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Avner Ben-Gal
Untitled, 2001
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"My Generation" - The Who.
Written by Pete Townshend,

in: My Generation,
.Brunswick (UK), 1965
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"1969" - The Stooges.
Written by The Stooges (Dave
Alexander, Ron Asheton,
Scott Asheton and Iggy

Stooge), in: The Stooges,
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All the Good Girls Go"

to Hell" - Billie Eilish.
Written by Billie Eilish
and Finneas O'Connell,
in: When We All Fall
Asleep, Where Do We Go?,
-Interscope Records, 2019
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e 5 X 4 Martin Buber, from a speech titled:
j . "Zion and the Youth" given in 1918:
N Pt : https://pdfslide.net/documents/ g L2
& Tain O - martin-buber-zion-and-the-youth.html
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f}gﬂ- - Ligquid Modern World, Polity, 2011.
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been robbed of their childhood, as Thunberg says? Has

the innocence been taken from them, or is it perhaps the
opposite: the climate crisis supplies them with a dream to
be in? Some of them have already entered the labor market;
the rest are goal-oriented, at the very least. Their dream
is the world itself, all of it, not something or someone
in it.

»

Youngness is still highly photogenic. While the stocks

of all the other looks are rising, linked to the rate

of identity politics, adulthood remains far behind.

With youngness everything is beautiful: nudity,
suburbanization, self-destruction, plastic chairs.
Youngness is also beautiful inwardly, it is not a dirty
pervert. Even its sick ideas are wrapped in an aesthetic
of being-young, which cannot be resisted, which possibly
isn't even amenable to discussion. In art, the unripeness
of a youth's work is invaluable, and the death in it is
also surpassingly beautiful, Endymion-like. However hard
they try to burst the bounds of the aesthetic, to sound an
outcry that will go beyond it, they are unsuccessful.

The youth in Gil Yefman's work The End (2008, p. 69)
reminds us that even in the last picture that will be
taken in the world it's important to look into the camera.
But hold on, who is it looking at the youth? It is the
adult. It is we who continue to adore the youth instead of
saving them from the horror.

What did the world ever promise the young? Nothing,

it seems. They were always cannon fodder, victims of
exploitation, objectification, rape or neglect. With

the exception of one generation, the generation of the
promise: the children born after the horror of the wars
and before the dread of digital, Trumpist, climatic
nullity. The youth of the generation of the promise, the
only pampered generation, are the ones on display here.
Our children, "today's youth," are the products of the
breaking of that promise. Let's wish them a sweet future,
we'll wish them all the good in the world as we knew it:
daydream, scribbling in the notebook, moldy bomb shelter,
hard rock.

Old World /7 The Modern Lovers

Well the old world may be dead

Our parents can't understand

But I still love my parents

And I still love the old world

Oh, I had a New York girlfriend

And she couldn't understand how I could

Still love my parents and still love the old world
So I told her:

I want to keep my place in the old world

Keep my place in the arcane

'Cause I still love my parents and I still love the old world
Alright

I say old world

I say old world

I say

Well I see a '50's apartment house

Bleak in the morning sun

But I still love the '50's

And I still love the old world

I wanna keep my place in the old world

Keep my place in the arcane

'Cause I still love my parents and I still love the old world
Alright

I see the '50's apartment house

It's bleak in the 1970's sun

But I still love the '50's

And I still love the old world

I wanna keep my place in this old world

Keep my place in the arcane knowledge

And I still love the '50's and I still love the old world
Alright now we say bye bye old world

Gotta help the new world

Oh bye bye

I say bye bye bye bye old world
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Salvationist motifs are carved in both figures: the baby-
faced Thunberg goes on journeys of pilgrimage; Eilish
sings like a female God about all the good girls who will
go to hell instead of to the paradise that will disappear
when the water rises and the hills of California burn.
Both are turning away from the "conformity-producing
framework," avoiding the indoctrinating process of

school - Thunberg because she is busy with her campaigns;
Eilish was never there, having had home schooling.

Both are declared sufferers from well-known syndromes:
Thunberg from Asperger's, Eilish from Tourette's and

from synesthesia, the most exotic and magical of the
syndromes. Our heroines are senses-mixed, their brains
work differently, and they're not ashamed of that, of
course. Let the standard types be ashamed. Standard killed
the world.

Both of them are shunning conventional expressions of
sexuality®: Eilish in her outsize garb intended to conceal
her body and avert reference to it; Thunberg still had
braids at the age of 16. (The question of sex hovers over
the youth: What kind of sex do they engage in? And how
much? Do they really have less? Are they really exposed

to more? The youth are in the eye of the survey takers,
who provide all the answers and never one answer.) Eilish
mixes nightmarish morbidity with vital optimism, she's
like Marilyn Manson with a Care Bear, but who are we to
call that an untenable mix? Both Eilish and Thunberg,
then, represent a figure that is outside society but also
part of it. They will not be defined by the label "weirdo"
or "character" and will not closet themselves in their
rooms, their enchantment at their isolation reflected back
only on themselves. On the contrary: they are almost over-
accessible. The market of goods and personae, nourished by
measured dosages of weirdness, welcomes them willingly.

¥+
A girl's room was once the center of the world. For good
and for ill. Hell and paradise. Everything could happen in
it, and nothing happened. It was an intolerable disparity
that was utterly pleasurable, like a tattoo. That is
also exactly what characterized youth: volatile potential

and brilliant nonfulfillment on a collision course at
incredible speed.

A child invents a self in the gaps, in the dead hours,

in the frontier regions. In early childhood such gaps
emerge mainly in time: in the moments when attention is
diverted from the children and they are free to play

with their fingers or gaze at the shadows on the wall. In
youth the gaps perforce occur in the surrounding space:

in stairwells, abandoned alleys, the corners of fields,

an undeclared beach. The places where rash decisions are
made, where we can feel danger, boredom and vague fear and
fear of nothing, as distinct from fear of something. Youth

plays out between a desire to disappear and a yearning

to be exposed, between a wish to be locked in and a need
to break out. We require both types of fear for the dark,
malodorous and effervescent existence of the psyche: the
fear that someone documented you in your shameful act, and
the fear that no one saw and no one will ever know what
happened here. The difference between the generations lies
in the gap, in its diminishment, or in the places where it
opens itself wide. The gap exists; it is bound to exist.
And if it cannot expand into the surrounding space, it
opens wide in the digital space. The school psychologist
will say that the generational difference is one of "how"
and not of "what." But over time, every "how" turns into
"what."

Has the youth of "Wilds Ago" died? The defiant loneliness
it sprouted has disappeared from the world, or perhaps
exists only as a symbolic gesture, as a picturesque

chorus in a pop song. Those born in the new millennium
sustain a new form of self that earlier generations

can't understand, just as they can't fully comprehend

the mode of thought of prehistoric man. If Gen X and

Gen Y are aware of the existence of a single, singular,
non-replicable self, or more precisely, believe in

its existence, a self of that type, or the imagination

of self, simply does not exist for those born in this
millennium. Their tissues carry - but barely, to our

eyes — the digital vision that lies between "alone" and
"together." By the same token, the surveys conducted about
them are contradictory, confused: they are solitary but
united, narcissistic but social. These are insupportable
contradictions, hence the observation must be faulty. They
are not "both solitary and connected," but rather a new
type of being.

The battle being waged by the climate youth for the future
is the opposite of pronouncements that were seminal for
the rock and roll youngsters in the second half of the
twentieth century: "I hope I die before I get old,"® or
"Another year for me and you, / another year with nothing
to do."’ The life force is the thing now, intertwined with
what the boomer sees as dystopian-narcissistic thought.
The disturbances that marked protests of this kind from
the 1960s until the first decade of the present millennium
have been supplanted, for the most part, by protests
bearing a symbolic character: youths lying on the ground
in the museum plaza; youths standing quietly every Friday;
youths dripping blood-like red on Instagram. The protests
of the youth spawned by the climate crisis also attest,
then, to a crisis of temperament, a crisis of inner
climate (and with a temperament like that, once more we
turn to the survey takers and ask: What about sex? Where
does the young flesh stand between the regimentation of
masturbation and the commercialization of masturbation?).
Sixty-seven percent of Gen Z think it's probable that the
planet will become unfit for life in the coming decade.

Is the childhood of climate youth being stolen? Have they
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"The youth are humanity's eternal possibility for
happiness. This possibility occurs repeatedly and
humanity misses it again and again. Generations of
people in their twenties return to the stage again
and again with the passion of absolute yearning in
their hearts, devoted to ideals, ready and waiting to
break through the blocked gates of Eden. [..] Their
environment preaches the perception that the 'facts'
are stronger than the ideals and that we are subjects
in a sequence of events that we cannot change, shape,
or control. [..] And again humanity did not receive
the achievement and the chance that fate summoned for
it, and a new generation rises up, a new youth, and
what had happened to its predecessors will happen to
it too."

Martin Buber?

"How does a younger generation that can permit such
an obscuring of its own idea, such warping of the
contents of its life, look upon itself?"

Walter Benjamin?

I see them every morning, in groups, waiting for their
ride. Not really "groups." A collection of individuals.
Only the physical space (architecture + procedures) foists
congregation on them. They don't speak to one another,
ever. I check out all their pickup points, to make sure.
It's the same everywhere: at the bus stop, at the corner
of the vacant lot next to the trash bins, outside the
supermarket, with their back to the special offers. Rangy
bodies slumped, white cables dangling from both sides of
the head, they are silent.

In my youth, conversation - including the incomprehensible
mumble or the tasteless shout - was the mark of normal
socialization. We all had earphones, of course - we had

a Walkman and afterward a Discman - but they were mostly
used for the times when we weren't with our friends. Only
the weird girl, the outcast, went around with earphones
all the time.

"
gl

’é

"After being a primary object of wooing and adoration
throughout the second half of the twentieth century, 'the
youth' are the great neglected entity of recent years.

The advantages of youth were eclipsed by the new status
of the 'young,' which stretches endlessly, to a point
where the body can no longer sustain that freedom. As

an economic force, too, youth's status lags behind the
status of the better loved and more endearing children,
the new extorters of money and guilt, and behind the
adult bourgeoisie with its economic clout. The youth have
nothing to offer: they have no hope and no purse, they
have discovered sex, haven't yet explored sexuality. They
are impulsive, and impulsiveness is not good for business.
We took from the youths everything they had, and now they
are our martyrs, expressing with their bodies the boredom,
the cruelty, the confining spaces of the twenty-first
century."

Those are my words, part of a text I wrote in 2014 for Guy
Pitchon's exhibition "Love Child" at Minshar Gallery in
Tel Aviv. Much has changed since then. Within a few years,
the youth were transformed from being a burden - a large
body on a small spirit, consumers of food and producers

of perspiration who make no contribution to the family

or to the world - into saviors. We look to them to save
humanity, the planet, the form of life that is us. Our
weary body is already captive to progress, we won't be
able to get along without it. But they, with their strong
muscles and hard bones will, after all, be able to survive
even in the jungle that will grow and cover the buildings.

The two prominent figures in all the 2019 wrap-ups are
both teens: the environmental activist Greta Thunberg and
the musician Billie Eilish. As the decade was being summed
up, the former was 17, the latter 18. The world's gaze

is on the teenagers, and not as amazing participants in

a young people's talent contest. In other words, what we
have here is not a curiosity (if only because the entire
discourse is a curiosity, so that nothing within it can be
a curiosity), but genuine appreciation for the singularity
and determination of youth and perhaps, in particular,

of teenage girls.® What for years was considered
stubbornness, indulgence, detachment, irresponsibility,
lack of understanding, and a lack of desire to understand
"how the world really works," became, in a surprising plot
twist, the only traits by which it is possible to arrive
at profound truth in a chaotic reality - for only a child
has the ability to treat the world as a generality, and
generalization is what the world needs in order to wake
up. "You have to understand, things are complex," resounds
the voice of the typical adult, and youth answers back:
"No, they're not. They're simple, again. We were right all
along to think that your feeble flabby body reflects your
weaker mind."

88



L

L
g"'l'-i.‘:.t A v .

Walter Benjamin (1913),
"Romanticism: An Undelivered
Address to Students," in:
FEarly Writings 1910-1917,
translated by Howard Eiland
and Others, The Belknap
Press of Harvard University
Press, 2011. p. 101
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, Walter Benjamin (1913),
;E;i 2011, "Experience,"
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On the contemporary
generation of youth,
whose heroes appear to be
completely different, see
Sharon Kantor's article
in this catalogue.

N
SRR

ot O M D S T R

Pierre Bourdieu (1978),
"'Youth' is Just a Word,"
in: Sociology in Question,
4 translated by: Richard

"¢ Nice, Sage Publications,
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Doron Rabina, "Time Killing:
Introduction," in Doron
Rabina (ed.), Eventually
We'll Die: Young Art in
Israel of the Nineties,
English translation:

Daria Kassovsky, Herzliya
Museum of Contemporary

Art, 2008, p. 257.
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The list presented here is
only a very partial one and
does not purport to offer

a comprehensive survey of
the Israeli art field at the
turn of the century. The
choices are subjective and
related to my biography and
to artists and platforms
that I encountered in Tel
Aviv, for the most part,

as I took my first steps

in the art world. For more
comprehensive surveys, see
catalogues of exhibitions
of the decade of the 1990s,
mentioned above, and for
the 2000s: Real Time: Sixty

Years of Art in Israel. The

Sixth Decade: 1998-2008, ed.

Amitai Mendelsohn, Jerusalem:

Israel Museum, 2008.

10.

Artworks in the three types
of media had been produced
in Israel since the 1970s,
some of them key works,

but it was not until the
1990s that these media
became predominant in the
heart of Israeli art.
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11.

Interestingly, the second
in the series, held in

2003 and curated by Ruti
Direktor, was titled "Youth;
Longing," and dealt with
the concept of youth.

12.

Aviva Lori, "Brushed Off,"
Haaretz (English edition),
August 13, 2003, https://
www.haaretz.com/1.5360560.

13.

Birger returned to the
creation of monumental
drawings with the "Totems"
series from 2015, with
various digital cable
connectors, monuments to a
technology that would become
obsolete within a few years.

14.

Igor Guelman-Zak, from the
exhibition page of "Change,"
Rosenfeld Gallery, August
2006; curator: Diana Dallal.

Eli Koplevitch
Untitled

2000

Ink on paper
23X16
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2000
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23X16
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Rona Yefman

Beach Story
(from "Let It Bleed)

1998-2006
Video
1n9* n111

Beach Story
("Let It Bleed" T1nn)

2006-1998
1IRT

among which are various portraits and self-portraits as
well as doodle-like drawings that delineate relations with
others in his.her milieu, give expression to his.her inner
world. Beneath the dressing up and undressing for Rona's
camera, which records the metamorphoses of temperament

and the physical changes, Gil's drawings reveal abysmal
solitariness and sadness and a deep psychic-existential
crisis, and hint from their side about the complexity of
the family relationships (pp. 64-67).

Rona and Gil's works were shown together in the nascent
stage of the formation of their oeuvres in a group
exhibition, "Chambers," curated by Efrat Livny in 2002

in the Herzliya Museum, which themed representations of
home and family in contemporary Israeli art. At that time,
in a creative symbiosis of their youth, their signatures
appeared together on the wall on which photographs and
drawings shared exhibition space, as creative forces
nourishing one another that would split apart and grow in
different directions in the future.

In a later work, The End, from a series of etchings done
in 2008 (p. 69), which opens the "Wilds Ago" exhibition,
Gil returns to the figure of a youth, perhaps a self-
portrait, which draws its inspiration from the photograph
of a youth who survived Auschwitz. The youth is turning
away from a nuclear mushroom cloud that dominates the
background, the end of the world is behind him. He is
saved, for now, carrying the nightmarish knowledge of
existence in his gaunt body, a bleeding moon above him.
The intensity of the horror of his.her personal life
experience as a youth, questions of social violence, body
disorders and sexual transgression are all themes that
will shift from an occupation with self-image in Yefman's
early works, to a complex configuration of Holocaust
allusions, bodily images from the ultimate collective
disaster that are deconstructed and reconstructed in his
later oeuvre.

With and without the great historic dramas that will occur
and change the world, with face looking forward but body
still turned toward the catastrophe, the youth (angel of
history of youth for this exhibition) will start the rest
of his life. Perhaps not everyone experienced youth as a
disaster. Some even look at it as the most beautiful time
of their life. This exhibition is not about them.
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An additional body of work by Sidi included in the
collection was created in connection with an exhibition
titled "Wire" held at the Sommer Contemporary Art Gallery,
dealing with the dance of death through the image of a
road accident. The exhibition presented a collage-type
model simulating an urban space in which numberless road
accidents occur; in some of them a likeness of Sidi's

face appears stuck to the windshield of the cars in the
collision, as a death wish. In other works the accident
morphs from a grotesque, appalling, roiling but game-

like arena into somewhat abstract landscapes petrifying in
their dark, quiet beauty. The present exhibition shows one
of the works in the series (Untitled, 1999, pp. 54-57),
two abutting plexiglass plates covered with black vinyl
wallpaper, creating a nocturnal panorama of four moons.

A closer view reveals tire marks, and the round moons,
perhaps the blinding lights of vehicles, evoke a night
walk on a highway against the traffic. Life as an accident
waiting to happen.

The works by Jumana Emil Abboud were acquired for

the collection in the wake of the artist's solo show,
"Sainthood and Sanity," held in 2002 at the Hagar Art
Gallery. Like the greater part of Abboud's oeuvre in

that period, the exhibition - of drawings on paper and

on colored upholstery fabrics - was devoted to images of
girls on the brink of maturity, at moments of hesitant
discovery of the body, with its desires and the desires
it stirs in others (pp. 58, 59). Very delicately, through
allusions to paintings of Christian female saints, the
works in the exhibition portrayed femininity in a state
of incipient damage and violation, if only by the sheer
act of the gaze being directed at the young body - its
transformation into a sexual object by individuals and
by society - and by the way this gaze shapes the girl's
being. The fragility of a girl's coming of age is also
captured in the series of monoprints (pp. 41, 60, 97)
created by Shahar Yahalom. Inward-looking moments of
fraught loneliness, anxiety and fingernail-biting in
anticipation of events to come are subtly distilled on
thin paper, like a layer of skin exposed to the ravages of
the weather, the storm that will come from outside and the
one welling up from within.

Even though the exhibition for the most part avoids direct
representations of youth and steers away from capturing
the specific moment in present time, concentrating on

its traces instead, it is impossible to contemplate the
theme of youth in the years under consideration without
acknowledging the early body of work by Rona Yefman

in still photography and video. Yefman's subjects,
particularly at the start of her artistic career in the
second half of the 1990s and the early 2000s, were mostly
teens: friends, family, she herself. The works subsumed
under the title "Let It Bleed" (1996-2006) mostly followed
the object of her intimate and probing gaze in her first
years of artistic activity: her younger broth.sist.er

Gil Yefman, in the years of adolescence, though a gender-
based, sexual, physical and fashion-driven search (pp.

24, 61). Her camera lens followed his.her maturation

Talia Sidi
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and captured the agonies of growing and its joys, amid

the pleasures of gender-role games, from which sadness,
confusion and anxiety burst, too, not least at the times
when they are loosed from the relatively safe space of the
home and encounter interaction with the world. The happy
childlike logic of the search and game of identities in
the personal space becomes threatened and vulnerable under
the fear of meeting society's conformist, pressuring gaze.

The Haaretz Collection contains a large body of
photographs from Yefman's series; however, most of the
works chosen for the exhibition are videos (pp. 6,

62-63, 93, 108) created for the series but less well
known to the public. Although in her photographs Yefman
creates powerful icons that catch the performance of
youth at a sharp, stylized moment - a fantasy of ideal
beauty that shines forth from the acne and the growing
pains - the video works lay bare the fragility of the
performative dimension of identity. They are driven by a
mercurial movement: from a charismatic exhibitionism that
is mustered for the camera, to fissures that emerge in its
maintenance over time.

Alongside these video works, the exhibition presents early
drawings by Gil Yefman, created in the years when s.he
was a muse and model for his.her sister and embarking on a
journey as an artist him.herself. These youthful works (the
collection has works by Gil starting at the age of 16),
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The Time cigarette package also appears in works by

Guy Ben-Ner, in a series of collages he created as

a student at the Midrasha and first exhibited in the
Herzliya Museum in 1995, in a series of exhibitions
curated by Aim (Duelle) Luski. By means of a simple manual
step of disassembly and assembly, Ben-Ner appropriates the
cigarette's advertising sign - the commercialized time
that dominates the public space - and makes it his. In the
eyes of the artist - magician, horny - time rolls into an
erotic fantasy: TIME becomes ME (Untitled, 1994, p. 96),
and is multiplied into a game - MEET ME, TIE ME, WET ME
(Untitled, 1994, p. 106).

Sexual discovery and horniness are integral to the youth
experience. The 1990s in Israeli art were occupied with
issues relating to the components of identity; for the
first time a platform became available for a direct
discussion of issues relating to sex, gender and its body
coding. The lean-line drawings of Gil Marco Shani create
a thin silhouette on a surface with a white background to
depict scenes of masturbation and sexual acts. The works
on view here (pp. 47, 52, 107) were created as part of

or in connection with a body of work titled "Friendship,"
which was exhibited in the Dvir Gallery in 1999 and

was published as a catalogue a year later. These works
address friendship, socialization and male sexuality
through a combination of exterior and interior scenes that
reconstruct youthful experiences from school outings or
youth movements, which are adjoined to scenes of sexual
discovery. The series intertwines scenes of sitting by a
campfire and capturing a snake with depictions of sexual
acts - masturbation and fellatio - that charge the moments
of collective male socialization with homoerotic tension
at once delicate and poignant.

The photographic collages of Noam Holdengerber, which
were exhibited in the gallery of the Minerva Bar in Tel
Aviv in 1998 (pp. 48-49, 99), still pack a punch with
their effective bluntness even after more than 20 years;
even after representations of the body and of frontal
sex have become routine in art; even after porn has

become accessible to everyone. In a sharp, simple move,
Holdengerber pairs two types of photographic ready-mades:
childhood snapshots from his family album and images from
gay porn magazines. The pairing uncovers something about
sexual discovery, about the early buds of its arousal. By
coupling these two types of photographs, which normally
arouse totally different emotions but whose conjunction
creates a deceptive defamiliarization, Holdengerber draws
the worlds they signify closer together, illustrating the
degree to which porn is an intimate, inherent element of
sexual maturation and alluding to the large place that
thinking about sex occupies in a youth's consciousness
even during everyday routine activity. A different homage
to porn is found in Guy Goldstein's I Love Porn & Porn
Loves Me (2006, p. 50), in which the work's title is
revealed and is formed through a pile of windows that
lean on one another and are illuminated by shimmering
serpentine string lights. The confession of experiencing
sexual pleasure through porn is quietly divulged in the
work through the slow revelation of its layers.

The works by Avner Ben-Gal confront the viewer with
aggressive frontal images of sex (pp. 18, 51, 53).

Rather than addressing issues of sexual identity, he
intertwines scenes of sex and war, holding up a grim,
brutal mirror to the violence-ridden Israeli reality

of the 1990s - that of terrorist attacks and the
assassination of Yitzhak Rabin. Ben-Gal hurtled headlong
into the Israeli art world of the early 1990s and captured
his objectives quickly. Even though he entered the field
as the unabashed "bad boy," he was welcomed straight into
the warm lap of the mainstream (winning the Young Israeli
Artist prize immediately after completing his studies in
1993, and two years later taking part in "Avivit," a joint
exhibition with Ohad Meromi at the Israel Museum). Ben-
Gal's swift, pugnacious style was perceived as a fresh
approach in Israeli painting, redeeming it from formalism
and lyricism and imbuing it with the urgency of a scathing
vision that batters the viewer in the face.

Talia Sidi also burst onto the Israel art scene in a storm.
Immediately after graduating from the Bezalel Academy, in
1997, she presented several solo exhibitions - including
in the curator Eitan Hillel's Mary Faouzi Gallery in
Jaffa (1998 and 1999) and in the Sommer Contemporary Art
Gallery in Tel Aviv (2001) - won prizes and was sweepingly
embraced by the critics. However, the flux and fragility
of her existence could not contain the bursting chaos of
her life, and in 2006 she ended it by jumping from the
roof of the Central Bus Station in Tel Aviv. The Haaretz
Collection has many of her works, oil-on-canvas self-
portraits (pp. 55, 94) that capture her young, beautiful
face flinging a charismatic gaze or a crushing sadness

at herself and at the world. The image of the girl with
the headphones (Untitled, 1998, p. 8) seems a faithful
representative portrait not only of Sidi herself but of
youth and its desire to disconnect through music from

all the world's noises, and of music's role in shaping
one's identity.
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where every small, marginal item is rife with tremendous
importance, into an arena or crux of potential crime, with
no way to know when or against whom it will erupt.'®

A radically different volcanic energy rises from the
house in the large painting by Keren Cytter, from a series
that was exhibited at the Rosenfeld Gallery in Tel Aviv
at the end of 2001, in which she rendered the various
items in her home with markers on canvas. The painting

in the collection (Untitled, 2001, p. 39) presents the
spectacle of a messy room overflowing with odds and

ends and brimming with color - a cigarette pack, a snack
wrapper, a magazine and a chessboard thrown haphazardly
on the floor, books, clothes and a television that's
turned on, a mattress with sheets in disarray, shelves
bursting with a motley collection of objects, and all of
them shimmering with the markers' copious lines. With the
compressed overload of unrealistic color and the marker's
light touch, devoid of self-importance, Cytter succeeds
in capturing the frenetic, disheveled vitality of youth,
which wants to grab whatever it can lay its hands on and
respond to every urge, without hierarchy or order.

Amid a completely different language and temperament,
youthful frenzy is embodied in the work of Tom Pnini in a
show of nocturnal bodily unease. In the video animation,
Bed, Boy (2006, p. 40) on view in the exhibition, a
teenager tosses and turns in his sleep, or is caught
between wakefulness and sleep as the mattress, on the
side of which he's lying, sinks, the floor is gradually
covered with water, and the moon (a recurring motif in
several works in the exhibition) waxes and wanes in a
corner of the room. Employing delicate surrealistic means
to introduce nature into the space of a private room,
Pnini creates a portrait of sleeplessness and captures
something of youth's melancholy unease, changing body and
surging emotion that precludes tranquility. A similar
emotion springs from Eitan Buganim's The Liberated #12
(2013, p. 15), originally exhibited in his solo show, "The
Liberated," at the Julie M. Gallery in Tel Aviv. In this
dense graphite drawing a youth is looking at an eye that
has detached from his face. A small surrealistic gesture
contains the embarrassment and discomfort at the presence
of the changing body, which is increasingly occupying a
place in the world.

Bodily change also impels the small photographic work from
the series "Change" (2005, pp. 42-43) by lgor Guelman-Zak,
which was acquired for the collection following his solo
exhibition "Change," held at the Rosenfeld Gallery in
2006. The artist is photographed doing a handstand in the
nude, his youthful body multiplied four times. A close
view reveals the change his work captures in the form of
his upside-down erection, which grows from left to right
and shrinks from right to left - from one self-image to
another. In this work the transformative forces of the
imagination, which ignite the magic of a work of art, are
activated from eros. The erection's reversal of direction
in the handstand neutralizes the phallic show that looms in
importance and turns it into a plaything of signification.

In his short 1life, artist and musician Guelman-Zak was
able to create a captivating body of work, filled with
the joy of experimenting, a sense of urgency and humor.
Less than a year after presenting his exhibition at the
Rosenfeld Gallery, he died of heart failure, aged 24, in
London, where he was doing a master's degree, as a result
of a lethal mix of drugs and alcohol. The title "Change"
for the exhibition and the work came to him during a
night of wandering, drunk, in south Tel Aviv, where he
saw the sign of a money changer, Jjust before he left for
London. In the text of the exhibition the young Guelman-
Zak wrote: "Each one of us has had those times when lack
of confidence leads to a certain mental crisis which, in
turn, makes you perform dramatic, radical, irrelevant and
irrational actions: suddenly move to another country, Jjoin
the devil worshipers, split up with your life partner,
quit your job, commit suicide etc.. People who truly want
to change their lives, to quit their destructive habits,
and start taking responsibility for their lives and their
personal and professional condition often feel the urge
to mark the beginning of this invisible process by making
small 'gesture changes,' such as growing a mustache,
changing their hair color, or substituting left for right;
the actual change made from point A to B is insignificant.
In my world this 'change' is elevated to the level of a
liturgical act, as a process that carries independent
'magical' energies. I try to isolate the 'change' to
expose 1ts hidden often deceptive 'powers.'"

The magic of change gets a melancholy twist in Eran Nave's
work Chopa (2015, p. 45). In the work, which consists of

a video projection on fabric hanging from the ceiling, a
Smiley figure appears, its face shifting - by means of

a deliberately low-tech manual mechanism - from happy to
sad. The image of Smiley, which crops up in other works in
the exhibition - by Rona Yefman (Smiley, 2000, p. 21) and
by Eli Kopelovitch (Untitled, 2000-2005, p. 35) - is there
precisely to expose its dark, dual side, which is unable
to maintain the forced mask of gaiety. In the context

of the exhibition, Nave's Smiley and the Smiley in the
other works evokes the polarized emotional vicissitudes,
uncontrollable and unstable, attributed to adolescence.
Whereas Nave exposes the immediacy with which one emotion
can supplant another, in Yefman's work the Smiley mask is
holding a shiny, threatening knife, and in the case of
Kopelovitch, too, it appears to be scheming, boding evil.
Beneath the smiling, normative cover, meant to signify
societally pleasing standardized happiness, burst the
elements of the dark side that the society seeks to expel
and repress.

In another Nave work in the collection, American Blend
(2015, p. 45), time is stretched on a single mattress, a
kind of remnant of a youth bed, with the familiar logo of
the Israeli cigarette Time printed in elongated distortion
on the sheet that covers the mattress. For a generation
that grew up in the era of heightened consumption, the
notion of the abstract concept of time passes through a
branded product. Time is no longer something that can be
taken, but something that needs to be bought.
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At the end of the exhibition the viewer arrives at a
barrier. The Resurrection of Dead Masters (2012, pp.
26-27) 1s constructed as a locked entrance leading, so it
seems, to another space. The viewer is confronted with a
dual system of double doors, each belonging to a different
world. The outer part consists of a standard aluminum-and-
glass door of two panes, the kind found in a commercial

or residential building; beyond this are iron doors

sealed with chains and locks, like in a bomb shelter or a
storeroom. From beyond the inside doors we hear vaguely,
as from a distance within the interior space, a pulsating
instrumental thrash metal version of Metallica's "Master
of Puppets." The reverberations of the booming bass
emanating from the space rattle the iron doors, and the
chains jangle irritatingly. Between the musical sessions
there's a noise that sounds like furniture being moved
furiously from one place to another, and powerful pounding
from within is heard on the iron doors - possibly a call
for help or an attempt to burst from the sealed back space
into the exhibition space. Society will prefer to imprison
the chaotic rage and the energy for which music acts as a
release, particularly in the age of youth, until the rage
passes. The voices of frustration, and the echoes of the
violent danger lurking in them, will return in a loop and
shatter the tranquility of the space, like the return of
the repressed that hovers over the exhibition.

Perhaps more than any other artist of his generation,
Eliezer Sonnenschein adopted the bad-boy role for his
breakthrough into the world of art in Israel, as a
strategy for penetrating the artistic mainstream. And in
retrospect, after several stubborn actions, the artistic
mainstream was ready to adopt him. After trying the
conventional methods of knocking on curators' doors and
sending artist's portfolios - and being rejected -
Sonnenschein developed a guerrilla strategy of
infiltrating objects he created, signed "Channel A" ("A"
for anarchy), into museum exhibitions in which he hadn't
been invited to take part. His first action was in the
Ramat Gan Museum, followed by two exhibitions in the Tel
Aviv Museum. Legend has it that in one case a few days
after an exhibition opened at the Tel Aviv Museum, he
called the museum's guard, posing as the curator, and
asked him to let the artist Eliezer Sonnenschein enter the
museum and hang up his works. Two weeks passed before the
uninvited addition was discovered and removed. The next
time he again snuck works into the Tel Aviv Museum - in
the exhibition "Virtual Reality" (1996) - the curator,
Ellen Ginton, invited him to take part formally,'? and
from there it was a short road to the heart of the art
field: Within five years he was chosen to take part in the
international exhibition at the International Biennale

in Venice.

The Haaretz Collection has a number of works by
Sonnenschein from the Channel A series, which feature
figures that evoke Mickey Mouse on consumer steroids in

a kind of murderous computer game. Clad in a mixture of
brands (Nike, Adidas, Puma, Marlboro, and the like), they
go on a killing spree with rifles, while around them,

like CNN breaking-news tickers, are calls to replace the
government ("The king is dead"), seize the day ("veni,
vidi, vici"), and join the Channel A anarchist police.
Ultimately, the recurring destruction and killing spree
in the artworks is directed at the figure itself - one
Mickey Mouse against another (as in Channel A Veni Vidi
Vici, 1997-1998, p. 31) - or features a suicide pose
under the Nike brand's sponsorship (Red Gun, Red Hand,
Red Head, 1997-1998, pp. 70-71). These works, which
preceded Naomi Klein's 1999 book "No Logo" - a manifesto
against the consumer culture and the global economy -
channel with blunt directness and colorful, somewhat pop
language elements, the pessimistic spirit with which Klein
foresees mankind's future under the aegis of the global
conglomerates and their advertising firms.

Another artist whose works are replete with images related
to thought police - in this case from the art world -

is ENl Koplevitch, as he directs a defiant and ironic
gaze at that world. The collection contains dozens of
works from several series by Koplevitch, in some of which
an anarchistic figure recurs, wearing a stocking mask,
disturbing the peace on behalf of and primarily against
the art police (pp. 10, 14, 20, 30, 34). The image of the
artist, like the youth (which appears in another series
in the collection, pp. 25, 111), turns out to be one that
examines the boundaries of the art field's laws. The
artist is out to challenge them, to puncture the balloon
of meaning and self-importance, and to assail the hidden
codes that leave him transparent and at their mercy.

On some of the works in the series, which were shown in
an exhibition at the Kibbutz Gallery in Tel Aviv ("Art
Police," 1999; curator: Tali Tamir), Koplevitch planted
the phone numbers of curators and key figures in the art
world who had rejected his approaches. As an artist who
was active on Israel's northern periphery (Kibbutz Dafna),
he was conducting a frustrated and self-aware dialogue
with the not always accessible art field by means of
paintings ornamented with captions such as "Transparent
Art," "This cryptic thing," "Poignant memories" and
"Don't play with me cause you play with fire," which
reveal a delicate, melancholy veneer that emerges in

the gap between the rebellious, rough exterior and the
vulnerability it conceals.

The two works by Irina Birger in the exhibition, Bullet
and RF (2001, pp. 36-37), are from a series of large-
scale charcoal drawings that were exhibited in 2002 in

a show at the Tel Aviv Artists' Studios gallery in its
previous location on Elifelet Street. The realistic
drawing style augments everyday objects from Birger's
domestic environment (such as mascara and an electric
switch), rendering them pathos-ridden monuments. On
display in the exhibition are an RF cable that was used

to connect the cable television converter at the time, and
a pistol bullet the artist found by chance one day in her
apartment. The inclusion of the bullet among the other
trivial, mundane items charged the entire series, and this
exhibition space, too, with menacing force. The house

is transformed from a protected and protecting place,
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periods of time (such as the periodical of Hamidrasha,
the art faculty at Beit Berl College; Camera Obscura's
Plastika; Alexia, edited by Keren Cytter; and Aspis,
edited by Yael Bergstein, who later succeeded Breitberg-
Semel at Studio), regular art and culture reviews
flourished in the daily press, and local newspapers
(which folded in rapid succession toward the end of the
first decade of the new millennium) played a key role

in stirring a lively discussion and voicing diverse
opinions that were vital to ensure the art field's dynamic
existence.

The art scene was as lively and frenetic as it was small,
seeking to amaze and innovate, or at least that's how

I experienced it. Indeed, Israeli art, which wanted to
provoke, activate and shock with the power and energy of
the youngness of the period, seemed to find - more than is
the case today or in other moments of its short history -
a bustling, inquisitive field with a range of platforms
through which to be present, be seen, be considered and
collected.

¢

The exhibition "Wilds Ago," which springs from the rich
inventory of works representing the young era in Israeli
art contained in the Haaretz Collection, aims to observe
traces of youth. Though youngness and youth are congruent,
albeit not identical, concepts, the exhibition intermixes
them in a deliberate, subjective mélange. Drawing on
representations that surfaced and were given expression
starting the historical moment of the mid-1990s by young
artists of the period, the exhibition seeks to capture
something symbolic in the volatile, chaotic, vulnerable,
defiant experience, hazardous to the environment but
primarily to itself, of being a youth in the world. Or
more accurately, perhaps, it tries to capture the memory
of those sensations from the distance of time - to summon
up not the spirit of youth, but its phantoms.

Two installations by Alona Rodeh are on view in the
exhibition: one greets visitors adjacent to the entrance,
the other concludes the tour. In both works, which are
among the few in the exhibition that date from this
century's second decade, the artistic thrust lies in the
encounter between object and sound, or in the way that
sound violently activates an object and resonates, without
human contact, with the vital, anarchic surge inherent

in the spirit of youth, and cascades uncomfortably into
the exhibition space, creating its soundtrack. In Black
Instrumental Anxiety (2011, pp. 28-29), the pounding of

a bass occasionally shakes a tribune, or steps leading

up to a stage, from which beer bottles fall, break and
collect in rampant chaos on the floor, emitting alcoholic
vapors. The work's mechanism in itself foments the

melee of nocturnal rambling and a violent, capricious,
uncontrollable outburst of drunken disorder.

Alona Rodeh
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2011
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time before an artist held a museum exhibition. In a rapid
process, almost without a power struggle, a new generation
of artists began to occupy center stage, and the most
established art spaces began to take pride in emphasizing
young art.

This development occurred in parallel at almost every
museum institution, large or small. For example, in

the mid-1990s the Israel Museum launched a series of
exhibitions curated by Sarit Shapira and Yigal Zalmona,

in the Billy Rose pavilion. In them, newly graduated art
students (mainly from the Bezalel Academy) had their first
museum exhibition, in some cases only a year or two after
completing their studies (among them were Avner Ben-Gal,
Ohad Meromi, Sigalit Landau and Guy Bar Amotz). In the
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Tel Aviv Museum of Art the curator of Israeli art, Ellen
Ginton, included young artists in most of her group shows,
and the museum provided a major stage for several huge
installations in its Helena Rubinstein Pavilion at the
start of the millennium, which from the moment they were
displayed became key exhibitions in Israeli art ("Helena,"
a 2001 exhibition by Ben-Gal, Meromi and Gil Marco Shani;
Sigalit Landau's solo show "The Endless Solution," 2005;
and Gal Weinstein's "Huleh Valley," 2005, among others).
The Herzliya Museum, which at the beginning of the 2000s
added the words "of Contemporary Art" to its name, under
the directorship of Dalia Levin, who took over in 1993,
devoted much of its space to young artists (Guy Ben-Ner,
Michal Helfman and Uri Nir were among those who had their
first solo museum shows there). Additional museums, such
as the Ramat Gan Museum, the Janco Dada Museum, the Haifa
Museum of Art and others created dedicated platforms

to exhibit young artists. The Israeli art world seemed

to have yearned for the new generation that now burst
upon it. And suddenly the graduation exhibitions in art
institutions (which Amos Schocken and Efrat Livny also

made a point of visiting) became the arena in which the
art field detected contemporary trends, a new and au
courant spirit that drew Israel closer to the global
village.

My years of professional coming of age in the Israeli art
world paralleled the transition to the new millennium;
years which, at least from my not-yet-fully-formed
viewpoint, were marked by a sense of exuberant dynamism,
tremendous creative blossoming and a revamping of the

art agenda.? A generational passage was felt in these
years, with the sweeping entry of a new generation of
artists and the integration of added forms of media
(video, performance and installation) into the center of
artistic endeavor.'® Concurrently, a new generation of art
curators arose, including graduates of the New Seminar

for Curatorial and Critical Studies led by Ariella Azoulay
at the Camera Obscura School of Art in Tel Aviv, which
became a hub of thinking about the art field through
contemporary theory and criticism. Among these curators
were Hadas Maor, Galia Yahav, Tal Ben Zvi, Boaz Arad and
others. New exhibition platforms also opened, such as

CCA, the Center for Contemporary Art, in Tel Aviv, founded
by Sergio Edelsztein in 1998, which spawned additional
platforms, among them Blurr-International Performance Art
Biennial (1997-2007) and Video Zone-International Video
Art Biennial (2002-2010). At the same time, new private
galleries opened, including Sommer Contemporary Art, Tal
Esther and Alon Segev, which at their peaks mounted bold,
ambitious exhibitions, some of which remain iconic pillars
of Israeli art. Complementing them were new galleries that
espoused a social agenda, such as the Hagar Art Gallery

in Jaffa, under the curatorship of Tal Ben Zvi, which

in its brief existence (2001-2003) showed Palestinian

and Mizrahi artists and contextualized their work based

on postcolonial readings; and Kav 16 (since 1998), a
municipal gallery in Tel Aviv's Neve Eliezer neighborhood
that set out to examine art-community relations. These
were also years of large-scale art events. In 1994, the
first of five editions of the Art Focus project opened in
Jerusalem, an ambitious event that strove to fuse Israeli
art with cutting-edge international art; and in 2002 the
first Omanut Haaretz (art of the country) event was held
at the Reading power station in Tel Aviv, a happening that
aimed to familiarize the general public with contemporary
art.

These were also the vibrant years of Studio Magazine,
edited by Sarah Breitberg-Semel (published from 1989 to
2008, with Breitberg-Semel as chief editor from 1993 to
2003) . Studio generated a lively, critical (albeit not
always inclusive) discourse that observed the local scene
and the international scene alike. It published regular
surveys of global exhibitions, alongside a consistent
emphasis on young Israeli art and reviews of graduation
exhibitions of the local art and photography schools.
Studio also created a platform for exhibiting in the
magazine, in two-page spreads that identified and forged
the tone-setters of the decade ahead. In addition to
Studio and other art magazines that lasted for different
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fixed, but always susceptible to a struggle for privileges
and the division of power. "The ideological representation
of the division between young and old grants certain
things to the youngest, which means that in return they
have to leave many things to their elders."® Relocating
this notion to fields of cultural discourse,"..each field
has its specific laws of ageing. To understand how the
generations are divided, you have to know the specific
laws of functioning of the field, the specific prizes

that are fought for and the divisions that emerge in

the struggle (nouvelle vague, nouveau roman, nouveaux
philosophes, 'the new judges,' etc.). All that is fairly
banal, but it demonstrates that age is a biological datum,
socially manipulated and manipulable; and that merely
talking about 'the young' as a social unit, a constituted
group, with common interests, relating these interests

to a biologically defined age, is in itself an obvious
manipulation.’”’

Collecting youth

The idea of observing the concept of "youth" did not
originate from my previous occupation with it. It sprang
from an invitation to curate an exhibition of works

from the Haaretz Collection and from my perusal of the
collection itself. The idea for the exhibition jelled
quite quickly when, amid the impressive abundance of

the thousands of works, I encountered anew works that
accompanied my years of entry - first as a viewer, then in
my first curatorial roles - into the Israeli art world:
works by Israeli artists who entered the field shortly
before the new millennium and around the transition to

it. The initial choice of direction and of the works to be
exhibited was highly intuitive and emotional, and took me
back, through my professional youth, to my chronological
youth. However, as the concept took shape, three axes

of "young," intersecting histories emerged, which in the
curating process undergo a synthesis: my private history,
the history of the collection, and the history of Israeli
art in the late 1990s and early 2000s.

The Haaretz Collection was launched in the early 1990s

by Amos Schocken, and the curator Efrat Livny Jjoined

the staff in the second part of the decade, when the
collection was still in its incipient stage. Although
never a planned or declared strategy, the focus in the
collection's years of formation, and subsequently, was

to acquire contemporary art in real time, particularly by
young artists who had not yet established themselves. In
some cases, works were purchased directly from graduation
shows in art schools without waiting, like other
collections, for the establishment's confirmation of the
artist's entering the gates of the canon, even partially.
As the collection began to operate more intensively from
the mid-1990s, and because this is the dominant type of
art it acquired, it contains a very large representation,
museum-scale in importance, of young Israeli artists who
began to be active in that period.

The collection's orientation and its turn to young artists
did not occur in a vacuum, but faithfully reflect the
period in which the collection began to operate. In the
seminal exhibition, "Eventually We'll Die: Young Art

in Israel of the Nineties," at the Herzliya Museum of
Contemporary Art (one of six exhibitions of Israel's
decades marking the sixtieth anniversary of the country's
creation), the curator, Doron Rabina, frames the fifth
decade of Israeli art - the decade that concluded the last
century — through the prism of youngness: "In the 1990s,
both locally and internationally, the turning of the gaze
to artistic endeavors at the originary moment of eruption,
to their Eros and innovation, and to the fact that they
were unburdened by past excesses - qualities associated
with youngness - was sweeping and border crossing,
attesting to the field's need to cling to the occurrence
fundamentally linked with 'nascence' in an era infused
with the logic of 'end.'"®

Each generation brings with it new artists, a new

spirit that rattles the artistic mainstream and presents
different tastes and artistic conceptions that are the
antitheses of the previous generation. At the same time,
in the 1990s and in the first decade of the 2000s some
artists were occupied with youngness itself as content,

as a subject of representation. The art field ascribed to
youngness a merchandisable value, which even the central,
established art institutions discerned and sought to
appropriate, while abbreviating the customary "maturation"

Rona Yefman, The Room (from "Let It Bleed")
1998-2006, video

1" 71 ,2006-1998

('Let It Bleed" 11nn) The Room ,1n9" ni1n
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here) yearn for, mustering romanticism as a symbol that
characterizes it and which creates a youth "that sleeps
in narcotic individualism. Philistinism paralyzes us, so
that it alone can dominate the age; if we allow ourselves,
however, to be paralyzed by the idealizing narcoses, then
we shall quickly sink in our turn, and this youth will
become the next generation of philistines. [..] I want

to take a moment to look into this false romanticism. It
sticks to us wherever we go, yet is nothing but the greasy
garment a solicitous philistinism throws over us so that
we shall be unrecognizable even to ourselves."?

In another early text, Benjamin reflects on the term
"experience," through which adults dominate the young,

who in their view lack sound enough judgment and decision-
making ability to share with them positions of power and
responsibility. Aiming to rip off the mask of experience
that the adult puts on, the young Benjamin exclaims: "But
let us attempt to raise the mask. What has this adult
experienced? What does he wish to prove to us? This above
all: he, too, was once young; he, too, wanted what we
wanted; he, too, refused to believe his parents, but life
has taught him that they were right. Saying this, he smiles
in a superior fashion: this will also happen to us - in
advance he devalues the years we will live, making them
into a time of sweet youthful pranks, of childish rapture
before the long sobriety of serious life."®

From a youth's perspective, these texts, both written in
1913, just before the eruption of World War I, signified

the heated but not belligerent intergenerational struggle
for power at the beginning of the century. Following two
world wars in which youth was cannon fodder for adults
who almost led the world to perdition, a new generation
of young people arose that channeled the rebellious
spirit attributed to it to resist more tellingly those

in authority and the values of those whose actions had
spawned these calamities, and to suggest cultural and
ideological alternatives. The 1950s and 1960s embodied
the vast, almost unbridgeable gap between the generations,
in which youth culture became in large measure the
representative of the counterculture - culminating in

the cathartic peaks of the student revolt in France in
May 1968 and the Woodstock festival in New York State in
August 1969, after which the Western world made a sharp
turn back to conservatism. In a crude generalization,

it can be said that, in order to curb the counterforces
unleashed by young people during those decades, youth
itself underwent a certain "criminalization" in the
dominant fiction of Western culture and was portrayed
more acutely as dangerous, lawbreaking and unproductive
to society. In the face of this image, "youth" in the
decades that followed seemed also to be swallowed up

like a collective image into the consumer culture, as an
instrumental harbinger of the principle of "the new" and
became a monetized, brandable image, and a market segment
worth taking into account, which by being contained could
also be moderated.”

One of the formative moments of horror in my childhood
occurred in front of the television set alone in the house
at night. The intergenerational struggle of forces was
revealed to me in all its grotesqueness in the Friday
Night Movie. Years later I discovered that the title of
the trash movie that gave me nightmares as a girl was
"Wild in the Streets" (1968, directed by Barry Shear).
It's a somewhat reactionary morality tale depicting a
dystopian world in which teens, led by a successful rock
singer, become fed up with the power wielded by their
parents' generation and take control of the United States
(and subsequently of the whole world) by means of a
democratic procedure of lowering the voting age. In short
order they accumulate political and military power, make
30 the retirement age, and establish concentration camps
for reeducation where everyone over 35 is incarcerated and
stuffed with LSD day and night. Near the end of the film,
a new, even younger generation springs up that views the
new leaders - who are by now in their mid-twenties - as
aged. The latter counter with aggressive rhetoric that is
contemptuous of the children's lack of strength and lack
of experience. The film ends with the promise of one of
the humiliated children: "We're gonna put everyone over
ten out of business."

"Just as the old have an interest in pushing young people
back down into youth, so the young have an interest in
pushing the old into old age," the sociologist Pierre
Bourdieu argued in an interview titled "'Youth' Is Just a
Word."® Bourdieu maintains that the divisions between ages
are arbitrary and that the boundaries between them are not
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PHANTOMS OF
YOUTH

IEIRCHED

What actually happened back there, in one's youth? Can one
separate personal memory from collective imagination as
time passes?

I remember it as a prolonged conflict, with myself, with
the world, a daily negotiation, agreeing to be part of it,
resisting it, surrendering to its written and unwritten
rules. It was a time of confusion and of stifled desires,
hatred of everything, especially of myself, and great
awkwardness with the body and with how to interact with
people when all those pendant organs were dangling about
out there in non-synchronization. There was the tremendous
excitement of discovery and total identification with
artistic representations; there were resolute opinions,
even about things I didn't actually know, there were
eating disorders. There were sharp edges and moods that
tried to hide behind an apathetic expression, impervious,
as stolid as can be. There was leaping into all kinds of
situations with eyes closed, without calculating risks,
and there was also absolute avoidance of interaction,
hours in my room with music, and hours, many hours, in
front of the TV and in the movie theater with culture's
representations of youth. What of these memories are
actually mine?

Youth is perhaps the period most represented in culture,
at least in Western culture since the second half of the
twentieth century (less so in visual art than in film,
literature and music). Even before I became an adolescent,
culture taught me what to expect in my teens, what sets
of experiences and trials awaited me in that period:
rebelling against parents, teachers, against everything
and everyone in authority, undergoing tests of courage,
surrendering to social pressure, being a nonconformist,
brimming with energy, being depressed, falling in love,
thinking obsessively about sex, losing virginity, being
overwrought, doing drugs and drinking yourself into a
stupor, doing nonsense that you'll be sorry for, but
getting your act together at the right moment to come
out of it with a good story but no lifelong damage.

It's a time of life when transgressions are expected,
forgiven, even encouraged, as long as youth is curtailed
at a certain point, followed by "growing up." When I
reached adolescence, my hesitant experiences were always
counterpoised to the milestones the culture marked for me
as essential for the story of my youth, like successive

objectives to be attained; and when I was no longer
considered a teen, the memories that were preserved often
organized themselves in line with the existing structures,
other things were more difficult to articulate, and by
the very fact that I did not repeat them to myself, or to
others, as a story, they shriveled into a rather vague
emotion.

This emotion is the theme of the exhibition, "Wilds Ago":
what was shed but remained part of one's being, cleaving
to the explosiveness of youth from within, visiting ghosts
like a song suddenly heard after many years and its

words, all of them, come surprisingly to your lips. They
remain part of what you are, despite the time that has
passed, despite a life that led to countless other molding
developments and experiences. They will burst out again at
certain moments, signaling the brittleness of existence,
opening wounds that were healed with great effort. This
story of youth could have ended differently, but with

some sort of effective human survival mechanism that
simultaneously glorifies and stifles youth, some of us -
most of us - manage to get through it.

Framing youth, or an obvious manipulation

Unlike adolescence, a biological category that demarcates
a period of specific physiological changes that generally
occur within a narrow age range, "youth" is a social
construct, a symbolic category, whose age range differs
from one culture to another and from one period to
another: it can start from the teens and last until after
the third decade of life. Like other social constructs -
those of gender, for example - through which, in a long
process of cultural representation, we are condemned to
think and thereby to understand the world, the concept of
youth also encompasses people who grow and function in
very different life circumstances. Youth can be a dynamic
concept, the set of values attributed to it changing
slowly across time and in different places. However,

its underlying assumption will invariably be that it

is a transition period between absolute dependence and
independence, a flexible stage in the crystallization

of the self in which a negotiation takes place about
liberating social rights and obligations through a
formatting socialization process that entails subjugation
to the boundaries of a "normative" social order. This
involves processing, perhaps losing, something of the pre-
screened, pre-reasoned authenticity of life's experiences
before they become the "life experience."

"Youth is surrounded by hope, love, and admiration -
coming from those who are not yet young, from the
children, and from those who are no longer able to be
young because they have lost their faith in something
better. We feel this: that we are representatives; each

of us stands for thousands [..] We feel that we are youth
by the grace of God, if we can put it this way."' In this
text, which Walter Benjamin wrote when he was a youth
himself, in his early twenties, youth is perceived as
something adults (i.e., the bourgeoisie, in his conception
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Foreword - AR

For this exhibition from the Haaretz Collection, the ninth we've
presented so far, we invited the curator Tal Yahas. An external curator
provides the opportunity to expose the collection to an "outside" eye
that will discover and formulate from it new connections and contexts.
This is the second time we have had an external curator. For the sixth
exhibition, Gilad Reich was invited to curate a show on the subject

of his academic research. On this occasion, the course of the work

was different: When Tal accepted the curating task, she approached the
collection tabula rasa. From her observation of its many items, she was
able to distill the melancholy of youth arising from a cluster of works
and bring them together in an exhibition that focuses on the phantom
spirits of "Wilds Ago" - namely, the days of youth. In doing so, she
wove contexts of place and time, primarily of 1990s Israel, and of the
history of the collection itself. The works on show are characterized
by a mixture of sadness, bursts of vitality, and anxiety, and they
range from the introverted to the demonstrative. They are direct and
piercing, not exactly works one would hang above the living room sofa.
Indeed, that is truly not a criterion that guides us in choosing works
for the collection. Many times over the years we have been told: "Only
you could have bought this work." Now, in this marvelous exhibition,
these works are revealed in the fullness of their power and beauty.

Efrat Livny
Collection curator
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Defiant Gaze

Buying canonical art at auctions doesn't interest me so much. I have
always preferred to meet the artists in their studios, to understand
their creative processes, discover what occupies them and see the work
live and in real time. Some of the works in the Haaretz Collection
were purchased from young artists who were just starting out. Young
art often deals with youngness itself, so it's not by chance that the
theme Tal Yahas came up with upon looking through the collection is
"youth," or as she phrased it, "Phantoms of Youth." The gaze that Tal
and the works she chose cast on youth is not nostalgic or romantic.

On the contrary: It is abrasive, scathing, dark, painful and defiant.

For many years, we have had hanging on one of the main walls in our
home a large painting: a black-and-white frontal facial portrait
of a youth with a cigarette in his mouth and a piercing eyebrow
ring, who looks straight out at the viewer (p. 4). It's a self-
portrait of a young fellow named Yotam Natan, which I purchased
at the graduation exhibition of the Thelma Yellin School 20
years ago. I liked his chutzpah and self-confidence, as though
he was saying: anything Chuck Close can do, I can do, too. I
don't know where Yotam is today; I have never encountered his
name as an artist. He'd be 38 now, almost the age of the adults
at whom he aimed his defiant gaze, but his presence in our home
remains as powerful as it was on the day we hung the picture.

Amos Schocken
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