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endless reaches of our galaxy,
william Blake (1757-1827)
enjoined us to “Hold Infinity
in the palm of ... [our] hand
And Eternity in an hour.”

As though responding
to the British poet’s invitation
to “grasp” the infinity of space
and time, artist Michele Schuff
produces mesmerizing images
inspired not only by those pro-
vided by recent photographic
explorations in space, but also
those emerging from her own
imagination.

To be brief, she aims to
fuse “the cosmos of the mind
to the mysterious, immea-
surable vastness of space.”
Pivoting between two and
three dimensions, her labor-
intensive work (all works
date from 2018) in encaus-
tic involves repeated layers
of color, scraped and reap-
plied, fused with heat, and
often rendered luminous

with ground glass and bits of

mirror. The exhibition’s title
intimates this intermingling
of space, time, and conscious-
ness: On the Edge of Forever.

Several of the works
deal with the moons of Jupiter:
all discovered by Galileo in
the early 17th century but as-
signed Classical names in the
19th century. Callisto (Blue), a
circle projecting a few inches
from the wall, takes its title
from the second largest moon
of the planet, the darkest of
the four satellites identified
by the 16th-century astrono-
mer but twice as bright as the
earth’s moon.

Schuff’s
both to the satellite and to
the nymph Callisto, pun-
ished for her dalliance with
Zeus by being changed into
a bear. But her divine lover
then transformed her and her
child into stars of the constel-
lations Ursa Major and Minor.
Echoing the moon’s tenebrous
reality as well as the romantic
appeal of its Classical asso-

title alludes

tations, Schuff sprinkles the
deep lapis-hued surface with
ouches of rose clustered near
the top and scatters flashes of
white throughout the mottled
Surface

In Callisto’s Mirror, she
ficorporates ground glass to-

Bether with splashes of white

on the deep-gray encaustic,
thereby lending the surface a
luminous quality. Also circu-
lar, Ganymede'’s Dream (2018)
deals with the most massive
of Jupiter's moons, the ninth
largest object in the Solar
System and the only moon
known to have a magnetic
field. Celebrating the young
prince who was swooped up
to Mount Olympus by a lust-
ful Zeus disguised as an eagle
and given the role as cup-
bearer to the gods, Schuff cre-
ates a jewel-like surface: deep
blue shot through with tinges
of rose, aqua, green, lighter
blues, and white.

Some  works reflect
other planetary phenomena,
such as the minute deviations
in a planet’s axis of rotation,
popularly known as “wobble.”
Schuff signals this “enigmatic
oscillation"™—to borrow from
one scientist—in Blue Wobble,
in which a ragged center of
peacock blue seems to be
sucked in like a vortex from
a square of inky ultramarine,
the depth of the hue result-
ing from powdered pigments
pressed into the surface.
Collapsing Star projects a dark
center surrounded by circular
swirls in ever-lighter shades of
gray, replicating a funnel. Here
the artist alludes to the fasci-
nating but as yet not altogether
understood cosmic event in
which a stellar core disinte-
grates into a neutron star.

One series offers a par-
ticularly uncanny instance

of the artist’'s prescience: 5

Million Suns I, II, III, IV, and

EXHIBITION REVIEWS

V. Though each is distinctive
in color and in design, all
the works show a luminous
center surrounded by an aura
from which “points” of white
light seem to burst forth. The
fourth of these iterations was
painted before the artist saw
a photograph that seemed
to echo her own image—a
striking intimation of the nu-
minous filiation between the
mind and “the immeasurable
vastness of space,” to which
the artist alludes.

Were he around to see
Schuff's compelling images,
Blake would indeed be
pleased to witness such a pro-
vocative response to his invi-
tation. But he might also be
somewhat surprised that the
show’s title was taken from an
episode from the once popu-
lar TV series Star Trek, a favor-
ite of the artist. Even popular
culture echoes the poet’s mys-
tical aspirations.

Dorothy M. Joiner

New York City

Art and China After
1989/Theater of the
World at Solomon R.
Guggenheim Museum

n the morning of the
opening reception for
Art and China After
1989 / Theater of the World at
the Guggenheim Museum in
New York, Alexandra Munroe,
the Samsung senior curator

of Asian art, clarified the pur-
pose that lay behind this com
plex, though groundbreaking
exhibition. She stated that it
was neither a survey nor an
historical overview of contem-
porary Chinese art. Rather the
curatorial team, which includ-
ed herself, and co-curators
Hou Hanru and Philip Tanari,
would focus on artists who
were actively engaged in pro-
ducing new ideas in the years
between 1989 and 2008. This
could be translated to mean
artists interested in sublimat-
ing the violent conflicts of
the past into a new kind of
art-language, including art-
ists who worked primarily
in performance, video, and
installations.

Inspired by important
formative works by Xu Bing,
Chen Zhen, and Huang Young
Ping, the artists chosen for the
exhibition combined historical
ambiguities from recent his-
tory with a discreetly critical
angle of vision on the present.
Many of the artists included in
this exhibition had been activ-
ist artists who emerged from
the chaotic remains of their
culture in the late 1970s, only
to be followed a decade later
by the violent—if not tragic—
events in Beijing on June 4,
1989. There is little doubt that
this date will not be forgotten
in the annals of Chinese his-
tory. Nor will it be forgotten
in former Eastern Europe or
in the Union of Soviet Socialist
Republics, as this was also the
year that Soviet Communism

ended and the Berlin Wall

Huang Yong
Ping, Theater
of the World,
1993, wood
and metal
structure with
warming lamps,
electric cable,
insects (spiders,
scorpions,
crickets,
cockroaches,
black beetles,
stick insects,
centipedes),
lizards, toads,
and snakes, 150
x 270 x 160 cm
Guggenheim
Abu Dhabi
© Huang Yong
Ping
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