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Giyora Bergel

Untitled (Gorilla in the Studio), 2004
acrylic on canvas
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Yoav Hirsch

A Boy and Ravens, 2010
acrylic on canvas
190X180
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Liron Lupu

The Day After (Early in the Morning) (detail), 2016
acrylic on plywood
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acrylic on canvas
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Pavel Wolberg

Tufah (Hebron District), 2002
pigmented inkjet print
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Yoav Efrati

Untitled, 2001

brown pencil on paper
22X18
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Maya Perry
How Lonely You Must Be, 2021

gouache, watercolor and ink on paper
20X15
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video, 11:40 min
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Maya Perry

| Promise Not to Contact You Anymore, 2021
gouache, watercolor and ink on paper
15X20
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Dam Butterfly, 2017
video, 25 min
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Shay Zilberman

Untitled (Family), 2013

collage, ink and graphite on paper
30X22
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Ronit Porat

Untitled, 2018
pigmented inkjet print
70X56.2
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Ronit Porat

Untitled, 2018
pigmented inkjet print
142X225
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Rachel Kainy

Beautiful Heap, 2007-2008
aquarelle and ink on paper
53X31
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Rachel Kainy

Small Heap, 2008
aquarelle and ink on paper
39X28
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Rachel Kainy

Big Heap, 2008

aquarelle and ink on paper
56X76
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Eitan Ben Moshe

Free a Butterfly, 2015
glass and plaster
80X160X80
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Uriel Miron

Lean-To, 2017

stained and painted beech wood
35X95X77
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Uriel Miron

Rind, 2017

painted maple wood
59X30X18
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Uriel Miron

Growth Plates, 2019

stained maple wood
132X172X18
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Liron Lupu
Landscape/Funeral in

the Valley, 2011
acrylic on canvas

40X50

1917 11N"7

45X60 ,T1 7V 777N ,2014 ,4 'ON "7 .

Liron Lupu

. Derby No. 4, 2014, acrylic on canvas, 45X60

25X40 , T2 7V 7"77R ,2011 ,NN1) 877 .

. Untitled, 2011, acrylic on canvas, 25X40

29X35 ,11 7V 7'7"7R ,2006 ,0"1V17 NTIN .

. Ode to Youth, 2006, acrylic on canvas, 29X35

10X18 ,T127 YV 7V N2yN A7*120 ,2014 (1IN0 Av17) 91 .

. Landscape (German Shepherd), 2014, mixed media on plywood, 10X18

35X35 ,7127 YV 7V N271vn 17"120 ,2013 19NT .
40X60 ,71 7V 7*7"17R ,2018 ,n1"0 1Y .

20X50 ,T127 YV 7¥ N27yN 1j7"100 ,2014 911 .
35.5X49.5 ,71 7V 7*7"178 ,2013 Q1700 .

. Bulldozer, 2013, mixed media on plywood, 35X35
. The Dove Song, 2018, acrylic on canvas, 40X60

. Landscape, 2014, mixed media on plywood, 20X50
. The Chase, 2013, acrylic on canvas, 35.5X49.5

50X35 ,712 7y 7'7"y7R ,2018 1N .

O 0O ~NO U~ WM R

O 00 ~NOWL WM

. Dove, 2018, acrylic on canvas, 50X35
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Naomi Siman-Tov

Save the Great Mermaid

(from the series ”Pet’s Corner”), 2010-2021
mixed media, wall installation

90X185X24.5
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Naomi Siman-Tov

After 40 Years (from the

series ”Pet’s Corner”), 2010-2021
mixed media, wall installation
70X155X13
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Naomi Siman-Tov

Fallow Deer Released (from the
series "Pet’s Corner”), 2010-2021
mixed media, wall installation
64X167.5X20

60



63

17N 1D
2016 ,0701N
‘7T 04:29 NN

Fahed Halabi
Mercedes, 2016
video, 04:29 min
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All works:

Yoav Efrati

Untitled, 2001

brown pencil on paper
22X18
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Maya Perry

Safety is a Necessity, 2021
watercolor and ink on paper
77X57
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20X15

Maya Perry
Strange Animal Behavior, 2020

gouache, watercolor and
ink on paper
20X15
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Maya Perry

Anticipating Disaster, 2021
watercolor and ink on paper
77X57

66



1 "
ot i k.ﬁl- e ZolH

0170 NY

2014 ,N1N1J 877
01"D131N
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Shahar Yahalom
Untitled, 2014
monoprint
50X35

D170 NY

2015 ,(Morandi) nan1d 877
01"1911IN

50X35

Shahar Yahalom
Untitled (Morandi), 2015

monoprint
50X35
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50X43

Shahar Yahalom
Untitled, 2014
monoprint
50X43
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Gilit Fischer

A Bee on the Pupil, 2010
mixed media on canvas
150X100
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29X40

Rachel Kainy

An Argument on Birthday, 2008
aquarelle and ink on paper
29X40
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38X53.5

Rachel Kainy

Untitled, 2008

aquarelle and ink on paper
38X53.5
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28X36

Rachel Kainy

Untitled, 2008

aquarelle and ink on paper
28X36
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REOPENING

When Efrat told me that the theme of the next exhibition from the Haaretz
Collection would be the connection between animals and humans, I didn’t recall
that the collection has quite a few works dealing with this subject. When you
think about it, it’s not surprising that for many artists, animals are a source

of interest and inspiration, and that the relations between man and the animal
occupy a place in their oeuvre. The connection between animals and people

is present in almost every realm of human life, including the plastic arts.

To reopen Gallery Minus 1, the venue that holds exhibitions of works from the Haaretz
Collection, after almost a year and a half of closure because of the epidemic, and to
reanimate some of the animals in the collection - that is a joyful and optimistic event.

Amos Schocken
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BEING WITH
THE ANIMAL

Efrat Livny

I can think my way into the existence of a bat
or a chimpanzee or an oyster, any being with
whom | share the substrate of life.”

J. M. Coetzee, Elizabeth Costello, p. 80

The title of this exhibition is phrased as an assertion
or an imperative, but implicit in it is a question - one
of the great questions of human life, if not the great-
est of them: the question of the connection between hu-
mans and animals. For the definition of the human is
eternally and ineluctably bound up with the definition
of the nonhuman, and above all with the separation/
nonseparation between human and animal. So funda-
mental is this question in human culture that it seems
to exist, directly or indirectly, at the heart of almost
every realm of knowledge: in mythology and theolo-
gy, in psychology and anthropology, in literature and
philosophy, in medicine and the sciences, in ethics and
in jurisprudence, and more. Like other sweeping, bed-
rock questions — whose all-embracing scope actually
renders them transparent and transforms them into
nonquestions - in this case, too, agreement has solidi-
fied about the absolute barrier that exists between hu-
man and animal, and the axiom of human superiority
has become part of the natural order. The seminal phil-
osophical moment in this regard was generated in the
philosophy of René Descartes, as set forth in his essay
“Discourse on the Method” (1637). There he develops
the thesis that animals are void of reason and mind,
effectively rendering them no more than machines
which, even if they are highly sophisticated, operate
as automata.! Yet that Cartesian moment, we must not
forget, was preceded centuries earlier by the theo-
logical concept of human superiority over animals.
Monotheism brought to the world an abstract divinity
disjoined from humankind by an absolute barrier, al-
though humankind was its exclusive assignee - man is
the lord of creation and all the other creatures are in
thrall to man. In both accounts of the story of human
creation in the Book of Genesis, the only fact noted, to-
gether with man’s creation in God’s image, is his lord-
ship over the entire animal world, granted by God. 2

That superiority was hardly self-evident in mythical
thought, in societies termed “primitive” and in poly-
theistic faiths. On the contrary: Many gods, beneficent
or satanic, bear the likeness of an animal or a chime-
ra3; some animals are considered holy; and entire
belief systems are grounded in totemism, in which ani-
mals possess mystical powers that afford them prima-
cy and superiority over humans. The knowledge such
societies harbor about the animal world, and their life
alongside and with animals, were completely differ-
ent from the life of the monotheistic world and from
the life of the Western world beginning in the modern
era, and continues to be so today in certain societies.
“The supreme being apparently did not have any pres-
tige comparable to that which the God of the Jews, and

later that of Christians, was to obtain,” writes Georg-
es Bataille in his essay “Theory of Religion”. “As
if the operation had taken place at a time when the
sense of continuity was too strong, as if the animal or
divine continuity of living beings with the world had
at first seemed limited, impoverished by a first clum-
sy attempt at a reduction to an objective individuality.
There is every indication that the first men were clos-
er than we are to the animal world; they distinguished
the animal from themselves perhaps, but not without a

feeling of doubt mixed with terror and longing.”4

If monotheism sowed the seeds of disconnection be-
tween humans and animals, the final severance was
fomented by the advent of scientific thinking. “The
real gap, the real separation between science and what
we might as well call mythical thought for the sake of
finding a convenient name, although it is not exactly
that - the real separation occurred in the seventeenth
and the eighteenth century,” Claude Lévi-Strauss ob-
serves in his famous essay, Myth and Meaning. “At

that time, with Bacon, Descartes, Newton, and the
others, it was necessary for science to build itself up
against the old generations of mythical and mystical
thought, and it was thought that science could only ex-
ist by turning its back upon the world of the senses, the

world we see, smell, taste, and perceive.”5

Denial is indeed a basic state in regard to the ques-
tion of the relationship between man and the animal.
For generations the consensus about animals’ inferior-
ity spawned relations of control and ownership of an-
imals, and their subjugation to the needs of humans:
relations that for the most part entail practices of im-
prisonment, suffering, violence and murder, which
only became increasingly sophisticated as technology
developed. The process by which man separated him-
self from the animal (and by the same token from na-
ture as a whole) and conceived animals to be inferior
and subject to him, is based wholly on deep currents
of distancing, alienation and denial; and like similar
instances of negation it entails a double denial: of the
lie that props up the perception of superiority and the
acts of cruelty it produces, and denial of the denial that
allows those acts to be performed. Many of our every-
day actions attest to life lived with this dual denial and
with ignoring the incredible price that animals pay for
this approach - it’s part of what we eat and wear, the
medications we take, and more. But in the case of hu-
man-animal relations there accrues an additional lay-
er of meta-denial: denial of the self. For in order to
keep up this perception of superiority, man is obliged
to forget that he himself is an animal. The depth and

scope of this denial can be gleaned from the furor that
was unleashed by Charles Darwin’s book The Descent
of Man in 1871 and from the resistance to the theo-
ry of evolution that persists to this day in Israel and
throughout the world. The ingrained dialectic of this
denial necessarily exacts a ruinous price: for in abjur-
ing animals, mankind is ipso facto denying its own es-
sence, and with it everything it wishes to envision as
“human.”

Manifestly, when it comes to the question of what is
“human” as opposed to “nonhuman,” animals pose the
greatest challenge, for animals are not objects and not
humans; but the result of the alienation and disconnect
brought about by theological and scientific thought en-
gendered the skewed perception according to which
nonhuman creatures have through the ages been con-
sidered to belong more to the category of things than
to the category in which both they and humans are
subsumed: the animal kingdom. “Insofar as I can also
see the animal as a thing (if I eat it — in my own way,
which is not that of another animal - or if I enslave it
or treat it as an object of science), its absurdity is just
as direct (if one prefers, just as near) as that of stones
or air, but it is not always, and never entirely, reduc-
ible to that kind of inferior reality which we attribute
to things,” Bataille writes.® Nevertheless, despite this
distance/nondistance, humans chose to dissociate
themselves from animals and to situate them together
with “things.” “The definition of the animal as a thing
has become a basic human given. The animal has lost
its status as man’s fellow creature, and man, perceiv-
ing the animality in himself, regards it as a defect.”’

The question of the distinction between human and
animal, the question of the difference that makes the
difference, has been a subject of theoretical and scien-
tific research throughout human history and has been
answered variously in different periods and by differ-
ent schools of thought citing: bipedalism, use of tools,
speech, dress, reason, imagination, ability to identi-
fy with the other and so forth — all of them answers
that were formulated, disputed, refuted or nullified at
one time or another. The common point of departure
of these theories is their fundamental assumption that
there is a single boundary line on one side of which are
“humans” and on the other side “animals.” However,
this notion fails on both sides of the divide. From the
human side, it is possible to prove, as Jacques Derri-
da says, that “none of the traits by which the most au-
thorized philosophy or culture has thought it possible
to recognize this ‘proper of man’ — none of them is,
in all rigor, the exclusive reserve of what we humans
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call human. Either because some animals also possess
such traits, or because man does not possess them as
surely as it claimed.”®

Whereas on the animal side, the vast multiplicity — the
diversity, the variations and the enormous differences
that characterize the animal world - is an obstacle to-
ward positing one predominant boundary line for cast-
ing doubt on this great tradition of searching for the
decisive distinction between human and animal. “What
resists this prevalent tradition is quite simply the fact
that there is a multiplicity of living beings, a multiplic-
ity of animals, some of which do not fall within what
this grand discourse on the Animal claims to attribute
to them or recognize in them. Man is one of them, and
an irreducibly singular one, of course, as we know, but
it is not the case that it is Man versus THE Animal. [...]
There are a great number of different structures in
the animal world. Between the protozoan, the fly, the
bee, the dog, the horse, the limits multiply, particular-
ly in terms of ‘symbolic’ organization, encoding or the
practice of signs. If I am unsatisfied with the notion of
a border between two homogeneous species, man on
one side and the animal on the other, it is not in order
to claim, stupidly, that there is no limit between ‘ani-
mals’ and ‘man’; it is because I maintain that there is
more than one limit, that there are many limits. There
is not one opposition between man and non-man; there
are, between different organizational structures of the
living being, many fractures, heterogeneities, differ-

ential structures.”

Amid this expansive discussion about the dividing line
between human and animal, Derrida, as is his wont,
turns to linguistic analysis. In the very fact that one
word, used in the singular - the “animal” - exists to de-
note such a vast and disparate range of types, species
and individuals in the animal world, already there he
finds the onset of the Wrong.m In earliest times, when
humanity invented one generic word, it was as a blan-
ket term for an incomprehensible plethora of life and
was used not only to set itself apart but also to consti-
tute itself. Human beings, Derrida argues, arrogated
to themselves the right to be those who call the animal
by name and at the same time set themselves up as be-
ing able to respond in their own name while depriving
the animal of this right. The animal can only react but
not respond, an array of thinkers down through his-
tory have concluded;11 certainly it cannot respond in
its own name. Derrida’s sweeping “J’Accuse” links all
these philosophers, from Aristotle to Jacques Lacan,
from Descartes to Martin Heidegger, and asserts that
all of them without exception denied the animal the

right of subjectivity and all the rights deriving there-
from. “The distinction between the animal (which has
not or is not a Daseinu) and man has nowhere been
more radical nor more rigorous than in Heidegger,”
he observes. “The animal will never be either a sub-
ject nor a Dasein. It doesn’t have an unconscious ei-
ther (Freud), nor a rapport to the other as other, no
more than there is an animal face (Levinas). [...] The
discourse on the subject, even where it locates differ-
ence, inadequation, the dehiscence within auto-affec-
tion, etc., continues to link subjectivity with man. Even
if it acknowledges that the ‘animal’ is capable of au-
to-affection (etc.), this discourse nevertheless does not

grant it subjectivity.. o3

And after all this it’s necessary to ask what it means to
look at an animal. John Berger, in his essay “Why Look
at Animals?” sets forth a short history of humans’ co-
habitation with animals.'* Berger describes two par-
allel trajectories: one of physical proximity to and life
alongside animals in activities such as hunting, do-
mestication and breeding on farms, in transportation
and the like; and the other of metaphorical proximity,
as manifested in myths, legends, epics, poetry, paint-
ing and so forth. Until the nineteenth century, Berg-
er argues, these two trajectories coexisted in a more
or less balanced form, but then they diverged and the
balance was undone. From the physical aspect, since
the nineteenth century animals gradually disappeared
from everyday urban and industrial life, and subse-
quently, with the invention of mechanized agriculture,
they disappeared from the rural sphere as well. “Cit-
ies, growing at an ever increasing rate, transformed
the surrounding countryside into suburbs where field
animals, wild or domesticated, became rare,” Berger
notes. “The commercial exploitation of certain species
(bison, tigers, reindeer) has rendered them almost ex-
tinct. Such wild life as remains is increasingly con-
fined to national parks and game reserves. [...] Later,
in the so-called post-industrial societies, they are pro-

cessed like manufactured commodities.”"

Berger wrote this already in 1977, and since then in-
dustrial animal farming has become a vast monster on
a scale beyond imagination, which inflicts damage on a
scale equally beyond imagination, and which has long
been known to be the prime cause of global environ-
mental destruction and climate change.16 The second
trajectory, that of metaphor, has also been “polluted,”
Berger maintains. With the advent of the modern era
the metaphorical animal was also plunged into new
categories which were also of unprecedented potency
and scope, spearheaded by popular culture, consumer
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culture and the culture of the spectacle: from movie
cartoons, children’s books, fur dolls, logos of brands
and soccer teams, to nature films, prints on pajamas
and cat videos on the internet. This massive entertain-
ment-decorative-anthropomorphic presence of ani-
mals in our life does not reflect greater closeness, but
the opposite. Anthropomorphizing animals and trans-
forming them into products, merchandise or images is
another aspect of the process of their reification and
distancing. Berger: “In the accompanying ideology,
animals are always the observed. The fact that they

can observe us has lost all significance.”!”

“Nothing will have ever done more to make me think
through this absolute alterity of the neighbor than
these moments when I see myself seen naked under
the gaze of a cat,”18 Derrida confesses at the culmi-
nation of a marvelous and surprising portrayal of an
ostensibly nondescript, everyday situation with which
he opened a comprehensive lecture about the question
of “the animal.”®® He makes a point of noting that he’s
referring to a real, singular cat that lives with him at
home and to a concrete situation. The fact that the cat’s
gaze caused him, even reflexively, embarrassment,
shame at being naked, becomes for Derrida a spring-
board to develop the broad discussion about what is
meant by the fact of man being with the animal. His
thrust is apparent already from the title he gave his
talk — “L’animal que donc je suis” — which can be trans-
lated “the animal that I am” and also “following the
animal that I am.” “In fact,” Yoav Kenny writes illumi-
natingly, “it is not amenable to full and precise trans-
lation, because the verb suis serves as the first-person
singular form of both the verb étre, to be, and of the
verb suivre, to follow. By means of this duality, Derri-
da presents himself both as an animal and as one who
follows after the animal, with the host of epistemolog-
ical, ontological, evolutionary, ethical, aesthetic and
political meanings that the traditional metaphysical
conception of Western philosophy has attached to fol-

lowing of this sort throughout history.”20

In what sense are we close to the animal, Derrida asks
repeatedly in his lecture, and wonders: Are we it? Or
alongside it? Being after it or before it? Are we its suc-
cessor? Or its followers? Is it behind us? Was it there
before us? In any event, he writes, “Since it is before

me, it is behind me, it surrounds me.”?!

* % %

The exhibition “Being with the Animal” examines the
question of the connection between man and animal

through a selection of contemporary Israeli artworks
from the Haaretz Collection. Some of the works un-
derscore the absurdity of the states of denial and
feelings of superiority that humans harbor toward an-
imals; some are rife with situations of identification
and compassion; and all of them reflect ambivalence
about the convention that posits a sharp distinction be-
tween human and animal. Their thrust is less to blur
the boundary between man and animal, more to cast
a pall of unease over the ingrained unitary and closed
existence of that boundary line and over its fixed hi-
erarchic character. Some of the works display hybrid
depictions of human-animal, some stretch and rupture
the animal’s representational and symbolic significa-
tion, whereas others aspire to place the animal’s singu-
lar and subjective presence in the center. They do this
by various means of diverting and recasting the gaze,
merging and assimilating the bodies, redistributing,
trying to imagine alternative natural situations, and
above all by a presentation of “being with the animal”
as a basic human condition that cannot be ignored.

There is no point, no intention and no possibility to
survey here the history of the animal in the annals of
art. From the cave paintings of human prehistory to
Damien Hirst’s formaldehyde shark, animals appear
in a vast number of works of art, and when an animal
appears in a work it reflects inherently human-animal
relations by its sheer presence in a human work. The
contexts of the appearances of animals in the visual
arts throughout history are as numerous as the mul-
tivariousness of life itself, but the mode of their “ap-
pearance” as an image occurs within the framework of
the traditional artistic media: in painting, in sculpture,
and later also in photography and video art. The most
famous work in the history of art that breached this
framework is Joseph Beuys’ 1974 performance “I Like
America and America Likes Me,” in which a real ani-
mal appears. Enclosing himself in a New York gallery
for three days with a coyote, Beuys executes a perfor-
mance based entirely on the principle of “being with
the animal.” Absurdly, this simple, rare instance — a di-
rect and intimate encounter between a man and a wild
animal sharing a single small space and the same liv-
ing conditions, a moment that could have epitomized
a connection of shared existence transcending spe-
cies division, transcending language, culture and his-
tory, transcending rationalization and transcending
subject-object relations — has been overloaded with
numberless interpretations and symbolic contexts. In
them Beuys actualizes his set persona as artist-sha-
man (cloaked in felt and executing gestures that evoke
magical rituals), and the coyote symbolizes the great

spiritual crisis of the United States of America in the
transition between the free spirit of the Indigenous
Americans and the frenzy the white man brought to
the continent.?

Beuys’ influence on Israeli art is well known, par-
ticularly in the 1970s and thenceforth through art-
ist-teachers on the following generations as well.??
That influence is usually viewed through a prism of
veneration, not to say adoration, of his work and ac-
tivity, and of the themes it evokes: a discussion of the
spiritual dimension in art, the social role of the artist,
the relation between matter, image and text, and the
like. The Israeli art that was created under Beuys’ in-
fluence was frequently taken to be enigmatic and to
belong to an internal discourse aimed exclusively at
the cognoscenti. Boaz Arad’s 2002 video work Gordon
and I (p. 13) is very far from art of that ilk and main-
tains a connection of a completely different charac-
ter with Beuys’ work.2 What the video has in common
with Beuys’ iconic work and the coyote is that at the
center of the work the artist spends time in one space
with an animal. But this shared element allows Arad
to create a mirror image that turns Beuys’ respect-
ful, symbolism-rife approach on its head, so to speak,
and in large measure also ridicules his conceit. Arad
“encloses” himself in one static frame with Gordon, a
rooster he found on the street and with which he de-
veloped close relations. The rooster is perched on the
artist’s head and the two of them stand in a posture of
simplicity and directness, facing the camera/audience
“as they are”: exposed, without props, without words
and without a written narrative. Compared to the coy-
ote, the rooster is a total antihero, a common animal,
domesticated, raw material for the meat industry, and
considered a dumb animal devoid of any sort of aura.
Arad, too, appears here as an absolute antihero com-
pared to Beuys. He executes an act that is the oppo-
site of dangerous or heroic, a puzzling act of placing a
rooster on his bald head; he is not dressed up, in fact
his torso is bare; and he does not perform any ceremo-
ny or action, but is utterly passive. The rooster, which
keeps slipping on Arad’s head and repeatedly tries to
get a new grip on it, seems to be “hanging in there,”
and the whole situation, heartrending and funny as it
is, succeeds in stirring diverse thoughts about the re-
lationship between humans and animals - from the
work’s being a kind of ungainly “pasting” that mocks
the mythological images of human-animal hybridity;
the question of superior and inferior; the question of
the common nudity; the question of shame/shameless-
ness that reaches its direct and surprising peak when
the rooster indifferently defecates on Arad’s shoulder

as the camera rolls; to the amusing associative evo-
cation of classical sculpting, in which the rooster em-
bodies a high and mighty sculpture and Arad takes the
role of the pedestal. But above all, the most cogent im-
pression that arises from the work is that of the bond
of trust and intimacy between two animals from dif-
ferent species and of the equal weight that is given to
the subjective presence of them both.

The sheer proximation to, the being-with the animal
is also at the heart of the activity and the video work
Wait and See (2014, p. 14) by Hinda Weiss, which was
first exhibited in her solo show at the Herzliya Muse-
um of Contemporary Art.? Unlike Beuys and Arad,
Weiss does not bring the animal “inside” into her hu-
man environment, but goes outside to the animal’s life
environment. She “enters the frame” of a family of
ibexes that has settled on the slope of a precipitous
cliff at Mitzpe Ramon. She enters and sits among them
in a perfectly natural way, as though she’s one of them.
The animals are indifferent to her presence and she
is indifferent to them, so for a long stretch they are
all sitting there together, warming themselves in the
rays of the rising sun and enjoying the early-morning
breeze. In the final minutes of the video the ibexes get
to their feet and start to walk, and Weiss joins them -
she is seen walking behind them, bringing up the rear,
and they seem to be guiding her in the desert. Weiss
does not conceal the human milieu, which is constantly
present on the margins: People are visible on the hori-
zon climbing up to the observation point to take in the
view, there is a momentary sound of a train rumbling
by, light fixtures are visible in the corner of one frame,
and rappelling rings stuck into the rocky terrain are
seen in another frame. These hints are testimony to
being on the seamline, a place where humans and an-
imals meet, and it’s not always clear where the terri-
tory of one versus the other begins or ends. The town
of Mitzpe Ramon is one of those unusual places where
transgression of this sort occurs daily. The fringes of
the town melt into the desert and the desert imping-
es on the town, and the gist of the difference between
them seems to be a step in either direction, with the
ibexes and the people wandering back and forth be-
tween the two. “Sitting with the ibexes, walking behind
them, and generally following their movements was
a daily practice for me in the eight months in which
I worked in Mitzpe Ramon,” Weiss writes. “It began
with a desire to find a guide — someone who would lead
me into the unknown region. Part of it was also a desire
to assimilate and be part of the local landscape or com-
munity, and also to find a way to work and film from
a nonhuman angle. So, wait-and-see (and following) is
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a large part of what I did there. That seemed to me
the best strategy, because I felt disoriented and lost.”2¢

Similar mixed territory, at the other side of the world,
forms the background to what occurs in the 2017 video
work by Uri Nir, Dam Butterfly, first shown in Mish-
kan Museum of Art, Ein Harod, in 2018 (pp. 36-37). On
an isolated tropical island, covered with lush vegeta-
tion and towering coconut trees, two children — a baby
girl and a little boy — scamper alone amid a swarm
of butterflies. Signs of civilization crop up here and
there - fishing boats, signposted trails, a swimming
pool and the logo “Speedo” on the boy’s bathing suit —
indicating that this is a resort village in the heart of
nature where a family is vacationing. At the center
of the work is the children’s assimilation into the but-
terfly swarm - thrilled by it, chasing after it - mani-
fested also by the connection between the figures and
the background music. The soundtrack is based on a
fusion of sounds made by a sleeping infant with the
sounds of the Thai version of a hammered dulcimer,
known as a “butterfly dulcimer.” The sounds of the
infants, which are processed in a manner ranging be-
tween the sweet and the ghastly, are edited to repli-
cate the sound of the flying butterflies’ wings. The
entire film rests on a duality of breathtaking beauty —
the island’s luxuriant landscapes and the kaleidoscope
of butterflies — mingled with disturbing, dark visual
and aural flashes intimating a threatening danger. Vi-
sually and auditorily, the video is structured like a
crescendo which reaches its peak in a scene in which
it looks as though the boy is about to drown in the pool,
at the bottom of which lies a skull. The most disquiet-
ing element of the work is the fact that the children
are on the island with no supervision — the only eye of
a responsible adult, which reappears throughout the
film, is obstructed by a butterfly’s wing. The film’s
inscrutable title here assumes a literal sense: a dam
means blockage, and the gaze is blocked by a harrow-
ing hybrid act in which a butterfly wing is implanted
under the eyelid. Against the background of images
of the opulent blossoming and surging of the flora
and fauna, death lurks like a correlative dissonance.
Life’s finality, its eyeblink passage and the cyclicali-
ty expressed in producing offspring, all of which are
shared by butterfly and human, are here channeled
into the parental dual anxiety — at the death of the
child and at the parent’s death and the vanishing of
parental supervision.

Whereas in Arad’s video the star is one special roost-
er and for Weiss it’s a small family of ibexes, in Nir’s
case a swarm of butterflies comprised of thousands

of individuals appears and functions as one body. The
“animal” in this work is not one, but a multiplicity. In
the discussion of the connection between human and
animal, the question of multiplicity is central. For Der-
rida, as we saw, it comes up a number of times: when
he critiques the use of one word, “animal,” for the pro-
digious multiplicity of animals; when he discards the
search for a single trait of human beingness and de-
lineates the definition of the human as an unclosed
configuration of multiple, varying characteristics;
and when he dismisses the notion of a single boundary
line that sets human apart from animal and replaces it
with a heterogeneous, manifold boundary. He does so
within the framework of a comparative model and the
politics of differentiation. Two decades earlier, Gilles
Deleuze and Félix Guattari, discussing the connec-
tion between human and animal, put forward in their
book A Thousand Plateaus a different model, which

they called “becoming.” Their analysis focuses on cul-
ture — on mythology, myths, literature and archetypes
- specifically the host of human-animal or animal-oth-
er hybrids that always populate culture.” “Becoming”
is characterized by negation: It is not imitation, resem-
blance or identification, not structure, not analogous
representation or symbolic order, and it is not based
on kinship relations or evolutionary ties. Furthermore,
it is also not descent. It is not the transition from X
to Y (from human to animal or from animal to other),
and yet neither is it an entity or a subject in and of it-
self; every becoming brings in its wake additional be-
comings in their turn, so accordingly it is process and
simultaneously result; and at the same time, it is not
process or result. “Becoming-animal” is the thing it-
self, it is the reality — and not an imaginary reality but
absolutely real.

From the positive aspect, “becoming-animal” bears
two aspects: multiplicity and alliance. Multiplicity be-
cause each animal is a flock, and not in the sense of a
lower form of organization than the human - family or
state — but in the direct sense of multiplicity: every an-
imal, including man, is a multiplicity because it always
exists in symbiosis, namely through an alliance with
other animals. Our perception of ourselves and of the
other species and forms of the animal world as sepa-
rate beings, as defined and distinct entities, succeeds
in concealing the basic biological fact that not only do
all forms of life exist in symbiosis with other forms
of life, but that they exist thanks to that symbiosis.
The phenomenologist Alphonso Lingis writes, “There
is perhaps no species of life that does not live in sym-
biosis with another species. [...] Human animals live
in symbiosis with thousands of species of anaerobic

bacteria... They and not some Aristotelian form, are
»28

true agencies of our individuation as organisms.

The alliance, then, is a type of basic connection with-
in the animal world, but in relation to the “becoming”
model it is not a format of kinship or an alliance be-
tween male and female of the same species. The ques-
tion, then, is how the “becoming-animal” model works:
If it is not evolutionary and not a question of imita-
tion or replication, what is its mode of operation? For
after all, the alliance is forged between species and
types completely different from one another, so differ-
ent as to be anomalous. Indeed, the only way in which
nature operates, according to Deleuze and Guattari,
is by means of the unnatural. The operating princi-
ple resembles that of an epidemic: by means of infec-
tion and spreading. “For us,” they write, “there are as
many sexes as there are terms in symbiosis, as many
differences as elements contributing to a process of
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contagion. [...] They cannot be understood in terms of
production, only in terms of becoming. The universe
does not function by filiation. All we are saying is that
animals are packs, and that packs form, develop and

are transformed by contagion.”29

The anomalous, then, is a phenomenon of a dynamic
boundary, it is the liminal positioning of the alliance
and it is what defines dynamically the degree and the
quantity of the pack, namely the becoming-animal. As
such, the anomalous is simultaneously external and in-
ternal, and more than this, it is what constantly en-
genders the shifting boundaries of the external and
the internal. In this sense, the becoming-animal mech-
anism is counter to the deviation in which the anom-
alous is always outside the system, diverging from it.
The deviation is more closely connected to two models
which could be perceived as “primitive” compared to
the becoming-animal model: the hybrid and the meta-
morphosis. The former is a combining of two sepa-
rate entities in order to create a new entity (such as
the centaur, the satyr and all the other hybrid crea-
tures); and the latter is the transmutation and tran-
sition from one entity to another entity (as in Ovid’s
descriptions of metamorphoses). Visually, multiplic-
ity and alteration of form possess an allure that is
hard to resist, and visual depictions of hybrid beings
in general and of human-animal/animal-human in par-
ticular are common in all cultures and in all periods
throughout history. In mythology, in theology and in
metaphysical thought becoming-animal lay always in
the realm of the demonic, the divine or the mystical,
because only thus was it possible to explain the “devi-
ation,” the perceived impossible or supernatural: the
synchronous multiplying of form or substantive alter-
ation of form. Accordingly, the visual renderings of
these hybrids were also for the most part created and
perceived within these contexts, at least until the ad-
vent of contemporary art. In our time, the return of the
hybrid to the stage is perceived within new contexts
relating to the central issues of postmodern thought
- among them identity politics, postcolonialism, ques-
tions of sex and gender or issues in the realms of bio-
technology, ecology and genetic engineering - all of
which are by their character more closely tied to the
“becoming-animal” model than to the classic hybrid,
even if their outer appearance is similar.

In contemporary Israeli art the body of work most
closely connected with hybridism is that of Eli Gur
Arie. His oeuvre includes sculptures and installations
which are a product of polished and perfect combina-
tions between organic beings from the world of flora

and fauna and objects from human material culture,
including products of advanced industrial technolo-
gies and hybridizations between them and the human
body. An attempt to position these hybrid beings on the
temporal axis of the history of life on Earth oscillates
deceptively between the period that antedated distinct
biological forms - the primordial “soup” that gave rise
to various organisms, amoebas and amphibians - and
a postapocalyptic environment in which living bodies
underwent meltdown and merged with material rem-
nants and residues of a futuristic hyper-technologi-
cal human culture. Gur’s work agriculturaldreams.
com (1994-2001, p. 17) connects the nude figure of a
youth wearing diving goggles with a creature which
on first glance resembles a large spider or starfish,
but which a close look reveals to be a creature which
is itself a hybrid between the shell of a sea snail and
fingers-arms possessing sharp claws. The shell of fin-
gers covers the youth’s loins in a way that evokes visu-
al portrayals of Adam and Eve with the fig leaf. Nudity
and sexual shame as traits that differentiate human
and animal here appear from a surprising angle with
the act of concealment taking the form of a petrifying
symbiosis between human and animal, which becomes
more acute with one’s awareness of the unclear na-
ture of the connection: Is the shell a substitute for the
youth’s penis, or does it serve as a cover for it, or has it
devoured the sexual organ? In any event, this is an im-
age that rests associatively on the connection between
sexuality and bestiality.

The title of the work, agriculturaldreams.com, which
was also the title of the solo exhibition in which it
was displayed in the Rosenfeld Gallery in Tel Aviv
in 2001,30 refers to the broad context of the connec-
tion between nature (agri = field) and culture, and
more especially to the turn it takes in the dotcom era,
with its new forms of imaging, simulation and alien-
ation, together with new peaks of the control of na-
ture along with its pollution and its exploitation. At the
same time, the title refers us specifically to agricul-
ture, which plays a central historical role in the con-
nection between humans and animals. Agriculture is
the seamline in the transition between the life of hu-
mans as hunters-gatherers living with and alongside
animals, and their domination of animals amid their
domestication for purposes of transportation, hauling,
working, guarding and the like; a transition that led
to a view of the animal as a resource to be exploited
and from which a direct line leads to today’s industri-
al agriculture. But the process of domestication en-
tailed another byproduct in the perception of animals:
it demarcated the boundary between animals that are

amenable to domestication and those that are not.
Those that were left on the other side of the fence, as
it were, were categorized as wild animals, bestial and
threatening, and as such they came to be persecuted.
The definition of bestial, then, was inextricably linked
to removal from the norm - in its definition as a devi-
ation - and distancing the bestial to beyond the fence
of the farm was synonymous with its distancing from
the human as a whole and with the threat it posed to
humans. This process forged a social and conceptu-
al identity between bestiality and every “other” form
of sexuality, which was perceived as a threat to the
hetero-normative, to family structure and to kinship
relations, and was therefore termed bestial behavior
in different societies and times. It is for this reason
that the scholar of law and gender Margot Young ar-
rives at the conclusion that one of the problems of the
queer struggle is the adoption of the definition of the
human as antithetical to the bestial. In an article from
2018, Young urges reappropriating and grounding an
alliance between the bestial and the queer: “Affinities
between the marginalized, the deviant, and the bes-
tial,” she writes, “emerge from their co-subjections
to, and joint exclusions from, colonizing agricultural-
ism. Their shared positioning on the borderlands of the
humanized realm, where questions concerning which
beings count as human, which as beast, and who will
be made to live and who to die, are determined. This
reclamation of the bestial represents a proposal for
de-humanization whereby, rather than our problem be-
ing construed as our not being human enough, it is that

we are too human by far.”3!

Images of hybrids often appear in contemporary art
in a context dealing with sex and gender. Artistically,
their return is connected to the reappearance in con-
temporary art of the modern collage, which was in-
vented at the start of the twentieth century and whose
basis is the act of hybridization. The oeuvre of Shay
Zilberman, particularly the works in the exhibition
“Eternal Afternoon Nap” at the Inga Gallery in Tel
Aviv in 2014, deals with ostensibly unnatural interac-
tions between nature and culture. His delicate collag-
es, the products of painstaking cutting and pasting by
hand from books of black-and-white, produce environ-
ments that are rife with a highly persuasive inner log-
ic. The connection, generally perceived as mutually
contradictory, between structures of modernist archi-
tecture — denuded of all ornamentation, functionalist
and official in character — and phenomena of nature
and a wild landscape, open and expansive - such as
desert, sea, storm, or lush exotic vegetation - is here
taken to be entirely integral and natural. Into some

of these environments Zilberman inserts hybrid hu-
man-animal figures. In Untitled (2013, p. 19) a person
with the head of a stag is walking against a background
of office buildings; in Untitled (2015, p. 18) the head
of a figure whose face is a hybrid of human and fur-
ry animal looms above a Bauhaus office building; and
in a 2013 work, Untitled (Family) (p. 39), four figures
are positioned in the foreground against a backdrop
of a panoramic mélange that fuses a stormy sea with a
European street and a pedestrian crosswalk with traf-
fic lights. The group of figures, arranged in the clas-
sic pose of a family portrait, includes one human and
three hybrids of human bodies each with a different
animal head: donkey, rodent and bird. A close look re-
veals that the human figure, too, is a hybrid of a head
and a body which seem not to be mutually related: a
woman’s head on the body of a man wearing a suit. The
more closely one views these three works, the more
clearly gender performance is seen to be central to
them. The figure with the stag’s head is distinctly mas-
culine, its gender characterized by male attire, by the
gazelle horns emerging from its head and by the “go-
ing to work” posture in which it is positioned; the face
looming in the sky like a kind of supreme father is that
of a bearded man, with a furry animal in the role of
the beard; and the substitution of animal heads for hu-
man heads in the family portrait sows confusion and
uncertainty concerning the gender and age of each of
the figures separately and thereby brings about the
dismantling of the entire family structure.

Ronit Porat’s artistic language, too, is based on pho-
tographic collage and on a reservoir of images culled
from various sources, but draws largely on black-and-
white photographs from the German photomontage
tradition of the early twentieth century. Porat trans-
forms the appropriation, cutting and connecting sec-
tions of different photographs into a mode of visual
storytelling. The way she chooses to display the dif-
ferently sized works on the wall becomes an element
of the works themselves. It resembles writing, like
the construction of a sentence composed of images.
The keys to reading her work are found in the gram-
mar: in the space/no-space between the images, in the
order of their appearance and in the accompanying
texts, which are handwritten in pencil on the wall by
their side. Porat’s “stories” hover in the twilight zones
of sexuality and violence, semblance, the shell of de-
cency, the social margins, a gender-based balance of
forces, uncertainty between accident and murder,
feelings of guilt and acceptance, life and death. In re-
cent years she devoted herself to a trilogy of exhibi-
tions whose backstory is the robbery and murder of a
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photographer in 1920s Berlin, initiated and planned by
an adolescent girl who was a victim of his sexual ex-
ploitation. In the three works — Everybody Knew, Un-
titled and Untitled (all from 2018, pp. 21, 40, 42), from
the last exhibition in the trilogy, titled “The Sentence”
and held at the Tel Aviv Museum of Art®? - a connec-
tion is made between human and animal. At the center
of each a woman’s body appears in a seemingly "unnat-
ural" position. In two of them it is a physical situation
—a girl in the nude doing a headstand on parallel bars,
and a dancer-gymnast doing a backward somersault —
while the third is of a woman wearing a man’s suit and
tie and holding a cigarette (the photograph was tak-
en in the period when it was considered improper for
women to smoke and doing so was a symbol of wanton
sexual behavior). In each of the works Porat connects
the female figure to a different bird: pigeon, stork and
flamingo, respectively.

The presence of animals, and of birds in particular, in
Porat’s work is not uncommon. “I think that birds ap-
pear most in the works. More than gazelles, horses or
rabbits, which are also present, but not like the birds,”
Porat writes. “When I think about the role of the birds
in my works, very often they hide the faces of the fig-
ures, they also sometimes try to fly but don’t actually
succeed. They see everything - they have a sharp gaze
as in the phrases ‘hawk-eyed’ or ‘bird’s eye view’ - but
we do not understand what they are saying. In general,
there is a great deal of concealment in my works, eyes
or faces are hardly seen, meaning that identity is not
clear and is elusive. I feel that they make it possible
for me to talk about things indirectly, in some cases it’s
a complex identity, and sometimes they might be used
for something I do not wish to uncover or talk about
directly, such as erotica or sexuality. With animals we
will usually not be able to identify whether they are
male or female - for example, the flamingo from the
exhibition at Tel Aviv Museum conceals the identity of
the figure, which is masculine-feminine.”*® The con-
nection Porat makes between human body and animal,
as distinct from the hybrids we are familiar with from
the history of art, is not an organic joining of two bod-
ies which become one in a way that seeks to conceal the
act of attachment. On the contrary: the attachments are
crude and reveal from the outset the artificiality of the
joining. In fact, they more closely resemble the posi-
tioning of two bodies side by side or atop one another.
Yet precisely from this alien and odd presence of birds,
a balanced or protective picture is created in a kind of
display of identification and fraternity between animal
and human. The pigeon thrusts out its chest and bends
its body in a gesture similar to the girl’s headstand;

the stork spreads its wings and stretches its beak such
that it envelops, contains and completes the gymnast’s
dance movement; and the flamingo covers and protects
the androgynous figure in the suit.

Four men in business suits are addressing a gorilla
that is holding a woman who is standing next to the
animal - that is the surprising situation in Giyora
Bergel’s large-scale painting from 2004, Untitled (Go-
rilla in the Studio) (p. 25). The exchange between the
two groups - the gorilla and the woman on one side,
the group of men on the other - creates the impres-
sion that negotiations between them are underway in
which the men are trying to persuade the gorilla to
release the woman, who for her part seems comfort-
able by the side of the animal and is actually casting a
suspicious glance at the group of men. The scene trig-
gers an association with the 1933 film “King Kong,”
directed by Merian C. Cooper and Ernest Scoedsack,
in which a huge gorilla falls in love with the main fe-
male character and kidnaps her, while a group of men
pursue her, each for his own reasons. There is the
“prince” who wants to deliver the woman romantical-
ly from the hands of the “monster,” the greed-driven
merchant who sees economic potential in the gorilla,
and other men who join the pursuit for purely mur-
derous reasons. The painting’s title, which notes the
fact that there is a gorilla in the studio, reinforces the
tie to the iconic film, at the center of which is the rela-
tion between “human” and “bestial” and the dilemmas
this spawns, which touch on questions of hierarchy,
exploitation, utilitarianism, species interrelations and
the like. Such questions become more acute in regard
to the great apes, which are genetically the closest an-
imals to humans. The proximity posits a particular-
ly difficult paradigmatic challenge, which has led to
countless observations and studies conducted over
the years on great apes with the aim of demonstrat-
ing their differences from and similarities to human
beings. At one stage these studies even gave rise to
a proposal to grant rights to the great apes, based on
the disturbing and problematic argument that they
are more human than human beings who suffer from
cognitive defects or serious mental illnesses — an ar-
gument that only serves to reinforce further the ex-
istence of one absolute and exclusionary boundary
between the human and the nonhuman, while realign-
ing the realm of living creatures by displacing suffer-
ers from neurological-mental diseases and bringing in

the great apes.34

The equation that emerges from Bergel’s painting,
which juxtaposes the men to the gorilla and the woman,

Rachel Kainy

Beautiful Pile (detail), 2007-2008
aquarelle and ink on paper
53X31

'y 7m

2007-2008 ,(019) N9' ANy
M1 7Y 1T 7R

53X31

also merits attention from the gender viewpoint. The
subjectivity that is denied to the animal has a histori-
cal precedent in the subjectivity that has been denied
to the woman throughout history and the struggle for
which has not yet ended. The concept of the subject
- or the “schema of the subject,” As Derrida terms it
- rests entirely on a masculine identity a priori. “And
that which I am calling here schema or image,” Derri-
da says, “that which links the concept to intuition, in-
stalls the virile figure at the determinative center of
the subject. Authority and autonomy (for even if au-
tonomy is subject to the law, this subjugation is free-
dom) are, through this schema, attributed to the man
(homo and vir) rather than to the woman, and to the
woman rather than to the animal.” Derrida goes a step
further when he links the subject not just to the man
but to the meat-eating man. “The virile strength of the
adult male, the father, husband, or brother belongs to
the schema that dominates the concept of subject. The
subject does not want just to master and possess na-
ture actively. In our cultures, he accepts sacrifice and
eats flesh.”®
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Franz Kafka, too, grasped the murderous masculinity
that is inextricably bound up with human subjectivity,
and when he grants the animal, the ape, the possibili-
ty to tell its story in its own name in his famous story
“A Report to an Academy,” he cloaks the animal in the
character of a man called “Red Peter.” Standing be-
fore the members of the all-male academy, he reports
to them about a range of behaviors by a host of other
men he has encountered in his life, most of them cru-
el and crude, including the forcible placement in his
cage of a female chimpanzee to fulfill his sexual needs.
The ape grasps these behaviors as ones he must learn
and imitate with the aim of becoming human. So, too,
when the literary character of the wandering lecturer
Elizabeth Costello in J.M. Coetzee’s eponymous novel
chooses to assume the character of Red Peter in her
talk about the life of animals, and describes her/him as
attired in a man’s suit, a detail which does not appear
in the original story: “Now that I am here, says Red
Peter, in my tuxedo and bow tie and my black pants
with a hole cut in the seat for my tail to poke through
(I keep it turned away from you, you do not see it)...”
37 What does appear in Kafka’s original story is actu-
ally the moment of lowering the trousers, an act that
once more manifests the connection between clothing
and nakedness and between the human and the bestial.
“I was hit in two places,” the ape relates about the mo-
ment of his capture. “Once in the cheek [...] The sec-
ond shot hit me below the hip. It was a severe wound,
it is the cause of my limping a little to this day. I read
an article recently by one of the ten thousand wind-
bags who vent themselves concerning me in the news-
papers, saying: my ape nature is not yet quite under
control; the proof being that when visitors come to see
me, I have a predilection for taking down my trousers

to show them where the shot went in.”.3®

Kafka’s story was the inspiration for Sharon Zargary’s
solo exhibition, “The Superstitious,” at the Tel Aviv
Artists’ Studios in 2008.3° Zargary, whose work is
much occupied with masculinity and in particular the
male as a creative artist, here takes as his point of de-
parture the comparison between ape and artist. “The
Superstitious,” he writes, “began with the isolation I
felt as an Artist working alone in the studio, discon-
nected from the outside world, with ‘links’ that only
my mind could think of, but not exist in reality. It is
like a prisoner inside his cell, or, as I thought of it,
like an animal inside the cage. The need of being ‘out
there,” as an Artist, to ‘exhibit,” after a long period of
being isolated, is what reminded me of Franz Kafka’s
stories, and, mostly ‘a Report to the Academy [sic].”*0
The diptych Artist/Painter (p. 22) from the exhibition,

includes two panels that were executed together and
presented side by side. The three figures in them - a
man, a woman and a monkey — appear in natural and
comfortable nudity which posits them as equals and
displaces the shame and the “decency” to outside the
picture. The balance is disrupted by the positioning of
the figure of the man, of the artist/painter, as standing
above the monkey and the woman in the center of the
picture, as its subject. The monkey and the woman are
depicted in the image as the artist’s companions, but
it’s clear that they complete him and that he and his
creative power are wholly dependent on them. “The
monkey symbolizes intuition and the woman symbol-
izes passion,” Zargary writes, “and they are two earth-
ly emotions. The artist needs passion and intuition as
well as spiritual-intellectual enlightenment which
comes from a higher power (symbolized by the sky
and the moon).”41 The monkey and the woman thus
appear as symbols, but as in Bergel, both are posi-
tioned on the same side of the equation and between
them exists fraternity, which revolts against the tyran-
ny of reason that is identified with the masculine and
therefore with the human. In this sense, one can con-
template extending Margot Young’s reading, from an
alliance between the queer and the animal, to an alli-
ance between the woman and the animal, for the sake
of being slightly less human.

There is no nakedness in nature; only the human be-
ing is naked. In order to know that you are naked, you
need to feel shame. Moreover, man, in order to know
himself, needs to be able to be ashamed of his naked-
ness. The animal, accordingly, is not naked precisely
because it is naked; whereas nakedness in humans is
not only the shedding of clothes, it is also the shedding
of knowledge and the smashing of the shackles of con-
vention and of the inhibitions of shame. In a large pro-
portion of the works in this exhibition, the figure of
the human at the animal’s side appears nude or par-
tially nude. This is the case, as we saw, in the works of
Boaz Arad, Uri Nir, Eli Gur Arie, Ronit Porat and Sha-
ron Zargary, and also in the following works by Yoav
Hirsch and Rachel Kainy.

At the center of Yoav Hirsch’s painting Boy and Ra-
ven” (2010, p. 27) — many of his works contain depic-
tions of animals with and by the side of humans - a
youth gazes out frontally at the viewer, showing him-
self to the observer demonstratively, biting on his
shirt, which is pulled upward, half-nude, half-dressed,
with a kind of defiant androgynous eroticism. At both
sides of his head two black ravens are perched on
branches, observing/not observing him, their paired

presence simultaneously protective and disturbing.
In Rachel Kainy’s three paintings — Large Heap, Small
Heap and Pretty Heap (pp. 44-46) - from her gradua-
tion exhibition at Hamidrasha Faculty of Arts in 2008,
the eroticism slides into an orgy of debauchery in
which naked and clothed men and women are hurled
together in an orgiastic stew along with animals large
and small - zebras, donkeys, tigers, birds, spiders and
mice - and a slew of peculiar objects, entire buildings,
fruits and plants; all of them touching, colliding and
merging with one another and coupling with one oth-
er. In the works of both Hirsch and Kainy, along with
youth, vitality, sexuality and eroticism, a dark and
morbid atmosphere prevails. Hirsch’s black ravens
have from time immemorial been linked in mytholo-
gy and literature with harbingers of death or messen-
gers of dark worlds; while close observation of Kainy’s
works reveals that the many bodies that appear be-
tween and within the “heaps” are mostly fragmented,
bleeding body or corpse parts, and the revelry of life
is suddenly perceived as a revelry of death.

Life’s finality is the fundamental common fate of hu-
mans and animals, and precisely because of this,
perhaps, death becomes the most tangled realm in hu-
man-animal relations, to begin with, from the moral
aspect of causing suffering and death to an animal. In
Western religion and tradition the precept “You shall
not murder,” with all it entails (do not cause harm, do
not cause suffering, do not put to death and so on), nev-
er encompassed animals, only humans, as victims of
murder. In its legal dress, too, it refers only to abuse
and unnecessary harm to animals, while excluding the
exploitation of animals for human purposes (such as
experiments and the like) and of course the death in-
dustry of edible flesh. That industry is wholly depen-
dent on the denial of animals’ capacity to suffer, with
the justification that putting them to death is not con-
sidered murder. Second, from the physical aspect and
the distinction between flesh and flesh: that is, which
cadavers humans are allowed to eat and which are for-
bidden. “Moreover,” Bataille writes, “the preparation
of meat is not primarily connected with gastronomi-
cal pursuit: before that it has to do with the fact that
man does not eat anything before he has made an ob-
ject of it. At least in ordinary circumstances, man is
an animal that does not have a part in that which he
eats. But to kill the animal and alter it as one pleases
is not merely to change into a thing that which doubt-
less was not a thing from the start; it is to define the
animal as a thing beforehand. Concerning that which
I kill, which I cut up, which I cook, I implicitly affirm
that that has never been anything but a thing. To cut

up, cook, and eat a man is on the contrary abominable.
[...] Even hardened materialists are still so religious
that in their eyes it is always a crime to make a man
into a thing - a roast, a stew... In any case, the human

attitude toward the body is formidably complex.”42

The greatest denial, then, is related to the body and to
the physiological fact that all animals, humans includ-
ed, are made of the same group of perishable materials
such as flesh, blood and bones. The physiology, struc-
ture and materials of life are a consistent and continu-
ing creative source for the body of work of the artist
Uriel Miron. The presence of living creatures, from
which he draws his images and content, is central and
pronounced in his works, but at the same time they
rarely contain a full figurative representation of an an-
imal or a human. Time after time in his sculptures, as
in his drawings and paintings, viewers find themselves
contemplating something they are certain is complete-
ly connected to the animal world and springs from it,
yet no specific animal is discernible. Miron dismantles
and assembles, interfuses interior and exterior, slices,
pastes and polishes, thrusting toward organic, configu-
rational basic structures whose final form is both pain-
fully familiar and foreign. Applied to Miron’s work,
the term “abstraction” acquires a double meaning: his
sculptures bear an abstract form that evokes skeletons
and bones stripped of flesh. But in contrast to the mod-
ern geometric or amorphous abstract, which strove to
conjure up the spiritual through primal basic forms,
Miron is focused entirely on the basic biological form
and emphasizes the material aspect. Whereas in the
well-known sculptures that are associated with him the
image takes the form of a complete skeleton; the three
wall sculptures - Rind (2017, p. S0), Lean-To (2018, p.
51) and Growth Plates (2019, pp. 52-53) — appear to be
parts of bones or joints of an unidentified creature —
human or animal. It’s a deceptiveness based on rec-
ognition of the difference/nondifference between the
two. Miron subjects the sculptures to a multistage pro-
cess whose result leaves the viewer wondering also
about the material they are made of — wood, plastic or
polymers. That ambiguity is fraught with the wonder
at and repression of the perishable and transient ma-
teriality of life itself.

The butterfly, perhaps the ultimate symbol of life’s
fragility and fleetingness, yet also of the feeling of
freedom and beauty, appears in a number of works
by the artist Eitan Ben Moshe. Metamorphosis —~-which
encapsulates the butterfly’s life from chrysalis to
caterpillar to adult - is similarly a hallmark of Ben
Moshe’s works; their raw materials are a composite
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of remnants and of industrial and organic matter that
crystallize into sculptures which seem to lie on the
spectrum between animal-vegetable-mineral. The con-
nection between human and butterfly also often arises
within a context of intermediate situations: between
the temptation to catch, freeze and preserve the but-
terfly’s beauty, and the desire to set it free. It’s as such
that we remember it from the children’s poem “Come
to Me Nice Butterfly,” by Fania Bergstein, or from the
contradictory feelings of recoil and thrill at the sight
of the drawers of impaled butterflies in nature muse-
ums; and as such it also appears in linguistic represen-
tations that describe situations of emotion and tension
as in the notion of “butterflying” — Hebrew slang for

“philanderer,” one who flutters (like a butterfly) be-
tween women - or the feeling of “butterflies in the
stomach.” In the sculpture Free a Butterfly (2015, p.
49), Ben-Moshe places the butterfly in a blatantly un-
natural environment: amid plains of ice. The sculpture
is of cast crystal on a base piled like tectonic layers
of ice, from within which arise a pair of glacial hands
that set free a butterfly frozen in flight as a full moon
shines above. This living, ravishing loveliness is a re-
minder of the colorful beauty of which the butterfly
has here been divested and replaced by the splendor
of death that inhabits frozenness, by hands divorced
from the body and by a butterfly neutralized from
flight, eternally frozen. The butterfly and the moon
are made from white plaster, the material that is used
for the cast mold of the glass, and the use of these two
negative-positive materials underscores the chain of
dependent relations: the interdependence of human
and animal, being locked into a before-after loop, and
the balance of terror between imprisonment and lib-
eration and between life and death.

Morbidity also hovers over the paintings of the art-
ist Liron Lupu, in whose work animals and their place
in human life are central themes. Lupu frequent-
ly depicts children, men and women in a rural set-
ting against a backdrop of expansive fields, between,
alongside and in the background of which animals are
positioned and wander about: donkeys and dogs, sheep
and goats, cats and crows. At first glance the scenes
are taken to be idyllic, fantastical portrayals that make
connections between human and earth, between hu-
man beings and nature and the surrounding animal
world. However, a further look reveals the degrada-
tion and deformity that are seeping in, and the cruel-
ty, violence and death that lurk in every corner. A 2006
painting suffused with sweetness shows a girl holding
a tray on which stand bowls of ice cream against the
background of a yellow field and a cute dog; but at the
girl’s feet, like a wound in the picture, a black raven
is poised on a bleeding watermelon, and together they
conjure up a dark signification or omen that resonates
with the painting’s title, Last Summer (p. 28). In the
painting Ode to Youth (p. 54 image 3), also from 2006,
three young people sit in a field against a background
of a rural horizon and blue skies, playing musical in-
struments as in celebration of their youth. At their feet
a cat stretches itself, but there are also two ravens, one
of which is pecking at the bare leg of one of the youths,
and lying on the table around which the three are sit-
ting, like the most natural thing in the world, are two
human skulls. In the 2011 painting Landscape/Funeral
in the Valley (pp. 56-57) there are two sheep and alamb

in the foreground implanted in a field against the back-
drop of an orange sunset sky, while in the background
a tractor drives by. A second look shows that the trac-
tor is pulling a wagon that carries a coffin, followed
by a convoy of cars. Nor is the black raven absent:
perched on a rock, it is watching the funeral proces-
sion. In another painting, Untitled (p. 54 image 2), from
the same year, which is also foregrounded with sheep
and goats, a red van is visible at a distance in the rear
and next to it two men are kicking and clubbing a third
man, who is lying on the ground. One of the assailants
is holding a rifle and seems to be wearing a kippa.

Beginning in 2011, Lupu produced a large group of
paintings depicting the life and deeds of the settlers
in the West Bank (pp. 54-55). Against pastoral rural
landscapes, red roofs and broad fields, they are seen
working the land on the one hand and chasing off its
Palestinian inhabitants on the other; celebrating its
bounty holding baskets of the first fruits in one hand
and a firearm in the other; planting and sowing here,
burning olive groves there. And amidst and between
all of this, skulls are scattered, ravens are pecking and
animals are positioned everywhere, like mute and help-
less witnesses in the face of these terrifying scenes.

Animals also appear in the work of the photographer
Pavel Wolberg, who for years documented the routine
of the occupation in the West Bank, caught willy-nilly
in the frames and in the violent situations depicted in
them. Consider the two white goats in a 2012 photo-
graph taken in Tufah, in the Hebron District (p. 31).
In the foreground, a blindfolded Palestinian detainee
is being led by an armed soldier in protective gear,
while behind, sitting on the ground, is a group of Pal-
estinian men who have been detained, and the two
goats stand on the steps of the adjacent building and
watch the proceedings. Snow-white and pure, they are
poised there, seeing and not seen, almost like a revela-
tion discovered only during the picture’s development
and lending it an unexpected angle. Their coincidental
presence heightens the consternation and the reproach
in the face of the human, or perhaps more correctly,
the inhuman activity documented in the shot.

The silent, cumulative presence of animals in situa-
tions of this kind articulates a fundamental challenge
to the notion of man’s ascendancy over the animal, and
in particular the notion of man’s moral superiority. The
animal was always considered conscienceless and void
of the ability to be morally discerning or to act in the
moral sense. Levinas, who located the moral in the en-
counter with the “other,” presupposed the other to be

exclusively human and bound this up inextricably with
the human face and with speech. As such, he placed
the animal beyond the pale of the ethical realm,43 yet
even in his thought a crack emerged into which one
small dog entered. In his short essay “The Name of a
Dog, or Natural Rights,”44 Levinas harks back to the
period when he was a prisoner in a labor camp in Nazi
Germany. He describes a group of Jewish prisoners,
of which he was one, who went out to work every day,
and the whole surrounding human milieu, which was
utterly indifferent to their situation. “The children and
women who passed by and sometimes raised their eyes
- stripped us of our human skin.”*® Only a stray dog,
which the prisoners named Bobby and which appeared
every day at the morning assembly and greeted them
when they returned toward evening, displayed signs
of moral behavior, “jumping up and down and barking
in delight. For him, there was no doubt that we were
men.”*® The manner of depiction of animals in Lupu’s
paintings and in Wolberg’s photograph suggests not
only the subversion of the concept of man’s moral su-
periority but also a decision in favor of the animal. The
animals here do not serve as an accretion, as compan-
ions to humans or as witnesses and harbingers only,
but as a sane alternative and a kind of animated proof,
so to speak, of the ascendancy of the animal. The ani-
mals in Lupu’s paintings appear calm and regal; their
silence emerges as an advantage rather than a disad-
vantage, and their gaze - their gaze says it all.

To see ourselves from the viewpoint of an animal
can be first of all embarrassing and bewildering, as
Derrida felt when he was naked in his room with his
cat: “One thought alone keeps me spellbound: dress
myself, even a little, or, which amounts to the same
thing, run away - as if I were chasing myself out of

the room...”. ¥’

But the animal’s gaze according to Derrida is far be-
yond this - it is formative: “The gaze called animal of-
fers to my sight the abyssal limit of the human: the
inhuman or the ahuman, the ends of man, that is to say
the bordercrossing from which vantage man dares to
announce himself to himself, thereby calling himself
by the name that he believes he gives himself.”*® The
gaze of the animal is liminal and as such is forever elu-
sive. “The animal,” Bataille writes, “opens before me a
depth that attracts me and is familiar to me. In a sense,
I know this depth: it is my own. It is also that which is
farthest removed from me, that which deserved the
name depth, which means precisely that which is un-
fathomable to me. [...] Something tender, secret, and
painful draws out the intimacy which keeps vigil in
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us, extending its glimmer into that animal darkness.
In the end, all that I can maintain is that such a view,
which plunges me into the night and dazzles me, brings
me close to the moment when - I will no longer doubt
this - the distinct clarity of consciousness will move
me farthest away, finally, from that unknowable truth
which, from myself to the world, appears to me only

to slip away.”49

The feeling of closeness to animals, the profound love
that is manifested not only in a range of emotions —
not only compassion but also friendship, loyalty and
fellowship, and in many cases a feeling of preferring
their company to that of people - is a recurrent motif
in some of the following works. Fahed Halabi’s vid-
eo work Mercedes (2016, p. 63) seeks to spotlight the
absurd situations that spring from the split identity
he experiences. An artist of Druze extraction who is a
graduate of the Israeli education system and has resid-
ed for years in Germany, Halabi lives between three
cultures and three languages: Arabic-Hebrew-Ger-
man. This hybrid condition impacts the whole trajec-
tory of his life, from events that are major and crucial
to simple everyday episodes such as the question of
which language to use in addressing his dog. In the
video Halabi is seen and heard speaking to the dog in a
mixture of the three languages. This clearly gives rise
to great confusion and disquiet in the dog, which darts
about, barks and refuses to cooperate. The short film
of 4:30 minutes is in fact a touching scene in which
Halabi chooses to share his personal difficulty with a
close and beloved soul - his dog - which for its part has
trouble coping with the experience.

Gal Weinstein’s work Untitled (2001, p. 8) is a double
face portrait of a boy and a dog, their heads close to-
gether, bodies adjoining, the dog’s gaze aimed at the
viewer while the boy aims a soft and loving gaze at
the dog. This work is part of a series of portraits cre-
ated by Weinstein using a distinctive technique which
involves the application of steel wool, which produc-
es uniformity and equality — in matter and mass as
well as conceptually — between the boy and the dog.
Although sufficing with a straightforward represen-
tation of a seemingly ordinary and banal scene, the
work conjures up a natural, deep bond between the
two living creatures it depicts. The naturalness of be-
ing present together - of life alongside one another,
one with the other and even one within the other —is a
recurring theme throughout the drawings of the artist
Yoav Efrati. Whereas Weinstein’s animals are always
domesticated, Efrati’s are of the sea and the jungle. A
whale appears in two of the drawings, both Untitled

(2001, p. 65): in one a human figure stands next to a
whale and whispers a secret to it, while in the other a
whale is lying in the lap of a human figure and being
patted. Monkeys also appear in two drawings (both Un-
titled 2001, p. 64), frolicking, playing and holding the
hands of human figures. In the center of another draw-
ing from 2001, Untitled (p. 33) is a woman of large di-
mensions, her body bearing the shape of a transparent
drop of water at whose concave bottom lolls a male hu-
man figure above whom, in the cavity of the stomach,
an elephant, a lion, a giraffe and a fish are floating.

The woman as containing — as a vessel or as complet-
ing a symbiosis in which it’s difficult to know where
the human ends and the animal begins, or vice ver-
sa — appears in different forms in the works of Gilit
Fischer, Shahar Yahalom and Maya Perry. Fischer’s
Bee on the Pupil (2010, p. 70) is a face portrait of a
young woman whose head is caught in a tangle of vege-
tation into which her yellow, unkempt hair blends. Her
lips are colored a bold red, the same red that contin-
ues in a broad brush stroke above her head. The whole
picture appears to be roiling, quavering, almost going
up in flames. The head is positioned frontally, while
the gaze of the right eye is turned to the side and the
other eye embodies a surprising symbiosis between
the woman and the bee. The left pupil is a colorful,
round inflorescence in the center of which a single bee
is poised, wings spread, and which appears to be occu-
pied sucking nectar directly from the young woman’s
face. The bee and the woman are depicted in a kind
of physiognomic-zoological bond and seem to be sus-
taining and nourishing each other, and certainly they
complete each other. This close bond, together with
the evocation of the act of suckling, lends the whole
situation a maternal context.

A partial or “broken” face portrait of a young wom-
an completed by means of an animal head attached or
“glued” to it is a recurring image in a series of mono-
print works done by Shahar Yahalom in 2014-201S. The
bottom half of Untitled (p. 68) is taken up with the hor-
izontal profile of a woman’s face in white, on which
a black cat is lying in complete correspondence with
the hollows of the brow and the nose, such that the cat
and the woman, in an alignment of exact negative-pos-
itive, appear to complete each other precisely. In other
works (all Untitled, pp. 68, 82) this structured align-
ment falls apart so that the facial parts and the animals
intermingle with no difference between them - eyes
abutting bird’s beak, hair curling into tongue of cha-
meleon, chin lying on cat. One work (Untitled 2014, p.
69) is exceptional in the series: in it a naked woman is

seated on the back of a prone cat that is curled up. The
picture, which is rather like the inverse, in the form
of a drawing, of Gordon - the rooster poised on Boaz
Arad’s head - produces a similar result in the way that
feelings of natural repose, trust and great intimacy be-
tween the cat and the woman arise from it.

The connection between the woman and the animal is
a central theme in the work of Maya Perry. The image
of a woman, generally in the nude, recurs in her works,
with an animal by her side — sometimes a mouse, or in
other cases a rabbit or a dog. It might be a different an-
imal each time, but in essence the connection is of the
same type — always appearing against a background
of intimacy and sexuality, but of a sort entailing vul-
nerability and anxiety, loneliness and pain. The ani-
mal is found to be a source of consolation, of security
and protection, of companionship and remediation, as
can be seen in the group of works by Perry from 2020-
2021 which were exhibited in the Hanina Gallery in Tel
Aviv. In I Promise Not to Contact You Anymore (p. 34)
awoman is crawling across a pink rabbit; in How Lone-
ly You Must Be (p. 32) a woman and a dog are embrac-
ing in bed; in Safety Is a Necessity (p. 67) a woman and
a dog are standing side by side and the dog appears to
be guarding the woman; in Strange Animal Behavior
(p. 66) the head of alarge bird is draped over the shoul-
der of a sitting woman; and in Anticipating Disaster (p.
66) a herd of deer gallops across the face of a self-por-
trait by the artist. In these works the connection with
the animal, real or imagined, is sensuous and thera-
peutic in character: the woman holds on to it like a life
preserver and at the same time draws strength from
it and is filled with life.

Female intuition has always been perceived as a con-
trast to male rationality, which is closely tied to verbal-
ity. Reason and language are at the very heart of the
logical argument about the separation between man
and animal. Derrida, in his critique of this argument,
does not make do with pointing out that this involves
an unfounded leap from the ability to track oneself to
affecting oneself; he also maintains that animals sim-
ply refused to make that leap. “No one has ever denied
the animal this capacity to track itself, to trace itself or
retrace a path of itself. Indeed the most difficult prob-
lem lies in the fact that it has been refused the power
to transform those traces into verbal language, to call
to itself by means of discursive questions and respons-

es, denied the power to efface its traces.”>

The tension between verbality and a-verbality as two
different modes to create meaning lies at the heart of

a series of works by Naomi Siman-Tov, with which she
has been occupied for the past ten years. Each work
in the series welds an abstract painting on canvas to
an enlarged copy of newspaper articles about treat-
ing, healing and rescuing animals that are in danger
of extinction. For example, headlines that appear in
the three works from the series that are in the Haaretz
Collection, are: Fallow deer released to Nahal Kziv na-
ture reserve (p. 60), After 40 years: Soft turtles return-
ing home to coastal streams (p. 61) and Save the great
mermaid (p. 59). The dualism in the works was com-
mented on by the Fountain Curators Collective, which
showed the series in the exhibition “Pet's corner” in
the Fein 3 Gallery in Tel Aviv: “The gaze is directed
to one side, so we will not see what is taking place on
the other side. The person who touches flees from the
touchiness of the touching. The rescuer is the anni-
hilator. The traumatic encounter between the human
beings and the animals brings home the terror of the
meeting, brings forth the human’s self-rumination.
Humans and animals are trapped together in the pet's

corner, and there is no one to rescue them.”>!

Siman-Tov chooses deliberately to distance the ratio-
nal-verbal dimension, and on the other hand to place
the emphasis on the operations of treatment and res-
cue, namely on the a-verbal fellowship that is possible
between man and animal. Similarly, Coetzee’s Eliza-
beth Costello, in her lecture on animals, prefers to ar-
ticulate what unites human and animal and to treat
them as together sharing the beingness of living crea-
tures — their existence as a living soul in the world:
“‘Cogito, ergo sum’ ... It is a formula I have always
been uncomfortable with. It implies that a living be-
ing that does not do what we call thinking is some-
how second-class. To thinking, cogitation, I oppose
fullness, embodiedness, the sensation of being — not a
consciousness of yourself as a kind of ghostly reason-
ing machine thinking thoughts, but on the contrary the
sensation — a heavily affective sensation - of being a
body with limbs that have extension in space, of being

alive to the world.”>?

Three bodies that occupy a place in space are at the cen-
ter of Chen Cohen’s video work Untitled (with Dogs)
(2017, p. 35): the artist herself is sitting on her knees in
the nude, frontally, eyes closed, arms stretched to the
sides, two silicon medical tubes extending from them
and connecting her to two twin dogs. Behind her on the
wall is a large-scale photographic image of the dogs
sitting opposite each other in an identical posture.
The whole scene - the photographic image as well as
the positioning of the artist and the dogs - references
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primeval mythological realms, death and burial cer-
emonies, figures of gods and esoteric doctrines. The
gods Anubis and Set from Egyptian mythology inter-
mingle here with Cerberus and Orthus from Greek and
Roman mythology, respectively - all of them bound up
with the figure of dogs or jackals and all of them in-
volved in transporting the souls of the dead to the next
world and guarding the gates of the underworld. The
positioning as a whole also evokes the High Priestess
card, card number 2 in the Tarot deck, symbolizing the
contradiction and tension between the seen and the un-
seen. The card depicts a woman sitting expressionless-
ly at the entrance to the Temple, flanked by the pillars
Boaz and Yachin. The stories and legends connected
with the figure of the High Priestess bind together a
number of mythological and theological feminine fig-
ures from different periods, such as Pope Joan, the
Virgin Mary, Sophia goddess of wisdom, the Olympi-
an goddess Athene, the Hindu goddess Saraswati, the
Egyptian Isis and the Hebrew prophetess Devorah.>
Mystical traits and visions are attributed to all these
women, and some are said to possess healing powers
and a mysterious, ancient connection with animals.
Cohen herself cites Persian mythology — which sees
the dog as a holy animal that accompanies the god-
dess of medicine and perceives its licking as the bear-
er of a healing effect — as a source of inspiration for
this work.>

However, beside and perhaps even before these mys-
tical and mythological contexts, which take us back
to the start of this article and Beuys’ shamanistic ac-
tion with the coyote, there is the concrete, physical
aspect. What comes across principally in the scene is
the naturalness of the presence of three naked bodies
in space, tied and connected to one another, and their
direct, open and bared being effectively exemplifies
that the three of them are living in the same mode with
regard to the world. What is surprising in Cohen’s vid-
eo is the double reverse of the traditional division of
the significations of vitality. The first reversal lies in
the realm of freedom: even though the dogs are “tied”
to a human, she does not control them; on the contrary,
the artist’s effort at control is wholly directed at her-
self and her body, while the dogs are free to do as they
please and one of them even gets loose at one point and
exits the frame. The second reversal is in the realm of
the voice - separation is always made in terms of the
ability to sound a voice: the verbal ability to respond is
always attributed solely to man and considered his ad-
vantage.55 “In the olden days,” Elizabeth Costello tells
us, “the voice of man, raised in reason, was confronted
by the roar of the lion, the bellow of the bull. Man went

to war with the lion and the bull, and after many gener-
ations won that war definitively. Today these creatures
have no more power. Animals have only their silence
left with which to confront us. Generation after gener-

ation, heroically, our captives refuse to speak to us.”>0

And yet precisely here in Cohen’s video, man, or in this
case a daughter of man, appears silenced and mute,
closed within herself and to the world, not respond-
ing and not reacting, whereas the dogs are full of life,
moving about and barking, alert and reacting; no, not
only reacting - they speak and reply, maintain full
communication by gaze and by voice with the viewer:
the dogs break the silence.

Shahar Yahalom
Untitled (Ashtray), 2015
monoprint
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