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Tamir Lichtenberg, Package Deal - Heshvan (details), 2013, mixed media, 23x34x38
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Ido Michaeli, Bank Hapoalim Carpet, 2012, handmade carpet, 250x320
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Ido Michaeli, Bank Hapoalim Carpet (detail), 2012
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Ido Michaeli, Bank Hapoalim Carpet (details from the app that accompanies the work), 2012

Lewes Hine, Power Howss Mechanic
Working on Steam Purmp, 15050, an loonic
image ol the Ameican warker
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Ido Michaeli, Bank Hapoalim Carpet (details from the app that accompanies the work), 2012
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Yoav Miller and Yochai Avrahami, Untitled (Backhoe) (detail), 2000, plywood and paint, 55x172x50
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Yoav Miller and Yochai Avrahami, Untitled (Backhoe), 2000, plywood and paint, 65x172x50
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Tal Mazliach, Untitled (from the series Decorations for Myself, executed by Rachel Kotler), 1997, oil on canvas, 22.5x18
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25X35 ,71 7V |AW ,1997 ,(NO'N17 'V UNI11 ,'ANVY D'UIW'7 N1 TON 1INA) MM K77 ,n'7¥n 70
Tal Mazliach, Untitled (from the series Decorations for Myself, executed by Luisa), 1997, oil on canvas, 25x35

25X35 ,T1 7V [AW,1997 ,(N'7N/ 1317 U UNI] MINVY D'BIY'F N1 T0N JINA) NNNID N'77 ,0'7Nn 70
Tal Mazliach, Untitled (from the series Decorations for Myself, executed by Ronit Mazliach), 1997, oil on canvas, 25x35
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25X35 ,72 7V |AW ,1997 ,(VI{7 1NV 'Y UNI] ANV D'UIW'7 N1TON 1INA) NN N7'7 ,n78n 70
Tal Mazliach, Untitled (from the series Decorations for Myself, executed by Sharon Kotz), 1997, oil on canvas, 25x35

25X35 ,71 7V |AYW ,1997 ,(NU'T VU UNI1 ,'ANVYT D'UIW'7 N0TON 7INA) NN N'77 0730 70
47

Tal Mazliach, Untitled (from the series Decorations for Myself, executed by Dita), 1997, oil on canvas, 25x35
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(50-52 'NY1 TWAN) MINYYT DBIY'F N1 TON N7 (0T1A (1) MUNAAN NNNYT 17013W 193 0783 710 7Y NININN 19T
Pages of instructions given by Tal Mazliach to one of the individuals (Moran Godess, in this case)
who executed the works in Decorations for Myself (continued on pages 50-52)
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25X35 ,72 7V |7V ,1997 ,(0TIA |01 'Y UNIA ANV D'UIW'7 N1TON 1INA) NN N'7'7 ,n'73n 70

Tal Mazliach, Untitled (from the series Decorations for Myself, executed by Moran Godess), 1997, oil on canvas, 25x35
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25X35 , 717V [AV ,1997 ,(]'77{7 9"72 "W U UNIQ ,MINVYT D'BIY'F N1TON JINA) NANID N77 07NN 71 25X35 ,71 7V |V ,1997 ,(NTAI712 '7N 'V UNI1 ANV D'UIY'7 N1TON )INA) NI X77 ,N78n 70
Tal Mazliach, Untitled (from the series Decorations for Myself, executed by Shiri Kalif Karlin), 1997, oil on canvas, 25x35 Tal Mazliach, Untitled (from the series Decorations for Myself, executed by Eli Bokovza), 1997, oil on canvas, 25x35
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25X35 , T2 7V |AY ,1997 ,(NT9N VY UNI] MANVYT D'UIY'7 N1TON 11INA) 1M N77 0780 70 25X35 ,T1'7V |0V ,1997 ,(]A79'12 1310 'Y UNI1 ,VANVUT D'UIWEZ NNTON 1INA) NN 77,0780 70
Tal Mazliach, Untitled (from the series Decorations for Myself, executed by Efrat), 1997, oil on canvas, 25x35 Tal Mazliach, Untitled (from the series Decorations for Myself, executed by Roni Brifkman), 1997, oil on canvas, 25x35
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25.5X30 727V |AYW ,1997 ,(01'N 'Y UNI] ANV D'UIW'7 N1TON 1INA) 1M K77 ,078n 70
Tal Mazliach, Untitled (from the series Decorations for Myself, executed by Iris), 1997, oil on canvas, 25.5x30
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25X35 ,T1 7V AW ,1997 ,(N'7N/A "7 U UNID MINYY D'BIY'F 170N JINA) NNNID X797 ,n'7xn 70
Tal Mazliach, Untitled (from the series Decorations for Myself, executed by Dalia Mazliach), 1997, oil on canvas, 25x35
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25X35 ,T1 7V [AW ,1997 ,(N'7"N U UNI] ANV D'UIW'7 N1TON 1INA) NN N'7'7 0730 70
Tal Mazliach, Untitled (from the series Decorations for Myself, executed by Ayelet), 1997, oil on canvas, 25x35
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NI7T 05:12 71709 N'7'7 ,U2N 0”11 16 1910 ,2011 ,Fabric ,nnav 1
Nir Evron, Fabric, 2011, super 16 mm film, color, silent, 05:12 min.
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MI7T 05:12 ,71709 X77,U2X 1”1 16 1910 ,2011 ,Fabric 12y 1
Nir Evron, Fabric, 2011, super 16 mm film, color, silent, 05:12 min.
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NI7T 05:12 71709 N'7'7 ,U2N 0”11 16 1910 ,2011 ,Fabric ,nnav 1
Nir Evron, Fabric, 2011, super 16 mm film, color, silent, 05:12 min.
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NIFT 42:00 M N7A 71709 VAN IN'T'N7 A1 1“7 16,2008 ,NIM7A T 102V 1)
Nir Evron, Echo, 2008, 16 mm archival film transferred to Beta SP, color, original soundtrack, 42:00 min.
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(N ONNAN :017'Y) 45X35 ,U2NX 017NN ,1995 'Y W MIAN TY ,[INA TIT
(MIANT 2'AN 7N IN'TIA ,79IM72-DIT'A OIN ,38X55 , T2 7V |AW ,1939 ,[1'NA] NO'D 7U NT7' ,ION{7'91719)
David Ginton, Back of a Painting, 1995, color photograph, 45x35 (photo: Avraham Hay)
(Pablo Picasso, Child in a Chair [Maial, 1939, oil on canvas, 55x38, Mizne-Blumental Collection, Tel Aviv Museum of Art)

TINI°3 IR L (9 /MY - Dwn ,0°P1apan 7PNn) NTMINR 7Ty
TP IR TWON DWW NONIARR TTRY DY 7PN 180 7R0D
DR RXOX L2087 X7 MINRA NTY DR XD 7wyn? 9ar 0w n
, N30T NTIAY ,TANTR) ANIR MIWERMAT NPMIAR-XDT a0
=591 995w NN NM0N (1) DI DONPPN 1A DAnn
TRD 0N (LeWitt) U112 210 ,(Andre) 777IR PIRP 72
T NN QM3 NYRARA PR NE DY NODIAN ,20-17 XM
Y7 1731999 M0 SNY AR TWYNRD 1ART 172 D
5w STY92 W23 T 2T NTMINRT MInenaT Y By
“YT NDIST .MINRT N30 5w NPIPRM DTN DPDINIRGT
STANT) NPMINART A2V D NPT PR NOMINR-RDT T2
PN MP R X, (N3 DW PR32 ,18T N0 DY AP LNORT
LIROMY AR NPIYE DX WA 07T NP MR Tyen v
MIAXA 7TAYR DN DX

NIMIWORI PI YA 1K TIN0A DW 3wnn RN Dar
K2 AT2YR DP2A? NPT 992 0% NOMIRUR ptupianY
DR 227 777727 310 DPP0N DY YN TITATY Man
JIMX NINDN 1Y DI N IR D DT P
T8 NI70 91787 D MPa X2 1782 NRvpNan TTavn DR oa
DR 112w 0°7337 PW ONTIAY DX 13°393 DY 98 DY UMINN
DR P72 PR 727 DR MNNRY 0°HIVOTORT IR XT N0
TMIRD 1R MW 02PN Y QUMY PY anTay
DIPAD WO M OYIAR LT0PND MM 12091 1P MY
5w 72D MDY NIA0MI 12033 PR MY YW 021 Nm
79N DY DORIART APNANT ST O°RIOV OY OTNYMLOIT
TOMIRMA 17777 120 TOMM MR O 172y OT87) 12 PI2OUm R
Do2YaNNM QORINRT 10V WY DTILIARMT 08T 3207 IR
7°210 DR NBWAR O3 77707 037 0°PR3 . (R7IRY A0IRT Pw
38PN 2y Dw D017 KD 900 D137 ,80 DY mPyan nayn
(@R 07772 ,0°RHY ,NIINR "M ,0°D0MP3) 0°2YR
(XD°9 2% 17179° - JORP®D) L DWW "IN T2 21O ,NT
5N NROTA M7 DY WINIW °187 91787 INWwa 1977 11°392 AN
N7 DOMPWR N30 IR L7392 12 90T M9 19K, 0K
72D 17799 TV CNmY NP IR PY NORINX

M NPDIT IDIR MIYRANA 17 ,13°393 NAYAN 170,119
DPMIART T2V 21701 DX ,INBY "MIPON M MysnaRa
03 DOARIN(RD)W O TAR 92 N0 NONAIRR-RDM
B TINN TR DX PRMNT 2971 720 23 9900 .00
TV PP DY 11972 IMIX QpamY SMARR-0°1D 1T e
J1290 13RIy NPYPn DY Mpws ,man2

S TIT NIA TIT 79 7NN INTIAUA 0'wA9N 7N NAu) 1
[INTIFN 2N 70 AWUNA [A) (INIA TIT1H7°0 Y3 0000, X 717
16,(2010 ,D17°¥7 NN9N

nnairanT
David Ginton

N9 NN M7 P (1995) X P MR T8 MMy NTo
MANART A0 TINA 028 DW D3 IR OMTYNNT Y% mIPInn
702 TIINM SNNRT TTIW MR .MINRT AR DN NRN DY
DY TT9° 1721 ,NPPRIWOT NPRIRDITAT MINRT DY 1Ap? Mo»w
SP%1 0P W (1951) BY°I™ 1ORP D 1720 W (1952) RO
91°% 1°32 D°0M°R N2IYRA NPOYS 7170 IR RIPR wpann
DR Y2 31 702 DIPO3A,1PON 1Ay NIRING 0D DY o7
SW 1Tayn? 0NN WK SMINR-0°ID 1T XD 7233 PR
YNNI ,APY DTAD” MBY DR %N D908 Lot oPen
M5XW2 NPOW T3 FPVPD0ND BT RITY ,7OXNYY UPPAINR
279 IR W DVANA PV 03 10,208 Non Y
IR DOMIPOAT ,1PY MMAwAm NMPYAN NYARID) W 01
(191 AYmY Mnen

ORRY 0°°8T DX 117 M2 XD 1N D0 IMwpyn Dax
TPT2 9 7 WYY, 0aRY 19w MR TwYRT X MK 1187
SW WPAA T R P Wpna 1, DMK ATy 2IDXa
XD P19 NI SNw MB0INA 1IN0 NYED 19w 019081
DR D3 ROX ,7%°% R XPW 00908 137 7RI 7 NI PO
A7 (@287 DW ONNRT 073 "n1P3n) 137 0°19A 0OMPRNn
> QAR T PPN MINRT 098 aNIX 09°% .09°% XN
,TOYID .09%D IMIY DX T X YRw 1N Dw anwpak
1DIN2 NAR OYD :0°NYD 03N D ORI T8 DX 0973 0N
,NA01 YD) ,DoMPRNN PW 07270 1TAR AINRPY ONPAR
SBYORT 19IR2 79 IR DI

DO QYD DO DWW SNINRT 07X DX 098D AvDnT
IRD 2PWnT N3 Pw 20 Pw o3 1PEIR DR vo0an
SR L INPWRIA NOXNT MIART DX MR maon nw
TV NART Y NODIAN ,IRWAT P T NT0Nn ImpRn
DPPIAR-X? T2y % IRWIT OR JAKRT DY AT2Y0 00K DY

68



('N DNAN:017'Y) 36X41,U1N OI7XN,1995 N 7W MINN TY [IN2A TIT (*N ONNAN :017'Y) 53X59 ,UAN 017NN ,1995 PN 7Y MIAN TY IN1A TIT

(MIANT AN 7N IN'TIA ,54X65 YU 7V 1AV ,NIW NT77,0MT Ul AN TINITN) (MIANT 22N 7N IN'TIA,719IM72-D3T'A q0IN ,53.5X64.5 , T2 7V NV ,1911 , NN 0V D/MIT V1Y ,7NI2‘TN'T)
David Ginton, Back of a Painting, 1995, color photograph, 36x41 (photo: Avraham Hay) David Ginton, Back of a Painting, 1995, color photograph, 53x59 (photo: Avraham Hay)
(Edouard Vuillard, still life, no date, oil on wood, 54x65, Tel Aviv Museum of Art) (Georges Braque, Still Life with Pipe, 1911, 0il on canvas, 53.5x64.5, Mizne-Blumental Collection, Tel Aviv Museum of Art)
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(*N ONNAN :017'Y) 35X45 ,UQN DI7¥N ,1995 AN 7Y MINN TN, IN2A TIT
(MINN'7 2'AN-7N |IN'TIN,228X182 ,T1 7V AW 1960 1I'Y '7X'T q01Y)
David Ginton, Back of a Painting, 1995, color photograph, 35x45 (photo: Avraham Hay)
(Joseph Zaritsky, painting, 1960, oil on canvas, 182x228, Tel Aviv Museum of Art)

('N DNIAN :017'Y) 40X36 ,UAN DI7NN ,1995 1N 7W MINN TY N1 TIT
(MIANT AN 7N IN'TIA,7UIM72-03T7 qOIN ,26X21.6 , T2 7V AW ,1925 119N OV N'N'TI9AI7 ,W0IIN 0f71)
David Ginton, Back of a Painting, 1995, color photograph, 40x36 (photo: Avraham Hay)
(Max Ernst, Composition with Bird, 1925, oil on canvas, 26x21.6,
The Mizne-Blumental collection, Tel-aviv Museum of Art)
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(N ONDAN :017'Y) 80X40 ,U1N 017NN ,1995 AN 7W MINN TY ,[IN'A TIT
,MAN-NINTIN 1IN 0'NI7 1707 NINA L NIANT 1IN 7N [IN'TIA ,52.5X198 , T2 7V 7' 77N ,1962 ,2-14 ,0'N17 0'I1)
(1969 ,7NW'-N{7" AN NIAIN 7 NIUNAND
David Ginton, Back of a Painting, 1995, color photograph, sox4o (photo: Avraham Hay)
(Morris Louis, 2-14, 1962, acrylic on canvas, 198x52.5, Tel Aviv Museum of Art, gift of Marcella Louis Brenner, USA,
through the America-Israel Cultural Foundation, 1969)
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80X68 717V 7'77N ,1998 ,NAN ,)17N TN9

Fahed Halabi, Father, 1998, acrylic on canvas, 8oxé8
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Fahed Halabi, To You with Love, 2006, video, 04:25 min.
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180X110 ,72 7V 7"7' 17N ,2008 ,('ANY [71"T) NINII 27N TN9
Fahed Halabi, Knaffe (Self Portrait), 2008, acrylic on canvas, 180x110

7T 07:41 IN*T,2007 ,AT1" '2270 TNO
Fahed Halabi, Judah, 2007, video, 07:41 min.
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WORK

Occasionally Irit asks me why we call it “work.” Why not painting, sculpture
or photography? Why do we need an alternative word that’s not as clear?
She, as usual, wants precision in language, and I don’t have a good answer

to that question. Gilad Reich, the curator of the exhibition “Whose Work

is This?”, assembles in it a diverse range of connections between art and
work, which might also provide an answer or answers to Irit’s question.

Amos Schocken



FOREWORD

“Whose Work is This?”, the sixth exhibition of works from the Haaretz Collection, has a
guest curator for the first time — Gilad Reich. Gilad has chosen to mount an exhibition
on a subject he has been investigating in recent years: the connection between the world
of art and the world of work. His academic research deals mainly with international

art, but curating an exhibition on this theme from the Haaretz Collection necessarily
shifted the focus to contemporary Israeli art, which is the core of the collection.

Little research has been done to date on this subject in relation to Israeli art, and
few exhibitions have dealt with it. It is a broad subject, which encompasses more
works than can be included in one exhibition, and which incorporates a range

of sub-issues that the exhibition would clearly not be able to address fully.

The exhibition focuses more on artistic-conceptual than on representative processes.
Even when works contain concrete images and touch on personal-biographical or
national-global areas, what is striking in them is their occupation with different
modes of the relations and the division between work and art. Some do this by
positioning at the forefront the work that goes into them “behind the scenes”;

some investigate — and imitate — the modes of activity of the world of work in the
age of global capitalism; and some adopt a strategy, or a stratagem, to bring about
congruity between the conditions of the work’s creation and its exhibition and the
work itself, or to bring about the maximum diminishment of that difference.

Efrat Livny, Collection curator



o

101

WHO
wo

— 7

E
K
S
?

THIS

ART AND LABOR FROM THE HAARETZ COLLECTION

Gilad Reich

Marcel Duchamp, Bottle-Rack, 1914.
Galvanized metal

The point of departure of the exhibition “Whose Work
is This? Art and Labor from the Haaretz Collection”
is simple, almost self-evident: Every artwork (noun)
is the result of art work (verbal noun). That is, every
work of art is the product of a certain process in which
something is produced.! But whereas the modernist
ethos of art as it developed in the 19th century took the
act of the creation of art to be an autonomous praxis —
that is, unique, and distinct from every other societal
system of production - the appearance of Marcel Du-
champ’s readymade changed the way we understand
the relationship between “general social techniques”
in society (duplication, replication, and hence, mass
serial production) and artistic techniques.

Until then, art frequently portrayed work — rep-
resented it — whether by glorifying the lives of labor-
ers and their unmediated connection to material, or
through an empathic gaze at the conditions of life and
hardscrabble existence of the downtrodden classes.
However, according to the art historian John Roberts,
the appearance of the readymade - that is, exhibiting
as a work of art an object manufactured in a non-art
field — heralded a new stage in the relations art main-
tains with non-art work. From that historical moment,
conceptual art defined its critical identity in terms of
how it adopted, rejected or manipulated non-art work
processes. The introduction into art work of practices
that characterize “productive labor” (work done for
purposes of profit or use) betokened the subordina-
tion of artistic creation to non-artistic techniques. It
also signaled the entry of technology and science into
art. But, as “Whose Work is This?” also suggests, that
subordination was never absolute. On the contrary: It
allowed artists to extend the boundaries of art by rede-
fining what skill means in an art context, who the au-
thor of the work is, and how we are to apprehend the
concept of artistic subjectivity.?

These concepts, as well as similar concepts that
address questions of visibility and professional iden-
tity, and their entailment in other identity categories,
are at the center of the exhibition. From them derive
the questions through which “Whose Work is This?”
reads the works that are displayed in it: How and in
what way do artists integrate techniques drawn from
the non-art world into their art work? How does the
integration of such practices influence the processes
involved in creating art? And what visual languages
spring from this encounter? The concepts with which
the exhibition deals and the questions that attend them
also indicate the types of works and materials that
are on display: on the one hand, contracts, documents
and production processes captured by documentary
means; and on the other, objects that exist on the seam-
line between art and labor.

Two carpets on display in “Whose Work is This?”
reflect this diversity. The first is Ido Michaeli’s Bank
Hapoalim Carpet (2013, p. 31), the most ambitious
work of art in whose production and financing the
Haaretz Collection has been involved. The carpet,
here being shown for the first time in an exhibition
from the collection, draws its inspiration from the
“Bezalel carpets” (so called because they were creat-
ed in the Bezalel art school in Jerusalem), and recon-
structs the division of labor that characterized their
manufacture.? In Michaeli’s project, the worker-girls
who wove the carpets based on designs by adult men
of Eastern European origin, are replaced by Afghan

workers who obey Michaeli’s artistic vision. The divi-
sion of labor in art between cognitive-creative work
and practical manual labor is preserved, but the social
division of labor — along the lines of gender, ethnicity
and class, and reflected also in a geographical division
-is updated in the wake of the expanding globalization
of the commodities and labor market.

In contrast to the carpet by Michaeli, who out-
sourced his art work, Vered Nissim created her 2014
work Fantasy Hands (2014, p. 21) by herself, by means
of everyday, domestic, familiar material: yellow
housecleaning gloves. Nissim injects the global divi-
sion of labor into the local context of cleaning work
in Israel, and through it indicates the multiple class,
gender and ethnic consequences that the division of
labor creates and perpetuates. For this artist, the dis-
parity between different modes of work (art work vs.
maintenance work, for example) is one of the pivots on
which an intergenerational difference is engendered,
which interacts with power relations, social location
and symbolic capital.

The two carpets signify another pivot on which
“Whose Work is This?” turns: the hinge between ar-
tistic image and artistic praxis. Even though the
Haaretz Collection contains a considerable number of
works dealing with the representation of non-art la-
bor - such as migrant workers and other enfeebled
groups of workers — they are not included in the ex-
hibition. The works chosen for this exhibition focus
on the axis that maintains the tension between the
artistic and non-artistic act, and between practice
and representation. Some of the works, such as Nir
Evron’s film Fabric (2011, p. 62), address this dis-
parity without forgoing the representation of the la-
borers, whereas in others, for example Decorations for
Myself (1997, pp. 45-59) by Tal Mazliach, the workers
are not represented, but are subordinated to Mazliach’s
artistic subjectivity. Through the tension between rep-
resentation and praxis, “Whose Work is This?” is also
able to touch on a range of additional themes related
to the world of work: the effect of structural econom-
ic instability (precarity) on the artist and the society,
the influence of globalization on work processes, the
possibility of rejecting the priciple of productivity in
capitalism and more.

“Whose Work is This?” deals with these issues
by moving between a number of different theoretical
and historical frameworks, with Arnon Ben David’s
Judgment Day (p. 19) acting as its point of departure.
Dated 1990, this is the earliest work on display; it de-
limits the exhibition’s time framework. In the past
three decades, the “rules of the game” that it connotes
and critiques within the context of an institutional cri-
tique - among them the outrageous gap between art-
ists who work without either a guaranteed income or
social benefits, and the mechanism of the art market,
in which profits accrue only to a few — have become
the dominant paradigm in life in Israel (the “99 per-
cent” in the terms of the global protest). The 1990s saw
a dramatic transformation in the Israeli labor market,
with Israel’s entry into the global market of commod-
ities and labor that marked the gradual dissolution of
the welfare state and the acceleration of privatization
processes. These developments constitute the plat-
form on which the works in “Whose Work is This?”
were created, but they also intersect with and are in-
fluenced by other global and structural processes that

are directly related to the Western world of labor, no-
tably the transition to a service and information econ-
omy. Its chief feature is immaterial labor based on the
inherent traits of the working subject — language, emo-
tion, cognition and so on - and it encourages a frag-
mentary mode of labor.

But in order to understand how these changes are
translated into art praxis, we need to examine them
in light of the relations between art work and non-art
work during the 20th century, and more particularly
since the flowering of conceptual art in Europe and
the United States beginning in the 1960s. Additional-
ly, and in parallel, these transformations need to be
considered in relation to art within the Zionist-Israe-
li context, which is rich in depictions and representa-
tions of labor, but meager when it comes to conceptual
acts that point reflexively to the connection between
the different fields of work. By intertwining these
theoretical frameworks we can discern — within the
Haaretz Collection and within Israeli art as a whole
- a growing interest in art praxis as an expression of
the close link between the societal division of labor
and the division of labor in art, and mechanisms of the
manufacture and production of value within the mar-
ket framework, and similar mechanisms (yet also al-
ways different) within the field of art.

As an exhibition, “Whose Work is This?” does not
evade the congruity between the division of labor and
the structure of the labor market in Israel, and the
structure and modes of operation of the art world.
The Haaretz Collection itself belongs to the newspa-
per Haaretz, which is a major player, both as employer
and as reportorial body, in the transmutations that the
local world of work is going through. As an employer, at
the beginning of the 1980s, Haaretz was involved in one
of the fiercest labor disputes in Israel’s history, when it
initiated a move in which the system of collective con-
tractual agreements was terminated, and replaced by
individual employment agreements; but today there is
an active workers committee of journalists. As a repor-
torial body, Haaretz, though historically identified with
a right-wing economic approach, has for some years
led the public struggle in the media against centraliza-
tion and the unequal distribution of public resources,
and against governmental corruption.

Post-Fordism and immaterial
production

The fall of the Berlin Wall in 1989, which symbol-
ized the collapse of the only alternative to capitalism
- namely, communism - engendered two contradic-
tory and parallel trends: on the one hand, economic
and technological might, enabled by a global market
of commodities and labor, and on the other, a return to
communities, crafts and local traditions. According to
the sociologist Uri Ram, this shift signifies the simul-
taneous development of two intertwined yet conflict-
ing cultures: “market culture and identity culture.”
Market culture is part of the developments that are
eroding the nation-state from the “top down” through
“technological, financial, media, interregional, and
commercial transnational systems,” while identity cul-
ture is generating the same impact from the “bottom
up,” by means of “ethnic, religious, racial, nationalist,
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Andy Warhol his assistant Gerard Malanga and an unidentified person in The Factory, 1964. Photograph: Ugo Mulas

regional, and cultural subnational identities.”®

Both tendencies impact on the world of work. The
first - market culture - is altering modes of working
with advanced technological production processes,
movement of workers and goods, and new management
methods; while the second is altering people’s attitudes
toward their professional identity, which is often in-
terwoven with additional identities, such as class and
ethnicity. The erosion in the strength of the state has
far-reaching implications for social policy. In most
cases, it goes hand in hand with a neoliberal econom-
ic agenda marked by a transition from arrangements
that were based on guaranteed full employment, rea-
sonable wages, a social-welfare safety net and stable
labor relations, to arrangements that support reduced
government intervention in the economy, weakening
of the trade unions and a falloff in social-welfare bud-
gets. In Israel, these transformations were manifested
in part in the liquidation of the local textile industry (a
subject that Nir Evron’s film touches on), the entry of
migrant workers as cheap labor lacking social benefits
into society’s most menial jobs (as suggested indirect-
ly by Vered Nissim’s work) and the rise of a wealthy
class (thanks to some of whose members Tamir Licht-
enberg’s work was made possible).

The site at which these global and local process-
es converge is the worker himself or herself: how the
transformations in the world of work generate their
daily schedules (the capitalist division of time and
space), their mental and physical health and their
self-perception vis-a-vis personal and social yearn-
ings, desires and ambitions. An extensive literature

has developed in recent decades that makes it possi-
ble to examine the changes in the world of work from
the worker’s viewpoint through a series of old-new
concepts of which the exhibition makes direct or in-
direct use. These include immaterial labor, referring
to work that is based on nonphysical work tools such
as digital networks or human relations; affective la-
bor, a term that encapsulates a broad range of pro-
fessions in the fields of physical and psychological
ministration and maintenance; and post-Fordist labor
(invoking Henry Ford), referring to networked, flex-
ible manufacture which, theoretically, can be carried
out anywhere and at any time, supplanting the fac-
tory assembly line.> According to post-Marxist au-
thors like Antonio Negri and Paolo Virno, who address
these issues, in an era based on a global service and
information economy, the dominant form of produc-
tion is not material. This shift is manifested through
two central models of laborers in the Western world:
In one, migrant workers from enfeebled countries
are employed for the most part in maintenance and
caregiving work (in Israel, Philippine nationals who
look after elderly individuals, for example, or peo-
ple from African countries who do cleaning work).
In the other, workers in computer-driven professions
are engaged mainly in the creative manipulation of
knowledge, emotion and language (app developers,
for example, or those who run pages in the social me-
dia). Both groups, notwithstanding the large differ-
ences between them, suffer from similar problems,
such as lack of job security.

The direct connection that the world of immaterial

labor forges between personal traits and profession-
al identity, value and income, are persistently erasing
the traditional separation between workers and art-
ists. Artists and non-artists alike today share a lifestyle
based on economic instability, short-term, project-spe-
cific labor tasks and multitasking, together with the
immense importance attached to “good ideas” in order
to ensure continued professional employment; or, al-
ternatively, based on the use of language, emotion and
body to produce an affective result of some kind. Art-
ists are compelled to redefine their role and singular-
ity in the global labor market, while finding ways that
will ensure them an income.

From representation to praxis
and back: art and work in
conceptual art

As noted, nonindustrial labor entered art work upon
the appearance of the readymade - a reaction to the
hegemonic form of industrial production in the first
decades of the 20th century. Through the readymade,
Duchamp sought to challenge the divisions the indus-
trial world had created between functional and artistic,
employee and employer, manufacturer and consumer,
and the conventional forms of artistic creation and val-
ue production. According to Lazzarato, the readymade
served Duchamp’s aim to introduce industrial produc-
tion into the heart of artistic creation in the machine
age, but also to demarcate the location of art outside
the rational-productivist logic of capitalist labor.®

But it was only with the advent of conceptual art
that the adoption of practices drawn from the world
of labor assumed serious momentum. The appearance
of this form of art coincided with the post-World War
II economic and social transformations in the United
States and Europe, particularly the meteoric rise of the
consumer culture and corporate structures of work.
In New York, the hub of postwar art, artists adopted
manufacturing rhetoric and imitated corporate-indus-
trial activity, moving smoothly between the figure of
the laborer and the figure of the manager. By the late
1950s, the painter Frank Stella, for one, was styling
himself an “executive artist” and being photographed
in a suit (and not in paint-smeared overalls, say). But
when he was asked in an interview about his working
methods in that period, he adopted the rhetoric of an
industrial laborer: “When I wanted to paint, I really
wanted to make something... I really wanted to finish
the painting that I had it in my mind to do... it sounds a
little dramatic, being an ‘art worker.’ I just wanted to
do it and get it over with so I could go home and watch
TV.”” Andy Warhol took the identification of the art
work environment with the world of labor one step fur-
ther when he established the Factory, which contained
both semi-mechanical means of production (influenced
by the Fordist assembly line) and techniques based on
creative cooperation between equal actors (under the
influence of post-Fordist modes of labor) (p. 99).

But whereas Stella and Warhol were still immersed
in the commodities market of art, the conceptual art
that developed in the 1960s and 1970s was character-
ized by the dematerialization of the art object and a
critique of the medium, through which it differentiated

Hollis Frampton, Frank Stella, 1959.
Walker Art Center Collection, Minneapolis
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Allan Sekula, This Ain't China: A Photonovel, 1974.
Black-and-white photograph

itself from the market. The object is given up in favor
of the realization of an idea, together with the abandon-
ment of the notion that the art object is defined by its
medium specificity. This highlighted the importance
of the work process as an element that connects the
concept with its execution, and engendered a new set
of emphases dealing with modes of labor, work envi-
ronments and processes of production. Hans Haacke,
for example, adopted the visual language and the ra-
tional-managerial-corporatist operative logic of tables,
statistics and graphs (transforming art into informa-
tion); the Fluxus group focused on events and perfor-
mances in which the emphasis is on social interaction
(and not on aesthetics); and feminist artists like Mar-
tha Rosler uncovered the political potential of care
work (such as housework) when it is carried out and
presented in public spaces. Transference of the focus
of artistic investigation from representation or from
the final object to art as a process, and the exclusion
of art from market logic enabled it to maintain a criti-
cal stance toward social institutions in general and art
institutions in particular - precisely through the adop-
tion, imitation and manipulation of praxes and aesthet-
ics originating in the world of work.

Rosler represents a distinctive approach in art’s
relation to work: her art practice consists not only of
the imitation (mainly the ridicule) of society’s percep-
tion of domestic chores identified with women, but
also their representation. As such, she and kindred
artists, such as Sekula and Fred Lonidier, endeavored
to infuse their work with a conceptual language that
recognizes the crisis of the representation of art and
self-reflexively creates the artistic image, yet does
not forgo a critical-political stance. This approach
draws on the humanistic tradition of the representa-
tion of laborers - from Lewis Hine’s photographs of
working children in the first decade of the 20th cen-
tury (p. 96), through Robert Frank’s documentation of
laborers in Detroit’s automotive industry in the mid-
1950s — as a means of forging class consciousness and
social change in the face of the social ills generated
by capitalism. The influences of the conceptual-doc-
umentary language developed by these artists, and
the questions it raises regarding the exploitation and
alienation that characterize the working world are
also directly or indirectly present in “Whose Work is
This?” in the works of many of the artists.

In terms of the history of art-labor relations in the
local context, the curator Galia Bar Or identifies three
central chapters of “depictions of work”: 1. Artists of
the 1920s - both those who were “existentially, spiritu-
ally, and ideologically involved in ‘work’ through the
Labor Battalions and other Zionist projects, and those
based in Tel Aviv - painted mainly portraits of work-
ing people, such as stonecutters, builders, fieldwork-
ers, but “did not form part of an explicit ideology of
the collective.”® Among these artists were Yehoshua
Eisik-Eshel and Bezalel Zuri, who were from kibbut-
zim, but also urban painters such as Nahum Gutman
and Reuven Rubin. 2. Artists of the 1950s, who adopted
the language of “social realism,” focused on painting
figures “that went against the dominant focus of social
consensus,” and “took social art projects upon them-
selves.”® Among them were Gershon Knispel, Moshe
Gat and Naftali Bezem (p. 95). 3. Artists of the 1990s,
who focused on the representation of migrant workers
in Israel through photography, painting and installa-
tions, such as Miki Kratsman, David Goss and Sigal-
it Landau.

Alongside this genealogy of the representation
of work in local art, a shorter history, beginning in
the 1970s, can be extracted, of conceptual actions that
link art work to non-art praxes. Like the “socialist re-
alism” painters of the 1950s, the social-conceptual art-
ists also remained outside the canon in their period of
activity, apart from the support they received from
curator Yona Fischer of the Israel Museum. Gideon
Gechtman, for example, reconstructed the sleeping
quarters of Palestinian laborers who worked on the
construction of a new wing in the Israel Museum at
the exhibition site itself, and slept in it (p. 96). Other
artists, such as Avital Geva, Joshua Neustein and Pin-
chas Cohen-Gan, chose a strategy of action over repre-
sentation as a means of contemplating the connection
between the political, social and cultural implications
of the division of labor in the Israeli-Palestinian con-
text and the work of the artist. However, according
to Bar Or, their engagement with these themes was,
ultimately, a passing episode in their oeuvre. “The
conceptual artists did not consolidate a systematic
project, and not one of them made the issue of ‘He-
brew Work’ or ‘Arab Work’ the core of his art...Their
social messages were sometimes blatant — but not one
of the conceptual artists performed a profound anal-
ysis (like that of Hans Haacke, for example) of an
entire hegemonic social structure while treating its
cultural, economic and urban implications.”*°

Martha Rosler, Backyard Economy, 1974.
Still from video

Lewis Hine, Fourteen year old spinner, Brazos Valley Cotton Mill, West Texas, 1913.

Black and white photograph

It is, then, on the pivot between representation of
workers and practices drawn from the world of work
that the works in “Whose Work is This?” are situated.
Virtually none of them decide in the direction of one
pole or another, but intertwine both in different ways,
in a development that can be defined as a new stage
in Israeli art’s engagement with these issues. But the
exhibition also seeks to point to a historic change in
the critical model that praxes such as these represent.
Whereas the pioneers of conceptual art outside Isra-
el dealt with concepts of skill, authorship and artistic
subjectivity as part of an intra-art process aimed at
redefining the boundaries of art (what is subsumed
under the definition of art?), contemporary artists, Is-
raeli and international, utilize praxes from the world
of labor in order to act in the world. Forgoing a criti-
cal model that is external to the social and economic
reality and is pedagogically motivated (wishing to un-
cover truth and thereby alter the viewers’ conscious-
ness), instead they adduce a model that deals with
art’s ability to act within capitalism. The new mod-
el does not distinguish between representation and
action, treating both as elements within a given re-
ality and which can be manipulated, appropriated or
played with.

One stance that springs from this approach is
a rejection of the logic of productivity under capi-
talism. Tamir Lichtenberg’s works, subsumed under
the title Package Deal (2013, p. 25), guaranteed the
artist an income equivalent to the average month-
ly wage in Israel for an entire year. Arnon Ben-Da-
vid’s work Judgment Day (in which Ben-David made
a reproduction of one of his earlier works in order
to benefit from its increased value, p. 19) also deals
with this issue. Together with other works in the ex-
hibition, they pose questions about the processes
of capitalization of the subject, the appropriation
and liberation of time and space in capitalism, and
about the possibility of creating routes of escape
from economic neoliberalism. But at the same time,
in contrast to earlier conceptual artists, they do not
perceive themselves as operating outside the capi-
talist order, but exploit its resources to create “is-
lands” of alternatives and possibilities of action.

Gideon Gechtman, Hebrew Work, 1975.
Installation view
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Expanding circles: Skill,
authorship and artistic
subjectivity

What unites all the artists of “Whose Work is This?” is
a reexamination of artistic subjectivity in the face of
contemporary non-art processes and techniques. As
part of their exploration, artistic technique is partial-
ly congruous with non-artistic techniques of work, the
image of work is manipulated, or an action is imple-
mented amid social and economic arrangements em-
bedded in the world of work. As Roberts points out,
creativity is no longer a prior condition for artistic
subjectivity, but is based on a series of “techniques
and skills activated within a given framework. The
author is not a stand-alone ‘expressive’ figure whose
agency is external to the employment of these partic-
ular skills, because what is conceived as authorship is
determined by the employment and development of
these skills.”!! Artistic subjectivity is redefined as a
site at which authorship and artistic skill can be man-
ifested through a broad range of modes of activity
that extend beyond the specific person whose signa-
ture they bear.

We can think of the developments suggested by
the works in “Whose Work is This?” as expanding cir-
cles, spreading ripples caused by the friction between
art work or art vision and non-art forms of production
and techniques. The individual author expands into
multiple authors that operate according to the artist’s
will, but also in disconnect from it. In the course of
this movement, the artist’s professional identity col-
lides with additional identity categories and existing
models. The conception of artistic skill, or the way
we can think about artistic skill today, is also expand-
ing, and includes a growing compendium of abilities,
both material and non-material. Artists are imitating
non-artistic skill but with permutations (as in the 2000
work Backhoe [2000, p. 42] by Yoav Miller and Yochai
Avrahami), or employing outsourcing for the intire
production process (as in David Ginton's Back of a
Painting, 1995, pp. 69-75). The expanding ripples re-
late also to where the artist is located socially. Artists
no longer entrench themselves in artistically autono-
mous realms cut off from broad social and economic
structures, but operate from the place set aside for
them within those structures, albeit without being
completely in thrall to them. They situate themselves
alongside other groups of laborers who suffer from
structural economic instability, but maintain artistic
ability that allows for critique, manipulation and eva-
sion (as in the works by Fahed Halabi, pp. 77-81).

These increasingly expanding circles also impact
on the regions where the local art is produced. Not-
withstanding the considerable influence of Western
conceptual art on all the works displayed, an East-
ward turn is also discernible, in search of meanings
that accrue to local production in the era of the glob-
al commodities market. Examples are the case of
the adoption and documentation of the manufactur-
ing-import mechanism across the Israel-Jordan bor-
der (Nir Evron’s work), or the expansion of the circle
of production as far as Afghanistan (in the work by
Ido Michaeli) as a post-national fantasy. But this is a
two-way move: production is spreading to the East,

and the East is entering art, whether through tech-
niques of work that are simultaneously local and
global, or through aesthetic language and the repre-
sentation of workers from Asia.

And finally, these ever-expanding circles of au-
thors, skills, forms of subjectivity, regions of manu-
facture and processes of production also denote an
expansion of the sum total of the positions that con-
temporary Israeli art presents in regard to work as
an ideal and in relation to its concrete manifestations
through different types and modes of work. Feelings
of regard, contempt, passion, pity, glorification or
ridicule emanate from the various works, togeth-
er with diverse motivations concerning the non-art
world of work: an aspiration for better work, accom-
panied by a desire to abolish work, or the attempt
to become part of the manufacturing apparatus un-
der capitalism alongside the determined desire for
differentiation from it. As productivity increasing-
ly penetrates every sphere of life, with existence it-
self sometimes seeming to be an incessant endeavor
to meet external and internal goals, the question of
work continues to haunt art — which is also, in the end,
another form of work.

Naftali Bezem, Employment Bureau (Study),
early 1950s. Charcoal on paper
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Arnon Ben-David

Judgment Day (1990, p. 19), a work in the Haaretz Col-
lection, is actually a non-identical reproduction of a
work created by Ben-David two years earlier, bear-
ing the same title. Each work consists of an object
made of plywood, whose form recalls a downscaled
model or a series of hollow, transverse wooden strips,
crossed lengthwise by the words “Yom Hadin” (Judg-
ment Day). In the center of the object is an abstract
drawing made with a Chinese brush, which evokes cal-
ligraphic writing and creates, according to Ben-Da-
vid, “an illusion of the patch in the style of the atomic
mushroom.”! In its original context, the work sought
to create a “conceptualistic representation of the end,”
in the words of curator Tami Katz-Freiman, through
“the disparity effected between the ostensibly simple
image and the 'theme' embodied in the inscription.”?

In the second version of Judgment Day, the one
on exhibit, Ben-David reconstructed the original work
but “caused it to sprout a ‘tumor,’ a kind of additional
compartment, which preserves the historical data of
the work,” as the curator and theorist Ariella Azou-
lay notes.? The “historical data” refer to the mecha-
nism that imparts to the work its market value, and the
artist’s place in it. The data, according to the inscrip-
tion in the “additional compartment,” are simple: “Tel
Aviv Museum paid $1000 for this work in 1988 [i.e., for
the original work], of which Arnon Ben-David was left
with $250, current price $2500.” Ben-David uncovers
for us the mechanism of the art market, in which the
economic value of the work rose by 150 percent with-
in two years only because a museum purchased it; but
he also shares with us the artist’s inferior place in that
market, as a result of which he receives only a quarter
of the work’s selling price.

The addition to Judgment Day shifted the center
of the work, physically and conceptually, from the ab-
stract image to an institutional critique, as an attempt
to give representation to the “mechanism of the accu-
mulation of power.” This is a local expression of the
critique of art institutions and of social institutions as
such, which occupied American and European artists
from Hans Haacke to Jenny Holzer in the two decades
preceding Ben-David’s work. In that spirit, Ben-Da-
vid supplies information that exposes the economic
contexts in which the original work is exhibited, but
does not make do with that. Both the manner of pro-
duction of Judgment Day in its later version and the
decision to exhibit a reconstruction have the aim of
attesting to the connection between the artwork/art
work and the “manipulative economic” system with-
in which it exists. The choice to produce another copy
of the work breaks the rules of the art market as ex-
posed by Ben-David, because the value of an artwork
is related to its singularity. The fact that Ben-David
manually creates a “reproduction” of an existing work
should actually undercut its economic value, but that
is not what happens here. In fact, the value of the re-
constructed work increases, because the potential or
actual acquirer of the work is aware of Ben-David’s
ironic move of engaging in institutional criticism, in-
cluding the market economy of which the institutions
of art are a part. Judgment Day thus effectively plays
a double game: even as it “complains” that the original

work was sold cheaply (with the artist getting only a
small percentage even of that low price), the work it-
self “realizes” the increase in value (after the sale of
the original work to the museum), and does so, fur-
thermore, in a way that is contrary to the rules of the
market — by being a copy.

The decision to create a copy of the work and add
to it the conditions of its sale, can also be considered
“lazy” or “frugal,” a move by which the artist can re-
gain partial control of his approach vis-a-vis the mar-
ket terms. The fact that the work is a model or a copy
(which does not adhere to the original) enables its
re-production, or theoretically its infinite reconstruc-
tion, in a manner that “does not maintain a one-to-one
relationship with the reconstructed object, but accu-
mulates the context into itself.””

As for the present context in which the work is now
being exhibited, it bears a dual character: a critique
of the art market and its institutions, and a critique of
the art market as a reflection of the broader capitalist
market. Traditionally, the structure of the art world
as mediated to the general public sustains the Roman-
tic myth of the starving artist in contradistinction to
the exceptional stories of famous artists who earn mil-
lions (like Damien Hirst, Jeff Koons and others). But
the “dark matter” of the universe of art, as the theorist
Gregory Sholette calls it, consists of an unknown num-
ber of artists who are at the mercy of job insecurity,
lack social benefits and are not protected by any pub-
lic framework, even though the public and the state
are often the principal beneficiaries of their work.°

But in the age of the crumbling welfare state, and
with it the collapse of the relative economic security
that had been enjoyed by most social classes, the art-
ist’s economic instability has become the prevailing
life experience in the Western world as a whole, and in
Israel in particular. In the years since the creation of
Judgment Day, Ben-David’s critique of the structural
inequality of the art world has become the complaint
of ever greater numbers of people against the innate
inequalities of the economic system in general. The
work and life style of artists — traditionally perceived
as outsiders vis-a-vis the world of capitalist labor — has
become the ideal model of the laborer in contempo-
rary capitalism: chronically short of money, working
in piecemeal projects or constantly switching jobs, de-
nied social benefits and lacking access to the capital
that is produced, in part, by his labor. Ben-David’s in-
stitutional critique reemerges as relevant, trenchant
social criticism, with the artist relocating himself as
an enfeebled worker alongside increasingly numerous
segments of society.

Tamir Lichtenberg

The term “package deal” is a very recent linguistic
and conceptual innovation. It first appeared in the
late 1940s and can be considered an offspring of the
dominance of consumer culture in postwar Ameri-
can society. The package deal - in which the buyer
pays a certain amount for a number of interrelated
items or services, with the purchase of each element
contingent upon receiving the others — was a market
come-on intended to get consumers to pay more. The
condition by which all the elements are linked, and as
aresult more expensive, obliged consumers to pay for

things they hadn’t intended or hadn’t wanted to buy.
This surplus of commodities and services also veiled
a dramatic change in the realm of employment and in
the modes of production: the need to provide jobs for
the men who returned from World War II, along with
development of the corporate culture.

Tamir Lichtenberg’s Package Deal (2013, p.25)
plays with all these meanings of the term by relocat-
ing it in the field of art. The work consists of two cen-
tral elements: object and contract. In the contract,
Lichtenberg proposes to collectors and donors that
they pay him, up front, a monthly salary commensu-
rate with the average wage as announced each month
by the Central Bureau of Statistics. In exchange, the
artist agrees to supply to the collector or donor a pack-
age that includes “collected impressions, notes, draw-
ings, remnants, inspirations, and doorways” that were
collected that month, but without the recipients know-
ing exactly what they can expect to get.

As the curator Aya Miron writes, Package Deal is
a kind of game of livelihood: “a conceptual employ-
ment framework that allows the artist to work for a
whole year without income concerns and from a po-
sition of choice.”” Instead of justifying overwork by
overconsumption, this package deal does the opposite.
The artist is freed for a year from the need to invent
and renew, to initiate and market, to produce and pro-
mote. The deal guarantees him a steady, stable income
whose source resides in the art he produces. A dream
deal for many artists, in Israel and elsewhere. Licht-
enberg’s choice to draw a salary according to the He-
brew calendar (from the month of Tishrei until Elul
in the year 5774; September 2013 — September 2014),
which was a leap year, in which an extra month is add-
ed, also ensured him a thirteenth salary.

But the job security Lichtenberg bought himself
entails not only security but also employment. As he
undertook in the contract, and as in previous works,
he tries to avoid producing new objects and instead
gleans old ones, most of which have been consigned
to the garbage bin or dumped on the street. To these
objects, he appends texts and images that express his
perspective on the world. In contrast to Andy War-
hol’s time capsules - collections of objects he gath-
ered during the month that were put into a box and
sent to the archive — Lichtenberg’s project is not au-
tobiographical but documentary in character. The ob-
jects, documents and images are akin to items in the
archaeology of the present, signs left by the culture,
objects “for which congruence with the world exists.”®
Lichtenberg’s interest lies in revealing the different
layers and diverse connections that exist in reality.
For example, the package for the month of Heshvan
(which was funded by the Haaretz Collection) includes
“fake” dollars found outside a Tel Aviv nightclub. For
Lichtenberg, these bills are no more false than “real”
ones, which are a product of an ancient imagined so-
cial contract that imbues them with their “true” valid-
ity. The company that disseminates these bills as an
advertising ploy engages in digital commerce, so that
the advertisement itself reinforces the status of mon-
ey as a concept and not as an object that possesses au-
tonomous validity.

Lichtenberg’s conceptual project is aimed at “dis-
rupting the ‘systems’ so that people will not regard
them as absolute truths, so that change will always
be an option,” according to Miron.® And in the context
of work in the field of art, the change that Package
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Deal wants to foment is also ethical in character. It’s
a change in the balance of power, but also in the trust,
between artist and collector. For Lichtenberg the con-
tract is a model under which the collector, donor or
patron doesn’t finance a completed work, but ensures
the existence of the field of art to which the artists are
committed. One clause of the contract, for example,
asks the collector to set aside a “tithe” for the artist
from the profit he’ll make on the deal if he decides to
sell the work of art, namely the package. The package
in this context is perceived as a medium, as a contain-
er for transferring knowledge and as a means for cre-
ating a connection and constructing relations within
and through objects. The deal that’s connected to this
package, a package deal in its original sense, which
was conceived for purely business purposes and in-
cluded elements of enticement and manipulation, here
becomes a social contract possessing moral validity,
or in Lichtenberg’s words, a “certificate of mutual
warranty”.

Tal Mazliach

In 1923, when he was head of the metal workshop of
the Bauhaus art school in Weimar, the artist Laszl6
Moholy-Nagy ordered five porcelain-coated steel pan-
els in different colors. Moholy-Nagy provided the fac-
tory with the specific details - measurements, colors,
angles - to ensure that the items would resemble the
works he created as a painter and the photographs he
took in the avant-garde spirit of the age. The resulting
Telephone Pictures were one of the first attempts in
modern art to engage in outsourcing of artistic subjec-
tivity through the artist’s instructions for execution.
For Moholy-Nagy the implication of the technological
development that made possible production, replica-
tion and copying by machines was an extension of ar-
tistic subjectivity beyond the artist’s creative hand.
This derived from a deep understanding that in the
new industrial age the artist is never the owner of his
forms of expression.

Tal Mazliach’s series of paintings Decorations for
Myself (1997, p.45) adopts these insights, but returns
them to the realm of painting. The series is based on
manuals that Mazliach wrote for friends and family
members, in which she instructs them “How to cre-
ate a painting by Tal Mazliach.” Like Moholy-Nagy,
Mazliach provides very clear instructions as to what
the painting should look like: “1. Start with the flags:
Paint the inner part of the flag yellow... 2. The flag
has a stripe above and below... Paint the stripes on
all four flags...,” she elaborates at one point, and en-
closes sample sketches. Unlike Moholy-Nagy, she also
supplied the subcontractors with the tools and materi-
als with which to produce the paintings, and took care
to explain very precisely the stages and methods of
work that would enable them to create “a Tal Mazliach
painting”: “Prepare one vial with white paint and one
with blue... When shifting from blue to white, do not
rinse the brush, simply give it a wipe on a rag”

But whereas Moholy-Nagy was interested in the
way the machine was supplanting the artist’s cre-
ative hand, Mazliach preserves the hand’s central role
but extends it to outside the studio. The hands of her
relatives can be said to act as a kind of extension of

herself. Within the framework of this operation, her
hand, which is the painting hand, alters its function
dramatically and becomes the writing hand. But tak-
ing into account the material result — the paintings
do indeed resemble works by Mazliach in form and
style — Mazliach’s writing hand turns out to be no less
authentic, creative and meaningful than the hand of
Mazilach when she herself paints. It follows that re-
liance on others, far from affecting artistic subjec-
tivity, actually extends it to new sites and agents
of production. Mazliach’s hand is not present in the
painting but is definitely active in it — simultaneous-
ly erasing her identity (perhaps anyone can actual-
ly paint a Tal Mazliach painting?) and affirming it
(so distinct and clear is Tal Mazliach’s artistic lan-
guage that it comes across even through the agency
of others).

Outsourcing painting is exceptional in Mazliach’s
body of work, but in many senses is also a continu-
ation of certain themes that occupy her. According
to the curator Efrat Livny, “the question of the re-
lationship between self and other” is at the center
of Mazliach’s work. “Camouflaged beneath the col-
orful, seductive, almost blinding surfaces,” Livny
writes, “is a plethora of images, symbols, sentences,
and words, which come together to form a complex,
overflowing painterly and emotional world.”*° This
world of quotes and replications maintains a tension
in which, under a permanent, uniform identity - that
of Tal Mazliach - the artist “chooses to depict the nu-
merous components of her fractal self, or what may
be described as multiple selves.”!! From this point
of view, the choice of asking others to paint her pic-
tures, to create multiple Tal Mazliachs, is a continu-
ation of the ambivalent self of Mazliach herself, as it
is given expression on the canvas.

But it is not only Mazliach’s artistic language that
challenges the perception of a distinctive, coherent
artistic identity — so too does her mode of operation.
“Painstaking labor is one of the signature characteris-
tics of Mazliach’s painting,” Livny observes. “She con-
siders painting to be a form of manual labor, whose
products are material objects, or ‘things.””!? At cer-
tain moments, that painstaking labor, in which repet-
itiveness occupies a central role, recalls tribal art or,
in the case of the present series, decorations - two aes-
thetic traditions that do not rely on a single author or a
singular artistic identity. It is the repetitive and frag-
mentary character of the work of painting that makes
it possible for Mazliach to itemize the process of her
work into a protocol of instructions and explanations,
which can, theoretically, be executed in different plac-
es and with different participants.

But Mazliach chooses to entrust the instructions
to those who know her work close-up, not to anony-
mous factory workers, as in the case of the Telephone
Pictures. As such, the social element of the work does
not act here as a means to anonymize and automatize
art, but the opposite: aspiring to bring friends and
family members into the circle of authorship as part
of the process of clarifying the question of the rela-
tions of self and other, and the question of the other
in the self. The manual produced by Mazliach for all
the participants of Decorations for Myself, a manual
that recalls above all a personal, intimate letter, is tes-
timony to that.

Ido Michaeli

There are almost as many possible readings of Ido
Michaeli’s Bank Hapoalim Carpet (2012, p. 31) as the
number of images it contains. One hundred iconic
images drawn from currency notes and coins, post-
ers, advertisements, archaeological items and book
illustrations; and, in parallel, visual symbols of ar-
chitectural structures, iconic objects, politicians,
philanthropists and political thinkers. All the images
are taken from the history of Western and Eastern civ-
ilization, Zionist history or Israeli society. They are
situated on the carpet within an architectonic struc-
ture that also functions as an allegory for the social
structure. At the bottom tier: the working class and
working people. They lug, clean, dig and quarry. At
the second tier: the middle class, the bourgeois, the
dealmakers and the accountants. And at the upper-
most tier: the decision makers, leaders and donors,
protected by Palmah fighters (from a painting by Yo-
hanan Simon) and the defenders of Kibbutz Negba in
1948 (from a monument created by the sculptor Na-
than Rapoport).

The story of the carpet’s production is no less com-
plex. Cooperation with an Israeli textile merchant led
to a meeting at a carpet fair in Berlin, from where
a blueprint of the carpet was flown to Pakistan, and
from there sent on to Afghanistan, where the carpet
was woven in the course of more than a year before
being brought furtively into Israel via Istanbul. Is the
carpet an advertisement for Bank Hapoalim or an in-
dictment of one of the salient symbols of the regime
of capital that has characterized Israel in recent de-
cades? Is it “an ethnographic, historical artifact and
institutional resonance,” a nostalgic reverie for “the
bank’s long-forgotten socialist heritage” from the pe-
riod when it belonged to the Zionist Federation and
the Histadrut federation of labor? Or perhaps it’s a
fierce indictment of the reality of contemporary
life, and therefore composed of “representations of
theft and bank-vault robbery and references to social
injustice.”®?

There are many more prisms through which this
work can be read - identity and falseness, imitation
and forgery, East and West, intercultural translation -
but from the point of view of labor, the carpet and the
work process that preceded it are above all an expres-
sion of the modes of production and the division of la-
bor that characterize the present global era. It is not
by chance that Michaeli places his self-portrait (dis-
guised as the Mossad agent Eli Cohen) at the middle
tier of the social structure, that of the middle class. He
is the entrepreneur, the foreman and the marketing
person of this project. He “set the process in motion,”
found partners, paid the subcontractor and ensured
cost-cutting by sending the carpet to a Third World
country, where labor is cheap and workers’ rights are
not protected. The totality of these complex actions —
from the process of choosing the images that would
appear on the carpet, to the smuggling of the finished
product back into Israel - is intended to bring Michae-
1li’s entrepreneurial vision to fruition.

The video that accompanies the carpet’s route —
done in the “making-of” film genre — emphasizes the
complex production process and the high technical
skill that was required to do the work. It also gives
visibility to the workers who labored on the carpet
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and was shot mostly by them, as partner-workers in
the process of the carpet’s creation. In fact, the video
increases the work’s economic value, by showing the
potential investor, collector or viewer the scale of the
resources that went into the project and by linking the
final product to the process of its creation.

Indeed, Michaeli needed an investor to underwrite
his creative vision. The logical source of the funding
lay in the subject of the carpet, Bank Hapoalim, and in
order to entice the institution’s executives Michaeli in-
cluded in the carpet, in addition to the bank’s name, fig-
ures from the institution’s advertising campaigns over
the years, notably the character of the smiling dwarf
Dan Has’chan (Thrifty Dan). But this strategy failed:
the bank declined to cooperate with the project. As a
proficient entrepreneur, Michaeli found a different in-
vestor, the Haaretz Collection; hence the appearance of
the paper’s logo on the carpet, at the bottom left corner.

The entrepreneurial approach adopted by Michae-
li, with all that it entailed, and the choice to make the
working process inhere both in the carpet itself and
in additional elements of the project, direct us to the
carpet’s modes of production as a subject of this work
of art. Its meaning exists in this no less than in the
cultural references woven into it. This reflexive pos-
ture is tinged with humor and irony in regard to the
artist’s social place today as one who takes part in the
apparatus of manufacture and the capitalist division
of labor. Michaeli’s mode of operation shifts the logic
of commodity production in the global age to the pro-
cess of art production and locates it in the posture of
the “cognitive worker” who possesses communicative,
emotional and production abilities vs. the manual la-
bor that is done in another place and by “the other.”

Artistic subjectivity, which traditionally was
linked to the activity of the individual artist in the stu-
dio and was perceived as an expression of his inner
world, here undergoes processes of distancing and de-
personalization. The production of the artistic image
is entrusted to many people possessing diverse skills,
aided by technical processes over which the artist has
no control. The act of art goes through cultural and
mechanical processes of translation and conversion,
which challenge the modernist conceptions of skill
and authorship.

Still, it is the artist’s signature that appears on the
carpet (in the left bottom corner). The reason is that
Michaeli’s artistic proficiency has not disappeared, it
only appears by other means, manifested in the way he
chooses, arranges, imitates, samples and quotes imag-
es, praxes and ideas in order to manipulate them and
compile them in a new context. “I appropriate and rob
symbols, historical materials, and existing techniques,
and use the associations with which they are charged
and their tone of voice to tell a different story,” he re-
lates in an interview.!*

A dedicated app that constitutes an integral ele-
ment of the project makes possible a precise exam-
ination of the diverse details that make up the carpet,
and no less important, the cultural references from
which Michaeli drew inspiration and the changes they
underwent along the way. For example, we discover
that the Zionist leaders who appear on the bank’s up-
per tier were chosen, among other reasons, because of
their hairstyle, which recalls other leaders from hu-
man history. But if the facial features of Chaim (Azri-
el) Weizmann as the local personification of Vladimir
(Ilyich) Lenin don’t look familiar to us, that may have

to do with the specific attributes imparted to him by
the Afghan workers who wove the carpet. The app,
then, allows us to think of the carpet as a “bank of im-
ages” in two senses at least. One is that of a visual da-
tabase that makes it possible to point to connections
between different images and central themes that ap-
pear in the carpet, for which it’s possible to compile an
index and catalogue the items. In its second meaning,
the bank of images invites us to think about the image
as a commodity, an object amenable to just the sort of
manipulation and speculation that inhere in the Bank
Hapoalim Carpet.

The redefinition of artistic skill - the artist as en-
trepreneur, as manager of images or as an interface of
cultural knowledge - is also what lends the carpet the
social, cultural and aesthetic diversification that char-
acterize it. The carpet, Michaeli says, is like a “folk
melody,” knowledge that passes between the genera-
tions and is shaped through praxis and image. It cre-
ates a community and the community creates it. The
abolition of the “author” function enables the Bank
Hapoalim Carpet to become a platform for multiple
voices and thus maintain on the surface of the image,
but also in its depth - in the very process that led to
its production — a broad, loose, global community that
crosses borders.

Yoav Miller and Yochai Avrahami

Backhoe (2000, p. 41) by Yoav Miller and Yochai Avra-
hami is part of a series of works the two created in
the early 2000s after wandering about on the fring-
es of the city of Tel Aviv. The artists chose industrial
objects and elements they found at construction sites
and in garages, measured and photographed them, and
then rebuilt them in different materials. Some of the
works, such as the backhoe, were made from plywood
by means of quality, high-skill carpentry, and lay-
ered over with paint that does not divulge the light-
weight materials from which they were fashioned,
but also does not try to give them the industrial look
from which they were copied. This is realistic sculp-
ture — “the arm of a bulldozer down to the last detail:
the pistons, the hydraulic valves (all from plywood!),
as a kind of giant orphaned prosthesis of the system
of muscles, tendons, bones, like an object existing be-
yond the functional on its way to beauty”!® — which is
not an exact copy.

The disparity between the realistic and the mimet-
ic allows the artists to identify themselves with indus-
trial production, but also to differentiate their praxis
from it. The backhoe, which is taken from the mascu-
line world that is identified with physical action and
constitutes an extension of the working body, proves
riveting for the two. They appropriate it through scru-
pulous construction that recreates it. But in contrast
to the original backhoe, which provided the inspira-
tion for the work and was manufactured in a mechan-
ical, automatic industrial process, the new backhoe is
a singular object. It’s a product of knowledge and skill
in the realms of carpentry, sculpture and painting no
less demanding than aesthetic sensitivity and a poet-
ic gaze. Like the original backhoe, this one, too, found
itself, at the conclusion of the production process, in
the world of commodities. But it did not arrive from
an assembly line and will not be dismantled in order

to build another mechanical object from the parts. It’s
an expression of a passion for the industrial sublime,
which chose to remain in the autonomous space of art,
lying functionless on the floor.

Nir Evron

Nir Evron shot his 2011 film Fabric (p.61) in a textile
factory in the Jordanian city of Irbid, an hour’s drive
from Beit She’an in neighboring Israel. The camera
concentrates on the moment of production: sections
of workers’ faces and bodies immersed in work, their
interaction with the sewing machine, and the mecha-
nism of the machine in operation: thin threads move
along it, making their way to the fabric. For an in-
stant, the camera lingers on the whole factory - the
only time in the film when no worker is seen in the
frame. It’s as though Evron is telling us, “There is no
manufacture without workers,” just as there are no
commodities without work. Although the factory is in
Jordan, it belongs to an Israeli fashion chain, and the
people toiling over the machines are migrant labor-
ers from India and Bangladesh. The sewing machines
they’re using were made in Japan.

In an earlier work, Echo (2008), which is also in
the Haaretz Collection, Evron drew on archival mate-
rials from Israel Television documenting the demon-
strations by workers from the Ata textile plant against
its closure, in 1985. The protest failed, the factory was
shut down, and the collapse of the local textile indus-
try was burned into the Israeli consciousness as the
symbol of the transition from the welfare policy that
had characterized Israel since its inception, to the sub-
sequent neoliberal privatization policy that has char-
acterized it since the end of the 1970s. Fabric presents
the results of these developments: foreign, cheap la-
bor with no rights in a poor country, allowing Israelis
to enjoy the evolving consumer culture made possible
by the globalization of labor and commodities.

The film can be read as the continuation of a long
humanistic tradition of the documentation of labor-
ers in their work environment: from the iconic pho-
tographs of the American photographer Lewis Hine,
through the work of the Hungarian Marxist filmmaker
Tamas St. Auby, to the work of the American filmmak-
er and theorist Allan Sekula. But the character of the
documentary footage - direct, restrained, fragmen-
tary (which does not highlight the repetitive nature of
the work) — and the choice to shoot in the rare Super
16 mm film format, show that Evron’s interest tran-
scends the representation of enfeebled laborers in an
industrial work environment. Fabric directs us to the
congruity between the modes by which the art prod-
uct is fashioned and the manufacture of the industrial
product, and does so at several parallel levels.

“The emphasis on the material itself - the film
chemically imprinted with the image that has be-
come obsolete and rare in the digital world - is not
incidental,” the curator Maayan Shelef writes about
the work. “Similarly, the actual material presented in
the film, the fabric, has become quite rare in our lo-
cal landscape and present economically and socially
significant historical process.”'® The rolls of cotton
are unwound and stitched into the fabric in order to
weave from it a new work (clothing), like a reel of
film that is stitched together in the cutting room and
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then unwound in order to present to us a new work (a
motion picture). The resemblance between these two
mechanical apparatuses is further heightened by the
Super 16 mm format, in which the image expands at
the expense of the place intended for the soundtrack.
The clicking of the projector recalls the clicking of the
sewing machines and serves them as an appropriate
soundtrack, played live in the projection room.

The work’s title, Fabric, completes the pattern.
Textiles were the first manual labor to be mechanized
in the transition to the industrial age, and a vestige
of this is found in the German word fabric, meaning
factory. In addition, as Shelef notes, “‘Fabrication’ is
a tapestry of sorts, a product of interlacing and join-
ing with the aim of creating something new.”!” But at
the same time it alludes to something faked or forged
- in Hebrew, too, as indicated by the closeness of the
words bahd (fabric) and bidaya (falsehood, fiction).
The materials from which the work is woven are taken
from reality but are not “documentation or direct rep-
resentation of some truth.”!® The hands of the migrant
worker and the imagination of the artist converge at
this moment, the moment at which something new is
extracted from the existing and familiar.

Still, this series of analogies is only partial. The
balance of forces between the Israeli photographer,
working with the authorization of the factory’s own-
ers, and the workers, whose voice is unheard, is clear.
In contrast to many artists who worked in the human-
ist documentary tradition, Evron does not try to hide
this imbalance. His work is not subordinate to the log-
ic of the assembly line or to the organizing principle of
capitalist production, and his insistence on the mate-
rial dimension of the work is privileged. In the global
division of labor, where structural instability in em-
ployment and income is the norm - instability whose
victims include artists — he remains in control of the
production of the image. It’s an intimate image, human
and aesthetic, which does not purport to identify with
the worker, glorify him or pity him. It’s a simultane-
ously distant and gentle image of the work, and of the
people doing it.

Vered Nissim

In the 1970s, the American artist Mierle Laderman
Ukeles (b. 1939) carried out a series of groundbreak-
ing performance works under the rubric of “Main-
tenance Art.” In these art works, she cleaned art
institutions (encompassing everything from the art-
works on display to the sidewalk outside). The idea
was to give representation in the public space to do-
mestic maintenance chores usually performed by
women, which are considered inferior and therefore
are unrecompensed, economically or socially. In this
way Ukeles challenged the societal division of labor,
targeting both the existing hierarchy between care
work and cognitive labor, and gender hierarchy, which
allocates to women subsistence work in the private
space — whereas men are identified with the world of
thought and activity in the public sphere. Because the
division of labor in art is a derivative of the division
of labor in society, maintenance art also constituted a
critique of the art establishment and its division of la-
bor, which preserves the hierarchy between different
types of works and its gender and class ramifications.

Vered Nissim’s works, too, place domestic clean-
ing and maintenance chores executed by women at the
heart of their artistic praxis and political claim, di-
recting our gaze at the artist’s mother, who is genera-
tionally close to Ukeles. In the video work If I Tell You
the Story of My Life Tears Are Coming Out of My Eyes
(2015, p. 23), Nissim’s mother, the protagonist of most
of her works, is seen kneeling in a white dress made
of floor rags, her hair in rollers. For quite a few min-
utes she rubs and scrubs a rug made of yellow house-
cleaning gloves (another regular element in Nissim’s
works) while delivering a surrealistic biographical
monologue. “As in a state of ecstatic consciousness in
which body and language are not separate,” the cura-
tor Irit Tal observes, the mother relates in an “uninhib-
ited flow and in simple language the story of her life
as a cleaning woman and the conditions and reasons
that brought this about, with sober-eyed awareness of
the profession’s inferiority in the social hierarchy...
Out of the stream of consciousness that accompanies
the movements of the scrubbing body, arises content
relating to migration, origin and status in the Zionist
project, and reflected in outbursts of song, shifting
from songs of the Land of Israel in Hebrew to songs
in Arabic.”?

But only when the camera pulls back is the totality
of work’s social contexts revealed (in a double sense:
as art work and as cleaning work). Like Ukeles, Esther,
Nissim’s mother, is performing her Sisyphean clean-
ing work on the sidewalk. Through the passersby seen
in the video — asylum seekers or migrant workers — the
project underlines the identification of cleaning work
with the weakest members of society, as well as the
correlation between ethnic origin and economic sta-
tus. (At the same time, it’s important to note that the
video also shows Esther’s anomalousness in relation
to other “others,” given the fact that since the 1990s,
migrant workers and asylum seekers have replaced
the previous groups of maintenance workers in Israeli
society: Mizrahi women and Palestinians.) But in con-
trast to the feminist politics that espouses visibility in
the art of maintenance, the cleaning action in the pub-
lic space, far from empowering the mother, seems to
aim at debasing her, as a kind of public rite of humil-
iation. Nissim emphasizes this angle by standing on a
ladder above the kneeling mother throughout the vid-
eo, dressed in bridal attire or as a fairytale princess,
and supervising the work with a frozen gaze while oc-
casionally spilling water on her from a watering can.
The question of whether she is urging her mother to
continue scrubbing the rug or actually wants to ease
her plight, remains moot.

The video replicates the division of labor in con-
temporary art, which preserves the hierarchy be-
tween cognitive labor and material work, or between
handicrafts and artistic skill. Nissim is situated above
her hunched mother, occupying the role of the direc-
tor, or perhaps the boss, of the situation. Her erect
stance above the kneeling mother distinguishes phys-
ically and metaphorically between the two, and high-
lights a class gap that is also a generational gap. Even
as the mother confesses that she is uneducated, but
has devoted her life to cleaning work so that her chil-
dren will be able to acquire an education, Nissim oc-
cupies a consciously ironic position: her festive bridal
gown and the posters of evergreen forests in the back-
ground are stereotypes of kitsch and bad taste. As
such, she differentiates herself from her mother, but

also hints that even as an artist she is ensnared in
the social category of “Mizrahi woman.” “Art signi-
fies a possibility of extrication from fate and from be-
ing stuck in a social class,” the art critic Galia Yahav
wrote about this work, “but at the same time it’s the
master’s language.”® A dual act of feeding is taking
place here: The daughter is giving the mother water,
nourishing her and the flower-shaped rug she is pol-
ishing, perhaps implanting in her a Mizrahi class con-
sciousness, after long years in which the mother’s toil
provided for the family and made it possible for Nis-
sim to develop as an artist.

The rug made of housecleaning gloves that appears
in the video work Fantasy Hands (2014, p. 21) also
functions as an autonomous object. The choice of the
yellow rubber gloves, used to protect working hands,
is fraught with meaning. As the art historian Tal Dekel
notes, the gloves serve Nissim “to raise metaphorical-
ly questions about color and to posit a graduated val-
ue-laden set of hues, from light to the very darkest.”?!
These social hierarchies of color intersect with the
host of associations that the rug generates, from the
stereotype of the Mizrahi woman “who never leaves
her home but devotes herself wholly to her large fam-
ily, cooks for them and finds herself immersed in the
endless cleaning and polishing of the house,”? to van
Gogh’s sunflower, symbol of high Western culture. But
from the perspective of labor, the choice of the gloves
allows Nissim to link directly the functional and the
aesthetic, work in the field of art to non-artistic fields
of endeavor, and cleaning as labor to art as work. The
sun that the rug of gloves creates seemingly seeks to
illuminate Nissim’s family history as one of manual
labor, but perhaps also to bring that history to light so
that the halo of art will cling to it.

David Ginton

David Ginton’s series of works, Back of a Painting
(1995, p. 69), consists of color photographs document-
ing the backs of paintings from the collection of the Tel
Aviv Museum of Art. The works chosen are part of the
international and Israeli canons, among them Pablo
Picasso’s Child in a Chair (1952) and Joseph Zaritsky’s
Yechiam (1951). The series invites a reading as ad-
dressing the relations between painting and photog-
raphy. According to the curator Naama Haikin, the
photography in this series “openly demands to be rec-
ognized as engaged in a self-reflexive discussion that
addresses its own status as an artistic medium.”? It
presents itself as “a transparent medium document-
ing an autonomous object,” namely the painting. A
perspective of this type deals with questions of con-
cealment and conspicuousness, as well as with the
material aspects of paintings and their provenance
(the chronology of their ownerships and custodian-
ships, the locations and the names they went through,
and so on).

But Ginton’s insistence on not showing us the paint-
ings themselves directs us to his own artistic act, an
act that involves a discussion of art's modes of produc-
tion, both in the context of painting and in the context
of photography. In fact, two levels of distancing are
conjoined to the act of concealment: not only does Gin-
ton (nof) show us paintings not done by him, but even
in the case of the photographs that are conspicuous to
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us (of the backs of paintings) he was not the photog-
rapher. The shots were taken by the veteran, highly
regarded photographer Avraham Hay at the request
of the artist, who never defined himself as a photog-
rapher. In fact, Chai photographed the reverse side of
the paintings twice: once analogically — but the nega-
tives were later lost — and again, years later, digitally.

The decision to reshoot the paintings’ reverse side
underscores the conceptual character of Ginton’s ac-
tion, which fuses two traditions that have accompanied
conceptual art since its inception. The first, deriving
from the tradition of Duchamp’s readymade, is based
on presenting the work of others as the artist’s work.
Whereas Duchamp presented non-art work as artwork
(Bottle-Rack, for example), Ginton is seemingly pre-
senting the documentation of someone else’s art work
as his work, but in fact it’s not the work of art that he’s
presenting but the non-art work that makes it possible
(for example, the work of framing, the stretching of
the canvas, various corrections and so forth). Anoth-
er tradition, which was refined by Moholy-Nagy, Carl
Andre, Sol LeWitt and others across the 20th centu-
ry, is based on the act of creating from afar through a
mediating element that separates the artist from the
act of creation.

These two traditions sought to challenge the idea
of artistic skill and of the sole author as the exclu-
sive manifestations of the authenticity, singularity and
originality of a work of art. The subsuming of non-art
work into the category of artwork (for example, the
aesthetics of framing the painting, in Ginton’s case),
or outsourcing the artistic act, redefine the activity of
the artist, and hence also the division of labor in art.

But Ginton’s conceptual act touches not only on
possibilities that photographic practices posit in re-
gard to the division of labor in art and the redefini-
tion of the creating subject. The choice to present
the painting’s material aspects and expose its prove-
nance directs us also to the work that takes place on
the non-conspicuous side of the painting. The Back of
a Painting series exposes to us the work of the car-
penters who built the painting’s frame, or of the as-
sistants who stretched the canvas, but in the main the
work of the restorers who were involved in preserv-
ing the painting through the years of its existence and
wrote instructions for its hanging, noted cautionary
measures to be taken and carried out repairs. These
notes were written as part of the restorers’ coopera-
tion with the responsible technicians on how to hang
the painting and tend to it (though it must be noted that
working alongside them were the curators of the insti-
tution in which the painting was stored or displayed,
the guards who watched over it, those in charge of the
collection and who maintain it, and others). In many
cases, the series also uncovers the process of transfer-
ring ownership of a painting, in which no few experts
are involved (gallerists, art dealers, assessors, mov-
ers and others). For example, the photograph Back of
a Painting (Picasso — Child on a Chair) reveals to us
where the painting was stored before it was acquired
by the Tel Aviv Museum of Art, the galleries that were
in possession of the painting in the past, the delivery
companies that were responsible for packing and ship-
ping it, and when it was placed on auction.

In other words, the series reveals to us, both
through its mode of production and through the pho-
tographic image itself, the entirety of the artistic work
and non-artistic work involved in each of the paintings

that is (not) displayed in its framework. This is a sharp,
complex conceptual act that extricates the Back of a
Painting from the intra-art discussion and locates it
in the debate about the division of labor in culture,
as a reflection of the division of labor throughout the
society.

Fahed Halabi

Construction sites, with the laborers who work in them
and the tools they use, are a recurring motif in Fahed
Halabi’s works. His occupation with them is autobi-
ographical: Halabi worked in construction for two de-
cades (to pay for his art studies, for example) and the
men in his family are similarly employed. One of his
early paintings, Father (1998, p. 77) is a portrait of his
father working as a construction laborer. The father,
who is not looking directly at the viewer, is partly hug-
ging and partly laying down the building block he is
holding. This melancholy, gentle portrait attests to the
central role the father’s employment as a construction
worker plays in his identity - in his son’s perception,
at least. The portrait intimates that Halabi’s attitude
toward his father is ambivalent: a sense of nostalgia is
missing from the painting, but it is fraught with com-
passion and tenderness.

The video work To You with Love (2006, p. 78), on
display next to the painting, makes possible a reading
of the father’s portrait from a broader perspective,
dealing with the connection between personal identi-
ty and professional identity and the way the two are
intertwined together with additional identity catego-
ries. In this work Halabi is seen doing a belly dance
in his home, equipped with his tools as a construc-
tion worker — hammer, measuring tape, screwdriver.
To the sounds of the Lebanese singer Nancy Ajram,
Halabi does a gradual striptease as he undulates his
body and plays with the masculine tools in a way that
emphasizes, quite amusingly, their phallic form. “In
this work Halabi exposes an Arab-Oriental male body
to Western eyes,” the curator Tal Ben Zvi writes in
her discussion of the work. “He challenges both the
stereotype regarding the Palestinian man as a securi-
ty threat and a ticking clock, and the Orientalist ste-
reotype of belly-dancing as a cheap dance performed
by Eastern women.”?* But Halabi is also challenging
the stereotype that views professional identity as a
person’s identity, or at least seeks to observe the dif-
ference between the two and its implications for addi-
tional elements of personal identity.

In this work, Halabi plays on the tension be-
tween the social status of construction laborers today
- workers who lack social benefits, proper working
conditions and social recognition — and the tradition-
al stereotype of construction laborers as paragons of
robust masculinity. In contrast to the gravitas with
which his father does his work, Halabi finds within
his job identity as a construction laborer a place for
playfulness and humor. He chooses to present himself
not as someone who is immersed in work, but situat-
ed outside it, laughing at it and amusing himself with
it. The close and usually transparent connection be-
tween profession, identity and gender unravels, and
none of these categories functions as expected. In the
choice between work and pleasure, Halabi cannot for-
go work, but also chooses not to be subordinated to

it. The moment at which the relationship between the
various categories that constitute his personal identity
is undermined, is also the moment at which he exudes
great enjoyment.

The connection between professional identity,
class identity, nationality and gender is also found
in another Halabi video — Judah (2007, p.80) — in the
Haaretz Collection. As in To You with Love, this work,
too, is filmed in one shot with a fixed camera. It docu-
ments Halabi and another Palestinian worker, named
Judah, at work in the kitchen of an “Oriental” restau-
rant on the eve of Purim. The dialogue between the
two, which revolves around the other worker’s deci-
sion to call himself Judah, a Jewish name, is height-
ened by the voices of the Jewish holiday, echoes of
which enter the closed kitchen via the radio. The cam-
era’s focus on the kitchen work - jobs always reserved
for enfeebled populations, just like construction work
- serves Halabi to document and consider how differ-
ent categories that make up one’s identity intersect,
and their specific realization in the Jewish-Palestin-
ian context.

Another Halabi painting in the Haaretz Collection
- Knaffe (Self-Portrait) (2008, p. 81) - emphasizes the
importance of employment identity in his art practice.
It’s a self-portrait of Halabi as a kitchen worker. In
contrast to the portrait of his father, Halabi casts a
wry look at the viewer, as one who takes pride in his
work but is also aware of the socioeconomic, national
and gender contexts of his identity as a worker, wheth-
er in construction, in the kitchen or in the studio.

24 Tal Ben Zvi, “Men in the Sun - The Artists,”
Men in the Sun, eds. Tal Ben Zvi and Hanna Farah-
Kufer Biri‘m, trans. Nina Reshef (Herzliya:
Herzliya Museum of Contemporary Art, 2009),
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