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“Pictorial INveSTIGATIONS 1989
1997 al the Blatter Gallery s the
terminus for this small traveling
show of works by Yishal Jusidman,
a native of Mexico City, who was
trained at New York University and
CalArts. This survey sttests to the
vitality of contemporary painting
and its permutations, while also
raising the level of critical inguiry
regarding its viability in light of
agevelopments in installation work
and sculpture.

Jusidman’s dramatically eclectic
style and his paintings® varied
surfaces are perhaps less
stimulating than his particular
approach to subject matter. He
shifts the meaning and rendering
of loaded Images (clowns, land-
scapes, geishas, sumo wrestlers) to
a conceptual level using pictorial
strategies that verge on abstrac-
tions, Consisting of five distinct
yet Interrelated sections,
Jusidman’s primary Inguiry Is how
te coherently present the fractur-
ing and slippage of perception that
occurs within a representational
realm. Toward this end-and with
the help of a well selecled, well
installed installation in the com-
modious Blalfer Gallery space-the
artist works with painted wood
globes and oll on board and canvas
to drive home his points about the
tiuldity of sighl.

In his “Astronomer™ series of
1989-90, Jusidman lays down
deep, sweeping landscape scenes,
reminiscent ol canvases by Corot,
on a set of solld, laminated-wood
globes mounted on tall, steel rods
and set in a row. Each remarkable
Image Is lluslonistically pierced by
palnted circles, like optical blind
spots. From a distance, the eye
percelves a conundrum of parts
and wholes: one-point perspective
is being applled (o create pockets
of deep. llusionistic space, which

is contradicted by the fuliness of
the bulging physical pianes of the
nhemispheric forms. The viewer s
encouraged to circle around the
installation and line up the globes
tor a potential seguential reading.
A ricocheting visual effect is
created. in which spaces and
places on each globe occasionally
fit togetner with the adjoining
globe’s terrain like s0 many
lloating. intercalated puzzie
pieces. interwoven with the
spaces belween, they provoke a
disorienting yet exhiliarating effect
of containment and release.

The iconography of the jester,
Lhe clown, and the sallimbangue
has long peen a mainstay of ooth
“high"” (Picasso, Beckmann,
Nauman, McCarthy, etc.) as well
as "low,” tnat is amateur, art.
Jusidman’s large paintings trom
1991-92, closeups of clown heads
in greasepaint, bring up the
inevitabie problems and i1ssues of
identity associated with the
difference between masks and the
real skin of experience, between
artifice and authenticlity. The
painted faces have exaggerated
expressions. Mixed with the
superimposed painted features,
the faces serve as appropriate
vehicles for a picterial reading that
moves from figuration and pure
painterly fact to a type of
carnivalesaue fiction

In the main gallery, six anamor-
phosized clown portrails painted on
suspended wood spheres continued
Judisman's Investigation of real/lic-
tion, support/surlace,
abstract/representational
dicholomies. Yet this dispersed
installation gave an added edge of
disembodied disqulet and unease to
the subject matter. The excessive
painteriy and planar dislortions
offer the eve a range of images
(close-ups of planels. clouds) thal,
while non-figurative, avoid the
codes of pure abstraction.

in his 1992 "Geisha” and 1996-
97 “Sumo” series, Jusioman raises
questions about the absence and
presence of the body. In the
“Geisha” works particularty, the
melded ana obscured
figure/ground relationshins create
perceptual guandaries, which
Jusigdman cannily plays against a

notion of metamorphosis. The best
works In this senies are 1he overall
white pieces, in which a very fainl
image slowly emerges fram the
wood surfaces. Underlying social
and sexual sublexts suggesl a
visual analogy of a submerging
personality in the face of a totaliz-
ing and annihilating vision,
Jusidman's “Sumo” palntings
are perhaps Lhe artist's strangest
and Ieast programmalically evident
works. Here painted images ol the
contentious other in the torm of
Sumo wrestiers tin opposition to
the self-delerring geisha images)
are used as spatial delineataors,
tneir bodies n precarnicusly heid
positions, commanding and dis:
rupting the umified reductivist
space of late-Minimalist abstrac
twon. Tne "Suma”™ paintings are the
strongest in Jusidman's repertoire
of images. The onental imagery
and its somatic inferences work
together to bring oul the aeadpan
opstinacy of Jusiaman's ironic play
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of similarity and dilference, the
familiar ang the strange. The sneer
incongruity of tne imagery consig:
erably expands the artist's
sophisticated visual approaches
and strategles.

Formerly, Jusidman seemed
tethered to a unified and overtly
systematized aporoach in his
inguiries about the space and
place occupled by the canon of
Western pictorial conventions in 2
post-technological world. The
resulls were remarkably compre-
nensive and fastidious artworks,
yel were tinged. paradoxically, with
a predetermined didacticism anou!
the inchoate and tneé unknown. In
mis newest work, the artist aliows
nimsel! the treggom 1o question
his own approaches more sponta
negusiy, while avoiding the overly
logical ipalaritias that mar s
earlier work. This is a minor objec-
tian, however. As @ whoig. this
exnhibition heralgds a major talent
on Lhe Amerncan scene
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