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Form & Content
1995, oil on canvas
20X50

T3 9231 N0 RYY XIT,ANTA 772 1PN
N7 - FTODYORIT TIRW TAR TR .(TVEII DY) "awn
957787 99 1990 R - PPMAPDT CAWT T8 ;N8N
Q7 1910 TN AN .IXDTMA 1IN X IR L2900
yapnm MR 7PYI1” 199NN DR 20°7793 0°3T W
TN MR RAW IR 20MK DN 73 172
2NRDIANM NIPIINM 1A PO MR 75 2°TANn
-3 8 DWAY & TR0 AMSN TWNIY BT
T3 DY 0w 172 77°EM) NNAnKRT N
TNADT 7PNAISD” 020N DRI W D2 AR
DAY 117 7AW A IR 7919 7R O 029K
IV - DT 1M ,07IW P 9195 7337 RI7 990
hcar i Banii g el atisiiaRcslsh iyilediaNyifatasialy
AN O 19N2 TRV AN, TR PPN 1NN
179713 B¥ 071271 OXY .72 17T %910 O 1T O°X3
TPRR NONA TARIY TN O3 1157 A R
13 0YTW WORTT PY P72 - INTPX02 W W
7127302 O°°1A3° WP OR PRIV 925 D101 1YIDIN)
LTI SN IR Y RIM 72 XD b ooy
MI/MATTT DR NIMOW M1 MYD 2y [T
N0 0%°0 2Y R MY oy

14



1a|1n2 0n19

DRIRN I RIN

(1-24 '0IN0 N'7'n V117 OV)

717V AW 1'A1 78909 W1 ,1995

30x23

Pinchas Cohen Gan

Straitened Form
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1995, felt-tipped pen, pastels and oil pastels
on canvas
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Guy Ben-Ner

Untitled

1994, color photos on plywood
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Untitled (Camel Time)
2010, print on canvas
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Rabbits

1999, acrylic and marker pen on canvas
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Buffers

1997, industrial paint on wood
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Swan-Snake
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Kiss
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Meirav Heiman

Esther Roth-Shachamorov
2001, color photograph
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Untitled

1996, oil on canvas
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Vered Nissim

Untitled

(from the "Dreamers” series)
2014, inkjet on archive paper
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Untitled

1979, mixed media on canvas
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Michal Na‘aman

What Can Look at Itself is Not One
1995, oil on canvas
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Tal Shochat

Mother and Me in the Kitchen
1995, black-and-white photograph
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Elinor Volnerman
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2016, inkjet on archive paper
70X100

LM 000 DW opnin RIT naun

66



69

NI TIN

(NAN'7) NN N77
IN'T",2006

‘T 4:10

Erez Israeli
Untitled (To Mothen)
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Michal Na‘aman

A Land that Devours its Inhabitants
1974, pen on paper

20.5X30

PR NPOIR PN M3 7779 NN OX

70



73

|non o

nanNva

IN'II0 TIINOI TNN VIV IN'T' 2014

‘77 12:00

Thalia Hoffman

Guava

2014, single-channel video and stereo sound
12:00 Min.
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Atzmon Ganor

Untitled

1998, felt-tipped pen on geographical map
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Tal Mazliach

Untitled

1994, oil and pencil on canvas
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With a Little Help
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Shlomit Liver
With a Little Help
2011, video

5:35 Min.
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Ilanit Shamia
Untitled

2001, color photograph
75x50 each
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Adam Rabinowitz
Untitled

1999, spray paint on canvas
48X80
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Moon Date
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20X25, 20X30

Eran Nave

Moon Date

2015, rectified readymade, oil on canvas,
20X25, 20X30
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Yuval Atzili
Yuval and Gal
2015, video
1:09 min.
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Rona Yefman

Swimmers

1998, photograph in Lambda print b/w
50X60
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Rona Yefman

Girlin Flip-flops

1998, color photograph
50X50
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Rona Yefman

Boy in Flip-flops

1998, color photograph
50X50
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Rona Yefman
Owls

1998, inkjet print
33X27
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Gil & Moti

Untitled

2000-2002, mixed media on plywood
136X58
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Gil & Moti
Untitled

2002, oil on canvas
160X130
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Eli Petel

Max and Moritz (Numa and Arak) 1, 2
2002, color pencils on paper

100x126 each
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Ilanit Shamia

Untitled

2001, pen on paper and stickers
19x29
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Gil Shani

Elementary School 2

1997, acrylic and felt-tipped pen on canvas
127X182
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Gil Shani

Elementary School 1

1997, acrylic and felt-tipped pen on canvas
127X182
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Sharon Yaari
Accident

1999, color photograph
112X140 each
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Irit Hemmo

Jeff |-V

2002, drawing with carbon paper
on Formica

51x72 each
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Larry Abramson

tsooba

(item from a series)

1993-1994, impression on newspaper
40X28
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Larry Abramson
tsooba

(item from a series)
1993-1994, oil on canvas
25X25
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Gideon Gechtman

Deviation

1997, color photographs framed
in synthetic marble

3140 each
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Sea Food

MDF 7v na7un ng 30,1997
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Doron Rabina

Sea Food

1997, mixed media on MDF
122X202

MDF fown 9y DR 1A Y23 2w 1p7 720w

,127 2y 79M 1R M9 9732 Ko7 03 - N
L3117 923 DY TR WY nuw 2190 wAANHY and
Q°roan 0°12% QMNP "3 ,1290 .1 PY TA2 10
IV .TINOR-NA0N-2123 9 10 DTwnwn IR
TARY 9DIR TAN 79I PIPOYR T2yn oY 0°125n
STTO9 17,720 AR 110,200 TR TAW TR ,PEINR
9291 UM VYDA KD Y .0°PNINKR/TAnNn
QOW-0ATT IV 1 IR TR LTRR RN
M DaR” .72R 700 P X 07033 DT
MOYYDNM 728 D 780X TN NOXRING 17
NPN°33N3 X129 17237 99 .M7°19 ,°D100K MO
TPEDINT DX DMIVANT 02120 DU mnpnn Y
DX TIDRY N ,T0I0N TR NP0 720NN
90 w2 RPNT IR ,R0M MY NI 07070
,2004 ,7V3) "W P ,TWTN N21a0 YR RO
.(19'1y

16



19

7319 70

Full Moon

97 Ni7'Y' ,2010
57X12X8.5

Tal Frank

Full Moon

2010, carkit casting
57X12X8.5
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Talia Sidi
Untitled

1995, oil on plywood
125X13
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Angela Klein

Untitled

2008, industrial paint on iron
diameter 60 each
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Angela Klein

Untitled

2009, industrial paint on steel
diameter 22 each
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Reuven Israel
Untitled

2002, MOF and car paint
55X45%X2.5
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Anisa Ashkar
Breakfast 2

2010, tar on ceramic cups
shelf: 16x24
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Majda Halabi
Self-Portrait

2009, mixed media on canvas
74X90

ARV ST YR ,MPAT N0 M0 K
WX 72 0°7°PaN 0°0°PNN ,0°73ynn ANR M
,INRD D% 70 ,9mIRND 070 13 awn
JIPRTID LRI ,NORT3-RD 12

130



133

(17217 1Y)

("ON N9YW” NI TO 7INA) NN X77

7109 Y1¥1 7917 D17'Y ,2002

21X30

Tal Shoshan

Untitled (from the series “Mother Tongue®)
2002, pastel-treated photograph
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Jossef Krispel

Uranus Eyes #17

2009, acrylic and aquarelle on a photograph
39x29
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1993, mixed media on canvas
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Untitled

2001, mixed media on wood
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Maayan Elyakim
Both Hands

2010, pencil on paper
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Deganit Berest
Small Bather

oil on canvas ,1992-1996
50X40

TOGETHER AND APART

I’'ve always felt that seriality, or placing a number of artworks adjacent to one
another, helps me understand an artist’s project — which a solitary work doesn’t
enable, in my opinion - though at the same time I sometimes wonder whether I'm
losing out by not viewing just one work in itself. For example, when Irit Hemmo
borrowed one work from the wonderful Small Bather series by Deganit Berest for the
exhibition she curated within the framework of the first TLV Art, that work seemed
to me simply glowing and marvelous. But even so, in a series there is something
strong that almost always works, even if it’s not always possible to explain why.

Perhaps one explanation lies in the way sameness-difference relations work

within the series, when the solitary work is always both part of the series and also

not, simultaneously the same but different, whereas the multiplicity allows for
arrangement and rearrangement each time anew. This movement and playfulness on
the identical-similar-distinct axis are the connecting link of the works in this exhibition.

Amos Schocken
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Same
same

but
different

Efrat Livny

“If someone were to draw a sharp boundary

| could not acknowledge it as the one that |
too always wanted to draw, or had drawn in my
mind. For | did not want to draw one at all. His
concept can then be said to be not the same
as mine, but akin to it. The kinship is that of
two pictures, one of which consists of colour
patches with vague contours, and the other of
patches similarly shaped and distributed, but
with clear contours. The kinship is just

as undeniable as the difference.”

(Wittgenstein, Philosophical Investigations, 1958 [1953], p. 36.)

The works in this exhibition share an analogic
structure: a structure based on relations of re-
semblance and difference between two or more
things. At the center of each is a dual image, usu-
ally of a twosome or a pair — of words, objects,
figures, body organs, and so on - or of numerous
copies that multiply and divide even as they are
arranged in different mathematical compositions:
as one that is two, two that are one, or one and an-
other one, and so on until they become multiples.
The image is created through diverse strategies
of multiplication, such as copying, cutting, past-
ing, coupling, merging and repeating. In some of
the works, the multiplied structure appears once
again in the format itself: as diptych, triptych or
multipart series.

The contexts in which this structure appears
are diverse: language, family, self-identity, nation-
hood, capitalism, gender, body and others. But in
every case, the positioning of two or more - one
next to the second next to the third, one by the
side of the other, one on top of the other or one

emerging from the other - renders the sameness/
difference relations a central theme. The same/
different relationship is active, not passive, as
appears to be the case initially. It functions as a
force that undoes and constructs interconnec-
tions, dismantles and arranges, enables the sys-
tem to reorganize, each time anew, in a way that
is the same but other - “Same same but differ-
ent,” (as the Thai street hawker told the tourist
who asked whether the Rolex he was selling was
real) - in biology, in sociology, in psychology, in
politics and of course in art. The changing nuanc-
es, interpretations and contexts are this arena’s
dynamic and unstable conditions, foisting on the
viewer a game of “find the differences” in which
the eyes dart from one to the other in an attempt,
doomed to fail, to determine identity and to appre-
hend the difference.

Difference resides at the heart of the distinc-
tion between modern Western thought, which is
dominated by the order of the identical, and post-
modern thought, which rejects it and adduces dif-
ference in its place. The logic of identity is based
on the perception that either the thing exists or it
doesn’t, and if it does, it must be identical to itself.
In other words, the assumption is that there is an
underlying core essence: permanent, inner, stable
and coherent; a reality exists to which it is always
possible to return and which validates all the sys-
tems of knowledge and meaning: of language, sci-
ence, jurisprudence, society, philosophy and art.
According to this way of thinking, difference is
always measured between two distinct identities
and is intended for one of two opposite purpos-
es: to reinforce the differences in order to isolate
what is absolutely not the same thing (other); or
to blur the differences and erase them in order to
contain the other “within” and show that it is actu-
ally the same thing. Postmodernism, which rejects
the basic assumption of the logic of identity and
its implications, apprehends difference in anoth-
er way. Difference is not measured between two
demarcated, stable identities or things (be they
entities, phenomena or occurrences), but through
those that are in constant motion and change, and
as such do not allow difference to be pinned down.
Accordingly, difference itself, too, is perceived to
be in motion, never ceases to differentiate and is
therefore unamenable to conceptualization. The
logic of this difference, actually its nonlogic, does
not require identity; on the contrary: like identity,

it too is attached to difference, to the difference
that makes the difference, to the moment of its
appearance, which is effectively a multiplicity
of moments and differences that repeat over and
over, one after the other, and also simultaneously.
From the standpoint of evolution, the primal
insight in regard to this difference lay in its be-
ing a condition for the creation of meaning. For, if
things lack an origin, meaning cannot be derived
from an origin, nor can the mediating systems —
the signs. The system of signs — language, for ex-
ample - is not external to things but is within them
and they within it, and meaning is created as a re-
sult of the difference between the signs. In the
next stage, a more radical understanding of dif-
ference is formulated; for if the origin is rejected,
what’s created is a hole that is not only impossi-
ble to fill with anything stable and final - it’s that
impossibility itself that makes meaning possible.
Meaning which always deferred, never stabilizes
and does not have a final state. Difference is un-
derstood now not only as a condition for the cre-
ation of meaning, but as an impossibility that is a
condition for possibility. This difference appears
in various forms bearing a quality of mobility be-
tween open and closed and between full and emp-
ty, such as gap, crack, space, debt or absence. “But
all the different formulations of the ‘empty place’
have one thing in common,” as Adi Ophir writes.
“It is always possible to seal the empty space, once
and for all, by means of one of the elements that’s
identified with modernism and whose negation
signifies postmodernism. The postmodern possi-
bility opens up when modernism is implanted as
a memory of disillusionment, when the place re-
mains empty.” (Ophir, 1997, p. 147, Hebrew)
This approach posits a major challenge to the vi-
sual image - for if it always coped with the at-
tempt to create meaning in relation to its status
as a sign and as a representation of things in the
world, what possibilities are available to it as sig-
nifier of the empty? If we take, for example, Witt-
genstein’s well-known “rabbit-duck” image” it
can be read in different ways: according to the
binary-dichotomous model it’s either a rabbit or
a duck; according to the hybrid model it’s both a
rabbit and a duck. But a third possibility becomes
available with the understanding that first a rab-
bit is seen and afterward a duck (or vice versa)
and that in fact the condition for seeing the rabbit
is not-seeing the duck (and vice versa). In other

words, the condition for sight is blindness, and it
is blindness that makes possible the constant mo-
tion of the difference, and as a result the constant
rearrangement of the system according to shift-
ing sameness/difference relations.

Many times the visual image is invested in
blurring the distinction between resemblance
and identity through realism, symbolism, for-
malism and the like. But it also always subsumes
within it the fallacy of that blurring and possess-
es the ability to direct the gaze at it and point to
the empty place. As the visual image resides on
the same plane and the same continuum together
with things, it does not reflect them or symbolize
them or represent them in a separate mode, and
there is no point in talking about the difference be-
tween the visual image and reality. What remains
to examine in regard to it is the being-examined
mechanism itself and the relations of sameness/
difference at its base. These relations are nev-
er neutral or indifferent; they always operate in
fields of power that strive to define and to sepa-
rate one from another, between I and he, between
us and them, and seek to entrench the differences
on a basis of gender, age, skin color or credo, on a
basis of blood and soil. They do so through imag-
es, language and symbols, but also through violent
means, through laws, fences, walls and barriers,
and also by means of rifles and war planes.

*Wittgenstein used the image in his Philosophical
Investigations in his discussion of language as
carrying meaning on a basis of use and context
and not on a basis of the representation of reality
(Wittgenstein, 1958 [1953]).
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Michal Na‘aman, Double Monkeys, 1978,
paper and acrylic on wood, 90x220

Michael Na‘aman, Squashed Monkeys, 1978,
acrylic on wood, 75x205

Na’aman is the “mother” of engagement with
sameness/difference relations in Israeli art. The
theme’s diverse aspects are encoded in her work
and repeatedly examined through questions of
language, family, semiotics, genealogy, psycholo-
gy and womanhood. In fact, Na’aman is tradition-
ally positioned in the field of art as a “daughter,”
a student of the “father” of contemporary Israeli
art, Raffi Lavie. However, she has long since en-
gendered a dynasty of her own: many artists have
been influenced by her work. Her art bestrides
this exhibition and appears all across it, like Al-
ice’s rabbit or, more precisely, like Na’aman’s
rabbit-duck.

She began to develop her engagement with is-
sues of identity and difference in the 1970s. Her
works abound with images and texts that are prod-
ucts of cutting and pasting, duplication, linguis-
tic games, word pairings and hybrid images that
wreak confusion, mix opposites and demarcate
and breach boundaries, simultaneously creating
alienation and acceptance. Never single units,
her works usually come in twos, either as dip-
tychs or in series. Double Monkeys and Squashed
Monkeys, for example, are two brother paintings,
one larger than the other. At first glance, they
seem to be map paintings in which territory is
marked by means of disparate color regions. How-
ever, something seems to have gone awry in the
marking process: the border isn’t clear, the col-
or regions leak across one another, and “inside”
and “outside” seem to have switched roles. The
positive — the central territory - is empty (white
in one painting, red in the other) and anonymous,
whereas the negative — the peripheral regions —
are given characterizations and names. Instead of
countries there are “places” and in place of re-
gions there are islands of “actions.” Different is-
lands that differentiate, but between what and
what? Between good deeds and bad?

The territories are discovered to be ape-like in
form, man-apes walking on two legs, upright, and
as the headings on each painting note, they are
“doubled and multiplied” and they are “squashed
brothers.” Connected to one other, like a vane or a
chain, like in the illustration “The March of Prog-
ress”: Until when is it an ape and when does it “be-
come” human? Where does anything begin and
where does it end? How is it that it’s still identical
with itself but already resembles something else?
The names that are meant to provide answers
and identity are not specific but general, generic,
and couched in the first person plural. One of the

names, for example, is “mabulim,” an odd word
that recalls the Hebrew word for stamps, “bulim,”
a link that’s reinforced by the word for “defec-
tive,” which appears directly below. A defective
stamp is one whose edges are folded or cut, in
which even the slightest blemish creates a differ-
entiation, a deviation-based difference. But mabu-
lim is also the plural of the word mabul, flood. The
biblical story of the flood is the myth of the eco-
nomics of the two: pairs of animals, male and fe-
male, taken into the ark. The heart of the story
here lies not in binary unity but in the potential
for multiplication, in the pair’s possibility to cre-
ate continuity and establish a dynasty of more and
more new individuals that belong to the same type
and the same family, same but different.

Michal Na‘aman, Form & Content, 1995,
oil on canvas, 20x50

The penguin escaped from the box, it exited the
framework and moved to the other side (of the dip-
tych). On one side the ellipse remains - it is the
form; on the other side is the penguin - it is the con-
tent. That’s what the inscription says, but it’s in quo-
tation marks. Are form and content two separate
things? Is the content “cast” into the form, becom-
ing fixed (the form informs it)? Or, possibly, are
the form and the content mobile, so that the form is
constantly emptying and filling? The answer seems
to lie in the “&” sign of the work’s title, in the con-
necting “and” that yokes together and separates the
two simultaneously. In the Penguin Books logo the
penguin and the ellipse are one dual form.

Which reminds us that a book, too, is a dual struc-
ture, of two, like a diptych, two pages facing each
other, the object dictating the form of reading. The
content is etched into the form, the form is imprint-
ed in the content, and they always appear together,
they are intertwined. And talking about covers and
logos evokes the joke to which Na’aman returns
repeatedly in her work. It’s about a man who ran
over a nun (a motorcyclist enters a bar and asks if
there are any penguins in the area. “No, why?” peo-
ple ask. “Then I just killed a nun,” he replies) - a
joke about a mistake of identification that entwines
sameness/difference with blindness and sight, with
life and death.

Pinchas Cohen Gan, Straitened Form (Filename:
Semantic Dictionary 1-24), 1995, felt-tipped pen,
pastels and oil pastels on canvas, 30x23

“Three is the number necessary in order to tell a
story, go out, walk, arrive. [...] Without the third
term, we remain imprisoned in an imaginary sys-
tem of doubles and binary oppositions.” (Ben Ner,
2010. p. 226)

Three forms - a sitting figure, a ladder and a rock
- which are the essence of the biblical story of
Jacob’s Dream, a story of divine revelation and
the promise of the land. God is the one ruler, om-
nipotent and all-embracing, the ultimate author-
ity. The revelation, though, occurs not in reality,
but in a dream. How can one trust a dream as
though it were carved in stone? Beneath the rock
is an inscription, “Tsura tsrura” (translated here
as “Straitened Form”). The painting momentari-
ly straitens the picture of the myth of revelation,
which a moment later breaks up into its constitu-
ent parts, and they turn their back on one another
and continue on their way, evolving to reorganize
in the 23 “other” paintings/entries in this dictio-
nary series (“Semantic Dictionary 1-24”). Amid
this, the third word is heard, which resonates as
missing: “tsara,” in the idiom “tsara tsrura” (“dire
straits”). Where do the dire straits alluded to lie —
in the divine revelation, or perhaps in the prom-
ise of the land?

Guy Ben Ner, Untitled, 1994,
color photos on plywood, 18x45.5

Three different signs, actually the same sign three
times. The logo of Time, a cigarette brand, discon-
nects from its function, embarks on its path, reor-
ganizes, splits into pairs of words, arranges itself
in threes. The meaning is forged from the repeti-
tiveness of the action of cutting and pasting, from
the replication and from the absenting — from the
hole that is created in the gut of the word. From
the space in time, between being still at “Meet me”
but already at “Tie me” that morphs into “Wet me”
and into the “after” cigarette. And this is actual-
ly a “before” work, an “early” work that predates
Ben Ner’s video art. But,

“As in the case of cinema, here too every cut cre-
ates a semblance of perfection that is designed to
conceal the cataracts covering over the eyes of
the viewer, who prefers to ignore the cuts.” And,
“Deferral in time means that meaning is forev-
er delayed, since the signifier will always merely
point us towards another signifier within the sys-
tem.” (Ben Ner, 2010, pp. 236, 230)

David Reeb, Untitled (Camel Time), 2010,
print on canvas, 66x99.5

Time appears in strips. There are numerous strips
of time, and they are lying side by side, in parallel.
The camel belongs to the animal department. It’s
not a rabbit, not a duck, nor an ape or a penguin,
it’s from the Middle East, where time is “Camel
Time.” But Camel is an American brand and Time
an Israeli brand with ambitions of being Ameri-
can. They are also an unlawful coupling: coupling
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by two members of the same family is deviant.
The eye sees but finds it difficult to take in, re-
peatedly rejects the information. The painting,
too, is unlawful, it’s not a painting at all but a print
according to a painting, an “imitation” of an “orig-
inal” that is a copy of two logos that have been
wrenched from their context and appropriated
from their role of symbolizing the “original” prod-
uct with the aim of differentiating it from other
products and from cheap imitations, which in any
event, without difference, lead everyone “to dis-
eases and premature death.” Death is the condi-
tion, both of time and of the camel.

Drora Dominey, Yedioth-Ma'ariv, 1997-9s,
mixed media on Formica-coated wood, 20x48

“Hi Efrat, what’s doing?

“The photograph you sent me is a work I did in
preparation for the ‘Mitalapopita’ exhibition at
the Artists’ Studios [in Tel Aviv]. In that context
I dealt in part with images of toy animals, hence
the image of the rabbit-duck, with a chain. The
chain became images that are medleys of sounds
and phrases from childhood. For example, for a
childish chain song, ‘Mitalapopita’ [= “Who hung a
pita here?”]. ‘Yedioth-Ma’ariv’ came to mind from
the repetitive calls of the paper boys on bicycles,
or maybe it was newspaper vendors? The diptych
structure of the work afterward took on the form
of a book.

“The relations between verbal term, reading art
and understanding the artistic language engaged
me (and still does), and ‘books’ bore a didactic
structure, in my eyes, that shows this. Regarding
the materials, stencil drawing or chain drawing
or wire drawing on the wood and Formica mate-
rials constituted a sculptural writing suggestion
for those reading relations. In other words, how to
make an analogic structure to understand reading
and writing (by the way, with an emphasis on the
fact that I present the subject with a dyslectic bias
and disconnects in understanding).

“Hope I was of help.
“Best regards, Drora” (November 2016)

Gil Shani, Rabbits, 1999,
acrylic and marker pen on canvas, 33x43 each

Like Magritte, but instead of “This is not a pipe,”
this is not a rabbit. A sketch of a hare with one
line that grasps everything but holds nothing.
Like Joseph Beuys, but instead of “How to Ex-
plain Pictures to a Dead Hare,” how do you ex-
plain a picture of a dead hare? The answer resides
in not-knowing, in forgoing the expectation of un-
derstanding, in acknowledging that there is no

exhaustive explanation. Like Gil Shani - on the
one side the hare is dead but on the other side not,
she’s dead and returns to life. Living or dead, she’s
pulled out of the hat, magician-like, in a surprise,
and maybe she’s only wounded?

Drora Dominey, Undershirts, 1996,
felt-tipped pen on Formica-coated wood, 30x40x38

The body is wounded, bleeding, the boundaries of
the undershirts are cut non-metaphorically, cut in
wood, absented from the base. The color stains are
well enclosed within the borders of the collar. Two
undershirts, not gray and not white, not masculine
and not feminine, not rural and not urban, not of
work and not of fashion, undershirts that are not.
Flat examples of an undershirt like flowers that
were dried and forgotten in the pages of a book.
The territorial regions of color — in green and yel-
low - do not fuse or spill over, they remain within
the borders of the undershirt. The issue here is not
the border but the body, and the empty/full under-
shirt, and what separates it from the body.

Yigal Nizri, Buffers 1997,
industrial paint on wood, 32x46

In computer sciences “Buffers are closely bound
up with I/O (input/output devices). Many hard-
ware devices have a buffer by means of which
blocs of information can be transferred from
them or to them. A hard disk, for example, has a
buffer that receives the information that is read
by the read/write heads. After the buffer fills up,
the disk signals the operating system to read the
buffer content.

“Single buffer: In the case of a single buffer, the
information is written to the buffer. When the buf-
fer fills up, it signals to the operating system that
it requires cleaning, the information is copied
from the buffer to its destination, the content of
the buffer is erased and the buffer returns to use.
In this method, the write process must wait until
the buffer becomes available for writing.

“Double buffer: In this method there are two
buffers. The information is written to one buf-
fer alone each time. When that buffer is full, the
OS transfers the content to its destination. In the
meantime the write-to process continues to the
second buffer. When the second buffer fills up, the
write-to process returns to the first buffer (which
has been emptied in the meantime) and the han-
dling of the buffer is transferred to the OS. The
advantage of this system is that at any given time
there is at least one available buffer to which in-
formation can be written, so it is not necessary to
wait for the buffer to empty.”

https://tinyurl.com/hjgan3v
https://fen.wikipedia.org/wiki/Data_buffer

Yigal Nizri, this that, 1998,
computer printout on paper, 94x133

Two containers, “empty” entities, gaping, are
standing ready to be filled, to make possible the
full or the half-full. “this” and “that” are similar
but different, slightly, with a minimal difference
of just two letters.

Tamara Masel, Wide Vase (from the series
“Silverware”), 1997, color print, 74x90

Tamara Masel, Narrow Vase (from the series
“Silverware”), 1997, color print, 74x90

Tamara Masel, Two Vases (from the series
“Silverware”), 1997, color print, 74x90

“Masel’s ontological/gender-related study is orga-
nized around four basic categories, which inter-
penetrate one another: presence and absence, the
phallic and the vaginal. This overlapping is pres-
ent, in an exemplary manner, in the photographs
of the silver vases, which tie the affinity between
presence and absence to the affinity between the
phallic and the vaginal; just as the vase involves
an overlapping between these two ontological cat-
egories, so it involves an overlapping between the
gender-based categories. From an ontological per-
spective, the vase is an object whose materiality
is reduced to the zero degree, and whose function
is to contain the empty space it encloses. The vase
is thus an object that undermines the binary di-
chotomy between presence and absence. From a
gender-related point of view, the vase is a phal-
lo-vaginal hybrid: a vaginal object with phallic
qualities, and vice versa. The vaginal is imbued
with phallic qualities in the sense that it is an emp-
ty space that assumes a concrete existence. The
phallic, meanwhile, is imbued with vaginal qual-
ities in the sense that it is an incomplete object
whose core constitutes a lack. From an essential-
ist point of view, this incompleteness, the inju-
ry to the thing’s objecthood, is more in tune with
the essence of the phallus than its conventional
representations.

“Masel’s vase works, and her artistic practice more
generally, bring together seemingly disparate
concepts, while revealing the reciprocal reflec-
tions between ontological differences and gen-
der differences, as well as their interpenetration.
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The origin that structures Masel’s artistic prac-
tice, then, is not a thing or a body part, but rather
difference itself; and this difference, moreover,
is not only ontological difference or gender dif-
ference, but — above all - the difference between
those two differences.” (Pimentel, 2011, p. 142)

About 17 years ago, I hung these three works in
the Haaretz building in an open space shared by a
number of employees. The employees complained.
They said they didn’t want pictures of urns that
cast an atmosphere of death. I wrote Tamara Ma-
sel asking for information about the works so I
could conduct a dialogue with the employees. She
wrote me as follows:

“Shalom Efrat,

“This series of works is from a series of photo-
graphs of silverware, i.e., silver-coated items or
other glistening silver-plated material. Most of
the items are wedding presents I received. These
photographed objects are vases approximately
20 cm high that I shot against a background of a
brown wood surface and white Formica. Several
things interested me in the choice of the objects:
What is the meaning of giving silverware as wed-
ding presents? What can be done with items that
have no real use, one of the answers being is that
what remains for me to do with them is to photo-
graph them, and perhaps that way I breathe life
into them - that is, I put them on display instead
of putting them into storage. In addition, it was a
challenge for me to photograph a glowing, glisten-
ing object that emerges out of a dark background
and returns photography to the tradition of Dutch
still-life paintings. I will not deny and will in fact
say that a dark, depressing side to the works is
also discernible — works of art are not Channel 2
commercials.

“At the same time, it interests me to raise the ob-
jects I photograph to high levels of beauty, seduc-
tiveness and organization - to seduce the viewer,
not to rebuff him. Like a woman who goes to a
cocktail party in a black evening dress - it’s true
that a black dress is suitable for a funeral, but
still, she’s so beautiful in that dress, elegant and
seductive! That said, she remains like the objects,
dark and unapproachable, only to be looked at. It’s
on that border between dark and seductive that I
work.

“Call if you have more questions.

“Regards, Tamara Masel” (December 2000)

Tamara Masel, Two Kettles and Black Ground,
2007-2011, Lambda print, 45x55

Two shiny white kettles against an ultra-black
background, their shadows reflected and doubled
on the surface they’re standing on. Black-white,
positive and negative, object and background - all
of them are caught up in an unceasing role game
in which nothingness enables being and in which

it’s not known what is being framed more by the
kettles: the space that’s imprisoned inside, or the
enveloping one from the outside that’s closing
them in and stretches to the borders of the frame.
Nor is it known whether these two kettles are the
same but different, or one kettle photographed
from two sides.

One thing is clear: this is an allegorical image for
a pair of lovers. An image of this kind has sever-
al rules. It consists of two items of the same type
that maintain equality, formal harmony and rela-
tions of physical closeness, often touching or al-
most touching each other, preserving autonomy
but at the same time united. The Kkiss is perhaps
the most well-worn image in this context. The pair
of kettles are a self-aware romantic symbol, poet-
ic but funny. Taken from the realm of the domes-
tic and the everyday, this pair emphasizes aspects
that are considered the opposite of a fantasy about
volcanic romantic feelings, more suggestive of
material fatigue: the familiar, the practical and
the functional. The electric cord that emerges
from each of them resembles an umbilical cord
connecting them to their out-of-frame mothers
(and fathers), to all the previous kettles that have
brought them to this point, to this moment of union
that bears the potential for continuity, for the life
of many more kettles that have remained in the
store and those that will come after them.

Eliezer Sonnenschien, CA. The Meeting, 1999,
acrylic on plaster, 57x120

The initial source for the idea of the heterosexual
relationship lies in divine monotheistic authority,
its center residing in the biblical myth of the cre-
ation of male and female, and a few chapters lat-
er in the Noah’s ark myth. Animals have always
played an allegorical role in the depiction of pairs
of lovers; some animals are particularly associ-
ated with this imagery, notably deer, doves and
swans. The romantic idea is based on the power
of unity and emphasizes sameness, a couple being
seen as “two who are one” or “twin souls.” Cracks
in this idea - one of the most potent in human his-
tory, possessing a “natural” status — appeared at
the onset of modernism with the spread of sec-
ularity. They are continuing to grow in our time,
under the aegis of the vast disparity between the
theoretical discourse about relationships and love
as repressive tools in the hands of the patriarchy,
capitalism and the state, and the flourishing of the
huge entertainment and leisure industry, which
continues to uphold and preserve the idea of the
perfect heterosexual relationship.

The two deer in Sonnenschien’s painting, posi-
tioned in the center, close to each other, head to
head, turn/return a gaze to the viewer. At first
glance, they appear to be situated in a panoramic
landscape, wintry and fantastical, depicted with
unnatural coloration; at second glance, they turn

out to be part of a wall covered with graffiti and
a mostly unreadable text. The work’s title, “The
Meeting,” which preserves practical neutrality,
together with the fact that the animals’ heads are
adorned with magnificent horns that usually at-
test to their being males, could have left scope for
interpretation about the purpose of the meeting
(particularly in the light of the well-known fact
that the males engage in combat when the females
are in heat). In this case, however, the image’s cor-
respondence with the romantic convention is so
clear-cut and strong, and is fleshed out by addi-
tional signs: the fact that among northern deer, fe-
males have the same horns as males; the bleeding
heart that’s engraved in the space between the an-
imals’ legs; and the word “LOVE,” the only word
that appears clearly, imprinted in the upper right
of the painting, that seems to be a seal offering fi-
nal confirmation that this is a lovers’ tryst.

Ahmad Canaan, Deer Arabesque, 2000,
oil on canvas, 100x140

“Eccentric (scandalous), the dream furnishes
the contrary image. In the dual form I fantasize,
I want there to be a point without an elsewhere,
I sigh (not a very modern action) for a centered
structure, balanced by the consistency of the
Same: if everything is not in two, what’s the use of
struggling? I might as well return to the pursuit
of the multiple. As for this everything I desire,
it suffices for its fulfillment (the dream insists)
that each of us be without sites: that we be able
magically to substitute for each other: that the
kingdom of ‘one for the other’ come (‘In going
together, each will think for the other’), as if we
were the vocables of a new, strange language, in
which it would be quite licit to use one word for
another. This union would be without limits, not by
the scope of its expansion, but by the indifference
of its permutations.”

(Barthes, [1977] 1978, p. 227-228)

Multiplicity, two-dimensional repetitiveness, den-
sity, symmetry, covering of the surface and a po-
tential for endless expansion, together with the
basic fact of equality in the possibilities of ar-
rangement, in which each element can be re-
placed by another and act as a “stand-in” without
affecting the form/content are the features of Ar-
abesque, the traditional form of ornamentation in
Islam, a pattern lacking origin and direction. Ah-
mad Canaan takes the convention of the romantic
couple image and runs it through two local test
tubes. The first is geographical: he does not in-
voke the distant northern deer but uses the image
of the Land of Israel/Palestine breed; and the sec-
ond is national, in linking it to the Arab tradition
of the arabesque. By this connection he points to the
particular, local, cultural and political aspects of love
- the emotion usually perceived as identical, univer-
sal and apolitical.
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Dani Ben Simhon, Untitled, 1993,
oil on Masonite, 61x122

The image of a pair of lovers as a “pair of doves”
here assumes a disturbing turn. The doves are
stuck to each other, their beaks are connected
and their feet are sunk into and cast in the base.
This is a sad and disappointing love story, cruel.
The doves are imprisoned, they cannot free them-
selves, let alone fly. They are closed/enclosed
twice, once by the base on which they stand and
a second time by the carpet on which they are
drawn (and a third time by the painting itself). The
only soaring in this picture resides in the memo-
ry that links a flying carpet and the aesthetics of
the “Mizrahi” home. The regime of taste that per-
ceives itself as high — Western, European, osten-
sibly sophisticated — recognizes its inner nuances,
but at the same time subsumes everything not
identical to it into generalizing categories such as
“Mizrahi” / “Arab”/ “Russian”/ “Ethiopian” and la-
bels their domestic aesthetic as artistically worth-
less kitsch. From this difference, between what
the public space and its institutions signify/signal,
and what is signified as private and domestic, con-
sciousness bursts forth that becomes movement
and an agent of change.

Ester Schneider, Swan-Snake, 2007-0s,
ink and water colors on paper, 68x135

The struggle between the “one” and the “other”
is not synonymous with relations of “inside” and
“outside.” The forces of destruction and virulence
are not located “outside,” they are already con-
tained “inside,” they are inherently there. There
is nothing that is pure, hermetically identical to it-
self, embodying “itself” alone, closed to influenc-
es, to noises, to “pollution,” to the infiltration of
the “other.” The other always resides within me,
too, and in Schneider’s painting it’s not the rab-
bit-duck - two soft, “cute,” harmless creatures
- but a connection between swan, symbol of all
that’s good and noble, and snake, symbol of dark
evil. What’s subverted here is the untenability of
the signifier no less than the unity of the signified.

Rona Yefman, Kiss, 1999, color photograph, 40x50

The devil resides also in the pure, innocent, most
optimistic act of a kiss between lovers. He’s there
in the area, as though mocking them, lying in am-
bush for them, ridiculing the desire or the pos-
sibility to unite, signifying time and again the
impossibility. “The demon is plural (‘my name

is Legion,” Mark 5:9). When a demon is repulsed,
when I have at last imposed silence upon him (by
accident or effort), another raises his head close
by and begins speaking. The demonic life of a lov-
er is like the surface of a Solfatara; huge bubbles
(muddy and scorching) burst, one after the other;
when one falls back and dies out, returning to the
mass, another forms and swells farther on. The
bubbles ‘Despair,” ‘Jealousy,’ ‘Exclusion,’ ‘Desire,’
‘Uncertainty of Behavior,” ‘Fear of Losing Face’
(the nastiest of all demons) explode in an indeter-
minate order, one after the next: the very disorder
of Nature.” (Barthes, [1977] 1978, p. 80-81)

Yoav Efrati, Untitled, 2001,
brown pencil on paper, 22x18

There will always be a barrier there, a dividing
wall, concealing, impassable. “To expend oneself,
to bestir oneself for an impenetrable object is
pure religion. To make the other into an insoluble
riddle on which my life depends is to consecrate
the other as a god; I shall never manage to solve
the question the other asks me, the lover is not Oe-
dipus.” (Barthes, [1977] 1978, p. 135)

Yoav Efrati, Untitled, 2001,
brown pencil on paper, 22x18

The moment at which the paper becomes a paint-
ing, the line becomes a drawing and the hand
leaves a sign. The brittle moment at which two be-
come a couple, a woman becomes a mother, a man
becomes a father, a child an adult. Emptiness is a
central element; it’s present as a point of depar-
ture, a reminder that there will always be a space
there, a distance. “It is not true that the more you
love, the better you understand; all that the ac-
tion of love obtains from me is merely this wis-
dom: that the other is not to be known; his opacity
is not the screen around a secret, but, instead, a
kind of evidence in which the game of reality and
appearance is done away with.” (Barthes, [1977]
1978, p. 135)

Meirav Heiman, Esther Roth Shachamorov, 2001,
color photograph, sox76

If the other cannot be known, then why not love
the unknown? One of a series of photographs
documenting random meetings of the artist with
strangers. Initially in virtual chats on the web with
anonymous correspondents who hid behind pseud-
onyms, in which she suggested that they meet for
a meal and a joint photograph. The photograph,

like a deceptive hybrid creature, mixes reality
with the virtual, couplehood with loneliness, in-
timacy with anonymity and truth with falsifica-
tion. What we see is the absurd acrobatics (which
also resonates in the work’s title: it’s the pseud-
onym the artist used in the chats) that are needed
to preserve the perfect coupled appearance that’s
hemmed in by the walls from all sides. The title of
the series, “Sister of Mercy,” encapsulates a sug-
gestion to undo the impossibility of the possibility
of connecting two people by means of compassion,
and also returns us to the ties within the family.

Ania Krupiakov, Memory, 2007, digital print, 71x70
Rafi Perez, Untitled, 1996, oil on canvas, 119x119

Vered Nissim, Untitled (from the “Dreamers”
series), 2014, inkjet on archive paper, 73x110

It’s not surprising that the movement toward
home, toward family, toward parents is a central
theme in some works in an exhibition about same-
ness/difference relations. The return “home” is
like an attempt to return to the “origin” - a futile
exercise that collapses in light of the dual recogni-
tion that the home is never the same home and the
self is never the same self. The internal contradic-
tion stems also from the fact that at the heart of
the desire for return resides parting; that is, the
desire to reenact the moment of separating and
to measure the difference. This measurement is
basically hopeless in the absence of a permanent
tool or value, and because of the infeasibility of
measuring what is in a state of change and motion.

Krupiakov, Perez and Nissim, each separately,
stage their parents in poses that are related to sit-
uations of memory or dream. Krupiakov’s photo-
graph, shot from behind, emphasizes the sense of
physical distance, and the title, “Memory,” under-
scores the distance in time. The disparity between
inside and outside is the background to the whole
picture: between a street in a housing project in
the Israeli periphery, and the decorative domes-
tic aesthetic of a home of immigrants from the
former Soviet Union. The parents stand on the
threshold, looking out the window to the right and
the left, caught up in dual loneliness, together and
alone, holding onto one other.

Perez situates his parents as far off as possible,
in an imaginary landscape that is a kind of sur-
real combination of a talking star from The Little
Prince and Christian depictions of paradise from
the Renaissance. It’s a material picture, with an
outsize mythic mother in the center and a father
sitting at her feet, the whole saturated with an am-
bivalence of sacred and profane. The mother and
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the father are portrayed in total disconnect and in
a reversal in which it’s precisely the mother who
is immersed in religious study - opposites con-
nected by nothing other than the legion of angels/
children that hover around them.

In Nissim’s work the distance is created through
sleep. The parents lie, eyes shut, immersed in a
dream, incapable of connecting or returning the look.
As in Perez’s painting, the mother is large and domi-
nant; and as in Krupiakov’s work, what connects the
two is the thread of the touch of the hand.

In many cases, it is children of immigrants or peo-
ple who have experienced social mobility involving
language, education, culture or finances who turn
their gaze toward their parents and toward the do-
mestic space. In these instances, the “return home”
and the reconstruction of the parting are often ac-
companied by a feeling of betrayal. Its flip side is a
loyalty test that is actually a double trap, by the very
fact of being intended for everyone who is marked in
advance as a stranger, and by the constant demand of
the stranger to return to “his roots.”

“‘And what about your origins? Tell us about them,
it must be fascinating!” Blundering fools never fail
to ask the question. Their surface kindness hides the
sticky clumsiness that so exasperates the foreigner.
The foreigner, precisely - like a philosopher at work
- does not give the same weight to ‘origin’ as com-
mon sense does. He has fled from that origin - family,
blood, soil - and, even though it keeps pestering, en-
riching, hindering, exciting him, or giving him pain,
and often all of it at once, the foreigner is its coura-
geous and melancholy betrayer. His origin certainly
haunts him, for better and for worse, but it is indeed
elsewhere that he has set his hopes, that his strug-
gles take place, that his life holds together today.
Elsewhere versus the origin, and even nowhere ver-
sus the roots: the motto for daredevils breeds sterile
repressions as well as bold undertakings. How does
one distinguish censorship from innovative perfor-
mance? As long as his eyes remain riveted to the ori-
gin, the absconder is an orphan consumed by his love
for alost mother. Does he succeed in transferring the
universal need for a shoring-up or support on an else-
where that, henceforth, would no longer be experi-
enced as hostile or domesticated but as the simple
axis of a mobility, like the violin clef or the bass clef
in a musical score? He is a foreigner: he is from no-
where, from everywhere, citizen of the world, cosmo-
politan. Do not send him back to his origins. If you are
dying to ask the question, go put it to your own moth-
er...” (Kristeva, [1988] 1991, pp. 29-30)

Raffi Lavie, Untitled, 1979,
mixed media on canvas, 50x50

The house has a door / The painting as a door with
two sides connected to each other without a sepa-
ration - inside and outside, front and behind / And
written on the door the occupants’ names, the

parental couple, “Ilana and Raffi Lavie,” twice
/ And the house is the mythic house at 42 Yona
Hanavi Street / The “house” of Israeli art / And
from the house guests come and go - the house
welcomes guests, like an empty slot that constant-
ly fills and empties again / And the children-stu-
dents come to visit, too: “From the moment she
[Na’aman] entered into the home economics that
linked the house to the map, she never stopped
picturing relationships between teacher and stu-
dent, father and son, master and slave, Father
Time and Mother Space, male and female, brother
and sister, and between young goat and its moth-
er.” (Azoulay, 1995, p. 210, Hebrew)

Michal Na‘aman, What Can Look at Itself is Not One,
1995, oil on canvas, 150x120

You look at the painting and see everything dou-
ble: right side-left side, white color-milk dripping,
rabbit-duck, upper caption-lower caption, young
goat and mother. What can look at itself? Student
at his teacher, brother at his sister, child at its par-
ents, person at himself.

Tal Shochat, Mother and Me in the Kitchen, 1995,
black-and-white photograph, 33x49.5

Young goat in its mother’s milk is like cannibalism
or incest, it’s deviant, impure, not kosher. Mustn’t
mix, have to differentiate, the difference to be in-
cisive, sterile. It’s necessary to kosher the kitch-
en, to clean it all the time (because it keeps getting
dirty again), to separate, between milk and meat,
between girl and her mother. And the breast - the
meat with the milk - is double, it’s simultaneous-
ly the signifier and the signified of unity and divi-
sion, of the process of separating. But the incision
is sharp and violent, it’s always “freshly cut.”

Elinor Volnerman, Extractor, 2016,
inkjet on archive paper, 70x100

The kitchen is the place of life and death.

Erez Israeli, Untitled (To Mother), 2006,
video, 4:10 min.

The infant parts from his parents and moves away
from them; he embarks on life, they go to their
death. This is the order of things, whose disruption

is the shattering of the prior condition, the irrepa-
rable rupture, irremediable, which lies within the
realm of the Law of the father — both in the Icarus
story and in the binding of Isaac story. All that re-
mains for the mother is to come to terms with the
sacrifice, as in the Pieta, or in her despair to try to
undo the situation: to go to the kitchen, pluck the
feathers, prepare the soup and swallow her son
back into the body from which he emerged.

Michal Na‘aman, A Land that Devours its
Inhabitants, 1974, pen on paper, 20.5x30

A mother devours her children like a land devours
its inhabitants.

Thalia Hoffman, Guava, 2014,
single-channel video and stereo sound, 12:00 min.

Two are walking on a path and all is in motion all
the time, fluid and morphing, once in a male body
once in a female body, once in Arabic once in He-
brew, once in the singular once in the plural, once
in the past once in the future, once backward once
forward, once from memory once from forgetting.
Occasionally they hold hands, as they walk.

“The film is set in the near future, when the gov-
ernment collapses and Jaffa-Tel Aviv is destroyed.
A Jewish woman and a Muslim man make their
way by foot from Jaffa-Tel Aviv to Beirut, hop-
ing to find there a possibility of a life together.
Through their walk, and with the scent of guava
escorting them, the characters raise the possibili-
ty of connecting the two cities. The Guava website
wished to evoke the connection between the cities
on the actual surface. Guava asks you to re-mark
the forgotten road that still runs from Jaffa-Tel
Aviv to Beirut.

“The path from Jaffa-Tel Aviv to Beirut is part
of the ancient road connecting Cairo with Da-
mascus. Towards the end of the Ottoman Em-
pire, the Sykes-Picot Agreement was signed
between France and the United Kingdom, to di-
vide the empire’s lands between them. France re-
ceived Syria and Lebanon, while Great Britain
received Palestine. The road between Beirut and
Jaffa-Tel Aviv remained open to serve the need
of trade and security of the two Mandates, and
only [in] the late thirties fences were built across
the border lines. These fences gained their va-
lidity with the establishment of the State of Isra-
el, in 1948.” (Hoffman, from the Guava website:
https://tinyurl.com/zSk6aq2)
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Atzmon Ganor, Untitled, 199s,
felt-tipped pen on geographical map, 49.5x34.5

Two states in one land or a binational state in one
land? Palestine and Israel, two that are one or one
that is two? War of Independence for one, Nakba
for the other? As though this were a closed event
from the past that belongs to the one and not to
the other, a single occurrence that can be fixed in
time and on the map. In this case, even the map
dissociates itself, makes itself ridiculous; lines
are drawn and erased frequently, rendered in col-
ors, break up into dashes, into absurd, impossible
strips and islands of land, winding and entwined.
The disaster is materializing all the time, it’s ongo-
ing, an open, bleeding wound, unending, that can’t
be closed and be engraved in the past. The pistol
from the first act is still here and all systems are
mobilized in pursuit of the thought that this is a
struggle between two distinct and disparate en-
tities. But, “Suppose that two copies of you were
constructed. And suppose that the two fight a duel.
And suppose one of the bullets Kills. Is this to be
considered a murder or a suicide?” (from LeVitte
Harten, 1999, p. 227-226).

Tal Mazliach, Untitled, 1994,
oil and pencil on canvas, 40x120

The pistol is aimed at the target, and the target is a
round bullseye at the center of which is the mapped
body, and together all are nailed to the black flag that
warns of a danger zone, and everything is double: two
flags, two targets, two dotted-perforated children.
Being me-not-me, the double is the ultimate “other”
in the face of which the illusion of the one “me” is
formed, through the difference. The imaginary uni-
ty is achieved through the mirror picture from “out-
side,” which is repeatedly fragmented by the holes
from “inside.”

Shlomit Liver, With a Little Help, 201,
video, 5:35 min.

There’s no outside, the blinds are shut, inside all is
in incessant motion, changing, morphing, in constant
flux. The “self” splits into more and more manifes-
tations of itself, it is not one but a multiplicity, their
action not consistent and binary but circular, obses-
sively repetitive. You have to tidy up and clean all the
time, move things from here to there, pick up and put
down, enter and exit. The room empties and fills, and
the character returns each time otherwise, same but
different, renewed, costumed, dressing, exhausted,
needing help, “a little help from friends.”

Ilanit Shamia, Untitled, 2001
color photograph, 75x50 each

Standing with her back to the closet, looking, into
the mirror or the camera? Getting her act togeth-
er, or just trying on a dress? Covering or reveal-
ing? And why twice with a second’s difference?
The duality is embedded in the image, in the pos-
turing opposite the mirror/camera, in the diptych
format and also in the circumstances of the work’s
creation: “The pair of portraits was created con-
currently with the completion of work on a solo ex-
hibition I held at the time, titled ‘I’'m Named Ilanit
after a Blonde Singer Who Was a Star in the 1970s.’
The works were pasted between the pages of an
artist’s book I prepared, bound in a glittering cov-
er made of cheap wallpaper. The line that stretch-
es between ‘reality’ and ‘like,” between the effort
of the commonplace to resemble a stardust-pow-
dered sublimity, always underlay my work, under-
lay my gaze. Except that here I myself arrived at
the front of the stage in what was my room in an
apartment with sesame-style tiles and against the
background of a wall closet that was at least as old
as I was, covered with Formica in a wood pattern.

“The portraits were made spontaneously, no one
else is present in the room. Maybe I happened to
look into the mirror, my hair blew in a way that led
me to imagine the character that appears in the
photograph, in the classic S pose, Venus emerging
from a Formica closet, with a colorful cocktail um-
brella in her hair. The character is an illusion and
is also a thunderous landing on the ground. Like the
hair that fell into place ‘exactly’ and could fly apart
any second, everything could fall apart any sec-
ond.” (Letter from Ilanit Shamia, November 2016)

Adam Rabinowitz, Untitled, 1999,
spray paint on canvas, 48x80

The face breaks apart and takes on form. Geomet-
rical forms and bodies - circle, rectangle, line, an-
gle - arrange themselves in order to create a face,
a face that is the complete opposite of a face: sche-
matic, expressionless, blank. A face without facial
features. The geometric abstraction that purport-
ed to represent a certain common, hidden essence
became a childish playground that uses the very
same tools to deny this logic. Sense is replaced
by nonsense, bringing to mind the poet Avraham
Shlonsky’s children’s verse “Hiriq hiriq” (here in
ultra-free translation): “Take two dots / line with
dash / quotation marks / and rounded pot / double O
/ empty space / and what emerges / it’s a face!” And
if we’re into childhood, there’s also the moon that
the cow jumped over in Mother Goose.

The moon is an entity that links space and time
and is in a state of never-ending cyclical change -
moving on the emptying-filling axis, multi-faced,
a formless form, one that is many. A painting of a
two-faced moon in a duality that creates a muta-
tion like a pair of Siamese twins. Symmetry that’s
gone awry, embodying order and harmony but
also distortion and deviation, constantly moving
between the two, persistently changing position.
The imagined kineticism is the result of the po-
tential for infinite “rearrangements” of the pic-
ture’s components. The splitting of the face is also
the splitting of the gaze that no longer allows the
stabilizing view. All the elements in the picture
seem to link up to subvert it, with the aim of de-
constructing its identity and losing the one form,
and engender the multiform in its place.

Eran Nave, Moon Date, 2015,
rectified readymade, oil on canvas, 20x25, 20x30

Not a moon that split into two but two moons
twice / Instead of a pair of lovers by the light of
the moon, a pair of moons at a lovers’ tryst / Not
Siamese twins, yes “identical” twins / Origin-less
paintings found in the street / Adopted children /
Once lemons now moons.

Yuval Atzili, Yuval and Gal, 2015, video, 1:09 min.

Two photo, two faces, two twin brothers, merg-
ing-splitting, one moment alike next moment dif-
ferent. When and where does one end and the other
begin. Outside or inside, on the living room window.

Rona Yefman, Swimmers, 1998,
b/w lambda print, 50x60

Rona Yefman, Boy in Flip-flops / Girlin
Flip-flops, 1998, color photograph, soxs0

Rona Yefman, Owls, 1998, inkjet print, 33x27

The same/different relationship is fully realized
in the model of the twins or the “blood” siblings.
Let it Bleed is the title of a book by Yefman that
sums up the biggest brother-sister project in Israe-
li art. A bleeding family album that breaks all the
rules. Instead of entrenching identities, memories,
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events and formative, happy key moments of the
past, it documents fluid, shifting identities, through
dressing up and exchanging roles, at moments of
uplift and despondency, in a celebration of rebel-
lion. For more than a decade, Yefman documented
her brother Gil and herself in the process of mat-
uration, while they were caught up in diverse rela-
tionships with themselves and with others — with
their parents, with their siblings, with their friends,
with their partners. The traditional family struc-
ture is presented here as a pathology, a source of
misery, and fantasy and imagination, transgression
and performativity as means for extrication. “Gil
was a mirror for me. She took me to another world
and allowed me to document a ‘dream-like’ reality
anchored in the awareness that one could occupy an
array of identities. Our interaction marked the thin
line between art and life, fiction and reality, until
it all began to bleed and there were no longer any
divisions apparent.” (Yefman, 2015, unpaginated)

Gil & Moti, Untitled, 2000-02,
mixed media on plywood, 136x58

Gil & Moti, Untitled, 2002, oil on canvas, 160x0130

Two figures, one entity - “Bert and Ernie,” “Gil &
Moti.” Good friends? Twin brothers? Pair of lovers?
Partners for life? And for art? All possibilities are
open, imagination has the power to suggest alter-
natives. The appearance, the role game, the theater
of life are the untrue-true that upsets the applecart,
that is constantly working to create new ties and
changes the rules.

Eli Petel, Numa and Arak 1, 2, 2002,
color pencils on paper, 100x126 each

Double portrait of two nonstandard characters, bas-
tardly, illegitimate children, invading the white,
decent, bourgeois, artistic space, playing tricks, pes-
tering, bothering, upsetting the order, not serious.
Like Max and Moritz but “other”. Dark, black, “Miz-
rahim”, present, defiant, Numa and Arak, legend-
ary fans of Betar Jerusalem, not one but two, drawn
twice, inviting us to see the white in the eyes.

Ilanit Shamia, Untitled, 2001,
pen on paper and stickers, 19x29

Gil Shani, Elementary School 1, 2, 1997,
acrylic and felt-tipped pen on canvas, 127x182 each

Why paint the “same thing” twice? Maybe because
it’s never the same thing? Maybe because of the
need, cinema-like, for a second take, another at-
tempt? Or maybe the opposite: because it came
out so well? In Shamia the dual structure of two
small drawings of fighter planes echoes their
built-in paradox. Flight is the ultimate symbol of
absolute freedom (even from gravity), of light-
ness, motion, mobility and nomadism, and in our
mind’s eye it’s connected to spectacular sights of
migrating birds and the fluttering of butterflies.

But in the transition from nature to culture this
symbol went awry, like an accident that com-
pletely deformed it, that took the traits from it
and diverted them from life, turned it into a dead-
ly weapon of tremendous destructive, murder-
ous force. The architecture of the bird became
a plane, and flight is now a dual and simultane-
ous signifier, like the uncanny and the domestic.
Shamia, in a desperate move, tries to restore it to
its “original” dimensions — with the fragility of the
line, the minimization of the notepaper and the re-
construction of the childlike joy in the paper folds
- but when she pins it, like a butterfly in a glass
showcase, with the aid of an office sticker, she and
we know how impossible that is.

The drawing embodies collapse and regeneration
- all begins from a blueprint, a sketch, and when
everything falls apart, it alone will remain. It is
the skeleton and is therefore connected both to
building and decimation, to life and death. It en-
capsulates both. A drawing on paper is like the
idea or the empty sign. Gil Shani draws an ele-
mentary school twice, and here, too, the duality is
bound up with the creation of meaning. On the one
hand, a school is utopia, the site of education, of
faith in humanity and in learning, in development
and progress; on the other hand, it’s the heteroto-
pia, a site of dictation and unification, socializa-
tion and conformity, hierarchy and repression. It’s
an institution, like a prison, a hospital, a lunatic
asylum or a factory; you can easily see that in its
architecture.

(Fighter planes, architecture and school are also
the components of the video work “Letter to a Re-
fusing Pilot,” by the artist Akram Zaatari, which
was shown in the Lebanese pavilion of the Ven-
ice Biennale in 2013. That work traces the story
of an Israeli fighter pilot in 1982 who was an ar-
chitect by profession and therefore realized that
the building he’d been ordered to bomb in Leb-
anon was a school. Refusing to obey the order,
he released the bombs over the sea and returned
to base. Immediately afterward, the school was
bombed by a different pilot.)

Sharon Yaari, Accident, 1999,
color photograph, 112x140 each

Why photograph the “same thing” twice is actual-
ly not a question, and the fact that it’s impossible
to photograph the same thing twice is also suppos-
edly clear and known. The time factor in photog-
raphy is critical, compared to painting. The clicks
of the camera follow one another, even if it’s at a
tenth of a second, and each frame is a similar but
different image. The decision to show two frames
of the same event as a photographic diptych is ex-
ceptional, and posits time and difference at the
center of the arena.

And “arena” is a key word in this work, which has
a stage and an event, lead and supporting actors,
a setting, lighting and also an audience of view-
ers from all sides - at stage level, slightly above
it and in the high galleries. Everyone plays a writ-
ten part in the theater of life. The gap, the slice of
white wall between the two photographs, is what
allows the unending writing and erasure of the
differences that subvert the attempt to fixate the
event: to “make order” of the times and to deter-
mine the chronological relationship between the
two moments and to locate it geographically in one
of the cities.

This work has been on a wall in the Haaretz build-
ing for years, and I’ve heard dozens of employ-
ees say that they know for certain where it was
shot: in Kiryat Shemona, in Be’er Sheva, in Hat-
zor Haglilit, in Dimona, in south Tel Aviv, in Pet-
ah Tikva.

Irit Hemmo, Jeff |-V, 2002,
drawing with carbon paper on Formica, 51x72 each

A blurred image - it’s not clear whether we’re seeing
the moment of its appearance or of its disappearance
- repeats “itself” over and over, with minor modifi-
cations in terms of changes and emphases. These are
not five different points of view; they are the same
event, from the same point of view, which disap-
pears and reappears anew each time. The basis for
the works is not an original but a copy: a copy of a
photograph by the artist Jeff Wall, which is a copy
of an event that either happened or did not, done by
means of carbon paper on a Formica surface, which
is a copy of wood. The blindness in the act of repli-
cating is multiplied in the callousness of the act of
dislocating a person who is evicted from his home -
callousness and blindness of the evictors as well as
of the passersby and the neighbors, who in another
minute will continue on their way.

The falseness of the copying is multiplied in the
falseness of the work’s title. “Jeff,” Hemmo calls
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it, which is the artist’s first name, not his surname,
from a feeling of imagined closeness, as though
he were a friend or family member, amusing her-
self ironically about belonging/nonbelonging to the
Western artistic lineage, which considers itself “in-
ternational,” thus indicating another layer of blind-
ness and erasure.

Larry Abramson, tsooba (item from a series),
1993-94, Impression on newspaper, 40x28

Larry Abramson, tsooba (item from a series),
1993-94, oil on canvas, 25x25

Blindness, erasure and genealogy are embedded
in the series “tsooba,” whose basic unit is the pair.
Each oil-on-canvas landscape painting has a match-
ing partner in the form of newsprint that bears its
impression. A blurred mirror image, fading and
vanishing, on a daily newspaper whose status as a
mirror of reality, like the image itself, is embedded
in the transient and the changing. A dead image like
yesterday’s news, like the defunct newspaper Ha-
dashot; but what about the present and what about
the traces? What about the relentless ghosts?

The painting belongs to the tradition of landscape
painting through observation, but while one eye
looks at the “actual” landscape, a second eye turns
to the warehouse of images engraved in the mem-
ory. The history of Israeli art is no less present in
this series than the landscape. In the 1970s, Joseph
Zaritsky, one of the progenitors of Israeli modern
art, did a series of paintings from the same van-
tage point in Kibbutz Tsuba, except that missing
from his paintings are the remains of the Palestin-
ian village that appear in Abramson’s work. Thus
the act of painting becomes an act of rehabilitating
the gaze; homage becomes correction, and observa-
tion the denoting of a lacuna, of the blindness that’s
inherent in observation; while the family tree, the
transition from father to son, becomes rooted in the
tension between continuity and deviation.

Gideon Gechtman, Deviation, 1997,
color photographs framed in synthetic marble,
31x40 each

The greatest deviation of all is the death of sons be-
fore fathers, the snapping of the chain, the gaping
hole that’s created. Efforts are made to seal the hole
by force using artificial means, such as synthetic
marble that has to be chosen for the kitchen or for
the headstone. But the pit can never be closed, be-
cause it constantly reopens, like the space between
the names of the patterns for the marble - “sea
blue,” “Hawaii green,” “Champagne gray” - and

what they signify; or like the difference-no-differ-
ence between building materials and art materials;
or between truth and lie of the marble as a covering
that covers up nothing, a covering that’s designed
to show itself. The geometric abstract is revealed
here as purposeful and literal, and the artistic im-
age as a coded and numbered dictionary of colors
and forms that repeats itself in many possibilities.
Whenever one possibility is chosen, it frames all
the others in a different context.

Doron Rabina, Sea Food, 1997,
mixed media on MDF, 122x202

A thin layer of solid-color oil paint on an exposed
MDF surface - it, too, a covering that covers up
nothing, a stain that forms as a surface and takes
on form on the base, like clothing on a body. A rect-
angle sliced by two white lines that serve it as a
borderline-frame-statement. Two rectangles that
are beyond the multiplication principle: one verti-
cal, one horizontal, one standing and one prone, like
father and son, one next to the other, connecting/
disjoining. Not yet a geometrical abstract and al-
ready a sailor collar. One “different” from the oth-
er, same-different, the difference between them
only an anomaly. “But this anomalousness is always
described as an option of growth and expansion and
as an infinite force, as freedom. Thus Rabina dis-
covers, in the patterning of the tissue and the an-
atomical structures, the annihilating, cancerous,
sick, perverse option, the one that disrupts ar-
rangements, foments distortion and mutation, but
precisely because of that suggests a new pattern, a
new law.” (Getter, 2004, p. 19, Hebrew)

Tal Frank, Full Moon, 2010, carkit casting, 57x12x8.5

Baseball bats that break the rules of the game,
stuck to each other like Siamese twins, like a pair of
lovers, connected by force, like mother and daugh-
ter, winding, malleable, dancing instead of hitting.
Bats that emerged from a cartoon, twice “not real”:
an imitation created by the artist of what wasn’t
there to begin with. Black outside, white inside. A
piece is missing and the piece is a moon and the
moon is full, and when the moon is full you dance
until the light of day. When does night end and day
begin? When does darkness end and light begin?

Talia Sidi, Untitled, 1995, oil on plywood, 125x13

Neon light, synthetic light, imitation of light in two
straight lines; long, white, parallel lines that nev-
er meet.

Angela Klein, Untitled, 2008,
industrial paint on iron, diameter 60 each

The line closes into a circle like a snake biting its
tail, like a young goat in its mother’s milk. Two cir-
cles breaking the law of parallelism, interlocked,
separating-inseparable; disjoining will entail death
for one and life for the other. Harsh, violent things
occur under the cloak of whiteness. White is the
condition for all the other colors.

Angela Klein, Untitled, 2009,
industrial paint on steel, diameter 22 each

Thingness and materiality are dipped in a white lig-
uid that makes then vanish and covers them in a
uniform, smooth, unblemished coating, as though
untouched by human hand. The liquid hides every
crack, distortion or mistake, sterilizing the arena.
Two skullcaps, two nipples or two pills, two signi-
fiers that are impossible to see, two protrusions in
Braille, two blind circles watched/watching.

Reuven Israel, Untitled, 2002,
MDF and car paint, 565x45x2.5

Two wide-open eyes, two peepholes, inviting one
to look inward and outward, returning/blocking
the gaze. Wide open on a pair of doors in hospi-
tal green, double doors of operating rooms or
morgues, beyond which are only corpses and bod-
ies, or actually on both sides. This is the black hole
that swallows everything and that’s impossible to
cover, it lurks at the entrance of passages and cor-
ridors and on opening and closing doors between
which a narrow space always remains that allows
flow and allows-doesn’t allow sight.

Anisa Ashkar, Breakfast 2, 2010,
tar on ceramic cups, shelf: 16x24

“To read the stains of emptied coffee cups, like
reading stains in general, is a matter of imagina-
tion and a matter of fate. [Walter] Benjamin speaks
of reading stains, of which reading coffee is a rel-
atively new cousin or grandchild: ... To read what
was never written. Such reading is the most an-
cient: reading before all languages, from the en-
trails, the stars, or dances. Later the mediating link
of a new kind of reading, of runes and hieroglyph-
ics, came into use’.” (Na’aman, 2014, p. 21, Hebrew,
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Benjamin translation by Edmund Jephcot).

Majda Halabi, Self-Portrait, 2009,
mixed media on canvas, 74x90

The gaze and the covering, the hidden and the
overt, the surface and the image, the self and the
“other” blend, exchange roles between primary
and secondary, between early and late, between
front and rear, between unseen, to seeing, to seen.

Tal Shoshan, Untitled (from the series
“Mother Tongue”), 2002,
pastel-treated photograph, 21x30 each

Self-portrait with eyes open and mouth shut, mute,
from which expression has been taken, the spo-
ken language taken and the outcry swallowed. All
that remains is unknown sign language, which
signifies nothing, not even speech, only silence.
A silent language, unspoken, a different language
with its own illogic, which resists the system.

Jossef Krispel, Uranus Eyes #17, 2009
acrylic and aquarelle on a photograph, 39x29

“And the earth was without form, and void [“tohu
vavohu” in the original Hebrew]; and darkness
was upon the face of the deep” (Genesis 1:2). In
modern-day Hebrew, total disorder is sometimes
called “tohu vavohu.” But that is not the original
meaning of the phrase in Genesis. The basic mean-
ing of tohu is “wilderness,” as in the Song of Moses
in Deuteronomy: “He found him in a desert region,
/In an empty howling waste.” This meaning is also
evidenced in the Arabic word «;5 (thiya)- desert,
wilderness. Close meanings are “efes,” “shav” and
“hevel” [all referring to naught, void] as in these
verses from Isaiah: “All nations are as naught in
His sight;/ He accounts them as less than nothing”
[“me’efes votohu”], 40:17; “I thought, ‘I have la-
bored in vain, / I have spent my strength for emp-
ty breath” [“letohu vehevel”], 49:4. Similarly, in
the writings of Hazal [the ancient Hebrew sages]
the word “tohu” also denoted void and naught, as
in the phrase ma’aseh tohu, an empty act, done in
vain. The word bohu apparently has an identical or
similar meaning, as the Arabic root BH’V bears,
inter alia, a meaning of emptiness.”
(https://tinyurl.com/gqcf945)

Translated from the website of the Hebrew Acade-
my of Language; biblical texts — other than Genesis
1:2, which is from the King James Version - from the
Jewish Publication Society of America translation of
the Bible, 1978 )

From the tohu vavohu and from between the mono-
theistic clouds of the sky, a gaze is thrust and hands
sent forth in a supplication for help and rescue, per-
haps as a reminder of all the disasters, the sins, the
bad deeds and the punishments originating in one
God; and perhaps as a thought about the polytheistic
alternative. Uranus, the first of the gods, the god of
the sky and creation in Greek mythology, was never
one and was never out of things. From the moment
of his appearance he has a family, he has a mother
and a wife (who are the same goddess, Gaia), and he
has many children. “Uranus Eyes” gaze down from
the sky; and the hands, whose are they - the maker’s
or the work’s? Eyes and hands are what one needs
for making. The eyes see, the hands do, and there’s
no knowing which preceded which, actions or sights.

Moshe Gershuni, Untitled, 1993,
mixed media on canvas, 142x200

“They are more the thing itself than the thing it-
self [is]. These eyes are more a person than a per-
son [is]. A painting is the representation of this
thing and also the thing itself; more than the thing
itself. A little like the paintings of Jasper Johns,
it’s a flag and it’s more than a flag. As far as I re-
member, these paintings [of eyes] were not done
as a thought about painting, more like a gaze from
the dark side. In reply to the question, ‘What lies
behind the canvas of the painting?’, Raffi Lavie
would always say that behind the painting is the
wall on which it’s hanging. My answer is: behind
the painting is an infinite black space.” (Gershuni,
2010, p. 347, Hebrew)

Miriam Cabessa, Untitled, 2001,
mixed media on wood, 122x122

What makes the picture and what’s seen in it are the
same thing, the act is the action (action painting)
and the result simultaneously. The symmetry is em-
bedded in the body and the body imprints its trac-
es on the surface, over and over, in a repetitiveness
that generates multiplicity, and from the multiplici-
ty arises a double picture of abjection and holiness,
of body and enlightenment, of cup and Holy Grail.

Maayan Elyakim, Both Hands, 2010,
pencils on green paper, 50x70

And in the end, everything leads to the beginning,
to the first moment of picking up a pencil and
leaving a mark on paper. With two hands at once,
repeat over and over, until the same thing comes
out, but different.
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