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I 1990 | fT'DIAX X171 7'217121 D1 | DI N7
n"D 140X115 | 117V [NY-12no

Tamar Getter | Profile is Aggression, too

| 1990 | oil tempera on canvas | 140X115 cm
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N"D 145X112 | T17V Y | 1999 | MID K77 | T
Nir Hod | Untitled | 1999 | oil on canvas | 145X112 cm
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I 1996 | (D"7""Ni1 MTON) M X77 | 01TV

N"D 90X90 | VX D17XT1

Adi Nes | Untitled (from the Soldiers series) | 1996 |
color photograph | 90X90 cm
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N"D 148X220 | T1 7V WID1 7*7M7X | 1999 | wN1D0'DA171 0"V | 1YW 1770 773
Gil Marco Shani | Boys Capture a Snake | 1999 | acrylic and marker on canvas | 148X220 cm

N"D 33X43 | 117V WID1{7'"77X | 1999 | WN1D0'0DA171 0NV | 1Y 1770 7°)
Gil Marco Shani | Boys Capture a Snake | 1999 | acrylic and marker on canvas | 33X43 cm
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I 2009 | MYV |i71"T | j7X7N 7X0MN

N"D 70X55 | T1'7V NV

Michael Halak | Self Portrait | 2009 |
oil on canvas | 70xX55 cm
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N"D 135X200 | 717V JNY-1N0ND

Tamar Getter | Ein Kind wird Geschlagen
(Beating a Child) 1 1990 |

oil tempera on canvas | 135xX200 cm
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11989 | 1'T 7w "DNi 'DDN"1 1D | 1DINN

Nn"D 120X200 | 117V [NY-1N2no

Tamar Getter | Recruit and Durer’s ‘Water Trousers’
I 1989 | oil tempera on canvas | 120X200 cm
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I 1995 | JIID X77 | 1171

N"D 37X27 | T1'7V TIA71VYN 177100
Nir Hod | Untitled | 1995 |

mixed media on canvas | 37X27 cm
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I 1995 | FMD X77 | Tii171

N"D 37X27 | T1'7V TI271VN {17120
Nir Hod | Untitled | 1995 |

mixed media on canvas | 37X27 cm
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I 1994 | (D'7"Ni TNTON) TN X77 | D17V

N"D 90X90 | VIX D17X¥M

Adi Nes | Untitled (from the Soldiers series) | 1994 |
color photograph | 90X90 cm
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I 1996 | (D'7*'Ni1 TINTON) TN X77 | D11y

N"D 90X90 | VAN D17XT

Adi Nes | Untitled (from the Soldiers series) | 1996 |
color photograph | 90X90 cm
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1 2011 | MXY 71T | 7X7N 782N

Nn"D 60X50 | D7'T 7V NY

Michael Halak | Self Portrait | 2011 |
oil on plywood | 60X50 cm
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12011 | TAFID XY7 | {7X7N 782N
N"D 50X40 | DT 7V 1NW

Michael Halak | Untitled | 2011 |
oil on plywood | 50X40 cm
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| 2007 | TNMD X77 | D7 TINNN
n"D 747017 | 1101 N7

Mahmod Kais | Untitled | 2007 |
concrete cast | 74 cm in diameter
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I 2000 | "T'DO7AN DIAF7I 0MY | 7Y TNAX

7MW AR TR | X" DD 43X31.5 | 127-11NY "M17X7
1'IX 77, 7MEOY IMINKT AN M7

Efrat Shvily | Palestinian Cabinet Ministers | 2000 |
black and white photographs | 43x31.5 cm each |
courtesy of Efrat Shvily and

Sommer Contemporary Art gallery, Tel Aviv
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Fahed Halabi | Esterina Tartman/ Zehava Gal-On/ Ruhama Avraham/

Inbal Gavrieli/ Yuli Tamir/ Limor Livnat/ Shelly Yacimovich/ Dalia Itzik/ Tzipi Livni

| 2006 | acrylic on canvas | 100X70 cm each
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Les Femmes Mechantes | 111y 1l

XD N"D 19.5X13 | 117V 11NAY | 2010 |

Noga Inbar | Les Femmes Mechantes | 2010 |
pencil on paper | 19.5X13 cm each
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(DM7XTT'R D'D1A'D MTOA TITIN) TN X77 | 7712 17710
N"D 29X24.5 | YV 7V DY 1 2001 |

Yonatan Gold | Untitled (from the Ideal Types series)

| 2001 | oil on wood | 29X24.5 cm

1M WY 2R 190D O pRaym) 1w

Ny L7 2M3 700080 DY NPOpaRT”
258K ,MP° 0T 03P 0ORI3NT DRI
Mynwni 2y ¥°231 119 25.79°9X-0p0 199K,
99% 0r°3 117 ,2°00LE0 Pw vRDn B Y9310
NPT OTPMIDTY TY MM? 231 DY 0MM8n onw
MNPR 20 N2 NP TR TN WK - DITX
0°0pI8 W YR P2T? "W T8, N3N

0 R O PR 0N 1M - T MNanm
S13939” RO°X JTORMY 7200 TUR” R RO%X

26 702950 aM1 0173 17K - UNDOD MPIN Y
5w 119K 9% T3 ,0%00IAA IR D2IP
,1702 MDY MR YR TIND TP
LDINTI MYRMn 79019 MRap 1 vhw
7RAPRRIYS 0P MM MTWRD Mwanin
-5 PODIRA 31302 MIPRYW [PRDD - T
SW ,N°Y°2717 19K - 13970 DU MTIOWR-119N
SVMYRIRT AT OMT DX NPR0N 079700
921y 7133 PW MAIT02 10 /NTRRIYY IMKD
191 9272 MPRY NNTIYNA IRD 03,1992 199
TLWRAT ,A7TONT 1M 92721 OTX 12 Pw Pupm
JIOORT W VYD DY 717377577 3™

9921 0°M0MIDA DOWAR PW A%92 IR 1397 7ana2
9% DOMP3N7 0°02 BY .0nxya 0oy 198
LTPN2 MILP MTPN2 MRIP1TA 18 DX 1P
TN TVPT VAT VYN MY P YRR By
aw ,7°n 719 - NIPYAVT MMANT D008 "n1P3n
PR 93 - 1AN7 YA 1Y van ,WRI DU ,unp
177301 NRT DR .02 AMwRT DR 0°7°307 X
72 NRYANT - QUWRANK ¥7N - T00 NMI P
1919 ORI PWIYI-IRDY WP DX 03 NY3
5y2 18 99077 2w 101 NTAIYR NINID2 onvonn
17719 1707032 13N D932 MTCa Nono
0°9172 SPRIWOM ST AR amRaLanT? N
MMNYIT MY, 1M ¥’ 0°02 Y N
IR M NR°00 77 119N TAY? AMana v
SHOPIDT NN MYBARI TN 2w IMT DY
TATOPRI DY yIYn 1919, 00N YN 1A
N1207I1 DY 1A AR LA DYTPRD MIT B
TPMVOT? OM°A 12PR-12p PW mANwnT 1Ay
5w NN 0°Wa NN MY ST oy P
Q°WRANK *’I NINIDA 0,723y Y ATon

5w 1PRm MPYRI TWYRAY MO DR 7oA

DR NNYMRENAT NN NIYIRRI aNYTAT 07X 212
IR 7YY aNAD O7°°0 NI2°031 aNYNT M0
177777 WKW 77 ANPYAIR DR NPMN 70N
17 DT 77D OMX 01971 97D 5T
TR 212 AP

(20’01 1130 ,2001) D PR>T°R 2°019°Y 717707
0°9%137 D°VIWTNB 40-2 NP1 7994 1N DY
,07°U7TIVD 1177 "R DY O 03 0°001ANN
MM NTIYN? N MmN 0oTYeni IR

,02°N%1 07T AR MIXIPIPT NIT0 M1 10979 IR
0%y ,0°W31 0123 P, 77N vaTIea o
0°731D :MIXIAP YIIRD 0°37°NWnH 0732
0°%°°17 ,0°°N-0%°NT 073 ,0ORDR 00
Do OARMN DOPIRY 0OnTPENT 0%
0°3°00%8 NR” (NP 7137 QMK NOX 7213
,IP2RIA72 9973 TIWNa 7AW 20 Snp

DX ,>NN0T°aY AYTIN 77 2NP%p 079NN DR
,MPN ND2 990 N°22 Ty 920 X°27 0N
ANMIY RN 2,77791n SNR%p 09y DRI
7137 1199 Y10 OAONR PUIPIAN 91 TIY”
N5 XPNT P90 700170 MIXIAP Y2IXA
DAY 770N MYRYR NTPRR 0ONANT NYIX

Q°W3D1 DA 0¥ 1AM Q1P PR A

DD’ DW ST T30 2P MY [...] 0901201
NYIIR ,DORITOT MIAART MY /07RO

,SIPITT QMDY PR O 0238100 0o
2419919y 71970 AR NONTYa

DAMDIT 172 AN WANN TN DY 078
1°2) 7187 W7 NAMAN Y 23PN TP
LTONY AT .INT D RO T IR0
Q9T DX TR 1712V 03 MPASIAR MRTIY

/2

A'111N
1IN
1'XV

N

(My7 0°Y) les femmes mechantes 7712Y17
7370) AW 199X DY NODIAN 923V 1143 D
,0°01 W MIRIPIPT 40 W 7770 o1 (18 00

55 539 DYWD 297787 971 DY N2y 1IRY

5y WY 0O ONTO0 D807 YORIN 11T
7°2900IR MR DW 17177 193N NT70 0°02
71092 INZM 923 ,20-7 IXRNT NPOINN

LI, IPRPIP MIMD O PNRER” IR
PR IPW 0°3977 .01 X ,7N1213 DIART
Oy MNRYNR 1 ,2nx7 MW 1,10 170
QUMIPYM 02921077 0N DR 18I 70 Yan
997 Papnn MIRIPT 2w 1wen axang 2Lvne
N?2p oI Bw M1 523 DY 0MM%n oY
,2°0DNDAN TR 23 7Y YavIAI IDoNRm 1w
Sapn %Y 29 7AW AMTRINDT DR TR R
5w *17°017 9901 XPK 119K ,°17°0 1907

993 XMW 2399 17377 9737 DY Yaminw meapn
NOMYN DR TIZRW ,MIRD 077 087 Y80
$P9Y 72033 ATV FARIT 72w 23y Pw T
0°2107 MXIP1T NMDIOR DY 2y 172yn Iy
5w 0°119N09p “¥apn ona ,2° 1w 2wpm
0°°1°7 ,0°9°°0 PW NIRIPIT S¥Apn 70w
PIIP1°8 D990 ,0°W NIWOR CAnan® Downwn
1392 NANANT ,NRT AY LTI T 2N

0°Y1 X2 I1wn .M RS 7UInn meyn oonwa

L0201 DY DWW NP 7Y N2 KD IR

5w 77I0RP0I 0N ,0OWAN PW IT°Ie MYann
0°°717°01 0219017 .Q°WAN YAPKR 0N

LA X Tn DR QORYYR 071 VYN

5w IR NI P WD 19957 Y 0OTYm
A9 VAR ;°212°0 VIR DY MOND? MNP
22 myssiamd A50Pn 1712 930

7370) 2011-1 9297 199°% Sw 0°0IWMD NIT032
1IN DR ,N23Y° 7T 1900 vptt (21701

18 W OPMRIPT O 77K - "VITDIRT IARN2
MWRITY 0°723 .01 “2n 2OYY QTURPINn

/.



A

20

I 2001 | (D"7X'T'X D'D1A'D MTON INN) TN X77 | 7712 17710
XD N"D 29X24.5 | YV 7V NY

Yonatan Gold | Untitled (from the Ideal Types series) | 2001 |
oil on wood | 29%X24.5 cm each
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| 2011 | D'WTININ N | 1217 117

X"DN"D 9X12-2 | YVU7 72N 11D7 7V [7'7M7X
Liron Lupu | Assassins*n | 2011 |

acrylic on cardboard on plywood | ca. 12X9 cm
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1964 | A" 0'W{71aNA 13 | 71711 "TIX
Andy Warhol | Thirteen Most Wanted Men | 1964
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1972 | MIXK{7IT 48 | LI T
Gerhard Richter | 48 portraits | 1972
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Michael Halak | The Usual Suspect | 2010 |
oil on canvas | 40X60 cm

117X
TMIINXA
Tiwna
TN

N

/-



01BN IR ORXMT QPN PY Y71 02w 1R v "ooon
197 920N MR, (I3 KD 277 20°070 X 0°°1) AN
“D°PD3a NORP AR MY PW SIMWPPRA IR NN
IR 1299101 192390 %Y N2 MXIND (25 701 13A0) XD
AW DYW D23 W0 ,AN0ARDY 23pyn DOYRARM MY
SYWIT 787 Pw ORI MMM IR 71 AT 000 vaIn
5y 907 172 D0ANM 2NN PV Yawn O1pn Py NIRRT
A0 PW NOIPIAT TR MM 7NN NN 2O0IRTIVD

.OX97 %9 By 07X 233 1K)

MI20 5w D°UwME N0 TNk %200 1D
¥98 971y DX - 0°723 NDID 72 1w 978 ,N01on
9113 93517 .(29 ,28 '01 MAMN) FIRW3 "Iy XY
07 3 AT ,°29Y TARY ST TR 09933 03w
DDIRMIVO? NPAZY MYTINT IR TINR 00NN
O7PAW DR Qo387 028 /NN DN
1°2) KNDOD DIPRN 1°2 Y37 ,°IPM TR v
AMWNAT VIR IR QWX , 0307737 91PN
017 79 777 ,ADILNT 7N QoW - DAY
,19772 AR 50,07 77PN DR 07RN
JP0 NPY DT NPTYDAY 179931°32 ,1MPYORA
DPMIDP 2w YIRS 777D a7 DR
M3I7N2 MM MINKAT 7°2397M 7nna
7297 DI 1°3 198 . NPRRIYOT 7N
-NPAAIAT MM 173w WP DY MM DR O
NPV N2°037 NN NV MM NPT
77K NP20YR-NPI0WR-NP1ET NN DY
,02 V0N QPPN DX 172003 NRoIn bmY
1927 1PV09D 7AW 1991 020N 0YYOEN
N°°337 5Y oW 07 13w 19IRN DX DO
JOTIDWRT - NPORIWOT 11202 MR TN
DY 71°3°2 190770 By 7020y o
NaM>d X7 ,7°NIN327 22Y-"T0N 1000 sy
IDIRTT 2Y YYD ,0710R MM 71002
529977 QY STVPR DR DONNRYR 120 T0IRIDORT
5w PP 0OWRaNK 7927 ,0°7A31 00D AW
1T A JwRaw X0 [ DP2Y-N0TI M
DUW-NAYR-0TINY P mown noRa IR
5y NUPVPRIYI P ,19PR7 1200 vANwo
DR NN 7910 M290 L] 0% N3y
0°21V :0°°01 0°2VP NOYRYR-TN TPPNN
DIPR MM X2 19K NTmIIa~T.0oyn 2in
2077 MW ,VRPWT SNV VI NYIYR
39 i v

W TPRN YA RIT ONROMN RN
JINORN 0°277 (NI W AP 1ama
,27Y M%7 ORYY DO DY UMY NaMd
NI27IRD 997 MINAT AIAT A2 DR PR 1T
LRI W22, 100, VAN, IR, Y230
NI ,2197 .07 NN N T-NaY
DR 0°39772 119 0937 13NIR %3077 115w O1%°N
MY AMAT DTV AR, TIOWRA DT
40119359 721D FTAYITY RN NEpRYAn

A

DEAD OR ALIVE
brograrigret g irairir

5500 REWARD

- ‘-!‘-’ ’I e

:

JESSE JAMES |

27

1NN Y7120 7w D010
J1MI0 TNXX (Y
19-1 fIXNI1 7Y MW YNNI

Wanted poster from the Old West
United States, the 1800s
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Fahed Halabi | Amir Peretz | 2006 |
acrylic on canvas | 100X70 cm
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Fahed Halabi | Azmi Bishara | 2006 |
acrylic on canvas | 100X70 cm
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Ido Michaeli | Self Portrait as the Israeli Spy Eli Cohen | 2011 |
inject print 1 89X73 cm
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Avner Ben-Gal | Don’t Forget Who is Arafat | 1996 |
marker on paper | 30X20 cm
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Avner Ben-Gal | The New Army | 1999 |
marker on paper | 23X30 cm
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"The face of a teacher and a student, father and
son, worker and boss, cop and citizen, accused and
judgel...] concrete individualized faces are produced
and transformed on the basis of these units, these
combinations of units - like the face of a rich child
in which a military calling is already discernible, that
West Point chin. You don’t so much have a face as slide

into one”.%
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David Adika | Untitled (From a series of portraits of artist

who participated in the exhibition “Mother Tongue”)

| 2002 | color print | 110x88 cm each |

courtesy of David Adika and Braverman Gallery
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I 1997 | (D'MIX™) IT'N | 72-11 111X
N0 120X160 | 717V D'WIDI {7'7M7X
Avner Ben-Gal | Quiz (Pitsukhim) | 1997 |
acrylic and markers on canvas | 120X160 cm
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MYAIN T2V "IN :DIWATT | WX 10X
N"D 60X60 | YIX D17XT1 | 2003 |
Anisa Ashkar | Write: I’'m a Free

Arab Woman | 2003 |
color print | 60X60 cm
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TIINX TIONW M7 ANTIRA | 7YX 10X
N"D 60X60 | VIX DI7XTT | 2003 |
Anisa Ashkar | The Land is for Those
Who Respect it | 2003 |

color print | 60X60 cm
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DVil TIX 17°210 7°Na | 7YX 07X
N"D 60X60 | Y1X D17XT1 | 2003 |

Anisa Ashkar | Liberty Leading the
People | 2003 | color print | 60X60 cm
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2TV N NT71NA NITA2 | 7YX NDIX
N"D 60X60 | VIX DI7XTT | 2003 |
Anisa Ashkar | You Betrayed the
Homeland and What Else? | 2003 |
color print | 60X60 cm
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1 1998 | D'ANTAN T | 72-111AX
N"D 80X80 | T1'7V D'WID1 [7'7Mj7X

Avner Ben-Gal | House of the Bleeders | 1998 |
acrylic and markers on canvas | 80X80 cm

39

I 1998 | T7TAD | 71-]1 111X
N"D 70X70 | T1'7V D'WID1 [777Mj7X

Avner Ben-Gal | Speedko | 1998 |
acrylic and markers on canvas | 70X70 cm
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N"D 168X112 | V1X D17XT

Miki Kratsman | Wanted (Zakaria Zubeidi) | 1998 |
color print | 168X112 cm
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1 1999 | D'Wi1an | 1'IX J11Y

X"2 N"D 42X37.5 | T17V NV

Anat Aviv | Wanted | 1999 |
oil on canvas | 42X37.5 cm each
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N"0D173X138 | T17VINY 1 1996 | 1AV 7RI | TIi1 1
Nir Hod | Yigal Amir | 1996 | oil on canvas | 173X138 cm

wi711n
Anpn
TINX

N

/-



A

WL-WW

g

44

| 1994 | NX' IV | 1MW 11T

N"D 100X85 | D{7'T 7V j7"7Mj7R1 1IRN1I

Dina Shenhav | The Sacrifice of Isaac | 1994 |
sponge and acrylic on wood | 100X85 cm
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I 1999-2000 | J1™711 | "NINN TR

11771 0D 50X90X35 | T1171M1 NOW

Ohad Meromi | Goliath | 1999-2000 |
papier-maché and cloth | ca. 50X90X35 cm
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I 2000 | JIMIID X77 | 71-11 111X

N"D 100X70 | 117V 01 VIXT WID LY

Avner Ben-Gal | Untitled | 2000 |

pen, marker and watercolor on paper | 100X70 cm
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”After the establishment of the State of Israel in
1948, the great number of casualties in the War of
Independence created the need for an art that would
commemorate the young lives lost in combat. Artists
who dealt with the war and with its losses, such as
Marcel Jancu (1895-1984) and Naftali Bezem (born
1924), used Christian iconography, especially the Pieta,
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N"D 44X68 | VIX D17XTT | 2002 | fItV,JIIXN J1'1 | J11711 719
Pavel Wolberg | Beit Hanun Camp Gaza | 2002 | color print | 44X68 cm

as the ultimate way depicting the loss of young life. These
examples had nothing to do with the idea of the Son
of God in Christian theology. They are concerned with

sacrifice and heroism”.”®
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N"D 27X37 | "TDIWM | 1982 | (1INdW X7 MTON 711N)
Abed Abdi | From the Well to the Mosque of Ramla
(from the series We Have Not Forgotten) | 1982 |
ink on paper | 27X37 cm
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| 1985-1986 | JINID X77 | iNj7W-1IX DOXY

D71, 7KW IXTIN | 2 TNINN 7710 D'TRI1YM

Asim Abu Shagra | Untitled | 1985-1986 | pages from
sketchbook 2 | The Israel Museum, Jerusalem
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| 2002 | 7INW 17X DY DITR YV | "IXJ11 DTN

N"D 200X200 | T1 7V TNV j7"7M7X

lbrahim Nubani | Red Tree with Black Cross | 2002 |
acrylic and oil on canvas | 200X200 cm

TORDI2 AR IRNM (48 70N A3MN) VDM 727937 SIRN
STPWD R AW T WP DR
"The subject of Christ’'s Passion, which Asim
explored in these drawings, had already been a recurrent
source of inspiration to numerous Palestinian poets, in
whose mother tongue the words fadi meaning 'redeemer’,
and fida’i, meaning 'freedom fighter’, share a common
root. Regardless of their religious origins, whether they
were Christian like Tawfiq Sayigh, Muslim like Mahmud
Darwish, or Druze like Samih al-Qasem, Palestinian
poets had borrowed metaphors alluding to Christ’s
Passion to allegorize their own travails in the land that
had once witnessed the persecution and crucifixion of a
rebel from Galilee. [...] Images of Christ’s Passion were
called [in Asim’s drawings] to convey the significance of
cactus to the Palestinian peasant in a way that cries out
for a sort of sanctification of the indigenous plant whose
ability to flower out of death answers in the peasant’s

mind the belief in death and resurrection”.®!
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| 2002 | 1'OO722 7NN | "IX111 DTN

N"0 160X140 | T1 7V i7"7M7X

Ibrahim Nubani | Death in Palestine | 2002 |
acrylic on canvas | 160X140 cm
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| 2003 | JNIND X77 | NN 1IX7RY
N0 79X97 | T1'7V NV

Shaker Abu Rumi | Untitled | 2003 |
oil on canvas | 79X97 cm
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"Years of political upheaval and change
during the 1970s saw the image of Jesus
employed by Israeli artists mainly as a
figure opposed to the ideals prompted by
the Zionist movement. His figure is used
as an example of the weak, sickly body,
contrasted with the heroic, strong body
of the 'New Jew’ of Zionism and the ideal
image of a soldier prompted by the state.
The figure of Jesus became an alternative,
a means by which the Israeli Artist could
identify with the Other - the rejected,
the denounced, and the tormented”.?
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| 2006 | JIINID X77 | MD1XT
N"D 200X100 | 171 TNYI1INTT 7V 1NY

Durar Bacri | Untitled | 2006 |
oil on gauze pads | 200X100 cm
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N"D 18X39 | VIX DI7XTT | 2005 | FNIND X77 | IXDN NIOX
Raafat Hattab | Untitled | 2005 | color print | 18X39 cm

]

6
1112
1172171

N

/-



A\

56

I 1997 | 1# L™ | 11 17T

N"D 160X140 | T1'7V [7"7M7X
David Reeb | Pieta #1 | 1997 |
acrylic on canvas | 160X140 cm
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121 0°387 N3IYM 0101 DAY 1A NANSNK IMAT 2N WK
RoTwD 9935 *0I81 1°2 Y3 W NN AN-0°1D7 NP NYan
,T29-93127 ,TWR-23) NIPIRIIT DW 7°8p19977 DR I8N
N1 SUPRRT TPDN NRVAN (11T IY-wY ,MNw-127
M7 NW BN 1°2 NAPWNI ARPLAR0T Pw Nnwa T NIRRT
31 ,7°31°2°DPY 0 DY DN 1921 (M3 Wi Pw) 1m0n-110
:01°PVEPT DW IPPYIA0 KT X2 110173 NYRWIT APPYIPI0
"The face is not a universal. It is not even that of
the white man: it is White Man himself, with his broad
white cheeks and the black hole of his eyes. The face
is Christ. [...] Jesus Christ superstar: he invented the
facialization of the entire body and spread it everywhere
[...] Thus the face is by nature an entirely specific idea,
which did not preclude its acquiring and exercising
the most general of functions: the function of biuni
vocalization, or binarization. [...] If it is possible to assign
the faciality machine a date - the year zero of Christ
and the historical development of the white Man - it is
because that is when the mixture ceased to be a splicing
or an intertwining, becoming a total interpene-tration
in which each element suffuses the other like drops of
red-black wine in white water. Our semiotic modern
White Man, the semiotic of capitalism, has attained this
state of mixture in which signifiance and subjectification
effectively interpenetrate”.®
AN DI°15M3 SIVRIA 19T DR NIRINK 0% NN
OPAn On TAR 9w 0°°0AMIT FAWnR S0197 21w 192 93
D°022W 1MI0M-101 NWPRN - TR .0%3D7 Pw INK Pona
- 3w YA ,137 9°P 1w 003D Y3 By opmn - nvhas
,07°3°3 BRI - AR PW INYDIT 0°022W VPO MY DN
LMW QN CIW 1w
"Signifiance is never without a white wall
upon which it inscribes its signs and redundancies.
Subjectification is never without a black hole in which
it lodges its consciousness, passion, and redundancies.
Since all semiotics are mixed and strata come at least in
twos, it should come as no surprise that a very special
mechanism is situated at their intersection. Oddly
enough, it is a face: the white wall/black hole system. A
broad face with white cheeks, a chalk face with eyes cut

in for a black hole”.®
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I 1996 | FINTND X77 | 1NXV{7 7'N
N"D 5738 | 117 MINW D17XT1

Miki Kratsman | Untitled | 1996 |
color print | 57X38 cm
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Weaphacl, Madormm del Gausduca, 21503
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17¥ 1N AT, 7801 :(104-105 'NY) 4.0N0 11'N-1T | [NV 70N

| 2008 | (27.2.2004) 1721 ™77 (YAXi1,'2.°X) V1T X7 07X / (1507)
N"D 62X90 | T1"70"A"T f1IDATII TINTIINT O TIVA DTN "

Michal Heiman | Do-Mino No. 4 (pp. 104-105): Raphael
Deposition (1507) / Photographer Unknown (AP Haaretz)

An Incident in Bidu (27 Feb. 2004) | 2008 | digitally printed
manipulated readymades and stamps | 62X90 cm
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VIT' X7 07X :(110-111'NY) 7.0N1I'N-1T | N1 70N
/7811 / (23.2.2004) 1XDIN 122, 717IXT TINAWN ,(YIXRi,.72.7X)
12008 | (11171 1505),71T1N1-7T AN

N"D 62X90 | T1"70"A"T f1IDATIII TINTIINT O TIIVA DTN "
Michal Heiman | Do-Mino No. 7 (pp. 110-111):
Photographer Unknown (AP Haaretz), Zahoul Family,
Hussan Village (23 Feb. 2004) / Raphael, Madonna del
Granduca (ca. 1505) | 2008 | digitally printed
manipulated readymades and stamps | 62X90 cm

/6

21171
1172171

N

/.



A\

59

I 1988 | fINIX NT7171,A1"DOY7A | 17 17NA

I N"D 145X115 | 117V 1nW

1'IX 71 ,N"Y1 DRAXIX 110 1N1T 0IX

Pamela Levy | Palestine Birth of a Nation | 1988 |
oil on canvas | 145x115cm |

Doron Sebbag Art Collection ORS Ltd, Tel Aviv
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Miki Kratsman | Tul Karm Refugee Camp | 1996
I black and white print I 120X180 cm
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Pamela Levy | Intifada | 1989 |
oil on canvas | 100X100 cm
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David Reeb | Laborers (series) | 2001 | acrylic on canvas | 100X150 cm each
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1T AM721 1132711 710 TR

Pavel Wolberg | Qalgilyah (Checkpoint) | 2002 |
color print | 60X80 cm |
Courtesy of Pavel Wolberg and Dvir Gallery
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| 2002 | DD 7L | NI711710
N"D 44X68 | VAN D17¥T1

Pavel Wolberg | Tul Karm | 2002 |
color print | 44X68 cm
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Pavel Wolberg | Rafah Crossing | 2008 |
color print | 60X80 cm |

Courtesy of Pavel Wolberg and Dvir Gallery

/-



‘X1l TNyl
66

1 2011 | DD7217n - NN | 7'1Y X7
1171 X" N"D 55X150 | VIX UOTil

Lior Shvil | Targets = Filth | 2011 |
ink-jet print | ca. 55X150 cm each
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Giyora Bergel | Firefighting Family | 1996 | acrylic on wood | 200X600 cm
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"The mask assures the erection, the construction
of the face, the facialization of the head and the body:
the mask is now the face itself, the abstraction or
operation of the face. [...] Never does the face assume
a prior signifier or subject. The order is totally different:
despotic and authoritarian concrete assemblage of
power » triggering of the abstract machine of faciality,
white wall/black hole » installation of the new semiotic
of significance and subjectification on that holey surface.
That is why we have been addressing just two problems
exclusively: the relation of the face to the abstract
machine that produces it, and the relation of the face
to the assemblages of power that require that social
production. The face is a politics”.'"’
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WHY AN EXHIBITION?

When does someone who buys art become a collector? When he has a storeroom. Irith
periodically asks me, “What do you buy art for? Art needs to be displayed so that people
can see it. Otherwise, who needs it”. She’s right, but her wise advice isn’t a cure for the
collector’s sickness.

Over the last few years, the art in the storeroom has been on loan for display in
museums, anonymously. It's the artist who’s important, not the collector.

I don’t need anything more than that. But Efrat Livny thought otherwise, and the result
is a space and this first exhibition — devoted to the politics of the portrait. There’s
actually enough politics in the pages of a newspaper, but I didn’t choose the exhibition’s
topic or direction.

Yet when I read, admittedly, with some excitement, Efrat’s fascinating article in this
catalog I found new meaning to the works of art that I knew. And so, in my case, it was
worth it.

Amos Schocken



PROFILE IS
AGGRESSION,
TOO

ON THE POLITICS OF
PORTRAITURE

EFRAT LIVNY

PROLOGUE

1

FIGHTER OR
TERRORIST

2

LEADER OR
DETAINEE

‘g

]
ARTISTIC
ARCHIVE

AND USUAL
SUSPECT

4

ORIENTAL
FEATURES

NUMBER ONE
ON THE MOST-
WANTED LIST

b

HERO AND
VICTIM

k4

4

GAZING AND
GAZED AT

EPILOGUE



PROFILE IS
AGGRESSION,
TOO

ON THE POLITICS OF
PORTRAITURE

Efrat Livnhy

PROLOGUE

The Haaretz art collection, now more than 20 years old, is
devoted exclusively to contemporary Israeli works. Con-
sisting largely of paintings, the collection also contains
photography, sculpture, installations and video art. It repre-
sents Israeli art in all its streams and varieties, created by
dozens of artists in the past four decades, beginning in the
1970s. All the major themes dealt with by Israeli art in this
period are reflected in the collection: social identity, na-
tionhood, class and gender; center-periphery and local-uni-
versal interrelations; reflexive issues regarding the status
of artworks, the power of the image and the role of art;
formalistic questions concerning style, form, medium and
art-reality relations; intra-art themes of reference, quota-
tions and homage; and more. At the same time, the collec-
tion can be characterized in terms of two central axes of
“here and now”: First, the exclusive focus on Israeli art
stems from a deep involvement in the events that unfold in
Israel, and thus the collection displays a particular interest
in critical art of a political-social character; and second,
the decision to collect contemporary art springs from cu-
riosity about the emergence of present-day trends, leading
to an interest in original works that manifest those trends.

The subject I chose for the first exhibition of works from
the Haaretz collection actually almost chose itself. I re-
fer to portraits, whose presence looms particularly large
among the works. There are hundreds of them, done in the
past four decades in a variety of media and techniques: por-
traits of men and of women, of the famous and the anony-
mous, self-portraits and portraits of others, facial portraits
and full-body portraits, individual and group portraits. The
portrait has always been a central theme in art, but at the
same time is also present and plays a role in the reality of
everyday social life. In this sense, the portrait is a kind of
link, connecting worlds and spheres that are perceived as
separate, and it is rife with numerous contexts of different
kinds, or that are ostensibly different: whether of idealiza-
tion and ritual, or of the commonplace and the everyday;,
perpetuation or standardization; glorification or bureau-
cracy; distinctiveness or uniformity; representativeness
or particularity, documentary or staged, a means of iden-
tification or seduction, humanistic or oppressive. The con-
vention of the portrait in its various types serves as a praxis

for creating a construct, though also for blurring and era-
sure, in some cases in order to create an identity, in others
as a means of differentiation — and as such it is an object
of study.

The subject of the politics of the portrait in art in gen-
eral, in Israeli art in particular, and even only in the Haaretz
collection, is too large and too broad to be encompassed in
one exhibition and one article.! In this exhibition I have cho-
sen to focus on reading the portrait through the prism of
nationality and state-citizen relations, in particular as re-
flected in the context of the Israeli-Palestinian conflict, an
issue that also has implications for the realm of relations
between East and West. In the future I hope to address oth-
er perspectives as well: ethnicity, class, gender, intertextu-
ality and others, which remain outside the boundaries of the
present discussion.

This exhibition takes its title, “Also profile is aggression”
from a painting by Tamar Getter, part of the artist’s Recruits
series of 1989-1991. In this cycle of works, Getter pursues
her ongoing engagement with the tradition of painting, pho-
tography-painting relations and the artist’s ability to exam-
ine reality, enhanced by quotations and homage from both
the history of art and from Israeli culture and its formative
myths. In this case it is the figure of the Israeli soldier, the
warrior, who is at the center. The series is based on pho-
tographs of new recruits, whose portraits are integrated
into the paintings; it lingers unabashedly on the moment at
which boys become soldiers, and implicitly on the way in
which the state constructs the difference between civilian
and soldier, and between soldier — to whom it gives a license
to kill - and murderer. Getter here links the portrait, an ar-
chetypical theme in the history of the visual image, to so-
cial issues. She focuses on the thorny question of the myth
of the soldier in Israeli culture by evoking the tension, in-
herent in portraits, between the possibility of representing
the human-universal on the one hand, and the distinctive-
ly singular on the other hand, and through the fact that the
portrait is always located within a viewpoint-dependent
ideological framework and possesses local cultural and po-
litical contexts. “This manner of painting, which generates
these hollow, empty figures, is impressive in its struggle to
arrive at the individual person, at portraiture,” Sarah Bre-
itberg-Semel wrote of the series in a 1991 article. “As in
a photographic technique, Getter moves the features clos-
er and then back, aiming to render them into a face. The
manual work this entails, constructing by means of eras-
ing, the elevation (invoking the great tradition of painting),
attempts to affirm the unsteady persistence of the facial
features amid the crush of the social and ideological steam-
roller.”? The Recruits series is the point of departure for
this exhibition, which seeks to pursue Getter’s exploration
by observing a selection of Israeli artworks that share a fo-
cus on the portrait as a critical political instrument.



FIGHTER OR
TERRORIST

On first view, the paintings of the Recruits series
(plates 1, 7, 8) appear to be a direct continuation
of recurrent themes in Tamar Getter’s work over
the years. They contain characteristic images,
such as architectural structures (Absalom’s
Pillar, the dining room of Kibbutz Merhavia),

or quotations from and references to major
figures in the history of art (Diirer, Rembrandt,
Muybridge). A further perusal finds that, contrary
to other works, these paintings contain individual
portraits, sometimes one, sometimes several,
rendered identically according to a bureaucratic
schema of passport photos. What is behind these
portraits of juvenile soldiers with Absalom’s Pillar
and with Rembrandt’s dog? “Israeli culture,”
Getter says, “is unable to provide a continuous
space, it lacks the dimension of tradition that

can supply an ‘original’ appearance and norm

[...] These cultural conditions oblige a relative
space, shifting perspectives, a wandering

focus, contradictory criteria and a potpourri

of near and far.”® She adds, “The idea that it is
possible to deal with front and profile beyond

the physical positions, that it is possible to place
this within a broader meaning of the question

of what it is to examine something altogether,

is an especially acute issue for paintings

(objects so flat that they are only front).”*

The modern practice of taking portrait
photographs for identification purposes, i.e.,
passport pictures, serves regularization, rule and
control. As such, its role needs to be considered
within the framework of the construction of
state-citizen/non-citizen relations and in terms
of the distinctions it creates and exposes.

In the context of the “Recruits” series, for
example, the distinction is between criminals-
soldiers-terrorists-wanted men, for whom the
procedure is identical: front and profile. “The
source [of the “Recruits” series],” Breitberg-
Semel notes, “is a collection of photographs of
new recruits, which to all intents and purposes
look like photographs of terrorists. [...] At his

most anonymous moment, before becoming a
war machine, the individual recruit has imbued
the whole series with his character, for he is a
brilliant image of the contemporary person, and
for the Israeli person in particular.”® The manner
in which ideology disguises itself and lends a
natural and neutral status to what is pre-charged
with political intention and meaning, is a central
element of this cycle. The implication is that the
distinction between “soldier” and “terrorist” —

a distinction rooted in Israeli culture as natural
and self-evident - needs to be clarified not only
in the light of the fact that these two categories
are understood as differentiated in regard to the
license to Kkill (which is granted by the state).
They are also distinct in terms of what they have
in common, namely the justification of Killing:
whether justifying the sacrifice of young people’s
lives for the sake of the state, or justifying the
killing of those who are marked as enemies of
the state. Through her use of portraits, Getter
gives expression to this range of relations.

In his article “The Image of the Soldier in Israeli Art,” Gide-
on Ofrat sets forth a chronology of the changes in the de-
piction of soldiers in Israeli visual arts from 1948 until the
beginning of the 1990s.® He links this development to histor-
ical events, particularly Israel’s wars, the erosion of Israeli
society’s belief in the “rightness of the way,” the undermin-
ing of the conception that sees the army and the use of force
as the principal means for ensuring continued Israeli-Jewish
survival, and the growing voices of protest and criticism of
military operations and of the government’s policy over the
years. “They were beautiful, young, daring and determined,
our glorious brothers,” Ofrat writes. “In 1948, they were
the hope of a battered, truncated people, whose soldier-sons
were the buds of its resurgent flowering.” Ofrat refers to a
number of artists, among them Ludwig Blum, Reuven Rubin,
Nachum Gutman, Avigdor Arikha and others, who set out to
elevate and aggrandize the image of the “Hebrew soldier”
into a biblical-mythic archetype. However, he notes, in the
1970s and 1980s “dozens of artists in Israel gave expression
to the demythologization of the Hebrew soldier. This ‘secu-
larization’ of the soldier in Israeli art is not merely a provoc-
ative, avant-garde process of stripping away an ‘aura,’ but a
trenchant self-examination of a culture awakening from its
dream to the anguish of its brutalizing existence.””

The subversion of the image of the heroic soldier takes di-
verse forms. It is found in works that deconstruct the myth-
ic dimension, highlight the soldier’s prosaic anonymity and,
devoid of sublimity or pathos, show the banality of the body
- wounded, living or dead; in works that use irony and prov-
ocation to present an antimilitaristic posture; or in works
that deconstruct the “us together” approach and the myth
of “camaraderie,” emphasizing instead the functionality of
the individual soldier as an operative tool, “a collective in-
strument of arrests, searches, patrols, etc.”® Among the nu-
merous artists Ofrat mentions in this connection are Igael
Tumarkin, Haim Maor, Dov Heller, Avishai Ayal and David
Reeb. In the next stage — the 1990s — a separate corpus of
works was created, focusing on the homoerotic dimension
of the soldier, replete with sexually charged anti-macho fig-
ures and blurred gender boundaries.

These themes first appear in the work of the
painter Nir Hod, who burst into public awareness
in the 1990s with a series of portraits of soldiers

different from anything that had gone before
(plates 2, 9, 10). “About a decade after Moshe
Gershuni painted ‘Where Is My Soldier,” ‘Shalom
Soldier’ and ‘Terrific Soldier,” Ofrat writes,
“works that blended (using anal expressionism
steeped in hues of blood and semen) mourning
over a soldier’s death with a homosexual passion
for him, the young Nir Hod (b. 1970) blended

a photograph of the image of a female soldier
with his likeness or that of the popular singer
Aviv Geffen. Hod forged an image of a fictitious
female soldier, wearing the tags of a unit and
other fabricated emblems, and imbued with a
seductive, deviant character by the photographic
treatment. The standard institutional Israeli
heroine, the paragon, who in 1958 was the figure
printed on Israeli currency notes, now functions
as a subversive figure calling into question the
values of the center and the consensus.”’

Between 1994 and 2000, Adi Nes presented his
ongoing “Soldiers” series, consisting of staged
photographs of soldiers in scenes fraught with
symbolic and homoerotic symbolism, which
subverted the standard representation of the
army. Uniforms undone, the soldiers in these
works are amusing themselves, hard by one
another, possibly touching, leaning on and close
to each other. Containing individual and group
portraits, the series emphasizes physicality,
the beauty and perfection of face and body, and
the tension pervading the relationship between
the individual and the group. The photographs
cast a new perspective on the military and on
the Israeli “us together” approach. “Adi Nes’s
color photographs of Israeli soldiers hint at a
more recent development in Israeli attitudes
toward power and military values,” Yaron
Ezrahi notes, and goes on to analyze an untitled
1996 work from the Soldiers series (plate 3):

“One photograph... shows a group of Ashkenazi-
looking soldiers who appear to be clapping
somewhat hesitantly for an unseen subject.
They wear their uniforms loosely, and one of
them allows his T-shirt to show beneath his
unbuttoned army shirt. A one-armed soldier
who cannot clap his hands is sitting like a
living statue in their midst, wearing his army
trousers with only an undershirt on top. The
undershirt seems to challenge the uniform,
just as the private person within resists the
soldier without. [...] Together, the photographs
may convey to Israeli viewers a ‘politically
incorrect’ statement about the widening gulf
between ambivalent and non-ambivalent
attitudes toward military force identified with
different groups of Israelis, or two distinct
contemporary versions of Israeli identity.”1°

The central theme of political incorrectness in
Nes’s depictions of soldiers has been discussed
widely. Writing about another untitled 1996 work
in the series (plate 11), Doron Rabina remarked,
“Nes is polite and decent in everything connected
with compositional values. He edits the khaki
and the smell of deodorant mixed with grease in
comfortable compositions inside a harmonious

square. He compensates for the discomfort in

the heart with pleasure for the eye. He rubs the
margins of homosexuality together with the norm
and normalcy of ‘the form’ - a provocative and
impudent matchmaking between composition and
‘subject.””!! And Galia Yahav, in her commentary,
places the emphasis on the political-gender
aspect, in reference to an untitled 1994 work from
the series (plate 12): “The contests of bravery
and rites of fraternity, which were intended to
confirm membership in the group and to define
the position of each member in relation to
another member within it, were also intended to
define the entire group in relation to what does
not belong to it, and thus they serve as silent
talismans to keep away unarticulated demons
that threaten the group from without: demons
like the desire to create the perfect circle, or the
desire to thrust a finger into the perfect circle,

or to discover to your horror that the person
sitting beside you wants to do all sorts of things
to your rings. The smoke ring is a silent comics
ring in a dramatic scene of teasing the boundaries
of what is permitted and what is forbidden.”!?

The occupation with the image of the soldier is
more implicit in the work of Gil Marco Shani.

It’s part of his broad interest in the theme of

the group, particularly the group that coalesces
within an institutional framework. “In my works
I undermine the conventions — come let me show
you my fantasies. Sexuality thus breaks out in
forbidden places, in the factory, the army, the
classroom.”'® His series “Friendship,” from 2000,
whose title references the “camaraderie” myth,
focuses on the experiences of teens in a pre-
army Youth Corps camp, the atmosphere sexually
charged. The central image, which appears in
several of the paintings, is that of a group of
youngsters who have caught a snake (plates 4, S).
According to Dan Daor, “We could comprehend,
and freeze in our minds, the moment in which
the boys’ act — that enfolds an adolescence
ceremony, suppression of desire, of evil, stylized
cruelty, homoerotic friendship, cultivation of

the forest and forth — becomes an expression

of a general human cultural memory.”!*

The Nes and Shani series share a heightened
interest in the group portrait, the interaction
between the members of the group and the social
and sexual elements that drive it. But in Hod

the figure of the individual is at the center, and
he evokes the power of the individual portrait

to convey the tension between correctness and
incorrectness. The individual is again at the
center in the work of Michael Halak and in his
2009 self-portrait as a soldier (plate 6). In the
genealogy of Israeli artists who are occupied
with the image of the soldier, there is a lack of
Palestinian-Israeli artists. Palestinian-Israeli
citizens do not serve in the army, and still less

do they celebrate the Zionist myth of male
“camaraderie” and Jewish heroism. Nevertheless,
the fact that the militarist mindset is a formative
element in Israeli society has a huge influence on
their lives, as Halak’s self-portrait suggests. The
painting, a frontal depiction of the upper body of
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a uniformed soldier wearing a helmet that casts
a shadow over his eyes — which look directly out
at the viewer - could at first glance be taken for
another rendering of the image of the Israeli
soldier, the sabra with the tough visage and the
melancholy gaze. However, there are a number
of unsettling elements in this picture. To begin
with, the uniform is totally without an identifying
mark to associate it with the Israeli army, or any
other army. Then there is the helmet, which is
rarely used in depictions of Israel Defense Forces
soldiers; it evokes in the collective Jewish-Israeli
memory images of soldiers from Nazi Germany.
When we overlay onto this the information

that the painting is a self-portrait by an Israeli
Palestinian, the critical dimension becomes
apparent, calling for a reading, in the portrait’s
broad context, which sees it as an act of defiance
and an autobiographical notation, politically
imagined. This is one of a group of self-portraits
by Halak from 2008 to 2011. As is the case in this
work, in which the helmet’s shadow covers the
face, the others also contain concealing, erasing,
obscuring elements (plates 13-14).

Here is what I wrote about them in the catalog
accompanying Halak’s solo exhibition in 2012:
“These are unusual, disturbing, disquieting self-
portraits; in some of them Halak appears with his
mouth bound, concealed or partially concealed,

or is depicted tied, closing his eyes, holding his
breath underwater, or posing for mug shots.
Halak’s almost compulsive engagement with
painting his own self-portrait may thus be seen

as a double strategy: It seems to amount to an
attempt to assert the full presence of his body in
the here and now; at the same time, it involves

the use of effacement and concealment to hint at

a difficulty or limitation, a state of imperfection
and an experience of absence. [...] In Halak’s
portraits, however, presence is not represented as
a collection of fragments or different parts. Rather,
these portraits capture a self-assured, calm, stable,
self-aware figure, in command of itself and of

the painterly space. Even when it discloses signs
of vulnerability, or of being blocked or stifled, of
disguising or effacing itself, this figure always
appears to radiate a sort of meta-presence that
transcends the depicted situation. The term
‘present-absent,” coined by David Grossman, is
relevant to these self-portraits because of the ways
in which Halak appropriates this position, which

is associated with misery and deprivation, and
transforms it into the position of a subject. The
anger provoked by being silenced is thus redefined
by means of a new division: existence ‘in between’
ceases to shape a bifurcated identity, and allows
for a simultaneous experience of identification and
disidentification, of belonging and non-belonging.
The subjective presence in these paintings is

not shaped by the figure’s identity as an Israeli,
Palestinian, Arab, or Christian, but rather by

its simultaneous definition as Israeli and non-
Israeli, Palestinian and non-Palestinian, Arab and
non-Arab, Christian and non-Christian. In this
manner, it ceases to represent multiple, competing
identities, and ruptures the hierarchical structure
within which they are organized.”

LEADER OR
DETAINEE

Until the invention of photography, the portrait was used
primarily for purposes of glorification and adoration. For
hundreds of years, beginning in antiquity, when a portrait
of Alexander the Great first appeared on coins (c. 300 BCE),
until postage stamps came into being in the 19th century,
such objects carried likenesses of monarchs and rulers.
Portrait paintings also appeared for centuries on icons of
Jesus, Mary and the saints, changing according to conven-
tions of period and place. Portrait painting as we know it to-
day - in a rectangular format, on canvas or wood, focusing
on the face or the upper body - developed and spread in the
Middle Ages and the Renaissance. Again, however, these
were always likenesses of emperors, monarchs, military
commanders, wielders of power, governing officials and
the nobility, symbols of might and commemoration of rul-
ers. Portraits of private individuals began to appear in the
15th century, though it was only with the rise of the bour-
geoisie that they became a widespread means of document-
ing the family tree, perpetuate the deceased and entrench
the status of the family as an institution. Even then, only
the wealthy class, merchants’ families and practitioners of
the free professions could afford them. It was the emer-
gence of the camera in the first half of the 19th century
that fomented the true portrait revolution. This was essen-
tially a social revolution: Henceforth, everyone, even the
lower classes, could own portraits of their loved ones, liv-
ing and dead.

Mahmod Kais makes contemporary use of the
ancient custom of imprinting rulers’ portraits
on coins in an untitled work from 2007 (plate
15). Using concrete, he cast an enlargement (74
centimeters in diameter) of a British Mandate
period coin bearing the word “Palestine” in
three languages: Arabic, Hebrew and English.
In the center of the coin there is a relief of a
left-profile portrait in representative mode,
recalling likenesses of emperors and monarchs
from the past. It is in fact a self-portrait of

the artist. Kais, a Palestinian-Israeli, takes us
back to the pre-1948 era, as though wishing to
imagine a different scenario, in which Jews and
Arabs together inhabit a single political entity,
Palestine. The work can be read as a symbolic

reflection on a historical moment in which that
wish might have been a viable option, perhaps
also as an aspiration for a future moment like
that; yet, at the same time it is a colonial artifact,
and as such evokes instability and disharmony. In
any event, the return to that moment raises the
question of the original ownership of this land and
is a reminder that it was once called Palestine.
Kais rails against the way this history has been
obliterated and denied by Israel’s mechanisms of
opinion-molding. That he posits himself as a ruler
can be read as double defiance. At the political
level, it can be understood as a declaration that
the Palestinians are the original rulers of this
land; while at the personal level, as a member

of the Palestinian-Israeli community, which

is relegated to the margins of Israeli society

and consciousness, he executes a reversal and
places himself at the center of the picture. The
Palestinian-Israelis are caught in an inbuilt trap
regarding their identification with the state, being
constantly cast as suspects from the perspective
of the nationalist demand for loyalty to this state.
The ruler’s portrait on the coin brings about a
reconfiguration, from “suspected” to “respected.”

Fahed Halabi also addresses the question of
representation of the “respectable” in a series of
portraits!” from 2006 (plate 16). The works depict
a group of women who were Knesset members

at the time, but in contrast to dignified formal
photographic portraits like the ones on view in the
Knesset, in schools and in other state institutions,
Halabi’s paintings cast the dignitaries as movie
stars or models. Well-groomed, wearing makeup,
prettified, the figures are seen against a bold blue
background in a self-aware Kkitsch style. Above

all, the series recalls hand-painted movie posters
out of the Bollywood school, and plays with the
tension between admiration and mockery. Halabi’s
approach to these Knesset figures must also be
seen in the light of the fact that he is a Druze from
the Golan Heights. He is not a citizen of Israel, but
possesses the status of a disfranchised resident
and thus lacks representation in the Knesset.8

It is instructive to compare Halabi’s series with
another group of portraits of politicians from
Israeli art history, created by Efrat Shvily in
2000 (Palestinian Cabinet Ministers, plate 17).
Her black-and-white photographs of Palestinian
ministers of the time abided by all the rules of
formal portraiture. However, as Vered Maimon
suggests in an article from 2013, the images
should be read not in terms of representative
function, but through the prism of the historical
circumstances in which they were made. Shvily
did not manage to photograph all the ministers,
as the sittings were halted when the second
intifada broke out in September 2000 and never
resumed. “Can the Palestinian Cabinet be read
as performative rather than as representative?”
Maimon asks. “I argue that it must be read in this
manner because while it no longer ‘represents’ a
historical or functioning cabinet (which in turn
‘represents’ a state), but an incomplete cabinet
without a state, it enacts an urgent persisting
demand for freedom and equality.”!® Whereas

Halabi’s series executes a reverse performative
action - from the viewpoint of a cabinet without
citizens to the viewpoint of non-citizens vis-a-
vis the cabinet — which in its turn generates the
same result: a demand for freedom and equality.

Together with the positive element of democratization her-
alded by the photographic portrait, some of its other as-
pects were suppressive and threatening. In his article, “The
Body and the Archive,” Allan Sekula explicates the process
by which the photographic portrait became an instrument
for the exercise of control, regimentation, separation and
suppression.?’ This is made possible because the photo-
graph, in contradistinction to the painted portrait, is per-
ceived as an anatomically reliable scientific illustration.
Hence, too, its contribution to the emergence of a new prax-
is of classifying and defining types of individuals. The link-
age with pseudoscientific paradigms, such as physiognomy
and phrenology, which developed parallel to photography,
led to a belief that not only was it possible to categorize
people on the basis of their external appearance, but also
that facial features and skull formation attested to one’s in-
teriority and character. On this basis, ostensibly homoge-
neous, basically hierarchical archives were created under
categories of “Leaders” and “Model Figures,” as opposed to
“Mentally I11” and “Criminals.” Whereas the categories of
the first sort were associated with moral sublimity, those of
the second sort were linked to primitiveness and pathology.

The supposedly scientific validity of photographs accord-
ed them a status as visual documents bearing a legal char-
acter. This perception soon gave rise to another branch of
the photographic portrait, this one in the service of the po-
lice and the law-enforcement authorities: criminal identifi-
cation. Sekula describes the rise of this practice, alongside
the development of thought about its two components:
“identity” and “crime.” Responsibility for criminal acts en-
tails a stable identity and is based on a model of individu-
ality that rests on an internal self possessing a coherent
narrative. In the bourgeois era, the legal basis for identi-
ty derives from the model of property rights, with private
property serving both as the basis for bourgeois identi-
ty and as a means to preserve the bourgeois order. In this
sense, bourgeois society needs the criminal as an “other”
who affirms its essence. In the course of attempts to estab-
lish a scientific method to characterize the criminal individ-
ual, and against the background of the birth of the sciences
of criminology and social statistics, the format of the dou-
ble portrait - frontal and profile - was invented, and police
albums for the identification of criminals came into being.
Even if this practice was originally intended to enhance law
enforcement and aid in the deterrence and punishment of
offenders, it bore suppressive aspects. In addition to the
great potential for errors of identity, stemming from the
very method of searching through a given repository, being
included in the police album bore significance in itself. It
made the subject of the photograph a criminal, a potential
criminal or a habitual offender.

Noga Inbar’s series, Les femmes méchantes
(Wicked Women) (plate 18) is based on one

such archive. It consists of 40 pencil portraits

of women on yellowing paper, each bearing

a seal and a serial number. The artist’s point

of departure was a collection of photographic
portraits of female prisoners in early 20th-century
Australia, which she found in an Internet archive.
“I found cocaine dealers, prostitutes, murderers
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and thieves among them,” she recalls. “Their
faces cried out. They are trapped, completely
exposed, and they confront this moment, which
perpetuates the complicated, twisted lives they
led.”?! To create the portraits’ antiquated look,
Inbar drew them on pages from an old receipts
ledger. The number imprinted on each image, in
an echo of the procedure in which prisoners are
assigned identity numbers, is in fact the receipt
number, which was stamped on the page long
before it became a platform for artwork. Hadas
Maor, the curator of the solo exhibition by Inbar
in which this work was shown, wrote, “This work
evokes portrait collections of diverse types

and contexts, such as police identikits, files of
soldiers’ portraits, images used for personality
tests, early physiognomy books and much more.
At the same time, concentrated observation of
these drawings generates an uneasy feeling.
Something unpleasant, if unclear, emanates
from the slightly rigid lines of the drawings,
from the expressions on the women’s faces,
from the asymmetry of the features, from the
assemblage of gazes. The almost consecutive
serial numbers heighten the dimension of
discomfort and attest to a certain subordination
of the figures, or of the portraits, to the authority
of an external gaze; a gaze that is necessarily
selective, cataloguing and classifying.”??

Like Inbar, Liron Lupu gleaned the material

for his 2011 series of portraits (plate 21) from
the vast Internet archive, in this case the
likenesses of 18 convicted assassins from all over
the world. In being accused of assassinating,

or intending to assassinate, famous people,

they themselves gained fame. Based on their
photographs, Lupu painted the portraits in a
uniform square format on a particularly small
scale and against a background of hospital green.
The small format, resembling passport pictures,
and the natural gestures — here a smile, there a
wrinkle, a tilting of the head, a piercing look, a
provocative expression — do not reveal what all
the figures have in common. That only becomes
apparent from the series’ title — Assassins *n

- which simultaneously reveals a connection

to the Israeli here-and-now. The title refers

to the symbolic importance of the number 18
(the Hebrew letters »n) in Judaism, owing to

its numerological meaning, chai, or life; to the
concomitant Jewish and Israeli custom of making
donations on the basis of 18 and its multiples;
and to the popular custom of wearing a chai
pendant as a marker and proud declarer of one’s
Jewishness. By drawing a sarcastic connection
between chai and assassinations, Lupu undercuts
the axiomatic notion of Judaism as a sanctifier
of life; indeed, he hints at the complexity of

the shifting perspective of victim-victimizer in
the Jewish people’s history. Like the heading of
Inbar’s series, Les femmes méchantes, Lupu’s
Assassins »n underscores the potency inherent
in the act of cataloguing and classifying people,
of defining them by means of a catchword

that reduces the complexity of their being and
their life circumstances to being “wicked” or
“assassins” and erases their humanity. This, in

turn, makes it possible to separate and exclude
them and to subsume them under a category
separate from that of “us,” those who are human.

Yonatan Gold’s series Ideal Types (2001, plate
20) consists of 40 portrait paintings, based

on standard photographs of the type used for
graduating classes, ID cards or passports. The
portraits — uniform in appearance, frontal,
identical in format and size - are of men and
women, young and older, from four groups:
European guest workers, religious-Mizrahi young
people, soldiers and Arabs. The photographs

are borrowed from various databases, and Gold
collected them from several sources: “I received
the Palestinians from a friend who worked in an
IDF [Israel Defense Forces] office in Ramallah,
the soldiers via an ad I published, the religious
group was brought by a friend who worked in a
school in Petah Tikva, and I got the workers from
an acquaintance.”?® Roee Rosen comments on
the choice of these four population groups in his
article, “The Secret of Bureaucratic Beauty”: “It
is precisely the intersection of these four sectors
that generates a focused meaning. The series is
anchored in an Israeli present: the only time and
place where the types crosses paths [...] For the
immediate target audience of Ideal Types — well-
to-do Israeli art lovers — the four represented
sectors are those whose visibility is obscured,
problematic, even involving blindness.”?*

Gold’s paintings play up the tension between

the rigid, standardized instant-photo format

and the soft, flattering depiction of the figures.
Though the figures are also anonymous for Gold,
he clearly empathizes with them and accords
them rich, vibrant painterly treatment. “The
paintings’ effectiveness,” Rosen writes, “stems
from the very perpetuation of the subjects as
glowing with warmth and vitality, even glamour,
even sex appeal.”?® Rosen points out the dual
significance of the portraits’ format. The fact
that they are done on wood panels whose sides
are painted red is associated with the richness
of Christian icons, but also recalls the red glue
of notebooks and office ledgers. As for their
size, they are “smaller than life,” but at the same
time, “As an incarnation of passport pictures,
these are monumental, heroic paintings.”?®

Radiant or monumental, Gold’s archive is a
mixed bag. Of the four groups portrayed, three
are weak and socially outcast, perceived as
suspect and subversive vis-a-vis an imagined
“Israeliness” and liable to impinge on the state’s
Jewish-secular-Ashkenazi character; while

the fourth group, the soldiers, symbolizes the
quintessence of the Israeli ethos. As in the
series by Noga Inbar and Liron Lupu, here

too questions are raised about the effects of
classifying and cataloguing people, and about
the regularizing, regimenting, hierarchy-
creating power of portraits and archives.

ARTISTIC
ARCHIVE AND
USUAL SUSPECT

Beginning in the second half of the 20th century, archives
and concomitant praxes of classification and cataloguing be-
came central themes in the art world. This trend has only
intensified in the past two decades, with the rise of the Inter-
net. Nor is the artistic occupation with archives confined ex-
clusively to portraits and modes of human classification and
cataloguing (even if portrait series, whether painted or pho-
tographed, play a major role). More broadly, it encompass-
es archives that catalogue different things in the world, for
essentially the archive reflects the human effort to create
order among things and thereby to understand and compre-
hend them, to control them. In a 2004 article, “An Archival
Impulse,”? dealing with the artistic use of the archive con-
cept, Hal Foster writes, “For Freud the paranoiac projects
meaning onto a world ominously drained of the same (sys-
tematic philosophers, he liked to imply, are closet paranoi-
acs). Might archival art emerge out of a similar sense of a
failure in culture memory, of a default in productive tradi-
tions? For why else connect so feverishly if things did not
appear so frightfully disconnected in the first place?”??

Foster describes the different approaches and modes of ad-
dressing and treating archives in various contemporary ar-
tistic projects. In his portrayal, the artist is an archivist
who creates alternative archives that flaunt the rules un-
derlying traditional archival operations and subvert, blur
and contradict their basic distinctions: between the repre-
sentation of reality and the shaping of it, between private
and public, important and unimportant, reality and fiction,
earlier and later, connected and unconnected. In 2008, four
years after Foster’s article appeared, the International Cen-
ter of Photography in New York held an exhibition, “Ar-
chive Fever” - curated by Okwui Enwezor — whose theme
was the interrelation between photography and the mod-
ern archive, as embodied in contemporary works that ad-
dress the subject. In an article in the exhibition catalogue,
Enwezor points to signposts of the phenomenon and cites
three pioneer artistic projects dealing with the archive con-
cept.?’ The conceptual springboard of all three projects is
an awareness of the art museum as an archive and an as-
piration to explore that aspect. Box in a Suitcase created
by Marcel Duchamp between 1935 and 1940, consists of 20
boxes/suitcases (of which he created additional series in the
1950s and 1960s) that function as a kind of “mini-museum”

of his work, each containing a slightly different selection
of reproductions from his oeuvre. Marcel Broodthaers, in
his 1968 work Museum of Modern Art, Department of Ea-
gles posited himself as the curator of a fictional department
in a fictional museum. Emulating museum praxis and at
the same time breaking its rules, he presented a collection
of exhibits — photographs and reproductions, documents,
texts and objects — undifferentiated and nonhierarchical, on
the subject of the eagle as a symbol of power and victory.
Atlas an open-ended project launched by Gerhard Richter
in 1964, consists of an archive of hundreds of items - pho-
tographs, newspaper clippings, documents, sketches and
drawings - divided into framed, uniform panels that signi-
fy different stages in the artist’s life and work. No discus-
sion of art dealing with classification and cataloguing can
forgo mentioning the iconic project of Bernd and Hilla Be-
cher. Across more than 30 years (from 1959 until the mid-
1990s) they systematically took uniform photographs of old
industrial structures across Europe and the United States,
creating a vast archive of images that document the sweep-
ing changes undergone by heavy industry in the West.

These projects wielded a broad influence on subsequent
art, as the subject of the archive continued to develop and
be addressed extensively in later contemporary art. Thom-
as Hirschhorn, Hans-Peter Feldmann, Tacita Dean, Thomas
Ruff, Steve McQueen and Walid Raad are only a few of the
many artists whose work has addressed this theme consis-
tently, by various means. Amid the growing occupation with
the archive theme, artistic projects that focus on portraits
and on the connection between them and praxes of classifi-
cation and cataloguing constitute a subcategory. Two icon-
ic projects in this realm are Andy Warhol’s 13 Most Wanted
Men (1964) (plate 22) and Gerhard Richter’s 48 Portraits
(1972) (plate 23). Warhol’s series, consisting of large blow-
ups of 13 portraits of anonymous men from New York Po-
lice albums of wanted criminals, were intended to be hung
on the facade of the New York State pavilion in the World’s
Fair. The series by Richter, which was shown in the German
pavilion of the Venice Biennale, is made up of 48 portraits
of uniform size, composition, format and lexical character.
They recall police mug shots but are actually of famous
men, geniuses in their fields, from science, literature and
philosophy. Both series reverse the hierarchical order. War-
hol’s photographs present anonymous, scorned, outcast fig-
ures on the margins of society as celebrity superstars (the
volatile, provocative potential of this overturning of order
led ultimately to the removal of the portraits from the pa-
vilion by order of the state governor), while Richter’s work
turns the geniuses of a generation into wanted men.

The power that databases like a police album of mug shots
affords the law enforcement authorities exceeds their jus-
tification as necessary adjuncts to the preservation of law
and order. The point of departure of artistic projects that
deal with portrait archives is the insight that archives
structure the categories they purport to investigate and
possess a shaping force that is nurtured and driven by po-
litical interests. In these works the archive is not perceived
as a functional body playing an impartial role - the innocent
collection and classification of information - but as a sys-
tem that serves to reinforce social hierarchies, prop up the
social order and consolidate hegemonic control, indeed as
a tool by which to brand people and groups in the society as
“the usual suspects.”

The Usual Suspect (plate 24) is one of a group
of self-portraits painted by Michael Halak from

/.
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2008 to 2011. In this 2010 diptych, Halak depicts
himself in the format of a police mug shot - front
and profile - face frozen and expressionless,
cheeks covered with beard bristles, eyes looking
directly into the “camera.” The knowledge that
this is a self-portrait generates a subverting,
jolting effect, achieved by intercutting two praxes
which are generally held to be mutually exclusive:
the traditional Romantic artist’s self-portrait, and
the power-wielding bureaucracy of police mug-
shot albums. Halak’s depiction of himself as a
detainee is a call of defiance against the Jewish-
Israeli society, which consistently relegates the
country’s Palestinian-Arab citizens to the “usual
suspects” category, particularly in the context of
the Jewish community’s nationalist complexes,
with its demand for declared loyalty to the state,
and of the “demographic problem.” The pattern
of suppression, control and supervision of the
Palestinian population, citizens and non-citizens
alike, constantly recurs, implemented by the
state’s enforcement bodies — army, police force,
Shin Bet security service — both in the occupied
territories and within Israel. In this context,

the suppressive practice of wholesale arrests in
the territories, particularly of the type known

as “administrative detention” (arrest without
trial), occupies a central place, so that for many
Palestinians the front-profile mug shot becomes
a matter of routine. “The last time I had my
picture taken by an Israeli,” Ziad Abu Zayyad
noted when he was photographed by the artist
Efrat Shvily for her series Palestinian Cabinet
Ministers, “was when I was a detainee: right
profile, left profile and frontal face shot.”3°

The theoretical foundation for the notion of the archive as
a structuring force was laid by the philosopher Michel Fou-
cault. Foucault addressed the subject of the archive in his
book The Archaeology of Knowledge, which, in contrast to
his other writings, does not engage in the analysis and in-
terpretation of a type of discourse (madness, sexuality, pun-
ishment and so forth), but in the way the discourse itself
is ordered. An examination is conducted of the rules, con-
straints, permissions and prohibitions that underlie the or-
ganization and dissemination of knowledge, and the system
of statements that structure knowledge is analyzed. Within
the framework of this discussion, which asks, inter alia, how
the hierarchy of knowledge is created, who decides what
facts and truths are, and on what basis, and what is worthy of
remembrance or doomed to oblivion, Foucault considers the
archive and his critical view thereof: “The archive is not that
which, despite its immediate escape, safeguards the event
of the statement, and preserves, for future memories, its
status as an escapee; it is that which, at the very root of the
statement-event, and in that which embodies it, defines at
the outset the system of its enunciability. Nor is the archive
that which collects the dust of statements that have become
inert once more, and which may make possible the miracle
of their resurrection; it is that which defines the mode of oc-
currence of the statement-thing; it is the system of its func-
tioning. [...] between tradition and oblivion, it reveals the
rules of a practice that enables statements both to survive
and to undergo regular modification. It is the general sys-
tem of the formation and transformation of statements.”3!

For Foucault, the archive is a site that generates infor-
mation under the guise of being its neutral collector and

preserver, a place that allows and determines what can be
said and what can be shown. As such, it is a power system
that is driven by political interests and is bent on structur-
ing our knowledge of the past. More than 20 years later,
Jacques Derrida wrote about the archive from a different
perspective. For Derrida, the archive, no less than being oc-
cupied with the past, is immersed in the future. Bound up
with the human obsession with the past and with the desire
to return to an imagined primal, unattainable origin, the ar-
chive is at once a source of prolonged suffering and pain,
and a repository of constant hope and promise for the fu-
ture. In his book Archive Fever, Derrida writes, “The ques-
tion of the archive is not, we repeat, a question of the past.
This is not the question of a concept dealing with the past
which might already be at our disposal or not at our dispos-
al, an archivable concept of the archive. It is a question of
the future, the question of the future itself, the question of a
response, of a promise and of a responsibility for tomorrow.
The archive: if we want to know what this will have meant,
we will only know in the times to come [...] A spectral mes-
sianicity is at work in the concept of the archive and ties it,
like religion, like history, like science itself, to a very sin-
gular experience of the promise.”3?

In dealing with the question “What is an archive?”, both
Foucault and Derrida refer to it primarily as an idea, an
ideological system, a metaphor of the mind, a conceptual
entity. “One might even get the sense that the philosopher’s
archive and the archive one has visited belong to two dif-
ferent worlds,” Ariella Azoulay writes in an article about
the concept of the archive.?3 Drawing a distinction between
the “abstract archive” and the “material archive,” Azoulay
dwells on the second type, the real archive, from the us-
er’s viewpoint, addressing its practical, concrete, everyday
aspects, within whose framework archives are established
and operate. “Instead of asking ‘What is an archive?’, in a
manner that keeps the archive outside, as a fortress exter-
nal to our world, with us as its pilgrims, I shall begin by
asking ‘Why an archive?’, or ‘What do we look for in an ar-
chive?’”3* Her exposition of the subject shows how the rules
and laws of managing and using archives constitute obsta-
cles for the users, rendering it difficult or even denying
them the freedom to arrive at the information and from it
construct an independent world view. Procedures and reg-
ulations relating to archives — forms and authorizations that
are required to enter them, complicated and inaccessible
search mechanisms, laws that permit certain information
to be marked secret or subjected to confidentiality restric-
tions for decades - serve the sovereign power and the world
view it wishes to impose on the citizenry. Impose? Not ex-
actly, for socialization processes and diverse other mech-
anisms available to the state have long since produced a
mass case of the Stockholm syndrome, in which the citizens
themselves function as the most ardent sentries of these
laws and procedures: “Everyone is in one way or another a
worker of the archive, workers for the archive of the state,
of the regime, taking part in the protection of the archive
against those who disclose and want to speak it out loud...”%

This is the reason that archives bear a revolutionary poten-
tial, and their users bear responsibility for realizing it, for
creating an alternative. “Archive fever crosses borders,”
Azoulay writes. “It is manifest in the demand for gaining
access to that which is kept in the archive, and no less in
the demand for partaking in archival practice, through the
founding of new sorts of archives - archives that would no
longer allow the dominant type of archive, the one found-
ed by the sovereign state, to go on determining what an

archive is.”® Subversion of and resistance to official ar-
chives and their traditional mode of operation takes vari-
ous forms, ranging from leaking classified documents and
creating new models of archives or a new mode of present-
ing existing archival materials, to artistic projects of estab-
lishing imagined archives. Illustrating, Azoulay mentions a
number of such projects undertaken in recent years — by
Susan Meiselas, Akram Zaatari, Walid Raad, Michal Hei-
man, Eyal Sivan, Zvi Elhayani and by Azoulay herself®” —
whose underlying basis is an effort to breach the laws of the
archive and thereby create an alternative archive. These
artistic projects are in large measure a late development of
the process that began with “Archive Fever” and other for-
mative projects, such as those already mentioned, among
them some dealing specifically with portrait archives .

ORIENTAL
FEATURES

Through the agency of portrait archives established and
maintained by the state, the portrait has become a means
of control. Mug-shot albums of the police, the security ser-
vices and the espionage agencies function as a type of pan-
opticon in which the subject is under constant supervision
of the observer: He is seen, he is under surveillance, he is
“known”, he is “wanted”. A wide-open eye above the cap-
tion “We never sleep” dominates the logo of Pinkerton’s Na-
tional Detective Agency, founded in the United States in
1850 by a Scottish immigrant, Allan Pinkerton (plate 26).
No national body at that time possessed interstate federal
arrest powers; each district had its own regional sheriff,
whose power to make arrests was limited exclusively to
his area of jurisdiction. Criminal activity, in contrast, was
marked by the flourishing of legendary gangs of robbers,
who preyed mainly on wagon trains, banks and railway
trains, moving from one state to another across the length
and breadth of the Old West. To combat the phenomenon,
private detective and police agencies were established to
hunt down criminals and outlaws. Pinkerton’s was one of
the first and largest of them. In 1870, the agency possessed
the largest archive of portraits in the United States; it was
Pinkerton’s that invented “wanted” posters and put them
into use. They had a fixed format: in the middle, a portrait
- frontal only, or double, showing front and profile — above
which the word “Wanted” appeared in large font, and below
averbal description of the outlaw and the crimes attributed
to him (plate 27).38

The status of the “wanted” portrait differs from that of
the portrait that appears in regular police albums. Where-
as the latter constitute a database of images of convicted,
sentenced and jailed individuals in the past and present, the
wanted individual is marked as a criminal by the law-en-
forcement and state authorities on the basis of deeds at-
tributed to him in his absence, and without the exercise of
a legal procedure. It can be said, then, that police albums
function within the framework of the law, whereas the pho-
tographs of wanted individuals function outside the law,
or more precisely above the law - so it is not by chance
that this praxis is associated with the “Wild West.” Nor is
it surprising that this praxis was soon imported from the
criminal realm into the national sphere. Realizing its latent
potential, the state adopted it as an instrument against its
enemies, or those perceived as such, in the security and
ideological realms. The dissemination of portraits of want-
ed individuals is now especially widespread in the war
against what Western states term Islamic terrorism. Fol-
lowing the attack on the Twin Towers in 2001, U.S. intel-
ligence began distributing in Pakistan matchboxes with
pictures of individuals on one side, and on the other the
amount of the reward for anyone providing information
about their whereabouts or bringing them in (whether dead
or alive was not specified), along with the phone number
and email address of the U.S. Embassy in Pakistan (plate
25). Since then, the systems and methods of surveillance
and security have been reinforced and refined in the Unit-
ed States itself — at the expense of individual freedom, some
would say. The pursuit of the ghosts of the “axis of evil,”
which threatens the West’s sated existence, is based in part
on the stereotype of “oriental features,” and harks back to
the racist pretension of classifying and profiling people ac-
cording to their appearance.

Along with his series of portraits of female MKs,
Fahed Halabi did paintings of two male MKs:
Amir Peretz and Azmi Bishara (plates 28, 29).
Halabi chose two men, one Jewish and one

Arab, who appear to surrender themselves with
pride and self-awareness to the stereotype of
“oriental features.” The paintings are done in

a uniform, standard format, a hybrid of the
passport picture and photographs of leaders,
and emphasize the pronounced attribute the

two share: a well-groomed “oriental” mustache.
As such, the portraits illuminate the fact that
both of them, each in his own way, through his
personality, biography and political activity, serve
as examples of the shattering of the “oriental”
and “Arab” categories that are branded as
inferior in Israeli culture and society. Juxtaposing
the two also highlights the complexity of the
interconnection between oriental-Jewish
identity and Arab identity in the historical
circumstances of Western-Ashkenazi-Zionist
hegemony. Ella Shohat’s writings articulate
these historical, political and discursive contexts
between Palestine and the Jews, and between
the Jews and the way in which they influenced
the construction of the different identities in
Israeli society - the “Ashkenazi,” the “Mizrahi”
and the “Arab” - their internal hierarchy and the
Arab-Jewish conflict. “I intend,” she writes in
her book Forbidden Reminiscences, “to call into
question the Eurocentric springboard by which
Jew and Arab are pitted against one another as
opposite poles, thereby denying the existence of
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a Jewish-Arab identity. [...] It appears that within
less than one generation the discourse of ‘Jews
vs. Arabs’ has succeeded in taking root here as
self-evident and been applied retroactively to the
historical past. [...] The culture of war is fond of
an unequivocal division into moral poles: good
vs. bad. Such dichotomies leave no room for
challenging the dominant historical narrative,

or for a complex expression of identities.”®

External appearance plays an important role

in identity construction and erasure. “Many of
us,” Shohat writes, referring to Jews from Arab
countries, “learned how to erase their body. The
Mizrahi body became our enemy: the color, the
look, the expression, the odor, the clothing, the
accent, the language of speech, the hand gestures.
In most cases, our external appearance gave us
away and caused us to internalize the Ashkenazi
‘gaze’ and to believe that the ugly image reflected
in the mirror that was held up to us was real.”*®
The inverse, almost performative use that Peretz
and Bishara make of their external “oriental”
appearance as a proud, defiant presence, the
creation of an indelible fact, gets a twist in

Ido Michaeli’s 2011 work, Agent A. Self-Portrait as
the Israeli Spy Eli Cohen (plate 30). The name of
Eli Cohen, who immigrated to Israel from Egypt
in 1957, was recruited by the Mossad in 1960

and operated in Syria as a spy for almost four
years before being caught in January 1965 and
hanged, is engraved in the Israeli ethos as one of
the country’s greatest spies. He is seen as having
made a major contribution to Israel’s victory in
the 1967 Six-Day War, and is a hero of Israel. In
this case, the ability of a Jewish emigrant from
an Arab country, like Cohen, to integrate into the
Ashkenazi-Zionist Israeli culture and become

a heroic figure depended not on erasing the
indicators associated with a “Mizrahi” identity,
but, on the contrary, on emphasizing them.
Cohen and his handlers made exteriorized use of
the “Mizrahi” look and attributes to enable his
seamless assimilation into Syrian society. It was
the imitation, impersonation and falsification

of the roots of his outcast’s identity, which was
also the enemy’s identity, that accorded him his
mythic status in Israeli society. Michaeli applies
the same praxis of imitation in a photographic
self-portrait in which he chooses to present
himself posing as Eli Cohen posing as a Syrian
merchant. “My parents’ parents,” Michaeli says
in this connection, “came from Islamic lands, so I
identify with the Mizrahi achievers in Bezalel [art
academy]. On the other hand, I attended Thelma
Yellin [High School of the Arts] and then did

two degrees in Bezalel, and I can easily imagine
myself in the role of the European teachers. I

try to show the complexity, and sometimes the
bifurcation and the contradictions behind the flat
symbol that represents a uniform identity.”*!

It seems logical to decipher Michaeli’s work from within
the traditional discourse of identity politics, which is to say
from within the postmodern understanding of identity as a
product of historical, cultural and ideological construction.
That understanding supplanted the essentialist, utopian
approach that assumed the subject as pre-given, as fixed,

coherent and uniform. In contrast to the essentialist per-
ception, the colonial subject was determined from the out-
side. Homi Bhabha cites three conditions for the process of
identity construction. The first is in reference to the “Oth-
er” —to his appearance or to his place; the second lies in the
fact that this referencing contains an inherent division be-
tween the demand to be “who you are” and the desire for
the “Other”; and the third, in the fact that this identity is not
authentic, but assumes an “image of identity” in reference
to which the demand for a transformation vis-a-vis the sub-
ject is aimed.*? On this basis, Bhabha develops his model
of a postcolonial subject which rests entirely on the idea of
imitation. Imitation constantly needs to create division and
differentiation underlain by a dynamic in which the “Oth-
er” both resembles and does not resemble the colonial sub-
ject. Imitation, then, is constructed around an ambivalence
stemming on the one hand from identity — in which neither
the “self” nor the “Other” is any longer a stable, fixed enti-
ty — and on the other hand by obliging the difference. From
this difference Bhabha formulates the concept of hybrid
identity, a bifurcated identity that always functions in ref-
erence to the tension between similarity and dissimilarity,
especially in regard to two principal signifiers of the sub-
ject: language and appearance.®?

The dark mustache which is prominent in
Michaeli/Cohen, as in Halabi’s renderings of
Peretz and Bishara, became a symbol and a
response to the supercilious Ashkenazi-European
gaze, which views facial hair as unworthy,
undignified, even contemptible or bestial.*

We recall, in this context, the euphemisms by
which Menachem Begin referred to Yasser
Arafat: “two-legged beast” and “the person

with hair on his face.”® A 1996 drawing by

Avner Ben-Gal refers directly to Begin’s two
comments (plate 32). Next to this grotesque
portrait of the Palestinian leader is a list of

the violent actions for which he is considered
responsible. At the bottom of the work is the
inscription, “Don’t forget who is Arafat,” which is
also the work’s title. The word “Arafat” stands out
in large black choppy letters from which bristles
protrude. The work’s extremism and grotesquerie
reflect a critical view of the specific use of
Arafat’s image for demagogic political purposes
of whipping up passions and for demonization,
together with the use of features of external
appearance for political purposes in general.

Ben-Gal’s drawing took part in an exhibition
held in 2003 by the Dvir Gallery in Tel Aviv,
titled “Guess Who Died” (curator: Ory Desau),
which examined Israeli culture’s obsessive
relationship with Arafat. Another Ben-Gal
drawing on view in the exhibition was The New
Army, a 1999 work (plate 31). This work shows
a series of small, blurred faces, their features
apparently hidden by beards, and resembling
nothing so much as fingerprints. “Ben-Gal’s
occupation with portraits of bearded men,”
Desau says, “is far more concrete than what we
generally find in Israeli art. Bearded men in
paintings are also a salient image of wounded
masculinity and of wounding masculinity.”*®

Bearded men first appear in Ben-Gal’s paintings
in the series Curly Drugs (1997), amid violent,

wild and savage situations. Anonymous figures,
black and long-haired, macho types, straddle the
line between being soldier-heroes and terrorist-
murderers. House of the Bleeders (plate 40),
from this series, depicts a group of bearded
heads, black-haired and bleeding, stuffed into a
rectangular format, a schematic house with a tiled
roof around which columns of dense black smoke
rise. Another work, Speedko (plate 39), shows
three bearded men, one in profile and two frontal,
located in a bleeding set of a television quiz show.

The catalogue of the exhibition Eventually We’ll
Die: Young Art in Israel of the 90s — one of six
exhibitions held to mark the sixtieth anniversary
of Israel’s establishment - contains an interview
with Ben-Gal, as a representative of the period,
conducted by the show’s curator, Doron Rabina.
Their conversation dwelt in part on the subject
of the bearded men in the artist’s work.
“D: While working on the exhibition, I asked
you which painting, in your opinion, would
most effectively signify the developments
in your work during the 1990s. You chose
Pitsukhim (plate 33).“A: For me, Pitsukhim
marks the start of my occupation with
fundamentalism, as a keyword to describe
the works - fundamentalist art and art
influenced by fundamentalism — with all
the associations that the concept evokes for
me. That’s what started the occupation with
‘bearded men’ and with ‘terror,” and it sums
up all the things I dealt with in that period,
differently from what was going on here
in art. It was my first painting on canvas,
and it’s relatively large and also figurative.
It’s a type of true mix, not pure Western
culture but really a little of everything, a
kind of hybrid, whose qualities are dubious.
“D: Qualities of what?
“A: It’s a different canon. Western culture
operates with a type of aesthetic and is
occupied with laws of language which
you learn in art academies. So, I wanted
actually to come up with something from
Islam or Israeliness, to make a kind of
illogical mix, to create something weird that
doesn’t really fit together as it should.”*

In all these works - by Halabi, Michaeli and Ben-
Gal - the face can be read as a platform and the
facial hair as an ideological marker engraved in
it, through which problematic issues of identity
and belonging arise, though also as a salient
expression of masculinity. In the works of

Anisa Ashkar the platform is a female face -

the artist’s — and the marker engraved on it is

a text. In a body of work extending across six
years (2003-2009) and consisting of dozens of
photographic self-portraits, Ashkar documented
herself with a different text, in Arabic, inscribed
on her face each time in black pencil, such as,
“Liberty leading the people,” “Write: I am a

free Arab woman,” “The land is for those who
respect it,” “You betrayed the homeland and what
else?” and others (plates 35, 36, 37, 38). Indeed,
the act of facial writing is not confined solely

to photography but is also an element in a live

installation that has been ongoing for more than
a decade, in which Ashkar inscribes a text on

her face every morning and then goes into the
street and to her daily tasks. This activity is not
unconnected to the fact that Ashkar conducts

her life in the Jewish-Israeli space, where most
people not only don’t read Arabic but consider it
the language of the enemy. “Twelve years ago,”
Naomi Aviv writes, “when [Ashkar] was still a
first-year student, she turned her eyeliner brush
into a paint brush and her skin into a canvas

and her body and identity into a subject. From

a certain number of monotonous ritualistic
actions which frame her day as a Muslim Israeli
student in a Western environment and artistic
consciousness, she usurped her face and therefore
herself and her body for the sake of a kind of
direct speech. Face to face. [...] She extended

the individual feminine makeup ceremony

and connected it to the tradition of Muslim
calligraphic art. Since then, every morning, when
she does her face in front of the mirror, she turns
the act of putting on makeup into a statement
that connects beauty, erotica, femininity,

gender, religion, culture and politics.”*8

A consistent political reading of portraits adduces the face
as an arena which embodies, in different modes, the tension
between East and West. The exhibition “Mother Tongue,”
held at the Ein Harod Museum of Art in 2002 (curator: Tal
Ben Zvi), dealt overtly for the first time with the theme of
“Mizrahim” and “Mizrahiness” in Israeli art. In an anthol-
ogy accompanying the show, titled Eastern Appearance /
Mother Tongue: A Present that Stirs in the Thickets of its
Arab Past, the editor, Yigal Nizri, wrote in the Introduction,
“In an attempt to extend bridges or subterranean tunnels to
the past of Jews in pre-1948 Arab and Muslim milieus, the
articles herein range from an occupation with what exists
to an occupation with possibility — possibility in the sense of
what could have been and in the sense of what was possible
and is now returning to propose itself as such. In order to
understand the simultaneity of the possibility, it is enough
to observe the linguistic aspect of the Mizrahim question
that arises in the articles, where it is very pronounced. Be-
ing aware of this tension enables a different reading of the
relations between Jews and Arabs in Israel, particularly
against the background of accretions of Mizrahi conscious-
ness in recent years. [...] The Mizrahi reality should also
be observed through its everyday manifestations, and also
beyond its rhetoric, which frequently provides magnificent
disappearing acts of its Arab past. It’s necessary to dwell
on the black roots, along with their camouflage by means of
Hebraization, imitation or political correctness. We need to
find the vernacular that’s immersed in their speech and re-
vivify it; find the face within the face, the one from the pre-
vious generation, and imagine former realities that were
engraved in it and burst from it at unexpected moments.”*

The face is the subject of an article in the anthology by
Vered Maimon, “Face is Politics: On the Portrait Photo-
graphs of David Adika.”® The series by Adika comprises
sixteen photographic portraits of the artists who took part
in the “Mother Tongue” exhibition, all of them Israeli-born
children of immigrants from Arab/Muslim countries (plate
34). According to Maimon, the series ranges between the
typological model, within whose framework uniformity is
created, as in the bureaucratic praxis of passport pictures,
and on the other hand an avoidance of that model with the
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creation of portraits of individuals inhabiting a concrete
social-cultural context. Maimon locates the series in ref-
erence to new modes of reading the photographic portrait,
drawing particularly on the analysis of two French think-
ers, Gilles Deleuze, a philosopher, and Felix Guattari, a psy-
chiatrist. “Deleuze’s concept of ‘faciality’ proposes a new
reading of the photographic portrait genre and, as such,
of Adika’s group of portraits. We thus understand the face
as an arrangement, or a type of interface, which connects
and mediates within a given time between different sys-
tems: semiotic, social, cultural. In other words, when the
face ceases to be a physiognomic code that assists in deci-
phering the body and, accordingly, in deciphering the indi-
vidual, but itself becomes a coded system whose product
- and not the basis for its existence - is the individual, the
conceptual and philosophical status of the photographic
portrait as a genre changes.”! Deleuze and Guattari make
use of the colors black and white to posit the “faciality ma-
chine”: white is a kind of “background,” the wall on which
“faciality” appears like a dictionary of form or a delimiting
index, while black signifies the black holes through which
the process of “subjectification” is created, in which the
face “functions like a site of resonance which chooses men-
tal or psychic states and resonates them in accordance with
a dominant reality.”>?

The revolution fomented by Deleuze and Guattari lies in the
fact that they do not regard the face as a sign or expression
of individuality; on the contrary, individuality for them is
a product of the face it wears. Like Foucault’s reading of
the archive as a power-wielding system, which defines and
creates contrary to the conservator and the curator, so the
face, according to Deleuze and Guattari, is not an effect
of the subject but part of the power relations that create
it. They adduce the face as a delimiting system which un-
derlies the mechanism of individual identity: “The face of
a teacher and a student, father and son, worker and boss,
cop and citizen, accused and judge ... concrete individual-
ized faces are produced and transformed on the basis of
these units, these combinations of units — like the face of
a rich child in which a military calling is already discern-
ible, that West Point chin. You don’t so much have a face as
slide into one.”3

This altered approach necessarily revises the approach to
the photograph of the face - that is, in relation to the por-
trait — as Maimon observes: “Beyond the documentation
of individualism, the portrait is now a documentation of
different economies of power which are derived not only
from social relations within whose framework images are
created (colonialism, imperialism, capitalism) and within
whose framework they are documented. Primarily, the por-
trait encodes within it a diagram of shifting relations be-
tween delimiting systems and processes of subjectification.
Furthermore, the photographic portrait itself becomes an
epistemic tool, in Foucalut’s terms, because it is not only a
passive documenter of power organizations but makes it
possible to point to the different modes in which the face is
created through systems of representation, knowledge and
various technological organizations, where photography it-
self, as a social praxis, constitutes part of them.”>
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NUMBER ONE
ON THE MOST-
WANTED LIST

Deleuze and Guattari’s interpretative framework enhanc-
es our understanding of photographic practice and of the
dissemination of portraits of “wanted” individuals, in which
they are depicted as criminals or terrorists. Portraits of
wanted individuals, in contrast to mug shots in police al-
bums that remain within the closed space of the police sta-
tion and are intended for internal use, are created for the
purpose of dissemination in the public space. Meant to be
seen by everyone, they become simultaneously an indict-
ment and a verdict, even a call to Kkill. In this way, the histo-
ry of the use of portraits for the purpose of capturing people
who were declared to be criminals, engineered a horrific
connection between portraits and executions. In November
2012, Israel assassinated Ahmed Jaabari, who was consid-
ered the chief of staff of Hamas’s military wing. “Jaabari
deserves to die [ben mavet],” the Israeli army spokesman
stated, thus adding a new tautological category to the termi-
nology by which Israel justifies passing judgment without
trial and the Killing of “wanted” individuals, a terminology
that includes such terms as “blood on his hands,” “arch-ter-
rorist” and “targeted killing.” In June 2011, the Minshar Gal-
lery in Tel Aviv held an exhibition titled “Execution” The
exhibition curator, Galia Yahav, wrote, “deals with the hazy
status of executions as political events, being both showboat
police killing and ‘taking the law’; both secret and vengeful,
but also committed to didactic ceremoniousness and public-
ness, for even though [the execution] is conducted in a nar-
row arena, representation is essential to it.”>® The exhibition
included representations of hanging nooses, a guillotine, tor-
ture devices and more, and focused on the ceremonial-the-
atrical-public aspect of executions. Its connection to the
current political situation, to the “here and now,” was man-
ifest, even if its point of departure harked back to Goya’s
famous painting from 1814, The Third of May, 1808, which
depicts the execution of Spanish rebels during the bloody
occupation of the Iberian Peninsula by the Napoleonic army.

Since the events of the French Revolution, the death pen-
alty and executions, in cases when the state arrogates un-
warranted authority to take life, have occupied a special
place in French thought. In his recent book, The Chained,
the Bound, and the Crucified: Albert Camus and the Limits of
Violence, David Ohana analyzes Camus’ writings in regard
to the critique of violence as a central aspect of modernism

and nationalism, particularly against the background of the
transformation that took place in the twentieth century from
divine violence to ideological violence. Ohana explicates
Camus’ thinking on the violence perpetrated by the state
through its institutions, the army and the police. “I hated the
institutions of violence even more than violence itself,” he
quotes Camus as saying,>® and goes on to discuss extensively
modern Western thought dealing with a critique of the state,
from Max Weber and Walter Benjamin, to Jacques Derrida.
“The Enlightenment thinkers,” Ohana writes, “discussed the
‘state of nature,” a social situation void of state authority in
which might is right in the absence of the fear of kingship.
The alternative condition is a ‘political state,” in which the
citizens unconditionally convert their personal freedom into
collective security provided by the state and its agents, the
army and the police.” These, then, are two alternative condi-
tions possessing a common substantive structure: in both of
them the strong rule, and “in the ‘political state,’ too, one is
better off being a wolf and not a sheep.”’

Through its agents the state foments various forms of vi-
olence. Walter Benjamin draws a distinction between
“law-making violence” and “law-preserving violence.”>8
The former shows how the use of force and violence serves
as a means for the emergence of the state and its laws; the
latter indicates the state’s use of organized violence in or-
der to ensure the preservation of the law, i.e., the preserva-
tion of itself under the existing status quo, unless it wishes
to make a change, which, again, it brings about by means
of transformative violence. Executions are one of the forms
of violence which the state uses to preserve itself. It is the
most terrible — and terminal - violence of all, in the frame-
work of which the state arrogates the right to decide on life
and death. Camus refers to the arbitrariness of the death
penalty carried out by the regime in his play Caligula. “As
usual in Camus’ writings,” Ohana notes, “an execution is
both the (brutal) means and the metaphor... Caligula mur-
ders fathers and sons, hangs his closest friends and orders
the Kkilling of Patricius, who is scornful of his own life. Seek-
ing to change good and bad, he invites his subjects in the
kingdom and the viewers of the production to a general tri-
al, a spectacle like in the public square of the gallows. After
all, what value does an execution have if it is done with-
out public relations: ‘I need people, an audience, guilty vic-
tims!””> The execution of people marked by the regime as
enemies requires the cooperation of the society - of the par-
ticipants and the viewers, the active and the passive alike.

Ariella Azoulay, for whom violence and regime-sanctioned
killing are central issues, offers in her article “The Execu-
tion Portrait”® an unconventional reading of atrocity pho-
tographs. The general agreement about what constitutes an
atrocity photograph rests on the convention that such an im-
age will always contain a horrifying deviation from what our
consciousness is accustomed to perceive as regular and rou-
tine. The deviation will almost always relate to the repre-
sentation of the body; that is, the photograph will show the
ravaged body: deported, starved, tortured, wounded, dead.
The image is usually accompanied by verbal mediation that
emphasizes the horror and is linked to the perpetrator of the
atrocity with the aim of suggesting that it was unnecessary
or avertable. However, Azoulay argues, this is a restrictive
and reductionist reading, which defines the atrocity picture
solely in relation to the viewer’s prior expectation and cre-
ates a generic image of atrocities. In Azoulay’s reading, the
atrocity does not reside in the photograph itself, rather it is
the circumstances which determine whether it is an atrocity
picture. In some cases elements of the atrocity are present

in the photograph, in others it will remain entirely outside
the frame, but in both cases, if the photograph is taken at a
disaster site, it effectively shows the atrocity. It follows that
the object that captures the atrocity is not the material im-
age itself, but the event of the photograph. As an example
of a photographic event, Azoulay uses a portrait, taken by
Miki Kratsman, of Zacharia Zveidi, who for years was la-
beled “most wanted” by the Israeli security forces and by
the Israeli media.

“Here is an example that deviates from the
convention of photographs of atrocity. Nothing

in it is shocking. Nothing declares itself to be
picturing atrocity. After all, what can be shocking
in a careful portrait, slightly smiling, of a man
whose face we don’t even know?” Azoulay
writes.®! Azoulay is describing the dual insight
that is generated by Miki Kratsman’s outsize 1998
photograph, Wanted: Zacharia Zveidi (plate 41).
She does so first, vis-a-vis the viewer’s stance in
relation to the portrait of someone wanted by the
security forces, namely the perception that what
they want is his body, or more accurately, his dead
body; and second, in relation to the perception of
the photograph’s circumstances: this shot was not
taken by stealth, after Zveidi’s place of hiding was
secretly found, or taken against his will. Zveidi

is cooperating in the creation of his portrait as

a wanted person, and thereby places the viewer
in the position of being a collaborator with the
forces who made him a wanted individual.

The atrocity resides in the fact that the
implication of being a “wanted” Palestinian is
that one is a candidate for liquidation, murder,
execution. Zveidi knows this, everyone knows
this. Palestinians on the wanted list or their
relatives often ask press photographers to take
their picture as a memory of them after they
are dead. The atrocity, according to Azoulay, is
that these assassinations are perpetrated by the
state and fail to investigations or any demand
for investigations; this is a governmental crime
that causes what she terms a “civil malfunction.”
The atrocity is also embedded in the tautological
chicanery of a death sentence on a person

who from the outset has been designated as
“deserving to die.” The justification of murder
by the state is not implemented only in regard
to wanted Palestinians but to all Palestinians.

The naturalization of state-sponsored murder
- that is, turning the act into something quasi-
normal - is founded on the construction of a
dichotomous worldview of “us” and “them,”
“good” and “bad,” “Jews” and “Arabs,” an
approach that the government, the society, the
media and cultural institutions are mobilized
to publicize. The reason the atrocity appears
not in the photograph but in its context and
circumstances, lies in the process by which
the extrajudicial execution of Palestinians is
perceived as legitimate and justified. “The
difficulty in acknowledging this photograph as
a photograph of atrocity does not stem from the
fact that atrocity did not leave a visual trace
in photographs. It is the fact that when the
photographed person is Palestinian, his outcry
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-1 am about to be extrajudicially executed
— does not sound an emergency alarm.”%?

The Zveidi image is also an example of the way
in which a portrait in a photography archive
can reveal and expose what the state tries to
conceal with words. “Acts of state — such as the
decision to turn Palestinians into refugees or to
execute ‘suspect’ Palestinians — while written
in textual documents, are preserved for long
periods of time out of the public’s reach, while
being distributed across public space through
photographs,” Azoulay writes in her article about
archives. Anat Kam, she continues, is serving
a prison sentence for revealing documented
orders for the assassination of “wanted” people.
Yet, photographs of wanted individuals, or of
sites at which they were liquidated, which can
serve as cogent testimony of the practice of
‘targeted killing,” are reproduced in the press
and publicly disseminated. “Since the second
intifada, a photograph of a ‘wanted’ person is
no longer the image of a citizen about whom
the police are asking the public to provide
information, but — as we know from the documents
collected by Anat Kam, though we knew it
beforehand, too, in a manner that trained us to
be passive accomplices in the execution policy
- the image of a person who is condemned

to death. Our chances of seeing in Zacharia
Zveidi’s portrait anything other than a ‘wanted
man’ are rather limited. After all, his existence
in our shared space has been constructed as
that of a ‘wanted man,’ such that this concept
has attached itself to him like a proper name,
fused with his portrait, with his image.”%

A “photographic event” refers to work with the
camera, but the suggestion to read an image in
relation to what is outside the picture, not only

in relation to what’s inside the frame, is equally
valid for paintings, certainly for paintings that are
based on photographs. The fact that an ostensibly
neutral, standard image, such as a facial portrait
of a young man, can become a disturbing image
in terms of the context and circumstances of its
creation, and in terms of the knowledge possessed
by the viewer about it, renders the portrait a very
powerful image, with possibly volatile potential.
In the twenty years of existence of the Haaretz
collection, a great many works from it have

been displayed on the walls of the offices and
corridors of the paper’s editorial headquarters.
Throughout this entire period, there have been
only two instances in which works were removed
from the wall following protests by employees,
and both cases involved portraits. In one case, it
was a 1999 work by Anat Aviv, Wanted (plate 42),
consisting of twelve paintings identical in size:
eight frontal portraits of young men and four
paintings of floral wreaths. The expressive, highly
colorful series was welcomed with appreciation
and satisfaction by the employees in the common
open space where it was hung. The turning point
came when, a few days later, a label bearing the
work’s title - Wanted — was affixed next to it.

The second case involved a large frontal 1996
portrait by Nir Hod of Yigal Amir (plate 43). The

assassin of Yitzhak Rabin is seen in black and
white against heaving, stormy skies, his gaze
lowered. A large bird of prey with wings spread
hovers above him as a metaphoric attribute

for Kkilling one’s prey, casting a heavy pall of

dark threat over the whole work. In both cases,
the employees demanded that the paintings be
removed. In the case of Wanted, the atrocity from
the employees’ perspective lay precisely in their
total identification with the posture of the Israeli
security forces. There was no doubt in their minds
that these were murderers “with blood on their
hands.” In the case of Yigal Amir, the protest
sprang from disavowal and non-identification,
deriving from the inability to tolerate the fact
that the assassin is “one of us” and a powerful
desire to differentiate between him and “us.”

In another article, from 2000, titled “The Ghost of Yigal
Amir,”% Azoulay analyzes the assassination of Yitzhak Rabin
as a case in which the mechanisms that routinely construct
the rationalization for the murder of Palestinians are turned
against themselves. The figure of Amir, she argues, chal-
lenges the system by undermining the stereotypical, racist
concepts that are rooted in the Israeli society: “Both when he
is an assassin and when he is not an assassin, he is effective-
ly taking a place that is not his, which is basically designated
for someone else, for an Arab as an assassin, or for an en-
lightened Ashkenazi as a citizen. Amir himself is like a ghost,
having no place in worldviews based on dichotomous divi-
sions, such as secular and religious, Ashkenazi and Mizrahi,
enlightened and ignorant, Jews and Arabs, good and bad.”®
By his act of assassination, Amir exposes the logic of the
system, the justification of murder under the aegis of an ide-
ology of one kind or another. He succeeds in surprising the
Israeli society in that he, though belonging to an ideological
stream that is outside the mainstream, used a method which
for years was developed by and served the mainstream.

HERO AND
VICTIM

The Rabin assassination uncovered the fact that the debate
between the right-wing and left-wing camps in Israel about
the incitement that preceded the murder is actually a dis-
pute underlain by an ideal shared by both sides: self-sacri-
fice for the sake of the state and a perception of the idealist

as a hero. Otherwise, Azoulay maintains, “not only the ques-
tion of whether the murder was justified or unjustified
would have come up, but the very axiom of justified mur-
der: What is justified murder, where does its justification
derive from, who holds the monopoly on the justification,
and what are the differences between murder, Killing, lig-
uidation, occupation and war?”® The Rabin assassination
event undermined the hegemonic establishments on both
the right and the left, and called into question their exclu-
sive authority to decide what justified murder is. It also
subverted one of the formative myths of the Israeli society
- of the akedah, the sacrifice or binding of Isaac. This myth
has consistently been the model through whose prism the
Israeli society grasps the need to sacrifice its finest sons
on the altar of the state’s security. As such, the state is ef-
fectively cast in the role of God, though Amir, by his act,
denies this. “In the assassination,” Azoulay writes, “as he
embodied the akedah story, Amir challenged the boundar-
ies of the myth. He interpreted the sacrifice literally, but
ignored its social dimension, the fact that it is part of the so-
cial contract that is the state’s foundation. He was not driv-
en by the good of the state but by what he perceived as the
good of the people or the nation. To replace the state with
the people is to undermine the state’s status as the frame-
work that defines the sovereignty of the people, and to call
into question the state’s exclusive authority to take life and
to justify violence or prohibit it.”¢’

The sacrifice of Isaac, a central myth in Israeli culture, is
also a frequent theme in Israeli art, from Abel Pann, Moshe
Castel, Mordecai Ardon and Itzhak Danziger, to Menashe
Kadishman and Moshe Gershuni, down through Dina Shen-
hav and Adi Nes, to name only a few. Gideon Ofrat devoted
an entire chapter of his book Within a Local Context® to the
theme of the sacrifice of Isaac. “Let us now embark on the
journey of the akedah in Israeli art,” he writes. “The jour-
ney will proceed among several major stops. The first will
be linked in part with the pogroms and attacks of the 1920s.
The second stop will focus on the Holocaust and on the War
of Independence, and here the figure of Abraham will be
prominent as representing the suffering hero of the akedah
story. He is both the bereaved father and the suffering Jew-
ish people. The next stop will center on the period between
the Six-Day War and the Yom Kippur War, and here we will
find the ram, whether as a hope of salvation or as a lament
for redemption that does not arrive. The last stop will focus
on the younger generation of Israeli art, which responds to
the Lebanon war [of 1982-2000; the book was written before
the 2006 war], but which has been engaged for many years
in an offensive against the Abrahams who send their sons
to be sacrificed in battles. For the artists of this generation,
the hero is Isaac. They identify with him, and no angel or
ram will arrive on the scene to redeem them. The violence
that emanates from these paintings will transform the one
who is bound into the one who binds his father.”® Myths in
general, and biblical myths in particular, are of course an
important element in the construction of the national justi-
fications for both Israel and the Palestinians. These myths
are invoked particularly in the historical debate over the
question of who the victim is. The irony lies in the fact that
in the case of the akedah it is the same myth that is told
from two different points of view and is cited in the argu-
ments adduced by both sides, for in Islam the myth takes
the form of the sacrifice or binding of Ishmael.

Dina Shenhav’s 1994 work, The Sacrifice of
Isaac (plate 44) is one of a series of mosaics
created from sponge cubes, whose language

and imagery call to mind ancient local mosaics
and pose as such. The Sacrifice of Isaac is the
only one in the series that depicts an explicit
scene — the moment at which Abraham lifts
his hand over Isaac, who is on the altar. The
narrative is conveyed in a childish comic
book style, with a caption identifying each
character. This is also the only work that
contains a written text (in the upper section):

“Loathsome murderers shattered

The line of sanity that was smeare

Does it help anyone Be silent

Swallow a slice of filth

The stench of the murder will soon crawl”

“I wrote the text immediately after the
murder [of twenty-nine Palestinian worshippers
by an Israeli settler-physician] in the “Cave of
Machpelah,” Shenhav says. “One of the things
that interested me was the ‘boundary of sanity’
and its connection to religious extremism, the
question of where the motivation for cruelty
comes from. What interested me in this work was
to touch points of the foundation of culture, the
myth tales, the story of the sacrifice of Isaac and
its connection to life itself, to the present. The
sacrifice of Isaac as the potential for the most
vicious cruelty, for even though it was not carried
out, the boundary was crossed - in other words,
there was readiness to carry it out. I was also
interested in yoking a dramatic text and dramatic
story to a type of childishness or ‘inarticulateness’
that the material and the text evoke.””?

The terminology invoked to render Killing in the name of
the state “natural” also makes use of biblical phraseolo-
gy. For example, ben mavet, “deserves to die” or “marked
for death,” which the IDF spokesman used in announcing
the “liquidation” of Ahmed Jaabari, is taken from a com-
ment made by Kind David, a mythic figure who bears a dou-
ble symbolic role in the Israeli and Palestinian narrative.
When the prophet Nathan tells David the allegory of the
“poor man’s lamb,” to chastise him for his deeds involving
Bathsheba and Uriah the Hittite, David’s response is, “The
man who did this deserves to die”’! - not realizing that the
words are aimed against him and that he is thus sealing
his fate. The prevalent lesson from the Bathsheba story is
“Have you committed murder and then also taken posses-
sion [of the dead man’s property]?” — a sentence actually
taken from the story of King Ahab and Naboth’s vineyard
- and it continues to resonate across the blood-drenched
history of the Israeli-Palestinian conflict over the land that
is in dispute between the two sides. In the context of the
“who is the victim” issue, the figure of King David also ap-
pears in another myth, that of David vs. Goliath, which is
always brought up in regard to the historical game of musi-
cal chairs known as “few vs. many,” “strong vs. weak” and
“firearms vs. stones.”

Ohad Meromi’s Goliath (2002; plate 45) is an
unusual portrait. It’s a sculpture of a head
decapitated from a black giant, around which a
white cloth is wrapped and which is lying like

a forgotten object, part of abandoned property

or belongings, or like one of a series of victory
trophies that remain on the shelf. The sculpture
was shown in the exhibition “The Road to Lod”
(curator: Irit Segoli), held at the Kalischer Gallery
in 2003. Reviewing the show, Galia Yahav wrote,



A\

“Ohad Meromi’s Goliath is a sculpture that evokes
the classical codes of a monolithic structure on a
pedestal. A large basalt head, wrapped in white
cloth like an infant, lies on a heavy wood box.
The decapitated head, the happy outcome of the
victory of the few against the many, right over
wrong, the Jews over the Philistines, is also the
castrated head of the phallic giant. The guile
that discovered the weak point of the heretofore
invincible giant evokes an association with

the detached, decapitated head of a terrorist

in a photograph by Pavel Wolberg (which was
shown this year in ‘Point Blank,” an exhibition
at the Tel Aviv Museum of Art). The spectacle
of the head of the defeated enemy is a show

of hubris by the victors, of their obtuseness.
Those who turn subject into object, who make a
spectacle of death, bring on themselves internal
deterioration a moment after the end of the
schadenfreude. In this sense, we are all on the
road to Lod, that is, to the expulsion of 1948.772

A decapitated head also appears at the center

of a 2000 painting on paper by Avner Ben-Gal
(Untitled, plate 46). The bleeding head is being
held by the hair in the left hand of a large female
figure, an erect, nude Amazon, wearing only a
black brassiere. The head belongs to a bearded
man, whose features, like those of the woman,
are concealed beneath cascading black hair. In
her other hand she is holding a bloodied spear to
which shreds of hair still cling, and behind her
stretches a desert, ruins and columns of smoke
visible on its far horizon. This scene is the product
of a fantasized connection between mythic past
and catastrophic future, between a war of Gog
and Magog and the day after a nuclear holocaust,
centered on a hybrid image that crosscuts, in a
bizarre intermix of myths, David and Goliath,
Samson and Delilah, Salome and John, Judith and
Holofernes. The hybrid theme is also present

in the depiction of a female figure that blends
traits of an erotic, almost pornographic model,
with elements of a macho warrior. In an article
about Ben-Gal’s work, much of which deals with
evil, catastrophe and the end of mankind, Yael
Bergstein addresses the hybrid male-female
theme in his paintings.”® She links this to mental
zones of tension involving schizophrenia and
paranoia, quoting from Deleuze and Guattari’s
book Anti-Oedipus; Capitalism and Schizophrenia,
specifically their comments about the case of
Daniel Paul Schreber (1842-1911). Schreber was

a judge who lived in Germany and suffered from
a mental illness, which he later described in his
autobiography, Memoirs of My Nervous Illness.
He details his hallucinations, in which the world
is in crisis, humanity has become a race of ghosts,
and his mission is to save the human race by being
changed into a woman and then impregnated

by God in order to create a new human race.

A conflagration together with columns of smoke
from ruins, destruction and the “end of the world”
also form the background of a photographic work
by Pavel Wolberg from 2002 (Untitled, plate 49).
However, the forefront of the image returns the
viewer to the “here and now” and confronts him

with a documented image of the contemporary
“David”: a portrait of a Palestinian youth holding
a slingshot loaded with a large stone, a moment
before it is whirled and hurled. The arena is
familiar — a makeshift structure of cinderblocks,
burning tires and general neglect — as a recurrent
depiction of the Palestinian uprising in the
occupied territories. The instant captured by the
camera is dramatic and explosive, the “moment
before,” and the figure of the youth appears
sharp, “clean” and clear against the background
of the fire, the smoke and the visual noise that
envelop him on all sides. The focus is a result of
the gaze through the camera lens, but it evokes

a disturbing and appalling feeling of observation
through a different lens - the sharpshooter’s
telescopic lens — which dualizes the “moment
before”: the moment before the throwing of the
stone / the moment before the firing of the shot.

The sacrifice of Isaac and the battle of David and Goliath
are formative myths. However, without a doubt the cardinal
myth of Western culture derives from the New Testament:
the crucifixion of Jesus. “The formal resemblance between
the two mythic heroes who experience divine violence,
Isaac and Jesus, lies in the fact that they are sacrificed,”
David Ohana observes in his book. “In the Christian tradi-
tion, Jesus is perceived as being bound, while in the Jewish
tradition the myth runs so deep that legends exist relating
the dead Isaac being resurrected. Nevertheless, an essential
difference between Isaac and Jesus must be emphasized: in
the Christian tradition Jesus rises from the dead in order
to bring redemption. Jesus dies for the sake of redemption
and comes back to life for the sake of redemption. Isaac
does not ‘die’ for mankind, rather [the akedah story is con-
strued] as testimony to the power of belief and as the test
of the believer.”’*

The crucifixion, when it is present in Israeli art, en-
tails a duality of Jesus’ being a Jew and Judaism’s ambiva-
lent attraction-repulsion relations vis-a-vis Christianity. In
his chapter “The Crucified of Israeli Art,””> Gideon Ofrat
mentions numerous artists who addressed this subject, di-
viding them into two main groups. The first group consists
of those for whom “the Christian image is an expression
of a finger of blame: Christianity from this perspective is
responsible for anti-Semitism and for the Holocaust, and
quite a few of the artists referred to are Holocaust refu-
gees (Ardon, Maryan, Bak, Bezem, Hofstatter, Hirsch, Pins
and others).”’® Ofrat augments this group with artists, no-
tably Reuven Rubin, who made use of the Christian image
to symbolize the national Jewish revival in the form of Zi-
onism. For the second group, which includes artists such as
Tumarkin, Meirovich, Lifschitz, Moshe Gershuni and Moti
Mizrachi, “the Christian image is a metaphor of personal
and existential suffering, without any emotional or concep-
tual attachment to the Christian myth.””” In contrast, Am-
itai Mendelsohn, in his article “Jesus of the Sabra Thorns:
The Figure of Jesus in Israeli Art,” argues that nearly all
the Jewish-Israeli artists who have dealt with Jesus, both
before and after Rubin, fused the private with the national.
Mendelsohn notes the parallels and the connection between
the figure of Jesus in Israeli art and the historic national
reality, almost from the outset: “After the establishment of
the State of Israel in 1948, the great number of casualties
in the War of Independence created the need for an art that
would commemorate the young lives lost in combat. Art-
ists who dealt with the war and with its losses, such as Mar-
cel Jancu (1895-1984) and Naftali Bezem (born 1924), used

Christian iconography, especially the Pieta, as the ultimate
way of depicting the loss of young life. These examples had
nothing to do with the idea of the Son of God in Christian
theology. They are concerned with sacrifice and heroism.””®

The crucifixion image, in the struggle for
national recognition and the establishment

of a state, which entails resistance to foreign

rule and oppression, can be found now days in
Contemporary Palestinian art. For the Palestinian
artists, the image of the cross or of the crucified
appears — parallel to the sacrifice motif — as an
outcry that seeks to give expression to distress. In
practice, it serves as an extreme image to evoke a
condition of extreme suffering.

The figure of Jesus appears in the work of

Abed Abdi in one of a series of illustrations he
did especially for the periodical Al-Jadid, which
were published in conjunction with short stories
by the writer Salman Natour from 1980 to 1982
under the general heading “Wa ma nasina (We
didn’t forget)” (plate 47). Writing in the catalogue
of a retrospective of Adbi’s work, the curator,

Tal Ben Zvi, finds this series of drawings to be
the zenith of Abdi’s explicit reference to the
Nakba. “The illustration that accompanies the
story ‘From the Well to the Mosque of Ramla,’
incorporates heavy religious allusions with real
suffering. The old man with his deeply furrowed
face appears here as if crucified in sacrifice or
as protecting the figures of the wailing women
standing behind him with a dead, shrouded body
lying beside them on wooden boards. Here,
Natour’s narrator relates the story of the bomb
that exploded in the middle of Ramla’s Wednesday
market in March 1948, killing many. He describes
the ensuing chaos and the numerous bodies lying
among the market stalls and crates of fruits and
vegetables. The incorporation of the religious
image into the scene of mourning against the
background of a few buildings, and the schematic
depiction of a mosque’s minaret charges the
event with timeless and placeless symbolism.
Despite the highlighted word ‘Ramla’ in stylistic
script that appears within the background
architecture, the body lying with its face hidden is
simultaneously a specific and universal victim.””’

It is not surprising that Abdi’s drawing appeared as an illus-
tration for a literary work: in both Israeli and Palestinian
art, the image of the crucified Jesus recurs in literature, es-
pecially poetry. Even before its appearance in Israeli paint-
ing, the idea of Jesus as a symbol of Zionist renewal is found
in 1920s poetry. Thus, as Ofrat emphasizes, Rubin was in-
fluenced by the poetry of Uri Zvi Grinberg: “A powerful af-
finity was formed between the early Rubin and Grinberg,
who was the editor of Albatross and in 1922 printed in it a
Yiddish poem, ‘Before Jesus Cross’... As a whole, it can be
said that Rubin drew not a little from Grinberg in regard
to the Christian connection.”®® Similarly, Palestinian poet-
ry precedes Palestinian art in invoking images of Jesus. In
an article about the work of Asim Abu Shaqra, whose note-
book of drawings was found to contain a large collection of
representations of the crucifixion and the pieta (plate 48),
Kamal Boullata discusses the link between painting and po-
etry: “The subject of Christ’s Passion, which Asim explored
in these drawings, had already been a recurrent source of
inspiration to numerous Palestinian poets, in whose mother

tongue the words fadi meaning ‘redeemer,” and fida’i, mean-
ing ‘freedom fighter,” share a common root. Regardless of
their religious origins, whether they were Christian like
Tawfiq Sayigh, Muslim like Mahmud Darwish, or Druze
like Samih al-Qasem, Palestinian poets had borrowed met-
aphors alluding to Christ’s Passion to allegorize their own
travails in the land that had once witnessed the persecu-
tion and crucifixion of a rebel from Galilee. [...] Images of
Christ’s Passion were called in [Asim’s drawings] to con-
vey the significance of cactus to the Palestinian peasant in
a way that cries out for a sort of sanctification of the indig-
enous plant whose ability to flower out of death answers in
the peasant’s mind the belief in death and resurrection.”

The cross as a form and a symbol is also pervasive
in the work of Ibrahim Nubani. Initially, this is
related to his deep probing of abstract geometric
forms, in particular those of Kazimir Malevich.
But by the end of the 1990s, the cross appears

in his works as a pure form, floating across the
painterly surface together with other forms,
geometric and amorphous, coalescing to create
open, harmonious compositions. In time, however,
the cross became a central element in Nubani’s
distinctive language, increasingly fraught with
symbolic meanings and personal and political
implications. Beginning in 2000, the compositions
become notably dense and expressive, the large
canvases rampant with a chaos of images and
forms compressed into one another and heaped
atop one another. The cross now sometimes
appears like a stamp prominently embossed

in the forefront of the painted field, as in Red
Tree with Black Cross (2002; plate S1), or as a
deep compositional structure, hidden beneath

a plethora of images, as in Death in Palestine
(2002; plate 50). In an article for the catalogue
of a solo show of Nubani’s works in 2004, I
addressed this change in his painting: “In his
paintings from this period, Nubani replaces the
rigid grid with spatial composition made up of
vaguely geometrical color-plans. The loss of the
grid, with its underlying associations of Utopian
order and harmony, is a central development.
Nothing remains of the geometrical order, save
for minor ‘appearances’ of the black square and
the cross, which now seems to have gained the
status of subject matter rather than remaining
an element of the formal composition. In Red
Tree with Black Cross the cross appears s a kind
of seal in the upper left-hand corner, and in Kite
and Cross it hovers, green, over red skies. ‘I
sometimes refer to [my paintings] ironically as
crusades,” says Nubani in an interview in 1991.
‘My life has been pretty hard. The cross keeps
returning, quite dominantly. But it is a secular
cross, no connection to Christianity here. It’s

a sign of suffering. I hope I can stop making
them when I move to better times.” More than a
formal part of his ‘image dictionary,” the cross —
whether secular or religious - is a symbol of the
downtrodden, the oppressed, the victimized.””®?

Like the use made of the image of the crucified
Christ in Israeli art, for Palestinian artists, too,

it is a symbol in which personal suffering and
national distress are intertwined. In some cases,
Palestinian artists emphasize the personal aspect
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and choose to depict themselves as Jesus. A
case in point is Durar Bacri’s 2006 self-portrait
as Jesus (Untitled; plate 54). This life-size oil

on canvas shows him frontally, naked other
than a loin cloth, a bleeding wound in the ribs.

A closer look reveals that this is not regular
canvas but stretched strips of gauze, a choice
that underscores the symbolism of the wound,
the suffering and the pain, and evokes an acute
connotation of shrouds. Similarly, a photographic
self-portrait by Raafat Hattab (Untitled, 2005S;
plate 53) depicts a bizarre trinity in which a
figure is seen dancing in the nude, wearing

only black socks on his feet and a traditional
kaffiyeh wrapped around his waist. The figure,
which appears to be immersed between ecstatic
and spastic dancing, arms outstretched in a
crucifixion posture, is hovering in the air like
the Jesus icon hanging on the wall, and casting
a tormented / surrendering / defiant gaze at the
viewer. The fraught atmosphere, a fusion of
religiosity, eroticism and mysticism, is tinged with
a disillusioned, ironic tone stemming from the
figure’s representation as a kind of salvationist
Peter Pan planted in the setting of a luxurious
oriental villa. Other Palestinian artists forefront
the national element, as we saw in Abed Abdi’s
Wa ma nasina, or in a 2003 painting by

Shaker Abu Rumi (Untitled; plate 52), in

which the artist forges a connection between
two iconic images taken from two different
historical periods, both rooted deeply in our
collective memory - the descent from the cross
and Picasso’s Guernica — and with pathos and
heavily charged symbolism adopts them in aid of
a heroic depiction of the Palestinian struggle.

Mendelsohn, in the article already mentioned,
describes the evolutionary transformation in
the use of the figure of Jesus in Jewish-Israeli
art, from the mid-nineteenth century down to
the present. Initially seen as a symbol for the
suffering of the Jewish people, the Jesus figure
then came to represent sacrifice and renewal
in the Zionist struggle, finally undergoing a
turnabout and becoming a means for identifying
with the Other: “Years of political upheaval
and change during the 1970s saw the image of
Jesus employed by Israeli artists mainly as a
figure opposed to the ideals prompted by the
Zionist movement. His figure is used as an
example of the weak, sickly body, contrasted
with the heroic, strong body of the ‘New Jew’
of Zionism and the ideal image of a soldier
prompted by the state. The figure of Jesus
became an alternative, a means by which the
Israeli Artist could identify with the Other - the
rejected, the denounced, and the tormented.”8?

Indeed, from a certain point the crucified figure
began to appear in the work of Jewish-Israeli
artists as an image for the suffering and sacrifice
of the Palestinians. David Reeb’s painting Pieta

#1 (1997; plate 56), quotes from a photograph by
Miki Kratsman (Untitled, 1996; plate SS), which
depicts a present-day scene of the “descent from
the cross,” in the center of which Jesus appears as
a wounded Palestinian being borne by his friends.

In Domi-No No. 4 (plate 57), part of her Domi-
No series, Michal Heiman juxtaposes Raphael’s
painting of the descent from the cross (1507)
with a press photo of Palestinians evacuating

a person wounded by Israeli army gunfire. In
Domi-No No. 7 (plate 58), Raphael’s Madonna
del Granduca (c. 1505) is juxtaposed with a
Palestinian mother and child (from the Zahoul
family in the West Bank village of Hussan).

The use of the figure of Jesus in connection with the Pales-
tinian subject is complex not only in terms of the symbol-
ic role it carries within the framework of the Palestinian
struggle against the Israeli occupation. The complexity ex-
tends as well to East-West relations, in that it runs contrary
to the traditional system of representation in which Jesus
is the absolute signifier of the white man. The face, Deleuze
and Guattari argue in their book A Thousand Plateaus; Cap-
italism and Schizophrenia, is the white man, an idea that
had its genesis at the moment of Jesus’ appearance, his fig-
ure a point of departure for what they term the face system
and the face-body system. This system moves between the
private and the general, generating binarization (man-wom-
an, adult-child, white-black, rich-poor, etc.) and bearing a
dialectical role in being both the creator and the preserver
of the semiotic that interfuses the conception of the signi-
fier-signified (of delimitation and representation) and that
of subjectification, the dominant semiotic of our time, the
semiotic of capitalism: “The face is not a universal. It is not
even that of the white man: it is White Man himself, with his
broad white cheeks and the black hole of his eyes. The face
is Christ. [...] Jesus Christ superstar: he invented the fa-
cialization of the entire body and spread it everywhere [...]
Thus the face is by nature an entirely specific idea, which
did not preclude its acquiring and exercising the most gen-
eral of functions: the function of biuni vocalization, or bina-
rization. [...] If it is possible to assign the faciality machine
a date - the year zero of Christ and the historical develop-
ment of the white Man - it is because that is when the mix-
ture ceased to be a splicing or an intertwining, becoming a
total interpenetration in which each element suffuses the
other like drops of red-black wine in white water. Our se-
miotic modern White Man, the semiotic of capitalism, has
attained this state of mixture in which signifiance and sub-
jectification effectively interpenetrate.”®*

According to Deleuze and Guattari, the face system
operates as a mechanism that connects two dominant pat-
terns of thought, each located in a different part of the face.
One - the signifier-signified concept that underlies ratio-
nality - is located on the platform of the face, which is a
white wall; while the other - the concept of the subject,
which underlies the appearance of the ego - is located in
the eyes, which are two black holes: “Signifiance is nev-
er without a white wall upon which it inscribes its signs
and redundancies. Subjectification is never without a black
hole in which it lodges its consciousness, passion, and re-
dundancies. Since all semiotics are mixed and strata come
at least in twos, it should come as no surprise that a very
special mechanism is situated at their intersection. Odd-
ly enough, it is a face: the white wall/black hole system. A
broad face with white cheeks, a chalk face with eyes cut in
for a black hole.”®

GAZING AND
GAZED AT

It is not surprising that the eyes are given a primary role
in connection with the perception of the subject: the gaze
is at the center of many of the seminal theoretical writings
about modern and postmodern thinking concerning the sub-
ject. Heidegger posits an arena of gazes in which the hu-
man gaze meets the gaze of being and vice-versa, as a result
of which gazing/gazed-at relations (subject-object) are an-
nulled and become an infinite mirror game in which each
side is gazer and gazed-at alike. For Sartre and Lacan, the
turning of the gaze plays a formative role in relation to the
subject - for the former through the encounter with others,
and for the latter through the encounter with the reflection
in the mirror. In Foucault, the interiorizing of the gaze gen-
erates subject-object relations that are entailed in the de-
limiting power that flows from them.%¢

The gaze is also naturally at the center of theoretical
writing about the visual image, notably in regard to the way
it is created and perceived, and to viewer-artist-work-of-art
relations. Works of art that deal overtly or tacitly with the
gaze are often subjected to multitudinous interpretations
and become the center of a passionate debate — prominent
cases include da Vinci’s Mona Lisa, Velasquez’ Las Meninas
and Manet’s Olympia. In fact, Olympia has a special place
in the development of the discussion about the significance
of the return of the gaze in portrait images. In her book Vi-
sual Texti(a)les: Narrative and View in Painting, an exten-
sive and penetrating analysis of the basic questions about
the gaze in visual culture, Efrat Biberman devotes an entire
sub-chapter to Manet’s painting. She discusses the manner
in which Olympia, through the gaze, claims her particulari-
ty and thereby appropriates to herself female sexuality and
constitutes herself as a subject.®’

Biberman elucidates the issue of the returned gaze by
means of a comparative discussion between the viewpoints
of the French philosopher Maurice Merleau-Ponty and La-
can. In her analysis, “The point of convergence, which is
relevant for the present discussion, between Merleau-Pon-
ty’s perception of looking and that of Lacan, lies in the fact
that both assume the returned gaze to the observer, both re-
fer to relations of looking that maintain mutuality between
them, in which there is no separation between active seer
and passive seen.”%® Vision, according to Merleau-Ponty, is
not an optical action by the subject but exists in the world
and precedes the subject’s vision. The body that directs a

gaze has a gaze returned, and seeing is a bi-directional ac-
tivity in which the body possesses a dual status as subject
and object at one and the same time. However, whereas for
Merleau-Ponty this dual status is based on reversibility —
areversal created as a result of the subject’s directing his
gaze to the world and its return by the object of observation,
which shows itself actively - for Lacan it is grounded in re-
flexivity. The difference between them is that in regard to a
split subject, as Lacan assumes a priori, the gaze that emerg-
es from it never returns in the same manner. The return of
the gaze, Lacan says, even when it stems from recognition
and identification, as in the mirror stage, assumes limita-
tion of vision, blind spots and asymmetry.®° The interface
between the gaze according to Freudian fetishism (see foot-
note no 87) and Lacanian narcissism gives rise to the next
historical stage in thought about the gaze. In the 1970s, it is
linked to gender issues. In her groundbreaking article, “Vi-
sual Pleasure and Narrative Cinema,” published in 1975, the
film theorist Laura Mulvey set forth the psychological-socio-
logical foundation of relations of patriarchal control through
the male gaze.”®

But the idea of the gaze as an instrument of suppression
goes much farther back, of course. For example, relations
of control by means of the gaze form the basis for the pan-
opticon, the surveillance facility conceived by the political
philosopher Jeremy Bentham in 1787. It was later invoked
by Foucault in his essay Discipline and Punish; The Birth of
the Prison, as a metaphor for a modern form of employing
regimenting force.’! The panopticon’s structure denies its
inmates the ability to look and to see who is looking at them,
nor can they know whether and when they are being looked
at. Deprivation of the right to see has always been a means
of punishment, humiliation and abuse. Blindfolding prison-
ers, abductees and persons under torture serves not only
the functional purpose of preventing them from identifying
their location or the identity of their captors and torturers.
It is also an act of humiliation and mental oppression, rein-
forcing a violent array of control in which the captives are
denied the right to see. As in the panopticon, this is a dou-
ble deprivation: both of the right to look and of the ability
to know if and when I am being looked at.

Pamela Levy’s 1988 painting Intifada (plate 60)
shows a naked young man, his eyes covered with
a strip of cloth. Until the early 1980s, Levy was
considered a feminist artist whose main themes,
in works characterized by a kind of surrealistic
symbolism, were the body, nudity and sexuality,
treated in a manner that aroused ambivalent
feelings between seduction and threat, beauty
and anxiety, wholeness and violence. Her work
was interpreted largely in reference to female
nudity subject to the male gaze in the history of
the West. However, from the beginning of the
1980s, subject matter related to the political
events of the Israeli-Palestinian conflict began to
appear in her work. In 1983, she exhibited a series
of paintings done on the basis of photographs
from the first Lebanon war, in which Palestinian
men - dead, battered, some of them amputees —
appeared, and in 1988 she exhibited works done
in the wake of the first intifada. “By means of
associative tools, which are personified as men
and women, the subjects of her work over the
years,” Ilana Tenenbaum writes in the catalogue
of an exhibition of the 1980s in Israeli art, “Levy
creates a relationship between the nude body and
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political content — a tension that is present in the
analogy between the erotic space and subjects
such as ‘the inferno’ and ‘the flight,” which

are central themes in her work. The political
content is also evident in references to works
from the history of art, such as in the association
between her work, Palestine, Birth of a Nation
(1988; plate S9) and Delacroix’ Liberty Leading
the People (1830). The artist’s private reality

is interwoven in the national reality, raising
challenging questions of identity or its absence,
whether private, gendered, national or class.”®?

In Intifada, the prisoner’s hands are not bound
and the body is fully controlled by means of the
mechanism of the gaze / gaze deprivation / gaze
internalization, as was discerned by Yigal Zalmona
and Tamar Manor-Friedman in the catalogue of the
exhibition To the East: Orientalism in the Arts of
Israel: “The young man can perhaps be identified
as a Palestinian, because of his facial features,
but we can’t be sure. What, actually, does an Arab
look like? The viewer finds himself in a racist
posture, because only the combination of the title,
the fire, the disaster-and-terror atmosphere and
the vulnerability of the figure make him think
that this is a Palestinian. The figure is anonymous,
naked; it has a genital organ but does not have a
gaze. Still, the figure is not bound and appears
able to remove the blindfold by itself. Possibly
implicit in the scene or in our consciousness is a
concealed presence of security men who do not
allow the young man to remove the blindfold.

The presence of force exists in every situation

of occupation, even if it is not visible.”*3

The intifada and the scenes of the occupation

in the paintings of David Reeb, and indeed his
project of critical painting as a whole, are also
perceived in relation to questions about gaze and
sight. The two major articles in the catalogue of
his solo show in 1994, in the Tel Aviv Museum of
Art, by Itamar Levy and Ariella Azoulay, home

in on the theme of sight and the rehabilitation of
sight in regard to his works. “The rehabilitation
of painting as a critical tool,” writes Levy, “is a
condition for rehabilitation of vision, a condition
for re-vision. This revision is focused upon
political, historical, narrative painting - painting
that tells the story of the community and unifies
it around a shared vision.”* Azoulay writes,

“This painting was a practice of interpretation
which did not seek for the meaning of the picture,
but for a sharpening and a rehabilitation of

the viewer’s gaze.”®® The issue of the gaze in
Reeb’s work goes beyond the one-dimensional
relations between subject and object, extending
to multiplicity - taking into account not only the
bifurcated subject, but also the replication and
multiplication of the observer’s viewpoints that are
formed in his works: photographer, painter, viewer,
community of viewers. Reeb quotes photographs
of photojournalists, particularly those of Miki
Kratsman, but also of others, such as Alex Levac
and Anat Saragusti, and of himself, who document
the unfolding events in the occupied territories and
daily life in Israel. “When David Reeb paints from
a photograph by Miki Kratsman,” Azoulay writes,

“he asks questions about representations and
about conditions of representation: picture, gaze,
camera, image, memory, army, occupation, society,
photographer, artist, suffering, torture. He asks
about what it is permitted to see of all these, who is
permitted to see some of these, who has an eye that
has become dulled, who has an eye that is sharp,
who represents what, what represents whom.”*®

And Itamar Levy, in his article “Eye-Witness,”
notes, “The use of photographs taken by another
person extends the traditional meaning of

the notion of ‘eye-witness.” As long as we see
the pictures only in the newspapers and on
television, we can relate to ourselves as viewers
without either responsibility or response-ability.
David Reeb too is a consumer of second-hand
images, but instead of non-response he chooses
a paradoxical response; he repeats the image,
duplicates it, recreates it as a painting that

is written in his own handwriting and signed
with his own signature. [...] Testimony, writes
Shoshana Felman, is not a personal story, but
only the witness himself can tell it, and without
his signature the testimony has no validity.
Without a signature the testimony involves
something of a concealment of evidence or, in
the present case — a concealment of vision.”” A
blockage of seeing is indeed a recurring motif in
Reeb’s work. “Reeb’s viewing,” Azoulay points
out, “always focuses on some disturbance in
seeing. Now it is a Palestinian whose eyes are
bound by a soldier. Now it is an inscription that
a soldier commands a Palestinian to erase from
the wall, and Reeb can no longer read it. Now it
is a Palestinian boy who covers his eyes, wipes
his tears, protecting them from the camera.”®

Reeb consistently harks back to this motif

both as testimony to the relations of power and
control between occupier and occupied, and as

an allegory of the blindness and loss of vision of
the Israeli society. In this context, his series of
paintings, Laborers (2001; plate 63), is a late and
particularly intriguing example. Portraits are
infrequent in Reeb’s work, still less portraits in
the traditional sense. The Laborers series is an
exception in this regard. The point of departure
for the series of eight paintings is a photographic
group portrait of seven young Palestinian men
taken by Miki Kratsman (plate 61) in Tulkarm in
1996 - laborers, according to the title of the series.
The frame of the black-and-white shot is cut off
above the subjects’ knees, and the background

is a space void of any identifying detail of place
or surroundings. (In fact, only six men are

clearly visible in the photograph; the seventh is
completely hidden in the rear of the frame, with
only the top of his head, protruding above the back
of the man in front, attesting to his presence.) The
power of the image derives from the tension that
is created in the game of revealing and hiding
gazes. Three of the men are looking directly at
the photographer / painter / viewer / viewers, and
casting / casting back a strong, penetrating gaze;
while three others are hiding their faces in their
hands and concealing their gaze. All the men, who
possess “eastern features,” are identified by the

local viewer as Palestinians and automatically as
a group of detainees - the hands of those whose
faces are uncovered are linked, so that for a
moment it seems as though they are bound to one
another, while those who are hiding their faces
seem to be suspects who are fearful that they will
be identified. Only a second look reveals that the
hands are not bound and that the concealment

of the faces is not necessarily due to fear but
could be taken as dissent or an act of refusal to
reveal themselves before the eye of the camera.

Exceptionally, Reeb’s two styles of painting

- the realistic and abstract quotation — which
usually appear in separate works, fuse in this
series. The abstract in Reeb’s work is a product
of his treatment of a realistic image, which he
seemingly assaults - pulverizing, slashing, slicing,
blurring - or which he hides by overlaying it
with crudely tapestried elements such as circles,
squares, serrated frames and other forms.

The Laborers series is the quintessence of this
process, exposing the repeated efforts at realistic
replication on the one hand, and abstraction on
the other. Four paintings in the series are exact
quotes of Kratsman’s frame, almost perfect
copies of the photograph and of each other. The
four others show the image in the background,
hidden and truncated by added forms that have
spread across it like a rash on the skin. The
image vanishes before our eyes. Azoulay: “The
disappearance in Reeb’s painting seduces us in the
Baudrillardian sense. Not seduction that arouses
passion, not seduction that arouses a desire to
conquer and be conquered, but seduction in the
sense of distraction, seduction in the sense of
restlessness, the seduction of someone who is
captivated in waiting for the return of what has
disappeared. [...] Facing Reeb’s ‘abstract’ it is
the viewer who senses a seeing disturbance. The
viewer’s gaze is placed in a political context. The
viewer here is no longer someone anonymous,
but the Israeli viewer; the loss of sight is not an
individual case but a collective loss of sight.”®®

Loss of sight and blockage of vision, as praxis
and metaphor, are also recurrent themes in

the photographs of Pavel Wolberg. The article
by Moshe Ninio, the curator of Wolberg’s solo
exhibition at the Tel Aviv Museum of Art (2002),
in the accompanying catalogue is laid out to
focus on each work separately, with segments of
a conversation between curator and artist about
the specific work alongside. The article opens
with an analysis of a portrait of a Palestinian
woman opposite a soldier at an army checkpoint.
(The photograph, Qalgilyah [Checkpoint], 2002,
plate 62, also appeared on the invitation to the
exhibition’s opening.) “As a rule,” Ninio writes,
“it is rare to find mid-range close-ups in your
work, and semi-close-ups of Palestinians are
even rarer - in fact, this is the only one that
comes to mind. You can almost say it has portrait
qualities, even if it is a crossroads portrait, of

a nameless figure. [...] The opening suggested
in this photograph — which makes the image
what it is, an image that may always oscillate

in a state of thresholdness - is entirely focused

on the face of the Palestinian, a woman, which
violates the stipulations established by all the
other photographs; and the focal point of this
focal point is her gaze. The questions that have
already surfaced are re-invoked: Is this a gaze
of ‘essence’ that asks for nothing? Is it a gaze
expecting to be returned, acknowledged? And

if acknowledged - then, acknowledged as what?
And in any event, what is it that is embedded in
the face? What is revealed through it; or perhaps
— what does the face betray? Is it the humiliation
of the humiliator, contempt stemming from a
sense of inner superiority, near-testing on the
part of the representative of power? Is it playful
cynicism, of someone who says ‘No matter what
you do, you will never break me’? Does the face
convey an unexpected, Christian-like fusion of
endless tenderness, compassion on the part of

a Muslim woman? Perhaps she just wants to

be liked, simply in order to cross? Is it at all
possible to tell, whether here or in any other
instance? But there is still yet another option,
which does not exclude any of the former: in the
documented instant, the one who is dressed up as
a soldier does not return the gaze. In side view, in
profile, his eyes appear lowered, cast down.”1°

Ninio’s article concludes with a discussion of two
other portraits, this time group portraits, that
share the same title. In terms of their composition,
they recall Kratsman’s photograph. They are
frontal shots of a group of Palestinian men of
various ages, standing against the background
of a concrete wall that looms above them, their
hands bound and their eyes blindfolded: Tulkarm
(Town), 2002, Tulkarm (Town), 2002 (plate 65).

Ninio: “We started with the optional

returning of the gaze of a Palestinian,

a woman. What does it mean to you - to

photograph people who are unable to

see you, who can’t return your gaze?”

Wolberg: “I didn’t have much

time to dwell on it.

The army took us. The flannelette [i.e., the

blindfold], it makes the picture: it indicates

these are captives. Without the flannelette,

there is no picture, just a bunch of people.

It’s a photograph that has to be taken.

The army took us there. They let us

in to take pictures. That was it.”1"!
Ten years later, the questions raised by
Wolberg’s works about the gaze and its blockage
remained equally valid. In the catalogue of
his next solo exhibition, held at the Ashdod
Museum of Art in 2012, Hamutal Sterngast
wrote about a new photograph of a group of
blindfolded Palestinians (Rafiach Crossing, 2008,
plate 64): “The blindfold, intended to prevent
orientation in space, also prevents the viewer
of the photograph from finding a hold on it,
because the foci of human identification and
expression are blocked to him. If, as Roland
Barthes says, in a photograph we look for only
‘someone who will look at me!’ — then here the
concealed gaze pushes us out, to outside the
frame.”'%2 The exhibition, again curated by Moshe
Ninio, was titled “Masquerade” and focused on
photographs dealing with costumes, camouflage,
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masks, concealment and disappearance. “These
photographs,” Ninio notes, “point up how, as

a photographer, Wolberg persists in halting,
every day of the year, before revelations of

what appears as itself and at the same time

as other than itself, which exists as already-a-
representation, as an image-figure within the
everyday - and principally before figures that
demonstrate the phantasm that activates them,
in this order: sexual, religious, national-collective
[...] The mask, the compressed expression of the
phantasmic and of sexuality, is confronted with
the camouflage - as a performance of a self-
nullification, forced or voluntary (a bridal veil,

a masking veil, a burqa), or, quite differently,

of a prevention of identification (in the case of
Palestinian insurgents). A third aspect shows an
act of blinding - whether imposed and temporary,
always of Palestinian detainees, or as a result of
wounding (a photograph of a wounded IDF soldier
on a fence at the Lebanese border).”103

Masking and blindfolding are, then, two key
elements in regard to the question of the gaze and
concomitant questions about subject-object and
signifier-signified relations. These two elements
maintain relations of similarity-dissimilarity
between them, bearing a photographic positive-
negative character. The mask is a facial cover
that allows the gaze to remain, whereas covering
the eyes leaves face and body revealed but
blocks the gaze. “The mask,” according to
Sterngast, “is essentially a perforated surface.
Its surface conceals the face and exposes only
the gaze: the wearer of the mask sees but is

not seen. As opposed to this, in the case of the
blindfolded captives, the blindfold conceals

the gaze of the bound person and exposes his
body to those who look at him, The mask and

the blindfold belong to one another.”1%

There are also masks which are simultaneously
facial coverings and eye coverings, as in the
work Filth - Targets (plate 66) by Lior Shvil,
which shows four men with their hands bound
and sacks covering their heads. The work,
created as part of a 2010 installation OZ Belev-
Yam (translated by the Andrea Rosen Gallery

in New York as “brave in deep water”), consists
of four elongated panels (one panel for each
figure), recalling targets in shooting ranges.

The four men are a cloned self-portrait of the
artist. The fact that they are wearing colorful
fashionable attire, and seem to be dancing,

lends a hallucinatory dimension to the work.
The appalling situation, in which the four face
execution - heads covered, hands bound, serving
as shooting targets - merges with a harrowing
humoristic perspective that locates the work
between the serious and severe and black humor,
presenting a grotesque connection between the
civil and the everyday, and militarism, violence
and death. At the center of the installation, which
was created in the wake of the Turkish flotilla

to the Gaza Strip in 2010, is a simulation of a
ship being boarded by force, but which draws

in a series of influences from various events,
political and personal, as Shvil himself attests:

“This project had its genesis after the [Israeli
naval] commandos boarded the Turkish ship
Marmara off Gaza in 2010. It exists between

two types of existential experience, cultural and
personal, between oppressor and oppressed,

and between pride and shame. ‘Filthy target’ in
military slang refers to a Palestinian terrorist and
is an expression used to differentiate between
him and a modern, sophisticated fighter, and to
present the Palestinian as primitive and inferior.
It’s an expression that symbolizes the deeply
rooted racist Western approach and its oppressive
ideology, which in the past was aimed at Jews
(‘dirty Jew’). The ship in the installation is also

a symbol, encapsulating the space of the change
between the Exodus and the Marmara, between
oppressed and oppressor. For the photograph I
dressed up as a detainee / captive with a sack

on my head, standing in a posture that ranges
between being impossibly painful and a seductive
dance that provokes the viewer with a kind of
tragic playfulness. At the personal level, the
work lies between the oppressor’s intoxication of
power — which is also me, as a Jewish Israeli, who
wields power against the weak and unprotected,
imbuing him with a sense of law-based superiority
- and the feeling of identification with the
oppressed Palestinian, the insurgent fighter for
freedom, justice and independence, a viewpoint
that until 1967 was identified internationally

with the fighters of the IDF and was part of

the Zionist myth on which I was raised.”1%%

The choice of the image of detainees / captives,
hands bound and heads covered with sacks, is
undoubtedly connected with the fact that Shvil
has lived in the United States in recent years
and that the installation was created and shown
there. The public furor in the United States
over the revelations about the maltreatment

of prisoners, first in the Abu Ghraib prison in
Iraq and afterward in Guantanamo, implanted
in the public consciousness the image of
people subjected to torture, bound and with
heads covered. The image has often been

used by protesters in the United States and
elsewhere as a means to shock the public.

The sack-mask is a particularly cruel means,
aiming at abuse and humiliation. Besides blocking
the gaze it also interferes with breathing, eating and
drinking, and expunges every human dimension. In
contrast, the facial coverings of masked individuals,
which conceal and block their faces in a similar
manner, serves as a source of power by the very
fact that it allows the gaze, and the wearer controls
the situation by dint of seeing but being unseen.
The masked individual is engraved in the Israeli
consciousness as a frightening, threatening force.
In Nir Kafri’s photograph, Untitled (Jerusalem)
(2000, plate 67), the head of a man in a black mask
is seen peering out from a group of unidentified
structures made of white concrete cubes, an
enigmatic milieu that might be a cemetery, a public
sculpture or a site of modernist architecture. The
Jewish-Israeli viewer automatically tags the figure
as Palestinian in the context of the documentation
of a violent event (since the photograph was hung

at the entrance to the Haaretz building I have
frequently been asked whether it is an image from
the terrorist attack at the Munich Olympics). The
knowledge that the photograph was taken at an
Israeli army training facility and that the masked
person is an Israeli soldier during an exercise in a
simulated built-up area jolts the consciousness.

By wearing masks, people seek to prevent their
identification and subsequent surveillance by the
security and intelligence forces, and they wear
them in demonstrations, ceremonies and parades.
Giyora Bergel documents one such event in a 1999
painting (Untitled, plate 69). This is a bizarre and
bewildering procession whose identifying marks
are not easily read, so that it is difficult to specify
its national or geographic context. At its center
are three figures who are leading a procession
whose participants wear masks or head coverings,
two of whom are beating marching drums, the
third playing bagpipes. Two of them are wearing
black and have smooth masks, one white and one
black, which conceal their faces, while the third
has a face covering and a kaffiyeh-type shawl
with a red-and-white pattern. The shoes of the
three are covered with what look like plastic

bags that are wrapped around their ankles. A
further perusal suggests that this is an image
taken from a march in Northern Ireland, having
to do with a phenomenon that developed there

of divided solidarity: the Protestants identifying
with Israel, the Catholics - fighting for their
independence — with the Palestinian people.'%

It’s interesting to examine this work by Bergel

in comparison to an earlier painting of his,
Firefighting Family (1996, plate 68), which is a
group portrait of seven firefighters standing in
arow in the foreground, with a fire truck in the
background. The firemen are wearing uniforms
and work clothes, each according to his job, and
masks or other face coverings conceal their facial
features. The function of the body and facial
covering is different in each painting — in the
procession the covering up is for concealment,
with the firefighters it’s for protection — but

there is also a common denominator: in both
cases the costumes stir an uneasy feeling

of violence, fear and looming disaster.

Facial covering as protection is also used
against teargas grenades fired by the Israeli
army against Palestinian insurgents, as seen in
Pavel Wolberg’s photograph from 2000,

Temple Mount / Haram A-Sharif (plate 70).

This fleeting frame depicts a dramatic moment,
which transforms it into a powerful iconic
image. A Palestinian youth is using his shirt as
a face cover, leaving only a narrow slit for the
eyes. He is captured by the camera swinging

a slingshot over his head, a mosque minaret
towering in the background, a razor-wire fence
perched in the right corner, the entire left side
of the frame hidden by the leg of an Israeli
soldier or policeman. The youth’s gaze, seen in
profile, is directed outward but he appears to
be totally focused and concentrated inwardly,
in an effort to turn his body itself into a weapon
of which the slingshot is the far edge.

This tragic and never-ending game of gazes brings us back
to Deleuze and Guattari, whose explication of the portrait
and the gaze differs completely from previous conceptions.
The two describe a reverse “masked ball” in which, rath-
er than the subject choosing the mask, the mask chooses
the subject. The mask, they argue, is the face, and it serves
the mechanism and method of the face, which in turn cre-
ates and preserves the continued domination of the capital-
ist semiotic. For this reason, the face is political: “The mask
assures the erection, the construction of the face, the facial-
ization of the head and the body: the mask is now the face
itself, the abstraction or operation of the face. [...] Never
does the face assume a prior signifier or subject. The or-
der is totally different: despotic and authoritarian concrete
assemblage of power — triggering of the abstract machine
of faciality, white wall/black hole — installation of the new
semiotic of significance and subjectification on that holey
surface. That is why we have been addressing just two prob-
lems exclusively: the relation of the face to the abstract ma-
chine that produces it, and the relation of the face to the
assemblages of power that require that social production.
The face is a politics.”'?”

According to Deleuze and Guattari, Sartre, Lacan and their
ilk were wrong in seeing the face as human; for the face
is not human, it is the very opposite: the face is inherent-
ly nonhuman in that it is a dialectical product of the imple-
mentation of power and of a semiotic that serves the strong.
Therefore, they maintain, only by dismantling the face is it
possible to arrive at the human. The destiny of mankind, they
assert, is to be rid of the face and rid of the gaze: “The in-
human in human beings: that is what the face is from the
start. It is by nature a close-up, with its inanimate white sur-
faces, its shining black holes, its emptiness and boredom.
Bunker-face. To the point that if human beings have a desti-
ny, it is rather to escape the face, to dismantle the face and
facializations, to become imperceptible, to become clandes-
tine.”1%® This is a radical, revolutionary notion, which looks
for the human precisely by erasing the face and the gaze,
and would not only to rethink the portrait but to reboot it
in practice, to go counter to everything it was until now, or
was ostensibly — an expression of subjectivity, consolation,
humanity, uniqueness — and to rebuild it. Yes, Deleuze and
Guattari say, the face has a great future, but only if it is de-
stroyed, dismantled.

EPILOGUE

A political reading of portraiture demonstrates what it is
always surprising to discover anew: beneath what appears
to be natural, necessary and self-evident, contradictory and
colliding forces are at work, which are responsible for cre-
ating that appearance, and art has the power to show this.
At its finest, the art of the portrait reveals the face to be
an arena of battle and the portrait as a means of struggle
in conflicted social-cultural fields. The portrait at its best
is not only a particular and distinctive representation of a
specific person in the world, nor is it a generic representa-
tion of a range of categories and postures, sometimes con-
tradictory, which exist alongside one another - despot or
subject, oppressor or oppressed, dignified or contemptible,
innocent or suspect, persecuting or persecuted, hero or vic-
tim. At its peak, the portrait converts before our eyes the
“either-or” paradigm into one of “both one and the other,”
and even more, into that of “both and not both.” That is, it
undercuts its representative function to a point where all
the categorizations and positions elude our grasp and force
us to rethink what we ostensibly already knew.

/.
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