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large compositions with the
narrative weight and symbolie
complexily of Renaissance art.
Sustzined by his sober erafis
manship, they partake of a clas-
sieal aura, yet the paintings and
sculptures Lative of his
past thirty years in “Elias Fried-
ensohnz An Overview™ are sny-
thing but u!ul'l';r or academie. In-
dependent of both current fash.
fon and any staltifying idealiza-

freshness lies in his self-con-
acious eoncern for the relations
of painter, image, and audience.
His resolute, almost {astidious
craftsmanship, which estabe
lishes & distance betwoen artist
and viewer, generates allusion
and Freny; his illusory brages on-
page in A dislegroe of abaence
aml presenee, questioning the
poaaibility af communbeation and
thi relation of inlimaey to cros
ard viclence. Friedensohn's con-
temporary affinities inclade Sar-
realism and modern European
literature, but moderated by a
consistent social concern and by
a lively sense of painting's theat-
rical

aspects,

Im the early, painterly can-
vasca, the heavily worked sur
fnces -3 maee o matter of eraft
than gestural  expression.
Hexds amvd Gypures emerge from
the undifferentisted, luminous
grounds, dissolved alternately
by light and shadovw. Linked to
this play with the image is the
recurrent theme of the Seeret,
of the absurdity of cur efforts to
communicate, of the impossbili-
ty of intimacy or self-revelation,
Friedensohn's figares are im-
peded by deafnesa or muteress,
by physical barricrs (Pyromus
and Thiche); thrir exchanges are
boring or emply (fpures eount
ing on their fingers), and may
culminate in violent efforts to
peneirate one another’s bodies,
These themes roemerge in re
oent depictions of lovers whose
enbrails are oxposed. AL their
first showing, in the 19G0s,
these paintings challenged the
then-dominant ethos of Abstract
Expressionism, which sought
for an inter-subjectivity of artist
amd viewor al some inarticulate
bt profound level.

The social and political dimen.
sicns of thess concermns ang Sug-

eign to his more w'hje:ﬁvelr

_Hzl'huq b
of the trial in which the viewer
eotubd participate and even an

“assassination  machine™ in
which he could play-act the role
of the assassin hirself,

These efforta involved Fried:
ensohn with theater and called
upon his new-found interest in

. Infleenced by Fop
Art, they utilized vernacular im-
ngery and contemporary subject
matter, yet with an underlying
social commitment and a sophis-
tieation more akin to Eusopean
drama and fiction; they were in-
formed as well by Fricdensohn's
awnreness of art history, which
he studied for two years after
completing his art tradning.

In the late "60s, the artist
brought all these concerns fo
bear on a series of paintings
which test the limits of irony.
Roecreating the visual world of
Beellini's Feas! of the Gads, Fried-
ensohn mobilised the full pictor
ind resources of Rennkssance and
Mannerist art, as though to ex-
ploit to the vlmost his imagery’s
eapacity for seductive illusion.
?ﬂﬂ?tfmwﬂ.drlﬂﬁ'l‘hthb

are deliberately awkward and
unstable, as though pumped full
of air. The paledie is entiched by
a full rarge of eolors, bat these
lapse into ackdic greens and
sickhy-sweet lavenders, as the
carlicr contrasts of light and
shade are replased by an everall,
high-keyed gray. Finally, Bel.
lini's vision of the fullness of life
succumbs to an imagery of vio-
lence ard sexual sadism. As
comimenta on the facile atopian-
ismm of the "6, these works al-
tempt Lo caplure and ohjectily a
state of mird, to seduce and
repel. They pemain Frieden
sohn's most problematic works,
marked by a senee of gieain, not
g0 mamch of the painter at odds
with his age as of the painter al-
moat ab odds with painting it
aelf,

Thix tension within the image
gives way o a mone playiul

irony in the subssquent paint-
ings, which return to the gme
of love. Here romantic trans-
poris of eestasy are literally por-
trayed in soaring fgures, bat
not without overtones of wvio-
lence and wry allusions to the
waking world, which emphasize
the lovers’ precarious state, The
nudea in these works maintain
the somewhat awkward anatom:
feal articulation of the previous
paintings, and one wonders if, in
his efforts to satirize the classi
cal nude, Friedensohn didn't
tooch on some personal sense of
form. Looking back, we fird

seulptural mass always treated
with ambipuity in his work: the
carly figures tend to dissalve in
ligght, amd even his actusl sealp=
tares tend to balloon upwands,
This lightness of fantasy finds
ita fallest expression in the
woightless, eroticived couples of
the Lovers series,

In the urban landscapes which
provide the lavers” ironie eount-
erweight, Friedensohn displays
a new, inwentive playfulness,
Landscape, in facl, dovelops
steadily in richness and scale
throughout his work, from the
early, contextleas figures into
thi open vistas of mountains and
#e which charseterize the Cre-
Lan paintings of the late "T0s, In
these paintings, and in the series
based om travels in Tumizia and
lasael, irony and problems of

communication are subaume
a documentary vision which
ards the contrast of cultures
thir clash of old with new.
rich chiareacurs af the earl
figures returns, bt with av
Iy enlarged sontext and rar
Mysterious fragments of fin
emerge from Lhe shadow's of
marketplace, even as shad
themaelves assume a disquict
substantiality. Yet the ove
treatment is sober and classi-
with & return to earthy gre
and browna=ab times a bl e
bat often revealing a power
interplay of pure forms, as i
stark Cubist collnge,

I his newest paintings, Fri
cnsohn stems to react agal
this density of alludon.
matehes the severity of his oo
and drawing with the ciml
tion of nll context, and retm
to his early theme of secrets,
cating on an jwslated pair
nsdes, one of whom whispers
the other. The risk in the
works is banality, yet in the b
of thim he roes above his =
imposed limitations. His sub
warkmnanship, the dialogue of «
lated forms, ard the interplay
light and shade combine with
complex theme of 2 mesa
seen but not heard to convin
ut that Friedensohn has tapg
e powers in the art of figu
thon. (Terry Dintenfass, Febe

ary £-28)
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