c a l 
re fe renc e s   when  she ,  and  the  nat ion ,  watche d 
th e  OJ  S i m p s o n  t r i a l ’s  p re s e nt a t i o n  o f 
D N A  a na l y s i s .  Inspired by the archetypical 
lozenge shapes of electrophoresis ,  she 
organizes drops of permanent and impermanent 
dyes and then records their degradation 
and sometimes ultimate disappearance as 
they are exposed to natural l ight . 

Susan Dory mines the subliminal forces of 
the subconscious, tapping sel f-knowledge 
and trust of intuit ion to guide her work . 
From childhood she was obsessed with color 
combinations and form, kindled by games of 
the era,  L ightbright and Spirograph. Her love of 
material  began when melting crayons on wax 

paper with an iron. Color became so central 
to her experience, she sometimes chided her 
mother for her choices of outf i ts .  A devoted 
meditator and yogi ,  Susan brings that focus 
and movement to her work .  She cites an early 
encounter with a John Chamberlain sculpture 
as the moment she real ized what was possible 
in the nonrepresentational genre.

Ann Gardner’s glass work is informed by the grey 
skies and big waters of her birthplace, Coos Bay, 
Oregon, and her current surroundings of the Puget 
Sound.   She spent her life trying to escape that  
grey, only to realize later her lifelong infatuation 
with it. Her glass work is minimal and decidedly 
reduced in saturation so that when combined in 
assembly, what’s created is interplay of light and 
shadow through transparent layers. Producing 
refined surface variation, the glass blowing process 
is alchemical, leaving much to chance. 

Emily Gherard’s work is tied to the physical labor 
of making, the reduction of subject matter, and the 
minimization of color. Achieving poetry through 
austerity, her work evokes both translucency and 
mass through often unexpected means of plaster, 
staples, exposed bracing, and intaglio inks. She 
creates formal reductions ranging from a ship’s hull 
to hunched figures through a steely and atmospheric 
palette that translates to quiet meditations.

Etsuko Ichikawa creates visual poetry through 
pyrograph drawings, glass, installation and 
video.  Her spiritual and aesthetic sensibilities are  
informed by her native home, Japan.  The Fukushima 
nuclear meltdown of 2011 prompted her to learn  
the vitri f ication technology which transforms  
radioactive waste into glass for ultimate disposal, 
bringing together her studies at Pilchuck Glass 
School and her love for both of her home countries.   

Lisa Jarrett’s sense of place was informed early by 
her mother’s hair salon. She sources her materials 
in inner city, black beauty supply stores where she 
finds a respite from environmental disjunctures 
relegating “ethnic” signifiers to a small corner of a 

Dale Chihuly
Bazinet Chandelier, 2003 

© 2024 Chihuly Studio / Artists Rights 
Society (ARS), New York
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shelf.  Through decontextualizing synthetic hair, 
Jarrett’s work symbolizes the power in being able 
to create one’s own space when society at large  
doesn’t often assign you that space.  Intrinsic in 
Jarrett’s work is time and process, about which she 
says “there are no short cuts” for fixing hair suitable 
for societal acceptance.   

Brenda Mallory was born in Oklahoma and is a 
citizen of the Cherokee Nation. She utilizes cloth, 
fibers, beeswax and found objects to convey ideas of 
disruption and repair in nature and human cultures. 
Joinery made of crude hardware implies tenuous 
connections and mends within these fragile systems, 
echoing childhood memories of her father working 
with latches, fittings and bailing wire. The use of 
beeswax also speaks to memories of her grandfather 
who was a beekeeper.

Julie Speidel’s sculptures and prints echo histories of 
Pacific Northwest indigenous tribes, Zen Buddhism, 
megalithic stone structures and twentieth century 
modernism.  Her stacked forms in both media hold 
traces of totemic figuration.  Julie’s early European 
boarding school days informed her lifelong passion 
for travel and study of ancient cultures.  Through her 
work, she expresses her intimate connection to the 
natural world, fostering broader understanding of 
people and place. 

Katy Stone remembers the green shag carpet in 
her childhood bedroom and the color drenched 
woods behind her house where she would free-
play, inventing a game she called “moss factory.” In 
fourth grade, alone outside near those woods, she 
first had the feeling that seeded her pursuits as an 
artist. In her work, she uses materials that can be 
seen as common and mundane but also precious 
or even fancy. Inspired by the relationship between 
depth and surface, permeability and transience,  
her pursuit is to create installations accessing a  
sense of awe in the sublime.

Marie Watt is a member of the Turtle Clan of the 
Seneca Nation of Indians, and also has German-
Scot ancestry. Her interdisciplinary work draws  
f r o m  h i s t o r y ,  b i o g r a p h y,  H a u d e n o s a u n e e 
protofeminism, and Indigenous teachings; in it,  
she explores the intersection of history, community, 
and storytelling. Through collaborative actions, she 
instigates multigenerational and cross-disciplinary 
conversations that might create a lens and 
conversation for understanding connectedness to 
place, one another, and the universe. 

Susan Zoccola developed an early curiosity for 
science and the natural world. Her sculptures 
and public installations are often inspired by 
the beautiful similarities between patterns in 
nature; branches, neurons, mycelial networks - all 
indicating points of connection. These patterns  
limn the innumerable divisions by which living 
things survive, demonstrating how the endless 
branching that we can see becomes an endless 
branching of what we cannot. To her, materials, 
form and process are an interdependent dance 
in the creation of work existing at the junction 
between physical and interior worlds, where forms 
store delicate memories of their own. 

As a native Pacific Northwesterner, I am honored 
to assemble this exhibition of fellow artists I 
consider colleagues, friends and peers. Many 
thanks to the artists, to Martha Lee and Russo 
Lee Gallery, Jessica Shea and Winston Wächter 
Fine Art, Judith Rinehart and J Rinehart Gallery, 
Greg Kucera Gallery, Sean Horton and Marc Straus 
Gallery, Gail Severn and Gail Severn Gallery, John 
Braseth and Woodside Braseth Gallery, and Lori 
Uddenberg. Thanks to the Bo Bartlett Center for 
hosting the show, director Michael McFalls, staff 
and interns. Thank you to the generous donors who 
made this exhibition possible. Thanks also to copy 
editors Anna Flournoy and Cathy Fussell and to Bo 
Bartlett who was my sounding board throughout 
the formation of this exhibition.   

Special thanks to American art historian, curator 
and researcher Patricia Junker, whose book 
“Modernism in the Pacific Northwest”, as well as 
hours of discussion, provided much of the essay’s 
midcentury history. 

					         - Betsy Eby

Curator’s note:

Albert Bierstadt 
Mountain Scene 
1880–1890, Oil on paper, 14 3/4 x 21 in. (37.5 x 53.3 cm). 
The Metropolitan Museum of Art, New York.  
Gift of Mrs. J. Augustus Barnard, 1979. Accession 
Number: 1979.490.2. Creative Commons License: CC0 
1.0 Universal (CC0 1.0) Public Domain Dedication

George Catlin 
Buffalo Bulls Fighting in Running Season, Upper Missouri
1837-1839,  Oil on canvas, 24 x 29 in. (60.9 x 73.7 cm). 
Smithsonian American Art Museum,  
Gift of Mrs. Joseph Harrison, Jr., 1985.66.424
Creative Commons License: CC0 1.0 Universal  
(CC0 1.0) Public Domain Dedication

Dale Chihuly 
Bazinet Chandelier
2003, 10 x 5 x 5 in.
© 2024 Chihuly Studio / Artists Rights Society 
(ARS), New York

Mark Tobey 
Shadow Spirits of the Forest 
1961, Tempera on paper, 19 x 24 in. (48.4 x 63.2 cm). 
Photo: Walter Klein
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A lot of my work is about the feeling of transience 
and impermanence that I sometimes glimpse 
under the surface of the day. Curiosity helps me 
embrace that feeling and find beauty there. I 
love collecting intriguing scientific images from 
chromatography and DNA gel electrophoresis, 
as well as things seen under the microscope and 
under the sea. Science keeps me inspired by the 
wondrous. Like a scientist, I call my paintings tests 
because I am following real questions and running 
real experiments, setting the stage for materials to 
interact and revealing hidden chemistries. 

I like to set up tension between a minimal, stripped-
down aesthetic and effusive lush color—a type of 
color that suggests something outside of our ordinary, 
everyday world; beautiful but also sort of bizarre, 
inflamed, suggestive of energies that we cannot see. 
Instead of paint, I use my own custom formulas of 
saturated inks, stains and dyes. These mediums can 
do things paint cannot do, such as bleed and migrate 
through other layers of paint, or change color, or even 
completely disappear. 

Like most painters I have studied archival materials 
and proper painting techniques. My earliest light 
tests were a way of sorting out fugitive colors from 
those that are lightfast. But over time I have found 
myself attracted to the additional layer of complexity 
that such changes suggest and to the feeling  
of impermanence.

In my SunTests series, I am looking closely at these 
fragile colors. I design some formulas to shift in hue 
(such as green-to-pink), while others completely 
disappear leaving no trace behind. I make small 
paintings using these light sensitive colors and 
expose them to sunlight in my studio windows, 
documenting the changes with a scanner over many 
weeks and months. Each digital image is essentially 
a still frame in a time-lapse movie, capturing the 
fleeting moments as the physical images evolve and 
dissolve. At the end of the process, the paintings no 
longer exist except as ghosts of their former selves. 
The final artworks are limited edition archival prints 
on aluminum or on paper—permanent records of 
transient moments.

SunTest #11 (Day 2, 14, 17, 74) started as a 10 x 10 inch 
“matrix” painting made with six different purple/
blue-ish color formulas. I designed one formula to 
be highly fugitive, wanting it to completely disappear 
eventually. The other five formulas shift in color but 
don’t disappear. The vertical bands include areas 
that I temporarily masked during the process to 
show the differences between the original colors  
and how sunlight was changing the piece. I scanned 
the painting on a flatbed scanner a number of times 
while it was evolving. The final artworks are limited 
edition archival dye sublimation prints on aluminum.  
The title of each panel (Day 2, 14, 17, 74) refers to 
the number of days the original painting had been 
exposed to light on the day each image was captured.

JAQ 
CHARTIER

SunTest #11 (Day 2, 14, 17, 74), 2023
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EXHIBITION 
CHECKLIST

Victoria Adams

Drie Chapek

Clear Blue, 2016, Oil on linen, 38 x 45 in

Long Tide, 2016, Oil and wax on linen, 36 x 36 in

GROUNDED, 2019, Oil on canvas, 52 x 48 in

INSIDE OUT, 2020, Oil and acrylic on canvas, 60 x 65 in

Portrait by Ric Peterson 
Courtesy of the artist and Gail Severn Gallery, Ketchum, ID

Portrait Brandon Bondehagen 
Courtesy of the artist and Greg Kucera Gallery, Seattle, WA

Jaq Chartier

Susan Dory

Soul Arch, 2023, Acrylic on canvas over panel, 50 x 42 in

Field Study, 2024, Acrylic on canvas over panel 60 x 52 in

SunTest #11 (Day 2, 14, 17, 74), 2023, Time-based image 
capture, dye sublimation on aluminum, 74 x 74 in

Courtesy of the artist and J. Rinehart Gallery, Seattle, WA

Courtesy of the artist and Winston Wächter Fine Art, Seattle, WA

Betsy Eby

Astral, 2024, Hot wax and oil on panel,  60 x 60 in

Quantum, 2024, Hot wax and oil on panel, 60 x 60 in

Ann Gardner

Moon, 2023, Blown glass, 96 x 44 x 30 in

Courtesy of the artist and Winston Wächter Fine Art, New York, NY  
and Winston Wächter Fine Art, Seattle, WA

Courtesy of the artist and Winston Wächter Fine Art, Seattle, WA
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Emily Gherard

Precious and Vulnerable, 2020, Intaglio and monoprint on 
plaster with cedar wood frame, 72 x 132 x 4.5 in

Etsuko Ichikawa

Echo at Satsop, 2013, video

Photos of artwork by Zocalo Studios, Portrait Meggan Joy 
Courtesy of the artist and J. Rinehart Gallery, Seattle, WA

Lisa Jarrett

Brenda Mallory

Migration Studies (No. 14, prototype), 2020, Mixed media, hair 
nets, acrylics, insect pins, plexi, and tracing paper, 84 x 120 in

Drivebelt #3, 2017, Rubber drivebelts, felt, paint on wood 
panel, 21 x 14 in

Portrait by Sam Gehrke 
Courtesy of the artist and Russo Lee Gallery, Portland, OR

Photos of artwork by Dan Kvitka 
Courtesy of the artist and Russo Lee Gallery, Portland, OR

Katy Stone

Julie Speidel
Raheen, 2020, Hand rubbed oil on Japanese paper, 78.5 x 35.2 x 2 in

Dromod, 2020, Hand rubbed oil on Japanese paper, 78.5 x 35.2 x 2 in

Udleire, 2014, Bronze, 20 x 20 x 6 in

Ray, 2016, Acrylic on Duralar, thread, and pins, 144 x 312 x 36 in

Courtesy of the artist and J. Rinehart Gallery, Seattle, WA

Susan Zoccola

Marie Watt
Sky Dances Light (Forest) XVII, 2023-24, Tin jingles, polyester twill 
tape, polyester mesh, and steel (MWAT.009.2024), 132 x 60 x 48 in
Sky Dances Light (Chorus) XX, 2023-24, Tin jingles, polyester twill 
tape, polyester mesh, and steel (MWAT.012.2024), 60 x 48 x 48 in

CAMPERDOWN 1, 2024, Camperdown elm and stainless 
steel cable, 48 x 48 x 48 in

Courtesy of the artist

Photos of artwork by Sean Frego, Portrait by Lisa Kuhnlein 
Courtesy of the artist and Winston Wächter Fine Art, Seattle, WA

Courtesy of the artist, private collector and Winston Wächter Fine Art, Seattle, WA

Photos of artwork by Kevin McConnell, Portrait by Kevin McConnell 
Courtesy of the artist and Marc Straus Gallery, New York, NY
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The Bo Bartlett Center is a multidisciplinary art  
space located on the Columbus State University 
campus in  downtown Columbus ,  Georgia .  
Spanning 18,425 square feet, this former textile 
warehouse was transformed into a gallery space  
by AIA award-winning architect Tom Kundig 
and opened to the public in 2018. The center 
functions as both a gallery and an experimental 
arts incubator. Based on the belief that art can 
change lives, the center embraces a dual mission: 
to reach students and community through art 
programs that encourage participation from diverse 
voices, and to engage in collaboration with 
other institutions to present innovative exhibitions, 
publications, and interdisciplinary events.

At the heart of the center is the Scarborough  
Collection, featuring 14 monumental paintings 
by Columbus native Bo Bartlett . Along with 

these paintings, the center maintains Bartlett ’s 
comprehensive archive of records, writings, 
photographs, and sketchbooks that document his 
artistic process.

The Bo Bartlett Center is a unique cultural  
arts institution that serves both the students of  
Columbus State University and the surrounding 
communities.

ABOUT THE BO BARTLETT CENTER

Sue Anne, Karin, and Champ Baker III 

Bettye and Cecil Cheves

Suzanne and Joel Fine

Anna and Jake Flournoy

Chris and Ken Henson 

Sandy and Otis Scarborough 

Gloria and Ken Sexton

Dina Woodruff and the Illges House

Rex Whiddon, Sr. Associate VP of Leadership 
Philanthropy and Strategic Initiatives 

Michael McFalls, Director

Betsy Eby, Curator

Julie Umberger, Gallery Coordinator 

Elijah Schmidt, Gallery Assistant 

Shu Lin (Serena) Zheng, Graphic Designer 

Sponsors: Staff: 
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NFTs — those magical beans that can supposedly transform the dross of digital artwork into 
strands of gold — may also have the power to turn a social network into a platform for creative 
people to make creative income.  
 
The basic economics of social media are not hard to understand.  
 
Social media companies make the bulk of their money by selling ads to online advertisers.  
 
Advertisers pay for their ads to appear on platforms that have large audiences.  
 
Audiences are drawn to platforms where users post interesting, engaging, attention-grabbing 
content. 
 
The creators of that content — the photographers and artists who post to Instagram, the 
journalists and writers who link their work to tweets, the dancers and choreographers who 
entertain on TikTok — are largely uncompensated for what they create. 
 
And while the content creators get the psychological capital of likes and follows, it is Instagram, 
Twitter and TikTok that get the money.  
 
It is a great system for large social-media companies, but if one cares about the creators, it is a 
problem. 
 
Katie Geminder — it rhymes with reminder — has she appeared in many important moments of 



tech history. 
 
Between 1999 and 2012, she worked in succession at Amazon, Apple, Facebook, MySpace and 
Zynga. 
 
Her LinkedIn profile says that she has spent most 
of her career in user design and experience, 
though that doesn’t cover all her roles. She says 
she works in the “sweet spot between qualitative 
and quantitative.” 
 
“I’m an empath, so I feel,” Geminder says. “I can 
put myself in someone else’s shoes and experience 
a product, and I think that’s where my mojo 
comes from.”  
 
Though she doesn’t consider herself a techie — 
she says she’s “numbers dyslexic” — a search on 
the website Justia returns her name on a series of 
patents beginning in 2006; in each, she is listed 
as one of the inventors, along with Mark 
Zuckerberg and a handful of others. 
 
“One of the things I’m good at is being a 
translator and taking complex ideas and distilling 
them down so that anyone in the company can 
understand it,” she says. 
 
That’s a key skill in the emerging world of NFTs 
where Cent.co, the San Francisco startup that 
Geminder co-founded, is making its mark.  
 
“There’s a big froth around NFTs and crypto 
and blockchain,” Geminder says. “My personal 
opinion is it all gets munged together in a way 
that is not helpful.” 
 
The different components have to be separated 
and understood individually before the combination makes sense.  
 
“I had to do that for myself,” she says, “before I actually pushed my chips all in.” 
 
Over the last several months, the public has been inundated with stories about digital artists 
scoring head-scratchingly large paydays by selling NFTs to buyers besot with auction fever, 
though what is being sold and why someone might want to buy one have been harder to 
understand. 
 
One reason is that when people explain NFTs, they are forced to use analogies to the workings of 
the tangible world. But analogies only go so far; NFTs and their cousins, cryptocurrencies and 
blockchain, are creatures of the digital world, intangible by nature and endowed with 
characteristics not always found in our tangible, physical space. 
 
In some ways, blockchain is the easiest one to explain. When people talk of blockchain they are 
generally referring to a “public” computer program that runs on computers all over the world. 

Cent.co co-founder Katie Geminder visited the Global 
Seed Vault in Svalbard, Norway, in early 2020. The 
vault, which preserves duplicates from seed banks 
around the world, is easy to spot, thanks to Dyveke 
Sanne’s illuminated artwork, “Perpetual Repercussion.” 
(Photo courtesy Guy Veysey)

https://www.justia.com/
https://www.cent.co/


No single user or company or organization controls the program. Instead, a decentralized 
community of computers constantly attends to the chain, processing and verifying transactions. 
 
A new “block” of computer code can be added to the chain, but only at the end of the program.  
 
In order to add a new block, some number of the computers on the decentralized network have 
to process the code and validate and confirm its integrity. Those computers — or those who own 
those computers — are often called miners, and they get paid for their work. 
 
How are miners paid? When the blockchain was created, the issuance of intangible units of 
value referred to as tokens or coins were programmed into the chain, and those tokens or coins 
are referred to as a cryptocurrency. 

“I don’t think anybody can look at you with a straight face and 
tell you they know how exactly this is going to play out over the 

longer term.”

TEDDY FUSARO, PRESIDENT OF BITWISE ASSET MANAGEMENT

 
The blockchain that was used to create the first cryptocurrency — Bitcoin — was designed solely 
to create a decentralized system of currency that would be a store of value and would operate 
independently from the centralized currencies of the world — the dollar, the euro, the renminbi 
— that are generically referred to as “fiat.” 
 
But a blockchain need not be used solely to create and support a currency. Other public 
blockchains were built to do many things, and this has created a foundation for a new 
decentralized type of worldwide computing network.  
 
Ethereum, like Bitcoin, is a decentralized public blockchain. Ethereum was designed to facilitate 
“smart contracts” that allow transactions to occur automatically when a specific set of 
predefined conditions occur, as long as the required number of computers maintaining the 
network reach consensus that the conditions have been satisfied. 
 
Thus, instead of a single network owner authorizing a transaction, it occurs simply as a result of 
the predetermined conditions being fulfilled. This functionality allows Ethereum to be used for 
purposes far beyond supporting a currency.  
 
But that is not to say that there is no currency on the Ethereum blockchain. Computers on the 
Ethereum network still need to be incentivized to process transactions, and on the Ethereum 
chain, that incentive is the opportunity to earn Ether — the native coin of the Ethereum 
blockchain. 
 
Crypto coins are intangibles, but it should be no surprise that intangible coins can have value as 
measured in fiat. The miles that frequent flyers earn by flying or the points that frequent 
shoppers accumulate by using their credit cards — are each digital currencies of a sort — and 
they can be exchanged or traded or used to buy tangible items.  
 
Just before COVID-19 locked the world down, Geminder took two trips. First, she went to 



Svalbard, far in the northern reaches of Norway, about as close as you can get to the North Pole 
without joining an expedition.  
 
During the six days she spent there, Svalbard was dark for 24 hours a day. It wasn’t intentional 
— Geminder concedes there were some failures of due diligence in the planning stage — but it 
had an important result of forcing her to spend a week in darkness. 
 
“I think that weird pattern-interrupt absolutely reprogrammed my brain,” she says.  
 
Not long after, she traveled to South Africa — where she was held up at gunpoint in a camera 
store — before jumping off on a trip to see mountain gorillas in the wilds of Uganda.  
 
Perhaps conditioned by the days in Norway’s darkness and the “weird, weird” encounter in 
South Africa, some of the things that she saw in Uganda hit her in a deep and emotional way. 

Katie Geminder, co-founder of Cent.co, tours Queen Elizabeth National Park in Uganda in March 2020. (Photo 
courtesy Athol Moult) 

Hiking in the backcountry, she saw local craftsmen and women creating carvings and renderings 
of exquisite quality, but being paid pennies for their work. She saw an entire country where 
people were conducting all of their affairs on their cell phones. No one used cash; money moved 
back and forth exclusively on a digital platform.  
 
She returned to the States on March 13, 2020, just as the full force of the pandemic was bearing 
down on the Bay Area. She quickly saw its powerful, destructive force unleashed in her home 
community. 
 
As the pandemic blanketed the area, she saw creative people stepping to the forefront to do 
things for others — making masks, delivering food, caring for the most vulnerable — but all of 
the creatives she knew — artists, musicians, photographers — had been supporting their creative 
passions by working in restaurants and coffee shops and bars and galleries. And now all those 
jobs were shut down. 
 
“Everything just swirled into focus for me.” She had an epiphany. 



Creative people needed a platform where they could support themselves through their creative 
work.  
 
NFT stands for “non-fungible token” and, in that respect, it is fundamentally distinct from the 
tokens that are cryptocurrency. Coins are designed to be fully fungible.  
 
Non-fungibility is an NFT’s superpower. Each token has a single unique identifier that — once 
connected to a digital asset — creates something that didn’t heretofore exist in the digital world. 
 
Because digital assets were infinitely duplicable, and each duplicated copy was an exact replica 
of the one from which it sprang, digital assets were all the same. 
 
A digital recording of Bob Dylan’s “Positively 4th Street” and a digital copy of that recording 
were but two manifestations of the same thing, neither with greater dignity than the other. And 
the owner, absent copyright limitations, could create an infinite number of exact duplicates, 
meaning that the value that scarcity adds to an asset did not attach to digital assets. 
 
With NFTs, that proposition has changed. 
 
Before she left on her travels, Geminder had been advising a San Francisco company called 
Cent. Cent began in 2017 as a social network for digital artists to share their work and a place 
fans could follow and support that work. 
 
Cent was experimenting with ways that the artists could monetize their work. 
 
The company’s co-founder, Cameron Hejazi, described Cent’s initial idea as building a new 
social network on which all “the actions that you do on a social network, like posting, replying, 
liking, retweeting … [would be] all incentivized so that when a user took a particular action in 
some way, there was financial value bundled with that action.” 
 
Then Geminder and Hejazi considered if there was a way you could monetize work already 
posted to an existing social network. 

“There’s a younger generation that [doesn’t] even go into 
galleries. They don’t care about the physical object.”

JAQ CHARTIER, ARTIST 

That led to an improbable-seeming hypothesis: There might be a market for people to buy and 
sell tweets, if the tweets were turned into NFTs. 
 
They imagined that buying a tweet would be like getting an autographed baseball card. The NFT 
would contain an immutable digital receipt that showed who was the one unique owner of that 
tweet.  
 
Like a baseball card, the NFT could be traded or sold or held forever as a precious collectible. 
 
To test the idea, Cent lashed together an app called Valuables that sat on top of the Cent network 



and allowed users to buy and sell tweets.  
 
Valuables went live in December of 2020.  
 
At the beginning, it was all an experiment. Their conjecture was that a fan would “collect” the 
work of a favored creator by offering to buy a tweet. The app allowed competitive bidding, so 
there was the possibility of multiple bids for a tweet. If an offer was accepted, the tweet would be 
“minted” into an NFT, and the blockchain would then hold an immutable digital receipt that 
showed that the buyer was the one unique owner of that tweet. 

Here’s a screenshot of a tweet that has been minted into an NFT on the Valuables platform. In the upper right corner 
is the text of the tweet. In the upper left is the unique identifier of the NFT, and below is the information included with 

the NFT. (Photo courtesy Cent.co)

Other people could still access the tweet on Twitter, but only one person owned the original 
tweet. It was like having the first edition of a book; the book was the same as the book in every 
other edition, but more valuable because no more first editions could be created.  
 
The concept seemed to work. People were using Valuables. They were actually bidding for 
tweets. Ether — the unit of payment on Valuables — was changing hands. Not lots of money, but 
proof of concept. 
 
Then something transformative happened.  
 
Someone on Valuables offered to buy the first tweet that Jack Dorsey, the founder of Twitter, 
ever tweeted: the March 21, 2006, tweet that said, “just setting up my twttr.” 
 
Multiple users lobbed in bids. The price escalated. 
 
Dorsey closed the auction by accepting an offer of $2.9 million in March of 2021, almost exactly 
15 years from his tweet’s initial posting.  
 
It was a big deal for the startup. 



Geminder says, “my head exploded.” The best part was that it didn’t happen because Cent 
pitched the idea to Dorsey. It just happened organically. 
 
And the icing on the cake was that Dorsey donated the proceeds of sale to COVID-19 victims in 
Africa. 
 
Cent created the future rules and terms for the sale for NFTs on its platform. On the first sale, 
Cent retains 5%, and the creator takes 95%. On a subsequent sale, Cent gets 2.5%, the original 
creator gets 10% and the seller gets 87.5%. If over the years a tweet is sold and resold a dozen 
times, the creator will keep getting 10% of each sale price, a continuing royalty.  
 
The Twitter application is just one area of experimentation. Cent is raising funds to create 
additional apps to allow creators on other platforms to monetize their work by minting them as 
NFTs. Hejazi thinks of it as a way to give creators the tools — whatever platform they are 
working on — “to be able to unlock the value through NFTs.” 
 
The blockchain is flexible; any digital work of art — a song, a story, a drawing, a video — can be 
minted into an NFT and made available for sale and purchase. 
 
NFTs make digital assets collectable. Put differently, from an investor perspective, NFTs are a 
new class of assets.  
 
Teddy Fusaro is the president of San Francisco-based Bitwise Asset Management, a “specialist 
cryptocurrency asset management firm” that serves as an asset manager for cryptocurrencies.  
 
Bitwise creates and manages funds that invest in cryptocurrencies. Its investors are “accredited 
investors” — pension funds, trusts, high rollers, family offices — that want to get in on the 
potentially lucrative world of cryptocurrencies. 

“If we get our flywheel going and then other businesses [that] are 
creators are on our platform and get their own flywheels going, 

then we can change people’s lives all over the world.”

KATIE GEMINDER, CO-FOUNDER OF CENT.CO 

Bitwise makes it relatively easy for investors who are not comfortable with the arcane ecosystem 
to participate. Bitwise handles the technical work of managing the digital assets for the funds 
and investors. 
 
“Our investors don’t tend to be the 25-year-old whiz kid who’s good at figuring out how to invest 
in crypto on an app,” Fusaro says. “It tends to be a more experienced investor or a financial 
adviser or an institution that wants to get some exposure to this emerging asset class, but they’re 
not going to download an app from the App Store and wire money into it to figure out how to 
hold Bitcoin.” 
 
Fusaro jokes that Bitwise is an “education company” with asset management added on because 
“anything that pops up in this crypto economy just requires so much education to those who are 
coming into it for the first time. And there’s always something new.” 

https://www.bitwiseinvestments.com/


According to Fusaro, Bitwise is one of the largest players in the space. So far Bitwise doesn’t 
invest in NFTs but he is fielding a lot of questions from investors about them.  
 
Non-fungibility makes NFTs very different from investing in crypto. Each NFT is different, and 
so each one has to be analyzed individually to understand what a buyer gets. Many of the 
parameters haven’t been fully worked out. “We work within a very old regulatory framework 
that needs to evolve,” Fusaro says. 
 
“It’s clear that the old rules aren’t good enough to handle how fast the Internet is changing 
things,” he continues. “I don’t think anybody can look at you with a straight face and tell you 
they know how exactly this is going to play out over the longer term.” 
 
Adeniyi Abiodun is a software engineer who’s been in the crypto space for nearly 10 years. Like 
Geminder and Hejazi, he is a believer in NFTs as a new and intuitive way that content creators 
can interact with their fans. If a creator has a thousand solid fans, he thinks they “can really keep 
a living as a creator.” 
 
Creators could end-run publishing companies and other “middlemen” by creating content that is 
exclusively owned and can be marketed to fans directly. 
 
He finds the possibilities in this new world amazing. Fans or collectors can invest in a work, and 
“as I grow as an artist, they almost get an equity position in how I do.” 

Seattle-based artist Jaq Chartier, who currently has a physical show at San Francisco’s Dolby Chadwick Gallery, 
plans to sell a video, “SunTest #8 (Time-Lapse),” as an NFT in three editions. (Photo courtesy Jordan Steward/Vulcan 

Inc.)

Jaq Chartier is a Seattle-based painter who shows her work at a gallery in San Francisco, as well 
as other places. She is in her 50s and came up creating tangible works of art. But NFTs caught 
her attention, and now she has minted one and is putting it up for sale. 

https://jaqbox.com/


Chartier describes her body of work as “old-school modernist abstract painting,” but she says 
they “are also experiments.” 
 
Because she often works with materials that are not “orthodox,” she runs tests to measure the 
fastness of the stain or dye she is working with to see how it fades over time. From the testing, 
she has accumulated inks and dyes and stains that she doesn’t use in her paintings because they 
will fade and ultimately disappear. 
 
A few years ago, she began to experiment with documenting the changes in an artwork as the ink 
faded. 
 
As she worked in the area, Chartier realized that if she periodically scanned an image she could 
record how it changed over time. And if she strung the scanned images together, she could 
create a time-lapse of the initial work as it changed. 
 
At first, her idea was to create a video that would illustrate the way that the work changed, and 
the video could be shown at one of her shows. 
 
Then she heard about NFTs — there was a lot of publicity about artists selling NFTs, particularly 
after the digital artist Beeple’s $69 million sale of an NFT containing his work — and she 
wondered if she could mint the time-lapse on blockchain. 
 
She decided to figure out how to do it.  
 
Chartier succeeded in creating a piece called “SunTest #8 (Time-Lapse),” timed to coincide 
with an exhibition of her tangible art at the Dolby Chadwick Gallery in San Francisco, which 
runs through May 29. 
 
She plans to sell “SunTest #8 (Time-Lapse)” as an NFT in three editions. As an experiment, 
when the gallery exhibition opened in early May, Chartier offered the first edition for sale on one 
of the new platforms that showcase NFTs. There was interest, though it didn’t sell right away. 

https://www.beeple-crap.com/
http://www.dolbychadwickgallery.com/exhibitions/current


Jaq Chartier’s “SunTest #8 (Day 1, 5, 11, 31)” shows images of the same painting at four different times to illustrate 
how the inks and dyes she used almost disappeared. This piece is a work of tangible art currently displayed in her 
show at Dolby Chadwick Gallery. She also used these images in “SunTest #8 (Time-Lapse),” which she minted into 

an NFT. (Photo courtesy Jaq Chartier) 

She isn’t discouraged. The platform wasn’t well-curated (a user could only search for the broad 
category “art”), and that made it incumbent on her to get the word out. She expects that will 
change as the market matures. 
 
Chartier thinks of NFT sales as a way to expand the reach of her work. “There’s a younger 
generation that [doesn’t] even go into galleries,” she says. “They don’t care about the physical 
object.” 
 
Chartier sees NFTs as a positive thing for “artists who are completely digital and who don’t 
really have gallery connections. I think it’s an interesting way for them to finally have an 
audience and be able to get paid something from their work.” 
 
She thinks the “crazy hype” that has followed the multimillion-dollar sales of NFTs will “settle 
into just being another way of artists making work and getting it out there.” 
 
Cent’s first promise to its community is “You have full control over the monetization and 
distribution of content you create, social actions you take and relationships you form with 
people online.” 
 
Geminder says “our whole thing is we’re never going to have ads on Cent.” She says she doesn’t 
think that selling advertising is inherently bad, but it “makes companies make the wrong 
decision on behalf of the user.” 
 
She says that with Cent, she has found her mission in life. She has worked at many companies 
but never thought their missions were hers. “After 20 years, this one feels deeply personal,” she 



says. 
 
The Renaissance came out of the plague, and out of COVID-19, Geminder thinks that 
“something is going to rise like a phoenix.” She wants that to be a community of creators who 
make a creative income, and she intends to make that happen. 
 
“If we get our flywheel going and then other businesses [that] are creators are on our platform 
and get their own flywheels going, then we can change people’s lives all over the world,” she 
says. 
 
She knows that it is a massive lift and won’t be done by Cent alone. 
 
“I feel weird saying it, but in the core of my being, I believe it,” Geminder says. “I know it can 
happen.” 
 
* Joe Dworetzky is a second career journalist reporting for the Bay City News Foundation and 
Local News Matters after a 35-year career as a lawyer in Philadelphia. He can be reached 
at joe.dworetzky@baycitynews.com. 

mailto:joe.dworetzky@baycitynews.com





David M. Roth on Jaq Chartier 
MAY 17, 2021 
by David M. Roth

SunTest #16 (Day 9 & 131), 2020 | Edition of 3 | Time-based image capture; dye sublimation on aluminum | 42 x 68 

inches

Jaq Chartier has built an enviable career navigating the gulf between the temporal and the 
permanent.  Employing scientific rigor and visual pleasure-seeking in roughly equal measure, 
the artist hit her stride in the late 1990s with a series called Testing — experiments, essentially, 
in which she measured the stability of water-soluble inks, dyes and stains.  Those deemed 
archival wound up on wood panels as daubs, dashes, circles and fuzzy stains that resembled 
luminescent bacteria growing in petri dishes.  Colors that exhibited too much volatility got 
shelved, along with all the pertinent research data. 
 
Recently, the Seattle artist reversed course by revisiting the “fugitive” colors she previously set 
aside.   She blended them with “light-fast/permanent” colors to create hybrid formulations which, 
when committed to panels and subjected to light, deteriorated at different speeds, producing 
hues she couldn’t anticipate.  By scanning the results at intervals ranging from hours to months 
and digitally enlarging them well beyond their original notebook-sized dimensions, the artist 
creates lasting records of the precise changes each group of stains undergoes.  The 
supersaturated (and sometimes very faded) results on view in Under the Sun, her current 
exhibition at Dolby Chadwick Gallery, rank among the most exciting retinal experiences this side 
of James Turrell.   



Day 1 and Day 10 (Blues), 2021, time-based image capture, dye sublimation on aluminum, 50 x 50 inches

Rendered as dye-sublimation prints on aluminum panels and displayed side-by-side, these 
time-based, editioned works are composed of loose grids that change over time in ways familiar 
and surprising.  Reds, for example, fade pretty much as you’d expect, whereas blues and 
purples – depending on what colors the artist adds — break apart and blend to create still other 
colors.  Sometimes they combine to form recognizable shapes, like the Saturn-esque rings seen 
in SunTest #9, a four-panel work that encompasses deteriorating stains recorded at intervals 
spanning 25 days. 
 
Overall, Chartier’s work resists, but never entirely defeats, the impulse to free associate.  
Nevertheless, the artist strives for – and mostly achieves — the constructivist goal of non-
objectivity: an art free of real-world referents.  In so doing, her works invite us to contemplate 
the core structure of color rather than, say, the relationships between colors as Joseph Albers’ 
paintings do.  The process exhibits a unique dialectical character.  
 
It begins with an overall chromatic impression registered by whatever colors dominate a 
particular grouping.  Next come macro views where the eye leaps back and forth between early 
and late-stage images, charting not only color shifts but certain artifacts that become visible en 
route.  The latter range from fiery penumbral rings to plaid columns to diffuse clouds – things 
that would not be visible had the artist not used a scanner to freeze and magnify the “action.” 
 In Day 1 and Day 10 (Blues), for example, banana-shaped stains enlarged well beyond their 
original size show pigment shattering into discernable



SunTest #10 (Day 1 & 38), 2020, time-based image capture, dye sublimation on aluminum metal print 20 x 34 
inches

“islands.” Mostly what we experience, though, is the intensity of the colors. The strongest 
examples are SunTest #16, a retina-tingling display dominated by reds that, over 131 days, 
morph into both lighter and darker hues, and SunTest #10.  In the latter, columns of blurry 
circles appear to be flying toward you at high speed — an effect I can only liken to a dolly zoom 
shot of a paintball fight.  
  
Chartier explained she has no scientific training beyond what she learned working a freelance 
gig with Golden Artist Colors.  There, she undertook an “in-depth study of acrylic archival 
painting practices” to give lecture demonstrations that translated a lot of technical information 
“into language artists could understand and put to practical use.”  To illustrate, she created “mini 
paintings” that demonstrated the behavior of various paints. “I was endlessly curious about all 
the materials for my students as well as for myself and made lots of extra mini-tests to answer 
my own questions. At the same time, I was groping around in my studio, painting grid-based 
organic abstractions and gathering sciency images of stuff like DNA electrophoresis. At some 
point, all of these things merged in my mind and I started seeing the mini-tests as actual 
paintings. My mantra became: ‘The real painting is the one that isn’t a painting’ — which really 
opened things up.”

#  #  #

Jaq Chartier: “Under the Sun” @ Dolby Chadwick Gallery through May 29, 2021.

About the author: 
David M. Roth is the editor and publisher of Squarecylinder. 

http://www.dolbychadwickgallery.com/


The Scientific and Creative Process of Artist Jaq
artworkarchive.com/blog/the-scientific-and-creative-process-of-artist-jaq-chartier

Jaq Chartier's work on display at Robischon Gallery. 

For artist Jaq Chartier, art was always what she loved
doing as opposed to what was practical.
But, that didn’t stop her from pursuing the arts. It made her even more determined to make it work. 

Jaq Chartier's painting practice has landed her work in the collections of  Microsoft, The Allen Institute, the Progressive Art Collection,
Charles Schwab, as well as on the show, "Billions". She also co-hosted the art fair Aqua Art Miami concurrent with Art Basel. 

Chartier's paintings are a cross between scientific and creative processes, found through continually testing of materials and
experimentation.

Inspired in part by images of DNA gel electrophoresis, Chartier explores the interaction of different materials like spray paint, mediums
and gessos. The result is a spectrum of resembles small, colorful Petri dishes arranged in a grid of saturated, bold lines—another
reference to the XY coordinates of a DNA gel electrophoresis readout. 

We caught up with her to talk about how she got started, how she got to where she is now, and what she discovered along the way about
her creative process while building an art career. 

How did you get started in the arts? Did you have
someone to encourage your path?
My mom was a single parent, my parents got divorced when we were pretty young. She had always wanted to be an artist herself, but had
been thwarted by her parents who sent her to business school; art school wasn’t practical. She went to school near RISD and was always
wistful about it, so when I showed interest, she was encouraging.

In eighth grade, they moved the town library into a boring brick building. They had a contest for someone to do a commemorative
painting of the library, and there was a $100 scholarship attached. And I decided to do it, but it was kind of last minute. So my mom let me
take three days off of school to do this painting—which was a pretty big deal because I was a good student and school was really
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important to my mom. 

So there was a message in there that this was important, more important than even going to school. And then I won the contest, and
there was the $100 scholarship attached—which meant I had to go to art school to redeem it. So it set me on this path that this is what I
was going to do. It gave me a great foundation, one you don’t normally get in a small town.
 

She took it really seriously. She knew what it was like to have that passion crushed in
her.

When I showed interest, she didn’t do anything at all to discourage me. She almost
overcompensated and encouraged me more than probably most parents would have. 

We were poor, and the idea of going to art school was kind of dumb in a way, not the practical choice to make a living. But there was
nobody in my family who had gone to college before me, so no one was trying to talk me out of it. If they had, someone might have been
saying go to law school or go to med school. I mean, I could have, I had the grades. But art was given this supreme importance by my
mom. It made it easier to go with the flow of that because that’s what I loved doing as opposed to what was practical.

How did you decide to turn this passion into a career that
supports you?
Making a living has never been an easy thing, it’s taken a long time. If it was about making a living, this is not the path I would have
chosen. I’m doing better now, but for many years I didn’t.

As soon as I decided to be a painter, I decided I didn’t want student loans. 

I didn’t want student loans because immediately I was thinking this is not a way I’m going to make money—so I don’t want student loans to
force me into getting a real job to pay back the loans. And so at that point, it was stripping things down into ‘what’s the simplest lifestyle so
you can actually be a painter'?
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Jaq Chartier, 7 Lanes Blues

Your work has a strong science aspect to it. Tell us a little
more about how that developed.
To begin, I always gather source material—images I’m attracted to, things I like to look at, and at a certain point after grad school, I was
really into an organic abstraction kind of mode. I didn’t rhave a plan that was encompassing a whole body of work, just one thing leading
to the next, just sort of groping.

I was teaching a basic drawing class for non-art majors at the University of Washington, talking about source material, and since they were
all non-art majors they were studying a whole bunch of different things. To get across the idea of source material, I was saying how I had
just seen the OJ Simpson trial on TV, and there were images of DNA electrophoresis. 

I didn’t even know what it was called, I just was describing it. One of the students pops up and goes “well I’m studying electrophoresis—I
think that’s what you mean—and I have this image.” She pulls it out of her notebook and said “here, is this what you mean?”  I said yes
and that I want to start looking for images like that because that’s where my interest lies and she said, “well you can have this one.” So that
launched me into gathering images of DNA electrophoresis.

What was so attractive about electrophoresis images to
you?
There was something about those images, they were organic abstraction in their own way. Then I was teaching for Golden Acrylics a few
years later, and I was doing a lot of testing of the materials for Golden. And one of the things they train us to do is take all this technical
information and we translate it for artists and we teach artists how to use materials. 

There are paints, gessos, and mediums—lots of materials—and each one interacts differently. There’s a lot of trial and error. I would make
what we called “demo boards” where we would show students illustrations of how materials work. Some of the boards would explore one
coat of a particular ground versus two coats versus three coats, etcetera, set up in a grid layout. When I stepped back and looked at these
boards, they were similar to the paintings I was making in my studio — but more interesting.
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The demo boards also brought in this idea of testing, and I started to see them as paintings. And the DNA thing locked into place because
DNA electrophoresis images are an XY coordinated grid with a test going on, and everything has a meaning. So everything fell into place
—  the three things: what I was doing in the studio already, the DNA imagery, and the testing for Golden all came together in this weird
way and launched this new body of work called “Testing.”

What was that body of work, “Testing” about?
At first, it was all about different kinds of materials, but at a certain point, I discovered by accident that when I had water-based, water-
soluble ink underneath other layers, it started bleeding up in interesting ways. I honed in from there on just working and experimenting
with ink.

Once I moved into the area of exploring ink, I played with burying ink under things like spray paint and gesso and seeing what it would do
and how it would migrate and bleed out. All of that exploration merged with the organic abstraction I had been doing.

At that point, it became a new body of work where each experiment would suggest the next thing.

After years of groping as an abstract painter — where I was trying to figure out everything about painting in each painting — this new way
of working broke things down into simple experiments that I could get my mind around. One thing would lead to another, and there was
ongoing work. As long as I was curious then there was something to do.

I pretty quickly came up with rules and boundaries for certain things I can and can’t use, because it has to be a real test. I don’t even know
where that idea came from, exactly. It’s just that once I saw it, for me it made sense. It has to be a real test, rule number one. Everything in
there has to support the test in some way. If I coat the whole thing with a beautiful red glaze, it might look cool, but then I can’t read the
test. If I can’t read the test it doesn’t help me move forward.

They were pretty simple tests at first. By scientific standards they were not even scientific—like one coat of spray paint versus two coats of
spray paint ... does it make a difference? Simple.

And, of course, I’m doing this all by hand, not actually measuring specific amounts of spray paint. So a scientist would say there are no real
controls for this. But it was good enough for me. Anytime something happened and I didn’t understand why it happened, that would lead
to another test.

The evolution of it is following the questions and my curiosity.

It’s funny because there’s this whole thing about DNA and human evolution, but I’m also looking at it as a metaphor for science and the
idea of wonder and exploration. There's also the concept of evolution even in the paintings. I’ll look at them sometimes and think, “Why do
some things keep repeating in the work, and why do other things become dead ends?” It has to survive in the climate of the studio and
climate of the gallery system, and yet persist enough to make me interested. It's interesting to me what survives my own natural selection
process and what doesn’t.
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A Peek inside Jaq Chartier's studio and testing materials.

Do you view your work more as a scientific process or
creative process?
It’s really all about creativity and the creative process, which has always really interested me and there are lots of metaphors out there.
There’s a really great book I’ve stumbled across called Fire in the Crucible: The Alchemy of Creative Genius  by John Briggs. I keep finding
copies on Amazon for a dollar and giving them away to friends. It goes through the whole creative process but talks about different types
of creative people—artists, scientists, writers, etc. Each chapter focuses on a different aspect of creativity, for example, the dichotomies of
how artists feel introverted and extroverted, lazy and really ambitious. We have all these contrary aspects of how we are as people.

He talks about how creative people can hold opposing ideas in their minds without feeling
like they have to make a black and white decision. Creativity is really about staying in this in-
between place where you aren’t deciding something and then that’s it, you stop thinking.

It’s playing around in the gray area—that’s where you discover things. That's where you find something, where nobody else has looked as
closely.

Not everybody is cut out for that. A lot of people like a simple answer, yes or no. Then they can move on to the next thing. It’s
uncomfortable to hold two opposing ideas in your mind at the same time and not pick one. But artists for some reason seem to like it.

I think anybody who is working in a creative way has that, and maybe it’s partly what fuels the work, the moving back and forth between
the two sides. You’re moving, you’re not static.

There are different types of scientists. Some are purely research-driven and they're just exploring, open-ended. There are also some that
are doing a job with a goal in mind.

How does this hybrid of a creative and scientific approach
to your work change how you view the process as art with
a capital “A” or craft. 
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There's a lot of craft in what I do in my studio and I'm also really aware of the differences.

In the craft part, I'm trying to perfect a technique so that it's always predictable and gets me where I want to go in a clean simple way.

The creative artistic part of it has to be open-ended. There has to be room for me in the moment to change my mind or try something
different.

Both things are happening in the studio all the time. It has to be in balance, or the craft can
take over so much that it shuts down the exploration process.

But there's a lot of craft in anything. Any painting that's being made has a ton of craft in it.

There's this whole theory that you shouldn't get too good at something, but to me, that's like throwing the baby out with the bathwater.
There's nothing wrong with the craft. That's what makes you a master at something. You're developing a skill no one else has at this
particular thing. Why would you want to throw that out, it’s your thing? You've created it.

And then you have the ability to improvise in that realm. Not getting too good at anything, it's an easy answer for how to make trendy art,
but it's not good long-term. It's good for a sprint, not a marathon. Plus it undermines the reason most people get into art in the first place.

My theory is that people get into art because they want to make something beautiful—and then the first thing the art world tells you is
maybe that's a bad thing.

Where do you stand on the whole art vs. craft debate?
Not mastering your craft works for people whose creative process is about an idea. They are just trying to find the right material for that
particular moment.

In that case, you don't really need to become the master, you can hire someone to do the mastery for you. But not everybody is a
conceptual artist. Not everybody is working from that point of view. It's a relatively contemporary idea that it's about the idea and not the
object.

There are a ton of people like me who are really interested in the object and making things that are about beauty. We approach making
art from what we want to see and then figure out where it lands in the world after the fact—instead of figuring out what the art world is
going to put in a museum and then trying to make that.

The beauty of the art world today is that you can do any of it. Whatever type of creativity is in your mind, you can find a way to make it.
There’s an audience for everything. And, you don't even have to physically make everything yourself.

Let’s move on to some business questions. How has your
role as an art fair organizer changed your relationship
with your art dealers?
Because of the art fair, I had this really obvious shift where I realized that art dealers are people—which of course they are. But before, I
saw them in almost a parental way. They're the parent, you're the child. So there's this sort of sense that you're in this power struggle with
them. For some artists, they're trying to please their art dealer while some artists are trying to rebel against their art dealer. 

I think that's where a lot of artists get into trouble, they stay in that mode even when they're long into adult years. Artists sometimes use
an art dealer in ways that they would never treat any other person. Like, you get what you can and then you take off. If you get a show and
then a better opportunity comes along, you ditch your dealer, often in a rude way. I think it's a very short-sighted way of handling the art
dealer relationship because you're not realizing that the art world is a small place. 

Everybody talks about everything. So if an artist gets a reputation as being a user or irresponsible or not respectful, that gets around and
you burn a number of bridges and then you're done. 
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An installation in the Merck Lobby by Jaq Chartier

What about if you don’t have a dealer yet and you are
approaching a gallery?
The other side of it is if you're trying to get into a gallery, trying to figure out how that works and either being too shy to make any
approaches or being too shy to follow up and stick with it.

I have this classic story where my husband and his friends at one point had a gallery, and early on while we were painting the walls,
everyone was talking about some slides that had to come in from this artist whose slides they all liked. They were unanimous in liking it
which is rare. So then there's this little pause, and I asked: did anyone call the artist?

No, nobody had called the artist.

So then they said, well, we really want to work with her, we will call her and sort it out. So a few months later we were back in there
painting the walls again for another show, and I asked, “hey did anyone ever call that artist?” No. And by then, they had forgotten her
name, they didn't know where her slides were, and it just came and went.

Now if that artist, after sending in her slides, had come into the gallery a week or two later and had talked to any one of them working that
day, they would have been all over her. But she didn't follow up. She thought it went into the black hole, they didn't like her, they had
rejected her. But the reality was they all loved her work. But, they were busy, they never followed up, something else came up, other
artists came along, and it was just the luck of the draw that her work fell through the cracks.

They are humans. They are busy. If only she had followed up with them. This doesn't mean you stalk them, but you can make another
inquiry. Six months later, maybe you send a postcard of what you’re doing. Or you just walk in the gallery and start chatting and say, “Hey, I
sent some slides a few weeks ago. Just wondering if you got them.” It's a hard thing to do because your ego as an artist gets in the way, and
it's like, “Oh, no response? They must not like me.”  We don't normally think about it from their point of view.

So what’s the best mind frame to go into approaching a
gallery with?
Taking it personally is what stops you from continuing to build the relationship—you take one rebuff as the end of the story, instead of it
just being one moment.

If you don't continue to build a relationship, the person doesn't become familiar with who you are and you don't give them a chance to
finally reach out to you. Especially if you go the opposite direction and you become belligerent and mean. You burn a bridge forever—and
not just with them. Art dealers talk to each other. If you burn a bridge with one you can better believe the others are going to hear about
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it and look at you sideways from then on.

You are trying to find a business partner.

The last thing an art dealer is looking for is an artist who wants them to do everything for them. So they are looking at what you were
doing when you're not even working with them yet. What are you doing on your own to show them that you can take charge of things
yourself, that you are going to be a partner, and that you are going to work as hard as they work?

Part of it is that a lot of artists don't really understand what art dealers do and they think they are getting 50% of the sales of the painting
for the dealer to just put in their pocket.

Anybody who has run a business realizes how much money it costs to run a business.

The vast majority of the money you make goes back into running the business, not into your pocket. And an art dealer deserves to make a
living just like an artist deserves to make a living. So some of it has to go in their pocket, or why would they do it?

And what the gallery does for an artist once you are in a gallery, it's a long-term process of building your reputation as much as theirs.

Jaq Chartier tells us more about the fears and traps of
being an artist in a follow-up article. Read it here. 
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Jaq Chartier @ Dolby Chadwick
squarecylinder.com/2018/05/jaq-chartier-dolby-chadwich

by Barbara Morris

Blues Chart with 8 Whites, 2018, acrylic, stains, paint on wood panel, 50 x 81 inches

Art and science have long enjoyed an intertwined history, with artist's materials often just a
heartbeat removed from the chemistry set.  And while highly toxic art supplies (solvents,
thinners, etching acids) have largely fallen out of favor, the options available to artists
seeking new frontiers haven’t exactly narrowed — if anything, they’ve broadened.  For proof
one need only take in the work of Jaq Chartier, a Seattle artist whose current show, In
Solution, runs through June 2. 

For the past 20 years she’s carefully researched how inks, dyes, spray paints and resins
interact with a variety of substrates.  The epiphany that set her on this course of
experimentation came when she realized, while working for a fine-art paint company, that
color-test diagrams could, in fact, be works of art.  Today, Chartier uses an eyedropper to
apply the above-mentioned liquids to carefully prepared grounds.  She coats them with
layers of white

spray paint and resins and then waits for the emergence of the obscured colors, which
appear as fuzzy, elongated oval-shaped stains or dyes bleeding through to the
surface.  Chartier orchestrates compositions in linear arrangements that share the visual
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Pink/Orange (7 Lanes), 2018, acrylic, stains, paint on wood
panel, 30 x 24 inches

characteristics of DNA gel electrophoresis, the laboratory process in which electric current is
used to separate the elements of DNA samples according to their molecular weight.  
For Blues Chart with 8 Whites, a large diptych, Chartier divided each panel into eight
horizontal bands with narrow, lozenge-shaped marks following the same pattern in each
row. A vibrant, electric blue anchors
the left image, in effect forming a stripe
down the center.  That hue repeats on
the right, but is dispersed.  On the side
of the panel she scrawls faint
annotations in pencil: “Kvy maxx Br.
Wh. Sat.,” “Rust heat,” “Kxycm51502” –
indicators of the meticulous research
undergirding her practice. In this, one
senses the strong influence of Joseph
Albers who conducted similar color
experiments, albeit with notations
placed on the versos of his paintings.  

The shapes that
comprise BG/Brownfloat like shards of
a mobile. They suggest chemistry and
scientific inquiry, but just as insistently
call to mind totemic markings.  Winter
Chart (15 Whites) is a medium-scaled
diptych, and a particularly satisfying
work, in warm hues—magentas,
oranges, pinks and violets—juxtaposed
with flickering bright greens and blues;
a full, gem-like spectrum of color activates this work while paler, earth-toned shapes
interject a muted, slightly figurative note.  The irregularity and faint quirkiness of it all fire
the imagination.
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Violet~Red~Brown, 2018, acrylic, stains, paint on wood panel, 24 x 30 inches

Violet~Red~Brown, consisting of five vertical columns, each comprised of three rows of dots,
carry annotations such as  “Orange/BG(dilution),” “Test Gray (12/7/17),” “Plum/Flamingo.”
The individual spots generally have a central core, a ring of more concentrated pigment,
surrounded by a halo of color that becomes more diffuse, feathering out until it blends
seamlessly into the ground.  The most intense spots, however, have a broader, more
uniform core.  As you try to bring them into focus, shimmering after-images, possibly the
effects of complimentary colors, appear.  The intense hues, coupled with the challenge of
trying to pull the shapes into focus, make for an optical workout.  

With its grid structure, Chartier's work relates to a broad spectrum of geometric abstraction
and Minimalism.  The subtle, poetic squares of Agnes Martin, the stripes of painters like
Frank Stella and Kenneth Noland and the resin-based painting of Markus Linnenbrink all
spring to mind.  The lack of a quantifiable goal ultimately subverts the scientific air of the
project. What you see is instead a purely visual investigation into the behavior of specific,
individually selected materials as they are subjected to a sequence of physical and chemical
manipulations.
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BG/Brown, 2018, acrylic, stains, paint on wood panel, 30 x 40 inches

Chartier's unassuming marks act as the protagonists of an abstracted narrative and exhibit
as much rigor and evocative force as other artists’ more overtly assertive forms or gestures.
Laying them down as she does, Chartier, like a 21 century necromancer, resurrects the
dormant ability of the shaman and the alchemist, holding us spellbound with her carefully
crafted “stories” and volatile “potions.”

#  #  #

Jaq Chartier: In Solution @ Dolby Chadwick Gallery through June 2, 2018. 

About the author:

Barbara Morris is a Bay Area-based writer and artist. She is a regular contributor to Artillery.
She was a contributor to Art Ltd. for seven years and previously wrote for Artweekfor ten
years, seven of them as a contributing editor. Her writing has appeared
in WEAD, stretcher.org, and Artist's Dialogue, as well as numerous other publications.  Morris
holds an MFA from UC Berkeley.
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August 1,
2017

Chance and Chaos: In the Studio with Jaq Chartier
medium.com/@seattleartfair/chance-and-chaos-in-the-studio-with-jaq-chartier-89d974cfbf37

A glimpse into Seattle Art Fair Host Committee member and featured artist, Jaq Chartier’s
world of experimentation

Jaq Chartier varnishes a painting she is preparing for Seattle Art Fair. Her main body of work explores
testing mixtures of inks, dyes and stains.

As Jaq Chartier pulls drops of ink across a white wood panel, she creates shapes that
resemble strands of DNA. She repeats this motion, switching glass eye droppers, over and
over until the board is covered. The end product, to Chartier, becomes a chart.

At an intersection of art and science, the Seattle artist studies the chemistry of inks, dyes
and stains.

“I’m not interested in painting about something else,” she said. “I’m interested in the
materials. To keep myself interested I have to be learning all the time.”
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One of Chartier’s original sample charts.

Chartier’s testing process ultimately derived from a teaching experience, though. While
freelancing as a technical instructor for Golden Artist Colors, artists often asked questions
about how to use materials, she said. So, Chartier compiled sample boards, testing the
products under a selection of variables.

One of her first “bleed-test boards” still hangs on the wall of her studio — a testament to the
evolution of her work.

“I keep it around because it’s so rough,” she said. “Everything about it is not self-conscious at
all, it wasn’t trying to be a painting. So, I keep that in mind. The real painting is the one that
isn’t really a painting.”
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Chartier’s studio contains hundreds of small bottles of mixed inks. She tests and labels each accordingly.
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Chartier works by this mantra consistently. Each painting features hundreds of blurbs of
color, affected distinctively, as they originated from an unique homemade formula.

While traditional, archival materials ensure stability, the stains the artist creates transform
due to a plethora of factors, such as humidity, time and light. In order to pinpoint the source
the alteration, she tests the mixtures on a panel — drawing extended oval shapes in linear
columns, like gel electrophoresis, or something inside a petri dish.

After covering the surface in a vibrant assortment of inks, she coats the panel in a variety of
white spray paints — each impacting the inks differently. This step resembles a Polaroid
photo coming to life — developing from light into color, she said. The resin buries
essentially all imagery on the panel, and over a few days, color rises to the surface, some
more so than others.

“I have to be able to work with a certain amount of chance and chaos,” Chartier said. “If it did
exactly what I thought, I’d be bored. I really like that element of experimentation and risk.”

But, not every aspect of the painting comes with risk. Chartier labels each ink, row by row.
She pencils in notes on the sides of a piece, as well as inside a sketchbook, where she draws
a mini color-coded replica of the painting.

While the paintings may never truly be finished in the artist’s mind, viewers will witness the
tests in action at Seattle Art Fair with Woodside Braseth Gallery. A veteran of the fair,
Chartier recognizes the impact an event of its capacity can have.
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Detailed notes for one of Chartier’s paintings.

She advocates for artists as a member of the Seattle Art Fair Host Committee, where her
efforts go toward integrating local artists outside of the realm of the fair — those who are
equally as worthy of attention, she said.

Chartier is practiced in these determinations. As a response to Art Basel in Miami, Chartier
pioneered the Aqua Fair, which brought West Coast artists to the scene. A fair in Seattle
provides similar opportunities for local artists and galleries, she said.

“We need to support local galleries if we want to have a thriving arts scene,” she said.
“People are here, the money is here, it’s just not connecting as well as it could be.”

Chartier said she hopes, over time, Seattle Art Fair will be that bridge.

Find Chartier’s works with Woodside Braseth Gallery in booth D18.

5/6



Jaq Chartier January 18,
2016

About Jaq Chartier
interaliamag.org/articles/jaq-chartier-testing

Jaq Chartier: 9 Whites w/Reds & Violets, acrylic/stains/paint on wood panel 30 x 40”

I call my primary body of work Testing, because each painting begins as an actual test.
Inspired by scientific images like gel electrophoresis, they feature intimate views of
materials reacting to each other, to light, and the passage of time. Instead of paint, I use my
own complex formulas of deeply saturated inks, stains and dyes. Such colors can do things
paint can’t do – change, shift, and migrate through other layers of paint, or separate into
component parts with differing properties.
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Jaq Chartier: 4 Tests (Blacks) acrylic/stains/paint on wood panel 30 x 40”

Whereas traditional artist paints are formulated to be stable and controllable, stains are
capricious and easily affected by lots of factors like humidity, gravity, time, UV light – even
the structure of molecules in the other elements they touch. After years of study I’m still
intrigued by the hidden chemistries of these materials. I write notations directly on the
paintings to help me track what’s happening in each test. These notes are one of
the physical forms I use to display parallels between scientific and artistic exploration.
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Jaq Chartier: Spring Infusion (S. Black) acrylic/stains/paint on wood panel 18 x 24”
Like most painters I was educated to use archival materials and “proper” painting
techniques. This practice was the original motivation behind a group of work I call SunTests.
They started as a way of sorting out fugitive materials from those that are stable and
lightfast. But instead of discarding such materials, I’ve found myself attracted to them,
drawn by the additional layer of complexity that such changes suggest, and by the
very notion of impermanence.
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Jaq Chartier: Infusion w/BB1 acrylic/stains/paint on wood panel 30 x 40”

Time is not a dimension people usually think of for paintings. Even after you know about the
testing process underpinning my work, it’s tempting to view the paintings as static,
frozen moments or phenomena captured in the acrylic film like bugs in amber. But they’re
actually slow-motion performances changing imperceptibly over time as the materials
continue to interact. I design some colors to shift in hue or gradually disappear, while others
remain permanent.
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Jaq Chartier: 9 Studies (P. FE Red) acrylic/stains/paint on wood panel 30 x 24”

Whether the painting is large or small, you’re meant to get up close. The lush matte surface
and blurry, out-of-focus quality bring further attention to the effort of looking. Repetition
is employed to compare & contrast, and to provide situations where unexpected mutations
might occur.
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Jaq Chartier, Infusion with Purples & Blues acrylic/stains/paint on wood panel 18 x 24”
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Jaq Chartier, Dilution Test acrylic/stains/paint on wood panel 8 x 10”

 …………………

www.jaqbox.com

Art, Creativity, Imagination, Science

Jaq Chartier's paintings explore scientific methods through experimentation
with paint and process. All of her works are "tests" to discover something
about materials and what they do. Inspired in part by images of DNA gel
electrophoresis, Chartier investigates the migration of various stains through
layers of paint and acrylic gels. Paintings such as, 1 Day vs. 1 Week [2006], Sun
Test: 40 Whites [2004-2010], and Dilution Test [2014] – titles that attest to such
experimentation – feature intimate views of materials as they react to each other, to light,
and the passage of time, including notes written directly on the paintings. Through
experimentation, observation and notation Chartier creates sensuous paintings that
provide commentary on both the visual culture and everyday practice of scientific
investigation by highlighting similarities between artistic and scientific practice. View all
posts with Jaq Chartier →
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New American Paintings
newamericanpaintings.com/blog/disappearing-act-jaq-chartier’s-climate-changing-paintings

Jaq Chartier’s (NAP #13, #31, #61) paintings like to pose as objects other than paintings. The
Seattle artist and cofounder of Aqua Art Miami is best known for Testing, an ongoing that
physically experiments with her materials and processes. Chartier integrates paint with
saturated inks, stains and dyes she designs to evolve over time, creating large, hyper-
saturated canvases that pulse with patterns and forms that reference the imagery of
contemporary science—DNA strands, glass slides, microbodies— and ultimately behave as
visual experiments themselves. - Erin Langner, Seattle Contributor

Jaq Chartier | Lettuce Coral, 2013, acrylic, stains, paint on wood panel, 28 x 36 inches. Image
courtesy of the artist and Platform Gallery.

A similar consciousness persists in Chartier’s newest series SubOptic, on view at Seattle’s
Platform Gallery, for which she reconfigures her processes for more traditional subject
matter. Through allusions to cyanotypes of underwater flora by Anna Atkins, an early 19
century British artist and friend of photography pioneer Henry Fox Talbot, Chartier fuses
the highly present concern of climate change with the historic sensibilities of scientific
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drawings and traditional landscape scenes. Designed to fade over time, SubOptic mirrors
the fate of both the cyanotype reference points and the bleached corals the works portray,
steeping the paintings in a deep sense of temporality. I caught up with the artist to find out
more about the new direction for her work and the processes behind it.

Erin Langner: Both SubOptic and Ultra Marine, your show at Elizabeth Leach Gallery in
Portland, OR earlier this year, take inspiration from coral reefs and their destruction
due to climate change.  Was there a particular incident or experience that instigated
your interest in this subject?

Jaq Chartier: Something clicked when I saw Al Gore's movie An Inconvenient Truth. It filled me
with dread for the magnitude and complexity of the problem of climate change. At the
same time, the rich imagery resonated with my “art & science” inclinations. I wanted to
explore this imagery in the studio, but I didn't see a way to integrate it with
my Testing paintings. So it has been a slow-moving side project for a long time. This year, I
finally decided to concentrate on the new series, just allowing it to exist as it's own thing,
separate from Testing, and to see what happened. It didn't take long to realize that the
overall topic of climate change was too big to take on all at once. I needed to find an
approach that was focused and personal, and that turned out to be the forms and
structures of corals.
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Jaq Chartier | Stony Coral Landscape, 2013, acrylic, stains and dyes on wood panel, 11 x 14
inches. Image courtesy of the artist and Platform Gallery.

EL: I thought your use of coral is interesting in the way it can appear both as a very
real, defined object and also as an amorphous abstraction that resonates as a
broader, almost atmospheric sensation. You mention it as a more personal way to
capture climate change, as well—how so? 

JC: By personal, I was thinking about the studio – finding a way to transform the broad topic
of climate change into my own aesthetic language. The simultaneously abstract and
representational aspects of coral that you mention are precisely what attracted me to them
as a subject. There’s a tremendous diversity of forms within coral structure, and coral are
often suggestive in that micro/macro way.
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Jaq Chartier | Core Sample, 2013, acrylic, stains and dyes on wood panel, 24 x 18 inches. Image
courtesy of the artist and Platform Gallery.

EL: Do you consider your work a form of activism, in terms of its bringing attention to
environmental issues?

JC: Maybe activism-lite. I don't mean to trivialize what I'm doing; it's just that I still have so
much to learn about the issues. Right now, the process of making the paintings is drawing
me closer to the subject, and I'm just following my curiosity. 
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Jaq Chartier | Golden Coral, 2013, acrylic, stains, spray paint on wood panel, 42 x 32 inches.
Image courtesy of the artist and Platform Gallery.

EL: Your earlier Testing series integrates scientific imagery, such as DNA charts and
microscope slides, with the physical testing of materials you orchestrate through the
stains and formulas you combine with conventional paint mediums; this feels like a
highly original process.  Your newer work relates more overtly to traditional painterly
imagery, such as landscapes and maps.  Was this a conscious shift in your practice or
do you see the two bodies of work as continuous?

5/8



JC: I don't see them as continuous. I'm using the same materials for the new paintings, but
otherwise the two bodies of work seem to be on separate tracks for now. I haven't given up
the Testing series, as I love exploring color and the interactions of the materials. Those
paintings are stripped down to very specific rules; each painting must be an actual test of
some kind, and every element has to be there for a reason which supports the test. The
newer paintings are a more traditional kind of picture making, and it's a refreshing
counterpoint which I seem to need right now, to open the process again. 

v

Jaq Chartier | 12 Samples, 2012, acrylic, stains, paint on wood panel, 50 x 40 inches. Image
courtesy of the artist and Platform Gallery.

EL: The stains you create and utilize in your paintings are designed to change over
time.  Are you at a point in your practice that you can anticipate the forms those
changes will take, or do you still experience surprises? 
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JC: The paintings in SubOptic will change in subtle ways over time to reflect the problem of
coral bleaching, but in this case it won't be anything dramatic. I can make paintings that
completely disappear, (such as the piece I documented in a video titled Sun Test: Time Lapse),
but that wasn't my goal here. The idea of change is a place where the two bodies of work
can overlap, and I'm sure I will be exploring that more over the next few years. 

And yes, I'm still surprised every day by these materials. While I'm making each piece,
throughout all the layers and various steps in the process, I'm holding an image of the
painting in my head which I know can only be an approximation of the final result. Each
time, after I've applied the final coating of white acrylic medium, I walk away never sure
what I'll see when I return the next day. It's like waiting for a Polaroid photo to develop.
There's a period of time where it's just a field of white, wet mystery, and anything could
happen.

Jaq Chartier | Elephant Ear Coral Landscape, 2013, acrylic, stains, paint on wood panel, 11 x 14
inches. Image courtesy of the artist and Platform Gallery.

---
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SubOptic is on view at Platform Gallery in Seattle, WA through October 12. Jaq Chartier lives and
works in Seattle. She earned her BFA from the University of Massachusetts and her MFA from the
University of Washington. Her work has recently been exhibited at Elizabeth Leach Gallery
(Portland, OR), the Frye Art Museum (Seattle, WA), Robischon Gallery (Denver, CO), Morgan
Lehman Gallery (New York, NY), and Haines Gallery (San Francisco, CA).  Chartier was a finalist in
the Contemporary Northwest Art Awards (2011) and a Neddy Fellowship Award nominee (2005
and 2006), and she is the recipient of a Purchase Award from Seattle Public Utilities (2013 and
2003).

Erin Langer is a writer and museum professional based in Seattle, WA.
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	Isolated in the remote uppermost corner of the United States lies the Pacific Northwest. Now known for technological innovation, entrepreneurism and natural beauty, the region was once abuzz with logging, fishing, agricultural settlements and gold rushes, a promised land for the independent and pioneering. Determinism, self-reliance and rugged individualism continue to inform the ethos of the region, qualities much unchanged since its early settlement days.   
	Isolated in the remote uppermost corner of the United States lies the Pacific Northwest. Now known for technological innovation, entrepreneurism and natural beauty, the region was once abuzz with logging, fishing, agricultural settlements and gold rushes, a promised land for the independent and pioneering. Determinism, self-reliance and rugged individualism continue to inform the ethos of the region, qualities much unchanged since its early settlement days.   
	In 1805, President Thomas Jefferson commissioned the Lewis and Clark expedition to explore the country’s latest land acquisition known as the Louisiana Purchase, a treaty which doubled the size of the United States. Thus began the Western Expansion, lasting from 1801-1861, and the ethos of “Manifest Destiny,” a phrase used to describe the mindset of individual conquest.  To move west and claim “free land,” in the mid-nineteenth century, was to be a pioneer willing to extirpate oneself from family roots, soc
	Captain Meriwether Lewis and Second Lieutenant William Clark achieved notoriety as frontiersmen paving the way for this mass movement west. They mapped passable waterways, trails, mountain ranges and trade routes while studying native tribes, plants and animals. But their expedition’s success can largely be attributed to the kidnapped and traded Shoshone teenager, Sacagawea (translated as “bird woman”), who, with an infant on her back, served the roughly forty men as communicator, translator and geographic 
	The unspoiled Puget Sound, Washington’s Pacific Ocean deep inlet, is described by novelist Annie Dillard as, “The rough edge of the world, where the trees came smack down to the stones.  The shore looked… as if the corner of the continent had got torn off right here, sometime near yesterday, and the dark trees kept on growing like nothing happened.” 
	Inhabited by western civilization roughly 200 years after the thirteen colonies, the West is a relatively young addition to the country. To put it into perspective, the United States’ claim to the Oregon Territory, once stretching from the Pacific Coast to the Rocky Mountains, was settled in 1846.  The Metropolitan Museum of Art in New York City was founded in 1870. The Northern Pacific Railroad completed its direct route from the East to Portland in 1883 and to the Puget Sound in 1888. 
	The history of western figure painting does not holda firm grasp in Northwest art. Representationalartists who ventured west were more or lessdocumenting the landscape with surveyingexpeditions. George Catlin followed the Lewis and Clark trail documenting Indigenous tribes through portraiture, but he only made it as far as the North Dakota and Oklahoma line. Later expeditions would take artists to the more accessible California.  Between 1859-1863, landscape painter Albert Bierstadt made a few trips to gath
	 
	 
	 
	 
	 
	 

	This place of wild, majestic natural beauty shares the Pacific Rim with Asia.  Chinese and Japanese immigrants were instrumental in the growth of the region that was resource rich but labor short. Another group to migrate to the region were of Nordic or Scandinavian descent, either coming by way of the Midwest or directly from Northern Europe, as they were attracted to the landscape’s similarities to their native landscape and the opportunities in timber, fishing and boat building.  
	What constitutes Pacific Northwest aesthetics in art and design is still largely influenced by this early convergence of heritages.  Where the east coast often borrowed from classical, figurative, European traditions grounded in the Renaissance, the Pacific Northwest’s overriding aesthetic was long informed by Indigenous Pacific Coast Native American symbolism, totems, basket weaving,and carving, Asian calligraphy, zen placement and rhythmic vitality, and Scandinavian aesthetics of spareness and utility inf
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 

	The region’s cloudy, rainy climate does notinspire observations of light on form, but ratheran appreciation of silhouetted form, shallow space, diffused edges and restrained palette. It could be argued that this is why European academic figuration has been slow to trend onthese shores. The climate’s gauzy and diffusedlight informs Pacific Northwest art’s analogoustonalism over the full chroma of traditional European painting, and atmospheric perspectiveproves dominant over linear perspective. The region’s a
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 

	Many artists have lived in and been informed by the region. Among them are Robert Motherwell, Mark Rothko, Agnes Martin, Imogen Cunningham, and Thelma Johnson Streat.  But the first to bring Northwest Art into the national conversation was Mark Tobey.  He, along with Morris Graves, Kenneth Callahan and Guy Anderson, are historically considered the “Northwest Masters.” In 1953, a Life feature would call them the “mystic painters of the Northwest.” Their notoriety burgeoned around WWII when nature-inspired, u
	Margaret Callahan, a successful journalist, nurtured the group and set the standards, elevating conversation and insisting art be madeto communicate higher moral consciousness.Elizabeth Bayley Willis, an educator and artist,left her four children in the care of her motherand moved to New York City to ensure galleryrepresentation and eventual notoriety for MarkTobey. She would later prove to be a leadingauthority of art on the West Coast.  DorothyMiller, curator at Museum of Modern Artin New York, recognized
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 

	Decades after the Northwest School, another artist responsible for shaping the direction of Pacific Northwest art was Dale Chihuly who brought glass blowing from Murano, Italy to the outskirts of Seattle when he founded the Pilchuck Glass Schoolin the 1970’s.  The physical and alchemical aspects of glass blowing led the way for innovative, experimental, process-centered practices in other mediums by artists throughout the region such as the nationally acclaimed forerunners Barbara Earl Thomas and Carrie Mae
	 
	 
	 

	The exhibition, Women of the Pacific Northwest, celebrates the voices, visions and material mastery of female artists working today, with roots from this rich and progressive region. Through the execution of disparate media from bronze, steel, glass, tin, plaster mylar, printmaking, hair nets, cloth, rubber, wax to paint, these artists have achieved inventive, creative practices originating from critical, generative, inquisition of natural, social or subliminal forces. Stitching, sanding, exposing, cutting,
	 
	 

	Women have long been communicators, organizers,and makers, yet, their place in history is incommensurate.  This show highlights a group of female artists working in diverse media creating art that explores connections to place, whether sociological, environmental or spiritual, in a region supportive of equality, ecology and enterprise. 
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	Natural, environmental forces inspire Victoria Adams’s sublime vistas, Drie Chapek’s clashing of internal and external elements, Ann Gardner’s interplay of transparencies in atmospheric palettes, Emily Gherard’s steely, geometric constructions, Katy Stone’s reductive installations of shimmering sun rays and waterfalls, while natural, biological elements are at the heart of Jaq Chartier’s fugitive matter when exposed to natural light, and Susan Zoccola’s sculptures echoing dendrites to galaxies. 
	Natural, environmental forces inspire Victoria Adams’s sublime vistas, Drie Chapek’s clashing of internal and external elements, Ann Gardner’s interplay of transparencies in atmospheric palettes, Emily Gherard’s steely, geometric constructions, Katy Stone’s reductive installations of shimmering sun rays and waterfalls, while natural, biological elements are at the heart of Jaq Chartier’s fugitive matter when exposed to natural light, and Susan Zoccola’s sculptures echoing dendrites to galaxies. 
	Subliminal and spiritual forces are central to the works of Susan Dory’s color juxtapositions of interconnectedness and transcendence, Etsuko Ichikawa’s environmental messages through Zen Buddhist spareness, and Marie Watt’s poetic suggestions of Indigenous myth and the ties that bind through storytelling and the passing of traditions.   
	 
	 

	Sociological forces are at play in Brenda Mallory’s translations of systems, and human interactions within those systems, Julie Speidel’s modernist-totemic, anthropologically referenced forms and Lisa Jarrett’s interpretation of socio-structured environments influencing racial identity. 
	The impetus for this exhibition was originally hatched at the height of the MeToo movement. As today’s climate of hyper-polarization and siloed media saturation can engender feelings of dislocation and alienation, there seems a greater urgency not only to recognize the role artists play in shared experience but the role women specifically play in social cohesion, environmental awareness and stewardship and the breaking of barriers. These artists are among today’s pioneers, interpreting universality through 
	•••••
	Victoria Adams invents landscapes out of the American tradition of Thoreau and Emerson. As elegies to the past, she paints from a place of solastalgia, a nostalgia for the way nature has been all our lives, before we ever knew we were at risk of losing it.  Inspired by weather systems and hydrological features of place, she renders flickering light of sea and sun, of passing showers, distant shores and atmospheric patterns.  
	Drie Chapek’s paintings are collisions of externaland internal environments, imbued by the majestic forces of the natural world in her Pacific Northwest surroundings, reconciling the uprooting, dislocations of her childhood.  Starting with collage, she assembles mashups of imagery on paper. This becomes her reference study for the painting to come.  The result is a merging of compressed, disparate worlds surging together as dreamscapes often with reference to water as the salve. Chapek hikes the Cascade and
	 

	Jaq Chartier’s paintings explore the fugitive impermanence of matter through material interactions.  Early curiosity of grid-arrangedbleeding edges gave way to biologicalreferences  when she, and the nation, watchedthe OJ Simpson trial’s presentation ofDNA analysis. Inspired by the archetypicallozenge shapes of electrophoresis, sheorganizes drops of permanent and impermanent dyes and then records their degradation and sometimes ultimate disappearance asthey are exposed to natural light. 
	 
	 
	 
	 
	 
	 
	 
	 

	Susan Dory mines the subliminal forces of the subconscious, tapping self-knowledge and trust of intuition to guide her work. From childhood she was obsessed with color combinations and form, kindled by games of the era, Lightbright and Spirograph. Her love of material began when melting crayons on wax paper with an iron. Color became so central to her experience, she sometimes chided her mother for her choices of outfits. A devoted meditator and yogi, Susan brings that focus and movement to her work. She ci
	Ann Gardner’s glass work is informed by the grey skies and big waters of her birthplace, Coos Bay, Oregon, and her current surroundings of the Puget Sound.   She spent her life trying to escape that grey, only to realize later her lifelong infatuationwith it. Her glass work is minimal and decidedly reduced in saturation so that when combined in assembly, what’s created is interplay of light and shadow through transparent layers. Producing refined surface variation, the glass blowing process is alchemical, l
	 
	 

	Emily Gherard’s work is tied to the physical labor of making, the reduction of subject matter, and the minimization of color. Achieving poetry through austerity, her work evokes both translucency and mass through often unexpected means of plaster, staples, exposed bracing, and intaglio inks. She creates formal reductions ranging from a ship’s hull to hunched figures through a steely and atmospheric palette that translates to quiet meditations.
	Etsuko Ichikawa creates visual poetry through pyrograph drawings, glass, installation and video.  Her spiritual and aesthetic sensibilities are informed by her native home, Japan.  The Fukushima nuclear meltdown of 2011 prompted her to learn the vitrification technology which transforms radioactive waste into glass for ultimate disposal, bringing together her studies at Pilchuck Glass School and her love for both of her home countries.   
	 
	 
	 

	Lisa Jarrett’s sense of place was informed early by her mother’s hair salon. She sources her materials in inner city, black beauty supply stores where she finds a respite from environmental disjunctures relegating “ethnic” signifiers to a small corner of a shelf.  Through decontextualizing synthetic hair, Jarrett’s work symbolizes the power in being able to create one’s own space when society at large  doesn’t often assign you that space.  Intrinsic in Jarrett’s work is time and process, about which she say
	Brenda Mallory was born in Oklahoma and is a citizen of the Cherokee Nation. She utilizes cloth, fibers, beeswax and found objects to convey ideas of disruption and repair in nature and human cultures. Joinery made of crude hardware implies tenuous connections and mends within these fragile systems, echoing childhood memories of her father working with latches, fittings and bailing wire. The use of beeswax also speaks to memories of her grandfather who was a beekeeper.
	Julie Speidel’s sculptures and prints echo histories of Pacific Northwest indigenous tribes, Zen Buddhism, megalithic stone structures and twentieth century modernism.  Her stacked forms in both media hold traces of totemic figuration.  Julie’s early European boarding school days informed her lifelong passion for travel and study of ancient cultures.  Through her work, she expresses her intimate connection to the natural world, fostering broader understanding of people and place. 
	Katy Stone remembers the green shag carpet in her childhood bedroom and the color drenched woods behind her house where she would free-play, inventing a game she called “moss factory.” In fourth grade, alone outside near those woods, she first had the feeling that seeded her pursuits as an artist. In her work, she uses materials that can be seen as common and mundane but also precious or even fancy. Inspired by the relationship between depth and surface, permeability and transience, her pursuit is to create
	 
	 

	Marie Watt is a member of the Turtle Clan of the Seneca Nation of Indians, and also has German-Scot ancestry. Her interdisciplinary work draws from history, biography, Haudenosaunee protofeminism, and Indigenous teachings; in it, she explores the intersection of history, community, and storytelling. Through collaborative actions, she instigates multigenerational and cross-disciplinary conversations that might create a lens and conversation for understanding connectedness to place, one another, and the unive
	 
	 

	Susan Zoccola developed an early curiosity for science and the natural world. Her sculptures and public installations are often inspired by the beautiful similarities between patterns in nature; branches, neurons, mycelial networks - all indicating points of connection. These patterns limn the innumerable divisions by which living things survive, demonstrating how the endless branching that we can see becomes an endless branching of what we cannot. To her, materials, form and process are an interdependent d
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	A lot of my work is about the feeling of transience 
	A lot of my work is about the feeling of transience 
	A lot of my work is about the feeling of transience 
	and impermanence that I sometimes glimpse 
	under the surface of the day. Curiosity helps me 
	embrace that feeling and find beauty there. I 
	love collecting intriguing scientific images from 
	chromatography and DNA gel electrophoresis, 
	as well as things seen under the microscope and 
	under the sea. Science keeps me inspired by the 
	wondrous. Like a scientist, I call my paintings tests 
	because I am following real questions and running 
	real experiments, setting the stage for materials to 
	interact and revealing hidden chemistries. 

	I like to set up tension between a minimal, stripped-
	I like to set up tension between a minimal, stripped-
	down aesthetic and effusive lush color—a type of 
	color that suggests something outside of our ordinary, 
	everyday world; beautiful but also sort of bizarre, 
	inflamed, suggestive of energies that we cannot see. 
	Instead of paint, I use my own custom formulas of 
	saturated inks, stains and dyes. These mediums can 
	do things paint cannot do, such as bleed and migrate 
	through other layers of paint, or change color, or even 
	completely disappear. 

	Like most painters I have studied archival materials 
	Like most painters I have studied archival materials 
	and proper painting techniques. My earliest light 
	tests were a way of sorting out fugitive colors from 
	those that are lightfast. But over time I have found 
	myself attracted to the additional layer of complexity 
	that such changes suggest and to the feeling 
	 
	of impermanence.

	In my 
	In my 
	SunTests
	 series, I am looking closely at these 
	fragile colors. I design some formulas to shift in hue 
	(such as green-to-pink), while others completely 
	disappear leaving no trace behind. I make small 
	paintings using these light sensitive colors and 
	expose them to sunlight in my studio windows, 
	documenting the changes with a scanner over many 
	weeks and months. Each digital image is essentially 
	a still frame in a time-lapse movie, capturing the 
	fleeting moments as the physical images evolve and 
	dissolve. At the end of the process, the paintings no 
	longer exist except as ghosts of their former selves. 
	The final artworks are limited edition archival prints 
	on aluminum or on paper—permanent records of 
	transient moments.

	SunTest #11 (Day 2, 14, 17, 74) 
	SunTest #11 (Day 2, 14, 17, 74) 
	started as a 10 x 10 inch 
	“matrix” painting made with six different purple/
	blue-ish color formulas. I designed one formula to 
	be highly fugitive, wanting it to completely disappear 
	eventually. The other five formulas shift in color but 
	don’t disappear. The vertical bands include areas 
	that I temporarily masked during the process to 
	show the differences between the original colors 
	 
	and how sunlight was changing the piece. I scanned
	 
	the painting on a flatbed scanner a number of times 
	while it was evolving. The final artworks are limited 
	edition archival dye sublimation prints on aluminum. 
	 
	The title of each panel (Day 2, 14, 17, 74) refers to 
	the number of days the original painting had been 
	exposed to light on the day each image was captured.
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	, 2016, Oil on linen, 38 x 45 in
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	Long Tide
	, 2016, Oil and wax on linen, 36 x 36 in
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	Portrait by Ric Peterson
	 
	Courtesy of the artist and Gail Severn Gallery, Ketchum, ID
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	, 2019, Oil on canvas, 52 x 48 in

	INSIDE OUT
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	, 2020, Oil and acrylic on canvas, 60 x 65 in
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	Courtesy of the artist and Greg Kucera Gallery, Seattle, WA
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	SunTest #11 (Day 2, 14, 17, 74), 2023, 
	SunTest #11 (Day 2, 14, 17, 74), 2023, 
	SunTest #11 (Day 2, 14, 17, 74), 2023, 
	Time-based image 
	capture, dye sublimation on aluminum, 74 x 74 in


	Courtesy of the artist and J. Rinehart Gallery, Seattle, WA
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	Soul Arch
	, 2023, Acrylic on canvas over panel, 50 x 42 in
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	, 2024, Acrylic on canvas over panel 60 x 52 in


	Courtesy of the artist and Winston Wächter Fine Art, Seattle, WA
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	Astral
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	Astral
	, 2024, Hot wax and oil on panel,  60 x 60 in

	Quantum
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	, 2024, Hot wax and oil on panel, 60 x 60 in


	Courtesy of the artist and Winston Wächter Fine Art, New York, NY 
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	Moon, 
	2023, Blown glass, 96 x 44 x 30 in
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	Precious and Vulnerable
	, 2020, Intaglio and monoprint on 
	plaster with cedar wood frame, 72 x 132 x 4.5 in
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	Courtesy of the artist and J. Rinehart Gallery, Seattle, WA
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	Echo at Satsop
	, 2013, video
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	Courtesy of the artist and Winston W
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	chter Fine Art, Seattle, WA
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	Migration Studies (No. 14, prototype)
	Migration Studies (No. 14, prototype)
	Migration Studies (No. 14, prototype)
	, 2020, Mixed media, hair 
	nets, acrylics, insect pins, plexi, and tracing paper, 84 x 120 in
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	Portrait by Sam Gehrke
	 
	Courtesy of the artist and Russo Lee Gallery, Portland, OR
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	Drivebelt #3
	, 2017, Rubber drivebelts, felt, paint on wood 
	panel, 21 x 14 in
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	Courtesy of the artist and Russo Lee Gallery, Portland, OR
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	Raheen, 2020, Hand rubbed oil on Japanese paper, 78.5 x 35.2 x 2 in
	Raheen, 2020, Hand rubbed oil on Japanese paper, 78.5 x 35.2 x 2 in
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	Dromod
	, 2020, Hand rubbed oil on Japanese paper, 78.5 x 35.2 x 2 in

	Udleire
	Udleire
	, 2014, Bronze, 20 x 20 x 6 in


	Courtesy of the artist, private collector and Winston Wächter Fine Art, Seattle, WA
	Courtesy of the artist, private collector and Winston Wächter Fine Art, Seattle, WA
	Courtesy of the artist, private collector and Winston Wächter Fine Art, Seattle, WA


	Figure
	Katy Stone
	Katy Stone
	Katy Stone


	Ray
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	Ray
	, 2016, Acrylic on Duralar, thread, and pins, 144 x 312 x 36 in
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	Sky Dances Light (Forest) XVII
	Sky Dances Light (Forest) XVII
	, 2023-24, Tin jingles, polyester twill 
	tape, polyester mesh, and steel (MWAT.009.2024), 132 x 60 x 48 in

	Sky Dances Light (Chorus) XX
	Sky Dances Light (Chorus) XX
	, 2023-24, Tin jingles, polyester twill 
	tape, polyester mesh, and steel (MWAT.012.2024), 60 x 48 x 48 in
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	Courtesy of the artist and Marc Straus Gallery, New York, NY


	Susan Zoccola
	Susan Zoccola
	Susan Zoccola


	Figure
	CAMPERDOWN 1
	CAMPERDOWN 1
	CAMPERDOWN 1
	, 2024, Camperdown elm and stainless 
	steel cable, 48 x 48 x 48 in
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	The Bo Bartlett Center is a multidisciplinary art space located on the Columbus State University campus in downtown Columbus, Georgia. Spanning 18,425 square feet, this former textile warehouse was transformed into a gallery space by AIA award-winning architect Tom Kundigand opened to the public in 2018. The centerfunctions as both a gallery and an experimental arts incubator. Based on the belief that art canchange lives, the center embraces a dual mission: to reach students and community through artprogram
	The Bo Bartlett Center is a multidisciplinary art space located on the Columbus State University campus in downtown Columbus, Georgia. Spanning 18,425 square feet, this former textile warehouse was transformed into a gallery space by AIA award-winning architect Tom Kundigand opened to the public in 2018. The centerfunctions as both a gallery and an experimental arts incubator. Based on the belief that art canchange lives, the center embraces a dual mission: to reach students and community through artprogram
	 
	 
	 
	 
	 
	 
	 
	 
	 

	At the heart of the center is the Scarborough Collection, featuring 14 monumental paintings by Columbus native Bo Bartlett. Along with these paintings, the center maintains Bartlett’s comprehensive archive of records, writings, photographs, and sketchbooks that document his artistic process.
	 

	The Bo Bartlett Center is a unique cultural arts institution that serves both the students of Columbus State University and the surrounding communities.
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