The Muted Harp, she gave the sculpture the drama and stature its thematic content merited.
As her health declined in the
1980s, Morris gave up the physical
demands of producing large bronze
sculptures and, with Tribal Rites,
turned to wood. Each of the closely

Above:

Hilda Morris,

Tribal Rites, 1987-88.

56-80.5 in. high. Below:

Karen LaMonte,

Wood and pigment,

9 parts,

Semi-Reclining Dress Impression

with Drapery, 2005. Cast glass, 42.5 x 27.5 x 39.5 in.

produced abstract sculptures at a
time when abstraction in the Northwest was still an aberration. Thoroughly cognizant of the Abstract
Expressionism then dominating the
New York scene, she drew on its
tenets to create works that fused
the timeliness of Modernism with
the timelessness of natural forces.
Morris's accomplishments were especially impressive when one considers
the secondary status of women during most of her career.
The ocean, wind, and land formations resulting from volcanic eruptions are important elements in the
Northwest environment, and they
are recurring themes in Morris's
sculptures. She was well acquainted
with the basalt palisades and formations in eastern Oregon and along
the coast and responded to them
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in many sculptures. References
to the figure also appear with some
frequency throughout her oeuvre. In

~

her earliest work, consisting of terra-

~

cotta and plaster sculptures pro-
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duced in the late 1930S and early
'40s, the human figure is of prime
importance. She returned to it in her
last major sculpture, after decades
of references to mythological and
universal symbols, creating a group
of nine standing, abstract totemic
figures (Tribal Rites, 1987-88)
In the terra-cotta Kneeling Woman
(1942), the figure seems only partially emerged from the expression-
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istic, flowing form of the clay This
work exemplifies Morris's adaptation of Modernism and indicates
her affinity for abstraction. In later
years, her figures would become
much less specific, usually acting
as elements in larger formations.
With Early Voyagers #2 (1954-56),
the transition is evident in abstract,
upright figural forms, almost stick
figures, within a stretched, misshapen circle.
The circle, with its rich metaphoric
associations, became a favorite motif.
It reached its apogee in the monumental public sculpture Ring of Time,
finished in 1967 during an unusually
productive decade. Permanently
placed in downtown Portland, it was
represented in the show by a wallsized photograph, a maquette, and
a small version titled Ring of Time,
scale e.
The Muted Harp (1963), created
for the Seattle Opera House, marked
another significant achievement.
Seeking a subject that would refer
to the transcendent realm of music,
Morris settled on the harp While evident in all of her work, attention to
process is particularly important in
The Muted Harp. Because she could
not afford bronze until the late
1960s, she developed expertise in
combining steel and wire mesh, then
applying concrete or hydrastone to
produce solid forms. Adding pigment

placed standing figures is painted in
several bright colors. The figures are
anomalous, not only because of the
material, but also because of the flat
geometric shapes and the color. They
stand out against the natural or subdued tones of the other sculptures,
as if pointing to a new direction.
Hilda Morris was a powerhouse,
resolutely determined to have her
work treated with the same respect
as that of men. To that end she
never permitted her work to be
shown in an exhibition that didn't
include men, nor did she exhibit
with her husband, the eminent
abstract painter Carl Morris. She
was an intellectual, a voracious
reader who engaged in heated discussions with her husband and their
friends who, for the most part,
were poets, mathematicians, and
philosophers. The discussions generated ideas that fed her art. That

she was able to transform her ideas
into powerful sculptures as timeless
as the basalt formations she admired
remains her enduring legacy.
-Lois Allan
TACOMA,

WASHINGTON

Karen LaMonte
Museum of Glass: International
Center for Contemporary Art

Karen LaMonte's recent solo exhibition "Absence Adorned" crowned
nearly a decade's work addressing
gender in the form of clothing. Clear
or tinted green, her new cast-glass
dresses not only use full-length originals, they also employ standing,
seated, semi-reclining, and reclining
positions in order to suggest a range
of actions.
The subject of meaty catalogue
essays by Arthur C. Danto and exhibition curator loli Cho Bailer, LaMonte's
work now enters the hallowed art
world precinct, light years away from
her cutesy, diminutive Colored
Clothesline (1995) seen in the Tucson
Museum of Art-organized touring
show, "Calido! Contemporary Warm
Glass:' From the earlier 12-inch-high
works made of slumped glass bottles
to the new life-size, Czech factory-

and gold leaf to these materials in
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assertions, acceptably moved by
the emotional raptures neatly engineered into classical music.
The 40-year-old New York native
began this body of work while on
a 1999 Fulbright fellowship at
UMPRUM, the Academy of Art,
Architecture and Design in Prague.
The "Dress Impressions" raise material as well as conceptual issues,
however. Created in collaboration
with Czech glass technician Zdenek
Lhosk)/,they contain extraordinarily
realistic details of seams, draperies,
folds, appliques, and embroidery that

made castings, LaMonte has followed the requisite steps for the
acceptance of glass in the art world:
drop color, increase scale, and stress
concepts beyond process.
That said, as Danto and Bailer
point out, hers is an impressive
achievement. In a beautifully spacious installation, the dresses
became ghost memories of fin-desiecle sopranos and pianists, performers caught up in stereotyped
gestures of swoons and surprising

are stunning to behold. At the same
time, the general uniformity of color,
size, and scale, despite the differing
poses, can become wearying. This is
part of the price LaMonte is willing
to pay for omitting color to gain
conceptual clarity (Evening Dress
Remnant is in a green-tinted glass
that offers some relief). Without
color, process is more evident: the
sections that are combined, the
search for casting seams, and the
wonder at the uniformly smooth,
matte surfaces. And the art and art
historical analogies summoned by
both Danto and Bailer (Bernini, Judith
Shea, and Howard BenTre,among
others) help place LaMonte's comparatively one-note responses but fail to
fully make the case for their equal
significance.
By contrast, a two-part stage curtain (Curtain, 2005) underscores
LaMonte's recourse to theatricality in
order to breathe life into her ghosts.
Their thin, see-through quality is also
brittle, making it especially hard to
render lively such surrogates of the
female figure. To take one other con-

without arms, LaMonte's vanished
performers are hauntingly beautiful
while remaining tied to the versatile
material of their origin with all its
assets and limits.
-Matthew Kangas

being with a flaring lower half, a
hat, and mussed hair.
Almost apologetically, a press

MUNICH

release explains the selection of
the more traditional Alte Pinakothek,

Cy Twombly

too successfully ingratiated itself
with historical collections and corporate boardrooms to be hip anymore.
After all, installation art, electronicals art.
Such a threshold formal question
was once de rigueur in the presence
of new work, but today the high art
assumptions behind it sound increasingly esoteric.
To a literal-minded audience,
Twombly's forms are empty boxes
or crates, scraps of lumber, and
castaway paint buckets that perhaps blighted a construction site or
a back alley before being playfully
thrown together at day's end by
a tired, hard hatted worker. To a
Postmodern audience suffering
from information overload, Twombly's architectural hints may be too

Top: Cy Twombly, Untitled, Lexing-

tural decay. Several of Twombly's
current works echo stelae and agricultural implements, but a more
evocative majority of his pieces
remind us of the weathered blocks,

com-

pound, 66 x 97.8 x 43.2 cm. Bottom:
Cy Twombly, Untitled,

Lexington,

2004, 2004. Wood, mixed media,

gypsum,
compound,

pigment,

and spackling

80 x 40 x 40 cm.

rather than the Pinakothek der
Moderne, as the exhibition site,
claiming that it "emphasizes Twombly's affinity to the works of the Old
Masters:' Perhaps his highly nuanced
brand of painterly expressivity has

indirect to be precisely appreciated
as an ironically beautiful ode to cul-

ton, 2002, 2002. Wood, pigment,

Untitled, 2004 is a six-unit-tall
stack of containers whose contiguity is disrupted only by a crowning
vertical wood scrap and horizontal
plinth inserted between two of the
larger volumes. At the height of
an adult, the tower slowly narrows
from floor to apex, with an extravagance of dripped plaster and paint
near the top. Though not explicitly a
female figure, it nevertheless accentuates the form of a human-sized

trasting artist, not mentioned by

acrylic paint, and spackling
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Danto and Bailer, Nicholas Africano
created cast-glass, full-scale dressed
female figures throughout the 1990S
and managed to instill some vitality
into his effigies.
Left to their own monumentality,
LaMonte's "Dress Impressions" come
across as rescued cultural artifacts.
Recalling the Venus de Milo, also

toppled and broken columns,
and plinths of classical Greek and
Roman architecture.

ly generated art and design, and
even kinetic sculpture are intrinsically advantaged over static sculpture
by an accident of neuropsychology,
wherein we humans are hard-wired
like hungry fish in a stream to look
at bright and shiny moving things
rather than to wonder about stuff
that just stands there-even ifthat
stuff is elegantly roughhewn, teeming with chromatic substrata, and as
archetypal as it is improvisational.
Twombly selectively forsakes the
obvious and sometimes even the
visible, the way life often does. While
standing among his totemic forms,
one must imaginatively come to
terms with his trademark handwritten scribblings, workman-like surfaces, and deadpan visual provocations. His handcrafted musings
require an introspection more deeply
rewarding, if less literally breathtaking, than what is provoked by
the alternately frenetic and boring
din of the electronic.
-Mark S. Price
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