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June 1 - July 20, 2024 

From James Harris Gallery:


“James Harris Gallery is pleased to present our tenth exhibition with artist 
Claire Cowie. Her first at our new gallery in Dallas. Paper has been the 
artist’s primary material. Like much of Cowie’s past work, the six pieces in 
the exhibition use multiple perspectives and multiple points of view. Titled 
“Blind Spot”, the artist questions ideas of what we see, what we ignore, and 
what we think we perceive. Her deliberate conflation of positive and 



negative space and intense patterning creates circuitous paths that lead 
the viewer through Cowie’s personal visual archive which entangles public 
observation and private introspection. Along with direct application of 
pigment, she has repurposed her previous watercolors and prints along 
with pieces of fabric that embellish and enhance her work, a cacophony of 
referential imagery as well as abstract forms. Her work will be on display in 
our main gallery.”


Reception: June 1, 2024 | 4–6 pm


James Harris Gallery


4829 Gretna Street #102


Dallas, 75207 Texas


https://glasstire.com/venues/james-harris-gallery/
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CLAIRE COWIE 

PAGEBOY INTERVIEW 

Claire Cowie lives and makes art in Seattle WA. She re­
ceived an MFA from the University of Washington, where she is 
currently a Teaching Artist-in-Residence. 

Due to COVID-19, this interview took place during the 
"shelter-in-place" order, over email. 

PageBoy: Tell me about a piece of artwork you remember making as 
a child. 

Claire Cowie: When I was little, starting around age 3 or 4, my 
parents would give me the red wax wrapper whenever they bought 
Gouda cheese. I would warm it up in my hands, and mush it 
around until it got really soft. Then I would make tiny animal 
sculptures out of it. I would keep them in the freezer so they didn't 
get too slumpy and malformed. But we would also pull them out 
for display sometimes. My parents still have some of them in their 
freezer-over forty years old now. 

PB: So you began as a sculptor! 

CC: I definitely began as a sculptor; if it wasn't the wax, it was just 
collecting stuff from nature or making clothes. One of the reasons 
I'm drawn to collage is that it is so much like sculpting, a process of 
building and removing material. 

PB: That wax has universal appeal. I have visceral childhood mem­
ories of squishing it. How do you feel about that shade of red now? 
(Gouda red.) And what colors are you drawn to generally? 

CC: That shade of red still always reminds me of that wax. I love 
every color ... in its proportion and place. I'm most excited by 
colors that evoke strong emotions (good or bad) and challenge 

our expectations. I like to use a lot of muddled, mixed tones and 
then contrast those with a bright or saturated color. I usually think 
or draw in black and white first, to focus on composition and the 
armature of the piece, and then I' ll add color. That probably comes 
from my background in printmaking and proofing. As much as I 
love color and the instinctual responses we have to color, nothing 
beats black and white. 

PB: You're versed in many art forms, a polyglot so to speak. Did that 
formal diversity feel inevitable? Accidental? Does one particular 
form suit you best? 

CC: In retrospect, it seems like it was inevitable. I've never had a 
personal hierarchy, and I prefer to mix up the processes (painting 
on sculptures, cutting apart prints, using sculptural forms as refer­
ences for drawings or photographs). The contrasts and relationships 
between materials have always been more interesting to me than any 
one material on its own. So, collage suits me best in that it's a form 
that can be a mixture of forms. It is the most like thinking-taking 
many bits and pieces and trying to make meaning out of it all. 

PB: Literary collage has become popular over the last decade or so. 
It's a form that can free the writer from working in a linear way. The 
literary collagist can print out a bunch of orphan material, cut it 
up, and move the scraps around on the floor, looking for points of 
connection, allowing unexpected juxtapositions to do much of the 
work. This makes the composition process physical, more like visual 
art. 

Joe Brainard, who collaged with both images and words, described 
his process this way: "I don't ever have an idea. The material does 
it all. You have a figure and a flower and you add a cityscape and it 
makes the story. You have control if you want to take it but that's 
something I never wanted to do much:' Do you relate to Brainard's 
comment about "control"? And can you tell me about your collage 
process in more detail? 

CC: I can see the appeal of Brainard's approach for many, and I imag­
ine it could be a good way for some people to loosen up, or back up 
a bit from their intentions. But I'm more interested in how much 
control it gives me. To start with "material" that has content/context/ 
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Goodbye, 2019 
screen print and pochoir, 15 x 11 inches 
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Meditation No. 10, 2019 
collage, watercolor, acrylic, 12.5 x 9.5 inches 

Courtesy of Elizabeth Leach Gallery 
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Self-Portrait (Blind), 2019 
hard ground etching, aquatint, drypoint, 7.5 x 5.5 inches 

detail from Mind Map III (Capricorn), 2019 
etching, woodcut, collage, acrylic, watercolor, graphite on paper, 

24 x 41.5 inches Courtesy of James Harris Gallery 
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detail and to rearrange it and change it, and to see the possibilities 
before I commit to them-that actually suits the manager part of 
me. I feel a greater sense of control than when I start from scratch. 
I'm usually very loose and open-minded and intuitive when I make 
things from scratch. Later, when I cut up, or paint on top of those 
pieces, I feel I can exercise my authority and indulge in discipline. 

PB: One of your collages, the one with the Mexican chocolate 
wrapper, reminds me of a fan caught mid-rotation, but a fan with 
lots of funky blades-some of which have sharp tips. It's not hard to 
imagine this energetic piece as a film, almost like one of Duchamp's 
rotoreliefs. What sort of vocabulary are you playing with in this 
collage? I'm seeing, for example, an interplay between round and 
angular forms. 

CC: This piece comes from a series of collages titled "In the Vac­
uum, Outside the Atmosphere': This is a reference to a rocket's 
ability to continue accelerating as it leaves Earth's gravity well. I 
made these pieces while my best friend was very sick last year. She 
didn't want people to know the depths of her illness; she was a very 
private person. I tend to be a verbal processor, but I had to channel 
my own emotions into my work instead of sharing with people, in 
order to respect her wishes. 

I was thinking about the rhythms and movement of the universe 
and of our relationships with people, our connections as well as 
areas of disconnect, how we make it through. The vocabulary is that 
of flags, holes, barbs, stars, fences, explosions, meditations-a clash 
of the cosmic and the human. 

PB: As a viewer, I'm really aware of that cosmic landscape you're 
describing, that sense of planets and stars and void. What most 
excites you about this very personal series now that it's finished? 

CC: I am excited that it brought me to a place that is both super 
personal and completely universal at the same time. While I was 
making the work, it was a kind of meditation and inward drama. 
Now that the series is finished, it has become more of a general re­
flection on death, loss, caretaking, love. And the commonality, the 
ordinariness of that. I love a void. It is scary, empty in the immedi­
ate, but full of potential. 

PB: Death, loss, caretaking, and love are very much in the public 
consciousness right now, as citizens around the world quarantine in 
an effort to prevent the spread ofCOVID-19. 

The British poet Basil Bunting argued: "There's not a soul who cares 
twopence what I or any other poet thinks about the war, Nixon, 
Wallace, marijuana, pills, oil spills, detergent advertisements or the 
fog from Gary. We are experts on nothing but the arrangement of 
vowels and consonants ... We are entitled to the same voice as anyone 
else with the vote, no more:' 

What role do you think the Arts play in terms of responding to or 
commenting on war, impeachment, pandemic? 

CC: Crazy times, yes? My studio has moved to my kitchen table, 
where I'm both painting and using my laptop on Zoom for teaching 
(we just got word that there are no in-person classes until summer at 
least). 

This work, and all the in-progress work I'm making, has definite-
ly taken on a COVID-19 overlay. We are all thinking about these 
same things together now. The pandemic has heightened our sense 
of interconnectivity, and for many of us, our responsibility to the 
greater community. For me (as a maker and a viewer), art engages 
with the complexities of life-it can be a reflection of society, and 
simultaneously, a vision of change. It can be contradictory, shifting, 
mysterious, empathetic. It can blend humor and tragedy, merge the 
specific and the universal, and bring together the individual and the 
communal. By nature, art makes space for differences of opinion 
and interpretation. My favorite artworks make me feel connected to 
things I wouldn't otherwise experience or understand. 

PB: As a writer, I'm always envious of visual artists. Your work is vis­
ceral and immediate in a way that literature isn't. A poem demands 
time and patience from a reader, a story requires absorption over 
time as well, whereas visual work can hit the viewer instantly and 
make an impression immediately. Do you have any thoughts about 
this? (That said, in a project like the bright and beautifully playful 
one you made at the Nemhauser Biology Lab Residency, I see that 
you sometimes combine words and images.) 
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CC: I think all forms of art are more related than not-they are all 
expressions of how our internal thinking meets the external world. 
In terms of medium, I think artists often feel the grass is greener. 
In college, I wanted to be a writer. I had wonderful professors like 
William Gass and Carl Phillips, who were immersed in both visual 
and written language. I love to read, but I would find myself just 
not wanting to write, preferring to draw or build something. So, it 
was the idea of writing that I liked; the idea that I wouldn't need 
a big studio, to ship crates, to store tons of supplies, and that one 
well-thought-out thing could go out to many people, not just be 
seen by a few, etc. But, there is much joy in recognizing instinct and 
accepting a role that just fits. (I mean, I also wanted to be a dancer 
or a musician, but I was super terrible at both, so those are now 
activities that I can still have fun doing, but no one else needs to see 
the results.) 

PB: Since he's a literary giant of sorts (and not uncontroversial!), I 
must ask what it was like having William Gass as a teacher? 

CC: It was really terrific for me at that time; he was so excited about 
the possibilities of mixing text and image, and he championed us 
taking risks. He was both hilarious and demanding. I was all over 
the place in my own work, and the most constant criticism I heard 
from most of my professors was to "focus': but he would say, "Keep 
playing until you find it!" My favorite course I took with him was 
called "Philosophy of Architecture: The Window:' I pretty much sat 
there enamored, holding my breath throughout the whole class as 
he freewheeled, non-stop, a great, spontaneous lecture, while show­
ing tons of pictures he'd taken of windows from all over the world. 
It was always completely entertaining. He is one of the many people 
in my life that I had an easy, fun time with before I found out that I 
was supposed to be intimidated by them. 

PB: That seems like such a superpower, not to feel ( or know to feel) 
intimidated. My sense is that you lead with curiosity rather than 
fear. 

CC: Ignorance is bliss and all that, for sure! 

PB: Do you ever find yourself thinking about windows anymore? 

CC: I think of windows all the time. I have quite a few paintings in 
which I have riffed on Matisse's general use of the window. I think a 
window is the most beautiful framing device; I love how the smallest 
shift in position of the viewer changes the composition completely. 
A window is so powerful in simultaneously dividing worlds and 
allowing access to them. 

PB: I love the story of Matisse, when he was old and confined to a 
wheelchair, visiting a favorite swimming pool in the south of France 
to watch divers, then coming back home and asking his assistant to 
help him make his own swimming pool. He cut blue-painted paper 
into the shapes of sea creatures, swimmers, and divers, and his assis­
tant pinned these pieces one by one to the burlap walls of his dining 
room. It's like he created both the window and the scene. 

CC: I love that story, tool And I love the long, homemade drawing 
stick he used when he was bedridden. It epitomizes the need to draw 
and conceive one's own space as long as it is at all possible. 

PB: Yes, that drawing stick feels so symbolic of the artist's will to 
create. As you look ahead, what are you seeing in your work? More 
collage? Or maybe you don't look ahead at all. 

CC: I always have way more ideas and interests than I can actu­
ally get to, so I try to look only a little bit ahead, so I'm not over­
whelmed. I think I'll be making some accordion books-they are 
such a good way to combine materials, contain multiple ideas, 
collect thoughts, and have a lot going on in a relatively small pack­
age-which is appealing now that we're all kind of cooped up. 

PB: Before we finish, can you tell me about one or two artworks that 
really move you? 

CC: When I was a kid, I'd take my mom's art history book off her 
shelf (all black and white images!) and look at the Goya etchings. 
That was the first time I remember feeling a deep, strong connection 
to something made by someone so different from me in a place and 
time so different from my own. I was obsessed with them. 

Then in high school in the 1990s, a teacher introduced me to Roni 
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Horn's work and it hit me like a bulldozer. When I came to Seattle 
in the late 90s, I got to see Horn's Emily Dickinson sculptures at 
the Henry Art Gallery, and that work had a big impact on my own 
processing of ideas. I love how Horn and Dickinson balance syntax, 
structure, humor, emotion, coolness, and vulnerability. There is 
something really compelling in the contrasting of deeply personal, 
emotional impulses and formal, technical concerns. The work of 
dance choreographer Crystal Pite does this for me as well (especial­
ly seen in-person, live}; there is catharsis as well as craftsmanship, 
a personal aesthetic and a collective force. She is earnest as well as 
funny, and attends to both the big picture and the tiny details. 

Once, Jason Hirata stuck a fork in the wall of a gallery and I loved it 
so much it makes me happy just to remember it. Jeffrey Simmons' 
watercolors on paper are mesmerizing. Of course, I am moved 
every day by the art my daughter makes. 

PB: What an exciting gathering of work! In and of itself, this list 
feels so textured, like a sort of collage. Has your daughter followed 
in your inspired gouda-sculpture footsteps? 

CC: My daughter definitely follows the pattern of making things out 
of whatever she finds. Like many kids, she has a magic touch with 
recycling materials, kitchen ingredients, scraps of fabric, nature. We 
have always made collaborative pieces for fun, and I 've even hired 
her to make elements for some of my sculptures and collages. 

PB: Quite the sculptor in her own right. What's a material that 
delights you both? 

CC: We're both sewing a lot these days. More like "sewn drawings" 
than functional things-I like how Geta Bratescu describes draw­
ing with a sewn line. My daughter Tabitha bought herself a sewing 
machine last year. We both make it all up; we seem to have a similar 
tendency to start with a little bit of instruction or a kernel of tech­
nique and very quickly start to experiment and do things that are 
not correct but that excite us. 

PAGEBOY 



AT LARGE
So Many Likes 
by AMANDA MANITACH March 21, 2017

Nested squarely in the sprawl of South Lake Union’s corporate glitter, one unassuming building is 
packed with a glut of excellent artwork. For Facebook’s new Seattle office, the company 
commissioned a great deal of work as part of an extraordinarily innovative artist-in-residence program. 

Launched at Facebook’s San Francisco headquarters in 2012 by the program’s founder and curator Drew 
Bennett, the company’s AIR program aims to bridge Facebook culture (in this case with the emphasis 
on playfulness) and local art communities. The company’s employees have enjoyed some serious doses of 
creative freedom for years. For example, they’ve been given free rein in the sprawling screen printing shop 
set up at HQ in 2010. Called the Analog Research Laboratory, employees are encouraged to mess around 
with printmaking as much as they like to keep their heads in the realm of the analog. 

The first AIR program evolved from the energy of that laboratory-like space. Professional artists were 
commissioned to transform the offices, slathering the walls with vibrant designs and murals. It was such a 
success that the program has been integrated into Facebook’s regional offices, including New York, Dublin 
and now Seattle. Unlike many companies that acquire artwork to flesh out a corporate collection, Facebook’s 
AIR program doesn’t mind if the art created on-site is temporary or plays with atypical materials. In fact, the 
curators prefer that artists do something outside of their comfort zone. Seattle’s old guard rightfully harbors 

https://www.cityartsmagazine.com/column/at-large/
https://www.cityartsmagazine.com/contributor/amanda-manitach/
https://www.cityartsmagazine.com/2017/03


misgivings about the Silicon Valley companies terraforming the city’s neighborhoods, but this program 
should assuage some of their fears. 

“Our roots are inviting artists and compensating them for their time, not for their objects,” Bennett says. An 
artist himself, Bennett painted murals on Facebook’s Palo Alto office walls back in 2007. He officially 
joined the company a few years later as art program manager to imagine a new kind of artist in residency 
program from scratch. “We want engagement,” he says. “We want it to be very clear that the artist was 
here.” The words interconnectivity, utility, sharing, communication pop up often in his speech. 

“The language we use tends to mirror the language of our workplace,” Bennett says, “Because whether or 
not artists are aware of it, a lot of the art-market infrastructure can be intimidating and there might not be a 
clear entry point for the uninitiated. For a lot of people, the idea of collecting art is something that only the 
affluent do—a precious, privileged practice that can seem off-putting. We’re trying to strip all those trappings 
of the art market and get straight to the issues of creativity, innovation, inspiration. And we’re interested 
in relationships with the artists. We’re trying to socialize these different communities, and by doing so, build 
those communities.” 

During a recent tour of Facebook’s Seattle office, City Arts was joined by Bennett, curator for Facebook’s 
North American offices Dina Pugh and recent artists in residence Claire Cowie and Sasha Barr, who filled us 
in on their experience.  

Artists working with the AIR program aren’t given specific directives about themes or content. They also 
aren’t given enough time to overthink things. Claire Cowie had only two weeks to prepare materials in her 
studio before gaining access to the freshly finished fourth floor of the Dexter Station office. 



Once on-site, she collaged cut-out fragments of silkscreen prints directly to the wall. She also printed block 
prints onto unfinished wood panels. The resulting pastiche of imagery weaves like connective tissue, with 
small symbols and figures interlocked in silent conversation. Branches and root systems flow into bubble 
gum clouds, fantastical chimera and curlicue snakes. Tiny cats populate the landscape (“Because who 
doesn’t love cat videos on the Internet?” Cowie says, laughing). As the project unfurled, Cowie found she 
was drawn to the challenge of embodying the idea of the tangent, of conversation threads and the edges 
and intersections of communication. She also ended up working beyond the initial space she was assigned: 
“They let me keep going around the corner, so I did!” Cowie spent 100 hours installing the piece, mostly at 
night while only a few employees were around. 



Since launching the Facebook AIR program in Seattle, Bennett has partnered extensively with Urban 
Artworks, the prolific Seattle-based nonprofit that provides art opportunities for youth, pairing them with 
artists and businesses to create large-scale projects in their communities. 

The work here is far from done. Currently, a number of blank walls are slated to be altered by more artists, 
including street artist No Touching Ground and further collaborations with Urban Artworks. In addition to the 
programming underway, the AIR program is expanding its global vision and will soon integrate lecture series, 
artist-led workshops and other chances for employees and artists to mingle. So far, it seems to be working. 
“The freedom they afforded—there was something incredible to it,” Cowie says, when she and Barr sat down 
in one of a seemingly endless string of random, cozy glassed-in meeting rooms, surrounded by the buzz of 
the lunch hour. “No committee or approval meetings. And I was allowed to do whatever I wanted and was 
actually told explicitly that I didn’t need to talk about Facebook or the web. That made me think about what 
I’m genuinely interested in, about the dynamics of a place like this. In doing that I was able to genuinely 
address issues about Facebook’s community without it feeling forced. I did it in a way I wanted to.” 

https://urbanartworks.org/
https://urbanartworks.org/


Artists in the lab: Talk will highlight a creative partnership
between art and science
washington.edu/news/2017/01/30/artists-in-the-lab-talk-will-highlight-a-creative-partnership-between-art-and-

science

Arts and entertainment  |  Science  |  UW News blog

January 30, 2017

James Urton
UW News

Jennifer Nemhauser leads a research laboratory of scientists, all immersed in the complex
world of plant hormones. But last year, the University of Washington professor of biology
boosted her lab’s roster with some unexpected talent.

Claire Cowie — an artist, UW alumna and lecturer — spent three months in 2016 as a part-
time artist-in-residence in Nemhauser’s lab. On Feb. 3, Cowie will deliver a talk to share
her experiences and help spread the word about the benefits both she and Nemhauser see
in their unusual partnership.

“This was such an insightful and creative experience,” said Cowie, who earned a graduate
degree in printmaking from UW and has taught at the university since 1999. “I hope that
by sharing this story and describing the residency program, we can inspire other
collaborations between scientists and artists.”

By her own admission, Nemhauser wanted to host an artist in the lab “for years.” She was
motivated in part by a longstanding desire for new and creative ways to move science out
of the lab and into the public sphere.

“I feel strongly that scientists, as public servants, must engage with the community in
meaningful ways,” said Nemhauser. “And many artists are already operating in the public
sphere. Art and design have tremendous influence on how we communicate ideas.”

Nemhauser also feels that scientists could benefit from the perspective that artists bring
— especially in creative processes and abstract thought. She made her case to the National
Science Foundation, which provided funds to host three artists in the lab over three years.
Cowie worked with Nemhauser to sort out the details of the inaugural residency, and
Nemhauser expects to use a similar format for the remaining two residencies, which will
take place in 2017 and 2018 with different artists.

“We wanted to maximize Claire’s time in the lab, giving her ample opportunities to observe
and interact with us,” said Nemhauser.
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For 10 weeks, Cowie spent one day a week in the Nemhauser lab. She shadowed scientists
as they performed experiments, talked with them about their research, learned some basic
laboratory techniques and got to know every member of the group. She also attended the
lab’s weekly meetings, during which members discuss their experimental results and offer
suggestions to one another.

These experiences gave Cowie perspective on the similarities and differences in how
scientists and artists communicate.

“Terminology I,” one of Cowie’s works inspired by her 2016 residency in the Nemhauser lab.Leo Berk

“Science seems driven by a quest for specificity, for details, and I was immediately struck at
how that specificity extends to communication — the words that scientists use,” said Cowie.
“Details are also important in artistic technique, but the ideas we communicate can be so
much more open-ended.”

Science’s specificity is necessary to keep interpretation of experiments accurate and
rigorous. But, said Nemhauser, it can also hamper scientists if they cannot think creatively
or abstractly about their results, consider alternative explanations, and communicate their
findings to peers and the general public.

Cowie and Nemhauser explored these concepts further through courses each was teaching
during Cowie’s residency. One day, they combined Cowie’s screenprinting class with
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Nemhauser’s plant development course and had the biology and art students work together
in small groups on simple printmaking projects.

“They loved it, and it was challenging and rewarding for both sets of students,” said
Nemhauser. “Each one had to articulate and share concepts with someone who wasn’t from
their field of study, their course, their ‘bubble’ — which really makes you step back and
consider how you think, process ideas and communicate.”

Back in the lab, Cowie’s experiences in the Nemhauser lab launched her own printmaking,
drawing and glass projects. She drew inspiration from everything from Petri dishes to
plant anatomy. She has shared some works on Instagram, and others are on display in
Hitchcock Hall ahead of Cowie’s presentation.

“But these are just the beginning,” said Cowie. “This will continue to fuel my projects for
years to come.”

Nemhauser said that the same is true for both her and her lab. She is preparing to host her
second artist-in-residence later this year, and will incorporate Cowie’s work into her
Introductory Biology class this spring.

###

For more information, contact Nemhauser at jn7@uw.edu and Cowie at cmcowie@uw.edu.

Cowie’s presentation is at noon on Friday, Feb. 3 in Hitchcock 132.

Grant number: IOS-1539834.

Tag(s): Claire Cowie • College of Arts & Sciences • Department of Biology • Jennifer Nemhauser • School of Art +
Art History + Design

3/3

https://www.instagram.com/explore/tags/nemhauserlab/
mailto:jn7@uw.edu
mailto:cmcowie@uw.edu
https://www.washington.edu/news/tag/claire-cowie/
https://www.washington.edu/news/tag/college-of-arts-sciences/
https://www.washington.edu/news/tag/department-of-biology/
https://www.washington.edu/news/tag/jennifer-nemhauser/
https://www.washington.edu/news/tag/school-of-art-art-history-design/


Claire Cowie, No scape (20-2), gouac e, I k, wa e colo , ac lie, g aphlte, collage, a d ea o 
s lte o 9 llzabeth Leac Gallery, Po land O , May 2-Jun 29) 

Claire Cowie: Unreliable Source 

Elizabeth Leach Gallery 
Portland OR - May 2-Jun 29, 2013 



In her new exhibition of works on 

paper, sculpture, installations and 
photographs, Claire Cowie addresses 
issues of family, community and 
culture through surreal and dreamlike 
imagery that is rooted in a personal 

mythology. The Seattle a ist is asking 
larger questions about how to make 
meaning and understanding of the 

world around us. Over the years, 
Cowie has built up a visual vocabulary 
of exotic crea ures, animals and 

umans inhabi ing shifting and eating 
la dscape-ish settings that point o the 
inner workings oft e mind and the 

artist's c rrent investigation of complex 
subjects such as trus , memory and 
navigating the waters of life. 

Cowie's intriguing paintings use sof 
washes, whispery Ii es and collage 
elements on paper, c eating an 
ethereal vision of the world. Although 

her paintings a e delicately rendered, 

er subjects can be dark and of en feel 
as if hey are part of an inescapable 
dream. 

Cowie's multi-faceted artistic approach 
relies on a loose narrative quality that 

functions somewhat like folklore. any 
of the hree-dimensional works are like 
charac ers or symbols from within her 

painted universe. Furry masks, 
colourful insects and disembodied 
fingers attached to the gallery walls 
bring elements from her airy pain ings 
more concretely to life. Overall, here 
is a sense of mystery and wonder in 
Cowie's storytelling. 

www.elizabethleach.com 

Allyn Cantor 

Claire Cowie, warrior (2013), a chlval lnkje p n on 
a e paper Elizabeth Leac Gallery, Portland OR, May 

2-Ju 29) 

Claire Cowie, Witch (20 3), Ink and watercolor on paper 
[Eliza e Leach Gallery, Po la d OR, May 2-Jun 29) 

0 
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SEATTLE 

Claire Cowie: "Works on Paper" 
at James Harris Gallery 

Claire Cowie's past work often featured 

whimsical figures, and the landscapes on 
which they appeared, in mid-morph. Animals 

trod across landscapes, which might turn out 

to be the back of a rhinoceros; hills and 
dales an animal's humps. In the Seattle­
based artist's current show, audiences are 
invited to venture into Cowie's shifting struc­

ture. But watch your step. Although present­

ed as a deceptively simple-to-map twelve 
paper-panel grid, Dead Reckoning (100" x 
90") employ shifts in scale, multiple perspec­

tives and Cowie's signature paint drips to 
investigate physical and psychological navi­
gational modes. Taking her cue from the 

title-a term signifying the employment of 

previously recorded courses to site the loca­
tion of a vessel-Cowie suggests that travel­

ers can only determine where they're going 

based on where they've been. In Dead 

Reckoning doors and windows allow the eye 

to access Suess-ian worlds consisting of 
igloos, falling cats, drifting boats and waiting 
maidens, executed in jewel-toned gouache, 

acrylic, watercolors and the occasional scrap 
of colorful fabric. 

As if to offset this fantastical world of flat­
ness, the exhibit includes two small-scale 
sculptures, both featuring boats. In 

Landmark #2 (11" x 9" x 11 ") a lone figure­

head is seen perched at a small craft's bow, 
while two small panels of watercolors dou­

ble as sails and windows, into which the 
viewer can metaphorically escape if this 

forlorn vessel should be left high and dry. 
Indeed, perched upon a tall white base, 
Cowie's vessel is literally marooned. 
Stranded Ship (16" x 42" x 42") displayed on 

a low plinth, shows a larger sailing vessel 
stranded upon a bulbous rock of painted 
foam. The quilted "map" on which it sits 
hints at bodies of land and water-but then 

it's just a suggestion. Cowie's no backseat 

driver. She eschews concrete landmarks so 
that viewers can find their own way, offering 
a visual parallel to Miguel de Cervantes 

Saavedra's famous words from Don Quixote, 
"I know who I am and who I may be, if I 

choose." It may not be smooth sailing, but 

the course she suggests is well worth it. 
-SUZANNE BEAL 

"DEAD RECKONING," 2010 

Claire Cowie 

GOUACHE, ACRYLIC, WATERCOLOR, INDIA INK AND 
COLLAGE ON 12 SHEETS OF PAPER 

22½" X 30" (PANEL 6), OVERALL: 92½" X 93" 
PHOTO: COURTESY )AMES HARRIS GALLERY 
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Claire Cowie, Dead Reckoning (detail), 2010

Dislocated Screws
Claire Cowie at James Harris
by Jen Graves

Wed–Sat. Through April 2.

At James Harris Gallery, Seattle artist Claire Cowie has only a small interior room to herself, but her show, 
Dead Reckoning, is just plain major. The centerpiece is a grid of paintings on paper. According to the 
artist's explanation—Dead Reckoning refers to a navigation system by which movement is calculated 
based solely on previous positions, generating cumulative distortion—she began with the center panels 
and worked outward, returning to previous panels to rework. The effect is entropic, like the screw 
dislocation in the growth of crystals that late (Spiral Jetty) artist Robert Smithson found so enchanting.

This is Cowie's fifth show at the gallery in a decade. Her imagery is consistent—stark, drippy landscapes 
populated with trees, animals, and people (sometimes all three combined into hybrid creatures), 
presented as single views but incorporating shifting scales and perspectives.

In Dead Reckoning, her colors have grown more intense, her patterning more dense, and she's using 
collage. The result is exuberant, throbbing. The scenes are like elaborately staged Victorian dollhouses 
crossed with the busiest and brightest city market in the world, fully stocked.

Subjects sit looking out of windows embedded at an angle inside other windows, each frame the color of 
a ripe tropical fruit or the deep-hued cover of an antique book. In the center panel, numbered eight, a row 
house falling off the axis of the earth is bounded by two upright others, one made of brick and sporting 
proper family portraits on the top floor, the other just a dripping royal-blue silhouette where a home has 
been excised from the spot. Three shadowy men stand above the buildings in the corner of a frame that 
hangs in the sky like a giant window; a tree juts up behind them. These are nonspecific places, but they 

The Stranger



do have systems, implied by flags that connote unknown citizenships, and designs that express a 
patchwork of unspecified heritages and histories.

Claire Cowie, 'Stranded Ship'

The subject matter isn't overly serious—stony-faced cats fly down from one window, turning over as they 
go—but the undertones of the events are somehow dark. And by not seeming to take herself too 
seriously, Cowie surprises you when you slowly realize what a master painter she is. She's accomplished 
in so many techniques: applying paint so it's solid and saturated, dripped, staining the paper, hatch-
marking, shadowing. She forces your attention to toggle between the aftereffect of what's literally 
happened on the surface (a stain has been made, for instance) and the illusion of three-dimensional 
space—while also providing collaged elements with striking patterns the eye just wants to caress.



Claire Cowie and 
Yunhee Min ail: James 
IHlarris Gallery 

or a recent two-per­
son show, the first 
and largest part of the 
James Harris Gallery 
was dedicated to 
Claire Cowie's series 
of paintings on paper, 
titled 12 Views (all 

works 2008). Done in watercolor, sumi 
ink and pencil, they carry the delightful 
ungainliness that is Cowie's leitmotif­
and what gives her work its power. This 
"anti-style" style bears some relation to 
wc,rk by artists as varied as Matthew 
Ritchie, Daniel Guzman and Rita 
Ackerman in that forms are rendered dis­
tinctly and set up in a kind of counter­
point akin to the multiple sounds of jazz, 
or of Bach. It is a way of making one pay 
attention to several visual ideas or 
approaches at once and Cowie does it 
very well. In her paintings, these bits of 
disparate visual information are placed 
against large, childlike depictions of the 
landscape. Some order is imposed by the 
uniform scale of the paintings and by a 
horizon line of mountains, which is con­
sistentlv about two-thirds up on the 
page. Three Meerkats depicts little ani­
mals on a bench, their fur rendered in 
deep, dark and scratchy lines against a 
soft expanse dotted with trees. In a num­
ber of other works, Cowie includes 
human heads sprouting from the earth, 
reminiscent of the last scene in the 
Bu.iiuel film, Un Chien Andalou (1929) 
and just as ambiguous. The heads are 
composed of loose, light watercolor 
markings and, in one of these works, 
Glacie1; become a cascade of faces­
women, men, children--some smiling, 
some frowning and some looking per­
plexed. 

Claire Cowie, 12 Views (Man on a Mule), 2008, watercol­
or, sumi color, pencil on paper, 22" x 30", at 

James Harris Gallery, Seattle. 

I, 
I 
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Cowie's work connects the chimerical 
qualities of early Surrealism with an 
unsettling variety of painting styles. 
Tightly articulated animals exist in the 
same space with loosely painted heads 
and trees whose symmetry recalls the 
style of Mughal miniatures (especially 
Pink Tree, where a canopy transforms 
into a wildly beautiful ornament). Taken 
as a whole, these images confound linear 
narrative while at the same time seem to 
beg to be part of a story. For this exhibi­
tion, Cowie reinforced that tension fur­
ther by slyly linking each work with the 
next. A hint of a basin in one painting 
becomes a full-blown valley in the next; 
the right edge of the last painting 
includes a branch that turns into a tree 
on the left side of the first work. One 
could argue that this wildly associative 
imagery is too private-a closed loop­
and in many ways it is, but the overall 
effect has a broader function. Cowie's 
collection of characters and painting 
processes linger like random and frag­
mented late-night thoughts that one 
doesn't quite have the energy to resolve, 
but that somehow remain intact through­
out the next day. 

-Frances De Vuono

Claire Cowie: 12 Views and Yunhee Min 

closed in December at James Harris Gallery, 

Seattle. 

Frances DeVuono is a contributing editor 

to Artweek. 
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Northwest visions 
By VICTORIA BLAKE 

SPECIAL TO TI-IE OREGONIAN 

Three of the 28 finalists for the Portland Art Museum's Con­
temporary Northwest Art Awards have shows up at Portland 
galleries: Claire Cowie at Elizabeth Leach; Jeffry Mitchell at 
Pulliam Deffenbaugh; and Fay Jones at laura Russo. The 
shows present such varied subjects as randy sailors, happy ele­
phants and howling wolves, and include eve1ything from 
sculpture and light installations to watercolor and ac1ylic col­
lage. 

As different as their subjects and techniques are, the artists 
share some qualities. Each lives and works in Seattle; has won 
impressive awards and grants; and is fairly well collected by 
private and public institutions - Jones in particular, who is 
surely one of the No1thwest's finest painters. 

If the purpose of the museum's awards next year is to both 
define and represent the best of Northwest mt, it is tempting to 
see the three shows as a sampling of the qualities cmator Jenn-

ifer Gately likely identified as typical to the region: process­
heavy, craft-inspired, with a tinge of folksy enthusiasm. 

At just over 30, Cowie is the youngest of the three, and her 
work displays the crafty mix of low polish and high concept 
that many artists of recent years have embraced. The hand­
made abounds - there's plenty of dripped paint, textured sur­
faces and naive forms - but with an air of playfulness and 
whimsy. The show, however, pairs that whimsy with a darker 
motif, like a pleasant dream gone bad. Titled "Homunculi," it 
riffs on the idea of the alchemist's homunculus, a 17th-century 
creation made out of clay, honey, blood and, in some cases, 
sperm. 

Cowie's homunculi are hybrid creatures: a wolf covered with 
miniature horse heads; a tree of hands perched upon by sinis­
ter birds. The six foam-formed sculptures have been cast in 
resin, gooped with gesso and drizzled with watercolor. The ef­
fect is unsettling; the colors are either muddied or else hei-

Please turn to Page 42 
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nously fluorescent, suggesting a 
nightmare. Which might not be 
out of the question. Situated in 
the gallery is a sculpture of a wolf 
howling in pain and an alien 
staring lovingly at its offspring. 
Like the other sculptures, these 
are intentionally messy, which 
neatly sums up Cowie's work: 
high concept, yes, but also cha­
otic and unformed. 

Compared to Cowie, the calm 
exuberance of Mitchell's work 
arrives as a relief. Whereas Cow­
ie courts chaos to the point of 
artlessness and harshness, 
Mitchell orders chaos, defining it 
with symmetry, repetition, and 
an extreme attention to detail. 

Mitchell's exhibit shows the 
work of an accomplished artist 
utterly at play. His is a vision of 
an "Alice in Wonderland" -type 
dream in which elephants per­
form handstands and turtles 
greet viewers with friendly hel­
los. Known to value labor as its 
own artistic merit, Mitchell has 
usually included a few ceramic 
pieces in his shows that are sim­
ply ftmctional objects: vases or 
shelves, for example. The Pull­
iam exhibit has several such 
pieces, including a hanging ele­
phant lamp and a wood-framed 
mirror. But the most impressive 
works are closer to fine art, spe­
cifically the three large ball-point 
drawings that anchor the show. 

To make the drawings, Mitch­
ell turned his paper canvas 
around a center point, doodling 
outward, and magically unifying 
the designs into a cohesive 
whole. The ball-point lines wob­
ble childishly, but they also re­
main remarkably controlled. 
The unification of the two quali­
ties reveal a confident mtist at 
his high-art, low-brow best -
the conceptual antithesis to 
Cowie. 

reviews 

Works by Claire Cowie 

Where: Elizabeth Leach Gallery, 

417 N.W. Ninth Ave. 

Closes: Sept. 29 

Works by Jeffry Mitchell 
Where: Pulliam Deffenbaugh 
Gallery, 929 N.W. Flanders St. 

Closes: Sept. 29 

Works by Fay Jones 
Where: Laura Russo Gallery, 805 

N.W. 21st Ave. 

Closes: Sept. 29 

Completing the trio of award 
finalists, Northwest grand dame 
Fay Jones shows a series of re­
markable ac1ylic paintings. Her 
naive aw-shucks drawing style 
bonows from a diverse list, the 
likes of Philip Guston, Henri Ma­
tisse and Joan Miro. With can­
vases stuffed full of narrative 
symbols - in one painting, a 
sailor presses his face against a 
woman's translucent skirt, itself 
superimposed by the figure of a 
pouting cat - the paintings sug­
gest a world larger than the one 
presented within the frames. 

Jones, the subject of a retro­
spective recently at the Hallie 
Ford Museum in Salem, has 
been exhibiting in the Northwest 
since the early 1970s. Forty years 
later the kinks of youthful exper -
irnent have been worked out. 
What the viewer sees now is the 
work of an mtist who has earned 
conn·ol over both her subjects 
and her techniques. 

That's a quality mastered to 
varying levels of success by Cow­
ie and Mitchell, making the 
three CNAA finalists appearing 
this month an appropriately 
democratic, if not spectacular, 
sampling of the Northwest art 
scene. 
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Claire Cowie 

at James Harris 

A printmaker turned sculptor 
who has garnered regional and 
national attention for her whimsi­
cal creatures, Claire Cowie often 
creates work that deals with 
transformation or with concep-

tual and physical boundaries. 
In an exhibition at the Henry Art 
Gallery in 2003, Cowie worked 
under the public eye produc-
ing watercolors and small-scale 
sculptures, often rendering a 
single subject in both mediums. 
She allowed drips off the paper's 
edge to mark the walls and floor, 
opening up her two-dimensional 
work to include the three-dimen­
sional space of the room. 

In "About Strange Lands," her 
third solo show at Harris, she 
applied gesso and watercolor 
to animals made of liquid resin 
over carved foam, and then used 
them as the foundation on which 
to build miniature landscapes, 
the bodies of her beasts merg­
ing with the topography to form 
a cohesive whole. The cascad­
ing drips seen at the Henry 
were absent from the watercolor 
paintings also included in the 
show but appeared prominently 
on the sculptures, where they 
flowed across the creatures' 
surfaces, reading simultane­
ously as rivers and bodily fluids. 

Cowie was inspired by the 
true story of Clara, a rhinoceros 
exhibited to European crowds 
throughout the 1740s and '50s. 
But this thin slice of history mere­
ly served as a springboard for 
exploring her essential concerns, 
notably perceptual shifts between 
exterior and interior space and 
between wild and urban worlds. 

In both of the sculptures 
displayed, Cowie eschewed 
realistic animal coats for plain 
white plaster. Animal markings 
in the natural world often func­
tion as camouflage; here the 
white suggested a merger with 
the gallery walls. In her smaller­
than-life-size Rhinoceroscape 
(39 by 25 by 72 inches), a stolid 
rhino bears the weight of a tiny 
village. Small trees cast of solid 
urethane resin crown its back 
while flights of steps are inset 
into its two humps. In Meerkat­
scape, Cowie reverses scale. 

Her meerkat (a small member of 
the mongoose family that lives 
in burrows) was rendered much 
larger than life {87 by 25 by 34 
inches), with sculpted fences and 
delicately painted-on brick walls 
encircling its torso and a drip­
ping blue tree sprouting from the 
top of its head like a jaunty party 
hat. On the one hand, Cowie's 
miniaturized landscapes invite 
us to enter their fanciful world. 
On the other, she presents us 
with sizable creatures that have 
the potential to inflict harm. 
Even her meerkat (a normally 
docile animal) with its exagger­
ated scale seems frightening 
as it rears up on its hind feet. 

The rest of the exhibition 
consisted of watercolors rep­
resenting the natural world in 
an unnatural state: trees grow­
ing horizontally and turtles 
floating upside down or losing 
the homes off their backs. 

In Seattle, several artists have 
recently investigated clashes 
between wildlife and urban life. 
Cowie removes sharp distinc­
tions between the two realms 
by shrinking and expanding 
her subjects in unexpected 
ways, which results in a strange 
synthesis between man and 
beast, natural and manamade. 

-Suzanne Beal

Claire Cowie: Meerkatscape, 2006, 
foam and mixed mediums, 87 by 25 by 
34 inches; at James Harris. 
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VISUAL ART 

T 
h e day after Valentine's Day, a few
discarded valentines had blown 

through the schoolyard by my house. I 
found them piled up against a chain-link 
fence like a tiny red and pink snowdrift. 
It made me think of the three shows up 
at Elizabeth Leach Gallery. Though each 
of the three Northwest artists-Claire 
Cowie, Amanda Wojick and Kristan 

Kennedy-use differing materials and styles, their work, for me at 
least, will be forever linked to decaying valentines.· 

The first things you notice in the space are Wojick's mixed-· 
media sculptures. Band-Aids, linoleum chips and other materials 
cover Styrofoam structures, creating colorful landscapes that look 
a little like psychedelic birthday cakes plucked from someone's 
dream world. Wojick's works on paper combine drawing and the 
artist's apparent fascination with Band-Aids, resulting in a visual 
feast of common objects and doodle lines that somehow add up 
to unforgettable beauty. 

A soft other-worldliness 
runs throughout the gallery. 
Claire Cowie's show, Village, 

uses watercolors and sculp­
t ur e s, to exp lore  a land 
populated by  tree boughs ripe 
with color, where clusters of 
cottages lay off in the distance 
and gnome-like creatures ride 
horses and wear pointy hats. 
Sparse and delicate-dainty 
even-there is a creepy element 
to Cowie's Village that may not 
be intentional, but I like it. 

The title of Kristan Kennedy's 
show, Valentine Field, is not a 
premonition of my schoolyard 
experience, but the name of a 
real football field that Kennedy 
found in a tiny town here 
in Oregon. The title alludes 
to memory and a sense of 
place, two themes that tether 

Three shows at 
Elizabeth Leach 

Gallery: 
Amanda Wojick's Cliffs and 

Waterfalls, Claire Cowie's 
Village, Kristan Kennedy's 

Valentine Field; 417 NW 9th, 
through Feb. 26 

Kennedy's abstract mark-making to a sublime world of almost­
perceptible landscapes. What were started as • "drawings for 
drawings' sake" took on a hidden architecture, becoming imagined 
spaces with their own laws of gravity, space, and time. Many of 
the works defy a sense of scale, simultaneously suggesting the 
monumental terrain of another planet and a microscopic close­
up of the neural pathways in your brain. RYAN DIRKS 
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CLAIRE COWIE 

JAMES HARRIS GALLERY 

Though Claire Cowie trained as a print­
maker, she's best known for the figurine­
style sculptures she assembles out of 
doll parts and animal knickknacks and 
then casts in resin. As much homely 
mutant hybrid as sweet keepsake, the 
figures, which are painted in runny 
watercolors, often seem to be struggling 
against their support, be it a dainty cup­
cakelike base or a wide, clear blue plat­
form. The instability of horizons and 
frames is Cowie's true subject and one 
within which her fine sense of sweet and 
cruel, and how they often resemble one 
another, is given full play. 

For her second one-person outing 
at this gallery, Cowie returned to two­
dimensional work. presenting a series 
of collages recycled from old prints 
and watercolors. Her subject is the area 
around her Seattle studio, a neighbor­
hood dominated by scenes of industry­
cement factories, commercial fishing 
boats, the cranes that lift containers off 
cargo ships-but also shared by a twenty­
acre bird sanctuary. The strange tension 

between these different worlds is perfectly 
channeled into Cowie's clean and decep­
tively light constructions. 

In her best works, factories and cranes 
appear to belch out whole landscapes 
of water and mountains and sky, suggest­
ing a kind of wry romanticism in which 
industry might give birth to a landscape 
(although not the one you expect) instead 
of destroying it-a counterintuitive irony 
that sidesteps the usual polemic. Cowie's 
visual language is efficient and dreamy 
and spare, simplifying, say, factory stacks 
or a growth of reeds into boxy shapes 
and single gesn1res that do an enormous 
amount of labor. In The Lone Boat, 2.004, 
a sweep of cut paper creates a shoreline 
against a white background, with boats 
created out of a few snipped-out brush­
strokes bobbing in water you are left to 
imagine near houses that seem to rest on 
stilts. In another work, a pale, curving 
road cuts through a hillside made of a 
recycled patterned woodcut-the simplest 
of landscapes, created out of only a few 
lines, somehow both elegant and lonely. 
In its deliberate remove, her work recalls 
southern Sung-era paintings of the natural 
world; in the unexpected appearance of 
images within the source prints (chicken 
feet in a factory wall; a regal lady's head 
on the side of a crane), there's a kind of 
Monty Python-style pastiche that keeps 
the work from being too lyrical. 

Occasionally these works do tilt too far 
toward the precious, as with The Birds,
2.004, and The Eagles, 2004, both all-bird 
collages: You don't realize how neatly 
Cowie measures out nature and commerce, 
privileging neither, until the balance shifts. 
But for the most part this exhibition is full 
of interestingly equivocal relationships 

Claire Cowie, The House, 2004, collage and 

woodcut on paper. 6½ x 5¾". 

between landscape and material, as well 
as evidence of the artist trying to place 
herself in relationship to both. It's like 
trying to find solid footing in a fairy tale: 
Here there are many horizons, or variable 
horizons, or no horizons at all; here is a 
bit of weather that could also be a bird, a 
mountain's shoulder, or a road winding 
off into nothing. 

-Emily Hall
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Claire Cowie at the 
Henry Art Gallery 

here's a decep­
tive sticky­
sweetness to 
Claire Cowie's 
sculptures, 
drawings and 
prints. Her ani­
mal, human 

and hybrid creatures conjure up the con­
tents of Grandma's china cabinet or a 
discarded toy box mutated du-ough 
memories of childhood imaginings. 
While the works f1in with a cloying nos­
talgia, they come to rest in a self-con­
tained reahn of curiously blithe melan­
choly. 

H1111tcr (Sn11tJJg/,iJ,, No. 9), from the 
2000 series S1111tDglobts, introduces this 
muted, hermetic world. Under a delicate, 
upended sherry glass, a miniature man 
with an upraised arm st:mds atop what 
appears to he disproportionately large 
red and white bulbous mushroom caps. 
His cape and hat suggest the heroic 
woodsman from a romantic fairy tale. 
Frozen this way, he remains preserved 
like a precious souvenir from a nearly 
forgotten journey. Encapsulated and neu­
tralized, this homemade miniamre strikes 
a srrong chord of pathos. 

Resembling an overgrown dollhouse 
folded in upon itself, St11gr exemplifies 

the quirky self-sufficiency of Cowie's an. 
I couldn't help feeling I was spying on 
this Lilliputian world going about its 
mysterious business. lumbliog spaces of 
various dimensions house tiny figures 
enacting ambiguous dramas. For 
instance, at a ground floor comer several 
male figures, no more than an inch high, 
form a circle around three figures slllnd­
ing on a pillow-like island that rises from 
a blue paint wash suggesting water. Is this 
a baptismal sermon? In an upper story 

Clain! Cowie, (above) detail of Soldiers, 2002, watercolor on 
paper, 66" x 51 "; (below) Four Birds, 2003, watercolor on 
paper, 27" x 20-1/4", at the Henry Art Gallery, Seattle. 

lofted room, figures hang upside 
down suspended from the ceiling 
by strings. Is this an acrobatic per­
formance or a punishing ritual? 
The scenes divulge no specifics, 
but the compellingly odd circum­
stanres lead the imagination to 
dream up explanatory or fantasy 
namatives to explain the happen­
ings. 

Stag, served as a model for a 
series of photogravures. The soft 
focus and rich tones lent a film 
noir-ish air to the images. The 
scale shifts radically as well. What 
was an inch tall now has a weighti­
er presence both in dimension and 
as sole protagonist within a 
focused frame. Cowie\; project 
(technically not unlike those of 
photographers James Casehere or 
Thomas Demand and pho­
togravure specialist Lothar 
Osterburg) finds currency in the 
translation from one medium to 
another and subsequently the 
transformation from kitschy object 
to provocatively malleable symbol. 

Clearly a fruitful device for the 
artist, Stagt also inspired waten:ol­
or drawings and other small sculp­
rures. Grouping is an arrangement 
of mildly bizarre anti-Hummel 
plaster figurines, their chalky white 

surfaces spottily tinted with water­
color washes. Far from a china 
cabinet tableau, the figures sit 
awkwardly next to one another, 
only marginally engaged. The iso­
lation each endures is set off by 
the weird amalgams Cowie has 
created-moose men, duck 
women and other human/animals. 
These outcast caricarures are both 
endearing and creepy as they 
induce a mild wondcnncnt and 
gentle sadness. 

Outsizcd drawings bring the 
miniature sculptures into cinemat­
ic scale. An economy of srrokes 
expresses the essential forms; drips 
of excess wash mark the creative 
act and save the work from being 
merely illustration. Cowie mov­
ingly transforms her modeVfig­
urines by enhancing their 
poignancy: morphing appearances 
with distorted planes as in the 
misfit So/dim or endowing a 
moody demeanor as in The 

Hunter. 

During a concunent residency 
Cowie created new work that 

reveals a playful ligbtheanedness. The 
sculpted hybrids are slightly larger and 
humorously absurd, sprouting several 
heads, tails and multiple human and ani­
mal attributes apiece. A &ntastic water­
color, a giant group portrait of sons, lines 
up all the sculptures frontally ro meet us 
eye ro eye. The new camaraderie among 
the figures, animated by the drippy, col­
orful washes, suggests they share a sub­
versive joke, one they won't let us in 
on-well, not just yet anyway. 

--Sara Knjnuski 

Flying Ladie$ of Leisure-Claire Cowie 

dosed September 21 at the Henry Art Gallery, 
Seattle. 

Sara Krajewski is a freelance writer based 
in Seattle. 



Henry's fit to burst 
with its bounty of 
contemporary art 

BY REGINA HACl(Eff 
p.r art crftk 

What do Mr. Bubbles and up• 
side-down trees have in common 
with pink men, big mouths and 
melting rabbits, distant birds, colos­
sal teens and Babe Ruth in a choco­
late crowd scene? 

They're aU members of the 
church of what's happening now, 
otherwise known as contemporary 
an at the University of Washing­
ton's Henry An Gallery. 

sky temple in the Henry's court­
yard, as well as his "Knowing Llght" 
installations in the south galleries, 
have tended to cast everything else 
on view in shadow. 

Two of the three non-TurreU ex­
lubits don't deserve this fate: 
"Crosscurrents at the Cenlllty's 
End: Selections From the Neuberg­
er Bennan An Collection," and 
"Claire Cowie: Flying Ladies of Lei• 
sure," both based in the north gal­
leries. 

If only they had those galleries 
10 themselves. Instead, they're 
forced to share valuable real estate 
with an utter dud: "On Wanting To 
Grow Horns: The Little Theatre of 

Seattle Post-Intelligencer 
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El -E6 

This unlikely cast of characters 
shares something besides visual 
savvy: All have been pushed aside 
by James Turrell, the man who gives 
dramatic character to colored 
space. His new (and permanent) SfEIIBfRY,E& 

Marilyll Mlnler"s •5o1o• 1s part of tlle •croncurreats 
at tlle Century's End" exhibit at tlle Hemy Gallery. 

HENRY: 'Crosscurrents' exhibit spills into hallways 
FROM El 

Tom Knechtel," organized to tour by Oris 
College of Art and Design in Los Angeles. 

With Knechtel's paintings in two major 
nonh galleries, "Crosscurrents at the Cen­
lllty's End" is more than a third smaller than 
it should be (check the catalog for this tour­
ing treasure and weep). Even in this re­
duced state, it's forced to spread out and 
spill into hallways, pooling in the open 
space below the stairs in the south galleries. 
To see everything that made the cut -single 
and multiple works from 40 artists around 
the world - you're going 10 have to hunt 
them down. 

Paintings and manipulated or staged 
photographs dominate. Although sculpture 
is scant and video is nonexistent, what's 
really missing are clunkers in any medium. 
Everything here is materially smart and cul­
turally incisive, and some of it is profound. 

Rodney Graham has been taking par• 
traits of trees since 1979. He turned his 
huge "Welsh Oaks (#6)" upside down not 
10 become the Georg Baselitz of photogra­
phy but to tip his hat to the medium's oldest 
form, camera obscura, invented or at least 
popularized by Leonardo da Vinci. Leonar­
do first described how to use lenses to cap­
ture an image, which in the process appears 
upside down. 

Whatever Graham's reasoning, the re­
sults are radical metaphor for environmen­
tal arrogance, a shakedown of the natural 
world. Think of an Ansel Adams print get­
ting the third degree. Graham has a simi• 
larly subtle yet rich tonal range, the exqui­
site detail and spacious calm. 

Don't let Gregoiy Crewson organize 
your yard sale. His untitled color print is a 
backyard heap of eveiything you own with 
the neighbors pitching in over the fence, a 
staged shot of a neverland, suburban fanta­
sy: ordinaiy people turning their backs on 
materialism. 

Painter Marilyn Minter's updates the 
old Cons1TUctivis1 image of a woman using 
her mouth as megaphone. Here, it's a kid 
with braces. Her luscious lips are 100 ripe 
for the rest of her, the teeth with braces, set­
ting up an implied conflict between stagy 
excess and wlnerable restraint. 

TIA preteen in Rinekc Dijlcstra's photo 

ART REVIEW 

CROSSCURRENTS AT THE CEHTIIRY'S ENO: 
5electlons From the 

Neuberger Berman CoDection 
CLAIRE COWIE: Flying L.ldles of leisure 

ON WANTING TO GROW HORNS: The little 
Theatre of Tom Knedltel 

WHERE: Uni�ity of Washington's 
Henry Art Gallery, www.henryart.org 

Wll£N: Through Sept. 21. Hoim: 
Tuesdays-Sumlays, 11 a.m.-5 p.m .. 

Thlll5days till 8 p.m. 

ADMISSION: S8 general, $6 seniors, 
free membefs and studenlS 

is 100 big for her surroundings. The sugges­
tion of a scale shift makes this sweet little 
thing look a little like Stalin posing for his 
official portrait. James Casebere constructs 
what he photographs. His 'Tunnel With a 
Dark Hole" takes us inside a whale, edging 
toward the blow hole to look at the dark 
world outside. The immaculate purity of 
Oliver Boberg's "City Tunnel" gives this or­
dinaiy freeway underpas.� an uneanhly ap­
peal. If the scene appears to be too good for 
this world, it is. He constructed it by collage 
before photographing the resulrs. 

Vik Muniz painted Babe Ruth nearly 
lost amid his fans, the adulation on the edge 
of a danger that's muted by the medium. 
The paint is chocolate, caught by the cam­
era before it leaked out of place. 

Who remembers Lawrence Welk? 
Painter David Moreno for one. His comic­
style no-maps-on-my-taps shoes are blow­
ing bubbles in "Wonderful, Wonderful," a 
tribute to the bubble machine on the Well< 
show; Sculptor Don Brown's in the pink. 
That's him in candy-colored pink cast-poly­
ester resin, trying to gain a little height and 
dignity from his pink polyester sculpture 
stand. 

Don't miss the late Felix Gonzales-Tor­
res' five small silver-gelatin prints hung 
high on the wall on the way to the rest­
rooms. The artist photographed birds in 
flight, too far away to be more than smudg­
es with wings. It's his version of Van Gogh's 

ws Over Wheatfield," the life of the 

Seattle artist Oalre Cowie's "flrint l.adies of Leisure• exhllit includes •Pig With Wings.• 
a 20D3 wateftOJor OIi paper. 

world whirling away but still lovely in the 
dimming eyes of a dying man. 

In an exhibit curated by the Henry's 
Robin Held, Seattle's Qaire Cowie lights up 
tWo north galleries with her "Flying Ladies 
of Leisure" and their animal companions: 
melting bunnies, sad-sack cats and horses 
turned out to pastUre. She has a fine, liquid 
line and a drained color sense that conveys 
a bleached kind of intensity. 

What's wrong with Knechtel? He's an il­
lustrator who's trying to fake his way into 
art by hyping up the content. Unlike Cowie, 

who makes empty space vibrate with the 
implications of her form, Knechtel's space is 
flaccid. He can't jump-start it by painting 
penises and fish heads, acrobats and circus­
es. Drawing is a skill, and he does it well. 
But as poet Charles Wright observed years 
ago, skill alone is like the "web without the 
spider. It can catch, but it cannot kHL" 0 

P-1 art uilic Regina Hadcett
can be reached at 20H4H332 
... reginahadtdtO.C,att/tpl.cum. 



ArtlltClalf9Cowfelll., 
.......... 

Ir.ere"), and Michael O'Malley 
{who used to le8dl at the tlW and 
now � at Amlona). At the 
-- of thill web of eomiecUona 
- eo.vfe henlelt hoane bai 
relaxed-looking In a puekered 
l'Ul!kolored bloure and red -­
dais, customarily modest and 
friendly and p&e.ed. 

I wasn't in L.A. only to sup­
port Cowie, aJdiougb I'm a big fan 
of ber work. I waaled t.o lmow 
how she JrOllld pla,y In a town that 
doelln't know anything about 
SOIL, or M� ar MVA. I 
wanted to knowhowmueh Clldlet 
an ani8t from a city without. u 
intemaiional N!l)llt.ation for c,on. 
lemporary art ean bring. And if 
the � show does 
bring Cowie sub8f.antW--, 
therelaa1110repreaingqueatioa: 
Wb,y would ft hlppen in Los 
Angela and not beret 

I llrst- ClaireCowie'a woric 
at the Phinney Center Gallery 
three yell!'I! ago. I can't reinem­
ber what Instinct. took me there.­
something in the preB8 rei­
about lady mators, whlcb 
lmprea,,ed me aa an idea � 
enough to be interesting. It -
interesting, a theme exaraioed 
through a series af print& and 
IK?lllpwres. But l was not pre­
pared-there in the IIIUX!lhiA 
galleryeamd out ota COllll1lllllity 
center's hallway-tor the hlgll 
charm ofCaw!e'a �- g\obel"': 
rubbery liUJe animals in bright 
oolors, set with silver snow In 
thrift.stare otamvare. 'Ibey 1'1ft 
mendly enougll-<ate and glit• 
terlng-but there W1III eome4hillg 

Fram·ed in Los Angeles 
Seattle artist Claire Cowie opens her first out-of-town solo show. 
Stranger art critic EMILY HALL attends the opening a�d ponders 

the difference between the Seattle and L.A. art scenes. 

I WAS OISOIIIE111JED even before • Seattleitee foulld their way to a 
the airplane touched dowu in Loa 81118D Loe Angeles gallery ealled 
Angel& Coming aat of the thin cherr,deloateyea to attend an 
clouds, I - a dramatic eurve ot opening for Claire Cowie, a 

• roast and beacl!, a few bouae,i on 8eatUe artlat in her first out,.ot. 
sere roads aouing into the lllllllll- SeaUle aalo ahow. Cowie'• 
talns,theocculmial�bh>e Seattle dealer.Jame& Barris was 
of a blldr;ylrd pool. Tbm a quick- there, 18 'M!l'l! eollectors Ben and 
erdng, more holMel, a grid. a few Aileen Kzohn and Rebeeea and 
grids. intaiocking grida. Alexander 8tewart (who Ill have 

I t!ioQght I tmewwhere t-. r Cowrie's work In their colleedona} 
saw Griffith Parle, I toaw the and utilta Dan W!l>b and Leo 
HollywoodBawl,1-... ....-.no. Saul Berk (who ia also Cowie'a 
We:flew over aix pms that loola!cl boyfriend). There were alao a lot. 
Illa! Grilll!i Puk. The plane ot ,_ Seattle ll'tiBta: Gary 
dippldllldturnecl. Wllich �- Smoot.CllrilGnot<-110iaflllilh­
tlle-Upvaup..t1"111d!nd llllf tlle snduate program at 
llbaluu1t7__...._l1ly UCLADdplansto_,lnL.A.>, 
blblalllOltlyur6nllliarell;Jwhldt JeffDeGollar(wlloflat� 
ii, bow do )'OUeveF &nd uytidng! ubool In Clllago, and -1dn't 

Aa a turned out, a lot of. etop uylng, "l Wlllt to move 

elie to them,� huder 
to ldeullfl'I � weirder, 
1111d dllrlr. 

Tllil plllb 111d pall ii at die 
i-t al Cowie'• art: Ille� 
ioeP,y' and diamiiag � ahot 
lmoogb...ith...io-. In bertlnl. 
aolo llhow in a l00IIIIJll!N:ia pllery. 
at the lames Harris GaJJeey in 
� Sqllln.lat"yellr("lnalld 
Out ct ConCelt, • f'.6e Sha,,,,.,,, 
Ja!J11,tm2].lheeralalall!tol 
aeulptlns�frombita 
aad pl,eeea olother� 
ehirla llllima18, &Ola ot plaetar-­
haoweirdliylrit---•,­
anmcbn ellinaHllelf llpril-. 
wlllcll Ille Ulen .......... 
eolarr, In -- eoatrat to the 
ddfW salldlty of the pluter, 
-- JDU -- al boll!. 

Al-,ytherewaa� 
adwnce l'nlm her firat. shaw; an 
intmu:tion between viewer and 
lnMallation that creal.ld abift.l in 
penpective and frame.� e1l'ect 
WU� and verti«J­
IIOWJ and a liUle menacing. One of. 
the unezpeeted eA'eetas of the 
Jame.s Harris abow waa howmueh 
I want.eel thoae flauri,ie&-l,ow 

mueli alie lild" created"a tliwinlile 
liWe thing, no matt.er how quietly 
mien She had tapped lllloa qln 
al longing for objeda, the pall of 
the colleetlble, so 11111th., lllllt ber 
worll IIOld. qult.e well (The ahility 
to in&till adesln, b-olvect,a ii, nnt 
incidentally; DD em!IJent quGlit.y in 
an artist.) 

In early April, I IIR!Dt down to 
Cowle's South Seattle studio to 
see what she waa makiJ'lf tbr her 
Loa Angeles show. She ahami 
studio apace with lb. other artlsta 
In a Duwamish-slde ..-eh01llll! 
that is partJalJy oceupled by the 
FBL The approaclt In the 8bJdlog 
is rather theatrically grand: past 
a guard, down a Jong, quiet, 
deserted alley beh.'l!en ware­
houses, past a tangle of d""8l'ded 
nets, lloatg, and giant cable 
spools. lnside, Cowie and the 
other artist,; have car,,'ed out. a 
spa,,e:...bave 1iteralJy put up their 
own walls-that thEQ• call .M06t 
Wanted Studios, in reference to 
their neighbor, but � might 
as well refer to their ltatos: they 
are IUIIOl!lr the ll'lOlt llltablillbed 
young ll!'ll.gta In Seattle. repr&­
lellmd by the t.op three dealers: 
J- Hanis and a..1woera at 
their galleries, am!� Hanni at 
Howard How.e. One duster of 
lll'lists, right aide the <loot; is 
made .up of Dan Webb. Mark 
'1llbmidu Mila; Jelrrey SimmolJa. 
ml Leo Saul Berti; at the far end.of 
the � ("down tbe blodc." 
O!wlejoloBs)lactaude Zlnuaud 
Sami Ben Larbi. this 1aat being 
the only (80 far) � 
artist ill the lJrOUP. The cenlff 
apaee of the wvehouse la taken 
up hy what l undemand are car» 
eonftseated hy the FBI. 1111d at 
leaat one pleuure boat. 

In her studio, Cooole sat at a 
large table surrounded by paiut­
bruahea smck hi paper cups of 
dirty waler, aud SCUIJ>&m'e in vari­
ous 8tagl!s of 1lnish. Part of tile 
table had been painted a� 
a1cy· blue, and WM crov,'ded with 
llgarines, 11IOl!totthem appe,armg 
to be slnklnglnlo the �orelle 
struggling out of iL Tbey "'1ll'e, 
variOllsl,)\ unformed and 1111per­
(ormed-melting, mixed, this 
grafted onto that. 'l'llel'e ,_,, 
lady lleacla attaelled to duck bod­
iea. 'n.ere W\11:'e three&llhmerged 
squlrrelseaortinjf ll'IIIUldllllra 
dlnoaaur; aeoup&.oflfil¥bamdes, 
panclaapecllatnc--tnno­
-. paying. kind of danated 
11-,;eto anap-icbt1-(wfth 
promine,¢ painted la!d,) that 
8Jll'l1II' !nm. the llUrfaee lib an 
lllldelltcolmma. 11111re-aill'p 
meltlq nbblt., with • polnk!cl, 



rather hostile glare, painted in 
blue-black patches that ran down 
bis sides, so he 11ppeared to be 
wallowing in something particu­
larly nasty. 

These pieces are no longer 
assembled and then covered in 
plastei; but cast in resin, which, 
besides being more reliably 
archival, Is a conceptual depar­
ture. It llll1JW8 Cowie to make 
multiples of her work, to paint 
several of them, and then to edit 

set up the platform, a more sub­
Btantial versioo of the table in 
Cowie's studio, built by Berle and 
de los Reyes. It takes up most of 
the room at four feet by twelve 
feet, and Is painted a blue a few 
shades darker than I.be one I saw 
in SeatUe. 

Cherry took me out back, 
where :we sat In the a1111 and 
talked .next to the giant sheep, 
dr,ying after a new coat or paint. 
She told me about the gallery's 

The scene in L.A. Is not one of 

artists competing for the same 

. crumbs, but artists creating oppor­

tunities for themselves, and for 

other artists. 

the anny of figurines down to the 
best ones, shifting, in fBet, the 
process from intnltive assemblage 
to scnlpture In a more traditional 
sense: The pieces are no longer 
like figurines-they an1 figurines. 

� bow she l18ed to have a 
gallery In her garage (she 
guessed that from 100 to 300 peo­
ple would sbcw up for openings), 
and de los Reyes used the Venice 
sb)re{ront as a studio. They met 
In 1999 through mutual artist 
friends, and when he began to put 
up exhibitions, they would nm a 
shuttle bus on opening night 
between her garage and the 
gallery. In fact, Cherry told me, 
people were sometimes more 
enthusinat!c about the shuttle 
than the art. People In Los 
Angeles get very excited about 
lrallsportation. 

Cherry and de los Reyes even­
tually fell in Jove, combined gal­
leries, and when that worked out 
very well, got married. The 
gallery is open only on week­
end&--Cherry works two other 
jobs, and de los Reyes is also an 
artist, who shows in Seattle at 
Howard House-but it is a thor­
oughly professional operation, 
with serious attention paid to 

art-ll&-8ocial-scene haa worked 
spectacularly well in a few local 
cases, such as Greg Lundgren's 
Vital 6 Productions, sncll as Fuzzy 
Engine, such as the brief LAVA 

invitational-but only after the 
venue, or the artists, have already 
proved populal: In Los Angell!l!, 
novelty is n virtue in itsel! 

What fuels, in part, the 
appetite for newness, is that 
there are so many art sc:hooll! In 
Los AngeJe.s (UCLA, Art Ceirter, 
Otis, CalAJu), and the jump from 
art school to gallery is a more nat­
lll'al one. Galleries, curators, IIJld 
colleetnrs troll student shows and 
studios for new work. (An April 
24 New York Times article about 
established L.A. museums show­
Ing the work of emerging artisul 
notes that these mll88UDIS keep 
"close tabs on the Los Angeles art 
community;" because they "can no 
longer ignore work produced In 
their own backyard.") And stu­
dents, with their endlessly opli­
mistie energy, tend to open alter-­
native spares; when they close, 
others take their place. Having 
people accustomed to seeking out 
novelty; Cherry theorized, worf<S 
both In art's favor and againl!t it. 
On I.be one hand, there is a more 
adventurous spirit; oo the othei; 
you might be quickly forgotten. 

You could take a eynical l'Olld, 
and observe that art, like DIOllt­
things in Los Angeles, has  
become entertainment, that i t  has 
sacrificed its high philosophy for 
vil!ibllity. But I would argue that 
this is not a bad thing. I would 
argue tliat art elevates the social 
encounter, rather than being 
diminished by it. 

At the time of my visit, ahe was 
still trying to decide how to 
arrange them, how to create the 
relationships between suri'ace and 
object,-what, in fact, the surface 
11Want, whether it represented a 
liquid or sotid. Mary Leigh Cherry 
and Tony de los Reyes (the owners 
of cherrydelosreyes) had asked 
for a show of only '!Culpture, with 
the fOCWI on the enormous blue 
platform-so that all those rela­
tionships, those bouncing glaneei;, 
those shifting frames, take place 
within the platform. Cowie had . 
nine months to conceive and exe­
cute this show, longer than for any 
other exhibition of her work, and 
with this time began to think more 
professionally-with the decision 
to IDllke less vulnerable work, with 
the editing process that allowed 
her to make 200 pieces of which 
she eventually showed 40. When 
the Los Angeles show, called Still 
Life cm Blue, is ftnally a.ssembled, 
the figures will find themselves 
in new arrangements. In my 
favorite, a huge yellow sheep 
rises from the blue surface like an 
island in the South Pllciftc, with a 
handful of the tiny bunnies scat­
tered around it like shoals. 

their artists; Cowie's is their first 
non-L.A. show. Already they have � 
an International cllentele 11nd a -�!!:===-"�­

Cherrydelosreyes is a Venice 
storefront, a couple of miles from 
the beach on a main drag popu­
lated with liquor stores and auto 
parts yards. There's a lone cof. 
fee shop where I stopped to pull 
myself together alter my disori­
enting flight; it slowly dawned 
on me that it was run by born­
again Christians. This is not a 
gallery distrlctr-detlnite)y not 
Pioneer Square. 

The first people I saw at the 
gallery when I arrived were 
Cowie and Berk, who had already 

good reputation-somewhere 
between ffy-by-nlght altematlve 
space and established commercial 
gallery; and they've accomplished 
this in what seems to be opposi­
tion to the conventional wisdom of 
gallery practices. 

Cherry's comment about the 
·popularity of. the shuttle stayed 
with me, as did something she 
said about collectors, about the 
est.ablished culture of collectors 
who throw big parties to show off 
their new acqulsltions, putting 
those artists' work In front of so 
many more eyes. Gallery owners 
know who those colledors are, 
and court them. It occurred to me 
that art is an intrinsically social 
scene in Los Angeles, and that 
attaching art to social life is a 
kind of dii•seminawm that isn't 
often praetieed in Seattle, First 
Thursday notwithstanding, Yet 

On one of my afternoons in 
L.A., I took a walk with Gary 
Smoot, a Seattle artist and set 
designer who moved to Los 
Angeles about a year ago, aft.er 
years of dual residency. We were 
In �nice, walking along a sb-eteh 
of beach known for Its l'realdlh­
ness, and I wondered why every­
one is so interesting here, so, in 
the condescending parlance of OllJ' 
time, colorful. And then I looked 
more carefully at the crowd and 
reallr.ed that they're not that 
much more int.eresting than the 
wildllfe on Pike/Pine on any giwn 
day, but here everything Is amped, 
as if in glaring Technicolor. The 

frame-as in one of Cowie's own 
shifty installations-makes it 
more interesting, the crazy Los 
Angeles ftame, B frame, mOffl<!Vet; 
that eveeyooe is aware o£ Inside 
of tJJis fnune I feel mom colcirluJ, 
mom necel!88ey. 

And the frame makes art itself 
seem more important than It does 

in &attle. Tlie tJieory tJiat lias • 
been passed around-ud not 
entirely aa a joke-among art 

people in Seattle is that the lilrely 
new colled.ors, those who made 
money in the IClftware boom, are 
not particularly social. This theory 
depends too hard on the image 
of the antisocial computer nerd, 
certainly not always true, but. 
feels somehow troer when faced 
with the super-outgoing ftlm 
industry. And film has a glancing 
relationship with art; in fact, 
Ca!Art.s, now a respected art 
schoo� was started by Disney in 
order to train animators. So art is 

..-UMl!lffffl'�U.-G,liJ,,LDl 

rontinued on p. 1/2 
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part of the daily ronvenintion in LA, 
even among people who are not, lltrictJy 
speaking, art people. The - in L.A., 
m�enU:11 it< not one of artists eom­
peting for the same l!l'1llllhs, the l5IIIDe 
bit.I of attention, but artiru ereatinii 
opportllllitle• rm· themttel..-e,,, and fOI' 
otller lll'tlst& This, al!Cllnllng to some of 
theart1$18<butcertainly notull)wboha�e 
moved to Los Angele,, from Seattle, 
nud!es it friendlier, more ge,u,roru,. 

rve oeen bow thil< "1ll'b, When I,;,,. 
ited afewYl!IINtlllO, I attended tbe closing 
party for an excellent ip:it:e cnlJed 
George'" Gllller). IIIMi illrltelld or I.he kind 

of funereal handwringingtlurtwould bate 
prevailed in Seattle whoo a good !!pace 
dosed, the mood was buoyant. 'ftie­
o/the pll<!l'y was relieved that ebe'd have 
IIIOJ'e time to make her own art. There 
m11 talk of l!Oll1cone opening a gallery in 
a garage, which tumecl out-m the way 
that small oonnectiolll! grow large in Loa 
Angelee-to be Cherry's. 

By most measuree, Cowie has sue­
ceeded as a Seattle artist--6he's Cll!l'tSinly 
mme along� from the Pblnaey Cen� 
Gal� and done very well even for 
someone with an MFA (bera ill from the 
Universiey of Washingeon). Sbe'a bu8y 
plannlng two upc,oming exhibitioM, the 
fll'Bt at the Henry this July: a aerie& of 
pbotogravures from last year, shown with 
ll!lected wvrks from the last live }'e818 
and an open atudlo In 'Wllld1 the artllt at 
work 1- part of tbe lnstallallan for 
a f<Nt �all� a� 
-.n shaw for an emerging artilt. 
Then, next J&llWll',)I ehe11 iastall the lait 
ill a serlee tbal. the BeDeme Alt. Museum 
ill ealline Nm, In which local artillta 
tnnlform tbe muaeam•, librley into a 
living gpace. SIie's 11111 talking to Harm 
a1ioa, anot.her gallery show liter in iOOC. 

So geUil,g ber work in frantof people 
in anotller big e1tJ4 in a mom imporlaflt 
ut � eeema like a namnl alep for 
Cowie. although whufeels ndural in Los 
Angeles Is more difficult here. largely 
'-lee DIOlt COIIIDleldal Selltde g,allem 
don't regularly shaw )'Dung emergiag 
artists (Howard and Kanta are Tf!rY 
mllCh the eneptions)-4here aimply 
aren't IIS JIUII\Yoptloaa. (I've -.d _peGllle 
grumble that Seattle utiBt8 are t.oo 
diffident about -. and don't dw,e 
opportunltlu u flereety as artists ill 
odier dtit!8; of coune. thla llllileNDea 
could be due to the lick of lllJl)C)J'lum­
ties ... and the ma1ce eats it& own tall) 

Cowie has not been diflldent, but ot 
couree investment hardly guarantee,, 
-. And was her ebow a ..-t 
Everyone aeemed to lllinkber Loa� 
debut went Vl!l'Y well-me Included Slnee 
the show'8 opening. eight pwces have aold 

(Including the melting rabbit I ..._.__ 
one or tbe IDOllt expellld'<'e pieces). A 
gallery owner's \\-ork, of murse, C1llllinues 
long, long after lbe opening. Cherey bas 
brought a ,_ mtb to the � and on 
May 2, Leah Oilman wrote a short review 
in the L.A 'l'ima about Cawle's "dis­
comfiling comfOlt objeelll,* Cllmparingthe 
themaUc vein of her \\'W'k to Mitre Kelley 
and Ugo Ron� "Cowie'" 'l,tlll life' ... 
is both endearing and Cl'eePll and certainly 
Intriguing ... lsbel plays off the ridl nos­
talgic arclllve of cbi1dhood to offer up 
work that's vaguely troubling. Her 
menagerie elidt,, pall.-moat or all. for 
tJiose chanctl!J'II and kids alike whom fate 
bas exiled D'OOI the dominion of the eute 
andeaddly." 

Bnt BUe,:eog, e,.1!11 in Lo$�. is 
melllllll'ed over time, so all \\'II an II!!\ 
with are our bnprelllliom!. A fet. days 
aft.er we returned, J met Cowie :at a tiny 
Capitol Hm ,oflile M<ll' to see what sbe 
thought. and when I loobd at her it was 
u If we had traveled a great di9tnnce 
together 811d then returned. 

"I waa llllrpnle(I hythe alt.etltion and 
ll!Spl!Ct I tp,, • she a,aid. �1 e,:pected a 
higher lefl!I of eompetition. ma,ybe a 
relnctame to be uiee. but it wasn't like 
tlaa1atull �Wben llhe tilDmd about thedif­
fenncet bet?.-een showing in Seuttle and 
lhowlnc In Loa Angeles. she souruled 
IUQl'e Ilka 1111 artlat who has malun!d than 
1111 artist who bas i- plncked out of 
� "Fbr J°IDI [Harrill fa l!hcrw; I WU 
Jeamreofthewodc, butmorelUJ'eofthe 
reeeplion," abe mt "ln L.A., it - tbe 
GppOllile. V,. abow at Jim'afeU like a flnt 
""°"'" Wbidl is to ay; when ebe sltav.1!d 
inL.A.,abe-readyto�inL.A Nat 
� perhape the truer ror it 

Wba1- IIIN!llp8Cted formewubow 
the d>errydeJo,irey opening made me 
feel about Sellltle, how itlltimd my jaded 
fieaR. SeeillglO lllllllY Seattleltes in a Los 
Angelea pl1ery OD the oeeasion or ll 
SealOe artllr. llhow Slalted t,o w,do much 
of my SN!ti&-'11!nU-Loa Allgelea theor.ll 
to IIIIClo myl'iew of oar art-• tlgbt, 
-petitm,. and grim. But throogboutthe 
effllingottheop!ning-attbegaller>; ata 
i-rty aften.wd at a IIUlllpWOUS asnakide 
holl8e-l tGlllinlled to 118k the ame ques-
111111 of qane wtio wuald talk to me: 
Wb,t'a lhedlllfenmce between Seattle aad 
Los Angeles! Tbe answen tended to 
gropetonrdai.tnl!tioiJ:"TbeSeatdeart 
- ... - gmaae thrown (ID die 
11re: C2iris Grant tad me; "Loe Angeles I,; 
,m,e evalPe tllan Seattle." Gary Smoot 
said, 111d lhllll tniJed otr. 

And 0.. at - point dnring the 
partJ, I 'l10lldered, jg tbi11 a question that 
llbolild belllWlll'J'8d?l\!rtaapa1,ot. So I let 
- mab, me II drink and walcbed 
the lights or � playing over houses 
relleded in the canal.. 
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. Recasting· objects 
of childhood 

Discomfiting comfort objects. 
That's what Claire Cowie has ar­
rayed atop an expans�ve plat­
form dominating the tront gal­
lery at· Cherry de los Reyes 
Gallery. CoWie, a Seattle painter I 
and sculptor making her LA. de- i 
but here. appears to have con- I 
vened a meeting of mutant I 
stuffed animals and once-benign : 
decorative objects. ! 

They gather on the blue ta- i 
bletop in small clusters, often I with one larger character hold- i Ing court among several smaller : · 
ones. Cowie's "still life." as she ; · 

• calls it, is both· endearing and :
creepy, and certainly intriguing. ! 

Cowie's works derive from!
I 

figurines and toys - porcelain j
songbirds, stuff'ed bunnies -:-::- l
that have charm, sometimes in I 
saccha1ine excess. Cowie recasts 1
them, literally, in resin, then dips !
them in white late� rende1ing !

I 

l 

LOS ANGELES TIMES 

Crmrft:'.S.V af r.herr1,1ci•!lo1tre11u 

BUNNY: Claire Cowie recasts
toys and figurines in resin, then 
dips them in. while latex. 

' 

I their fonns brenerallzed and mis- : 
! shapen. A rabbit's tufted t\J.r i
I looks sodden with glue. A Jamb's i
l coat appears curdled, lumpen. A i
: giraffe's sleek legs are instead !
! thick and clumsy. I 
! Some animals have human II 

' I i faces, some have horns, some· ! 
I look mired in puddles, some are ! 1
1 

missing limbs. Cowie gives the i 
, figures simplified features in : 
i watercolor, and drippy washes of I i pale color-outtake colors of 
! brick, acid yellow and watery ol- !
i ive to match their outcast per..: !
I sonalities. · :
i Like Mike Kelley. Ugo Rondi- i.
! none and more than a handftll of l
i other artists, Cowie plays off the j 
l
l 

rich nostalgic archJve of child- 1
hood to offer up work that's i

i vaguely troubling. Her menag- !
I erie elicits pathos most of all. for i 

those characters and kids alike : 
I 

t ! whom fate has exiled from the i
! dominion of the cute and cuddly. j
r 

• 

i Qeny de los Reyes Gallery. 12611 j f VenlCi! Blvd., L.A, (3101398-7404, through
:
1 

Moy 25. Open Saturday, Sunday and by j
appointment. 

! : 
1--------■ I l 
: i 
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: into ase�;;sof�inematie .' 
I: _ _ •. gestJJres,. sbady ancJ �y deplctiQns.of . : --:. . • • • • • • scenes that areobJiqttely emotio� in one,· •• . 

FOR A LOT OF' PEOPLE. thEi idea of -e(W� in�� paint, umched with Mr, ,Moose· }q;oggin confronts a eurl 9f . \ 
''whimsy" (one of'my least favorite words) . • �d bits of coior: Some of them �veimpec- _ thorny tiran�h in a tig�i space. and sud- " 
hi eo�ed to· a: shelf of knicklm;\cks; cablysinooth�JikefoDdaDticing,on 

• . denly bis-indistinct expression becomes ·_ 
- i...: dma hadthem·. 

- - • • a cake, and most are'set into I on·e· _;.,..f_-�_- _..:,::.:_an·.;,.;_,·,.· h. �n-d. t:ioilin· g_�e .. .;_ 
...niayue your gran , • • - . Claire Cowie ' -- .., -Y anK: eo� i, -. 

(mine. i!erta.mly_ dill}; kj�ns, Jame� f.tarris Galle,y; qeep, disc-shaped bases. "Set 
. '

' Tliese 
-
� � the figµrilies 

an added 
teacups, Fhigoria,rd:sty}e ladies '309A Third Ave S, . into". isn't quite rig}:lt: they layer ofhisf.ory aJ!d � and of remove,

_'curtsying to ,gentlemen-in pan� • ,- �
-
. 
119
3·:� i •• - · drown in it, wade through jt, confirming what many of us have always 

taloons. It's hard to-_know - • • riseoutofilMost ofthemare 
- , 

suspect;edaboutthesecretlife of object;s-.:.._ 
what's invested in these-objects that serve animals, and they're pr�tty damn �te; namely, that they have one;. and it has_ .. · 

- • li!ilittle p�whether their presence which is' and is not the po�you projee.t • nothing to do with our bullying human • 
• iru:lieates something personal or· senti-_ - ont.o them those:sqm,shy emotions reserved- .. • : • machinations. -

· 
_ · . • - -

mental,. or perhaps, a taste for clutter, or · • for pets, but the hard surfaces resist your • ' • The inst.allation of Cowie's work is de-
·::· • �hether the owner has-simply c� to love IIS �ell as your int.erpretation. Some of • 

�ely 1ogse, 
with 

platf
orms oi'dilierent - ·

.-· •· �ee them.· I fuid ·them. strange because . them are-�� that co�d have come . beigbtsthrwghout the� the paintings , -
,: • • they're figures. t.ake!} out of context, with _ sfraigpt out of Gree� m?'"1ology-sf.rattge _ :. cbeerfuily lllldbrightly lit. But the more time . .i 
• ;·:, no narrative or .formal structure to guide -; animal-human �ns, clov�ed · - yon SP,eDd ip. it (and y�u should aim to be .,j 
. • • :them._wn:olly complete unto therµselves. �-- . women. a man with am� head growmg alone there for·at least a little while), the • 1
-, the same time mys1:.erious anil remote. • · · 

out ofhi& huge noggbi. - • - • • - � - · · - : more it adds. up, knitting it.s elements f.o!: 
Claire Cowie has-_taken t:}le� figures - •• .··•- A!one; these'� would-� m� � It's hard t.of.ear10urself aw.ay; h

ard

··and exploded them. Not literall� rathei; ingtmough, but seeingtbem p�-m� :. tosbakethefeelingthatlioniething'sgo� ·.
• she's used them to engage with ideas of big,deftwatercolors�tes-a senousshift tohappenwheliyou're

nottbere.
■ 

place and purpose. It's a rare art show that - ���• a whole new �rld: ,EveJ1 !? . · · · 
c...· ... � ·--· - : • ; .. • • . . -- • - .. . • I the pamting bears DO dis- ·. 
can draw on some pretty strict and�- j tinct boriron, they become 
.retieal questions about formal qµalitie&, , faint figures in a Japanese 

:- .- narraµve, and� out can also be sweet. [ scroll, the-inhabitants -of a -
• funny; and twisted, and Cowie has man� 1-dollhouse f;(len �man om-­

aged it qui�. beautifully. The .work fo:r ; niscient • · an� 'pri\1ileged .. Stagings, her first solo show, began :with a ·: • • • • _ int. The walls of the 
--�.-_-....,kin""iaoiilo ouse s e an �pu- gallery hEiC?me the walls of 

lated with homemade figurines-strangely· a house, and suddenly you 
• hybrid � and people making v�e, ·1. notice h� glances between 

• uninterpretab!e ges�� t!ien poo-_ � the creatµres andthe paint...�
• togrci'plied.-Some olthese images were_, in� are zjppmg around -

tutned into photo'gravure ima.ges, and + you. Next to one of the 
some of thefigures.fi.ave beenpaintedinto ,· paintings _is a· gQrgeous,.­
large-sciue watercolor Ja,ndscapes; the ! . dripl>y seul,_ptuie of a-lean-: · 

• prints and the- paintings plus the figures .. · garoo; he seems to look at· 
• form tbe cont.ent of the sho� The house],- the y.amting, at the �tlier _. 
_ itself ian't included. and that's a de)!berate l fignfes, _and �n back. at • 
- choice: t:o remove. the figures from the con- • you.· There you are, � ine-. • 

text that gives them meaning� � hllbnant ofth� veey house . 
- .,_ a tangle of echoes (of gesture; of color) _ you're a�g. · _ '. • 
• • within the larger space of the gaJlery. · Qi perbaps·just a guest. •

There are the� tbemselves. not . Cowie'"s ph'"etogravures ex­
yourgrandml{s tschotkes:plast.ersculptmes � �9Jlndm&j� .9�WQ.d@ • ··1 

,.� :·, •; _;:1;·,·, >-/c�--�---��:.:-.•:�:1t _,i,-,;i:1 ·-1
·.·.: ,, � 

CLAIRE COWIE Sweet.-fanng � : 
-

, : · . ,_ 
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