siual abstraction” was intended to be inclusive. Determined
distance themselves from the last vestiges of Greenbergian
alism, these artists sought ways to move forward. Their

se works admicted narrative; references and appropriation;

uality and illusionism; and signs and symbols.

‘The recent “Conceptual Abstraction” exhibition jusraposed
6k from then and now in a compare-and-contrast format
atwas not at all formulaic; works by individual artists, for
stance, were not always hung side hy side. One of the many

asures of the show was discovering themes and motifs
ured by different artists in works that drew you from gallery
gallery, in a gratifyingly complex orchestration. The paintings
= often generously (but not heroically} scaled, far from the
mmate-sized canvases favored by many young painters today.

Striking, indeed, was the materiality of certain works,
uch us Jonathan Lasker’s The Inability to Sublimate (2009),

which the paint is thick and tbree-dimcensional in places.
wlor was rich and intense throughout the show. Halley,
ephien Westfall and John Zinsser led the charge in this
spect. Even the vintage work looked as if it had arrived
tsh from the studio.
Although some of the artists have made other, more

isparate bodies of work, the newer examples were selected
ir the most_part so that they appeared to have evolved
etly from the older, with similar imagery. Lydia Dona,
escient both in 1991 and now, envistons the modernist
id not as a utopian construct but as smoldering urban
wsiems corrupted by the reckless disregard for environ-
iental realities. David Diao contributed two instances
i his handsome info-charts, Plus and Minus (1991) and
fernest Newwman: Chronology of Work (Updated), 2010, both
tesenting his douhle-edged institutional critique.

Thomas Nozkowski's colorful pop figurations are irresist-
e, 45 are the Mary Heilmanns, especially the double canvas
letre (1991), in which a centrally placed purple spiral reclines
imaticusly on a luscious white ground. Shirley Kaneda’s taut,
mizht, cleanly executed paintings look digitally induced and
thanced. Jaudon's distinctively patterned paintings are visual

asers, a3 are Richard Kalina's erudite collages, both arcists
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hijacking the modernist grid for their own purposes in their
signature blends of the systernic and the intuitive. David Reed
and Stephen Ellis, each in his own way, conflate the cinematic
and the painterly, factoring time into their work.

David Row’s gorgeous gold and black Spéis Fnfritive (1990)
is a kind of postmodernist altarpiece, a vision of the empyrean.
Its fractured form returns in the shaped canvas Efipsis (2012},
executed in Row’s current palette of night-sky blue. Space, as well
as time, appears to fold in on itself. 1t may be raken as emblem-
atic of this triumphant back-to-the-future show.

—Lilly Wei

PHILADELPHIA

JEANNE JAFFE
Marginal Utility

Although the mingling of art and text is by now commonplace,
Philadelphia-based sculptor and installation artist Jeanne Jafte
coupled the inediums with particular theatricality in her recent
solo show. Titled “Four Quartets,” it was dedicated to T.S. Eliot—
a modernist icon—and his luminous, incantatory poem ¢ycele of
the same name. Installcd in three small rooms of a bare-bones
nonprofit orgauization, the exhibition connected with the poems
as a kind of “objective correlative,” a term Eliot used to designate
the objects and circumstances that correspend to a specific emo-
tion or thought. In this case, the focus was a perpetual revisiting
of the places of one’s origin and formation (“ln ny beginning is
my end ... In my end is my beginning,” says the poet).

The gallery space and the quirky, handerafted loak of Jaffe's
art were in some ways at odds with Eliot’s elegiac, allusive
and manicured verses—and all the more effective for it, as was
its cast of stylized feminine figures. Threshold Figure (2007),
cncountered in the first room, is pale, under-life-size and
gracefully kneeling, with a knobby gray mass like a brain or a
thought bubble arced on a wire above its headless body. The
enscmble—reminding us that the disembodied mind and the
substantiated body are inextricably linked—secms a surrogate
for the artist, the creator of all that followed.

In the next gallery, one found an znimation, shown in a
circular projection, featuring layered images of various Jafte
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Jeanne Jaffe’s

East Coker, 2012,
mixed mediums,
drmmensions varable;
at Marginal Utiliny.

Jonarhan Lasker: The
Innbility to Sublimate,
2009, o on linen,

75 by 100 inches;

in “Conceptual
Ahstraction” at
1Munter College/
Times Square



http:ery,inagratifYinglycomplexorchestration.The

Inlianne Swarre:
Logp, 2010, wire,
speakers and mixed
mediams, 130 by
140 by 101nches;
at the deCordova
Scuipture Park and

l\f’[USEUm.

sculptures, drawings, prints and cutouts. Nearby was a quietly
premonitory, faity-tale tableau that consists of 2 wooden door,
again slighty reduced in scale, balanced on a pile of simulated
rocks. Leafless, silvery branches jut from it, and anocher gray
brainlike form hovers overhead while witchy black serands of
what might be hair protrude from the threshold below. Hung
near or laid against the tableau, lines from Eliot’s “Burnt

Notron” are spelled out in little handmade lerters, often reversed

as if to be read from within rhe installacion, not cutside it, the
poet’s haunting scenes seemingly remembered from a dream.
“The last roorn was a forest of suspended, spidery silver
branches and elongated headless women with tiny, doll-like
hands, legs and feet, the stylized figures twirching intermit-
tently, disturbingly. Verses from “East Coker” dangle between

them, the wrirten words a visual echo of the phrases intoned by

Eliot on an accompanying audio track.

Jaffe’s reimagined, lingecing vision of modernist anomie,
of existential angst, is scen through a scaled-down decamscape
of repeating motifs, its theme of eternal recurrence as well as
its imagery directly inspired by Eliot. “Footfalls echo in the
memory / Down the passage which we did not take / Towards
the door we never opened / Inro the rose-garden” might be
one description of Jaffe’s haunting installation, her intecprera-
tion surceal enough, eccentric enough, that it was not merely
illustrative. Her “Four Quartets” might also make you want to
rercad Eliot’s—always a worthwhile pursuit.

—Lilly Wei
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LINCOLN, MASS.
JULIANNE SWARTZ

deCordova Sculpture Park and Museum

“Juliarme Swartz: How Deep Is Your,” the artist’s first museum

survey, presented just over 30 photographs, sculptures and sound

picces that she compleced between 1998 and 2012, The earli-
est, among them Shadow Howuse {1996-98), a delicate mobile of
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almost invisible glass houses that cast dark shadows, were begu
while Swartz was still in the MFA program at Bard College
Many of the works thar followed were site-specific installing
and it was a highlight of this show to see several re-created, i
adaptations. For example, Swartz teconfigured the sound pieses
Affirmation (2006/2012), with its multiple voiees issui
aging staternents, for the museum harhrooms, and tailored Hi
Deep Is Your (2003/2012), in which blue PVC pipes broadisst
John Lennon’s “Love” and The Bee Gees'“How Deep |5 Your
Love,” to transmit throughout the museum, Alse present wes
Storagescape (2012, a variation of Closesspace, 2002) und Line
Drawing (2003/2012), both consisting of apertires cut it 6
gallery walis co reveal, in the first case, a manipulated view ol
storage facilities and, in the second, the course of a meand
line of blue plastic tape.

The central gallerics featured a number of seli-contined,
anthropomorphlc sculprures including the series “Hape 5 i

iy enco

blocks—wave small paper and foil hearts, while 1 motor ingie
Touch Knowledge projects a delicate metal arm into an electis
cally charged wire bramble, generaring small spiris. These w
set the stage for che recent Surrogate (f8), Surrapate (KAL) i
Surrogate (ARL), all 2012, three carefully balanced concreted :
towers approximating che size of Swartz, her husband and
child. Inside, clock motors emit barely audible syncopated i

The figural sculptures and sound pieces were compleney

by a variety of works having to do with landscape or toses of
navure. In Specerum (Double Yellow), 2004, Swarte creared o
rainbow cascade by attaching colored threads to seven paing
on the wall, 10 feet from the oor. Curting the threads hs
down, she attached magnets at the gaps so that the threads
formed continuous fines that acced through space and I

the floor one yard from the wall.

Loop (2010), an approximately 11-by-12-foor weh of
hrightly colored audio wires and coin-sized .‘-EIL".H!-LL'F_H. ]'I!a:i'r
a soundscape of bird calls, running water, songs and voies
Such works, along with photegraphs of land and sky wken
through droplets of water dangling from the artist's ingess,
reinforced the connection between art and nature enmphst
at the deCordova itself, with its sculprure park set inm the §
England woodlands. Swarrz took this terrain as the sulije
in Camera-Less-Video (2009), a small viewing box e she
stationed at one of the museum’s windows

Swartz appeals to the senses and emotions with 4 g
cism, using unassuring materials and marshaling grand
like wind and magnetism. Bending o hear the music i 58
it the inverted invigs
museumn’s back room in Steragescape, we looked; ind st
close to Body (2007), « human-sized su:
and black speakers imploring “don’t be

Deep Is Your, we listened; peerin

afraid"” or “Jer me hol
vou,” we felt. With careful artention to the ephemeral
crete alike, the deCordova exhibition presented Swarss ca
thus far as a thoughtful exeursion into sound, sight and pee

—Peter R. Kalb



