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1995 7w nn7¥nn ,A-1910 0j7V39
'TNTAIA|7¥ N9 ,N917YW NNT747 NNNn v'7217
n"0 28.7 AVIT7

Pentax Super A, My Good 0ld Camera, 1995
Underglaze cobalt painting, Jing De Zhen porcelain
28.7 cm in diameter

10

1996 ,19'J1 113 NNN9YJ ANJanNn
193713 7Y By 1T
1”0 30X60

Sub-Consciousness Opens Like a Fan, 1996
Pen ink on fan paper

30X60 CM

n

1996 ,19'J1 1113 NNN9J ANJanNn
N9 M3 7y DNNIINT
1”0 30X60

Sub-Consciousness Opens Like a Fan, 1996
Stamped ink on fan paper

30X60 CM

14—12

:17un7n

1999 ,(712a M'7'an N TON 7INA) WIVWD 7'2Y ;0120 174 ;0'W12 1T
n7an MM 7y T

1"0 40X400

From top:

Square Fence; Sabra Fen; Intrusion-Tracking Dirt Road
(from the Border Scrolls series), 1999

Ink on scroll paper

40X400 CM

15

2001 Q74
NI7T15:32 ,INT

Fence, 2001

video, 15:32 min

E

2011,(N'7122 Y9N NITON 7INA) 1980 WD
nTan7no9Tn

1”0 80X120

Northern Route (from the Borderline Disorder series) 2011
Lambda print

80X120 CM

7

2010 ,(9INAV N1 TON 1INA) 0'2'AN AWIN ,AIN'7NO NBYN
127 NNY 017'Y

1”0 80X120

Salha Police Building, Moshav Avivim (from the Tegart series), 2010
Black-and-white photograph

80X120 CM
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2000 ,(NANN NNTIA) “NIBWINIF NI1NUNN

2'IN 7N 72 I 7 11174 ,128-12 79 NONIN

The exhibition “Quarantine” (Installation view), 2000
Curator: Tal Ben-Zvi, Heinrich Béell art gallery, Tel Aviv
19

2001 ,(n2xn nx1a) “Apfelsine” nJunn

1N 7N, NWTAN NM174

The exhibition “Apfelsine” (Installation view), 2001
The Midrasha Gallery, Tel Aviv
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1

1996 ,MINY |70 ,NONAION' NNAMIA
U1y 0I17¥N

Morimura Yasumasa, Black Marylin, 1996
Color Print
2

1988 TNJI'721T ,NONAION' NN
V1N 0I17¥N

Morimura Yasumasa, Doublonnage, 1988

Color Print
3

“JIIIN' NINA2 'MINN N'9WIT77 NINA ) TANY T2V N31NUNN
2013 ,(N2xN ANTN)

N9'N |90 N'2 QNTN7'N 2'7 NI NNIN

1”0 700X300

The exhibition “Abed Abdi, Homage to Lufiya, My Sister at
Yarmouc Refugee Camp- (Installation view), 2013

Curator and mural: Ayelet Zohar, Beit Hagefen, Haifa
700X300 CM

4

NI TN 242013 U NI 19N 9INN 7Y 0'NY Y N21NUN0
2014 ,(N2ANN INIA) “N'MWIY NIIANI
2N 7N ,NTAFA 1A N9ABIF 11174 0T NN CGNNIN

The exhibition “Two Moons on the Shore and Wind-Up Bird in
Norwegian Wood: Haruki Murakami and Contemporary Art~
(Installation view), 2014

Curator: Ayelet Zohar, Contemporary by Golconda Gallery,
Tel Aviv

5

N9 NIIANI NIA'BANIDA9I NIV 1TAA :0'3 A0 U91A” NIINVUNN
2005 ,(N2AXN INIA) “N'NYIY
N9, MIY MIANYT IO INTIA QNT NN TNIN

The exhibition “PostGender: Gender, Sexuality and
Performativity in Contemporary Japanese Art~

(Installation view), 2008

Curator: Ayelet Zohar, Tikotin Museum of Japanese Art, Haifa
6

LNTNZND ,NVIIN 01 7W WAYD WD ININD
(D"IN¥1 12,1945 BVOIAIND 15) NUNA"I TINA
|127-Nw 017"y

W NN 12T 7030 ,INIAIY TR 92 NI2YTND

Hamaya Hiroshi, The Sun of Surrender Day, Takada-shi,
Niigata Prefecture (15 August 1945, 12 noon)
Black-and-White photograph

Courtesy Tada Tsuguo, director of

Hamaya Hiroshi Estate

7

2007 ,11.00 WAWA 07 XIALD
171 NN7¥A2 017N

Noguchi Rika, The Sun #11, 2007
Pinhole camera photography
8

1995 121 T2
|'T AT 4372173719 ,N917Y NNT747 NNNN V7217
n”0 28 :111a

Rabin Jar, 1995

Underglaze cobalt and copper painting,
Jing De Zhen porcelain

Height: 28 cm

nan'‘v A
MITIAYV

List of

works

NN 7IN772 1T NAwA ™

NN N7 NITIAVN 'B19

Ay) “MTIAV” 77191 .V0j7UN
TIAN1 0'Y191 0'W'911 (99-35
ommTY

1507901 NN NN'7AN MTI2VUN
SYINDY QOINA 77N 1IN

0N A7V 0N TR 70

ANT NN INA NINY 7Y
NN Y D ON NN

The following list includes
details of images related to
the text only. In the Works
section (pp 35-99), details
are displayed next to images.
Images accompanying the
text are not part of the
Haaretz collection.
Allimages in the catalogue
are works by Ayelet Zohar
unless otherwise indicated.
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2007 ,(MINNON NITON JINA) ANNON YA
017'N "I 7V NMAI019
1“0 80X120

Camouflage Net (from the Camouflages series), 2007
Photogram on photographic paper

80X120 CM

30

2006 ,0NZIN W'NJ ANV UIDI9
NNA U7 T 7Y NV VN
n“0 70X70

Self-Portrait as Hamas Member, 2006
Oil paint on perforated plywood board
70X70 CM

31

2012 ,(ANNON2 NTTON INA) D7V 2T
71017 09Tn , 017y
1”0 40X60

Ido Among Leaves (from the In Camouflage series), 2012
Photograph, Lambda print

40X60 CM

32

2014 ,(MYFWA NITON 7INA) 9132 122V DN TINY 73V 7473
INIY M3 7u 1T
1"0 27.4X47.5

Ferris Wheel, Music Stand and a Mouse
(from the Binoculars series), 2014

Ink on Xuan paper

27.4X47.5 CM

33

2010 ,(M97WN NITO 7INA) 0VIA DAY
INIY M 7Y 10T
n"0 27.4X47.5

Burning Tires (from Binoculars series), 2010
Ink on Xuan paper

27.4X47.5 CM

34

2011-2004 ,]1B2 WAl O'NY IV DY '7'7 917 :1084
0137 7V |nv

n"0 38X152

1909 79'2N1 NITY 0IN

1084: Nocturnal Landscape with Two-Moons
and Concrete Bridge, 2004-2011

Oil on canvas

Edna and Avital Fast Collection

38X152 Cm

20

2010 ,(N2AXN NIXA) Noin
1IN 7N ,2'20 NMIN 7Y " TIv0N”

Camouflaged (Installation view), 2010
The Studio by Orit Haviv, Tel Aviv
21

2004 ,(N2NN ANIA) ANAN O
NTH7 ,MIAN IFZNAYT NN T30

Dead Sea (Installation view), 2004
Woburn Research Centre, London
22

2007 ,(N2XN NINIA) AWV AN'AN 2 0NN Von
1TN7 ,NIANFNAT (2N TIA

The Lifetime Journey Between the Egg
and the Grass (installation view), 2007
Woburn Research Centre, London

23

2009 ,(NANN INIA) NNOIN
170'0319 |0 ,MIANYT 0TI7TN 1374 ,]10IN1A '7720'7 :NININ

Camouflaged (Installation view), 2009

Curator: Kimberly Johansson, Headlands Centre for the Arts,
San Francisco, CA

24

2013 ,(N2NN NINIA) N233-12'0 /W1 |A

1IN 7N oA na

N0 480X240

Dry Garden/ Mini-Nakba (Installation view), 2013
Benyamini Center Tel Aviv

480X240 CM

25

(1790-1735) 'NOI'" 7 NTIO'N7 ONIMN
12121TNN '7ITI0 7W 111402 ANV
YV 7IN'N 097N

Attributed to Isoda Koryusai (1735-1790),
Shunga in the style of Suzuki Harunobu
Woodblock print

26

NI NANY (1790-1735) 'NOIMIF7 NTIOWN
|'AN MIAN NINAIN NYY-DNY N1TO0
YU NN 097N

Isoda Koryusai (1735-1790) Shunga from the
series The Twelve Teachings of Sexual Art
Woodblock print

27

2010 ,0'119'¥1 D'N19 MINNA 0'97N
B9V "I 7V 1B'97A
n"0 43X27.5

Snipers Behind Flowers and Birds, 2010
Graphite on wallpaper
43X27.5 CM

28

2014 09IV "1 D'9Y7Y
voy M7y 1T
10 32.5X102

Snipers and Roses, 2014
Ink on wallpaper
32.5X102 €M

28



31

Mi7an niaN7 oawnl on (Gayatri Chakravorty Spivak) 72'90 w277y MoNa
:NAINQ 7V 2IWNN 1N90 NN INT NY7NII71780190
Homi K. Bhabha, The Location of Culture (London: Routledge, 1994).

L(9-NNMI70) MON"NATA NINIINA NI NAWNNI TITIVIN NN N0A NIN 1T Y
IN TN NAND [9IN 19 7V WATIT VIN'DR [9IN WAI73 " 2B19190 U200 1T WY Nl
AN JOIIND N AN TIOWT 0T 0N AW DNWON U AN T 1Y Wi
Wu Hung, The Double Screen: Medium and Representation in Chinese
Painting (Chicago, IL: University of Chicago Press, 1997).

NYIBN 7V NIT'WA Wi 701, (017'N7 1970 AVINN - “NIAND Q7Y “PYUNY” AWINn 7V
AN T AN 7V 017'A0 M2 0Ny
Maki Fukuoka, The Premise of Fidelity: Science, Visuality, and
Representing the Realin Nineteenth-Century Japan
(Stanford, CA: Stanford University Press, 2011).

3172, WITAN VI NTYI B0 NYAT :DIAN 90N TI Y7, A12IMA BINT7
:1 NJIWNT7 DOND .84-96 :(2000 'N1)
Forum Lectures (Washington, DC: Voice of Americ, 1960)

ATOINY WAV 0N ["UA NIN (ONSEN) |0JIN ;TII3YW YA N1 NN (sento) 130
.0M72a Y7 vna o

(Toshihiko lzutsu, 1914-1993) I7''wiv INIT'N 1109197 NTT 7N'T 7w 12N213 7Y
NI9YA “INFNBONTT AWIIN DIATNA Y7 Y27 NN IN'T NB'012IINA
AN 197 NPOITN
Jacques Derrida, “Letter to a Japanese Friend~, in: David Wood &
Robert Bernasconi (eds.), Derrida and Differance, (Warwick: Parousia
Press, 1985): 1-5.

7V 07NYN-MT7201 0'VIYON 0MAINA N0V YN NINUN 7Y DAY NIN “ymnn N7t
1721 “NMIY TIIAN"T 9773 OW7 190 AWIIN .70—11 60— NIIWA Y7 NIAND
A7N.2N{7.13,710-11219"1 MY N .0NTRIAAL,0MNA ,0'0IY9 0NN NYAnNYnY
[IN'TI :2' AN 7N) N2NUN 1707 7N TIIAND TID'ND 0INN 7T TNA.12TH
(1986 NIIAN7 1IN TN

MIN2II 0NN 7Y NG
Ayelet Zohar, “The Paintings of Ibrahim Nubani: Assimilation,
Camouflage and Schizophrenia”, Theory, Culture & Society, vol. 28(1)
(Jan 201m): 3-33.
LNION 23213 0NN, INT NN NNV NY'9IN T VANA 79 NATi7N noNa
JINTND NMUNTI MIB0TT N77NAN 7Y 0771019, 0N0IAAN9 8 - NN9ITI01 Maun
:(2007 779N ,21IN NINN) 4 '
http.//bezalel.secured.co.il/zope/home/he/1173510036/ibrahim

2117 INA2 MINN 19177 NNA :NNAT TINIZNT 070N 07977 0T 17N
.27-37 (2013 |94 N'2 :19'N) NINVYN A70§7 ,'9W77. INNA - "TANY TAY N2

NV IN3J :7N7¥2 127 NMINNEDI7'Y AN “DI3IND (119N :0'210 7V 0w T N7'N
:(2016 'NII ) TUTN DT2'WFN) 3 174 VAN NTITA NI2TnY7
http.//journal.bezalelac.il/he/article/3sss

AN IIWUAN 112N WWAAD (TN9T N2'7N) 13NN91 “019° TN 120N” 7U MIp2a (1T7
Gilles Deleuze & Félix Guattari, Anti-Oedipus: Capitalism and
Schizophrenia, Robert Hurley, Mark Seem & Helen R. Lane (trans.),
(London: Athlone, 1984) [originally published in French, Paris:

Les Editions de Minuit, 1972].

07791 77 7¥T 7w DN2MI NA Ni773 (devenir/ becoming) “mwyn” awinn
ANIA NN TANA Y 7Y 70N 7Y V1IN NI DI 97N 01901 MBNIA
AN 121 WA M72 M7, M7 NWN TIYUNY 1niwn7 TN
Gilles Deleuze and Félix Guattari, A Thousand Plateaus: Capitalism
and Schizophrenia, Brian Massumi (trans.), (Minneapolis and London:
University of Minnesota Press, 1987) [originally published in French
in 1980].
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n
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13

14

15

16

17

18

19

20

J9190N OW7 0TI NN9WAN DY 1Y 9 1701 0'ANJJ 1T VINAD 0MI9 NNy

JIIANI NN TA7 7W NIMWIY IMINTA 1377 0173 091N NM'BANI9ND AWiNn
ANIT 9 7V, U911 VIN W D'BNYT NINYY NI2'WNN 1T NYWONI NIMUniong
TN a2 John Austing PBOIN 1A NINT NOMY 193 ,N9WA VIR 12TV 2 - v
Q2Tav L (+?How to do things with words”) “en'7n oy 0naT Dwiv
7w Ny 1901 Judith Butler) 27uxa nrira navivw 193 nnTan nr1vnio19a
0"N 7INNY 13 NN NANINY 17082 7w neroan nndvw .(Gender Trouble) 17an
NNTAI NINFIID DTN VINA 7 NN NN 11202 TN TI7ONN 2 NN ,0'901)
DN VIN'21 N'71U9 '3 Y9N, 70-N NIWA ANYIN TIIAN 7W ANY70 N3 'Miann Wwina
Y7 ININ,(ANI0'7 NIV NNINOD WINI W) '91010 ININN WRA NI 121 Niawn '7ul
7wn7 N NIV NIAN 7@ DW7NA AWiNa 2N win'y

Andrew Parker and Eve Kosofsky Sedgwick (eds.), Performativity and

Performance (New York & London: Routledge, 1995).

NIINNND 09w ANnonnw nmiann aninn xn (Affect Theory) vzoxn ninn
— NINAIN 7¢ N'WI3N NYOWNAI N'71370 IN WA N21IAN2 NTEANA 12
v D'VIATN 7Y NVIANA DNINTIA DT 7Y AWINN,NVA) 7Y 70
VAN VNN a0 0T 0713 0N2WY Nr9I7N N 12T NI'09 IN N'71IV9 131 A
W9IN MNN2 7211 0TI MWAT7 12ua 0'7U190 039140 D'BNNE NND NIND 7U1
TANN MW N IT WAL TN N7 BINTIN L(MM9'7INI2'09N NW'ON'7 qwinna INTI)
AN TN NB'0N2IINA
Sara Ahmed, The Cultural Politics of Emotion (London: Routlede and
Edinburgh University Press, 2004); Melissa Gregg and Gregory J.
Seigworth, The Affect Theory Reader (Durham and London:
Duke University Press, 2010).

AN
Carol Armstrong, “Visual Culture Questionnaire”, October 77
(Summer 1996), 25-70, 28.

(NOIN 1951 T713) 19 07x NN (Morimura Yasumasa) noNaloN' ninmin
V37170 ,200A0 NIAN NIT7NA 0'7T12 7V TN AI7'Y 17'NA NIMONNA INTIAVY
NNINY MIAND MT7IN N2 11702 TNIYIA NA019NN INTIAY .20-N INAL DI7'N1 ' TI7INN
113 — MIAND 071UA NVIT TIN7N 79 T79N1 w1272 1INV V91 NN 021 1985-1 700
,1996-1 N7NNY NIFNY N1T02 ;TIVI AW 'TI'0 INTO TN,ATYT7 N ,ion'7iN
1777 ,1202 B4 = 91NN VI TN 78 TU7ITAN MR 7 [MinTa vaim nimin
MIAMIA ,2005-1 N7NNY ,NINNND NTT02 NNNEITIND UYTI2 003 170 o T
AT N7NT IANTZ 0'NY7 ,20-0 ANANA DMI17'N 071780 N2 1ANY NN A'NNT7 N
A7WnT7 INY IATIEN MMITIAY DN 19N NIYIN TIMAT7 142,024

Norman Bryson, “Morimura: 3 Readings”, Art + Text (Vol. 52, 1995):74-79.

027 7UAA 237730 N0 ANJ NIN (19'2 04 W'Y Nwul 137 07702Y) 1200 2nJn
IMMYNI2 NAN T 2NJ NNIN TINNI 0'9013 017 WY 79 NIB7InEo 7yl ,0iTn
aN27 W7 770 77 01" 07N ,INTBITIVOI NBWON 77NN NAVY D™INT 0NN NNIA7
07152 0N2T DANYIN 0'71270'0-0"I17'N DI DAY DWIAIL'S 090N 237
AN, 270712 1T 2N N2WA NWINI 12W [9IN N3 [I'T7
Li Jinjia, “The Figurative and the Gestural: Chinese Writing According
to Marcel Granet, in: Marija Dalbello and Mary Shaw (eds.),
Visible Writings: Cultures, Forms, Readings (New Brunswick, NJ:
Rutgers Universty Press, 2011): 259-272.

INN 7V 0N 1Y N2NUNN NN 21N 712 MN197AW37 111742 TNYN 2014 1IN

NNYON NN 2 MYV "MWV TIANT 70 700 220003 02 11303 190

07150 2N N2 MIJAN N7 mign 7w
http.//contemporary.co.il/show_exhibition/48

“TIMYIY N9 MIIAND NIM'OAT19191 NMYA TAI :030 Y9I” N21Nuna

)TN 07IND NIV ,N9'NA POI7'D INTIAA 2005-1 NNy (PostGenden)

V2N ['U3 ,0"N107 09 OYONI NI7'AI NAINAY O TUIMIN TI'919T 'NN 0'WIA7 1Y

:NWII2 'MANIY VINA INY “DVITN IN7ne
http.//bezalel.secured.co.il/zope/home/he/1143538156/1143567844

DY TN T'UO TINITN 7w 1917 2'wnnn TRN Nin (Homi K. Bhabha) Nana min

niaya
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AN MTINITI0 N AW MTANT
Gilles Deleuze & Félix Guattari, Anti-Oedipus, 322-339.

0MIWT 97N 1902 04 V91w 193 131 TN TA 770 NI AT Awin
Gilles Deleuze, Difference & Repetition, Paul Patton (trans.),
(New York: Columbia University Press 1994) [originally published in
French in 1968]; Gilles Deleuze and Félix Guattari, “1837: On the
Refrain”, A Thousand Plateaus: Capitalism and Schizophrenia, 310-314.

0MIYM 9781 12 7193 V'O 1I7I1 T (T
"1227: Treatise on Nomadology-The War Machine, A Thousand
Plateaus, 351-423.

019" TN-9IN2 NIWN1T7 woim (Body without Organs) “oman N77 91a awina i

:6 779 ,0M1UM 97811 ,9-16 ,2 719

“November 28, 1947: How Do you Make Yourself a Body without Organs?-,
149-166.

5 NMUN N1

AN .11-0 137102 NNOIAT7 0N NDINA NTAVAI MR VAN 7W 1NANA1 701V NN
Roger Caillois, “Mimicry and the Legendary Psychasthenia”, October
(Vol. 31, Winter1984): 17-32 [Originally published in Minotaure, 1935];
Jacques Lacan, The Four Fundamental Concepts of Psycho-Analysis,
Jacques-Alain Miller (ed.), Alan Sheridan (Trans.) (London: Vintage, 1977)
:99. [First published in French, Editions du Soleil, 1973].

(1T ATAT PNT 7W N2 Mo awin Nin (@rchae-writing) “nama noNe awinn
I T7 NATIE 'WAnn 7v N2MIon I VI nTIT 0171020407V 131930 1901 Nnanna
ON'TIN NN ‘7W NININA Miz7n awim Nin (Real) “winnen N7 IN i T7 naTiy
NIIND TWIIND NUTINT W'A3 13N |2 701, 0NN NI72a737 12uA N0 u'7nmn org7
NNuAYA IN N7A0Y 1197 ,NBWN 19 7V 1YY NN QN2 'WAn 1w TN NN “NamD
MW7 NN O7NA WARNY DT 77 N7 2712 TIYEN 2 I 0T .77
NN ,NUMY,NYABN 7Y NN WNONA 7N 'WAan 7Y IWNIND Divnin 1 ,nona
JN'T AN DT AWIN2 9013 'T7 .amiINn N2 “an33” '"Wwann N2y NNX NN 72 IN D77y
[1967 NM9IN1 N7A] (2015 ,43'707 :21AN 'TN) 1N NWA :0IAON ,DA7000A0 7Y NTIT

Ay 07Ny onn 7w (Transparent Pictures) “moizw mann” awinn v
AN TIN'NT
Kendall L. Walton, “Transparent Pictures: On the Nature of
Photographic Realism, Critical Inquiry 11(2) (Dec. 1984): 246-277.

,O'TIIN 7w DA7IVT7 ONMTA 0NN 97N V91N Avan NIn “Rnn'7n naione
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*N1T12YV

Works

“VIANN” QOINA 77N [N NITIAun 72 *
(53752 ‘011 NMTI2V BYUNIY)
Allworks are from the Haaretz collection
(except no. 52-53)
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wnnwn'? qigy

2001-1993

YU NN, Q77 ,1AY 77N, N7 VAN L771910

n"0 122X128

User Transparent

1993-2001

Enamel, board paint, acrylic, oil paint, gunshots and woodcut on plywood
122X128 €M
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(N1T0) NEI NwA 7Y ANnon

2005

o777 AN NIANA M U 1T

N“J 1”0 19%25.5
Camouflage Design on Green Net (series)
2005

Ink on calligraphy training notebook
19x25.5 cm each

B9
detail

‘i
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37

(ONI-7N IaNn naTon 1inn) La La Land
2010

V7T 7V |AY VAN TN T

n"0 122X244

La La Land (from the Marun Al-Ras Series)
2010

Ink, oil paint and acrylic on plywood
122X244 CM
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(ONA-7N 1ANA naTon 1inn) Desiring Machines
2010

V7T 7V |AY VAN TN T

n"0 122X244

Desiring Machines (from the Marun Al-Ras Series)
2010

Ink, oil paint and acrylic on plywood

122X244 CM




39

(ONI-7N 1N NI TON 7INA) INYA NITY DY 100 DN
2010

V7T 7Y 7N Y

1“0 122X244

They Flew Off at Dawn (from the Marun Al-Ras Series)
2010

Oil and acrylic on plywood

122X244 CM
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(ONI-7N [IANA NI TON 71INA) 01D
2010

V7T 7Y TN Y

1“0 122X244

Flares (from the Marun Al-Ras Series)
2010

Oil and acrylic on plywood

122X244 CM
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ﬂ

(ONQ=7N 1ANA NOTON 7INA) [WY NINAN1 100 0N

2010
01317 7V 777N AW V1N
n"0 30X122

They Flew Off in Pillars of Smoke (from the Marun Al-Ras Series)
2010

Oil and acrylic on canvas

30X122 CM
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42

2001

2001
Ink on Korean paper

UNNZ NI T
n”0 98X101

98X101CmM

(NANW NITON JINA NOIMIF NTION '9 7U) NIN'NA

Voyeurese (after Isoda Koryosai, from the Shunga series)
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2001

2001
Ink on Korean paper

UNNZ 7Y T
98X101 Cm

n"0 98X101

(NANWY NOTON JINA NOIMIF NTIO'N '9 7)) AANAI WX V2

Husband, Wife and Lover (after Isoda Koryosai, from the Shunga series)
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45
(N1T0) N'71N2 NWA 7V ANNON

2005

o777 NN NIANA M U 1T

N"2 "0 21X32

Camouflage Design on Blue Net (series)
Ink on calligraphy training notebook
21x32 cm each

B9
detail

‘i

:0'ATIZN 0'TIAV]
ﬁ

(AND OW1) [2IND

1985

BT 7V VYU NN 77N

1”0 122X187

Masturbator (In the Name of the Father)
1985

Acrylic and woodcut on plywood

122X187 CM
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ﬁ

'WN

1998-1993

VT 7V YU PN NI AW ,777910 1T

n"0122X120

Personal

1998-1993

Ink, enamel, oil, gunshots and woodcut on plywood
122X120 CM

1979
detail

4
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48

Booking

1998-1993

BT 7V YU PN DY NIT UYL 7N Y VAN
n"0 122X122

Booking

1993-1998

Oil paint, acrylic, human hair, drilling, gunshots and woodcut
on plywood

122X122 M

47

(VIFVP) N3 KT

1999-1993

BT 7Y YU NN 7400, 77N
1”0 123X125

Untitled (Tattoo)

1993-1999

Acrylic, ruler, gunshots and woodcut on plywood
123X125 CM

62



65

I

|!

49

SABISHISA (miT'T2)
1998-1992

QI ,7971910 777N
BT 7V YU PN DT
1“0 120X170

SABISHISA (loneliness)

1992-1998

Acrylic, enamel, gunshots, drilling
and woodcut on plywood

120X170 €M
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50
1391 72N0Y7 2NN

1996

BT 7V YU NN T ,i7771910 7' TN

1”0 170X122

Letter to a Japanese Friend

1996

Acrylic, enamel, ink and woodcut on plywood
170X122 €M
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(979) 0*19191 0'97%
2016

19V 13 7V NYI 097N
1”0 52.5X4,000

Snipers and Butterflies (detail) | \

K
. 7 3
b »
) ¥
2016 ;
Screen printing on wallpaper ) g
52.5X4,000 CM ¥
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E

NNY 978

2012

BT 7V D'UOY TN
1”0 122X150

Black Sniper
Wallpaper collage on plywood
122X150 CM
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(N1T0) NMTN NWA U ANNON

2004

N'9A777 NN NI2ANA M 7Y 1T

N“J "0 16X22
Camouflage Design on Red Net (series)
2004

Ink on calligraphy training notebook
16x22 cm each

B9
detail
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N3N NN 0737 /NN ATIVY WIND /200 Y]
1993

BP'T 7V YU IN'N1AY,771910 ,M7 AN 1T

1”0 123X250

Evening/ this Man who's Leaving Me/

Earnestly Takes My Picture

1993

Ink, board paint, enamel, oil paint and woodcut on plywood
123X250 CM
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INTID T'7UNY /RN NN QAN /MIITEWA NNYNn
1993

BT 7Y YU TINNINIYT VAN 77N Li7771910

1”0 121X180

[On Kujukuri Beach] Taking Picture After Picture/

| May Only Throw Away

1993

Enamel, board paint, acrylic and woodcut on plywood
121X180 CM
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57
"71211 OND

1990

BT 7V YU NN N7 vay T
n"0 123X250

Mongolian Spot

1990

Ink, board paint and woodcut on plywood
123X250 CM
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58

YN 9IN

1990

BT 7V YU NI B'97A 1A 1T

1“0 123X250

Back Soon

1990

Ink, oil paint, graphite and woodcut on plywood
123X250 CM

84



87

59
NN N77

1988

V7T 7V YU NN 717N
1”0 133.5X250

Untitled

1988

Acrylic and woodcut on plywood
133.5X250 CM
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61

(MN7X N1TON INA) NVVIYA

1995

B7'T 7V 0Y1NI YU NN 1190 VAN ,7771910 AW

"0 61X190

Flaneuse (from the Plates series)

1995

Oil paint, enamel, spray paint, hinges and woodcut on plywood
61X190 CM
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62

MINN N7

1997

B7'T 7V DM1NI VY INMNLi771910 ,|nY

1“0 60X120

| Shall Not Die

1997

Oil paint, enamel, hinges and woodcut on plywood
60X120 M
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V'7 - NIJIY V1IN

1993

B7'T 7V YU TIN'NI DM IAIN DT VAN, 7YTEN L IIY VAN
1“0 122X250

The Four Seasons - Summer

1993

Oil paint, acrylic, board paint, objects and woodcut on plywood
122X250 CM

64

971N - NIV V2N

1993

BT 7V YU NN 771910 ,7" 77N ,|AY VAN ,NIT7 VAN
n”0 122X250

The Four Seasons - Winter

1993

Board paint, Oil paint, acrylic, enamel and woodcut on plywood
122X250 CM
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'O - MY YVIIN

1993

V7T 7V YU NN O'W7MAIN 771910 i7" 77N L)Y VAN D17 VY

n"0 122X250

The Four Seasons - Autumn

1993

Board paint, il paint, acrylic, enamel, objects and woodcut on plywood
122X250 CM

66

22N - NIV VAN

1993

BT 7V YU NN D'UF7MAIN 771910 i7" 77N 1AW VAN N7 VaY
n”0 122X250

The Four Seasons - Spring

1993

Board paint, Oil paint, acrylic, enamel, objects and woodcut on plywood
122X250 CM
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Dual view: backward, and forward

The exhibition of works by Ayelet Zohar reflects a particular line of activity
in the Haaretz Collection: following the development of an artist’s work,
including works that were done before we met with her or him, alongside
others produced in the years afterward. It’s difficult to know, in real time,
whether this approach is beneficial in terms of creating a good or important
collection. Still, by building a collection, one also helps the artist to go on
producing work - perhaps the best justification of all for collecting.

The works in the collection extend across Ayelet’s 31 years
of creative endeavor. We started to acquire them 15 years ago, but the
earliest ones date back to 198S. I think that if, in retrospect, works created
over a long span of creativity continue to be interesting and fine - as is
the case with Ayelet — they lend the collection significant weight.

Amos Schocken
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A conversation
with Ayelet Zohar

Efrat Livny

“To dissimulate is to
pretend not to have what
one has. To simulate is
to feign to have what one
doesn’'t have.”

Jean Baudrillard*

All plates are located in the Hebrew section.

Efrat Livny: The fact that you are an active
artist is not widely known - you are better
known as an expert on and curator of
contemporary East Asian art. In 1981-1982

you lived in Japan, and in 1994-1996, in China,
and you speak Japanese and Chinese. Your
undergraduate degree in East Asian Studies
was extended in the form of MFA studies in

the Central Academy of Fine Arts in Beijing
(where you studied at the Ink Painting Studio).
In 2000, you obtained an MA at Tel Aviv
University; your thesis was on the Japanese
photographer Morimura Yasumasa.! In 2007,
you received a PhD from the Slade School

of Fine Art, University of London, under the
supervision of the leading art historian Norman
Bryson; your dissertation considered Strategies
of Camouflage in contemporary visual art, with
special emphasis on Japan. Two years later, you
completed a postdoc at Stanford University,
and in 2011 a second one at the Smithsonian
Institution. Amid this, you curated a number of
exhibitions, including a comprehensive group
show on the theme of gender, sexuality and
performativity? in contemporary Japanese art,
and a large group show on the subject of war
trauma in contemporary Japanese photography
and video art, and you also published many
articles in the field of contemporary Japanese
art, especially photography. At present, you

are a lecturer in the Art History Department of
Tel Aviv University, specializing in Asian and
Global arts.

Yet, you are also a graduate of the Midrasha
Art School and have all along maintained a
studio in which you create series of works in
diverse materials and media fields. Your body
of work, as broad as it is deep, converses with
your curatorial and research activities, and
with your subjects of specialization. There

are few similar examples in Israeli art, in
which a creative artist is simultaneously also a
researcher in academe and an active curator.
How do you see the relation between these
three professions — artist-curator-researcher

- and what is its significance in terms of your
artwork?

Ayelet Zohar: Art and the creative process are cor-
nerstones of my identity. Accordingly, they have great
importance and exert a deep influence on everything I
do and on my other professions. Some people are more
inclined toward the conceptual or the verbal/textu-
al, others possess a visual-affective® proclivity. Car-
ol Armstrong said that in the struggle between image
and text, text was dominant for hundreds of years.*
In our time, too, we see, on the one hand, a ceaseless
dissemination of images; whereas, on the other hand,
in the field of the arts, “word people” are dominant
over the “image people.” In the past few years there
has been a dramatic increase in the number of those
who come from textual disciplines within the field of
art: researchers whose language is primarily philo-
sophical and whose working tools are fundamental-
ly theoretical. I see many brilliant philosophical and
conceptual discussions, or the construction of images
in cultural and social contexts, but meager ability in

terms of visual reading or of meaningful interaction
with the image, its materials, and its representations,
and not only as a matrix of signifiers that function in
the contexts created by the textual world. The shift of
the discussion into epistemological and phenomeno-
logical concepts, has marginalized attention to mate-
rial, performative, and affective qualities of the work
of art. In my view, this is extremely problematic. As
primarily an artist, I am part of a group that relates to
the image, shifting between ocular and visual experi-
ence and the experience of the body and materiality
(even when virtual), in a mode of interaction, instead
of being controlled/ contained/ repressed through lan-
guage and text.

Accordingly, my research stems from images, or from
a visual experience that had some impingement on me.
T approach research from the point of view of an artist,
and the visual image occupies the center. Even when
I have been engaged with gender issues (for exam-
ple, my thesis on Morimura Yasumasa), a substantial
portion of the discussion touched on body-related vi-
sual questions — about impersonation, masquerading,
masking, and so on. I was interested in Morimura’s
mental state as an artist who moved from being behind
the camera, from a position of the artist controlling
the gaze, to self-positioning in front of the camera, in
a condition of being subject to the gaze and manipula-
tion of the beholder, eschewing the position of power
held by the photographer (plates 1-2, p. 8).5 In recent
years, my engagement with the politics of memory,
and repression of the Asia-Pacific War (1931-1945) in
Japan, I examine the subject through filters of visibil-
ity and invisibility, centering on images of remnants
of material and architectural culture, or sites such as
caves, forests and ocean depths. In other words, the
political and theoretical discussions, too, are saliently
processed through engagement with the visual and the
performative in relation to forgetting and repression.

In many senses, reciprocal relations exist between
my research and my artwork, which is nourished by
the processes of research. As an artist in the studio, I
generally choose to create series of works for which
the point of departure is an image, a visual praxis, or
a theoretical question (also originating in the visual),
that arose during research, now becoming a motiva-
tion, a form, a tool or inspiration for the work of art.
The connection between text and image is crucial to
my attraction to the visual culture of East Asia: in that
tradition the distinction between text and image is far
looser than it is in the West, for after all, the textual
(writing) originates from the image,® and the image
(in ink painting) is a product of writing. As such, I per-
ceive my art as material traces of a performative pro-
cess: the painting as a record of action, as the writing
of the visual, as a trace left by the body.

The curatorial process complements my research and
creative work. Research is a priori present in my art-
work, and together they engender a reference to im-
ages or objects of other artists, which in turn lead to
the process in space. I treat my curatorial work as in-
stallation art, in which the works chosen are a part of
a broader context within which a dialogue is formed
among the works themselves, and between the works
and the space forged by the curatorial context, which
is always based also on my position as an artist. In

The Japanese names in this article appearin
the Japanese order: surname precedes
first name.

The concept of performativity occupies a cen
tral place in contemporary theories of gender,
socialization, and art. Performativity is
perceived through the importance ascribed

to actions and performance, distinguished from
product and goal - whether in reference

to language, as articulated by John Austin

in his essay “How to Do Things with Words?,”

or gender performativity, as Judith Butler
argues in her book Gender Trouble. Butler's
main argument, subsequently extended to
additional areas of life, is that gender roles in
society are a product of the performance of
defined functions within a given cultural
context. The rise of performance art in the
1970s, and the concept that action/performance
exceeds the importance of the final product
(which is perceived as a commodity), led to a
broad use of the term in contexts of
contemporary art. See, for example,

Andrew Parker and Eve Kosofsky Sedgwick (eds.),
Performativity and Performance (New York &
London: Routledge, 1995).

Affect theory, a cultural theory developed in

recent years in the UK, focusing on one’s
emotional or mental response, and on the

sensual influence of materiality - namely,

touch, sensation, tactility, and physicality.

The theory addresses elements of temporality and
change, action or passivity, memory or transience,
all of which are conveyed through body, material,
and touch, and also refers to the forces of vitality,
and the physical aspects that operate beyond
emotions as a leading impulse in the realms of

the mind (pursuant to psychoanalytic theory). The
major theoretician of this approach is Sara Ahmed,
from the University of London. See: Melissa Gregg
and Gregory J. Seigworth, The Affect Theory Reader
(Durham and London: Duke University Press, 2010);
Sara Ahmed, The Cultural Politics of Emotion (London:
Routledge and Edinburgh University Press, 2004).

Carol Armstrong, “Visual Culture Questionnaire”,
October 77 (Summer 199¢), 25-70, 28.



some exhibitions I intervened physically in the space
itself (for example, painting on the walls in the exhi-
bition space - plate 3, p. 9); in others I posited the aes-
thetics and interface between literature and the visual
image (plate 4, p. 9),” and in some cases I operated as
an installation artist in every respect by transforming
the exhibition space (plate 5, p. 9).8

My perception of the act of curating derives first and
foremost from my experience and activity as an art-
ist who performs in the area between the two-dimen-
sional surface of a painting, and the space in which
the installation takes place. My choices in the curato-
rial process, as well as in the research process, begin
with the visual, and touch upon questions relating to
the way in which the visual expands the existential ex-
perience and interprets it beyond language. While the
curatorial process primarily holds an affective and vi-
sual touch, it is also linked to my intellectual curiosity,
and to the research conclusions and political positions
that arise from it.

EL: The multiplicity of positions you describe
conflicts with the prevailing tendency among
people, and within society overall, to catalogue
things and place them in one permanent and
coherent slot. The same tendency underlies the
conception of the cultures of China and Japan
as monolithic, remote, and utterly different
from “here” and from “us.” That approach
makes it possible to apply to those cultures the
category of the exotic “Other,” which seems, 40
years after Edward Said and Homi K. Bhabha,’
to remain dominant, certainly outside academe.
In this state of affairs, it is difficult to grasp
the relevance of this field to the local Israeli
case - a connection whose potential resides

in the discourse of East-West or Asia-Europe
relations. How do you cope with this difficulty
in your work, and in what ways does your art
take it into account?

AZ: My connection with Japan (which began in 1981)
and with China (which began in 1988) is of long dura-
tion, intensive, and includes shifting points of view.
Over the years, my interaction with East Asia became
multifaceted: living there, academic studies, a rela-
tionship and parenthood, separation, travels across
the length and breadth of the continent, direct encoun-
ters with contemporary creative artists, work and re-
search relations, friendships, immersion in ancient
paintings, reading contemporary and classical litera-
ture, archival and library work, as well as political in-
volvement. In other words, Japan, and China as well,
are some sort of a home, a familiar place that far tran-
scends the discourse of fascination and aesthetics. It
is also in this spirit that I try to teach my students:
from a critical, probing stance that posits challenges,
not afraid to doubt and ask, and is not swept away by
an initial avidity of enchantment. The questions that
interest me are far more focused in character: for ex-
ample, why Japan is not capable of resolving its rela-
tions with other Asian countries; issues of repression
and political criticism in Japan; understanding per-
formative processes relating to writing, painting, sci-
entific research and photography in Japan today; In
recent years, I have been working on a large research

project referring to the early stages of photography
in Japan, and on another project concerning the rep-
resentation of Arabs and Palestinians, and the Pales-
tinian-Israeli conflict in Japan. I have great interest in
the Meiji Period (1868-1912), and in the way Japan set
in motion the processes of modernity and was trans-
formed from an Asian culture into a Western, tech-
nological, and imperialistic state that views issues of
nationalism and progress as the leading discourse.

Actually, in recent years I have found myself tak-
ing a critical view of the central political discourses
in Japan (the present Japanese government is sa-
liently right wing), and of the political and economic
policies of China (which is mainly engaged with eco-
nomic stimulation and the silencing of critical voic-
es). Simultaneously, I esteem the subversive, critical,
ground-breaking resistance art and artists who chal-
lenge governmental policies, which are present in the
two cultures. Accordingly, my curatorial activities are
aimed at making these voices, in all their complexi-
ty and their various endeavors, known outside their
countries, too.

I find that the case of China and Japan - including the
long and fraught history of their relations with Europe,
and between them and the other Asian cultures (cer-
tainly in their modern contexts) — is highly relevant
for today’s Israel. In a certain sense, Jewish culture
is the forebear of European culture and simultaneous-
ly its stepchild; whereas Zionism sought, apparently,
to restore Jewish identity to within the Asian sphere.
However, the fact that Israel’s leaders and leaders of
the country’s central discourse tend to view Israel as
a European culture reflects a great degree of cultural
bias and colonialism. In other words, as long as Isra-
el considers itself a European culture, it will perforce
remain a colonial culture, which clings to its invented
privileges and sense of superiority that allows itself
to behave brutally toward the local culture, justifying
this in the name of progress and modernity. Similar-
ly, Japan’s struggle for its modern identity included a
long, violent stage of disassociation from Asia and vi-
olent assaults on neighboring cultures. The Japanese
paid a steep price for this in the form of their crushing
defeat in 1945, at the end of the Asia-Pacific War. How-
ever, a continuous search for their place between Asia
and the West is ongoing, while their relations with oth-
er cultures in Asia remain convoluted and unresolved.
In my view, the Japanese process of the past 150 years
constitutes a type of warning for present-day Israel,
which fails to understand its place within the Asian
sphere. China, in contrast, is a superpower in size and
population, and its economic efforts in the past de-
cades have made it a juggernaut in that realm. China’s
economic mania and accelerated growth, its blindness
about money, the spreading corruption and the state’s
abandonment of its citizens - these too are warning
signs for those who are unwilling to maintain a wel-
fare state and do not place citizens and their needs at
the top of the agenda. The case of present-day China is
an alarm bell for everyone who understands the state’s
responsibility for its citizens’ well-being.

I believe that a thorough knowledge of Asian histo-
ry and a profound understanding of the colonial pro-
cesses and their far-reaching consequences (which
continue to exert influence to this day), are essential

-no less than a familiarity with European or American
culture. Having devoted many years to this, I think I
have a lucid grasp of Asia, or at least East Asia. Be-
yond the similarities I have outlined here, I believe
that a knowledge of the Asian region (not necessarily
for practical reasons) is essential, in order to compre-
hend the nexus of values, aspirations, desires, imag-
ined past, emerging present, and hoped-for future
within which other cultures operate. Along with the
historical and political aspects, the aesthetic values
of China and Japan can illuminate the history of Is-
raeli art, which, in its desire to define itself as part of
Europe (and subsequently of the United States), ex-
clusively adopted the Western model. Western art has
always positioned the visible and observation of the
visible world at the core, with prominence given to
image-making or faithful representation of what was
perceived as visual truths, focusing on the world’s
visibility as a meta-narrative. The arts in China and
Japan did not prioritize description and representa-
tion of the world, or of the “objective truth” that de-
rives from the visibility of things. In China, rich visual
monochromatic languages were employed through the
application of black ink, white paper and dilution in
water in order to create the multiple shades of gray
between them, while in Japan there was always great
sensitivity to everything related to surface, material-
ity, and the construction of the image or its imprint.

I will illustrate this tension with an example from my
latest research, which considers photography in Ja-
pan. Photography is of course a Western technology,
invented in 1839 in France and Britain by Daguerre
and Talbot, respectively. A decade later, there were al-
ready cameras and attempts at photography in Japan.
Photography is thus an appropriate medium through
which to examine how operation of the same appara-
tus can stem from radically different cultural posi-
tions and values, and lead to a matrix of images that
displays a distinctively different perception of reali-
ty (more precisely, a perception of “truth”). Photog-
raphy in Europe sprang from praxes of observation
and centuries-old construction of the gaze through dif-
ferent instruments (such as the camera obscura). It
was an effort to capture the visible world and then
fix the image, stemming from the desire to represent
the truthful image through objective, external reali-
ty; an attempt to create realism and depict the “true
world” that stably and unchangingly exists external
to the subjective; an effort to describe an objective
truth that exists beyond the human, the relative, and
the transitory.

In contrast to this, consistent with approaches of per-
formative and indexical painting,'® together with a
scientific search for imprint and traces as proof of
existence,!! I maintain that photography in Japan is
the outcome of an insight that upholds the visual ex-
perience accumulated in ink painting, beyond the
commonly accepted role of photography in repre-
senting and depicting the world. The consideration of
the term “truth” stemmed from the understanding of
its material presence, or as traces of the object/light
registered onto the paper substance. Recently, I com-
piled a genealogy of sun photographs and direct pho-
tographs of light that were taken in Japan from the
end of the nineteenth century, through the first half
of the twentieth century and the postwar years, down

Morimura Yasumasa (b. 1951, Osaka) is

a Japanese photographer whose work is
characterized by photographic mimicry and
repetition of models taken from Western art
history, Hollywood movies and twentieth century
photography. His work gained particular fame
in the series Daughter of Art History, which
he began in 1985, and in which he himself
appears in the dress and role of well-known
icons from Western art, such as Olympia, Mona
Lisa, Rose Sélavy, Cindy Sherman, and others.
In the series Actress, which began in 1996,
Morimura appears as the great divas of
Hollywood and European cinema: Greta

Garbo, Marlene Dietrich, Marilyn Monroe,
Brigitte Bardot, and others. In the last series,
which began in 2005, Morimura chose to present
himself in iconic photographs from the
twentieth century, often personifying a man,
contrary to the feminine images that
characterized his earlier works. See, for
example: Norman Bryson, “Morimura: 3
Readings,” Art + Text (Vol. 52, 1995): 74-79.

Chinese script (parts of which are also used in Japan),
consists of characters developed from a set of visual
constructs, that are made of radical and additional
lines and the unification of forms. The script had
developed in its early stages from a group of
descriptive paintings that underwent a process of
abstraction and standardization. Today, only a small
fraction of the script consists of pictographic
characters originating in iconic-symbolic paintings
that represent things in the world. For an extensive
discussion of how this system of writing is perceived
in the West, see: Li Jinjia, “The Figurative and the
Gestural: Chinese Writing According to Marcel
Granet,” in: Marija Dalbello and Mary Shaw (eds.),
Visible Writings: Cultures, Forms, Readings (New
Brunswick, NJ: Rutgers University Press, 2011): 259-272.

In spring 2014, | curated the exhibition titled:
“Two Moons on the Shore, a Wind-Up Bird in
Norwegian Wood: Haruki Murakami and
Contemporary Art~, at the Contemporary Art
Gallery in Tel Aviv, which drew connections
between Murakami’s literary works and
contemporary works of art from around

the world. See:
http://contemporary.co.il/show_exhibition/4s

In the exhibition “PostGender: Gender, Sexuality
and Performativity in Contemporary Japanese
Art, which | curated in 2005 at the Tikotin
Museum of Japanese Art in Haifa, the main hall,
which contains numerous glass cases designed
to display scrolls and traditional Japanese
objects, was designed to evoke a “red light
district.” For an article | wrote on the

subject, see: http.//bezalel.secured.co.il/zope/
home/en/1143538156/1143567844_en

Homi K. Bhabha is one of Said's intellectual
heirs; together with Gayatri Chakravorty
Spivak, the three are considered the
progenitors of postcolonial critique. Bhabha's
key text is The Location of Culture

(London: Routledge, 1994).




to contemporary photography - there is an impressive
number of such photographs (plates 6-7, p. 11). One of
the answers I came up with to the question of why so
many photographers turned their lens directly at the
burning sun (or at a different, artificial light source),
in an action that I coined “anti-photography,” is that
this particular act constitutes the material and visu-
al truth of photography as a process that emanates
from its contact with direct light (neither mediated,
nor reflected back from objects), and as such, it con-
stitutes the most direct action of light registration by
the camera, without any reference or desire to form
an image of specific visibility. These photographs do
not show anything but refer to “photographic truth”
through the direct registering of light, its imprint-
ing and burning onto the light-sensitive surface, with
reference to the material and visual dimension of the
light itself, through the photographic apparatus. It is
knowledge of this kind, more than the specific iconog-
raphy of Chinese and Japanese painting, that serves
me as an important source and visual insight, through
which I find different possibilities for work, develop-
ment and inspiration. Monochrome, surface flatness,
traces and their imprinting, are all mutually related
features that serve my creative process.

EL: In writing about the history of Israeli art,
the relationship between “there” and “here”
repeatedly appears as a formative motif, with
“there” always being Europe. For you, “there”
is East Asia, and in your art a hybridization
with “here” occurs at various levels. At the
iconographic level, the viewer identifies in
your works images that are familiar from
Chinese and Japanese cultures, such as
decorated porcelains, fans, bonsai trees and so
on. However, this artistic hybridization occurs
at additional levels of contexts, sources and
praxes that bear profound implications for
your art and for its interpretation. The cross-
grafting of China, Japan and Israel - a constant
element in your work - is, on the one hand,
certainly associated with the hybrid identity
that has developed through your personal
biography, and through your closeness and
identification with those cultures. On the other
hand, it is an artistic-intellectual product of
the application of a political and ideological
intercultural analogy in order to take a critical
stance. I would like us to consider a few of
these connecting points and their significance
in your art. Let us start with the first group
that the Haaretz Collection purchased from you
in October 2001, which consisted of works from
four series: the ping-pong tables (plates 63-66,
pp. 96-99), porcelain plates (plates 61-62, pp.
92-95), bathtubs and woodcuts. (plate 35 p. 37;
plates 46-50, pp. 61-67; plates 55-S8, pp. 79-85).

AZ: The ping-pong tables series continues the logic
of surface action. A ping-pong table is a kind of het-
erotopia: a distinct territory within the exhibition
space, delimited by clear boundary lines that define
the disposition of the activity, and create the rules of
movement within it. The boundary lines define inter-
nal-external relations, what is in and what is out, and
by analogy function as a metaphor for game rules in all

other territories - sports, academe, government and
the economy. My work with the laid plywood boards
began with horizontal thinking: instead of a substance
on which images are being created, I used them as a
surface onto which things are placed - found objects
(readymade), or wooden cutouts. The act of emplace-
ment on the surface emphasizes the flatness, on the
one hand, and the reification of the emplaced object
as a substitute for the represented image, on the oth-
er. According to Buddhism, and especially in the Zen
approach, ideally, the world need not be experienced
in a manner in which things (objects and images) are
absorbed into the consciousness, and cause a reaction
of the mind, but, like a ping-pong table, they are laid
upon it, flung onto it, and hurled back into the “air.”
They need not assimilate into consciousness, so that
they will not imprint their traces. The objects and the
cutouts in this series continue the images with which I
was already engaged in earlier projects: bathtubs, ink
landscapes, milestones, a rolled-up scroll, hand and
footprints, Formica samples, plates, oranges and mel-
ons, coat hangers, paintbrushes, wiper/fan, texts en-
graved into printing-blocks, and more. These are all
laid onto the ping-pong table’s surface, reconstruct-
ing various situations of emplacement or imprinting,
which is a physical penetration of the surface, through
the subtraction of matter, not as the formation of im-
ages. The series references the concept of “Four Sea-
sons” — which is its title — borrowing from the East
Asia painting tradition. The paintings accentuate as-
pects of temporality and ephemerality, and together,
as a series, they form a sequence that depicts the con-
cept of time, impermanence, transience, and mutabil-
ity — in contrast to the stability and stillness of the
painting itself. Unlike similar series which make use
of seasonal context and natural aspects (rain, blossom,
snow and so forth), in this series, the seasons remain
with no specific signifier, the objects represented in
the works are not culturally (or associatively) related
to a particular season, and the division is arbitrary.
The title refers primarily to the fact that there are
four paintings in the series, and that it refers to tem-
porality and mutability, in the conceptual rather than
the concrete sense.

The affinity with the local is hinted at in some of the
images and objects, notably with the use of coat-hang-
ers, fruit, Formica and blue-and-white porcelain ware,
from which the plates series evolved (plates 61-62,
pp. 92-95). That series draws a connection between
blue-and-white as a Jewish and Israeli symbol, and
the porcelain plates decorated in blue-and-white in
the Chinese tradition. Originally, porcelain in China
was painted in black and white, like the aesthetics of
ink paintings. However, at the beginning of the thir-
teenth century, when the Mongols founded the em-
pire that connected China to Europe under their rule,
cobalt blue arrived in China, along with the working
methods of underglaze painting from Persia and the
Middle East, and the use of cobalt blue chiefly sup-
planted the other minerals. Thus, Ming porcelain be-
came associated with a white, translucent background
decorated with underglaze blue painting. Subsequent-
ly, driven by a desire for the delicate and prestigious
porcelain wares that came from China, Europeans
sought to create similar wares, decorated in similar
coloration. Thus, the combination of blue-and-white
ornament in porcelain became a worldwide cultural

convention. Even after porcelain began to be manu-
factured in Europe at the beginning of the eighteenth
century, the convention of blue-and-white decora-
tion persisted, just as in China; thus blue-and-white
became the characteristic feature of Meissen porce-
lain in Germany, Nevers wares in France, Delftware
in Holland, Wedgewood porcelain in England, and oth-
ers. This is an interesting example showing that “imi-
tation” (or “mimicry”) is not, as many like to imagine,
a unidirectional action from West to East. Rather, it
is a diffuse movement: the wares originating in Chi-
na were influenced by Middle Eastern practices; later,
these technologies and aesthetic principles were cop-
ied by various manufacturers in European countries.

During my stay in China I produced a series of porce-
lain jars and plates on which I drew, in blue, images
relating to my Israeli identity (plates 8-9, p. 12). This
series offered the possibility of flat painting, allowing
for congruity between the painting and the object’s
surface, so that it is not an autonomous representa-
tion, but a visual image integral to the envelope of
the three-dimensional object — as a tattoo is assimi-
lated into the skin on the human body. In the Plates
series, too, my interest in the image of the emplaced
plate stems from its perfect flatness, and the man-
ner in which the plate merges with the table surface.
The painting functions not only as a trace of action,
or in relation to a conceptual surface, but also for its
quality as the art of two-dimensionality. Flatness be-
comes the dominant aspect of the image (as was well
argued in the canonical texts of Modernist painting).!?
Moreover, since plywood, the substance with which I
work, is originally a material for furniture making,
it was only natural for me to use it to create a table
surface, and place the plates on it. However, unlike
still-life paintings of the Dutch tradition, in which the
point of view toward the laden table is always via a
window-like frame, or from the side, I chose a multi-
plicity of gazes, using primarily a flattening top view,
thereby creating a conglomerate of the plywood sur-
face as a substance, the table surface, and the objects
emplaced on it.

In many ways, the Bathtubs series (plate 35, p. 37;
plate 49, p. 64; plate 50, p. 67) extends my engagement
with porcelain ware, flatness and the Chinese-Japa-
nese-Israeli connection. The sento and the onsen'®
play an important role in Japanese culture and in peo-
ple’s day-to-day life. It was not until the middle of
the twentieth century that modern plumbing was in-
stalled into homes in Japan, and washing in the neigh-
borhood bathhouse, or hot springs sites during days
off, is still widespread in Japan. Washing is not only
functional-hygienic, but a practice stemming from pu-
rification rites, which evolved into a social-communal
practice. Over the years in Japan, I encountered this
distinctive form of washing, and the fondness many
Japanese have for a long immersion and relaxed time
in hot water, which eventually became part of my
own daily schedule. The bathtub evokes a feeling of
detachment, tranquility, introspection and a forgo-
ing of the control and the logic that dictate the pre-
arranged structures of most everyday activities in a
constant thrust toward maximum utility. In this con-
text, washing in a bathtub may be considered a sort of
heterotopia, a removed time and space that allow for
an alternative inner experience. Lying down in water,

Ink painting is the central and most important
tradition of the East Asian arts (China,

Korea, Japan). In this method, the performative
aspect is emphasized over realistic visuality
and representation. On the disparities between
ink painting and the methods of representation
in European painting, see: Wu Hung, The Double
Screen: Medium and Representation in Chinese
Painting (Chicago: University of

Chicago Press, 1997).

On the term shashin (‘reflecting truth” -

the Japanese term for photography), and on
the use of methods of imprinting plants on
paper as an embodiment of this truth, see: Maki
Fukuoka, The Premise of Fidelity: Science,
Visuality, and Representing the Real in
Nineteenth-Century Japan (Stanford, CA:
Stanford University Press, 2011).

Clement Greenberg, “Modernist Painting,”
Forum Lectures (Washington, DC: Voice of
America, 1960) http://cas.uchicago.
edu/workshops/wittgenstein/files/2007/10/
Greenbergmodpaint.pdf

Sent0 is a neighborhood bathhouse;
onsen is a hot spring, its water trapped
and set for the service of visitors

as a bathhouse.
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in a posture of equilibrium between floating and sink-
ing, is a metonymy for liberation, vulnerability, shed-
ding defenses, and freeing the unconscious. It is not
a coincidence that in psychoanalysis, the patient is in
the prone position.

At the same time, the Bathtubs series is actually
based on the Israeli home-type bathtub, not the Japa-
nese one, in which materially, the entire room is cov-
ered with porcelain (tiles, sinks, toilets and bathtubs)
- which is nicknamed "China" in English. The bathtub
image was painted with shiny white enamel paint (Su-
perlac), which seals and covers the plywood sections
(like the glazing of real bathtubs), while the basin it-
self is depicted from a top view, or from a horizontal
viewpoint of the person lying in it, as the state of lying/
foreshortening is the closest to two-dimensional flat-
ness. As in the Ping-Pong Tables series, and the porce-
lain plates, here too the gaze melds with the surface.

In each work in the series, the bathtub is the central im-
age, while around it is an array of images, rather like an
inventory, a compilation of signifiers or a personal lexi-
con of the possible indexical representation of a private
universe of images. The bathtub, too, is not a representa-
tion of a real bathtub, but a miniaturized, catalogue-type
bathtub (like the small-scale images in Marcel Du-
champ’s Green Box). In Letter to a Japanese Friend
(plate S0, p. 67), for instance, the bathtub appears as a
remnant of a lost collection of images that had collapsed,
having been erased with a curving knife, replaced by an
array of erasure and cutting marks. Only two lone signi-
fiers are still identifiable next to the bathtub, as if they
had evaded the knife: a text in Japanese (the Japanese
translation of Jacques Derrida’s “Letter to a Japanese
Friend,” written in an attempt to match a Japanese ren-
dering for the term deconstruction'®), and a wing of a
robe blowing in the wind. In another painting in the se-
ries, titled Sabishisa (rust/ loneliness/ sadness) (plate 49,
p. 64) the bathtub is painted as though illuminated by
distant car lights, with a pair of legs of a body/corpse ly-
ing in it. The plywood itself is flawed and perforated, and
the work exudes a heavy, oppressive feeling of melan-
choly, solitariness, existential gloom and a sense of loss.

EL: The work User Transparent (plate 35, p. 37)
may be considered as a link between the Ping-
Pong Tables series, Bathtubs, Plates and the
woodcuts, as it incorporates elements from all
of them: The background is half a ping-pong
table with scattered ping-pong balls on it; in

the center is a bathtub and a wall of porcelain
tiles; alongside is a shattered plate with blue-
and-white designs, and a white pleated fabric
with a blue stripe on its rim simultaneously
functioning allusively as a towel, an Israeli
flag, or a tallit, and another image, completely
erased by the woodcut. Above all these images
there is the inscription “Shakuf Lamishtamesh”
(Hebrew for “User Transparent”), cut into

the plywood surface in mirror writing, as in

a printer’s block. Woodcutting is a traditional
technique originating from China and enhanced
in Japan, which became increasingly frequent in
your art, culminating in a series of large-scale
plywood boards all done in that technique (plate
49, p 64; plate S0, p. 67; plates S5-56, pp. 79-81).

AZ: The work on a bare plywood board, a medium I in-
ternalized during my studies at the Midrasha, had be-
come an accepted norm during the times of Raffi Lavie.
I found a way to link the Israeli, bare plywood, to a visu-
al language originating in Japan, by executing a wood-
cut onto the plywood surface. My goal in adopting this
technique was twofold: formalistically, it was a means to
penetrate the material texture, to deconstruct the sur-
face of the plywood board, not allowing the wooden sur-
face its existence as a substance for painting (in Western
painting conventions, which present the painted image
as a window to reality). Representationally, the act of
wounding the surface did not allow the existence of the
image, negating the concept of perception of the world.
Nonetheless, the knife’s penetration into the wooden sub-
stance is essentially flat, and remains only on the sur-
face. Therefore, in the next stage I set out to physically
penetrate the surface, and entirely annul it. I looked
for an action that would subdue the substance and pass
through to the other side. To perform this task, I took
the works to a shooting range, and placed them behind
the targets. The shooters did not know they were firing
at paintings, so the scatter of the bullet holes on the ply-
wood surface is completely random (plate 46, pp. 60-61).
Duchamp did something similar in The Large Glass: he
fired color-tipped matches from a pistol, and wherever
they hit the glass he drilled a hole. The plywood works,
then, are charged with a chain of signifiers and contexts:
the Israeli context through the plywood and The Want
of Matter;15 in the Japanese context through the use of
woodcut techniques; in the context of Western art his-
tory, through the association to Duchamp; and finally,
again, in the local context, through the random, uncon-
scious firing on the shooting range and its unavoidable
association with militarism in Israel.

EL: You often make use of Asian classical
formats in your painting, such as a fan (plates
10-11, p. 14), calligraphy practice notebooks,
round formats, wallpaper, and so on. The

scroll is another Asian format that you have
adopted in your work, which is closely related
to ink painting language and materiality that
developed in China more than a thousand years
ago and are perhaps the formats most closely
identified with Asian art. In 1996, you created
a series of paper scrolls of ink drawings (plates
12-14, p. 15). Then, about 15 years later, in
2010, you reverted to the use of this format, but
this time, in a departure from the traditional,
you produced a series of ink and oil paintings
on long and expansive plywood boards and
framed canvases (plates 37-41, pp. 42-51). Both
series, which are very different in terms of
technique, materials and size, engage with the
same subject - fence and border - and in both,
congruity exists between form and content,
through inherent correspondence between

the long and horizontal scroll format, and that
of the border line. Fences and border lines

are acute topics in the Israeli sphere, both
physically and concretely in terms of their
visibility (or, alternatively, in their invisibility
and the efforts at erasure), as well as in
political-conceptual terms. In both series, the
ensuing hybridization suggests a link between a
foreign language and local speech.

AZ.1am aware that the fence and border is a landscape
image susceptible to a broad range of interpretations
in Israel. For me, though, the attempt to demarcate
the border related first and foremost directly to the
continuous, very long format of the scroll, or the end-
less loop, both of which occupy my attention greatly. I
painted the series of paper scrolls immediately after
my first return to Israel, in 1996; it included differ-
ent models of fences - lattice, barbed wire, hedgerow,
prickly-pear fruit (sabras), or intrusion-tracking dirt
roads - all of which are typical of the Israeli space.
The Marun al-Ras series of plywood boards (plates
37-41, pp. 42-51) was painted during the year I lived
in Kibbutz Yiron in the Upper Galilee, right below the
Lebanese village of Marun al-Ras, whose name would
be linked to a battle fought there in 2006, during the
Second Lebanon War. Life in the remote kibbutz was
different from anything I had previously known. Until
then I had lived only in urban milieus, or was part of
a community of researchers in major academic insti-
tutions. The rural environment, the small and closed
society whose members are immersed in quotidian
matters, the fence encircling the kibbutz, the Leba-
nese village overlooking the kibbutz yet beyond reach
and consciousness; the distance from Israel’s center,
life next to the border and the massive army pres-
ence — all affected me profoundly, trickled into the
art, and found expression in painting. Depictions were
based on a number of associations: between ink and oil
painting, between night and day, between two sides of
the border line, between artificial and natural light-
ing. The background to the works in the series is the
landscape line of the convergence between the edg-
es of the kibbutz and the rising cliff atop which is the
Lebanese village. Against this background a medley
of images was set, seemingly scattered: bunkers and
camouflage netting, fortresses and fire inscriptions,
foxes and pine trees, attacking warplanes and burning
tires, fences, plastic chairs, illumination flares, obser-
vation towers, the lion sculpture at Tel Hai and more.

For me, this series represents the possibility of cre-
ating a conceptual landscape containing details taken
from the immediate environment, the use of represen-
tational strategies of oil painting alongside surface
praxes, flat ink strokes, marking and demarcating - all
of which are aimed at creating a conceptual view that
associates external threat with inner anxiety, both not
necessarily generated by the local and the familiar.

I also investigated the scroll format in other mediums:
In 2001, I created the video art work Fence (plate 15,
p. 16) - driving in an endless circular loop around a
kibbutz fence at night. As I see it, the scroll in painting
and the loop in video art represent a similar fashion of
infinite movement, being imprisoned and the inability
to liberate oneself from the limitations of enclosure.
The video’s endless loop that accentuates emptiness,
and the darkness, regularly broken by the road lights,
together create a somber, oppressive atmosphere. A
similar atmosphere arises in a series of night photo-
graphs of the fence in Kibbutz Yiron (2009), and in the
Borderline Disorder series (plate 16, p. 16), in which I
photographed each of the signs along the border with
Lebanon, from Metula to Rosh Hanikra (2011-2012).
The documentation of the green signs against the pas-
toral backdrop of the landscape created an imaginary
unbroken line (like a fence), created by the repetition

On Jacques Derrida’s letter to Prof. Toshihiko
Izutsu (1914-1993) from Keio University, in

reply to a request for help in translating the
concept of deconstruction from European
languages into Japanese, see: Jacques Derrida,
“Letter to a Japanese Friend,” in: David Wood

& Robert Bernasconi (eds.). Derrida and
Différance (Warwick: Parousia Press, 1985): 1-5.

The Want of Matter was the title of an
exhibition that referred to the lowly and
ignoble materials commonly used in Israeli art
of the 1960-1970s. The term became synonymous
with Ars Povera and artists using simple,
common or found materials. See: Sarah
Breitberg-Semel, The Want of Matter: a Quality
in Israeli Art, Exh. Cat. Tel Aviv Museum

of Art, 1986.
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and the alikeness of the details. A series of black-and-
white photographs from 2012 of Tegart forts (British
police stations from the Mandate period) (plate 17,
p. 16) that are located along the borderline functions
similarly. My last project in this subject was a video
shot in 2013 during a drive around the perimeter fence
of Kibbutz Be’eri, in an area close to the border with
the Gaza Strip.

EL: The use of symbols related to formative
myths of Israeli society is not new in

your oeuvre. I first encountered your

art in November 2000, in your solo show
Quarantine (plate 18, p. 17), at the Heinrich
Boell Foundation Gallery in Tel Aviv. In that
exhibition you referred to typical icons of
Zionist-settlement Israeliness - the sabra and
the orange, two symbols that also encapsulate
the history of the Israeli-Palestinian conflict
- brought together with the praxis of the
bonsai, borrowed from Japanese culture.

The orange, a fruit that actually originates in
China, was also at the center of your next solo
exhibition, Apfelsine (plate 19, p. 17), in 2001,
in the Midrasha Art School Gallery, in which
you integrated the story “Land of the Sad
Oranges,” by the Palestinian author Ghassan
Kanafani. The history and politics of China
and Japan, like those of Israel, are immersed
in national traumas, complex relations

with the neighboring countries, oppressive
relations of the majority toward minorities,
and ethnonational tensions and conflicts that
include surging popular violence and organized
police brutality. This analogy is a central
element both in your research and curatorial
work, and in your art.

AZ. My engagement with this subject dates back to
the 1990s, but the first time I spoke directly about the
Nakba, through the examination of plights of exclu-
sion and population transfers, was indeed in the Quar-
antine exhibition, in which I installed trees and plants,
some of them local, excluded from the surrounding
sphere, to be supplanted by others that are more high-
ly regarded. Basically, I was referring to the sabra -
a local plant that became broken, hidden, scattered
around roadside fences — as a silent testimony to a way
of life and agriculture that had once existed and was
then destroyed and denied; and to rose bushes, which
are considered prestigious European plants that con-
nect Israel to Europe and serve, in everyday praxis
(agriculture and export, for example), as a means by
which to situate Israel as a developed Western nation.
Beginning in 2002, the Nakba, together with related
concepts, such as erasure and concealment, began to
occupy a more extensive place in my work, particu-
larly in an ongoing series of installations in which I
stretched camouflage netting horizontally, and under
which different objects were concealed (plates 20-
23, p. 18). The work I created upon my return to Is-
rael in 2010, in which I installed an entire model of
a destroyed village, hidden under camouflage netting
(plate 20, p. 18), is perhaps the most direct in the se-
ries, but they all address the same themes. In 2013, I
exhibited my work Mini-Nakba / Dry Garden (plate
24, p. 19) on the roof of Beit Benyamini in Tel Aviv (the

Israeli Center for Contemporary Ceramics), consist-
ing of a group of sculptures representing remnants of
destroyed houses made of stone pebbles, which were
implanted and integrated into a surface of broken ce-
ramic shards. Alternatively, in my research, curating
and writing, I often focus on works by Palestinian-Is-
raeli artists, such as Ibrahim Nubani,' Abed Abdi,"”
or Hanna Farah Kufur Bir’im. In the course of writ-
ing about Farah’s work (at the center of which is the
story of the village of Bir’im), I went through various
archives and reached documents and photographs that
had not seen the light of day for decades.'®

EL: There is no doubt that when it comes to
considering hybridization or split identity,
Palestinian-Israeli identity is one of the most
complex and challenging cases. In your
research project on Chinese and Japanese

art, in your MA thesis on gender, and in your
doctoral dissertation, which researched
Strategies of Camouflage, questions concerning
identity in relation to situations of alienation
and belonging, or being scrutinized and
assimilating, are central. The “toolbox” for
addressing these questions includes numerous
thinkers, such as Homi K. Bhabha, Jacques
Ranciere, Judith Butler and many others. Still,
it would seem that for you, Gilles Deleuze

and Félix Guattari’s analysis of the rational
structures underlying Western thought
occupies a central place.

AZ: Within the framework of working with the con-
cepts of Deleuze and Guattari, I have found their no-
tion of “schizoanalysis” to be central for me. This is a
particularly challenging idea, because it proposes a
concept of scattering and dismantling the self, where-
as our inner view of ourselves is experienced as con-
tinuous and coherent. I use the concept in its diffuse
form (not defined or closed) as matter, in the same
way that decentralization and fragmentation are al-
ternative forms of apprehending reality as not be-
ing constructed around a unifying center and a linear
and phenomenological continuity. My personal schi-
zoanalysis, I think, is performed in concentric forms
of distant circles. Personally, I experienced situations
of schizophrenia and hybridization more during my
years in London than I did in China or Japan. It was
actually in London that I became identified as a mi-
nority, and in particular as a Jew. Neither of these pa-
rameters contributed to my sense of security: on the
one hand, I was a successful PhD student and an ac-
tive artist, but on the other hand, in my everyday con-
tact in the public sphere, I was constantly patronized
or ignored. That was when I understood, even if only
slightly, what it means to be a Palestinian-Israeli: the
tension between identity and personal achievements,
and having to cope with labeling, minority-group affil-
iation and a sharp sense of alienation. Of course, the
Palestinian-Israeli case is immeasurably more com-
plex, because the sense of alienation emerges in your
own home, and affiliation is not just with a minority
group, but to a minority associated with the enemy.
It was also at this time (2003) that I established con-
tact with Ibrahim Nubani and wrote the article about
him that first linked schizophrenia and camouflage.
My principal argument is that an extended situation

of invisibility or camouflage involves loss of a coher-
ent and complete identity, as it is articulated in the
psychoanalytic discourse, for example. My conversa-
tions with Ibrahim at the time cast a convoluted line
between the identity of my grandparents, who lived in
Berlin in the 1920s and 1930s; his identity as a mem-
ber of the Palestinian minority in Israel today; and
my private experience in London at the beginning of
the 2000s. The schizophrenia, as I understood it then,
stemmed from the disparity between the sense of self-
worth and the image formed in the eyes of the behold-
er, which is nourished by stereotypical values and
driven by a host of prejudices that are not necessarily
relevant to my private identity, or the manner in which
Iimagine the way that my image / identity is reflected
in the eyes of the beholder.

In general, I see the philosophy of Deleuze and Guat-
tari as being the most sophisticated and effective in-
strument for dismantling and reconstructing some
of the cornerstones of Western thought. In observing
that the Freudian analysis of the Oedipal conflict ex-
cludes all those who, for whatever reasons, were not
born into a nuclear family with two heterosexual par-
ents, they expose the method by which an ostensibly
scientific theory of mental processes that are related
to gender and sexual development, is effectively used
as a structure to maintain the power of the Western
model of the family, through which it creates the mod-
el of social control of the individual. Accordingly, the
negation of Oedipus, “anti-Oedipus,”" is a first step
in order to liberate subjects from the burden imposed
by the Oedipal idea, which aims to regiment and dis-
cipline the individual within the existing social struc-
tures. In the light of this insight they dismantle and
analyze a plethora of Western perceptions: between
body and thought, between matter and consciousness,
between memory and sexuality, between visibility and
invisibility, and more. Almost every one of the works I
have created derive from a connection to some aspect
of their thinking, principally through a number of cen-
tral concepts that they develop recurrently:

The concept of "becoming imperceptible" appears at
the end of their discussion about the process of be-
coming®. From their point of view, invisibility is not a
result of being fixated in a state of alienation, but the
very opposite: it describes a process of total assimi-
lation into one’s surroundings, of becoming identical
with it, belonging to a point where one becomes invis-
ible. The concept of "schizoanalysis",>! which we have
already mentioned above, suggests a new form of un-
derstanding people — not through the notion of a clear,
crystallized, uniform and consistent core, but through
a decentralized, spatial conception of the self, which
views the self as an open process in a state of constant
flux, and involves a perpetual negotiation between the
subject and the surroundings, and situations of alien-
ation/assimilation and belonging/non-belonging. They
see the concept of "multiplicity"?? in relation to a pas-
sage out of the regimentation and control of a unify-
ing discourse, and its replacement with structures
of repetition and difference. The "fold" refers to the
surface, and the transition from two-dimensional to
three-dimensional by means other than the illusion of
representation, or presence of objects. "Nomadism"?
is a concept that the two thinkers posit as an alterna-
tive to the centralized, stabilizing perception of the
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See: Ayelet Zohar, "The Paintings of Ibrahim
Nubani: Assimilation, Camouflage and
Schizophrenia”, Theory, Culture & Society (vol.
28(1), Jan 2011): 3-33.

Ayelet Zohar, “Folds and Tents, Portraits and
Drawers: Homage to Lutfia, My Sister in
Yarmouk Refugee Camp”, in Abed Abdi: Homage
to Lutfia, exhibition catalogue (Haifa,

Beit Hagefen, 2013): 27-37. https://www.academia.
edu/17302977/Folds_and_Tents_Portraits_
and_Drawers_Homage_to_Lutfiyah_My_Sister_
in_Al_Yarmouk_Camp

Ayelet Zohar, "Bir'im on Caves: Archive of
Archives”, photo essay and epilogue, Bezalel
Journal of Visual and Material Culture, issue no.
3 (Visual Activism), May 2016:
http://journalbezalel.ac.il/en/article/370s

For a discussion of the Oedipus complex and
its resolution (according to Freud), as a
regulating factor in Western society, see: Gilles
Deleuze & Félix Guattari, Anti-Oedipus:
Capitalism and Schizophrenia, Robert Hurley,
Mark Seem & Helen R. Lane (trans.), (London:
Athlone, 1984) [originally published in French,
Paris: Les Editions de Minuit, 1972].

The concept of becoming (devenir), is taken
from Deleuze and Guattari’'s book A Thousand
Plateaus, referring to a process of constant
change and transformation from one state
into another. Becoming-woman, becoming-
animal, becoming-imperceptible, etc. See: Gilles
Deleuze and Felix Guattari, A Thousand
Plateaus: Capitalism and Schizophrenia, Brian
Massumi (trans.), (Minneapolis and London:
University of Minnesota Press, 1987): 279
[originally published in French in 1980].

For a definition of schizoanalysis, see: Gilles
Deleuze & Félix Guattari, Anti-Oedipus, 322-339.

This concept is part of the discussion of

difference and repetition, as it appearsiin

A Thousand Plateaus: Gilles Deleuze, Difference

& Repetition, Paul Patton (trans.), (New York:
Columbia University Press 1994) [originally
published in French in 1968]; Gilles Deleuze

and Felix Guattari, »1837: On the Refrain,

A Thousand Plateaus: Capitalism and Schizophrenia,
310-314.
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hegemonic discourse, and the nomad is the one who
challenges the regularized, hierarchical system by
means of perpetual movement, instability and cross-
ing boundaries. The concept of "body without organs"
offers a reading of the body beyond the functional me-
dicinal division of organs and function, with a pref-
erence for a perception of the body as an affective
wholeness of sensation and experience — the hurting
body, the addictive body, the enjoying body.**

These are all concepts and values with which I identi-
fy, and within which I perform my writing and curato-
rial work, and they are also given place as substantive
repeated features in my artwork: repetition and mul-
tiplicity of lines, patterns and cuts; assimilation and
camouflaging of images into and onto the surface and
composition; minor differences between form and
background that stretch the boundary between the
point of resemblance and the point of difference, in
terms of both the color scale and the forms and imag-
es; elimination of the hierarchy, both between center
and margins, and between “high” and “low” materi-
als; use of exceptionally long formats; and table-like
or folding structures.

EL: Here we come back to this movement
between theoretical research and visual
inquiry, which has been a constant process

for you. Without a doubt, a key concept for
understanding your art is “camouflage,” which
you have been studying and developing for
years. Would you agree with me that your
artistic engagement with camouflage preceded
your theoretical inquiry, and that it appears
very early in your work - initially related

to sexual imagery?

AZ: 1t is definitely possible to find in my early works
an engagement with covering and concealing, which
can be considered the start of my interest in camou-
flage. Indeed, concealment as a central theme is ap-
parent as far back as 1985, in Masturbator (plate 44, p.
54) , the earliest of my works in your collection. Thin
lines extend across the width of the painting, cover-
ing it thoroughly. This hatching simulates monitor im-
ages, or an image seen through a screen. Underneath
the thin lines, a large figure of a man emerges, a kind
of Great Father or a leader — perhaps a Mao-like fig-
ure, or Raffi Lavie, or Big Brother from Orwell’s 1984
- as a patriarchal representation. By juxtaposing a
meta-leader with masturbation, I was to critique the
self-absorption of leadership, the solipsism, belliger-
ence, and the positioning vis-a-vis the world from a
stance of indifference, callousness and disregard. The
masturbating man lies on the edges of the frame, in
the forefront of the painting, wrapped up in himself,
his back merging with the base of the picture, his fig-
ure constructed with lines and engraving, being one of
my first attempts at woodcutting using a knife, with
the aim of penetrating the painting’s surface.

Sexual imagery is not constantly present in my work —
though it reappears from time to time, always related
to my engagement with lines and screens. In a later se-
ries of works, ink paintings on paper, I worked with im-
ages taken from the world of "shunga" - pornographic
images in Japan - placing the images behind folding

screens, curtains, mosquito netting, screens, blinds
and fishing nets: different ways to conceal the act be-
hind a surface barrier of thin lines (which merges with
the surface of the painting), between image and view-
er (plates 42-43, pp. 52-53). In that series I focused on
the disposition of mechanical lines, amalgamated with
manual lines. During my studies at the Central Acad-
emy of Fine Art in Beijing, I heard time after time
about the importance of the line, its “bone” structure,
sensitivity, its mode of progression and compression.
The more I heard about it, the more I refused to accept
such a dictate, or the view that sees the line as an ex-
clusive construct for depicting sensitivity or expres-
siveness. I looked for a way to resolve this conflict
without abjuring the tenets of the classical methods of
ink painting. The first stage took place when I found a
type of paper with a delicate line texture, created by
the net into which the pulp is cast during its prepara-
tion. It is simple, inexpensive paper, primarily used
to filter the light entering through glass windows. I
filled the first sheets with drawings of thin lines, me-
ticulously repeating with a brush the lines that were
forged into the texture, superimposing the lines in the
industrial paper with my manual lines.

Accordingly, the first series of lines was mostly ab-
stract, but it prompted me to search for an image that
would match, in terms of its visibility and essence, the
relationship between “manual” or “sensitive,” and the
mechanical / industrial. The first images created in
that group were of bamboo blinds and screens, some
of them stretched open, others rolled up and expos-
ing the surface. In the next stage, I found a group of
"shunga" images that were designed so that the erotic
scenes were situated behind bamboo screens, mosqui-
to netting or fishnets (plates 25-26, p. 21). I “translat-
ed” these images into my fine lines system, and copied
them onto the same type of paper by means of repeat-
ing the lines in the paper’s texture, to form the image.
Thus, the choice of pornographic images for this se-
ries actually derives from a thrust to conceal, cover
and deconstruct the image into the array of lines, yet
the series embodies an historic element, namely, the
tension between East and West. The sexual imagery of
"shunga" was ubiquitous in Japan between the seven-
teenth and nineteenth centuries. They were rendered
by the finest artists, and were part of the widely active
market of making and distributing printed and dupli-
cated images in Japanese cities during the Tokugawa
period. The ban on their distribution, and the restric-
tions on the depiction of genitals or pubic hair are the
result of the encounter with the Victorian puritanism
of the Americans and the British in the nineteenth cen-
tury — and in Japan, contrary to Europe and America,
those restrictions remain in effect to this day.

EL: Camouflage later gradually becomes more
extensive in your work and receives new
contexts. Stylistically, camouflage is already
present in your Woodcuts series from the 1990s
(plates 46-50, pp. 61-67), and more saliently in
a large series of paper works from 2004-2005
(plate 36, pp.38-41; plate 45, pp. S6-59; plate
54, pp. 74-77; plate 60, pp. 80-91), consisting
of various camouflage designs, which we
acquired for the Haaretz Collection almost in
its entirety about ten years after its creation.
Camouflage appears in your work in relation

to situations of hybridity, and in an effort to
assimilate into social and cultural spaces, and
the significance of these works would seem
to be the relationship between the seen and
the comprehended, between the seen and the
unseen. How did you come to be engaged with
this concept, and what is its importance in
your entire oeuvre?

AZ: 1 arrived at the concept of camouflage almost by
chance during the 1990s, while working on my thesis,
which looked into the work of Morimura Yasumasa,?
in the context of Judith Butler’s concept of gender
performance/ mimicry, and the cultural mimicry ad-
duced by Homi K. Bhabha. While doing the research
and reading relevant Lacanian material, I arrived at a
sentence written by Jacques Lacan in the XI Seminar:
“The effect of mimicry is camouflage.”?® The encoun-
ter with this idea affected me profoundly, and from
it sprang the decision to devote my doctoral disser-
tation to the question of camouflage. In the end, the
research developed in a Deleuzian direction, and in-
cluded a discussion of concepts mentioned above, such
as schizoanalysis and imperceptibility. With regard to
the visual materials, I focused on images of political-
ly oriented camouflage in projects of contemporary
artists from different parts of the world, with an em-
phasis on Japanese and Palestinian-Israeli artists. The
PhD research included a practical element, in which I
exhibited an installation project in four spaces (plates
20-23, p. 18), each responding to the four chapters of
the dissertation through a presentation of visual struc-
tures that referred to the research process presented
in the text. Thus, for the first time declaratively, intel-
lectual inquiry and visual project fused into one com-
plete course of action.

Two figures I encountered during my research exer-
cised a decisive influence on the directions in which
my art developed. The first is Abbott Handerson Thay-
er (1849-1921), a mediocre American painter who was
the first to describe the different praxes and types of
camouflage that prevail in nature. From a systematic
perusal of his personal archive I learned a great deal
about his research process, as well as about the re-
sistance and ridicule he aroused initially among lead-
ing figures, such as President Theodore Roosevelt,
and distinguished bodies such as the Harvard societ-
ies of ornithologists and zoologists. Despite the oppo-
sition, Thayer persisted with his research and visual
experiments, until finally he found an attentive ear in
the British War Office. Overall, he was a conflicted
and tragic figure, with manic-depressive symptoms,
who insisted on his ideas and followed them to the end.
Many of Thayer’s visual objects and his achievements
are present in various forms in my own work, such as
in the Snipers (plate 27, p. 21; plate 28, p. 22; plates S1-
53, pp. 68-73) in paintings, collages and prints.

The second figure is Shiina Sukemasa (1868-1933), a
little-known Japanese photographer. I first encoun-
tered Shiina’s work in John Dower’s book A Century
of Japanese Photography, in which an abstract pho-
tograph of a solar eclipse taken in 1894 appears. In
my search for additional information about him, I
went to Sapporo (the largest city in Hokkaido Pre-
fecture), where I became acquainted with his diverse
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The discussion of nomads and nomadology
appears in Ch. 12 of A Thousand Plateaus:
"1227: Treatise on Nomadology The War
Machine,” A Thousand Plateaus, 351-423.

The discussion of the term body without organs
appears for the first time in Anti-Oedipus, Ch.
2,9-16,and in A Thousand Plateaus, Ch. é:
“November 28, 1947: How Do You Make Yourself a
Body without Organs?~, 149-166.

See note no.s

In the XI Seminar, Lacan refers to Roger

Caillois’ text and the stance of the viewer vis-
a-vis the concealed. See: Roger Caillois,

“Mimicry and the Legendary Psychasthenia,”
October (Vol. 31, Winter1984): 17-32 [Originally
published in Minotaure in 1935]; Jacques Lacan,
The Four Fundamental Concepts of Psycho-
Analysis, Jacques-Alain Miller (ed.), Alan

Sheridan (Trans.) (London: Vintage, 1977):99.

(First published in French, Editions du Soleil, 1973).
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photographs, his attempts at astronomical photogra-
phy, inventions and patents registered in his name,
and his involvement in preparing flash lighting for
the funeral of the Meiji Emperor (held, as is the cus-
tom in Japan, in the dark of night) in 1912. Working
with Shiina’s materials, and with an extensive corpus
of sun images and astronomical photography in Ja-
pan, opened a new vista of photography — photographs
that do not represent or show anything, but engage in
registering light on the photographic material itself,
what I coined opaque photography. My great interest
in this concept, and in photography that does not show
anything but serves as an opaque “trace” of the reg-
istering of light, derives from my engagement with
questions of camouflage and invisibility, and their em-
bodiment in photography. This research, too, stems di-
rectly from my studio work: In many cases, I do not
view the painting surface as a representation zone, a
“window to the world,” but I engage in questions of
how the erasure of the surface eliminates the image;
and how writing and other actions performed over the
surface (touching, placing or penetrating) create the
image as a trace. The use of the trace as a primary im-
age - or “arche-writing”, as coined by Derrida,” when
the real “writes” itself onto the surface - is a central
process for me in regard to the construction of the
concept of camouflage. The erasure of the picture’s
representational depth and the concentration on the
surface are thus closely connected to my research of
Japanese photography.

There is no doubt that the paper drawings of 2004-2005
(plate 36, pp.38-41; plate 45, pp. S6-59; plate 54, pp.
74-77; plate 60, pp. 80-91), which includes more than
50 ink drawings of camouflage designs taken from the
uniforms of various armies, is very central in terms of
my visual inquiry into this subject. The series dwells
on the immense diversity of forms and coloration de-
signs, which deconstructs the body’s surface and as-
similates it into the environment. The process in this
series, as in ink painting in general, takes the form of
improvisation on one theme and multiple variations,
like in jazz music. There is a relatively limited number
of subjects in the ink painting tradition, but endless
number of variations are employed through stylistic
differences in brush stroke, and the personal hand-
writing of the artist. This process of investigating and
clarifying varying states of camouflage recurs in my
artwork over years: in a series of paintings on plywood
from 2015-2016, considering images of stretched cam-
ouflage netting; in series in which I follow different
modes of a portrait’s assimilation and disappearance in
the surrounding space, as in a 2007 painting of masked
individuals (plate 30, p. 23) or a series of photographs
of people hiding their face in the palms of their hands
or turning their back to the camera (2009); in a series
of shots of my son, Ido, hidden among branches and
plants in an urban space and in the desert (2011-2012)
(plate 31, p. 23); in a series of photograms created
while in London, in which I projected light on a cam-
ouflage net directly placed onto a photo-paper surface
(2007) (plate 29, p. 23); and in a series of installations
of camouflage netting (2004-2010) in which I worked
with white British Army camouflage netting (original-
ly designed to cover objects in the Arctic), concealing
and assimilating objects and images into the gallery
space. The systematic use of a low gamut of colors,
or of monochrome, and of the surface flatness which

characterize my work, connects well to my engage-
ment with images of camouflage — as camouflage is a
process of flattening three-dimensional objects, con-
necting them to the plane surface, while annulling con-
tour lines or bright coloration.

EL: You mentioned that you came up with a new
term, "multifocality", a result of your doctoral
research, which serves you both in your writing
about art and in the artwork itself.

AZ: "Multifocality" is a term that suggests the spread
out, primarily flat, which is opposed to the singular,
unified point of view of the classic painting or trans-
parent photography (i.e., the photograph as a window,
showing the world, while concealing the representa-
tion process).?® The multifocal point of view enables
an understanding of spatial disposition, not from the
observer’s point of view (which necessarily becomes
a panoptic mechanism, controlled by the gaze), but
as a multiplicity of spatially dispersed points of view
that create a peripheral view and an omnidirectional
disposition.

The concept of cubism, for example, comes to mind
in this context, but in East Asian landscape painting
tradition, this concept existed centuries earlier. East
Asian cartography, particularly military cartography,
also differs from Western models, where the map is
northern-orientated, or a uniform depiction of the de-
marcated area; rather, it is horizontally oriented, pre-
supposing the map being spread out on a table and
viewed from all sides. My painting, too, in many cases,
is done with its surface lying on a table or on the floor,
while I move around the surface in different direc-
tions, seeking to create a moving workspace. Accord-
ingly, the point of view might also change frequently,
though in the end I take into account, for practical rea-
sons, that the works will be hung on a wall, as that is
how art is commonly shown and experienced.

EL: Since you have mentioned military maps,
it is notable that militarism recurs in your
work in various ways as a sub-theme of

your engagement with camouflage: in the
shooting-range works, the camouflage netting
installations (plates 20-28, p. 18), in the Snipers
series (plates 27-28, p. 21-22; plates 51-53,

pp. 68-73) — the Binoculars series (plates 32—
33, p. 24), Marun al-Ras series (plates 34-40,
pp. 42-49), the Landscape with Full Moon and
Bombings series (plate 34, p. 25; plate 41, p.
50), among others. The state of war and violent
conflict trickles into your works through the
representation of military violence.

AZ: At the first level, it is not surprising that images
of this kind enter my work, given that I create from
within Israeli society, in which militarism is certain-
ly a central feature; its public space is saturated with
manifestations of establishment and military violence.
But at another level, and one that is no less meaningful
for me, the militarism also aims at Deleuze’s war ma-
chine.? In his early essay on the war machine, Deleuze
talks about the nomads, the fighters and the mecha-
nisms of war and their interconnectivity. I think that

these performances of army and militarism in my
works (sniper, shooting, fortresses, camouflage, and
so forth) are related in a deep way to this concept of
nomadism and of the army as a tribal, hierarchical
disposition moving in space. The militarism in my art
does not necessarily refer specifically to the Israeli
army and its actions, with their host of political im-
plications; rather, it is related to the military action of
camouflage, and the sniper’s embodiment of the gaze,
invisibility, control, stealth, precision, aiming, and so
forth. I perceive these actions as being broadly com-
parable to the actions of the painter - not the tradi-
tional European painter who copes with the window
view and visibility, but the painter of the surface, who
relates to surface and gestures (or objects) placed on
the surface. In my specific case, the relations of the
surface and its wounding, the transition between the
surface of the plywood and its rear, between placing
and digging, penetrating (bullet, knife) and stroking
(paintbrush) - all express relations of intentionality,
suspicion and defensiveness, that may be well accom-
modated in Deleuzian thought of nomadism and war
machine.

I am interested in the sniper image since I find it to
well embody the continuity between the political and
concrete-militaristic dimensions, the visual dimension
of camouflage and invisibility, and the theoretical di-
mension of the panoptic discussion on control via the
gaze (the sniper can see, but is not seen) — and raise
questions of disappearance and assimilation, and of
identity in general. In various works of mine, in which
the image of the soldier-sniper is implanted in a visu-
ally noisy space of wallpaper or bedding patterns —
drawn with brush, ink or graphite — the violent aspect
is assimilated into the surface of a decorative floral
pattern (plate 51, p. 68). The sniper’s image appears as
an identity-less model, a medium of power and control.
The implantation of the anonymous sniper as a vio-
lent being bearing a high potential for inflicting harm,
within eye-pleasing colorful patterns, is akin to the es-
sence of the camouflage motif.

The inspiration for these works comes from the un-
believable story of Onoda Hiroo (1922-2014), a Japa-
nese Imperial Army intelligence officer, who went on
hiding in the jungles of Lubang Island in the Philip-
pines for three decades after the end of the Asia-Pa-
cific War, until he was discovered in 1974 (following an
encounter with a young photographer who was deter-
mined to find and bring him back to Japan). During his
years in hiding, Onoda operated as a sniper and killed
dozens of people in order to obtain food and satisfy his
other needs. Something in the incomprehensible pow-
er of the sniper’s controlling gaze, and his ability, with
a light squeeze of the trigger, to decree life or death
from afar, is a highly disturbing thought, particular-
ly in the light of his own invisibility and his absence
from the gaze.

EL: What you say repeatedly evokes the
question of the subject’s invisibility and of the
medium as a central issue. It is apparent that
you are looking for ways to cope with the fact
that the medium is generally user transparent
(for artist and viewer alike). Accordingly,
both in your painting and your photography
you try to avoid, as far as possible, the praxes
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Archae-writing, a basic concept in Jacques
Derrida’s thought, is extensively discussed in
his quintessential book Of Grammatology.
Derrida maintains that the writing of the Real
precedes speech, precedes image or form. The
Real is a concept borrowed from Lacan's
analysis, which refers to absolute existence
that is found beyond the limitations of the
senses, and is therefore not accessible

to human consciousness. Archae-writing is
the way in which the real inscribes itself
(Derrida, Of Grammatology, 59-61). Derrida
argues that communication can exist only

if the Real is presented in the signifier, and
that the primary registration of the Real

on material takes place in the forms of
imprinting, scratching, engraving, scarring,

or any other form in which the Real “is written/
inscribed” into matter. For further
discussion of this concept, see: Jacques
Derrida, Of Grammatology, trans. Gayatri
Chakravorty Spivak (Baltimore: John Hopkins
University Press, 1997). [original in French, 1967].

On the concept of “Transparent Pictures,” and
on photography as a medium for representing
reality, see: Kendall L. Walton, “Transparent
Pictures: On the Nature of Photographic
Realism,” Critical Inquiry (Vol. 11(2), Dec. 1984):
246-277.

The term “war machine”, which appears in

A Thousand Plateaus, refers to the world of the
nomads, the tribal structure of organization
and to movement in the space and on a Smooth
Space. See note 18s.
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of representation, concentrating instead on
surface, materiality, on rendering objects
present, and on images that are anti-image
(hidden, erased, blinding, and the like). The
term user transparent, the title of one of
your paintings (plate 35, p. 37), which we also
chose as the title for this exhibition, derives
from the world of computers, referring to

a situation in which every command of the
user entails a long series of actions that are
required in order to arrive at the desired
result. But these are hidden from the user’s
sight. Applied to the social world, the term
alludes to the concealment of true price —
human, economic, ecological or other - that
is exacted across the chain of production /
providing services / managing conflicts and
so forth, hidden from the eyes of the end
user (citizen / consumer). Being transparent,
a situation in which things exist but are not
visibly manifested, is also relevant to your
work on several other platforms: I refer to
Asian art being transparent for Israeli art,
which insists on viewing itself as part of
Western art exclusively; to your engagement
with the ongoing Palestinian Nakba, which is
transparent for the Jewish-Israeli consensus;
and to the biographical aspect, in which
your many decades of ramified artwork is
transparent to the art establishment

and the art world.

AZ: Beyond the various images and contexts that arise
from the way camouflage functions in my art, I do in
fact think that the concept of transparency can also
act as a metonymy for the position of my body of work
in relation to the Israeli art field. In many senses, 1
work as a camouflaged artist: my presence in the pub-
lic sphere is as a curator, researcher and lecturer,
whereas my artistic activities take place in the stu-
dio and hardly hold any public visibility, and are not
known to the broad public. It is, then, highly meaning-
ful that Amos Schocken and you have made recurrent
visits to my studio over the years and acquired a large
volume of works for the Haaretz Collection, and now
are also exhibiting them. The continuity of the connec-
tion between collector and artist is a type of anchor,
in terms of the sheer knowledge that one’s work has
gained recognition and appreciation that are not occa-
sional, random or erratic, but stem from following and
staying abreast of the long-term processes, based on
systematic and deep familiarity with the ongoing body
of work, and the fact of giving it a home.
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