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Paul Seide (US, born 1949), ‘Radio Light’, 1985, blown glass,
mercury and argon gas, 41.9 x 42.5 cm. Toledo Museum of Art.  de Bulle’, 1978, vase, glass, blown, cased, flashed
Gift of Dorothy and George Saxe and cut, ht 22.5 cm. Toledo Museum of Art

COLOR IGNITED: GLASS 1962-2012

Wolfe Gallery, The Toledo Museum of Art, Toledo, Ohio, 13 June—9 September, 2012
TOLEDO, Ohio has long been

Tom McGlauchlin (US, 1934-2011), ‘Dessin

referred to as “The Glass City”

owing to the fact that many
large glass manufacturing compa-
nies were founded and continue to
operate within its city limits. But
even many Toledo residents don’t
know that the city was also the
birthplace of one of the 20th cen-
tury’s most important innovations
in art glass: the American Studio
Glass Movement.
The movement began with two
seminal workshops at The Toledo
Museum of Art in 1962, in which
artists trained in ceramics experi-
mented with glass as an artistic
medium. Previously, glass was con-
sidered a strictly industrial mate-
rial used to manufacture utilitarian
items in a factory setting. The Harvey Littleton (US, born 1922), ‘Blue/Ruby Spray from the Crown
workshops were led by Harvey K. = Series’, 1990, blown clear and coloured glass, multiple cased overlays, largest
Littleton, one of the movement’s of the pieces 43.1 x 9.8 x 34.7 cm. Toledo Museum of Art
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earliest evangelists, who demon-
strated how a small glass-melting
furnace could be used by artists
in their own studios, creating their
own works of glass art. The work-
shops fostered the talents of artists
who are now considered pioneers
of studio glass, including Toledo
glass visionary Dominick Labino,
and by extension helped revitalise
studio glass in post-war Europe.

This year marks the 50th anniver-
sary of the birth of the American
Studio Glass Movement, and its
proud parents — The Toledo Mus-
eum of Art (TMA) and the City
of Toledo — have planned weeks of
celebration. At the forefront of the
festivities were two museum events:
the Toledo Workshop Revisited
Residency, held in March, which
featured a working re-creation of
the furnace used in the 1962 work-
shops, and a landmark exhibition,
“Color Ignited: Glass 1962-2012”,
which opens concurrently with
the Glass Art Society 2012 inter-
national conference.
International in scope, “Color
Ignited” showcases studio glass
created during the past half-cen-
tury, spotlighting pivotal work by
Toledo Workshop participants and
by major artists working in the
medium since then. The exhibition
focuses on the role of colour in
artistic expression — a subject much
on Labino’s mind during the early
years of the movement. Because
Labino worked in production glass
at Toledo manufacturer John’s
Manville, he already had a working
knowledge of the science of glass
when he attended the 1962 work-
shop, but he was intrigued by the
chemistry of colour, experimenting
with different materials to achieve
new hues. He also believed that
colour was a primary determiner
of shape.

‘Certain colours and forms com-
plement each other, said Labino.
‘If you blow clear glass you're at a
loss as to what to make. The colour
of the glass dictates the form.
Co-curators of “Color Ignited”,
Jutta-Annette Page, curator of glass
and decorative arts at the Toledo
Museum of Art, and Peter Morrin,
director emeritus of the Speed Art
Museum in Louisville, Ky., have
brought together approximately 80
objects from private collections,
galleries, other museums and the
TMA’s own collection. Included
are works by Littleton, Labino,
Marvin Lipofsky, Dale Chihuly,
Dan Dailey, Judith Schaechter,
Ginny Ruffner and Klaus Moje.
‘We have pieces from the original
Toledo workshops by the late Tom
McGauchlin and Edith Franklin,
and we also have fused glass, neon
Fudith Schaechter (US, born 1961),
‘Nature’, 2010, stained glass lightbox,
68.6 x 106.7 x 15.2 cm. Image cour-
tesy Claire Oliver Gallery, New York

Craft Arts International No. 85, 2012

glass, mirrored pieces and sculp-
tures, Page said. “The variety of
objects is quite impressive’

That variety will be on exhibition
in the museum’s new Frederic and
Mary Wolfe Gallery of Contempo-
rary Art. The Wolfe Gallery space
was the home of the museum’s
glass collection until 2003, when
construction commenced on the
TMA Gilass Pavilion. TMA director
Brian Kennedy appreciates the
serendipity of exhibiting “Color
Ignited” in the new Wolfe Gallery.

“This is a full-circle moment for
the Toledo Museum of Art, as our
former glass gallery has been re-
modeled to display contemporary
art, Kennedy said. ‘What better
way to inaugurate the space than
by displaying the work of the lead-
ing studio glass artists of our time?

Another facet of the 50th anniver-
sary celebration occurred in March
with the Toledo Workshop Revis-
ited Residency. This 10-day inten-
sive studio event, co-sponsored by
the Robert Minkoff Foundation,
allowed three artists-in-residence,
Kim Harty, Amber Cowan and
Matthew Szosz, to recreate the
furnace built for the original 1962
workshop and blow glass with the
same glass marble batch as that
used by the first workshop partic-
ipants. Jeff Mack, TMA’s glass
studio manager, called it a tribute
to the small-scale furnace design
that made the Studio Glass Move-
ment possible and the pioneer
spirit of the original workshop team.

“Today, we take the glass furnace
and studio for granted,” Mack said.
“You can walk into a studio with
only a bag of your favorite tools
and start making glass. In the early
days you needed a few more items,

Craft Arts International No.85, 2012

Yoichi Ohira (Fapanese, active Italy,
born 1946), ‘Unutled’, 2003, from
‘Murrine Incise’ series, blown glass,
cut, engraved, diam. 19.7 x 31.8 cm

because if you wanted to make
glass the first order of business was
usually to build a furnace’

The reproduction, which was dis-
mantled at the end of the residency,
operated in the shadows of one
of TMA’s new state-of-the-art Wet

PHOTO: RICHARD GOODBODY © 2003 YOICHI OHIRA

Dog furnaces, which arrived at
the museum shrink-wrapped on a
pallet with no assembly required.
Mack calls it a literal illustration of
how far the studio movement has
progressed in furnace technology
over the past 50 years.

“The studio furnace began evolv-
ing from the moment it was built
— artists modified the furnaces to
meet their individual needs; notes
Mack. ‘But today, because of the

PHOTO: © 1993 TOOTS ZYNSKY

Toots Zynsky (US, born 1951), ‘City Lights’, 1993, filet de verre, fused and
thermoformed, 17.1 x 33 x 22.9 c¢m. Private collection, , Hoffman-Hall

Deborah Horrell (US, born 1953),
‘Infolding 1I’, 2008, pdte-de-verre,
37.4 x 36.8 x 22.2 cm. Collection
of Margy and Scott Trumbull

Studio Glass Movement, there are
companies solely devoted to build-
ing furnaces and studio equip-
ment. Artists can focus on their
craft because someone else is focus-
ing on making the perfect furnace’

In honour of the anniversary, the
Glass Art Society has chosen “The
Glass City” as the site of its 2012
conference, June 13—16. Expected
to bring as many as 2,500 artists
and glass enthusiasts to Toledo,
the conference also offers regional
residents an opportunity to expe-
rience the movement that started
in their city. Events to be held in
conjunction with the conference
include exhibitions and glassmak-
ing demonstrations at galleries and
special venues thoughout the area.
CAI

PHOTO: RICHARD GOODBODY © 2008 DEBORAH HORRELL
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A quarter-century of guality

By VICTORIA BLAKE
SPECIAL TO THE OREGONIAN

Every few months, it seems,
one of Portland’'s many art insti-
tutions mounts a big-tent show.
From the Portland Institute for
Contemporary Art to Disjecta to
-the late Modem Zoo, the shows
come like clockwork to celebrate
an anniversary, to beat the money
trees or to raise the battle cry for

_ the next big thing. More art circus
than art show, not always do the
big-tent events impress, and rare-
ly do they leave a mark that lasts
beyond the sell-by date of the
opening’s hors d'oeuvres..

Not so with Marylhurst Univer-

sity’s Art Gym's 25th anniversary

show, which succeeds partly be-
cause it limits itself in scope. The
show, ‘called “drawing(s): 40+
artists/200 works,” displays nearly
200 pieces by 40 artists, some of
them newcomers to The Art Gym
walls but most included in previ-
ous shows, All of the pieces are
drawings of one sort or ariother,
whether made by pencil, ink or
hair on paper, postcards or Polar-
oids.

The limitation gives the show
focus, but also depth. A work by
Ty Ennis hangs next to one by Tad
Savinar. Linda Hutchins shares
space with Michael Brophy. One
artist might be more accomplish-
ed with line, another more ac-
complished with color and shape.

The show crackles with the fu-
sion and fission energy of the ar-
tistic chance encounter. Abstract

pieces set off the figurative line, -

-and realism casts a knowing nod
to surrealism, all within the same
gallery space.

. Within such a rich context,
highlights are chosen less by qual-
ity and more by taste. Four re-
markable pieces by Pat Boas show
a tail-like coil winding and twist-
ing in on itself, a complicated, in-
scrutable Gordian knot that, de-
spite the abstraction, seem to
have a real-world weight. The

THE OREGONIAN ¢ A&E ¢ FRIDAY, DECEMBER 2. 2005 E

TORSTEN KJELLSTRAND/THE OREGONIAN

Artists Paul Sutinen (from left), Deborah Horrell, _éeorqe Johanson and Kristan Kennedy participated in a
public talk with Art Gym director Terri Hopkins (far right) in honor of the Gym's 25th anniversary show.

drawing(s):
40+ artists/200 works

Where: The Art Gym,
Marylhurst University, 17600
Pacific Highway

Hours: Noon-4 p.m. Tuesday-
Sunday

Closes: Dec. 11

twists of the knot are decorated in
animal prints, from tabby cat to
tropical bird, and the patterns
blend into each other with an
M.C. Escher fluidity. The pieces
are a celebration of form for
form's sake and, compared to
other works hanging nearby —
Henk Pander’s eerily realistic ink
drawings of airplane parts in a

mechanical graveyard, for in-
stance — they seem playful and
irreverent but not coy.

The coyness and humor is left
to Stephen O'Donnell’'s meticu-
lous representation of 19th-

century fashion. His male models

— hairy, flat chested, stiff legged
— are placed in women's cloth-
ing, poured into them like soup
into a plastic bag. He titles the
pieces for effect. “1800 — Toillette
necessitant des tetons peints (At-
tire necessitating rouged boo-
bies),” for instance, showcases a
model's apelike chest and small,
man-sized nipples with a dress so
low cut that most movie stars
would be embarrassed to wear it,
The figure acts surprised, a mod-
ern time-traveler transported into
a compromising closet.

Perhaps the most telling piece
in the show is the first the viewer

sees on walking into the gallery.
Savinar’s “All I Could Remember
in Ten Minutes About 28 Years of
the Portland Art Community” is a
mental mind map using columns
of names — of prominent galler-
ies, art dealers, artists and art crit-
ics — -connected with colored-
pencil lines. The piece provides a
good snapshot of the Portland art
scene as experienced by Savinar
in 2001, a Who's Who and what’s
what of the interconnected art
world.

Like The Art Gym itself, the an-
niversary show makes no claims
to be other than what it is. It will
continue to do what it has be-
come accomplished at doing:
showing solid work from North-
west artists in a gallery space that
does the work justice. -

Twenty-five years of that is a
pretty good start.
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Kiln joy: a red-hot genre of glass

By HARVEST HENDERSON
SPLCIAL O THE OREGONIAN

Semething about its weight
and fragility, its exacting yet fluid
nature, gives the best glass work a
unique standing, transfixing view-
ers on both sides of the tenuous
juncture of art and craft, Yet while
many people immediately recog-
nize blown glass, shaped by an
ephemeral combination of fire
and breath, fewer are familiar
with the equally mesmeric, an-
cient technique of kiln-forming,

Kiln-forming — fusing or shap-
ing glass in a kiln, usually in a
mold and with vigilance to time
and temperature — was practiced
centuries prior to the Roman ad-
vent of glassblowing, and is re-
surging in popularity among con-
temporary artists,

At the Contemporary Crafts
Museum & Gallery this month,
four Oregon artists — Mel George,
Scott Schroeder, Deborah Horrell
and Jeremy Lepisto — make it
clear why in a show called “Coeffi-
cients: A Selection of Contempo-
rary Kiln-Formed Glass.”

In George's world, ruled note-
paper made of glass is smoothed
by a tiny bauble of an iron. A glass
bathtub ne more than five inches
long and filled with clear, biue
glass water is accessible to imagi-
nary bathers via a diminutive red
ladder, and dioramic glass towels
hang delicately on a metal towel
bar, decorated with domestic
symbols: fork, knife, dish.

George's work is a fluent trans-
laton of common objects into
glass, and it is a fluency of both
presentation and content. In
“Wells,” three small, glass inkwells
on 2 simple wooden shelf depict
declining levels of oil-black glass
“ink” that allude to issues of re-
source depletion, showing that
George’s impish double-takes on
scale and utility sheathe a sharper
commentary on issues far larger
than her diminutive works.

Lepisto’s work is cleanly distill-
ed and architecturally minded,
like the graceful, straightened-
boomerang shape of “Disintegrat-
ing Details,” which describes the

Deborah Horrell's “‘Struck by Lightning" is one of many
accomplishied pieces at the Contemporary Crafts Museum &
Gallery. The current show features four artists, including Horrell,
who explore the possibilities of kiln-formed glass art.

underside of a bridge in thick,
ultramarine glass. .
Embedding graphics in sepa-
rate layers of glass, Lepisto lends
structured narrative and the illu-
sion of depth to his glass works.
Some pieces use separation be-
lween glass layers to create the
impression of foreground and
background, as in “Align Drawing
22," in which a man uses a ragto
wipe grime from the very pane of
glass encasing him, Others, like
“Lost Reserve” and “Pause Before
Passing,” aqua- and ochre-hued
towers inscribed with drawings of
Anytown streel comers and water

towers, fuse layered scenic ele-
ments into a seamless whole.

Horrell’s figural bottes thrive
on confrast and complementa-
tion. Some of the most striking
contrast comes from her pare de
verre work: brittle, gritty glass
textures created by firing a paste
of crushed glass particles
pressed into a mold,

Other relationships are de-
fined by form and color. “Lovers
— The Demure & Bold" pairs
two opposite and harmonizing
botile shapes: one milk-white
with decidedly feminine curves;
the other a tall, angular vessel of

Coefficients: A Selection
of Kilni-Formed Class

Where: Contemporary Crafts Muse-
um & Gallery, 3934 Corbett Ave.
Admission: Free

Closes: Aug. 8

deep-space black.

A pair of contemplative
monotype prints depicting two-
dimensional representations of
Horrell’s vessels are a nice addi-
tion, but the piece that gives the
most pause is her “Still Life —
Lineage of White & Wedge,” a
grouping of a dozen glass and
alabaster vessels defined by an
absence of color contrast.

Schroeder's sculptural towers
are monuments to vistas of pure
feeling and recollection not
found in a standard atlas. Each
piece is half a cylinder narrowing
toward the top, its focal point a
central window or groove in the
glass that draws the eye.

“Hope,” the largest of
Schroeder’s works here, is a radi-
ant turquoise column standing
half a body's length high, with a
window of serrated interior
edges that contain a seed of des-
peration. In “Brookwood,” a tiny
staircase winds its way through a
passage midway up (he height of
a muted, cherry-red glass obe-
lisk.

Exhibion coordinator Lisa
Conte and preparator Eric
Franklin have skillfully arranged
the works on display to make a
crystalline labyrinth of the Con-
temporary Crafts gallery space,
but Conte credits Schroeder with
organizing the “Coefficients”
show around the kiln-forming
process and drawing together
these particular artjsts,

Talent coheres these four art-
ists. Their level of vision, wit,
technical skill and subtlety create
a bright dialogue within the
Contemporary Crafts, and defily
continue a conversation in kiln-
forming begun thousands of
years ago.



Deborah Horrell:

Of Dreams and Reality
Elizabeth Leach Gallery
Portland, Oregon

August 7-30

Entering an exhibit of Deborah Horrell’s latest
work feels like eavesdropping on a private
conversation, or peeping into someone’s bed-
room window. A confidential story unfolds in
these seemingly ordinary, vessel-like objects,
poised in still-life vignettes that together
become scenes in some steamy drama.

The mostly pairs of (2003-produced)
abstract forms shape themselves into lovers
who risk increasingly intimate levels of rela-
tionship, reinforced by titles such as Lovers—
Longing and Romantic’s Surrender If, “Of
Dreams and Reality” lives up to its title by
showing us that love—and these pieces of
hers—asks nothing less of us than the per-
ceptions and projections we bring to a place
where opposites attract.

Horrell starts with cast glass with pate de
verre, pairing the former’s effortless opacity
and smooth surface with the latter’s grainy
translucency and torn-fabric edges. Together,
they transcend the medium’s inherent trans-

parency to reach a sculptural common ground,

It is not surprising to learn that the Portland,
Oregon—based artist worked in clay, wood,
and bronze before a 1994 Pilchuck Glass
School residency dazzled her with glass.
The tension in Horrell’s work derives from

LEFT Deborah Horrell,
Lovers—The Cohesive, 2003,
Cast glass, 117/2x7 x 3 in.

contrasts in form and spatiality, color and
luminosity. Abstract geometric and organic
contours jut and arc, and ascend into conical
shapes that invert a give-and-take. Like soul
mates cut from the same cloth, the suggested
male and female figures hint at a primordial
union in the spaces between them. It’s as if
that negative space keeps silent what new
lovers hold back and what, later on, doesn’t
need words to be said.

[talian painter Giorgio Morandi’s (1890-
1964) still-life studies of objects confused by
negative and positive space have influenced
Horrell's own attention to how her figures
interact with each other. In Lovers— The
Cohesive, the attraction between the two fig-
ures is clear in an imagined cocktail
rendezvous. And yet there’s a reserve (in spite
of the male’s peacocked crown) in the
female’s spare form and the cool blueness
of both.

Like these figures, you want to get closer,
and that’s when you notice the interplay of
superficiality and depth in the surface’s clear
veneer, and a pumiced bubbling-up from
beneath. The textures compel colors to be
enticed and resisted. In the cast-glass
Lovers—The Longing, the white of the female
absorbs the blue-hlack of the male, while the
latter reciprocates by reflecting her hues.

Things start to heat up in Lovers—
Languorous, with its near-nean, fiery tones,
And by Romantic’s Surrender /I, the couple’s
carnality yields a cardiac-inspired form lying
spent at the feet of the now neutral-toned
figures. However, nothing stays the same, as
Lovers— The Fated expresses, with now-
familiar inverted conicals ablaze with colar,

We recognize our longings, loves, and
losses in Horrell's work, which transforms
ordinary forms into almost operatic charac-
ters. Though in the end they remain objects,
their very ambiguity invites us to become a
vessel, ourselves, for the dreams and realities
that write our own dramas.

Claire Sykes is o freelance writer in
Portland, Oregon.

GLASS QUARTERLY : NO. 93
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Bottled intimacies

Glass
sculptor
Deborah
Horrell’s
colorful
vessels
evoke
telling
metaphor

By HARVEST HENDERSON
SPECIAL TO THE OREGONIAN

Deborah Horrell's glass sculp-
Tures — small groupings of colorful
vessels, showing this monrh ar Eliz-
aberh Leach Gallery — stike the
viewer in three ways: fitst as mod-
em and pretty, then metaphorical,
then as a narrative vehicle,

Each colorfully cast glass vessel
from this exhibit, called “Of
Dreams and Reality,” stands alone
as a representation of the human
figure or spirit. But Horrell places
the vessels in careful groupings of
WO Or Tnore, creaung surprisinghy
indmate vignettes.

Horrell cites 20th century Italian
painter Giorgio Morandi as a key
inspiradon and influence on her
work. Morandi's classic still lifes of
bortles arranged on tabletops em-
phasized the relationships of every-
day objects. But to this influence,
Horrell adds vibrant color, a mod-

ern twist and a metaphor about re-
lationships.

The artist describes several
groupings as lovers, as in “Lovers
— the Demure and Bold,” which is
a pairing of two cast glass bortles.
One is a milky shade, cast in a cur”
vaceous, submissive posture, while
the other is tall, black, squared-off
and sleek The two are obvious
archetypes of feminine and mascu-
line qualities. But it is the space be-
tween them that makes the sculp-
tures work — the way that one
form seems to cradle or shun an-
other, imperfect matches in & me-
dium as fragile as emodon.

Horrell crafis negative space as
consciously as she does the objects
themselves, creatng a tension and
ambiguity that establish her as
more than just a skilled craftsper-
son. “Stll Life — Purity of a
Dream” finds four items perched
atop an oblong platter with the ap-

pearance of congealed raspberry
jam. Two of the four are cast glass:
a tall, reddish, solid botle and an
organ-shaped, open-ended vessel
lying on one side. The other two —
manslucent, daisy-yellow cup and
double pyramid shapes — are pae
de verre. Pate de verre, or “glass
paste,” refers to a process of kiln-
fusing crushed glass particles to
tetain a grainy texture; Horrell
grinds smooth the exzerior of each
pate de verre piece but leaves the
interior and edges jagged, reminis-
cent of burnt sugar or shaved ice,
“Sdll Life — Purity of Dream”
reads like a family pormait, from
the shapes and sizes of each figure
to the qualities each piece has or
does not have in common with
the others. Stand in front of it fora
minute and the inticacies of hu-
man drama begin to play them-
selves out: It's suddenly natural to
diagnose the underlying conflictin
a pair of lovers from the posture of
a glass bore, for example. It's alot
to ask of a still life sculpture, but
Horrell brings both metaphor and
narrative home with crystal clarity.

REVIEW

Deborah Horrell
What: Glass
sculpture

Where: Elizabeth
Leach Callery, 207
SW. Pine SL
Hours: 10:30 am-~
530 p.m.
Tuesdays-
Saturdays
Closes: Saturday

Mark Hooper
What:
Photographs
Where: Pushdot
Studio, B30 N.W.
14th Ave.

Hours: 830 am.-
430 p.m.
Mondays-Fridays
Closes: Friday




First Thursday

Each month, the First Thursday
art walk just gets crazier and big-
ger. It's not merely a sampling of
artin local galleries, but a public
venue for free street theater and
people watching thal's more enter-
taining than spying on Jack Nichol-
son at the Hallywood-centric Sta-
ples Center in Los Angeles.

August weather promises that
the crowds will again be out in
droves, as the public soaks up the
sun and even some arl, {oo. Here
are some shows to keep in mind
while touring galleries next Thurs-
day.

Alysia Duckler Gallery: If'sa
painter's paradise at the Duckler gal-
lery this month. Julia Stoops
combines abstraction and realism in
a series of mixed-media works influ-
enced by the events of Sept. 11,

Brad Rogers mixes elements of
Postimpressionism and Abstract Fx-
pressionism in a show that looks as
if it's going to be a celebration of
rich painterly application. (1236 K W,
Hoyt St.)

Efizabeth Leach Gallery: Kristy Ed-
munds’ fine show confinues its run
threugh the month of August. But to
complement Edmunds’ monoprints,
photographs and video works, Leach
opens 8 new exhibit by the highly ac-
complished sculptor Deborah Hor-
rell. A versatile artist, Horrell exhib-
its glass vessels arranged o resem-
ble still-life compositions. (207 S.W.
Fine St) "

Genuine Imitation Gallery: Locat-
ed in the Old Town hub of artistic ac-
tivity, the Everett Station Lofts, the
Genuine Imitation Gallery continues
to exhibit emerging artists you've
probably never heard of (genuine
they are, imitators they aren't).

Following last month's oddly in-
spiring show of photographs by Al-
icia J. Rose, the gallery presents re-
cent paintings by Jason Greene. In-
fluenced by both design and illustra-
tion, Greene offers colorful paintings
featuring naive, child-like imagery.
(328 N.W. Broadway No. 116}

- DK Row

s by sculpr e
Deborah Horrell are at
Elizabeth Leach Gallery.
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Five Part Invention

Elizabeth Sandvig | Julie Speidel | Anne Hirondelle | M.). Anderson | Deborah Horrell

Ingenious solutions to classic challenges

CLASS

Portland's Deborah Horrell, known for her
work as a large-scale sculptor, made a decisive
move toward smaller, more intimate work after

ABOVE | Deborah Horrell, Still Life Lineage of White, 2002,
cast glass, pate de verre, alzbaster, 13 x 36 x 8".
PHOTO BY PAUL FOSTER

a 1695 residency at the Pilchuck Glass School.
It has maintained the conceptual depth found
in her earlier architectural installations. How-
ever, the questions about life and death, human
connectedness, independence, and personal
transformation are now investigated on a very
personal level. Harrell uses multiple groupings
of vessels to provide a microenvironment of
container forms that are stacked or set side by
side. The negative spaces become as impor-
tant, and as energetic, as the actual pieces in
their physical relationship to each other.

Horrell says, “My focus begins with the vessel
as a pure form. The vessel image has been a
constant, and, the medium constant in its
transitions, Clay, wood, bronze, alabaster and
glass have offered me a variable. Each materi-
al has a distinct voice effecting the expression
of the form.

The vessel is a figure of emotion.
The vessel is a figure of metaphor....

“Form, space, the rapport of the figures in
space, and the pauses between, are carefully
considered. Human interaction further informs
postures and positions in these compositions.
The structure of family determines placement
on the horizon and the consequent dialogue
within the still life. The breath between is criti-
cal to the conversation.”



Oregon

Deborah Horrell and
Sean Healy at
Elizabeth Leach Gallery

he only con-
necton
between the
work of Sean
Healy and
Deborah
Horrell 1s the
use of glass
Both handle it in unorthodox ways.
Horrell’s work consists of commonplace
objects in an uNcommon presentaton,
Healy combines glass with resin, enamel,
graphite, and steel to create quizzical
wall pieces. Horrell
emphasizes 1ts tanslu-
cence; Healy, its wans-
parency. For both the

consists of wanslucent vessel
forms with crystallme surfaces
produced by pére de verye. The
grawny reughness of the ves-
sels” texture and thenr sharp,
jagged top edges miect 2 sense
of danger it therr beaun
Horrel) has chosen the
vessel form for its metaphoric
richness. She composes her
vessels—bordes, bewls,
vases—in arrangements of
two or more for the associa-
nons of figures 1n space. She
wntends that the relavonships,
the posinons and posmures,
the space herween them all,
refer to human interacoon
With Red Geomerry, consisung
of glowing red and orange,
open, cone-like forms, the
association 15 one of couples.
In each of three pairs, one of
the two 15 inverted. There is a correspon-
dence of form between the paired vessels
and a space hetween each pair, as if the
couples are closely related to each other
but separate from the others. To carry
the human associaton further, the wide
opening at the top of one form suggests
the female and the mverted cone with its
narrow top, the male.

In a wibute to Giorgio Morandi
whose paintings have both inspired znd
influenced her, Horrell has created sever-
al pieces, all diled Szl Life, that are
three-dimensional representatons of
Morandi’s pale, close-toned sdll life
paintings. Like the paintings, her stll life
subjects are bottles and other kinds of
household vessels, The ghostly Still Lafe-
Lineage of White, featuring a dozen sepa-
rate vessel forms, echoes both the beau-
t of Morandi’s art and the loss of its
creator.

Several arrangements of smaller,
molded forms rounded our the presenta-

Sear Healy, Color Biing, 2002, glass. enamel and graphite, 8
2", at Elzabetn Leach Gallery, Portland.

material is an integral
part of the content.
Horrell is 2 sculptor
who worked in clay,
wood and bronze before
a residency at the famed
Pilchuck Glass School in
Stanwood, Washington,
wnuoduced her to glass
More recenty, during 2
residency at Bullseye
Glass Company 1n
Pordand, she began
working in a lirde used
process called pize de
verre. (French [or glass
paste, the term refers to
small paracles of crushed
gless muxed inwo a thick
paste, pressed tnio a
plaster mold, then fired
m & kiln unal fully
fused ) Her current work
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notten Deborar, Horel Rea Geomerr, 2002

Leath Galer, Fuilarc

giass 9" v ZL7 x 4" a1 Eizatetr

applimee:
pale vellon
for the walls.
\&'lt]'; & da:l'l
nf red m the
curtaine any win-
dow treatinent
These. and = parr
uf sinlarle coi-
ored prctures of &
latchern stve im a
cormer 1otled
Duner Diazii—
o i that
nothung 12 couking
un the burper: and
no one s o be
seen ). have 2 dead-
pan humeor that

uon Opzque, they are made from glase
frit packed inte the mold with an embed-
ded contammnant. Placed 1n geemerric
configuranons. one aded esse/ Talk ook
the form of & circle. and others lined up
veraeally or honzontally withun small
shell supporis and mounted on walls.
Insprred by her bour with breast cancer,
the massed obiecs. each huding 2 conta-
minant or imperfecnon. are 2 reference
to the randomness in the genenc code
that causes one person'’s vulnerabiliy to
cancer and not anpthers.

Healey came 1o the public’s atiention
with hus eve-catching work in the 1999
Oregon Bienmal. Fis wall mounted
rehefs. consisung of gnds of wansparen:
glass rods in which a viewer’s peermng eve
could discern photographic images.
brought o immediate gallery represen-
tanon and a following. This exhibioon
included une of these signature preces
bt focused nn work. that conanues b
mterest 10 lay ered ransparency but hee
enlarged 1t lormat and expanded the
arasts repurinre

Using the same process-——umages coat
ed with resm and placed under glass—he
has ehnunated the 1ods and created pic-
turer cur pathtings Amony them Fierm
Mude a group ot three preces, began a-
photngraphs that were coated with renn
and mounted o1 steel Ome subject uni-
fied the thrce —a b uf spplences m s
retrograde hatcher The camera mened
murementalhy scross the appliances
showmg n the first an edgr of the rey-
crator plus the stove, second e sink o
mabe. Prety Alwd ponted on it Tont

26 Artweek

nflects most of
Healevs work The sensuuuos appearance
may bring about the inunal response e
thus work, burt 1t's the offbeat humor that
is remembered.

With Color Bfind. Healey enlarged the
glass rod form to paperw eight size
Embedded n each of an array of pastzl-
colored globes in a round configuration.
was 2 lne drawing of ewther 2 wolf. col-
ored white or sepia, or 2 dlue lamb
Viewers could decide for themsehves
whether “blind” referred w vision. igno-
rance. somethung hidden, or a wap—or.
most likely, all of dhe abune.

—Lusr Alian

Sear. Heal. anc Devorar Hutreh closes
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PATE DE VERRE - DEBORAH HORRELL

Pate de verre literally means “glass paste”. It is a technically specific process
of glass making developed by the French in the late 19® century which
produces a very subtle, often translucent form of glass. Pate de verre refers
to small particles of crushed glass mixed into a thick paste, pressed into a
plaster mold, then, fired until fully fused in a kiln. The resulting glass form
can be thin or thick determined by the number of layers of glass paste
applied by the artist. Color can be introduced either by adding colored glass
particles or by mixing colored glass powder with clear glass. Additionally,
specific images can be inlayed by working with glass powders, mixed to a
workable consistency, then painted onto the mold surface prior to pressing
or packing the mold with glass. Few artists work with this process today.

My pate de verre sculptures refer metaphorically to function, and invite
touch. My interest in translucence is furthered through exploring thin glass
walls potential with this process. Through the pate de verre process, my
investigation of the vessel and luminosity continues.
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In “My Friends and |
Were Remarking,”
Deborah Horrell
blends high craft,
whimsy and narrative,
Her work is on view
at the Art Gym.

High-concept crafting

Deborah Horrell's idiosyncratic work blends surrealism and sexual politics

By RANDY GRAGG
of The Oregonian staff

In the tired old art-vs.craft debate, artists in
the Northwest have a bold tradition of switch-
ing sides.

We're blessed with “craftsmen” such as
Frank Boyden, Robert Sperry and, sometimes,
Dale Chihuly, who powerfully manipulate
great artisan fraditions into intensely inven-
tive variations.

Yet, many of our “artists” — particularly
sculptors — spend more time finishing their
work than inventing it, buffing hollow ideas
to an elegant camouflage of importance.

The Art Gym at Marylhurst College is offer-
ing an introduction to Dehorah Horrell, a
newcomer to Portland who is drawn to both
the art and craft camps. Horrell is a prodigy of
the famed ceramics department at the Univer-
sity of Washington School of Art. Some of her
professors — Patty Warashina, Robert Sperry
and Howard Kottler — for three decades pro-
duced some of the region's most exciting ce-
ramic sculptors. A few — for instance, New
Yorker Michael Lucero — even managed to
hop the craft-artist high bar to be taken seri-
ously as sculptors by the art world,

Since graduating in 1979, Horrell has done
well for herself. She's shown at the American
Craft Museum and frequently at university
galleries with predilections toward more con-
ceptually minded craft arts. Here, in Horrell's
first major Portland show, curator Terri Hop-
kins has presented her newesl work set in the
context of flashbacks of earlier pieces.

Horrell's U.W. roots are clear in her tenden-
cy toward a highly idiosyncratic brand of sur-

Deborah Horrell

TITLE: “Recent Work With Flashbacks”

'WHERE: The Art Gym, Marylhurst College, 10 miles
south of Portland on Oregon 43

HOURS: Noon-4 p.m. Tuesdays-Saturdays
CLOSING: April 3

ADMISSION: Free

realism entwined with sexual politics. The
earliest work in the show offers a meditation
on stereotypes of female beauty through an
unlikely frame: sendups of Japanese Ukiyo-e
prints in which the normally elegant faces of
geishas have been replaced with those of
ducks.

Flawlessly drawn, sumptuonsly conceived
and absurdly sexy, the prints give one a start
that at first seems humorous, then slighfly
terrifying and, finally, cunningly banal.

Yet confusions between high concepts and
high craft also surface early in Horrell's work.
“House/Home/Being”" offers four ceramic
tiles covered in renderings, presented on a
stand built in the shape of a house. The tiles’
imagery unfolds like a dream: an isometric
drawing of a house overlapping a vessel of
stacked bones overlapping a shadow of a
woman holding a skull, and 50 on.

Overly compiex, the piece conjures a kind-
er, gentler Duchamp crossed with a slicldy
produced point-of-purchase display. Ultimate-
1y it satisfies the calling of neither impulse.

As a rule, Horrell is best when she’s sim-
plest, when she is drawing and when she is

creating discreet symbols rather than compli-
cated narratives.

Her “Lexicon” series, for instance, strives
for the softly austere elegance of Martin Pur-
year’s minimalist sculptures. But her conbi-
nations of smoothly curved blocks of laminat-
ed wood with copper and lead plating bond
about as well as oil and water,

Her "Semana Santa” series explores the
sensually violent mix of Catholic iconography
and aboriginal Latin American rituals, but
has all the emotional mystery of tourist art.
“My Friends and I Were Remarking” presents
an odd array of carved characters perched on
the rim of an oval vessel, but despite its play-
ful shape, it remains more notable for its exe-
cution than its ideas.

Yet Horrell's series “Vocabulary II"” fuses
nearly all of this artist’s eclectic interests in a
series of 27 tiny, abstract drawings. Executed
in copper and silver prismacolor, the result-
ing radiant black forms seem to metamor-
phose before one's eyes, evoking a bounty of
human organs, fruits and subily feminine
forms. Here, Horrell's canny draftsmanship
enlarges these tiny images to the power of
archetypes.

In her three-dimensional work, Horrell's
best also comes courtesy of her pen rather
than her hand, “Sala de Distalaciones,” a se-
ries of intestinal, clear-glass vessels produced
by artisans at the Pilchuck Glass School. But
for their resemblance in theme and form to
work by New York artists Kiki Smith and
Louise Bourgenis, these are the strongest ob-
jects in this show, seamlessly fusing form and
materjal into an art that was finished at the
moment of its invenfion.
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