structed tableaux beautifully record
a poetic sensibility in which ambi-
ence and atmosphere determine
strongly suggested feelings of melan-
choly. The simple elements, often no
more than a door or window open-
ing onto a scene of greenery, under-
score Terada's penchant for natural,

unadorned effects. The bare, mod-
ern interiors are offset by the

exquisite images of foliage visible
beyond the rooms. Terada’s beauti-

taken in Central Park), Terada makes
us wonder about what is real and
what is not. The would-be impartial-
ity of the shot is central to the con
sequences of her photographs. As
usual, we instinctively trust the pho-
tograph, even if we know that its
supposed objectivity is misleading—
the pictorial image is as much a
subjective projection as an action
painting. It is not quite right to call
Terada’s aesthetic classical, however,

Mayumi Terada, glass door with path, 2006. Gelatin silver print, 40.5 x

55 in.

fully made structures deliberately
reveal their diminutive scale: a cur-
tain might seem too large for its
surroundings, or a bare wall and
door might betray their status as
madels in the way that the wood
has been cut. As convincing as
these scenes may be, Terada desta
bilizes her remarkable skill by
exposing aspects of her craft that
speak to a greater sense of realism
concerning her process.

Conflating exquisite artifice with
images of a seemingly truthful
nature (the outdoor imagery is based
on a photograph of a photograph,
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she employs a detachment that
lends her melancholy a classical
restraint. Her concerns are those of
poetry, in which a sensitivity to sur
roundings, however manufactured
they may be, takes the form of
recording subtle shadings of light,
bUlh interior and exterior, in mon-
tages suffused with a lyrical absence
The tableaux pursue an atmosphere
in which people are absent, even
though the interiors suggest their
presence. Something is always
deliberately missing in these rooms.
The delicate mood is established
by contrasts in light and in relations

between exterior and interior. Glass
door with path (2006) stunningly
juxtaposes a darkened view of a
simple interior with a sun-dappled
path leading away from an open
door framed by windows. Foliage
borders the path and appears very
real, weighing against the impres-
sion that the interior is artificial, a
hunch intensified by the seeming
frailty of the door and window
frames. The room, and the space
beyond it, raises speculation: Why is
the door open? Is there someone or
something missing from the room?
The questions underscore the view-
er’s qut feeling that something has
happened, even if it is impossible to
say what has transpired. As Terada
has commented, “Memories of inti-
mate relationships inhabit absent
space” One appreciates the quality
of the light without knowing why,
wondering whether the mystery is
part of the image or has been con-
structed by the imagination. In a
strange way, these images are inter-
active, made actual by the empathic
reading of the viewer, who senses
something as strong as grief ema-
nating from these apparently simple
views.

Window with tree and cup (2006)
provides an even stronger contrast
between darkness and light, pairing
an unlit room, empty except for a
chair, and a lyrical vista of trees sep-
arated by a broad track. A cup sits
on the lower edge of a window, a
suggestion that the space has
been recently left by someone —
by whom, we will never know. The
image of the trees is slightly unfo
cused, undermining the perception
that what we are seeing is real. In
this photograph, as in others,
silence and inexplicable magic coin-
habit the space, constructing mys-
teries from tiny eccentricities of form
Terada's artisanal skill, always in the
service of poetry, builds monuments
to loss and grief, which inhabit her
images without saying so

— Jonathan Goodman

PORTLAND, OREGON
Dana Lynn Louis
The Art Gym, Marylhurst
University
There was a time when form was
the lingua franca of sculpture and
sculptural works defined by line
were the exception. Eva Hesse's
groundbreaking sculptures incorpo-
rating lines and unusual materials,
not to mention equally unusual
configurations, resonate in the work
of Portland artist Dana Lynn Louis.
Her recent one-person exhibition,
“Faith: Suspended,” was dominated
by large, fragile, suspended works
that animated their airy setting
Not all were large, however, and
not all were suspended. Some were
attached to the wall, and one
seemed to float a few inches above
the floor. Their delicate materials—
wire, glassine, rice paper, mica, and
glass—allowed them to move
slightly in the air currents. Louis’s
deft handling of her materials creat
ed a visual dynamic that unified the
many and varied objects in the
show, enticing visitors to enter and
enjoy. Grasping the content was not
so immediate

Louis’s art is fed from two sources,
both based in her interest in Tibetan
Buddhism. First is a concept of
suspension, philosophically defined
as bardo, the intermediate step
between life and rebirth after
death. It is materialized in her work
by nearly weightless objects occu
pying the space between ceiling
and floor. Second is the transitory
nature of organisms. Louis’s
subjects are often small, invisible
organs. She focuses on their cell
structures, which signify the transi
tion from growth to deterioration to
the end of physical life. More specif
ically, according to the curator’s
statement, references are made to
“cellular arrays and the webs of tiny
vascular structures that capture air,
transmit electrical impulses, or
carry nutrients to an organ, limb,

branch, or leaf
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