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David Reeb

Red Line 2# (detail), 2016
acrylic on canvas, 67.5X120
courtesy of the artist
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Gilad Ophir

Untitled, 2010-2012

mixed media on newspaper
courtesy of the artist
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Larry Abramson, from the series
from the series 1967 (Haaretz)
2011-2012

oil, crayon and graphite

on newspaper, 52X42,

courtesy of Gordon Gallery
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On June 5, 2012, the 45th
anniversary of the start of the
Six-Day War, Haaretz distributed
to all its subscribers, together
with the morning paper, a special
supplement containing copies

of 16 selected works from Larry
Abramson’s solo exhibition 71967”
that opened the same evening at
Gordon Gallery, Tel Aviv
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Moshe Gershuni, Gentle Hand, 1978

sound and text work, installation view
Hamidrasha Gallery, Tel Aviv, 2003

various sizes, courtesy of the artist’s estate
and Givon Gallery
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Larry Abramson, 1967 (Haaretz)
installation view
Gordon Gallery Tel Aviv, 2012
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printed obituary that was
published by Gideon Gechtman in
Haaretz newspaper of 18.5.1975
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Guy Raz, Roadblocks - work in progress
published in Haaretz newspaper
March 28 - May 16, 1977
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Ginsberg Robert, “Ruin, World, Life”,

in: Ariel Schlesinger, catalogue, editor:
Ines Goldbach, 2014, Kunsthaus Basell
and Christoph Merian Verlag, pp. 42-43
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Landau Sigalit, editor, Sigait Landau:
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Publishers Ltd. Jerusalem
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Schlesinger Ariel, A Conversation: Ines
Goldbach & Ariel Schlesinger”, in: Ariel
Schlesinger, catalogue, editor: Ines
Goldbach, 2014, Kunsthaus Basell and
Christoph Merian Verlag, pp. 70-74
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mixed media on paper

1993 ,NN1) 877
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Moshe Kupferman
Untitled

153X112
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1997 ,NAN1 N'77

2" 7V N271vN 17*100
28X19

Moshe Kupferman
Untitled, 1997

mixed media on paper
28X19
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1967 ,NIN1 N77 ,8°27 "D
81X54 ,YV 7¥ N2171vn ni7"100

Raffi Lavie, Untitled, 1967
mixed media on plywood, 81X54

1965 ,NIN1D 877,827 'O

56X33 ,T1 7V 'TN7171 111D , i7" 77N
Raffi Lavie, Untitled, 1965

acrylic, pencil and

collage on canvas, 56X33
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1965 ,NIN1D 877,827 'O
R7171 N2YN Ni7*100
35X49 ,1M1 7V

Raffi Lavie, Untitled, 1965
mixed media and collage
on paper, 35X49
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1976 ,NIN1D 877

T127 YV 7¥ N11vn n700
90X90

Henry Shelesnyak
Untitled, 1976

mixed media on plywood
90X90
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Moshe Gershuni, Delicate Hand, 1978
sound and text work, installation view

1978 ,NA1IV T* ," 1172 NN
2019 ,12'aN 7N 1012'nN 11722 12NN NN

Minus1 Gallery, Tel Aviv, 2019, various sizes,
courtesy of the artist’s estate and Givon Gallery
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Michal Heiman, Do-Mino No. 1 (pp. 98-99): Francisco Goya, The Third of

May 1808 (1814) / Photographer Unknown (Reuters, Haaretz),
Gush Katif (6 Dec. 2001), 2002

digitally printed manipulated readymades and stamps, 62X90
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el | prally, Wy 1ol [0 Baphul, ok ol Cominleca, & | 35
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217N ,'7891 / (23.2.2004) N01N 19D ,71ANT 'OWN , (YIND
2008 , (211772 1505) N7ITIN-T7T

62X90 ,N770"2"T N0DTNA NINNINT D' TAIVN DT'N-TT
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
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Deganit Berest, Sad Diptych:
""Mr Cogito and the Movement
of Thoughts”, Zbigniew Herbert,
trans. from Polish David
Weinfeld, 2017

water color on inkjet print

65X50
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2016 ,2# DITN W, 1M 7T
17V 77N
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David Reeb, Red Line #2, 2016
acrylic on canvas

67.5X120

courtesy of the artist
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Doron Rabina, Inverted Father (series)
published in Haaretz newspaper
February 5 to March 12, 1999
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Larry Abramson

From the series Flora of the Land of Israel (after Ruth Koppel), 2012
oil and screenprint on newspaper, 52X42

courtesy of Gordon Gallery
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Hadas Hassid, Ghost Trains, 2017
Pencil on Paper, 29.7X21
courtesy of the Collection of Ann and Dr Ari Rosenblatt
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Untitled, 1995
water color on newspaper, 56X40

’

Deganit Berest

courtesy of Gordon Gallery
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Roee Rosen

Hadera, haaretz,1997
mixed media on paper
29X56
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Simcha Shirman, And the Sun Rose and
the Sun Set, What Was Will Be, 2016
video, 24 hours
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Ariel Schlesinger

Untitled (Haaretz), 2019

burnt newspapers, 56X36

courtesy of Dvir Gallery and the artist
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Gilad Ophir, Untitled, 2010-2012
mixed media on newspaper, installation view
Artspace Tel Aviv 2018, courtesy of the artist
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Larry Abramson

From the series 1967 (Haaretz), 2011-2012
oil, crayon and graphite on newspaper, 52X42
courtesy of Gordon Gallery
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Sigalit Landau, The Country, installation view, Alon Segev Gallery, Tel Aviv, 2002, The Recorder of Days and Fruit, 2002, mixed media and newspaper, 134x76x91,
mixed media and newspaper, courtesy of the artist courtesy of Doron Sebbag Art Collection, ORS Ltd, Tel Aviv
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N"INNN N12'TNA ,]1N7V1 N271vn n7'100 , 2002

Sigalit Landau, The Country, installation view, Alon Segev Gallery, Tel Aviv, 2002,
mixed media and newspaper, courtesy of the artist

,J1N"V1 N11vn 7'V ,2002 ,N11'D 70
1ROV "N1NT ANT TOIN NIATTND ,55X45X60

Sack of Fruit, 2002, mixed media and
newspaper, 55x45x60, courtesy of
Yoav and Ruthi Gottesman Collection

,JIN"V1 N2A7TYN 17120 ,2002 ,NDVITA
019D Q0IN N12'TN] ,173X54X95

The Picker, 2002, mixed media and
newspaper, 173X54X95,

courtesy of Private Collection
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Deganit Berest

Sad Diptych, 2017
pencil on paper
65X50
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The Art of Haaretz

I’'ve always thought that collecting and journalism have something in common.
Both fields call for curiosity: a desire to know, to see and to discover new things.
In the newspaper business I am third generation, whereas collecting skipped

a generation in the family. My father was not a collector; he only bought art

to display at home. But my grandfather was a mega-collector. The means at

his disposal were effectively unlimited, and he established one of the finest
book collections in the world, a large part of which is still in the Schocken
Library on Balfour Street in Jerusalem. So it seems to run in the genes.

In any event, Haaretz and art are two important things in my life. When Efrat
Livny informed me that the combination of and connection between the two
would be the theme of this exhibition, on the occasion of Haaretz’s centenary,
I was skeptical. But the exhibition she has curated — which this time includes
not only works from the Haaretz Collection, but also some that were borrowed
from collectors and from artists, for which I thank them - persuades me

that Haaretz and art is a winning combination in more than one sense.

Amos Schocken
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Sigalit Landau

from The Country, installation, 2002
mixed media and newspaper
various sizes,courtesy of the artist
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HAARETZ NEWSPAPER

IN ISRAELI

Efrat Livny

ART

This exhibition coincides with the centenary of the
Haaretz newspaper. The counting of days and years,
with one date marked as more special than others, is a
symbolic act, external to the ongoing prosaic-dramat-
ic work of putting out a daily newspaper. By the same
token, it is an external point of departure for an exhi-
bition. Indeed, the idea of holding an exhibition deal-
ing with the connection between Haaretz and works
from the history of Israeli art initially seemed ques-
tionable: It was not clear whether any such connection
existed, and if it did, what - if any - its significance
might be. Very soon, though, as I made headway in the
research, I discovered two things: first, that there is
a large quantity of works subsumed under this theme
(far more than this exhibition has space for), and sec-
ond, that the subject occupies a central place in Israeli
art. What can be grasped intuitively by anyone familiar
with the Israeli cultural scene - the notion that Haaretz
has a place in the lives of Israel’s artists and that this
will trickle into their work - is here seen to be a fait ac-
compli, embodied both in matter and in spirit.

Some of the participating artists also made use of
other newspapers in their work; however, the choice of
Haaretz, as manifested by the works in this exhibition,
bears special significance and is an important element
of both the creative process and the work itself. This
stems from the special place Haaretz occupies in Isra-
el society as a newspaper that declaredly espouses a
critical liberal approach. Sociologically and materially,
Haaretz is the paper most read by artists and available
to them for use. In terms of content and world-view, it
is the newspaper that artists identify with and in whose
subject matter and thematic emphases — from politics
and society to the broad platform accorded to culture
and art - they find suitable raw materials for their cre-
ative work. Be it a 1976 report about settlers’ abuse
of a Palestinian, which is at the center of Moshe Ger-
shuni’s Delicate Hand; a short story by S.Y. Agnon that
appears in a collage by Raffi Lavie; a poem by Zbig-
niew Herbert in a work by Deganit Berest; or the on-
going coverage of the Al-Agsa Intifada, which served
as raw material for Sigalit Landau’s monumental work,
The Country, whose title is a translation of the paper’s
name; and many more.

Although Haaretz is celebrating its centenary, the
works in the exhibition date from the 1970s onward.
The technique of collage and the use of newspaper and
magazine clippings in artworks arrived on the West-
ern European scene in the second decade of the 20th
century with Cubism and Dada. However, the big bang
in this realm occurred in the United States in the 1950s
with the advent of Pop Art, whose waves reached Is-
rael at the end of the 1960s. The early works in this
exhibition, then, are collages from the 1970s by Raffi
Lavie and Henry Shelesnyak. However, the use of the
newspaper was not confined to collage. As the exhi-
bition shows, it appears over the years in a variety of
techniques and styles: drawings, prints, photographs,
video, sculpture and installations. It’s present as well
in conceptual art, which also dates from the 1970s - in
the works of Gideon Gechtman and Moshe Gershuni -
and, in the time junctures of the following decades, in
the works of the other participants: Larry Abramson,
Deganit Berest, Hadas Hassid, Michal Heiman,
Moshe Kupferman, Sigalit Landau, Gilad Ophir, Doron
Rabina, David Reeb, Roee Rosen, Ariel Schlesinger,
Yuval Shaul and Simcha Shirman.

11
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THE TEMPORAL

It’s well known that Moshe Kupferman’s signature
on his paintings is integral to the work itself. The sig-
nature appears as an expressive, pictographic ele-
ment, prominent in size and location, in some works
more than once (in a 1971 work the artist’s signa-
ture appears nine times?), and in later years becomes
doubled, in juxtaposed Hebrew and English. The sig-
nature receives the same treatment and acquires the
same artistic attributes that go into the creation of the
whole picture. Accordingly, its integration and assimi-
lation within and amid the other elements of the work
is perfect, both when it is overt and when it is camou-
flaged among them. Its manifestation is tantamount
to a confession — “I am the one behind the work” — and
an imprint, as sign and testimony that “I was there.”
Like the famous case in which the Renaissance artist
Jan van Eyck inscribed the words “Jan van Eyck was
here 1434” in his painting “The Arnolfini Marriage,”
in Kupferman’s works, the year is always noted next
to the signature. Most of his works are untitled — he
usually assigned them a generic designation: “paint-
ing,” “drawing,” “work on paper.” The only addition-
al information he found important to note about the
work — and he was meticulous in this regard - is its
year of creation.

Time possesses a special status in Kupferman’s
work and is a key concept in the repeated attempts to
interpret it and release it from the exclusive domain
of “abstract painting.”? Kupferman himself contribut-
ed to this line of interpretation with comments such
as, “The picture is created in a certain present, but
the artist is never free of the baggage of the past and
of the voyage into the future,”? and in the few times
he gave his paintings titles, he chose to refer to the
concept of time (for example, the 1970 series Time
II: Times of War, or the series The Rift in Time from
1999). “The Kupfermanian context,” Yona Fischer
writes, “entails his alertness to everything that occurs
in this everyday reality: He listens almost obsessively
to the morning news on the radio, watches the evening
news broadcasts on television daily; and his atelier
never empties of newspapers, weeklies, and publica-
tions on various social and political issues, scattered
all over like signs of a continuous present.”* It’s not
surprising, then, that at the beginning of the 1990s
the material signs of this continuous present entered
into his work. He developed a distinctive technique in
which, by spreading a layer of thinner, he transferred
the print to paper and copied whole pages of a daily
newspaper, which became the base for his drawings

and paintings. He first exhibited these works in 1992
in a solo show at the Givon Art Gallery. His work Unti-
tled, on display in this exhibition, belongs to this group
(p. 57).

A newspaper is a signifier of time: The very use of
anewspaper in a painting, like the introduction of oth-
er horologic or temporal elements (such as noting the
year next to the signature, inserting family portraits
or calendars, and so forth) draws the viewer’s atten-
tion to the question of time in relation to a work of art.
Throughout history, the plastic arts have maintained
complex relations with time; they are traditionally
“void of time” — in contrast to theater, dance, the cine-
ma and even literature, which possess temporal dura-
tion. (This was true until the advent of video art, which
sprang from the plastic arts following the encounter
between technological developments and the artists’
aspiration to extend the boundaries of their language.)
A further complexity resides in the tension between
the fact that every work of art is created within a con-
crete present and its perception as being timeless and
eternal. That tension, in turn, gave rise to one of the
acute questions with which the plastic arts continue
to cope: art-reality relations. Hence the singularity of
the use of a newspaper in a work of art, which attests
to the work’s present time and brings home its ephem-
erality, even as it concurrently crosses time’s coordi-
nates toward the future, to the viewer’s present.

Time also became a central theme in Raffi Lavie’s
work beginning in 1964, when he started to make use
of print items: scraps of newspapers, articles and ad-
vertisements (pp. 60-63). Lavie was influenced by
American Pop Art, but as Sarit Shapira notes in her
comprehensive study of his work, collage functions
differently in his art. For the practitioners of Pop Art,
the collage was a reaction to and a critique of the po-
litical and social changes generated by the revolution
in the communications media, marketing and distribu-
tion in the United States at that time; whereas for La-
vie - in the years before the media revolution reached
Israel - collage unhinges the symbolic order by disas-
sembling concepts such as “understood” and “time.”?
One of the central features of the institutions of mo-
dernity, Shapira argues in the wake of the philosopher
Jean-Francois Lyotard, is the attempt to control the
present through the ethos of the accumulated expe-
rience and achievements of the past, on the one hand,
and on the other hand, the use of abstract, timeless
formulations. By inserting newspaper clippings, then,
Lavie is able to embed the present without resorting to

the patterns of the past and the future. Shapira: “The
dates, hours, period images, and their reverberation
in Lavie’s signature-like paintings locate the work in a
concrete ‘now,” at the time of an event always missing
from the signs of the work, which cannot exist other
than in it.”® The work’s immersion in the present time
aims also at evoking and indicating the time-present of
the moment of viewing, the viewer’s “now.”

The use of the newspaper - on the one hand as a
signifier of time, as a clock or pendulum in the work
or as demarcating a period’s boundaries, and on the
other hand deriving from an elastic approach to time
as crosscutting, severing, and reconnecting past, pres-
ent and future time - is revealed in the exhibition as a
means to depart from and subvert the traditional tem-
poral order. The fact that the organizing logic of a dai-
ly paper is the chronicling of the present becomes in
some of the works an allegory of the concrete, and in
others its presentation as present time that swallows
past and future into it, totally disrupting the chrono-
logical-mythological order. In the series Do-Mino
Michal Heiman juxtaposes, in a visual parallel, two
“twin” images: one from newspaper photographs, the
other from reproductions of Western art masterpiec-
es. The title of each work in the series contains the
complete reference material, including dates. One of
the works pairs a photograph from February 2004 with
a painting by Raphael from 1505 (pp. 66-67); another
places a photo from December 2001 next to a Goya
painting from 1814; and in a third, a photograph tak-
en in July 2004 is juxtaposed to a painting by Dela-
croix from 1830 - and there are additional works in
the series as well. Following the usual practice, along-
side the title of each work appears the year of its cre-
ation, which is later than the newspaper photograph,
and also present in all of them is the mythological time

1 Fischer, p.104.

2 On the concept of time in Kupferman,
see: Fischer, pp. 72, 66, 129-133;
Harshav, pp. 7-68.

Ibid., p. 129.

Ibid. p. 346.

Shapira, p. 298.

Ibid., p. 271.
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Herzog, p. 136.

The present exhibition displays a reduced
version of the 2002 original.

Azoulay, p. 258.

Miron, p. 224.

Biberman, unpaginated.

of the event depicted in the painting (Madonna and
child, the descent from the cross) or its precise his-
torical date (for example, the title of Goya’s 1814 work
is The Third of May 1808). Heiman here connects a
series of remote-near times, intertwining and bind-
ing them together (also in the sense that the images
are juxtaposed as two pages, opposite each other, in
one book) and serving them up as a gift of the pres-
ent. Yet this act of linking actually has its source in a
solo exhibition titled “Attacks on Linking,” where the
works were first shown. Because “in order to link,” as
Omri Herzog writes in the exhibition catalogue, “one
must first draw a boundary delineating discrete units,
point out their beginning and end so that they may be
joined together, composed into a whole that also has
a beginning and an end. Thus a link, like any bound-
ary, cannot exist unless it may be violated, and has no
real existence except in the gesture that is transmitted
through it and negates it.”” The question of the bound-
ary and its crossing is inextricably linked to the ques-
tion of time-space relations: linkage of images distant
in time from one another becomes possible only with-
in the framework of their placement within the shared
space of a picture.

Space was the focus of much of the attention and
response to Sigalit Landau’s 2002 installation The
Country (pp. 98-101), in which the viewer’s initial ex-
perience was one of spatial disorientation. Descend-
ing via stairs or elevator to the basement floor where
the Alon Segev Gallery - the venue of the exhibition
- was located, the viewer found himself, upon enter-
ing the gallery, on a typical Tel Aviv roof.? But togeth-
er with the powerful spatial deception, the visitor was
waylaid by an equally jolting temporal dislocation.
The disorientation in relation to time did not stem, in
this case, from a confusion between different periods
that were fused together; its cause lay in the ability
to interpret the identical situation simultaneously as
a pre-industrial/technological past, as a grim realistic
present, and as a post-human futuristic mirror. The
aesthetics of before/after-the counting is manifested
in the diverse elements of the installation, at whose
heart lies a cyclicality of growing-harvesting-collect-
ing, with one of the central figures sitting next to an
abacus and busy counting, and in the discovery that
the entire spectacle - the mysterious and appalling
fruit factory and the three worker figures inside it —
is fabricated from hundreds of copies of Haaretz from
September 2000, when the Al-Agsa Intifada erupted,
until September 2002, when the exhibition opened.
One daily edition per fruit and weekend editions for
the three figures. The fruits being collected into the
basket turn out to be the fruits of time, the fruits of
the days of awe, and it’s not surprising that they are
bleeding and that the basket is unbearably heavy. The
apocalyptic atmosphere hovering over the installa-
tion is the complete opposite of the feelings that are
generally associated with growth and blossoming, and

the factory-laboratory is revealed to us, with the fig-
ures operating in it “on automatic pilot,” as the bared
mechanism of the evil acts that are performed under
the sun.

And the Sun Rose and the Sun Set, What Was Will
Be, by Simcha Shirman, is a video work lasting 24
hours. Shirman filmed it every day for an entire year,
from January 1 to December 31, 2016 (pp. 86-87). The
artist set a number of rules in advance and stuck to
them: the angle of the photograph is always faith-
ful to his eye — meaning that there is no autonomous
camera movement — and each day is represented in
eight episodes of 30 seconds each. Regularly and re-
petitively, the first episode of each weekday focuses
for 30 seconds on that day’s Haaretz headline (on Sat-
urday, when the paper is not printed, the focus is on
the raising of the window blind in Shirman’s home).
The newspaper functions here as a permanent unit of
time that marks, simply and concretely, the transition
between the days, as well as the cyclicality, the ritu-
al of routine, the force of habit. Shirman compress-
es a year of his/our life into one day. A 24-hour film.
Beneath the mundane - such as the morning coffee,
the drive to work, events in the news, family gath-
erings — seethes the tension and the difference/non-
difference between general time and private time,
between event and nonevent, between repetitiveness
and mutability. The work’s title can be read in a dou-
ble sense, between a poetic biblical quotation about
the human condition and an ironic usage of conven-
tional wisdom about human submissiveness. The con-
tinuous present that stretches before our eyes in this
work does not derive solely from the compression of
time - past-present-future - of the year 2016; but also
from an enfolding of additional past and future times
that the film evokes (childhood memories, plans for
the future, implications of events from the past, and
the like), and of the duration of the work itself, with
the viewer approaching it in the foreknowledge that
he will not see “all of it.”

The fact that it is impossible to see the “movie”
until the end - chronicle of a death foretold - is em-
bedded in the death notice of his own passing that
Gideon Gechtman inserted in Haaretz on Sunday, May
18, 1975 (p. 30). Relative to death, life is an ongoing
present, and in this work time is stretched to the far
edge, in regard to its absolutely final end, and even
beyond. The choice of the phrase “premature death”
in the notice assumes a dual meaning: the death and
the notice arrive wrenched from their time. The notice
was published immediately upon the closing of Gecht-
man’s solo exhibition, “Exposure,” in Tel Aviv’s Yod-
fat Gallery, in which he used biographical objects to
display a sick, perishing body. The exhibition and the
notice were an additional stage in a complete array,
which in retrospect comprises his entire oeuvre, with
its mausoleum-logic construction. Publication of the
notice so early in his life (he was 33 at the time) and in

his creative work generated a kind of breach in time.
“Since declaring his death,” Ariella Azoulay writes,
“Gideon Gechtman has created a space that can be
seen as a completely fabricated one, the space of life-
after-death, within which his activity is subsumed.”®
By inserting the notice, Gechtman undermines the
most basic temporal order, executing a leap in time
in order to view his death. Publication of the notice,
which departs from all the regular conditions of view-
ing art, engendered a situation in which all the art-
ist’s friends and admirers also experienced the leap in
time. “Such encounters,” Aya Miron notes, “generally
hold the reader’s attention for a very brief time-span,
the interval between a ‘before’ and an ‘after’: for most
readers the dead person had not died until they read
this notice, and for them that moment is the moment
of the named person’s death.”%°

Death and the disparity in time vs. the dispari-
ty in knowledge are also at the heart of Deganit Ber-
est’s 1995 work, Untitled (p. 83). On the front page of
Haaretz from Friday, November 3, 1995, which car-
ried a Peace Now ad inviting the public to a protest
rally to be held the next day, Berest has overlaid the
words with which the on-duty physician who received
Yitzhak Rabin for treatment in the emergency room at
Ichilov Hospital on November 4 - at first he didn’t rec-
ognize the patient - “An old man in a suit, his face as
white as snow.” Berest crossmatches two jolting time
frames of not-knowing: one between the “before” in
the ad for the rally and the “after” of the prime minis-
ter’s assassination; and the other between the “before”
of receiving an anonymous patient in ER and the “af-
ter” of the moment of recognizing him to be the prime
minister. The time gap here plays a key role concern-
ing the ability to understand and interpret the single
present event only from the viewpoint of the future,
which sheds new light on the past. “These temporal
zigzags collide,” Efrat Biberman writes, “with the aim
of covering a breach in reality, which was dug by the
assassin. Berest’s work exposes the breach, which was
removed from any time duration and representation,
and whose meaning might perhaps be grasped in the
future.”!
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“I have a Raffi Lavie painting at home,” Michal
Na’aman writes. “It contains a pink stain, pencil doo-
dling, a square newspaper on the left upper side that’s
pasted on upside down [...] Below the newspaper
there’s a sentence in the artist’s handwriting that says,
‘Please don’t read what’s written here, just look.”??
The integration of newspaper clippings in a work
of art necessarily gives rise to questions about rela-
tions of text-picture and reading-observation, from
which derives a broader question: about creating un-
derstanding and meaning. Lavie’s written instruction
within the painting encapsulates the whole paradox in
one sentence: the text and the picture are here not for
you to read them, but “to understand” that, you will
need to read them. That internal contradiction is em-
bodied in the writing-erasure relations that appear in
some of the works in this exhibition in different ways,
where their textual element is revealed time and again
to be actually anti-textual.

Lavie and Kupferman are perhaps the two best-
known refusers of interpretation in all of Israeli art.
For years both of them declined to address the ques-
tion “What is behind the painting?”, refused to see it as
representative, and shied away from a verbal and ex-
plicit “reading” of their works. Both artists, each in his
own way and style, produced an abstract oeuvre that
is considered enigmatic and opaque - bodies of work
characterized by a distinctive vocabulary of form and
color that is associated with them, consisting of re-
current abstract, semi-figurative lines, shapes, and
forms that seem to pose a riddle. For both of them,
the question in regard to understanding and meaning,
indeed to the very feasibility of meaning, is not ex-
ternal to the work but is encoded in it through “rid-
dle” and through erasure. In Kupferman, the erasure
is for the most part achieved by means of the color
white — whether as impenetrable geometric surfaces
that appear in different parts of the composition as
“unconnected” and cover/truncate whole sections of
it, or as the “washing” of the entire work with dilut-
ed white paint. In Lavie the erasure takes the form of
scribbling and free paint stains that cover whole sec-
tions of the painting. In light of the fact that the visual
rhetoric of their work is characterized by “non-read-
ability,” the decision to integrate newspaper clippings
may appear surprising, but a close perusal shows that
for both of them this move is merely a direct, and in-
tensifying, continuation of the same rhetoric.

In his early collages, Lavie engages in “past-
ing newspaper scraps with fragments of words and

sentences upside-down or upon one another, so that
reading them is difficult and requires a more convo-
luted approach.”®? Later, he uses entire editions of a
newspaper, but covers them with drawing and paint
stains, partially hiding and truncating them. On the
one hand, in these works Lavie dangles bait for read-
ing; but at the same time, he uses it for disruption and
concealment, blocking the ability to read or under-
stand the texts “in full,” or the possibility of imbuing
them with verbal significance beyond their presence
as form. “Today, with hindsight,” Shapira notes, “La-
vie admits that in these situations he used to mislead
his critics and conversation partners mainly because
‘it is impossible to talk about what there is in a work
of art.”14

The inability to “talk” constitutes the foundation
of Kupferman’s painting as well; the linguistic resem-
blance in Hebrew between “ledaber” (to talk) and “da-
var” (a thing) assumes special significance in Yona
Fischer’s interpretation of his work: “The term ‘thing’
- davar in Hebrew - is used here not in reference to
the Kupfermanian object, titled Painting or Work on
Paper [...] In the Kupfermanian lexicon, davar de-
notes matters in general as well as the specific matter
under discussion; it covers the sign and the signifi-
er, the patch of paint and the artist’s handwriting, this
mode and that; action and reaction; it is always there,
between what is done and what is not done, between
the experienced and the desired; it is simultaneously
self-evident and evasive. And ultimately it carries the
load of the meaning.”*> The ability to read the words
is sabotaged from the outset by the imprinting tech-
nique Kupferman developed: smearing on thinner that
transfers the newspaper text to blank paper in a mir-
ror image. This is overlaid by a second-order act of
concealment: the text is covered with a layer of di-
luted white paint. Text, still visible, becomes texture.
“The newspaper evinces the textual dimension not at
the concrete, realistic level, but at the conceptual lev-
el of the whole painting,” Tali Tamir avers in regard
to this series of works. “Without adhering to a logi-
cal process of development, Kupferman arrived from
within at the need to replace the abstract grid, the
grim heritage of minimalism, with one made of letters
and words. The suggestion to read the painting as an
open book does not necessarily entail verbalizing the
painting. Kupferman’s greatness lies in his success in
diverting the abstract from its aesthetic level, without
forgoing the principle of abstraction.”6

Kupferman and Lavie collected stacks of

newspapers in their studios, and at a certain stage
they began to make use of them in their work. In con-
trast, Gilad Ophir did not collect newspapers, but de-
veloped a daily ritual to make use of the newspaper
that was delivered to his home that morning. Having
read the paper, he took it to his studio and turned it
into the base for a daily painting. This series, creat-
ed from 2010 to 2012, includes hundreds of abstract,
colorful paintings that were done as an immediate re-
sponse to each morning’s mood (pp. 92-93). At first,
Ophir completely covered the newspaper base with
acrylic and oil paint, using bold coloration that drew
mainly on the palette of the basic red, green, blue and
yellow, applying thick brush strokes and ignoring the
textual content entirely, causing the printed text to
look like a background texture through the layers of
paint. In some of the paintings the abstract images are
expressive, ranging from stains to shapeless forms,
while in others they converge into orderly structures
that evoke the geometric language of abstraction. As
the series progressed, Ophir started to refer to the
text printed on the newspaper base and to leave ex-
posed areas that look like windows or openings in the
painting through which the text is revealed, though
the choice of the exposed areas is essentially formal-
istic. The content chosen is almost always a clever,
amusing or unusual headline, the text functioning as
one more form in the composition constructed on the
newspaper page.

The movement away from the newspaper’s textual
dimension and from its primary function as a transmit-
ter of information and messages occurs also in Sigalit
Landau’s installation The Country (pp. 98-101). Here
the newspaper becomes raw material that completely

12 Na’aman, p. 104.

13 Shapira, p. 292.

14 Ibid., p. 394.

15 Fischer, p. 342.

16 Tamir, in Fischer, p. 86.
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The article that appears in ”Delicate Hand” is
actually a copy of the version that appeared

in the journal Emda at the end of May 1976.
However, Gershuni first encountered the
report in Haaretz on May 6, 1976, as he made
clear in a handwritten note on the copy of the
article. In the exhibition ”Artist-Society-Artist”
at the Tel Aviv Museum of Art in 1978, where
the work was first shown, the article from
Haaretz was placed next to it in a separate
showcase.

loses its original form: it is kneaded into newsprint
pulp from which Landau fashioned the figures and the
host of fruits that comprise the installation. The pulp
ingested everything printed in the paper without any
difference: reports and commentaries about “major”
and “minor” events, central as well as peripheral, po-
litical, economic, social and cultural; a pulp of journal-
istic words and photographs that are all intermingled,
absorbed and washed over with a blood-red liquid, los-
ing their “readability” almost completely. Only here
and there are parts of a headline or a section of an ar-
ticle visible, their revelation enabling the understand-
ing that the entire installation is made of newspapers
and occasioning broken, partial and elusive reading -
an allegory for reading reality, which is possible only
partially and brokenly, suggestively and in an a-lin-
ear form, the deletions, holes and spaces creating new
connections, the meaning emerging as unclosed, shift-
ing and contradictory.

Hole and breach are the central artistic means in
Ariel Schlesinger’s works that make use of newspa-
pers (pp. 89-91). Using a singular technique he devel-
oped, Schlesinger burns holes in editions of Haaretz,
controlling the burning process to achieve the result
he wants. The final product is a lacework whose ef-
fect ranges from spectacular to gruesome. Each work
consists of two editions of a daily paper, attached one
to the other and entwined like warp and woof, inter-
woven in the flame, as though “in their life and their
death they were not parted,” as was said of the bib-
lical Saul and Jonathan. The imagery in these works
emerges from the ravaging, from the fire that con-
sumes parts of the paper, from the act of degrading
(like a sculptor who cuts away part of the material to
extract from it a new shape), but also from the way the
parts are mutually complementary. Different sections
of the newspaper are chosen - the Culture and Liter-
ature supplement, the news pages, op-eds or ads - but
all receive the same treatment, regardless of content.
The burning-patching union between two editions cre-
ates a surprising disruption from the textual aspect: at
first glance the beauty and the symmetry are persua-
sive in their integrity, and for a moment the text seems
to be unaffected; but closer perusal makes it clear that
the destruction and the breaches that are the essence
of the work have created a new textual picture from
the fusion between the two newspapers. Unlike Kup-
ferman or Lavie, Schlesinger is not occupied here with
revealing and erasing the text, but with reinventing it.

Another group of works in this exhibition utiliz-
es the journalistic text in a completely different way,
situating it at the center in full, readably, and with
the clear intention that the content will play a cen-
tral role in the work. Moshe Gershuni’s 1978 instal-
lation, Delicate Hand, (p. 67) includes a blowup of an
article headlined “The story of Yusuf Ziad as told to
Dr. Leroy Frizen,” which describes a series of abuses
meted out by settlers to Palestinians in Hebron.'” In

Henry Shelesnyak’s 1976 work Untitled (p. 6S), made
of a plywood square, three articles of art criticism are
pasted in three of the corners. David Reeb’s Red Line
#2 (2016; pp. 72-73) contains an English translation of
a quote from an article dealing with the scandal of the
nude painting of Justice Minister Ayelet Shaked in the
graduation exhibition of the art department in Shen-
kar College of Engineering, Design and Art. And in
Ghost Trains (2017; p. 81), Hadas Hassid makes a pen-
cil-on-paper copy, with precise realism, of an article
headlined “The trains continue to run — empty,” deal-
ing with an absurd situation in Britain: trains without
passengers continued to ply their regular routes, be-
cause canceling them would have been more costly.

In all these works the point of departure is the
newspaper text, around which the entire creation is
fashioned. Their common artistic procedure involves
the personal choice of a text that caught the artist’s
eye randomly in the daily paper and shocked, angered,
or touched him in some way, followed by a decision
to remove the text from its original context of pub-
lication in the paper and give it prominence, high-
light it, enlarge it, translate it or copy it; relocate it
from its natural place into the artwork and there-
by “save” it from being swallowed up in the flood of
news reports. In these works the text’s readability is
important, since it is the basis from which a work de-
velops that imbues it with new context and meaning.
In Delicate Hand, below the newspaper article that
is hanging on the wall, Gershuni places a table with
a sound system on it that plays a track in which he
sings, in his own voice, the song “Delicate Hand,” with
lyrics by the writer Zalman Shneour. Shelesnyak con-
nects and pits against one another three press reviews
that could never have appeared side by side (two from
Haaretz, one from Yedioth Ahronoth) and places them
like solitary boats floating on a large, empty surface
painted in shiny brown-maroon monochrome, which
seems about to wash over them and drown them. Reeb
enlarges the text he translated and sets down the sen-
tences clearly, in long lines that stretch from one end
of the canvas to the other, in black and white, and over-
lays it with four equidistant vertical lines that refer-
ence the content of the quotation, which addressed the
question of crossing red lines. And Hassid copies scru-
pulously the article exactly as it was published in the
paper, but the text appears muffled, foggy, enveloped
in a kind of aging-blurring patina that turns the work
itself into a ghostly act.
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The ghosts of the past arise from the series 1967
(Haaretz) (pp. 95-97) and Flora of the Land of Isra-
el (after Ruth Koppel) (pp. 78-79), both created by
Larry Abramson in 2011-2012 on dozens of copies of
Haaretz from May-June 1967 (the period of waiting
and the eruption of the Six-Day War), which his fa-
ther kept. In both series, Abramson completely cov-
ered the newspapers with thin, transparent paint in
shades ranging from sky-blue to orange, with the re-
sult that the text and pictures printed in the newspa-
per are only partially visible. Well concealed under the
layer of paint, they require a second and third look,
an effort, to view and read them. On the paint surfac-
es in the 1967 (Haaretz) series, images familiar from
Abramson’s thesaurus of forms - black square, bro-
ken branch, wasp, skull, and others - appear in di-
verse compositions; while in the center of each of the
works in the Flora of the Land of Israel (after Ruth
Koppel) series is a black silhouette of one of the wild
plants from Koppel’s book. By choosing to use news-
papers from 1967 as the base for his works, Abramson
is seemingly pulling the past into the present and ar-
ticulating, both materially and literally, the causal and
symbolic connection between the historical political
events and contemporary developments. The politi-
cal context is heightened by the circumstances of the
works’ exhibit: A solo show in which both series were
on display opened in the Gordon Gallery in Tel Aviv on
June 5, 2012, the 45th anniversary of the start of the
Six-Day War.*8 (p. 26) On that day Haaretz distributed
to all its subscribers, together with the morning paper,
a special supplement produced jointly by the gallery
and the paper, containing copies of 16 selected works
from the two series. The website “The Seventh Eye”
concluded its report about the exhibition and the spe-
cial supplement as follows: “With the exception of the
Gordon Gallery, hardly anyone is making reference
to the fact that the Six-Day War broke out exactly 45
years ago today” (June S, 2012).

The anniversary of another formative political
event — the assassination of Yitzhak Rabin - constitutes
the circumstances of Deganit Berest’s work from 1995
(p. 83). It was published on the first anniversary of the
murder on the front page of the local Tel Aviv weekly
Ha’ir. Surprisingly, it bears no resemblance to a regu-
lar work of commemoration, and the initial experience
of Ha’ir readers who encountered it was probably one
of bewilderment and misunderstanding, as the week-
ly was “covered” by a page from Haaretz. In her arti-
cle “Remembering the Future,” Efrat Biberman shows

how this work, which belongs to the tradition of art-
works that reference political assassination and its
memory, breaks all the rules. If in the history of art,
works of this kind included the representation of the
event itself and resonated visually the mode by which
it was reported or related, nothing of the sort appears
in Berest’s work. Words are its only visual image, and
they describe not the event itself but its “before” and
“after.” At first glance it’s not actually clear how the
work is related to the assassination. Only the discov-
ery that the newspaper page in the background carries
the ad urging participation in the demonstration, and
the knowledge that the words printed on it are a quote
from the physician who received Rabin in the ER,
spark a delayed awareness that this work concerns a
political event. That late awareness is the heart of the
matter. “What was most important for me,” Biberman
quotes Berest as saying, “was to recreate the moment
of ‘not knowing,” the moment that precedes awareness
and that assumes its meaning only after the act.”*?

In Roee Rosen’s Hadera, Haaretz, from 1997 (p.
85), created just one year after the publication of the
work by Berest, and two years after the assassination
of Yitzhak Rabin, the source of the shock is already not
the Kkilling itself, but the rapid shift that occurred with-
in Israeli society — from horror to a transition back to
normality and even a certain level of support for the
criminal act. A quote from the newspaper appears on
the bottom left of the work: “[An Haaretz poll] showed
that 27 percent of the country’s religiously observant
youth and 4.5 percent of secular young people support-
ed the assassination of Yitzhak Rabin, and his assas-
sin.” On the right side Rosen has placed a quote from
another, seemingly unconnected, report: “Just as noth-
ing was done with the mentally ill detainee Marwan
Maali, who a few weeks ago hanged himself with his
pants in his isolated cell” (referring to a Palestinian
who was held in administrative detention - incarcera-
tion without trial). Above the two quotes the artist has
drawn a horizon line with a disturbing landscape por-
trait — grim, black - from which two images familiar
to the Israeli eye take shape, like a cutout or a photo-
gram: the Hadera smokestacks on the right, and on
the left, the flying camel emblem from the Mandate
period Levant Fair.

A further, close, look at the work reveals the de-
formation of all its components, text and images alike.
The text is fragmented and full of “holes” - missing
letters, which Rosen left out and erased deliberately,
thus hampering the reading, stirring doubt about the

randomness or systematic nature underlying the era-
sure and planting in the viewer suspicion about the hy-
brid creation between a press report and a secret code;
the smokestacks turn out to be limp erections, or are
swaying in a storm; the flying camel is Denver-boot-
ed, is blindfolded and has an erection; and glowing
in the dark skies are two moons (or two suns) like a
two-headed calf. Rosen intertwines the two quotes —
which reflect the distorted reality of the occupation
(in this case, the crime of administrative detention)
and of support for the Rabin assassination — with the
images, which are like a sexual and political perver-
sion of the “Land of Israel” emblems and landscape,
and from them composes a whole macabre picture.

In the works of Abramson, Berest and Rosen, con-
crete political events are evoked by means of a visual
array that ranges from direct reference to conceal-
ment and allusion, thus raising the very question of
significance and the possibility, or impossibility, of
representing an event. The power of these works lies
not in the act of representation, but in their embodi-
ment of the event in a way that will liberate it from
the readymade formats of perception that have al-
ready snared it and rendered it immutable as closed
and fully known, an event belonging solely to the past.
Whereas Abramson’s work was created 45 years after
the event, Berest’s only a year afterward, and Rosen’s
after two years, the political events that nourish and
frame other works in this exhibition occur in the “real
time” of the process of creation.

Although the raw materials for Sigalit Landau’s in-
stallation The Country (pp. 98-101) were the editions

18 The 52 works of the 71967 (Haaretz)”
series were exhibited in the Gordon
Gallery; the works on show in the current
exhibition are among the first that
Abramson did on copies of the paper
from 1967 and were not exhibited in the
Gordon Gallery show.

19 Biberman, unpaginated.
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of the daily paper in the two years that preceded its
exhibit, the last edition she made use of appeared
just before the exhibition opened. Indeed, the exhibi-
tion itself was launched in the midst of the events to
which she refers, known as the “Second Intifada” (or
the "Al-Agsa Intifada"). Despite the installation’s fu-
turistic-apocalyptic look, it deals expressly with the
here-and-now of the period when it was exhibited:
one violent event following hard on the heels of the
last and reaching a crescendo in a series of suicide at-
tacks by Palestinians and in Israel’s Operation Defen-
sive Shield, which devastated large parts of the West
Bank and left hundreds dead and thousands wounded
and homeless. These were “Terrible Days” - the title
of a 2002 book by Ariella Azoulay and Adi Ophir, whose
cover bore an image from Landau’s installation. “On
the cover of the book is an inclining figure,” the au-
thors write, “a working photograph from Sigalit Lan-
dau’s exhibition [...] Below the figure is an abacus,
the figure is hunched over it. It’s engaged in counting.
It is calculating [messianic] ends, counting the dead,
browsing the days, classifying the crops of which
it’s made, piling horror on horror, arranging them in
a long, grim series, until the abacus commands it to
start from the beginning. The figure of the terrible
days is counting crops. As though it has counted crops
from time immemorial and will go on counting them
for all time. These crops are not distinct from the fig-
ure, are not external to it, they are flesh of its flesh,
its very essence. They were fashioned like it from the
same material, newspaper pulp of the news pages. The
pulp of news does not threaten its daily routine - it is
its daily routine. It is made entirely of events of this
place and this time, utterly concrete, until the con-
creteness itself becomes allegorical.”?’

And the Sun Rose and the Sun Set, What Was Will
Be, Simcha Shirman’s video work (pp. 86-87), is wholly
an allegory of the concreteness of everyday life that
unfolds parallel to the events of the hour. The camera
that dwells recurrently on the headline in the daily pa-
per at the start of each day of the week in 2016 is silent
testimony to the daily routine that unfolds regularly
alongside dramatic, fateful, blood-drenched political
events that seem to repeat themselves according to
the same cyclical principle that underlies the daily
routine itself. Viewing the work at a distance of years
only heightens the feeling of despair and helplessness
in the face of the fact that the ruling establishment
continues to “manage” and maintain the same circle of
blood and callous mechanism of protracted suffering
under the auspices of a “no-choice” ideology.

In Delicate Hand (p. 67), Gershuni seemingly tries
to create a breach in this ideological screen, which
fences off the everyday political events in categories
of “we” and “them,” “good” and “bad,” “victim” and
“victimizer.” These categories, readied in advance
and imposed post factum, rule out any possibility of
encountering the event “as it is” in the present; and

Gershuni, in a simple act of isolation and enlarge-
ment, tries to penetrate them. The article he chose
for his work, which was one of the first reports about
the routine of the settlements in the territories, is a
first-person account of abuse perpetrated by settlers
from Kiryat Arba against four Palestinians from ad-
jacent Hebron. What makes this a political work is not
only its subject matter, but also the event’s embedding
through a triple physical presence: the article itself,
the bodies described in the article in the first person,
and Gershuni’s voice. The song that is sung and the
way it is played in the installation carry additional bag-
gage in relation to an encounter between Jews and Ar-
abs that departs from the familiar patterns. The lyrics
come from a 1930s love poem by Zalman Shneour that
became one of the first modern Hebrew songs. The
melody, which interweaves German Lied elements
with an Arab folk tune, evokes childhood memories
for Gershuni, whose parents immigrated to Palestine
from Poland. In the original exhibit of the installation,
in the exhibition “Artist-Society-Artist” at the Tel Aviv
Museum of Art in 1978, a loudspeaker was placed on
the roof of the museum and the song was played once
an hour, like a muezzin’s call to prayer.

Gershuni recorded the song in his own voice in
1975, and it was first heard then in a group exhibition
at the Israel Museum in Jerusalem, and a year later
also at the Tel Aviv Artists House. It was only three
years after he recorded the song, and two years after
publication of the article and the occurrence of the
event it recounts, that Gershuni yoked the two togeth-
er and presented them as a single work. “The [first]
two executions,” Sarah Breitberg-Semel writes, “high-
lighted coexistence, the wish for the flowering Levant,
where cross-fertilization between the peoples takes
place. The Ashkenazi pronunciation and the Arab mel-
ody engendered a combination that is also hope for
different times. Two years after the Yom Kippur War,
the song ‘Delicate Hand’ in the accentuation of Ger-
shuni’s singing, in its hybridity, sounded like a remind-
er that a dream once existed here; it was a ‘saturated
source.’ In 1978, the dream was juxtaposed to the real-
ity of the occupation.”?* In 2003, the curator Irit Segoli
placed the work in the permanent exhibition of Hami-
drasha Gallery in Tel Aviv. “The song was rerecord-
ed, [...] underwent another textual change, in order
to merge with the new time,” Breitberg-Semel contin-
ues. “‘Delicate Hand’ of 2003, the period of the second
intifada, the Al-Agsa Intifada, the time of the suicide
attacks in Israeli cities, the targeted assassinations in
the Gaza Strip and the West Bank, and the collapse of
the Oslo accords became a song of keening and anger
of 53 minutes.”

The press reports about the Israeli-Palestin-
ian conflict between 2002 and 2008, replete with vi-
olence, serve Michal Heiman in her series entitled
Do-Mino (pp. 68-69). Like Gershuni, Heiman homes
in on the single event by means of a photographic

enlargement of the newspaper page as published, in-
cluding the date on it, but chooses to focus on pho-
tojournalism rather than on the text. The testimony
here is visual in character: using zoom-in, Heiman fo-
cuses on the photograph that accompanies the report,
positioning it on one side of the “do-mino tile.” On the
other side she creates a visual analogy with famous
paintings from Western art. In almost every case, the
historical paintings, which reference specific, iconic
political events, depict struggle, war and death. But
whereas the visual comparison rests entirely on the
resemblance between the two images, the conceptual
comparison tends to play up the differences between
them. Thus, in the historical paintings the protago-
nists portrayed are known by name or by the role they
played in history, and we also know the event’s date,
as it acquired symbolic significance, and we are well
aware of the names of the “storyteller” artists. How-
ever, in the press photos all these details remain ob-
scure: the photographers and their subjects alike are
nameless, unknown, erased from the present and from
history — Heiman stamps “Photographer unknown,”
a term identified with her work, on the images. Al-
though she carefully leaves the date at the top of the
page in the frame, the point is not to note a distinctive
or symbolic day. On the contrary, what’s emphasized
is the fact that this is one more day of many that have
been and will be, and the event, at the very moment of
its publication, is already doomed to be “old news” in
yesterday’s paper.

“The transformation of the political into the ar-
tistic,” Sarit Shapira writes, “[is] the moment when
the event generating the works breaks from its his-
torical and political circumstances and is revealed as
‘present’ beyond any context. Such an ‘event’ blurs
the diachronic order of its traces and turns them into
refugees in a cyclical motion-traces-results of anoth-
er occurrence, of another event about to lose its con-
text.”??2 From the stacks of newspaper clippings and
other printed matter in his studio, Raffi Lavie rarely
chose to integrate current political developments into
his work.?* When he did so, the events were often con-
nected with the politics of the art world. An example
is the article that appears in the 1965 painting Untitled
(p. 60), whose subject is a call by the Painters Associ-
ation to Dr. Haim Gamzu, the director of the Tel Aviv
Museum of Art, to resign. “The Painters Association
will be run by the painters and the Tel Aviv Museum
of Art will be run by the museum,” Gamzu is quoted
as replying in the article.

More than S0 years later, the art world is immersed
in a battle of a different kind: against political forces
seeking to restrict and censor art. In his 2016 paint-
ing Red Line #2 (pp. 72-73), David Reeb stretches “red
lines” across an enlargement of an English translation
of the response given by the board chairman of Shen-
kar College of Engineering, Design and Art, Zvi Yem-
ini, following the college’s censorship of a work in the

annual graduation exhibition. In that work the artist,
Yam Amrani, added the face of Justice Minister Ayelet
Shaked to a painting of a woman’s naked torso. The
text’s translation into English evokes similar political
events in world history, and in particular the McCar-
thy era in the United States in the 1950s. However, the
critique arising from the spotlight Reeb trains on the
quote appears not to be aimed solely at right-wing per-
secution by government officials and others; its target
is actually the processes by which the left internaliz-
es criticism and practices self-censorship, its hypocri-
sy and the disparity between its speech and its deeds:
“We should protect freedom of expression at almost
any price. Not demean women and not minorities. It’s
not right to perform extreme actions without a cultur-
al context. And there is complete freedom at Shenkar
for students to do whatever they please, even things
that are unconventional in every way. Unconventional
things have been shown before. Here was a sexist au-
dacity that was inappropriate. We don’t set red lines,
but examine each matter on its own merits.” (Haaretz,
Hebrew edition, July 19, 2016)

20 Azoulay and Ophir, p. 7.
21 Breitberg-Semel, pp. 93-94.
22 Shapira, p. 267.
23 Shapira writes that he avoided the
"representational glow of ‘sensational”
painting.” (p. 385).
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The use of the newspaper as raw material appears in
artworks in various forms: as the base of the work, as
collage, documented by scanning, photography or vid-
eo, processed as sculptural material, and as a source
of quotations and handwritten copying. But some
works use the newspaper not as the material but as
the medium. Advertising in a newspaper as an artis-
tic medium (which is outside conventional media such
as painting, collage, photography, sculpture, installa-
tion, video art, and so forth) is a conceptual act. One
such work is Gideon Gechtman’s death notice for his
passing (p. 30), which in no way betrayed the fact that
it was a work of art. Gechtman called Haaretz’s ads
department himself and dictated a standard death no-
tice, adhering to all the conventions, both of form and
of formula, and it was also taken as such by the paper’s
readers. In this artistic act, Gechtman decided to for-
go the artistic object, which in our imagination always
exists outside “life” or above it, and blended art with
life as well as with death. The page of the newspaper
on which the notice appeared, which is on display in
this exhibition, is not the work but only a reminder or
a historical marker for a no longer existent work. The
work of art resided in the idea and in the act of pub-
lishing the notice, and in the mode of its reception.
About 10 years later, Gechtman returned to the notice
and to the artistic object, painting a series of full-color
death notices in acrylic on plywood (p. 31).

Deganit Berest’s 1995 work Untitled (p. 83) makes
mixed use of the newspaper as raw material and as
medium. Her base is a newspaper page, the quote
on it is taken from the paper, and the work first saw
the light of day as the front page of a newspaper. The
connection between the two journalistic texts — one
from before the assassination, the other from after it
- is overlaid by the consternation of the reader, who
becomes, unknowingly, a viewer of art when he en-
counters in the newspaper, exactly a year after the
assassination that rocked the country, a nonrepresen-
tation of the event. The work in the exhibition is one of
three existing versions, all done by hand on copies of
the original newspaper from the Haaretz archive, and
carries a remembrance of the conceptual-artistic act
that transpired upon the work’s publication in Novem-
ber 1996, on the first anniversary of the assassination.

The use of a newspaper as the exclusive medium
for creating a work of art is unusual - few such cases
exist in Israeli art. From March 28 to May 16, 1997, a
pair of photographs by the artist Guy Raz were pub-
lished in Haaretz’s weekly Culture and Literature

supplement. Titled “Photographs from a Work in Prog-
ress,” the images were from the Roadblocks series (p.
32). The series, which had its origin in 1992, is ongo-
ing and large-scale, extending over years, and in es-
sence belonging to the medium of photography in art.
Some of the works have been shown in exhibitions as
large-format, high-quality prints, framed and under
glass. Publication in the newspaper was, in this case,
arare, real-time documentation of the emergence of a
photographic series.

Another example is a notice by Yuval Shaul, which
appeared in the paper on October 2, 2000. Originally
Shaul did a series of ads, each consisting of one sen-
tence, translated into Arabic: “If you will it, it is no leg-
end,” “Our hope will not be lost,” “To be a free people
in our land” and “It is good to die for our country.” The
statements were designed as a commercial ad in every
respect, in a format evoking a death notice - in black
print and within a black border - without translation
into Hebrew and without any explanation or crediting
of the artist (pp. 34-35). The publication in Arabic of
key statements from the Zionist ethos relating to the
struggle for Jewish sovereignty (phrases well known
to the paper’s Jewish readers, few of whom speak Ara-
bic, which they identify as the language of the enemy)
aimed to show the readers’ three-pronged blindness: in
closing their eyes to seeing the Palestinian struggle as
one for independence; as unknowing viewers of a work
of art; and as lacking the ability to “read” that work.
As fate would have it, the initial text in the series (“If
you will it, it is no legend”) was published in the first
edition of the paper to appear after the eruption of the
Al-Agsa Intifada (p. 35) - and because of the tempes-
tuous sequence of events that ensued, the other three
notices were shelved.

Another series in this vein, which was created
expressly for Haaretz and whose categorization as
a work of art derives exclusively from the frame-
work of its publication there - it was never exhibit-
ed in any other context or form - is Doron Rabina’s
Inverted Father (pp. 75-77). Each week from Febru-
ary S to March 12, 1999, the artist published a pair
of photographs in the Culture and Literature supple-
ment (in the Hebrew edition), in which his father is
seen standing on his head at different sites around
the world, under the title “Father,” printed in reverse
mirror writing. The following caption appeared below
the photographs: “‘Inverted Father’ is a series of more
than 80 photographs depicting the artist’s father do-
ing a headstand at various venues worldwide. This is

a global photographic journey, from India to Alaska;
direct photographs documenting a private act, a ritual
of one person, which constitutes a form of ‘conquest,’
of defining territory during a vacation or on a business
trip. In the course of the photographic peregrinations
with the ‘inverted’ father, the non-seeing tourist gaze,
which in many cases also bears a colonialist aspect, is
revealed. In the weeks to come, pairs of photographs
from the series will be published; photographic cou-
plings that create a visual story of a son looking at the
inverted figure of his father.”

There is no doubt that the photographs in the series
can be seen through the “territorial marking” prism
mentioned in the text, and also that the local extras are
“invisible” to the father who is at the center of the pho-
tograph. However, the younger Rabina’s interest seems
to lie in additional aspects of the images. The first “in-
visible” person in these works is the photographer
himself, who in some of the cases was an anonymous
passerby, though often the photographer was far from
anonymous: She was the artist’s mother. There are ac-
tually no women in any of the photographs (other than
in one case, random and blurred in the background).
The act itself, the headstand, bears a masculine, phys-
ical character, requiring effort and strength, and in
some of the images the father is seen surrounded by
other men. The occupation with father-son relations is
here given expression in the work’s different layers.
In terms of form, the father standing on his head, legs
wide apart, recalls the graphic by which dynastic rela-
tions are marked in a genealogical chart; the V shape
of “two that become one” here assumes added signifi-
cance from the very fact of the mother’s absence from
the picture and from the fact that the observing son is
a homosexual whose way of life violates the traditional
family pattern. The title of the series also hints at the
sexual inversion and at the paradoxical fact that if the
father is inverted, the observing son in the pictures is
standing straight.?* Associatively, the series brings to
mind the most famous “headstander” in Israel’s his-
tory, namely David Ben-Gurion, the country’s “Great
Father.” Underlying the series, or hovering above it,
is the question of the source - biological, ethnic, his-
torical, national, and of course artistic — as the photo-
graphs themselves, like the newspaper in which they
appear, do not have one source, and they bear the po-
tential for endless duplication.

24 Getter, p. 17.
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Underlying the idea of the readymade is the percep-
tion of a work of art borrowing its materials from the
reality of the artist’s everyday life; inserted into an
artistic context, the materials metamorphose from
the prosaic into the poetic. Hadas Hassid, choosing,
in Ghost Trains (p. 81), to copy out painstakingly an
entire report from the daily paper, is interweaving
hyperrealism with readymade: taking her materials
from what is readily at hand and with her own hands,
amid no little effort, delivering them into the sphere of
art. The choice of a minor article, indeed one belong-
ing to an inferior realm in the hierarchy of journalism
- an anecdotal story lacking news significance - ap-
pears odd, especially in the light of the artistic effort
this scrupulous copying entails. But in short order it
becomes clear that the choice of this article is not acci-
dental, and that its distance from poetry is not as great
as might be thought. There is something inherently
poetic in a description of empty trains continuing to
travel the length and breadth of England with no pas-
sengers and no purpose. “There is a certain beauty in
this purposelessness,” Yanai Segal writes, “a moment
of independence, as it were. If, purportedly, the entire
purpose of a train ride is to transport people, here the
action breaks away from its original function.”?> The
disconnect from the original purpose recalls the op-
eration of readymade, and the poetry is implicit here
not only in the depiction of the ghost trains but also
as an allegory for the Sisyphean and in itself purpose-
less act of art.

The collages in which newspaper clippings be-
come readymade items manifest different strategies
involved in the process of choosing which particular
clippings are to be integrated into the work. In some
works, clearly, they are chosen entirely at random and
irrespective of their content, and are treated, accord-
ingly, purely as material and texture; whereas in other
works they are patently chosen for their content. Of-
ten the choice of specific items from the newspaper
is related to a special personal interest of the artist
and resonates psychologically and emotionally. Lavie
chooses to integrate into his 1965 work Untitled (p. 61)
Ran Shechori’s article “Law and Freedom-from-Law
in Modern Painting” - a defense of modern painting in
the face of the general public’s disdain for it — because
the text touches deeply and directly on the reception
accorded his own work by Israeli society. “Arrayed
against a coterie of enthusiasts, who are captivated
by the language of modern art,” Shechori writes, “is
the contemptuous majority who ‘don’t understand.’

This mass occasionally spawns angry prophets who
set out to vent their fury, to show, like the boy in the
fable, that the emperor has no clothes - the conspira-
cies and ‘witchery’ of smarmy art dealers and hypo-
critical art critics who have been bought off. In short,
they argue that all modern art, from its greatest to
its most minor practitioners, is a mere fraud, an in-
flated balloon, lies and ugliness. And above all — and
this is the basic argument in the lexicon - it’s merely
‘nonsense.’” Lavie’s interest in the interpretation and
reception of art is also apparent from the many in-
stances in which he chose to insert and quote reviews
by art critics in his work. A case in point is an article
dealing with the painter Arie Lubin, which appears in
the same painting and was also written by Shechori,
who was Haaretz’s art critic from 1963 to 1976.

Henry Shelesnyak also frequently integrated art
criticism from the press into his paintings. In fact, Ga-
lia Bar Or notes, two trenchant critiques of his work
by Ran Shechori were what prompted him in the first
place to take this step. The first critique was published
in the wake of a group exhibition in which he took part,
at the Kibbutz Gallery in Tel Aviv in November 1974,
and the second a few months later following his solo
show in the same gallery. “It was probably his emo-
tional confrontation with Shechori’s criticism, which
really insinuated itself into his inner world, that moti-
vated Shelesnyak to make use of clippings of art crit-
icism as materials for his works,” Bar Or writes.?¢ In
Untitled, from 1976 (p. 65), Shelesnyak, whose work
often examines painting-graphics and text-painting
relations, places on the base two reviews by Shechori,
his acerbic critic, one in the form of an original clip-
ping, the other a typed copy, and a review by Sarah
Breitberg, who took a favorable view of his work. The
reviews are positioned on the surface as though ap-
pearing on one newspaper page, which is completely
covered with a thick layer of paint but has three “read-
ing windows” that allow only the reviews to be read.
Shelesnyak’s choice of these particular reviews is not
accidental. All of them touch on sensitive points, both
biographical and professional, in his past. Breitberg’s
review - of an exhibition by Ilana Goor — mentions fa-
vorably the fact that Goor, like Shelesnyak himself,
never studied art systematically; the retyped review
by Shechori, titled “Contemporary Academicism,” is
a quote from the injurious critique of his work from
1974; and the other review by Shechori, titled “The
Letter and the Art,” addresses a 1976 group show in
which Shelesnyak took part.

The artist’s utilization of clippings of art criticism
is fraught with meaning beyond their cooption as raw
material. The method can be used to respond to the
critics and to generate a dialogue with them and with
the institution of art criticism as such, which the art-
ist is prevented from doing in the paper. “With this
move,” Bar Or continues, “Shelesnyak undermined the
patronizing and extra-systemic position of the critical
review when he coerced it, whether it liked it or not,
to submit to the principle of the recycling of materials
that operated in the system itself, and to reconcile it-
self to its loss of control over what happens. The critic
is no longer a determiner of fates who is exempt from
accountability for what he does, and becomes, in his
turn, material in the hands of the artist, material on
the subject of the relativity of the discourse that feeds
on passing trends in politics and society. The critical
review — its subject, its style, its typography, its ar-
rangement on the page - is only one of many compo-
nents in the culture's system of representation, and is
conditioned by conventions of the time and the place.
Criticism's values are not permanent and lasting; they
depend on the eternity of art, in borrowed time.”?’

The tension between the newspaper’s ephemerali-
ty and art’s eternity becomes doubly meaningful when
the content printed in the clipping chosen for the work
is a work of art in its own right, from literature or po-
etry. From this perspective, Haaretz’s Hebrew edition,
with its two veteran supplements - the weekly Cul-
ture and Literature and the daily Gallery - constitutes
an important journalistic database. The materials of
Lavie’s 1967 work Untitled (p. 63) include a story by
S.Y. Agnon and poems by David Rokeach, which were
published in Culture and Literature. Even when the
texts appear on the canvas truncated and half hidden,
their positioning and marking make it clear that they

25 Segal, p. 86.
26 Bar Or, p. E41.
27 Ibid.
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Shapira, p. 293.

Lavie in Shapira, p. 291.

Berest, email correspondence, March 26,
2019 (Hebrew).

Berest is referring to a previous work

of hers, "A Poem by Tadeusz R6zewicz”
(2012).

Referring to the stage of dismantling

an exhibition, in which the words of
explanatory texts that were glued to the
wall are scraped off.

Berest in email correspondence, March 26,
2019 (Hebrew).

were not chosen randomly. A case in point is a poem
by Dahlia Ravikovitch, which appears in full in anoth-
er Lavie work, Untitled, from 1965 (p. 60):

The End of the War / Dahlia Ravikovitch

He came at midnight, both legs lopped off,
Though his old wounds had long since healed.
He came through the third-story window -

I was struck with wonder at how he got in.
We'd lived through an age of calamity;

Many had lost their closest kin.

In streets sown with shredded papers

The orphan survivors were skipping about.

I was frozen as crystal when he came.
He thawed me like pliant wax,
Altered me even as the pall of night
Turns into the feather of dawn.

His bold spirit translucent as mist
That streams from the morning clouds.

(Translated by Chana Bloch and Chana Kronfeld
Hovering at a Low Atitude: the Collected Poetry of Dahlia Ravikovitch, 2009,
W. W. Norton & Company, NY and London)

“Text is not only texture,” Lavie is quoted by Sa-
rit Shapira as saying. “The remark,” she writes, “cor-
responds with his current reservation regarding the
formalistic reading, which over the years has tend-
ed to deny the existence of subjects or content in his
works.”?® Lavie’s choice of prose and poetry texts
is related to the ambivalence ingrained in his work
about its bearing a message. “It [the work of art] has
to arouse an open association,” Lavie says, “but nev-
ertheless be located in a certain range of associations,
in which someone can perceive it. If the association
is connected only to the artist’s world - it cannot be
a work of art. It may be a certain cultural circle —
or also the meeting between several such circles. One
time it is the partners to the local history and culture,
another time it is an audience of music listeners, or
those who have read certain literary works.”?°

The integration of poetry into an artwork re-
curs in different modes elsewhere in this exhibition
as well. Since the advent of Modernism, poetry, like
visual art, is often perceived as a riddle, conscious-
ly raising questions concerning interpretation and
meaning, and fraught with tension between implicit
and explicit. The use of poetry in an artwork thus has
the effect of intensifying the occupation with these
questions. When the medium for hybridizing these
two spheres is the daily paper, additional questions
- about temporariness, randomness and the connec-
tion between high and low - also come into play. In
her work Sad Diptych: Mr. Cogito (pp. 71; 103), De-
ganit Berest prints Zbigniew Herbert’s poem “Mr.
Cogito and the Movement of Thoughts” in large red

font across the whole back page of Haaretz’s “Gal-
lery” supplement:

Mr. Cogito and the Movement of Thoughts /
Zbigniew Herbert

Thoughts cross the mind
says the popular expression

the popular expression
overestimates the movement of thoughts

most of them

stand Motionless

in the middle of a dull landscape
of ashy hills

parched trees

sometimes they come

to the bursting river of another’s thoughts
they stand on the shore

on one leg

like hungry herons

with sadness
they remember the dried-up springs

they turn in a circle
searching for grain

they don’t cross
because they will never arrive
they don’t cross
because there is nowhere to go

they sit on stones
wring their hands

under the cloudy
low

sky

of the skull

(Translated, from the Polish, by Alissa Valles
Zebigniew Herbert: the Collected Poems 1956-1998,
2008, Ecco Press, NY)

For a number of years, the back page of the Gal-
lery section bore a regular format that juxtaposed
recommendations for leisure-time activity, a recipe,
a selected quotation, a riddle, a recommended walk-
ing route and a poem. “The back page,” Berest writes,
“as an idea, as a space, attracts and interests me. As
a kind of model of the ‘world’ and of contemporary
culture. The simultaneity, the space in which there
is no distinction between low and high, both of them
appearing and existing side by side, a ‘geography’ of
equality of value. Different realms, remote from one

another, appear side by side, there is no center, there is
‘noise.’ It seems to me that the back page as the back-
ground to Zbigniew Herbert’s poem on the one hand
represents, or is parallel to, the existential experience
of the poem, the feeling of blandness, of the lowliness
of the skull, the triviality, and on the other hand runs
contrary to it, with dynamism, colorfulness, diversity.
In either case, the figure sitting in an armchair (from
a New Yorker cartoon) perhaps ‘remembers with sad-
ness dried-up springs’...”3°

“Mr. Cogito” is an unusual diptych: its two sections
are displayed separately and at a remove from one oth-
er. Whereas one section — on a base of Gallery’s back
page - is graphic, colorful, dense and packed with tex-
tual and visual information, the other section is thor-
oughly “quiet,” consisting of white and mostly blank
paper on which a series of small marks - lines and dots
- appear in different groupings (p. 103). The first as-
sociation that leaps to mind is the Morse code or some
other secret cipher. The viewer grasps intuitively that
he is confronted by a code that invites reading and
deciphering but is by the same token blocked to him.
The label next to the work, which contains informa-
tion about the connection between its two parts, sends
the viewer to the poem printed on a page of the news-
paper, and only then does it begin to occur to him that
the peculiar markings are actually the vocalization of
the poem, the Hebrew vowels severed from its words.
This work is one of a series of 14 such diptychs of po-
ems and their vocalization, about which Berest writes:
“Why vocalization and poems, of all things? Possibly
because I had dealt with a poem by Tadeusz Rézewicz
and had devoted no little time to it,3* possibly the sight
of the remnants of the words on the wall?*? brought to
mind the neutral marks that accompany the text but
are meaningless in themselves. So the idea came to
me to make drawings of poems from which the words
had been erased, leaving only the vocalization marks
as a secret code, as something that seems to have pur-
pose, structure, logic, and which can be discerned to
be functional and not arbitrary marks, they are part
of a language but it cannot be ‘read.’ I also thought
that, to the best of my knowledge, only in Hebrew is
there vocalization at this level of detail and a range
of characterized shapes. Accordingly, the poems are
all in Hebrew, though many of them are not originally
Hebrew poems but translations (which are excellent).
Which poems? Here I did not really have a problem, I
didn’t have to search and choose poems, because I had
already chosen them. In my sketchbooks, in folders
of newspaper clippings and images, and simply in my
memory, particular poems that very much spoke to my
heart, were meaningful for me and were engraved in
my memory were collected over the years and were
waiting.”33

The mode by which the hidden code, the connec-
tion between sign and meaning, and the moment at
which a sign is decoded and a work deciphered is very
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Ofrat, p. 28.

The poem has additional stanzas, but these
are the three main ones, which Gershuni
repeats in a 53-minute recording.

Segoli, 2003, pp. 24-25.

Ibid.

much the same in art and in poetry. That similarity is
found as well in Sigalit Landau’s installation The Coun-
try (pp. 98-101). Well within it, deep inside and hidden
from the eye, but beating like its heart, is Yaara She-
hori’s poem “Cherries.” It is printed in white letters
on a black background, on a torn-out magazine page,
crumpled and faded, which is attached with Scotch
tape to a folding chair in a corner of the roof:

Cherries / Yaara Shehori

This is surely the most difficult of times,
we’ve had no worse days.

Our lives have turned hard and few

and we count ourselves among the living
only until our season ends.

Time of destruction,

in a minute the cherry supply will stop.

Cherries

We’ll eat nothing else,

we’ll gargle cherries from the Golan Heights and
the slopes of Lebanon

we’ll place the cool Gaza cherries next to our plate
and award ourselves with peaceful cherry credit.

It surely is the difficult time.

Cherry boys, bleeding other juices,

sail their bodies, stunned with their blooming
manhood,

from the streets to the entrances of houses

with the blossoming master’s tools in their hand.

Cherry boys,

entering house after house,

grow the hint of a fruit on the dwellers’ forehead,
a ripe sign reddening

on an arm, a wall, a leg -

a scalding inscription bursts juice on the wall
meaning, we were here

meaning, here we were come and go.

And the walls will grow boughs,

the doorposts will tremble with the weight of the
fruit

and the house is a gaping wound and the children
turn into a wound —

and the city is a black hole in the flesh.

It surely is the most difficult of times,

the worst days

because we will see no other days

and we’ll go on mourning our present day.

(Translated by Maayan Eitan)

The picture that arises from the poem, connecting
red fruit to blood, body, destruction and ruin is fully
congruent with the look of the roof in the installation —
with its bodies/corpses, bleeding fruits and juices, and
also scraps of the appalling reports from that period,
which peer out at us from the newspaper pulp, turn-
ing it, as Gideon Ofrat observes, into “a poem of which
this installation is a nigh-perfect reflection.”* The in-
stallation and the poem give expression, in the same
withering way, to the devastating connection between
youthfulness, the springtime of life, budding, flower-
ing and fertility, and atrocities, maiming and wound-
ing, violence, perdition and death.

In Gershuni’s Delicate Hand (p. 67) we find the
very opposite of correlation between the work’s two
components. In fact, they seem to stand in mutual
contradiction: whereas the newspaper article expos-
es ongoing maltreatment, the song performed in the
background is a doleful paean to love:

A Delicate Hand / Lyrics: Zalman Shneour
/ Melody: Arab folk tune?*

Oh ... she had a delicate hand

No man dared touch her;

Her two lips were crimson, charming;

Only for kisses were they made.

Oh, Mother ... only for kisses were they made.

Oh ... an eye of black, she had

Light and shade clashed within it;

On her forehead, there still trembled

The freshness of youth, full of beauty.

Oh, Mother, the freshness of youth, full of beauty.

Oh ... and evening came, and night,
Silently, shadow kissed shadow;

Then, she gave her heart to him -

All her heart, she gave to him.

Oh, Mother ... all her heart, she gave to him

(Translated by Daniel Shalev)

The poem originally appeared in Hame’orer, a He-
brew-language periodical published by the writer Y.H.
Brenner early in the last century, and was set to mu-
sic; it was performed by the singer Joseph Spindel in
the 1930s. “Spindel, the leading performer of Land of
Israel songs in the pre-state period,” Irit Segoli writes,
“sang with the romantic, pioneer-style naivety of im-
migrants from Europe who dreamed of integrating in
the East, singing redolent with Zionist pathos of phan-
tasms and yearnings for the Land of Israel. The spirit
of Spindel’s singing style was reprised by Ilka Raveh
at the end of the 1950s in the Hamam nightclub in Jaf-
fa.[...] How to sing ‘A Delicate Hand,” Gershuni asked
himself in 1978. Like Joseph Spindel did? To connect
with the pre-state naivety? With his own mother, who

sang by his bed? To sing with a sense of loss?”3¢ In
the 1978 version, Gershuni interweaves this historical,
national, and personal-emotional baggage with the re-
ality of the occupation, resonating the dissonance en-
gendered by the perspective of historic events, by a
reversal of the identity of the persecuted minority and
by the shattering of the Zionist dream. The discord be-
comes even more pronounced in a later exhibit of the
work. “From 1978 until today,” Segoli continues in con-
junction with the showing of the work in Hamidrasha
Gallery in 2003, “the work has become charged with
the full weight of the mutual violence between occu-
pier and occupied, and the protest of that time has be-
comes the keening of the present.”3’
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The story of Yusuf Ziad, published in 1976, was one
of the first accounts of maltreatment and attacks on
Palestinians by Jewish settlers. As such, it undoubted-
ly left an impression on Gershuni, and he integrated
it into his work two years later. However, Gershuni’s
special interest in this particular event stems from
the details of the case. First, from the way in which
the teller of the story dwells, as though surprised, on
the fact that the assailants are pious Jews, providing
a detailed description of their appearance and cloth-
ing, their names and the information that one of them
is a rabbi. And second, the fact that the assailants
sicced attack dogs on the Palestinians. Gershuni un-
derlined two passages in the article: the sentence “Ata
ein lekha Elohim” - literally, “You have no God,” mean-
ing you are without morals - which the Jewish assail-
ants hurled at the Palestinian, and the words “bites of
dogs.” The clear associations with Holocaust stories,
but in flagrant reversal, with Jews turning from vic-
tim to victimizer, are what caught Gershuni’s eye - his
oeuvre revolves around the enormous trauma of West-
ern culture and of the Jewish people in the 20th centu-
ry, and around the perverted, continuing festering of
the wound, which continues to claim victims in today’s
Israel even at such a great distance of place and time.
It’s astonishing to discover, already in this early work,
the appearance of what would later recur in different
incarnations and forms throughout Gershuni’s art: the
physical presentness of the body and what is extracted
from it, in this case the voice, as a response to wound,
pain and death.3®

Whereas in Gershuni the rupture that impels the
work leads to freneticism, multiplicity and endless
variation, his work across the years ceaselessly re-
inventing its forms, materials and images,3® Kupfer-
man’s oeuvre, which is begotten by the same trauma,
is artistically at the other end of the scale, character-
ized by the obsessive repetition of the same “thing”*°
over and over again. Kupferman’s body of work, which
is perhaps the most closely identified with the Holo-
caust in contemporary Israeli art, consists of a small
and pre-limited number of gestures, lines and colors,
which recur in changing but similar compositions on
the surface of the canvas or paper. The plethora of
published interpretations of his work — which is en-
trenched very devotedly and rigorously in abstract
expressionism - that attempt to explain it in relation
to the Holocaust, shatter against the hermetic, singu-
lar language he created, and equally in the face of his
own refusal to accord it a biographical or historical

context. But the power of his work stems from the
way in which, together with its inscrutability, it allows
for “peepholes” and is rife with hints and moments to
grasp and discover the signs of the underlying trauma.
One such moment occurs when Kupferman integrates
the newspaper into his work.

The duality that resides in the simultaneous ap-
pearance and erasure of the newspaper in Kupfer-
man’s work is not artless, but is part of his strategy,
in which confession and revelation are inseparable.
Moreover, “Kupferman's intensive use of his mate-
rials — for example, the manner in which he appro-
priates the paper - is clearly a preventive measure,”
Jurgen Harten writes. “It is if he were clinging to it
as a shield against stark horror. But at the same time
he is articulating a piece of reality in order to con-
cede to the phantasmal space without succumbing to
it.”*! By shunting the abstract image to the bottom
third of the surface and embedding the newspaper in
the upper two-thirds, in a mirror image, and cover-
ing it with transparent white paint that later becomes
a background for the complete work (p. 57), Kupfer-
man stretches the boundary between visibility and
erasure, between reality and illusion, and between full
and empty. “Just as the void alludes to death,” Harten
adds, “the traumatic dimension of Kupferman's art
is discernible in the visual lability of his works. It
is as readily manifest as are the images themselves.
Whereas in the works on paper the pattern on the back
becomes an inextricable element of the front, some
paintings may give the viewer the impression of be-
ing confronted by a second image emerging from the
depth, as from the reverse of a mirror.”#?

The texture of the newsprint, which is reflected in
the work like a pale image peering out from below the
surface, is on the one hand analogous to a repressed
remote memory residing deep within, but at the same
time conflicts with Kupferman’s static conception of
time. ““Time’ is a timeless concept,” Benjamin Harshav
writes, “a metaphor for the comprehensive, mytholog-
ical nature of human history, specifically, the twen-
tieth century.” For Kupferman, the response to time
becomes a kind of professional ethics and responsi-
bility regarding the bodying forth of history, Harshav
maintains, and elaborates, “It is not history in all its
detail and contradictions but a generalized, horrible
face of humanity, and in particular, the Holocaust of
the Jewish people.”* The resolution of the contradic-
tion between a Freudian conception of time, in which
trauma springs recurrently from the past, and a static

conception, in which the trauma is actually an ongoing
present, is embodied in the mirror image of the news-
paper, which hints at a reversal of time where memo-
ry, which is bound up with the past, is represented by,
of all things, the newspaper of the present.

In the chronicles of Israeli art, Raffi Lavie is con-
sidered the leading artist of the secular-Israeli stream,
which is perceived to be contrary to the Jewish-Israe-
li stream represented by Kupferman and Gershuni. In
an article comparing Lavie and Gershuni, Irit Segoli
writes, “The relationship between the careers of Lavie
and Gershuni can be seen as the extremities of an arc,
whose base is planted in the earth and whose arms rise
to a distance far from one another. [...] Lavie, at his de-
pleted best, is the most sensitive seismograph for the
shell on the brink of the abyss that the pioneer-secular
society built in Israel. [...] Gershuni’s project is con-
trary to Lavie’s and is from the start located inside
the shell and outside it.”** But a close examination of
Lavie’s work reveals how thin the “shell” is, the abyss
looming through the cracks. The print items and news-
paper clippings that Lavie integrates into his works
often function as such “cracks,” like his choice of po-
ems by David Rokeach, whose first works were writ-
ten in Polish and Yiddish and whose entire oeuvre is
tied to the Holocaust; or the poetry of Dahlia Raviko-
vitch, which evokes an “age of calamity” and “orphan
survivors”; or the decision to leave in its entirety an
item, which appears next to the article about modern
art, dealing with Jewish theater in Nazi Germany and
headlined, “Dance on a volcano” (p. 61).

38 On this subject, see also Breitberg-Semel, p.

18.

39 Ibid.

40 On the "thing” in Kupferman, see Fischer, pp.
11-25, 123.

41 Harten, p. 327.

42 Ibid., p. 326.

43 Harshav, p. 103.

44 Segoli, 1996, p. 36.
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Gordon, p. 160.
Schlesinger, p. 72.
Ginsberg, p. 43.

The national trauma of Yitzhak Rabin’s assassina-
tion was the basis and the reason for the only instance
in which Lavie and Gershuni held a joint exhibition,
in Givon Gallery in May 1996. This was only seven
months after the assassination and a few months be-
fore the publication of Deganit Berest’s work on the
front page of Ha’ir to mark the event’s first anniver-
sary (p. 83). “Rabin’s assassination was a horrific trau-
ma,” Berest writes, “and certainly for everyone who
was at that demonstration. I was also there, but odd-
ly, my jolting experience, my trauma, which is truly
burnt in me, even though I did not experience it my-
self, but through a messenger, as it were, came in the
wake of the account published a week after the assas-
sination in Ha’ir by Orna Coussin, describing ‘second
by second’ what happened in the emergency room at
Ichilov when Rabin was brought there. In one passage
from the article, Dr. Nir Cohen, who was on duty in ER
at the time, relates how ‘an old man in a suit, a very old
man, his face as white as snow,” was brought to him.
What really threw me resulted from my identification
with what that doctor felt in those minutes, as he sees
an anonymous old man, routine for an ER doctor, and
then, as though I was actually there instead of him, I
felt the shock when he suddenly grasps that it’s Prime
Minister Rabin who is lying there before him... Since
then I have arrived at the understanding that trauma
occurs when one ‘falls into consciousness’ (and not
when one loses consciousness).”3

The realization that an event is often understood
as traumatic only in retrospect, only when “one falls
into consciousness,” is also at the heart of two se-
ries of paintings by Larry Abramson (pp. 78-79; 95-
97) that reference the Six-Day War, which is perhaps
the best-known national event from the viewpoint of
the late recognition that emerged about it among sec-
tions of Israeli society — from total euphoria in the
first months and years after the war, to its perception
as a rolling trauma whose results continue to exact a
price of suffering and bloodshed to this day. “Nasser
threatens: We will annihilate Israel,” “Situation high-
ly volatile,” “Dayan: Israel has good lines and plenty
of stamina” — the newspaper headlines, which peer out
from the works through the layer of paint that cov-
ers them, were read in real time with dismay about
a looming disaster of Jewish-national extinction, and
they are read now (following seven more bad years
since the circumstances of their exhibition) as a pro-
test against 52 years of another disaster — the occupa-
tion, suppression, and rule over the Palestinian people.
The fact that Abramson chose to imprint images from
the world of flora on the newspapers only reinforces
the perception that all the flowers in the world will not
be able to cover this disaster. “Echoing the traditions
of Western painting and floral illustration,” Irena Gor-
don writes, “he [Abramson] creates a new condition
of detachment and vulnerability, a sense of pain and
loss that resonates in the isolation of the image in the

space of representation. For Abramson flora is always
partial, lacking roots, suspended in air. One moment it
seems to be a sign signifying the object represented,
and another it appears as a scab over a wound, a crust
gathered with love.”*6

The wound that does not heal, the trauma of the
past, destruction, and death also play an important
part in the work of Ariel Schlesinger. The spectacu-
lar and delicate look of his newspaper-lace works (pp.
89-91) is achieved merely by burning and destroying,
yet along with the suggestion of delicate lace, they
also evoke a brand plucked from the fire and shreds
of faded rags. The point of departure for the newspa-
per series was an ancient, fire-damaged Turkmen car-
pet that Schlesinger encountered in an exhibition at
the Pergamon Museum in Berlin. The carpet, which
is part of the museum’s renowned collection - consist-
ing of archaeological findings and art objects from the
East that were looted by Germany - was damaged in
World War II by a fire set off by Allied bombing. Years
later, the museum decided to exhibit it, flaws and all,
and Schlesinger, after seeing it, created a series of ori-
ental carpets “perforated” by fire, and later applied
the same technique to newspapers. His artistic prac-
tice, in which usable, everyday objects possessing a
specific function (a carpet, a newspaper) are convert-
ed into an artwork, is part of a long tradition in art. But
while that tradition usually invokes the power of in-
vention and construction, Schlesinger’s works, on the
contrary, are grounded in damage and destruction.
“I am very interested in what you call inquietude,”
Schlesinger says, “and recently I have been occupied
by the idea of disasters. Disasters liberate objects of
their functions, or end the objects’ willingness to obey
their purpose, and so my objects are present and still
functioning, but their intended role has ended. [...]
There is something under the surface of things, some-
thing is hiding there; it feels to me that these things
are just waiting to emerge, to burst out, to come into
being. Disasters are one way for that to come about,
accidents as opportunities.”*’

The rise of the repressed past in the wake of a
disaster that occurs in the present, and their inter-
section to produce a shaping, form-altering force is
a recurring subject of the works in this exhibition,
but in some of them the emphasis is placed, no less
than on the trauma of the past or the catastrophe of
the present, on disasters yet to come. “Noticing/en re-
marquant the transformation of what we might oth-
erwise pass by without noticing, we dwell upon the
mark that Schlesinger makes upon our world,” Rob-
ert Ginsberg writes. “The explosiveness that may lie
waiting for us in the next moment/movement. The ca-
tastrophe that strikes people just around the corner/
the continent. The loneliness, the exclusion, the trep-
idation, the uncertainty that dwells within the soul of
every human being.

“Schlesinger’s works work upon our humanity.

Sometimes in an amusing fashion, as when a series of
gaps in a torn fabric [or paper] grow larger and larg-
er until the worn textile ends in emptiness. Sometimes
in an evocative purity of the simplest form, as when
conjoined pages lie open like tent/text of meaning on
a plain table.

“These gestures are more than acts of clever-
ness. They are part of the heartfelt observation that
Schlesinger has made upon our world. One day, you
and I may be attired in rags, as are billions of other
people today. And one day, we may receive the pag-
es that inform us, officially, of the rejection of our
humanity.”*?

A post-humanity atmosphere envelops Sigalit Lan-
dau’s installation The Country (pp. 98-101), whose
human figures are blatantly non-human. More like re-
mains than bodies. Stripped bare, unclothed, skinless,
they bring vividly to mind the dissected cadavers of
Michelangelo and the anatomy lessons. They bestride
the installation like zombies or Muselmanner, trau-
matized and expressionless, moving within an apoc-
alyptic environment of holocaust, of the extinction of
human and material culture as we know it, a bleed-
ing habitat of the end of the world. All the signs in-
dicate that this is a disaster inflicted by humanity on
itself and on the world. The association with political
catastrophes of the past and the present derives from
the familiar images of horror, so powerfully engraved
in our consciousness, from history books down to the
morning newspaper. The images of terror and mur-
der, killing and massacre, enslavement, suppression,
devastation, and wars - all blend here and become the
visual raw material from which Landau fashions this
harrowing futuristic setting. If for a moment it can be
seen as a meditation on human evil as such and as an
outcry or warning about a general and universal situa-
tion that repeats itself across history, at the same time
it is impossible to ignore the fact that the entire instal-
lation is made from newspapers that reported day in
and day out for two years on the events of the intifada
that erupted in the wake of the collapse of the Oslo ac-
cords, the Palestinian uprising against the Israeli sup-
pression and occupation, and to recall that this is evil
wrapped in flags and justifications, organized and in-
stitutionalized evil of the state — the country.
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