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Lyrics: Nicusor Constatinescu & Nicolae Vladoianu
Music: lonel Vasilescu
Translation: Tomedes Israel
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Hanna Sahar

Untitled (from: Princess
Bingo), 1999

c-print
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Hanna Sahar

Untitled (from: Princess
Bingo),1999

c-print

37X56
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Hanna Sahar
Untitled (from: Princess

Bingo), 1998
c-print
42X63
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Yitzhak Livneh
Untitled, 1987
oil on canvas
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Yair Barak

Untitled (from:
Gardens City)
2001, c-print

70X70
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70X70

Yair Barak
Untitled (from: Gardens City)

2001, c-print
70X70
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V21X D017XN ,2001

70X70

Yair Barak
Untitled (from:
Gardens City)
2001, c-print
70X70
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70X70

Yair Barak

Untitled (from:
Gardens City)
2001, c-print

70X70
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Ahmad Canaan

Blanketed by the Sky, 2010
oil on canvas

120X170
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2008 ,Dessertland
7T 07:50 1T

Lior Shvil

Dessertland, 2008

video, 07:50 min
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N0J 0OTN ,1978-1983
102X102

Moshe Ninio
Sleeping Figure (Preparatory Work)

1978-1983, silver print
102X102
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Tzion Abraham Hazan
The Night of My Dream About
the Warrior Looking Up, 2015
mixed media on paper
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Merav Kamel

Untitled (from Maalal),detail, 2016
mixed media on paper

70X50
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Shay-Lee Uziel
Scattered Light, 2007
mixed media on paper

60X80
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60X80

Shay-Lee Uziel
Homely, 2013

mixed media on paper
60X80

78



81

TR 17

2008 ,"nXy 0VIVINY
71 7V N27vN A7*100
80X60

Shay-Lee Uziel

Self Portrait, 2008
mixed media on paper
80X60
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Shay-Lee Uziel

The Twins, 2012
mixed media on paper
80X60
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150X150

Larry Abramson
Lilith, 2000

oil and acrylic on canvas
150X150

110N12N "MINY

2000 ,1N7N

TA7Y 7R Y
37.5X37.5

Larry Abramson

Thalthu, 2000

oil and acrylic on canvas
37.5X37.5

110N12N MINY

2000 ,RV7

T1 7Y 77N Ny
75.5X75.5

Larry Abramson

Kata, 2000

oil and acrylic on canvas
75.5X75.5
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Larry Abramson

How Beautiful the
Nights XVIII, 1989

oil and acrylic on canvas
150X75
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Larry Abramson

How Beautiful the

Nights XXIll, 1989
oil and acrylic on canvas
150X75
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INTO THE NIGHT

FROM THE HAARETZ COLLECTION



NEW LIGHT

I didn’t study art history, nor did I acquire a theoretical education in the subject. I rely
on my impressions and feelings, but after holding 11 exhibitions from the collection in
the Minus 1 Gallery, I realize that curators also have an influence on impressions. When
I see a work I acquired some time ago in a new context, I sometimes discover things I
hadn’t seen in my first encounter with it.

Accordingly, when an exhibition from the collection is mounted, with a different theme
each time, I'm curious to see which works will be displayed in it — the combinations could
be many and varied - and how this will affect the experience and the way the works are
viewed.

In the current exhibition, the fact that night is itself a broad subject is reflected already
in the diversified range of the works, which give expression to night’s multiple aspects.
Yet it becomes apparent that night is only one element that connects between the works
and that each of them is rife with additional facets and contexts.

Amos Schocken
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Dark Spark Into The Night Works Hebrew
Avner Shapira Efrat Livny
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DARK SPARK

Avner Shapira

Night is the mouth of a pistol
Into which we look

Dully and stupidly

After we've been shot.

Hezi Leskly (”"Twenty-one Short Poems or The Pistol”)1

In the summer of 2022, the lights went out again all over Europe. In 1. Hezi Leskly, The Finger:
Rt the wake of the Russian invasion of Ukraine and the international ic;m:;Q;:e;E)jzs;elp 57
o tension it generated, and in the absence of a speedy solution to the (Hebrew).
\%{ﬁ gas crisis that erupted on the Continent, Germany and other West-
'*9 ern European countries decided to reduce energy consumption dras-
ef J'f:._ tically and to restrict the use of gas. Among the first to have their
;‘! .'t: power turned off were prominent monuments. Berlin turned off the

f ‘ ;' spotlights that illuminated about 200 monuments and public struc-
J | tures, among them historical gems and tourist attractions such as
; r! the Victory Column in Tiergarten Park, the Memorial Church in Bre-
| E itscheidplatz, the Berlin Cathedral and the Jewish Museum. Short-

ll ly afterward, this policy was expanded and shopkeepers across the

' J E-. ] N\ Ir, country were instructed to darken their display windows all night.

h : And there was darkness.

b

. ; r j E Almost 100 years earlier, in 1925, Edward Grey, who was British for-
i } eign secretary during the first two years of World War I, published
his memoirs. What is familiar today from them is mainly a short pas-
sage in which Sir Edward coined a phrase. On an evening in August
\_/ ‘Jf 4 1914, shortly after the war broke out, a friend came to see him, Grey
' 1 related. “We were standing at a window of my room in the Foreign
| Office. It was getting dusk, and the lamps were being lit in the space

|| /r below on which we were looking. My friend recalls that I remarked 2. Viscount Grey of Fallodon:

=
/s

————
=

on this with the words: ‘The lamps are going out all over Europe, we Twenty-five Years 18921916,
) New York: Hodder and
999

shall not see them lit again in our life-time. Stoughton, 1925, p. 20.

B T
—_—
e

H ¥
y | |
' ' '.l Although these words were written and became known only some
i .: Merav Kamel years after the conclusion of the Great War, they concealed with-
i! y Untitled (from Maalal), 2016 i . L. .
! f mixed media on paper in them a prophetic quality in a dual sense: regarding the near fu-
5 ! § . . . P
! 70X50 ture toward which Grey looked then with anxiety, toward the killing
! |
! A 7ny 21N fields of World War I; and also regarding a more distant future, the
\ :?&6,7;) ;'7;;?)”]”‘1'37 oo N7 calamities and catastrophes that were lurking in the form of the
| % ! l . . . . . .
L 70X50 murderous dictatorial regimes of the twentieth century. The shining
oy
f b ..h:l:*a
F b 'S
) & '-\.\ .::\-'q,:___




3. https://winstonchurchill.
org/resources/speeches/1930-
1938-the-wilderness/
the-defence-of-freedom-
and-peace-the-lights-are-
going-out/

4. Erika Mann, The Lights

Go Down, translated from the
German by Maurice Samuel,
New York: Farrar and Rinehart,
1940.

5. Irmela von der Liihe,
"Afterword,” translated from
the German by Shiri Shapira,
in the Hebrew edition of The
Lights Go Down, Tel Aviv:
Afarsemon, 2019.

lights of the night’s darkness — a glowing, almost naive symbol of
modern thought, of humanity’s domination over nature and its abili-
ty to develop advanced tools capable of eradicating the gloom — sud-
denly ceased and became a pungent metaphor for mankind that had
lost its direction and began to grope its way in the dark.

Even after the actual streetlights came on again in London and the
other great European metropolises, Grey’s “lamps going out” con-
tinued to flicker in the public consciousness. Winston Churchill ad-
opted the expression in a speech he delivered in October 1938, about
two weeks after the signing of the Munich Agreement between Nazi
Germany and the Western powers. In his “Defence of Freedom and
Peace (the Lights are Going Out)” speech, which was addressed to
the citizens of Britain and the United States, the statesman, who was
an exile in the political wilderness and hadn’t yet taken the helm in
his country, noted perceptively, “The stations of uncensored expres-
sion are closing down; the lights are going out; but there is still time
for those to whom freedom and parliamentary government mean

something, to consult together.”

On the eve of World War II, Churchill infused Grey’s catchword with
contemporaneous content and invoked the vanishing lights to illus-
trate the dwindling strength of the democratic regimes and the vast
dangers they faced. The lights that went out were henceforth a clear
image not only for normal life that had veered from its course and
morphed into mass bloodletting, but also for the loss of a moral and
even civilizational path. As such, they also invoked a call for a strug-
gle against the forces of darkness, against those who turn off the
lights, those who lend a hand to the dark.

A similar cry also flickers from the short story collection The Lights
Go Down, by the exiled German writer Erika Mann. Published in
the United States in 1940, the book recounts the moral deterioration
of German society in the first years of the Nazi regime through the
day-to-day stories of the residents of one city.? Nevertheless, as Ir-
mela von der Liihe notes, despite the restrictions and decrees with
which the book’s protagonists must cope, “The endeavor exists and
also the hope, that despite the darkness that spread over Germany
with the war’s eruption, the light of human decency and of the right-
ness of the moral path has not yet gone out. In this sense, most of the
stories refute the book’s title...”

A highly insightful anthology could be written about the ontology of
the Nazi night. Such a compilation could exemplify in a variety of
ways how night served in Adolf Hitler’s movement as a time to seize
an opportunity and to inflict calamity, both before the movement’s
ascension to power (beginning with the event in which the party
platform was presented in 1920, via the Beer Hall Putsch in Munich

in 1923, and down to the nighttime mass rallies in which crowds of
his supporters were swept into a state of ecstasy) and afterward as
well (recall the Night of the Long Knives in 1934, and Kristallnacht
in 1938).

The dark of night also begat an appropriate atmosphere for the
torchlight parade of Nazi supporters in Berlin on the day of Hitler’s
appointment as chancellor, in 1933, and it played an even more prom-
inent role in the annual conventions of the Nazi Party in Nurem-
berg, in which the architect Albert Speer created the “Cathedral of
Light.” The latter consisted of 150 antiaircraft searchlights, each
with a 2-meter radius, which were projected skyward to an altitude
of 15 kilometers. The monument, one of the peaks in the process of
aestheticizing the political space in the Third Reich, constituted vi-
sual materialization of the idea of the “living space” (LLebensraum)
of the community of the German people and its ambitions of terri-
torial expansion.

An official report about the impact of the Cathedral of Light on
Reich Party Day in 1937 stated: “Like meteors, the beams of light of
the tremendous searchlights appeared in the night sky veiled in gray
black. In the heights the pillars of light fuse in the ceiling of clouds
into a burning square wreath. A breathtaking picture: the flapping
flags, which are positioned on the stands and circle the field, wave in
the light breeze and gently nudge the paths of light back and forth.”®

However, after World War II broke out, even the glittering lights of
the Nazis’ spectacles began to fade because of the blackout, which
was imposed in German cities in an attempt to hamper the Allies’
bombers at night. In Berlin, the capital of the Reich, the stringent
regulations disrupted regular life, caused multiple traffic accidents,
brought about a rise in the frequency of criminal acts and hooligan-
ism, contributed to an increase in drunkenness and generated con-
siderable anxiety among the city’s residents.

In a famous episode, a serial Killer terrified the women of Berlin
from fall 1940 until summer 1941. Under the cover of darkness, he
assaulted women, stabbing them and trying to choke them. At first,
he operated in gardens in the city’s suburbs, the blackout provid-
ing a cover to approach the victims and afterward to escape. Subse-
quently he began to attack women in the dark cars of the commuter
rail system, striking them on the head with a blunt object and throw-
ing them off the moving train. The British historian Roger Moor-
house relates in his 2010 book Berlin at War how the criminal, who
was dubbed the “S-Bahn murderer,” was caught. A woman who was
attacked and thrown from the train but remained alive, testified that
he was wearing a railroad company uniform. Following an exten-
sive investigation, the police arrested a suspect: Paul Ogorzow, 29,

6. Quoted in Boaz Neumann,
Nazi Weltanschauung - Space,

Body, Language, Haifa

and Tel Aviv: University of
Haifa Publishing House and
Sifriat Ma’ariv, 2002, p. 106
(Hebrew).
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7. Roger Moorhouse, Berlin
at War: Life and Death in
Hitler's Capital, 1939-1945,
New York: Basic Books, 2010,
p. 46.

8. Maev Kennedy, “The

lights to go out across the

UK to mark first world war’s
centenary,” The Guardian,

July 10, 2014. https://amp.
theguardian.com/world/2014/
jul/10/lights-out-lamps-mark-
first-world-war-start

married and the father of two children, who worked as an assistant
signalman on the line on which some of the attacks had occurred.
He confessed to eight acts of murder, six attempted murders and 31
sexual assaults.

Ogorzow, who was a member of the Nazi Party and the SA, tried to
enlist race theory on his behalf and attributed his aggressive behav-
ior against women to unconventional treatment he had received for
gonorrhea from a Jewish physician. His defense was not accepted
and he was executed by guillotine, but as Moorhouse comments with
bitter irony, “He might feasibly have had some success with this
anti-Semitic line of argument. After all, at least one member of the
Kripo [Criminal Police] investigating team — Georg Heuser — would
go on to forge a murderous career as commander of one of the Ein-
satzgruppen, the Nazi execution squads that slaughtered Jews en

masse across eastern Europe.”7

Eight years ago, when Britain marked the centenary of the outbreak
of World War I, Foreign Secretary Grey’s old warning sign from
the summer of 1914 was invoked. Late in the evening, between 10
p.m. and 11 p.m. on August 4, 2014, the anniversary of Britain’s en-
try into the war, the lights were dimmed in many public institutions
across the United Kingdom, including at a national memorial cere-
mony held at Westminster Abbey and in private homes.® Thus was a
temporary monument formed - albeit of multiple locations, partic-
ipants and varieties, and limited to 60 minutes - to the profusion of
killing, devastation and mourning unleashed by that war.

That act of commemoration also paid tribute to the British states-
man’s ability to entertain a vision both apocalyptic and appallingly
realistic, enabling him to discern, at the very start of the Great War,
ordeals that were only intimated and the sweeping nights of terror
that would erupt afterward and in its wake. A modicum of consola-
tion may have inhered in this as well, for when this decentralized
memorial event took place, the period of the blackouts had passed,
the lights operated normally when darkness fell and no immediate
concern arose that “we shall not see them lit again in our life-time.”

Second
Watch

We arrived at the absolute dark.

What shall we do in the absolute dark, for it is without deeds?
How shall we observe it, for it is without sight?

How shall we sit in it, for it is without a point of support?

And what shall we do with knowledge whose knowing we were
deprived of?

We shall not do to it

and it shall not do to us.

The action, and the thought that is action

are the illness of the one who waits -

if so, we are healed.

Hezy Leskly (“Bubble Boy,” poem 0)9

Manifestly, there was no need to wait for twentieth-century British
politicians in order to forge an affinity between tangible darkness
and human darkening, for the history of culture abounds in attempts
to connect between the tenebrous shades of night and the gloom of
the tendencies and propensities it harbors in its depths. Multiple
generations of philosophers, writers, poets and artists nurtured this
confluence and also abetted the effort to expel the darkness - the
same darkness that was here at the beginning of all things.

In Hebrew, as in many other languages, the word “enlightenment”
evokes the effort to illuminate, to open people’s eyes, to overcome
the gloom and vanquish it. In a certain sense, human history - at
least if it is perceived as a project of continuous progress, of emerg-
ing from the dark into the light — is the chronicle of the days and
nights of this struggle. It is so both in its prosaic aspects, which pro-
duced effective inventions to control the night, neutralize its threat-
ening power and transform it into a routine element of quotidian
existence; and in its broad cultural aspects, namely the sheer at-
tempt to be liberated from the collective lack of wisdom and lack of
maturity, and introduce instead more moral social forms, thought
patterns of greater rationality, governmental methods that are more
highly developed and economic structures of greater fairness.

Thus was the original darkness domesticated, its formless chaos
transformed into darkling, a mere pale darkness. Once the means
were discovered that rendered it possible to overcome the uncer-
tainty and the insecurity that enshroud the night, the denizens of the
modern world could view disdainfully the “darkness of the Middle
Ages”: they saw themselves no longer walking about completely in
the dark, but opening their pupils wide and gaining enlightenment.

In the centuries that followed, this enlightenment was given mate-
rial expression through increasingly more sophisticated methods
of lighting. They illuminated the private and public space, but gen-
erally skirted the possibility that repressing the primal, frightening

9. Leskly, ibid., p. 44.
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10. Georg Wilhelm Friedrich
Hegel, Elements of the
Philosophy of Right, ed. Allen
W. Wood, translated by H.B.
Nisbet, Cambridge: Cambridge
University Press, 1991, p. 23.

elements that dwell in the kingdom of the night and expelling them
to beyond the mountains of darkness could, in turn, help bring about
conditions for the formation of other modes of darkness, far more
sophisticated and resistant.

The philosophical discussion about the face of the night did not ig-
nore, of course, those who were prone to “burn the midnight oil.”
Already in ancient Greece, the owl became a symbol of knowledge,
wisdom and science, and represented Athena, the goddess of wis-
dom (or Minerva, her counterpart in Roman mythology). In the mod-
ern era, the German philosopher G.W.F. Hegel invoked the ancient
image of Minerva’s owl, but this time in order to present the limita-
tion of philosophy, which is able to interpret a historical situation af-
ter the fact, but lacks the capacity to predict the future.

In the well-known preface to his 1821 book, Elements of the Philos-
ophy of Right, Hegel wrote: “As the thought of the world, it [phi-
losophy] appears only at a time when actuality has gone through

its formative process and attained its completed state. This lesson
of the concept is necessarily also apparent from history, namely
that it is only when actuality has reached maturity that the ideal
appears opposite the real and reconstructs this real world, which it
has grasped in its substance, in the shape of an intellectual realm.
When philosophy paints its grey in grey, a shape of life has grown
old, and it cannot be rejuvenated, but only recognized, by the grey
in grey of philosophy; the owl of Minerva begins its flight only with
the onset of dusk.”’°

Nevertheless, night also teems with convulsions, trepidations and
tribulations for those who would exploit it in order to devote them-
selves to pure wisdom with every fiber of their being - as the gloomy
fate of the father of modern Western philosophy, René Descartes,
attests. Today, every ardent student of philosophy can recite in their
sleep Descartes’ “dream argument,” but the French thinker himself
did not spend all his nights amid radiant dreams or developing Car-
tesian logic. In the mid-seventeenth century, he accepted the invita-
tion of Queen Christina of Sweden to become her private philosophy
teacher. She scheduled the lessons for the predawn hours, though
Descartes preferred to work in his bed until the middle of the day.
He suffered from the intense cold that prevailed during the classes
with the queen, his immune system was weakened and he contract-
ed pneumonia and died.

But even if the small hours of the night are not appropriate for
teaching philosophy in royal palaces, they always carry abundant
personal meanings in life itself. As such, they signify a calming pri-
vate space in which one can shed the banes of existence, whether
for the benefit of rest, sleep and dreaming, or to develop one’s world

and consciousness; as the shuttered and protected abode of turbu-
lent emotions, which can only achieve authentic expression when
the day’s hubbub dies down and people retreat into themselves; as
the principal arena for exhausting the pleasure of romantic or fami-
ly relations; and at the same time, as a legitimate venue for solitude,
for self-examination that is not constricted by the gaze of strangers;
and for creative activity.

In this status, night serves as a place of shelter that enables lengthy
conversation, comprehensive exploration and deep understanding,
and thereby helps uncover truths different from those that are re-
vealed under the bright rays of the sun. In this spirit, the Surreal-
ist movement in France tried to challenge the principles of reason
and to create works based on night logic, which give free rein to the
imagination. The automatic writing the movement’s founders de-
veloped was grounded in free associations that spring from the au-
tomatic power of the mind. They sought to connect between dream
and reality in order to dissociate themselves from the domination
of the intellect and of utilitarian thought, and tried to document and
verbalize nonrational phenomena like love, madness, sleep, art and
religion.

“When will we have sleeping logicians, sleeping philosophers?” the
Surrealists’ leader, writer André Breton, cried out in the First Man-
ifesto of Surrealism, which he published in 1924, and added, “Why
should I not expect from the sign of the dream more than I expect

from a degree of consciousness which is daily more acute? Can’t the

dream also be used in solving the fundamental questions of life?”!!

Seeking to trace the hidden recesses of the mind and accord them
precise literary expression, the Surrealists held “daydreaming” en-
counters in order to listen to the voice of natural inspiration, sancti-
fy the randomness with which it crops up and dissipate the mystery
that envelops it. Breton and his associates, partially influenced by
Sigmund Freud’s psychoanalytical theory (even if Freud himself
considered them utter lunatics), thought Surrealist art offers a suc-
cessful counter-response to the kingdom of day, which is controlled
by the instrument of reason, and gives expression to a different ra-
tionality, which springs from the dark depths.

“And just as the length of the spark increases to the extent that it
occurs in rarefied gases, the Surrealist atmosphere created by auto-
matic writing, which I have wanted to put within the reach of every-
one, is especially conducive to the production of the most beautiful
images [...] By slow degrees the mind becomes convinced of the su-
preme reality of these images. At first limiting itself to submitting
to them, it soon realizes that they flatter its reason, and increase its
knowledge accordingly. The mind becomes aware of the limitless

11. Le Manifeste du
Surréalisme (1924), from
André Breton, Manifestoes
of Surrealism, translated

by Richard Seaver and
Helen R. Lane, Ann Arbor:
The University of Michigan
Press, 1969: https://
theanarchistlibrary.org/library/
andre-breton-manifesto-of-
surrealism, unpaginated.
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Third
Watch

13. Nathan Alterman, Inn of
Ghosts: Play in Three Acts, Tel
Aviv: Hakibbutz Hameuchad
Publishing House, 1974, pp.
7-8 (Hebrew).

expanses wherein its desires are made manifest, where the pros and
cons are constantly consumed, where its obscurity does not betray
it. It goes forward, borne by these images which enrapture it, which
scarcely leave it any time to blow upon the fire in its fingers. This is
the most beautiful night of all, the lightning-filled night: day, com-

pared to it, is night.”!?

Last watch

of night in the window. No other hour

is as silent and as uncharted. It is close to dawn,

on its brink, but an endless distance separates

it from the world of day. An empty universe hour

of watchful torpor. Darkness and incandescence

of glowing stars. A universe that was revealed

from the images and colors and voices

so all that remains of it are the motion and the radiation,
the pristine, glimmering skeleton that is of the cosmos.
Last watch,

Every living whisper wounds your frosted muteness

like a scar. Every deed, be it good or bad,

resounds strange and strident, like the creak of the floor
that startles the thief in an empty house.

[...] This is the last watch

and it’s fine for beginnings. Pristine and foreign it is
embedded in them a seal of sin or charity.

Nathan Alterman, Inn of Ghosts13

The musician Hananel, the protagonist of the play Inn of Ghosts, gets
up in the middle of the night and prepares to flee from his beloved,
Naomi, and embark on a path that will lead to the realization of the
artistic talent he is gifted with. In his monologue at the start of the
play’s first scene, Hananel explains that the edge of night is a good
time for beginnings, because it is an in-between realm in which the
world sheds its skin and exposes its raw skeleton, which antedates
human activity; a desolate, mute time, in which the moral judgment
that applies during the day is shorn of validity, and one can behave
according to a different ethic, which goes beyond good and evil.

Like Hananel, many artists who work in diverse fields of culture
cast their gaze at the hidden lore of the night — not necessarily to es-
cape from their loved ones, but primarily to sharpen their senses,
to immerse themselves in their ideas and to devote themselves to
their occupation within a more tranquil and productive framework.
The artist Netally Schlosser, who customarily paints at night, relates
that she “blossoms in this kilometers-long silence, when people are
sleeping. It is a very high level of privacy in which to summon up the
inner depths from the night. It’s not necessarily the matter of focus,
but also my senses, which are sharper at night. It’s animal-like, this

thing [...] my whole body is wired to the night.”**

Similar feelings are expressed by the writer Miki Bencnaan. “We
change at night, in terms of our cognitive ability and imagination,”
she says. “There are thoughts and ideas that come to me at night,
and there’s no chance they would be able to arise during the day. I
also don’t like being part of a crowd.”*

Located on the map of night occurrences are not only the solitary
habitats of those who prefer to avoid crowds; there are also zones
characterized by human freneticism, such as workplaces that op-
erate around the clock, or urban institutions whose raison d’étre is
bound up with dark aspects of the daily cycle - restaurants, bars,
clubs, movie theaters and concert halls. Institutions of this sort are
examined by the poet David Avidan in his book Tel Aviv Nights,
which offers a colorful guide to the city’s nightlife at the beginning
of the 1980s, aims for general insights about the behavior of the
swingers of the time and sets forth a somewhat bizarre vision of the
future of Tel Aviv nights.

Avidan observes that Israelis, at least at the time the book was writ-
ten, are still drawn to recreation in multi-participant circles. “Pairs
and groups of all ages, but especially groups of 2-3 couples and up,
occupy large tables in restaurants and pubs, and in this sense are
still pursuing the tradition of Israel leisure-time group activity from
the youth movements and the [pre-state militia] Palmah and the kib-
butz movement.”'® At the same time, the book also shows how night-
life creates convenient ground for forging romantic relationships,
or at least for finding partners who are amenable to short-term erot-
ic liaisons: “Night signals are more agreeable, acceptable and con-
genial, because men and women come to nightlife with prior sexual
programming as part of the act of leaving the house. A large portion
of the peripheral contexts and occupations of day-life vanish, sup-
planted by auxiliary contexts: stimulating music, drinks, dancing

and a general readiness for personal adventures.”'’

The backdrop of these night venues also beckons solitaries who mus-
ter the courage to venture out alone. Even though “Israel and Tel
Aviv are too small to arrive at a feeling of anonymous loneliness
within an alienated mass along the lines of New York, London, Paris
or Tokyo,” Avidan also points to a model of night recreation in which
“it’s possible in Tel Aviv to feel alone and not alone at the same time,
for example by getting ‘spaced out’ instead of going out at night, sit-
ting by yourself for an hour or two at the bar, with or without alcohol.
From my experience, I can attest that it’s possible to arrive at a bal-
anced feeling of being alone-among-acquaintances-and-associates in
no few hangouts, especially in the genuinely small hours, even with

Coca-Cola and tomato juice.”®

14. Quoted in Ofra Rudner,
"Why does the world still
disaffect those who prefer

to work at night?”, Haaretz,
October 13, 2021 (Hebrew).
https://www.haaretz.co.il/
gallery/lifestyle/2021-10-13/
ty-article-magazine/.
highlight/0000017f-f2bf-
d497-a1ff-f2bf855b0000

15. Ibid.

16. David Avidan, Tel Aviv
Nights: Guide to Night Life,
Tel Aviv: Tirosh, 1983, p. 51
(Hebrew).

17. Ibid., p. 73.

18. Ibid., p. 132.
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The urban night that Avidan lauds, continues constantly to diversi-
fy and develop, spawning an ever-increasing number of available
activities and services, and harming the ecological fabric with the
huge light pollution it generates. Conversely, a different night is al-
ways poised at the ready: the natural night, enchanting and primal,
which can still be experienced - or at least some remnant of it — in
rural communities, border areas, uncharted regions or sites of un-
tamed nature, where the moon and the stars remain primary sourc-
es of light. Is it still possible to experience in its full intensity the
romantic thrill at night’s splendor, its sounds, its scents, its animals,
the existential feelings it stirs, far from the bustle of the city and the
masses of people? And on the shore of a lake, in the thick of a wood,
the heart of a desert or the edge of a field, is it at all possible, even
for the twinkling of an eye, to shed the tribulations of the day and
marvel at the wonders of the night?

Returning to the dark era of the Nazis, it is surprising to discover
that precisely in those valleys of death an attempt was made to offer
a positive reply to such questions. In 1947, two years after the end
of World War II, Robert Antelme published The Human Race, which
recounts the author’s experiences as a Resistance fighter in France
and as a political prisoner in Nazi camps. Antelme was initially in-
carcerated in the Buchenwald concentration camp, was transferred
to alabor camp at Bad Gandersheim and from there was forced to be
part of a death march to the Dachau concentration camp. His friends
found him there upon the liberation, dying amid a typhus epidemic,
and rescued him.

In one of the book’s moving passages, he conjures up the night that
was revealed to him as he stood in the urinal next to the inmates’
block in the labor camp - a frightful night, which displays infuriat-
ing equanimity toward human fate and these historic events, yet si-
multaneously a remarkable night, which allows its observer a small
moment of grace in which the lights of the world and of the human
spirit shine once more and spark a minute flame of hope.

“After gazing for a time at the sky, everywhere dark, at the SS bar-
racks, at the mass of the church, at the farmhouse, you could wonder
whether, within the overspreading night, it all didn't blend into one
and the same thing,” Antelme writes. “That it was the same night for
Fritz and for the Rhinelander, for the woman who’d given me orders
and the woman who’d given me bread, this was true; but the feeling
of night, the consideration of boundless space, which were tending
to invest everything with the same value — nothing in all that could
modify any reality at all or lessen anyone’s power, render a man in
the church intelligible to a man in the barracks, or vice versa. His-
tory cares not a fig for the night that would do away with contra-
dictions in an instant. History hounds our footsteps more closely

than any God; its are the more terrible exigencies. In no case does
it serve to put the conscience at peace with itself. It fabricates its
own saints, those for the night, those for the day, clamorous ones, si-
lent ones. It is never the chance of a salvation, rather it is exacting
necessity, the necessity for this and the necessity for the opposite,
and even, lodged deep in the head of one of us, it can laugh quietly
in the night, and at the same time laugh in the indecent noise com-
ing from the barracks.

“You can burn children without that disturbing the night. The night
is unmovable around us, who are enclosed in the church. Above us,
the stars too are calm. But this calm, this immobility are neither the
essence nor the symbol of a preferable truth; they are the scandal
of nature’s ultimate indifference. More than other nights, this night
was frightening. I was alone, between the wall of the church and the
SS barracks; urine steamed; I was alive. It had to be believed. Once
again I looked up at the sky. I wondered perhaps if I was the only
one to be looking up into the night this way. Beneath the emptiness,
in the steam of the urine, amidst the dread, this was happiness. And
it is doubtless thus that I must say that that night was beautiful.”*’

19. Robert Antelme, The
Human Race, translated from
the French by Jeffrey Haight
and Annie Mahler, Evanston,
Illinois: The Marlboro Press,
Northwestern, 1992, pp.
110-111.
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INTO THE NIGHT

Efrat Livny

Yitzhak Livneh
Untitled, 1987
oil on canvas
90X110
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Night has many faces. It envelops and cradles,
it’s melancholy and romantic, but also frighten-
ing, threatening and tenebrous; it’s rueful and
dreamy but rife with mystery, it’s a time for
sweet sleep or terrifying nightmare. A time of
debauchery, of ill will, of secret and forbidden
activity, of cover and concealment; but also of
recreation and hedonism, passion and pleasure,
of letting go and dazed senses. Night is teem-
ing with life: in nature, owls and bats awaken,
cactuses bloom, the seas surge and meteors
fall; and in civilization, the night people pro-
ceed to their night work: clubbers and revel-
ers, barflies and dishwashers, police officers
and taxi drivers, prostitutes, night-shift nurses
and doctors, reciters of Slihot and street clean-
ers. In many cases, night is also the preferred
time of intellectuals and creative artists; it’s a
good time for contemplation and reflection, for
thought and inspiration, for writing and creat-
ing. But for those who are engaged in the visu-
al arts, night also poses a dreadful obstacle, for
without light there is no sight.

“And God said: ‘Let there be light.” And there
was light. And God saw the light, that it was
good; and God divided the light from the
darkness. And God called the light Day, and
the darkness he called Night.” To begin with,
night is defined negatively, as the opposite of
day, and by contradistinction between light
and dark. And if the light is “good,” then the
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darkness is its opposite. So it has always been,
since the Bible, since Plato and the allegory of
the cave, since the tract on the War of the Sons
of Light versus the Sons of Darkness, since re-
search and writing about medieval times as the
“Dark Ages.”

Night and its attendant darkness are frequent-
ly bound up, metaphorically and in reality, with
deterioration, with masking, with deception
and with loss. But for the visual artist it’s a ru-
inous loss: the deprivation of sight. Visual art
is grounded wholly in the sense of sight, and its
dependence on a light source is absolute. This
exhibition presents a group of works in which
night acts as a central theme and image. What
connects them is that they do not flinch from
the night and the visual limitation it imposes:
on the contrary, the artists are drawn to it, they
choose to enter into the night, to abide in it, to
adopt and exhaust the potential of the possibil-
ities and contexts it offers, and to emerge from
it to present its multifaceted essence.

The Dream

The title of Philip Rantzer’s painting “Last
Night I Dreamed about You” is scattered across
the work itself in the artist’s native tongue, Ro-
manian: “azi noapte te am visat”* (pp. 48-49).
“It’s a love song that my father used to sing
as a lullaby (null-aby) to my sister and me
when we went to sleep,” Rantzer writes. “He
was so infatuated with his vocal abilities that
he sang it in a very loud voice, so we weren’t
able to fall asleep. The song tells about some-
one who dreamed at night about the woman he
loves who leaves him, and then woke up from
the dream and couldn’t figure out whether the

tears on his cheeks were dream or reality.”>

Although the song speaks of the love and long-
ing of a man for a woman, what the painting de-
picts has nothing to do with romantic feelings
of this sort. The whole situation resembles a
nightmare centering around a dark forest with
burnt trees whose branches evoke truncated

arms or coils that hang down and wrap them-
selves around the trunk. The lower section of
the picture is illuminated by a powerful light
source that can be construed as a full moon
casting its light on the forest, though it looks
more like a dazzling searchlight that is used to
hunt for fugitives. Hovering on the treetops are
peculiar hybrid creatures that consist of heads
of ultra-Orthodox Jews — a grotesquerie that
seems to have come from Nazi caricatures — at-
tached to the body of an extraterrestrial bird in
a kind of horrific reversal of the “Birds’ Head
Haggadah.”

The sights and images in this painting are re-
current motifs in Rantzer’s work and in his pro-
found, long-term occupation with father-son
relations against the background of intergen-
erational tension, particularly as it affects the
second generation of the Holocaust, in refu-
gee and migration situations in general, and
more particularly, those of the Jewish people
throughout history and the crises that arise
within this context in the home and family. If
for a moment one could imagine that the open
door in the tree trunk on the right side of the
painting alluded to a tree house that a father
built for his son to play in, that illusion is shat-
tered by the sight of a scorched body that is
falling from the opening.

High up on a tree in the background stand lad-
ders, which together with branches that droop,
rope-like, create a disturbing version of the
children’s game Snakes and Ladders; while the
upper ladders, whose tops seem to reach the
sky, as in the children’s song “My Dad Has a
Ladder”,® evoke Jacob’s Dream in which the
divine promise of a home for the Jewish peo-
ple was given. Still, what reverberates most
resoundingly in the work’s dream image is an-
other dream, no less archetypal: the dream of
the “Wolf Man” (p. 21), one of Sigmund Freud’s
most famous patients. In his dream, the win-
dow in his room opens by itself and he sees a
pack of wolves perched in the tree by the win-
dow, their eyes fixed on him. Freud interpret-
ed the dream as an intergenerational trauma in

1. http://virtualromania.org/
music/old-buc/13.%20Azi%20
noapte%20te-am%20visat%20
-%20Titi%20Botez.html

2. Correspondence with the
artist, July 2022.

3. Lyrics: Talma Alyagon-
Rose; melody: Nimrod Teneh.

4. https://www.sas.upenn.

edu/~cavitch/pdf-library/
Freud_SE_On_Dreams_
complete.pdf, p. 659.

5. Ibid., pp. 659-660.

which the patient saw his parents engaging in
sexual intercourse during his childhood.

A dream is a good means to overcome the
problem of the absence of light, because even
if it’s clear to us that the dream occurred in
the night, in full darkness and with eyes shut,
it itself is illuminated and enables the dream
image to become visible. “The psychical mate-
rial of the dream-thoughts,” Freud writes, “ha-
bitually includes recollections of impressive
experiences — not infrequently dating back to
early childhood - which are thus themselves
perceived as a rule as situations having a vi-
sual subject-matter. Wherever the possibility
arises, this portion of the dream-thoughts ex-
ercises a determining influence upon the form
taken by the content of the dream,; it consti-
tutes, as it were, a nucleus of crystallization,
attracting the material of the dream-thoughts

to itself and thus affecting their distribution.”

A dream’s visual content, Freud averred, is its
surface layer, whereas its subterranean con-
tent, the material of the dream-thoughts, can be
exposed only through analysis. The work of the
dream is the process through which its covert
content spills into its overt content, a process
that is in no way identical to representation.
“Faithful and straightforward reproductions
of real scenes only rarely appear in dreams.”
The dream, from this point of view, is an ad-
vanced night-vision device that processes the
content of thoughts and experiences and proj-
ects them as a clear visual image, even if it dis-
tances testimony.

“The Night of My Dream about the War-
rior Looking Up” is the title of a work by
Tzion Abraham Hazan, consisting of a series
of ink drawings on paper (pp. 72-73, 98). As in
Rantzer’s painting, here, too, the point of de-
parture is a poem - in this case, one written by
the artist himself and bearing the same title as
the series of drawings. The poem’s eight stan-
zas recount a dream about an anonymous, odd
warrior — one who never looks down. Dreamer
and warrior both look to the heavens and to the

stars - the dreamer when he lies down on the
ground to sleep, the warrior who is perpetually
looking up. In the dream, the warrior convers-
es with the stars, tells them about his situation
and shares with them his feelings, but also asks
for their help. On his way, he tells them, he en-
countered a person lying on the ground, but
because he only looks up, he could not see the
condition of the person lying at his feet and he
asks the stars that look down from on high to
tell him. At the end of the poem, we learn from
the dreamer that the person lying at his feet is
not alive — he has come upon a corpse.

The drawings reveal an additional narrative
layer, in which we learn that from the moment
he was born, the warrior endured arduous,
Sparta-like training exercises, aimed at accus-
toming and forcing him to keep his head and
his gaze directed upward. The artist’s choice
to depict a warrior whose upbringing and ed-
ucation are wholly devoted to ensuring that he
will not look down, makes it clear that in this
case, too, the dream enfolds a covert content
that requires extraction - for it makes no prac-
tical sense for a warrior to look only upward,
a posture that will restrict him and leave him
manifestly unprepared. In terms of conscious-
ness, however this is a distinct advantage — for
after all, the condition required to be a nonpa-
reil warrior is to repress the danger of death; in
other words, not to look reality in the eye, not to
look down to where death lurks for you every
step of the way.

Danger and catastrophe also underlie Moshe
Ninio’s silver print “Sleeping Figure (Prepara-
tory Work).” At its center is the figure of a man
sitting hunched over on a chair, his head rest-
ing on his crossed arms which are placed on a
pillow that lies on his knees, his eyes closed and
apparently in a deep sleep (p. 70). The work,
done in coarse contour lines, seems to form and
unform before our eyes, as it consists of jux-
taposed, overlapping sheets of paper, like an
imprecise square that conjures up a pinwheel
or a camera shutter. The consequent unrav-
elling of the seams in the image parallels the
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unravelling of the meaning conferred on the
work by its title. Thus, a closer look reveals
that the chair is an airplane seat, the pillow is a
lifejacket, and the sleeping posture is actually
the preparatory position for an impending ae-
rial disaster. The image is taken from an old El
Al Israel airlines leaflet containing detailed in-
structions on how to behave in an emergency,
which in the past was placed on every seat in
its planes (p. 23).

Why, then, “Sleeping Figure”? Sleep, after all, is
radically opposite to preparedness. Ninio here
forges a dissonant albeit circular connection,
which fluctuates between an inconsequential,
inartistic drawing, sourceless and authorless,
and high cultural-artistic iconography fraught
with archetypal, religious status: the sleeping
figure. “The use of ‘bad’ graphic design of a
person in distress,” Nili Neuman wrote about
this work, “and its being pulled toward a con-
dition of religious consciousness within the
framework of culture, like the images of ‘Me-
lencolia I’ (Diirer), the ‘sleeping person’ in the
alchemical tradition, ‘The Sleep of Reason Pro-
duces Monsters’ (Goya) and ‘Sad Young Man
on a Train’ (Duchamp), elucidates the mode by

which image is transformed into emblem.”®

This dialectic between generic image and mas-
terpieces pulls the rug out from under the pos-
sibility of imparting to the picture solid and
permanent meaning. The undermining of a
stable structure takes place once through the
relationship between the image and the title,
and a second time through the very mecha-
nism that created the image in the first place:
the photograph. The photographed image is the
outcome of measure and control of the amount
and length of exposure to light, and of the re-
lationship between the seen and the unseen. In
“Sleeping Figure (Preparatory Work),” these
boundaries have been stretched beyond the
conventional. The work consists of four black-
and-white prints created by analogic photog-
raphy and developed by hand in a darkroom
using manual fixing without baths — in oth-
er words, fixing that is non-fixing and is final

only to the same degree that it is not final. “Fix-
ing requires material that halts the process and
sets the level of development and the form of
the image, so this is the moment when meaning
is fixed,” Neuman writes. But Ninio refuses to
fix the image and refuses to fix the meaning.
“Thus, the parallel is elucidated between cast-
ing the image in the photographic process and
fixing a mental state of existence in an ‘objec-
tive’ system of processes that is contrary to its

nature.””

There is nothing more suitable than this ap-
proach — which contradicts the idea that it is
possible to extract a particular event or mo-
ment from life’s relentless flow and render it
static and objective by trapping it as a finished
and closed image - for the form of the emblem.
For the emblem is an intertextual work that
rests on three bases: the text, the image and
the viewer’s cultural universe.

Poem, story and legend

Many of the works in this exhibition are based
on the relationship between text and image.
In Ninio’s case, it is the connection between a
“dry” text of operating instructions (“State of
preparedness: Adjust your posture as in the il-
lustration, your head held downward”®) and the
work’s title, which evokes the rich artistic ge-
nealogy to which it is linked. Other works in the
exhibition connect to a literary text, which in
some cases is contained in the work itself and
in others exists in the background or accompa-
nies the work as an interpretative text. Night
is rife with immense literary potential — poet-
ic, allegorical, symbolic — which is completely
free from the visual limitation of visibility, so
it’s not surprising that visual night art tends to
tap that potential. In Rantzer, as we saw, the
text is a lullaby which also gives the work its
title, and in Hazan the poem is an integral and
indeed eponymous part of the work.

In Larry Abramson’s works, too, the associa-
tion with a poem occurs through their titles:

9. https://www.zemereshet.
co.il/m/song.asp?id=716

6. Nili Neuman, “Moshe Ninio
- Works of Basic Images,”

in Line 4-5, November

1982, Hakibbutz Hameuhad
Publishing House, p. 63

(Hebrew).
10. "The Eye Always Wants
to Touch - Larry Abramson
in Conversation with Yaara
7. Ibid. Shehori,” in Larry Abramson:

New Paintings 2004-2007,
catalogue, 2007. Gordon
Gallery, Tel Aviv, p. 49.

8. From a leaflet of
instructions for a state of
emergency, El Al Airlines,
1980s (Hebrew).

11. Daniella Talmor, “Eventus
Nocturnus” in Larry Abramson
- Eventus Nocturnus,
catalogue, Haifa Museum of
Art, 2001, p. 9 (Hebrew).

“How Beautiful the Nights XVIII” and “How
Beautiful the Nights XXIII” (pp. 84-85). “How
Beautiful the Nights in Canaan” is one of sev-
eral poems that Yitzhak Katznelson, a Yiddish
playwright and poet, wrote in Hebrew.’ Likely
written in Lodz, Poland, in 1906, the poem was
set to an Arab folk melody in 1911 by members
of the Jewish defense organization Hashomer
(The Watchman) and became one of the hits of
the pioneers of the Second Aliya (1904-1914)
and later of post-1948 Israeli popular music. It
was covered dozens of times in recordings, and
over the years lines and stanzas were added to
the original version.

But what connects an old pre-state of Israel
song to Abramson’s abstract postmodernist
art? On the surface, the link appears to be night.
The paintings are murky and at their center is
a cluster of elements that are associated with
Abramson’s oeuvre: a wooden board, a black
square, a truncated crescent. Beneath the sur-
face, this connection leads us to the question
that resides in the depths of Abramson’s work:
the question of the relevance of painting. This
is a double-faced question: on the one hand, it
is aimed at the modern history of painting and
particularly at the “dead end” to which the ab-
stract and conceptual streams led; and on the
other hand, it is directed at the status of paint-
ing in relation to the place and the reality that
surround it, and especially at the connection
between current events and art.

In one painting, the wooden board appears as a
mast on which a black flag is flying, and in an-
other as a shelf upon which sits a black box con-
taining the secrets of the chronology that led to
the disaster. In both works, the board also re-
calls plywood, one of the mythic symbols of Is-
raeli abstract art, and the black square, which
in one painting is a flag and in the other a box,
references Malevich’s “Black Square,” which
is identified with the birth of geometrical ab-
straction. And finally, the tail of the crescent,
which is a moon but also the scythe of the An-
gel of Death and the sickle of the pioneers who
“harvest joyfully” - the pioneers and their

successors, the builders of Israel, who for
years sang “How beautiful the nights” enthusi-
astically, tenaciously, eyes shut, blindly.

Abramson deliberately chooses a song that, in-
stead of the fabled light in the Land of Israel,
acclaims the night. Like the black square, night
is, on the one hand, the zero point of the gaze —
the blockage and the erasure that nullify vision
and the evidential, and lead to blindness and
impasse. But on the other hand, it can also be a
hole, an aperture, an opening to a new, alterna-
tive way of seeing. “Perhaps, in my paintings,
the underlying dark purple color is analogous
to the shutting of eyes tight against the sun;
when you do that, what you see behind your
shut eyes is a purple-black. In hindsight, that
is how I understand my relationship with the
sun, with reality: I had to shut my eyes, enter
the darkness of the medium, and only then, like

a spy, investigate reality through eye slits.”*°

Night and blindness are central elements in
Abramson’s work. A decade after the “How
Beautiful the Nights” series, the lunar crescent
became a series of paintings of a full moon, to
which the paintings “Lilith,” “Kata” and “Thal-
thu” belong (pp. 82-83). Here, too, the paintings’
titles attest to a literary understructure. In the
various incarnations of the legend of Lilith,
which derives from Jewish mysticism and
folklore, she is described as a demon or as the
mother of all demons, who poses a darkly evil
threat to the sanctity of the family and to child-
birth. But for Abramson, the source of the full
moons is not so much the “nine moons [months]
of pregnancy” of Jewish lore, but rather the re-
lationship between blindness and vision. In the
series “Eye Witnesses,” which antedates the
moon group, the artist focuses on paintings of
eyes and specifically on a hollow, empty gaze
- on sightless eyesight (p. 25). The apex of the
series is a group of paintings in which all that
remain are two empty circles which later be-
come moons. “The blind eyes in the paintings,”
the curator Daniella Talmor writes, “observe,
ostensibly, and examine, like the blind prophet
who sees incisively and utters truth.”!!

100



99

Blindness and text also exist at the heart of the
series “Night Writings,” by Dafna Shalom (pp.
54-57). Following the birth of her son, day and
night were reversed for her, and from within
the dark she started to learn Braille, which was
originally invented to enable soldiers to read
orders at night. “I arrived at Braille because
I was looking for alternative languages,” Sha-
lom says. “Maybe because I am the daughter of
immigrant parents, and because I lived in New
York for many years, I looked for a universal
language. All in all, reading is a visual expe-
rience, but we never remember it as such.”'?

The text in these works serves not only as a
point of departure, as inspiration or as a title,
but also as the visual element that brings the
work into being. Shalom used pages on which
a text in Braille was embossed, an image that
is fundamentally white on white, and upon it
she added brushstrokes and drawing in black,
so that the script becomes detectable only
from within the blackness and darkness. Sha-
lom scanned the pages, printed and enlarged
them and continued to paint in black on the
printouts. In two matching works, she painted
on the Braille script a round cluster of black
dots, from which extend quavering lines that
suggest a jumble of threads unraveling from
the center of the page. The resulting image is
that of a black full moon cruising across mists
(pp. S56-57).

In another work, the strokes of black paint
and the bold contours create on the surface of
the text a cracked and shattered glass picture
(p. 54), and in another the artist “erases” the
text with thick brush strokes in black — an era-
sure that instead of rendering the text invisi-
ble, exposes and reveals it (p. SS).

The works’ titles carry explanatory informa-
tion aimed precisely at those who see. Sha-
lom notes in parentheses the source of the text
that is printed on the paper. In the two match-
ing works, they are the final paragraphs of an
essay by the poet Hayyim Nachman Bialik,
“Language Closing and Disclosing,” while in

the others, the texts are from poems by Roy
Hasan!® and Amira Hess. The Bialik quotes
deal with the abyss that resides beneath
words, with what remains when the words
run out, with wordless languages that lead to
new worlds, “and their proper function is not
to close but to open,” Bialik writes.!* Like the
zero point of vision - blindness — which leads in
its turn to new vision, and like the non-image
which spawns in its turn a new image, so too
are words, which bear a meaning that is never
closed and stable but emerges from the depths
and is swept across the surface of the water.

The poems by Hasan and Hess, both of whom
are associated with the Mizrahi voice and with
ethnic-class-gender protest, touch on the crux
of alien, rejected identity and on the growth of a
new identity out of the nullification. Thus, from
Bialik to Hasan, this night series swirls with
questions of revelation and concealment, of vi-
sion and blindness, black and white, language
and belonging. “Braille,” Shalom says, “is a sys-
tem of six points, highly structured, but bear-
ing within it so many meanings. Besides which,
in the face of Braille, the balance of power
changes. The sighted person, who in general is
the one who possesses power, becomes knowl-
edgeless in the face of Braille, and the blind
person is orientated, a transformation of the
balance of power occurs; this is a place where
we would do well to spend more time — amid

non-understanding and non-orientation.”'®

We find ourselves in a state/feeling of disori-
entation when confronted with Talia Hoff-
man’s video work “A Day Becomes” (pp. 28,
52-53). At first, it seems to be a familiar expe-
rience: it’s a 19-minute film with a beginning,
a middle and an end; there’s a space where
events occur, and also a protagonist and a
monologue. But in short order these elements
disintegrate before our eyes and ears, and we
find ourselves on unfamiliar ground, “uncom-
prehending,” groping in the dark in all senses.
The first part of the film takes place in total
darkness and demands an effort to see what
is going on. A caption at the start locates us
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geographically “on a refugee trail on the way
to Quneitra,” but leaves us in the dark, as it
were, about the event and the time. Refugees
on the way to Quneitra?! Historically, after all,
refugees fled from Quneitra.

Is the film returning to an event in the past or
imagining a future event? And who is the fig-
ure emerging from the darkness? What is he
doing on this path? And what is the abandoned
building he enters, in which the film is set? The
monologue only adds to the confusion. Whereas
in its audio form it comes across as a uniform
monologue, continuous and logical, the pattern
of the language and the text is broken, frag-
mented and manifold. The monologue reveals
itself to be a dialogue in which only one side is
heard and the speaker alternates naturally be-
tween Hebrew and Arabic, between one inter-
locutor and another - his father, his sister, his
wife, his good friend, his lover — and between
use of the masculine and feminine form, all the
while evoking memories from the past, feel-
ings in the present and apprehensions for the
future. Very quickly it seems to us that the only
stable anchor in the film is the linear progress
in the “background” time, which passes from
total darkness to the light of the breaking dawn
and on to full sunrise.

Closer observation, however, leads to the con-
clusion that here, too, something has gone
wrong. In each frame, the character is seen
in a different space and a different situation
- wandering through rooms and corridors, sit-
ting on stairs, lighting matches and reading
from a book, playing basketball, dressed, un-
dressed, looking through a window. It becomes
clear to us that there can be no compatibility
between this plethora of mise-en-scénes and
actions, and real external time, and that the
elapsed time of the single rising dawn we see
is actually a compilation of multiple daybreaks
that have been culled in the editing room to re-
flect the speaker’s inner time.

From the outset, the choice of sunrise as a cen-
tral axis of the film posits the interim region

with its blurred boundaries and incessant
change as a place where it is necessary to abide
and become acquainted with. Dawn is simulta-
neously both day and not-day, both night and
not-night it’s a time of positioning-nonposition-
ing through contradiction and constant becom-
ing; moreover, its power and its enchantment
lie precisely in this contradictoriness and be-
comingness. The becomingness melts time’s
boundaries so that at any given moment, the
present enfolds the past and the future and
there is no longer one clear barrier between
them. The work’s title, “A Day Becomes,”
is taken from the liturgical poem “And so it
came to pass at midnight,”'® composed by the
fifth-century liturgist Yanai, which is sung to-
ward the end of the Passover Haggadah. The
poem’s stanzas enumerate various miracles,
all of which befell the Jewish people at mid-
night, and the last stanza, whose first line is the
title’s source — “The day becomes that is nei-
ther day nor night” - is a plea to God to has-
ten the redemption. That event is approaching,
the liturgist prophesies, and it will arrive at
a time when a barrier will no longer exist be-
tween day and night. But as we know, prophe-
cy was bestowed upon fools. “For we know in
part, and we prophesy in part. But when that
which is perfect is come, then that which is in
part shall be done away,” as the protagonist of
the film intones from Paul’s First Epistle to the
Corinthians.

The partiality, on the one hand, and the becom-
ingness, on the other, reflect what is occurring
in the spirit and the mind of the speaker, whose
identity shifts constantly between its different
parts. The film’s monologue is improvised, the
fruit of joint work by Hoffman and the actor
who plays the character, Yousef Sweid, and is
based on the latter’s biographical experiences.
Sweid, a Palestinian-Christian-Israeli, attend-
ed Hebrew-speaking Jewish schools from an
early age, established a family with an Israe-
li-Jewish woman, and has been living in Berlin
for some years. The twilit dawn that is both
night and not-night is revealed as a synony-
mous background for both being and not-being
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"George,” in booklet for a solo
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Tel Aviv, 2007, unpaginated.

a Mizrahi or a Westerner, a Palestinian or a
Jew, a man or a woman, past time or future
time, exterior or interior.

The artist Dor Guez is the son of a Jewish fa-
ther who immigrated to Israel from Tunisia
and a Palestinian-Christian mother from Lod.
He grew up in Jerusalem but frequently vis-
ited and stayed with his grandparents and
with his aunts and uncles in Lod. In 2009, he
had an extensive solo exhibition at the Petah
Tikva Museum of Art, which was devoted en-
tirely to the history of this side of his family
and through it to the history and status of the
Palestinian-Christian community in Lod, titled
“Georgiopolis,” one of the city’s former names.

The three “Untitled” works by Guez in the cur-
rent exhibition were created earlier, in 2006-
2007 (pp. 42-43, 45); two of them were exhibited
in his first solo show, “George,” held at Line
16 Gallery in Tel Aviv in 2007 (pp. 42, 45).
The source of the titles of both exhibitions —
“George” and “Georgiopolis” —is the legendary
figure of the saint Georgius (in Latin) or in the
English version, St. George. According to tra-
dition, he was born in Lod, which was named
for him after his death, and he is buried in the
city; a Greek Orthodox church, still extant, was
built above his tomb and bears his name. This
church played an important role in the 1948
war, when the city’s inhabitants were expelled
by the Israeli army; among the few who re-
mained were several Christian families that hid
in the church. However, in Guez’s private histo-
ry, many years later, the church plays a mean-
ingful role of a different kind. Having grown
up in a Jewish environment, Guez was deeply
impressed visually by the ornate church. From
the dimly lit space, gilded wall paintings, orna-
ments and sacred vessels made of gold and sil-
ver, and magnificent chandeliers, glistened and
glittered - seeming to wink at him. Thus, it’s not
surprising that since his first exhibition, many
of the images in Guez’s work shine forth from
the dark. In the diptych “Untitled” (p. 42), the
hypnotically beautiful chandelier of St. George
Church is photographed from above, creating

an effect like a precious jewel on a black velvet
background, and by being doubled, it becomes
a pair of gaping eyes that gaze back at us. A
pair of eyes are also at the heart of a second
“Untitled” photograph (p. 45), the half-closed
eyes of a boy who appears about to fall into a
deep sleep or fall from his high perch — but he
is held solidly on his father’s shoulders as they
walk through the dark night with the lights of
a celebration shining at a distance.

These two photographs were exceptional in
the group of photos that were exhibited in
the “George” show. Most of the images were
staged portraits of young men with a “Mizrahi
look,” in poses recalling Christian icons. That
self-aware act referenced “East-West” ten-
sion based on rooted visual conventions and
stereotypes, and was replicated in the exhibi-
tion’s title, as the curator, Maayan Shelef, ex-
plains: “The name of the exhibition, ‘George,’
originally a western name, is common among
[the] Christian-Arab community in Israel, af-
ter the saint (buried in Lod). Like the photos,
this name straddles the borderline between
east and west, between religious and cinematic
icons. Dropping the ‘St.’ transforms the Chris-
tian icon from a public to a personal one, and
expresses a desire for intimacy between the
photographer and the object. Still, the object
remains distant and unattainable to the spec-

tator’s eye.”"”

Iconizing and addressing East-West relations
are taken a step further in an “Untitled” pho-
tograph from these years (p. 43): emerging
out of the night is the figure of a young Mus-
lim woman, her head covered with a pure white
kerchief. Enveloping and framing her face, the
kerchief slips down symmetrically over her
shoulders and across her body, which is swal-
lowed up by the darkness, hypnotic and decep-
tive about whether it is the headcover of a pious
Muslim woman or a Christian nun. The composi-
tion simultaneously simulates the icon of Mary,
mother of Jesus, and the white lily that sym-
bolizes her. The woman’s tender and reflective
face, her posture and her clasped hands evoke
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the “Mona Lisa,” and the portrait clearly refer-
ences women'’s portraits in European painting,
notably the Flemish and Dutch schools of the
sixteenth and seventeenth centuries.

The interplay between the two worlds - reli-
gious Muslim and European Christian — which
are perceived to be distant from one anoth-
er and mutually contradictory, sabotages the
possibility of fixing the point of view between
Western-religious and Western-orientalist.
“Through disassociation from direct reading
of ‘Oriental’ or ‘Arab,’ the ‘secondary’ elements
become the main course. This way of looking
gives the spectator interpretive space and en-

ables a new reading.”'8

For the artist Elham Rokni, too, the origin of
the first visual memories that left a strong
impression on her is a splendid house of wor-
ship: a mosque. “Green Nights” is a series of
paintings in green and black of orientally orna-
mented mosque minarets (pp. 8, 36-39). Rokni
immigrated to Israel with her family from Teh-
ran when she was nine. Her childhood memo-
ries are from her country of birth, which she
cannot visit. The point of departure for the se-
ries, she relates, was an internet search for
photographs of mosques in Tehran. She started
to copy and draw them, but consciously painted
them in a fusion of faithfulness to and betrayal
of the source, between a depiction of the thing
itself and of her fantasy of it.

“The orientalist view comes from the shift in
my position; I have moved to a country that
sees itself as Western and views the East ac-
cordingly. Then, a kind of doubling is created
- I produce works that are the thing in itself,
but I produce them from a point of view that is
conscious and critical of my position. If I paint
a mosque, I truly paint it, and at the same time
I know that what I paint is actually an imita-
tion because it is a work of art that both mimics
reality and exists within the practice of paint-
ing. I do not physically go and observe how
mosques are painted and ornamented or how
to draw arabesques and calligraphy, but act ‘as

if’ I had conducted this research; I know that
the unskilled eye will not recognize this lack of
authenticity and will see it as an accurate de-
piction of a mosque’s ornament.”*’

Rokni makes two additional choices in this se-
ries, both of which are manifested in its title,
“Green Nights.” The minarets are all rendered
in luminous green paint and are viewed against
the backdrop of black night skies. Green is
identified as the color of Islam, and green and
black are two of the four colors of pan-Arab
nationalism (along with red and white), which
appear on the flags of numerous Islamic and
Arab countries, including the flags of the rev-
olution in Iran, of the Arab League and of Pal-
estine. Beyond the color black, her choice of
night could be connected, on the one hand, with
the West’s anxiety fantasy that sees Islam as
a fanatical religion that concocts schemes in
the darkness of night; but on the other hand,
this choice also presents the mosque as a light-
house casting a bright green, glowing light on
its surroundings.

Its perception as such is also bound up with a
fantasy of a completely different kind: of fairy
tales and the “One Thousand and One Nights.”
That book of legends, which runs into multiple
volumes, is dated to the eighth century, and its
earliest copy is written in Farsi - a cluster of
folktales from the Great East, the region that
extends across Persia, India, China, Iraq, Syr-
ia, Egypt and more. The book’s frame story,
like some of the stories themselves, includes
descriptions of magnificent palaces, glitter-
ing gold and glass utensils, and magical nights.
The book was originally compiled and written
as an internal project of the cultures of the ori-
ent, but since its translation and publication in
Western Europe at the beginning of the eigh-
teenth century, it has become a large-scale
success and one of the few literary works orig-
inating in the East that have gained recognition
as masterpieces in the West. From that point of
view, the book itself can be considered a light-
house that illuminates the dark.
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The lesser light

“And God made the two great lights: the great-
er light to rule the day, and the lesser light to
rule the night; and the stars” (Genesis 1:16).
The moon and the stars recur often in this ex-
hibition — as we saw in the works of Rantzer,
Abramson, Hazan and Hoffman - serving as
a light source that makes possible the forma-
tion of the visual picture at night. Whereas the
stars are for the most part a source of light
- that is, they produce radiation of their own
- the moon is a body that does not give off its
own light but reflects the sunlight that strikes
it. The same is true of all the flora and fau-
na that surround us, for our sight of them de-
pends on their exposure to a light source of
some kind.

The painting “Blanketed by the Sky,” by
Ahmad Canaan, depicts a night scene that is
illuminated by the light reflected from the
moon (pp. 64-65). In the heart of a dark grove,
arow of mattresses, made up for sleeping and
ready for use, await the arrival of unknown
occupants. The “blanketed ones” themselves
are missing from the picture, they are pres-
ent-absent, and only the signs of life of the
empty lodgings attest to their existence. The
choice to depict the scene at night by moon-
light lends it a romantic dimension — what is
more romantic than “being blanketed” by the
night skies, sleeping in the open air under the
moon and being in harmony with nature and
the earth - and for a moment it is possible to
imagine that it’s a love nest or a group of bud-
dies on a camping trip. But at the same time,
the awareness seeps in that this is a different
situation and that those who are lodging here
are doing so not out of choice, but out of dis-
tress and duress.

The painting, from the series “Illegal Habi-
tants” created in 2010-2014, refers to the phe-
nomenon of the Palestinians who cross the
border into Israel illegally and are compelled to
lodge in hideaways in substandard conditions.
This local context is amplified by the universal

sociopolitical situation in which millions of
people worldwide - those who are persecuted,
refugees, illegal migrants and homeless indi-
viduals - are forced to “blanket themselves”
with the night sky and sleep outside, by the
light of the moon.

In “Untitled (from Cypress by Moonlight)”
by Etti Abergel, the light of the moon fus-
es with the rays of light of a film projector
(p. 41). In this large black-and-white work, an
exterior-interior space shifts between opaque
black-colored regions and an entanglement
of lines in varying density. A close-up look at
the “entanglement” reveals that it is the re-
sult of the artist impressing her palmprints
on the canvas - some in black on white, oth-
ers in white on black - creating shimmering
fields of dark and light. ““Cypress by Moon-
light’ is a special chapter for me,” Abergel
says, “focusing on the most poetic moment I
can remember: the yard of Grandpa Avraham
and Grandma Zohara, may their memory be a
blessing, at 7 Cypress Street [in Tivon, north-
ern Israel]. There on the porch of a structure
of exposed bricks with a roof that abides in my
memory as a formative space, beneath the ray
of light that was thrust from the projector like
a beam of white granules in the dark, Grand-
pa showed Laurel and Hardy, Charlie Chaplin
and westerns, to the cheers of the children sit-
ting on boxes and boards, while he animated
the experience with cries and voices of solidar-
ity with the heroes. A kind of movie within the
movie. His ‘Cinema Paradiso’ takes place with
the gaze directed toward the star-strewn skies,
toward the silhouette of the tall, lone cypress
that overlooked the porch, my ultimate view-

er, the witness.”?

In this and in other works, Abergel finds it dif-
ficult to remain within the bounds of the paint-
ing, within the borders of the two-dimensional
rectangle alone, and attaches to it a cluster of
five empty tins of preserves strung togeth-
er, dangling from the painting to the floor.
These simple, ordinary containers, remnants
that are generally thrown offhandedly into
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the garbage, here take on a new life, evok-
ing a rattling chain of cans tied to the back
of the newlyweds’ car; like tin cans for hand-
outs held by a local beggar; recalling boxes
and cans that became makeshift seats for the
neighborhood’s children; or conjuring up be-
longings tied to the back of the latest refugee
or migrant.

Lior Shvil’s animation video “Dessertland” (pp.
66-69) opens with the sight of a full moon cruis-
ing across the night sky, but it is supplanted
very quickly by a series of artificial lights — a
theater follow spot, a searchlight, illumination
flares, garland lights and spherical streetlights
— which appear and disappear throughout the
film in a kind of enchanted lighting choreogra-
phy, absorbed into one another, assuming and
shedding forms. The film is constructed as a
moving horizontal picture and the sights pass
before our eyes, or perhaps we pass by them in
rapid motion. The viewing experience recalls
the effect of looking at a pre-cinema zoetrope,
a device that created an illusion of movement
and transformation through the rapid rotation
of still photos.

The entire film takes place late at night.
Against the background of a star-spangled
night sky, the “camera” passes across a dark
panoramic landscape as the changing sources
of light reveal an ongoing continuity of fenc-
es, pillars and gates. Against the backdrop of
the gates, deceptive situations play out, and
every time we think we have succeeded in lo-
cating them in familiar time and space, they
morph into something foreign and totally oth-
er: from a torn chain-link fence of an aban-
doned yard to a high and threatening security
fence, from a sealed fence of a military base to
a barbed wire fence of a concentration camp,
from an armored electric gate to an old watch-
tower, from posts for hanging garland lights
and flags fluttering during a celebration, to an-
tenna towers and emergency warning sirens.
Alongside and between them pass a series of
silhouette figures: a piper riding a mule, a bel-
ly dancer performing, a battleship anchored

in port, incarcerated Muselmann prisoners, a
man and a woman performing a sexual act, a
tractor-backhoe loader moving along and tin
soldiers marching rigidly from side to side.

These sights cohere into a moving picture
which seems to undermine and deconstruct the
narrative of “from Holocaust to revival” into
its melancholy molecules, which entail transi-
tions between being a victim and a victimizer,
between strong and weak, between observing
and being observed, and into a cruel game of
musical chairs of who is outside and who is in-
side behind fences and barriers. The work’s ti-
tle, with its deliberate spelling mistake, also
joins the sequence of images and ridicules the
myth of “desert land” and “land of milk and
honey” by transforming it into a “dessert land”
and a “land of the last course.”

In the series of black-paper works by Shay-Lee
Uziel (pp. 78-81, 88), the light source is some-
times depicted openly and explicitly — a spot-
light, a television that’s on, light-reflecting
glasses in the dark - and sometimes covertly
and mysteriously as external moonlight that
is spilled onto the page or as an inner light
stemming from the paper itself. The base of
the works is black paper, and the images were
produced through a combination of engraving,
removing and scraping the upper layer and
adding paint, collage and pasting various ma-
terials on its surface. The result seems to be
a struggle with the black paper in a stubborn
attempt to extract an image from the dark of
night, to find a way to make the visual image
possible.

As in many of Uziel’s works, including those
in other mediums, this struggle contains with-
in it the potential for failure and presents it as
inseparable from success. Indeed, a deeper
perusal of Uziel’s art shows that failure inter-
ests him even more than success - the true suc-
cess in his works is seeing from a different and
fresh viewpoint what everyone considers fail-
ure. In the two works, “The Twins” and “Home-
ly” (pp. 78, 80), an attempt is made to create a
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stable geometric structure in the darkness, in-
cluding engineering drawings, measurement
specifications, ropes tied to rods and the ex-
cavation of foundations. However, the lines,
as Uziel writes, “decline to connect and create
destruction in place of construction.”?! In the
center of the work “Scattered Light” (p. 79), a
raging storm intermixes darkness and light,
stemming from a spotlight attached to a light
pole that stands in the corner; in “Self Portrait”
(p. 81), like magic, in a manner disordered, wild
and marred, a portrait of Uziel’s face forms,
barely materializing out of the darkness. And
in “Woman Watching TV” (p. 88), a lonely elder-
ly woman is sitting in a wheelchair in an empty,
dark room, with the television that is turned on
seemingly her whole world — even as her dress
unravels of itself and, thread after thread, an
eye-catching tangle forms at her feet, hinting
at her impending disappearance and the disap-
pearance of the image back into the darkness.

Human loneliness amid the night landscape,
which gives rise to a sense of one’s nullity, anx-
iety and knowledge of lurking death, is at the
center of the iconic series of paintings of night
landscapes by Yitzhak Livneh from 1987 (pp.
60-61, 86-87, 104-105). In this series, Livneh,
whose works embody a reflexive layer of di-
alogue with the history and great tradition of
painting, turns to the German Romantic move-
ment. He is referencing the conception that
sees man’s disposition in the face of the pow-
er of nature and its wonders as the embodi-
ment of the experience of the sublime; but at
the same time, he generates in his paintings un-
ease about this conception and seeks to put it to
the test of time.

“The viewer is confronted with a desolate land-
scape opening up before him,” Ilana Tenenbaum
writes about this series of paintings, “but it is
revealed not by the light of the sun or the moon
but through the headlights of cars. His painting
emphasizes the act of directing - of the emotion
and the situation — as well as of the act of paint-
ing on the canvas surface. Livneh proposes a
path for reconnecting with the grandeur and

the sublimity of Romantic landscape painting
and for addressing the conflict between culture
and nature and primal motifs (light and dark;
earth, water and sky). He achieves this through
ostensible collaboration, via a type of fifth-col-
umn strategy, with the commercialization of
the sublime and the incarnation of this ethos in

the consumer culture...”?

The choice of automobiles and artificial
lighting — two technological innovations that
emerged after the era of Romantic painting —
is not random: these developments influence
how people experience their surroundings at
night. Sublime or not, the experience of riding
in a car through an open landscape at night is
singular and is familiar to most people in our
time. Alone or together, across distances or
close by, it’s an experience that is often tinged
with melancholy and accompanied by immer-
sion in reflections and wandering thoughts,
evocation of memories, romantic ideas and
longings; yet it also arouses fears and anxiet-
ies. And in the meantime, the dark vistas pass
by as in a movie, and the only lights in the
world are the headlights of the traveling cars
and those of the cars that emerge occasional-
ly from the other direction. The landscapes in
these paintings are “everyplace,” the experi-
ence is universal, but for some viewers they
will evoke precisely an ultra-Israeli song that
vividly describes the experience of a road trip
like this: Arik Einstein’s “Drive Slowly,” with
its opening lines, “Driving in the old car / Into

the wet night.”*

Automobile headlights illuminating a dark
night are seen also in Hanna Sahar’s “Untitled
(from: Princess Bingo),” but in a complete-
ly different context (p. 18). The setting is not
open landscape; rather, it’s a closed frame in
which a blurred urban sign in the right cor-
ner of the photograph indicates that this is Ra-
mat Gan. It’s not a private car but a taxi whose
headlights look like a powerful projector or a
theatrical spotlight that catches/reveals the
legs of a woman who’s walking unclothed on
the path before her.
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In 1997, Sahar photographed the area of the Di-
amond Exchange in Ramat Gan, a zone of strip
clubs and street prostitution. She got to know
the regulars there, women and men in prostitu-
tion, pimps, clients, club owners, barflies and
the like, all of whom she photographed. The re-
sult is her well-known series titled “Princess
Bingo.” The point of view in the series is nei-
ther documentary nor anthropological, nor is
it judgmental. She does not seek out the sensa-
tional and her intent is not to show wretched-
ness, cruelty or exploitation; her photographs
do not expose but protect (pp. 58-59).

“For the most part they are portraits, mainly
faces, a bit of body, many eyes,” Hadas Maor
wrote about the series, “photographic portraits
in which Sahar seems to get closer than need-
ed, as though a closeup that shows a face in
full will reveal something hidden about it. Will
uncover some other truth, not squeezed dry,
saturated and distorted. [...] What principally
transpires in Sahar’s photographic work is an
attempt to characterize individuals outside the
boundaries of their stereotype. An attempt not
only to communicate with them, but to direct a
gaze, face to face, and conduct a dialogue. Sim-
ply, honestly and directly. To get them to com-

municate in return. To respond. To open up.”?*

Sahar is an artist of the kingdom of night; many
of her photo series were shot at night and in the
dark. If in painting the challenge of darkness
can be overcome with the aid of imagination
and invention, in photography the dark is a con-
crete material impediment that can be over-
come only by technical means. Sahar uses an
analog camera. In the “Princess Bingo” series,
she used high-sensitivity color film, enabling
her to draw solely on the artificial lights of the
surroundings; and she shot the 2007 “Night
Watches” series with long exposures, moving
the zoom forward and back (pp. 15, 33, 46-47).
In contrast to “Princess Bingo,” this night se-
ries is one of landscapes without a human pres-
ence, and the initial impression she creates in
the viewer is of confusion and puzzlement. To
begin with, because her special photographic

technique results in a blurred and dreamlike
landscape image as seen in the tradition of Eu-
ropean Romantic painting, for a moment the
viewer is unsure whether the work is a pho-
tograph or a painting. And secondly, the land-
scapes themselves are not identifiable; they
look like scenes of wild, remote nature, but in
fact were taken in parks and fringe areas in
Israel.

“Sahar photographs what is almost never seen
at night, as though she were trying to photo-
graph the night itself,” Sarit Shapira wrote, “to
see it for itself and then also to testify to that
seeing. But because it is impossible to photo-
graph the night (how is it possible to photo-
graph a period of time?), she sets out to do so
in its embodiment as a figure of space, a place
that underscores its empty regions, a place
whose few, anonymous details do not demand
any identity-based perception for themselves,
other than being parts of a scene that could be
subsumed under the general heading ‘land-
scape.’ Because the territorial identity of this
landscape - that is, its existence as testimony
about a certain place in the world - is extreme-
ly difficult to locate, it will be identified imme-
diately as a ‘night landscape’ or a ‘landscape of
night.’ In this embodiment, night appears in Sa-
har’s photographs as something that is amena-
ble to photography, as something that deserves
to be photographed in order to attest to its exis-
tence in the empirical world, as what needs to
have sensual experience brought to bear on it

—in this case, the sense of sight.”25

In “Garden City,” an early series of photo-
graphs by Yair Barak from 2001, night not
only makes the geographical identification of
the photographed landscape more difficult,
it also alters the visual perception of the ter-
rain to the point of absolute defamiliarization
(pp. 62-63). Unlike Livneh’s open landscapes
or the mysterious vistas that Sahar creates,
Barak’s color prints are definitely depictions
of an urban landscape. The title “Garden City”
references an urban planning approach from
the early twentieth century, which advocated

24. Hadas Maor, "Princess
Bingo,” in text for a solo
exhibition at Camera Obscura
Gallery, Tel Aviv, 1998
(Hebrew).

25. Sarit Shapira, “Seeing in
the Dark,” in text for a solo
exhibition at Contemporary
by Golconda Gallery, Tel Aviv,
2009 (Hebrew).

26. llanit Shamia, text for a
solo exhibition, “Getaways,”
at Noga Gallery, Tel Aviv, 2003
(Hebrew).

the integration of green, open areas between
neighborhoods and residential buildings — an
approach that was applied in the establishment
of the city of Tel Aviv and afterward in other
cities in Israel.

The series was shot in city gardens at night,
and the details that are lurking in the dark -
a concrete trail, a garbage can, a street cat,
drainage pipes - betray the fact that these are
the familiar city gardens, which under the aus-
pices of night play tricks on the viewer and
become distant virgin forests or expansive
meadows. The night illumination that casts a
dramatic light, the absence of a human pres-
ence and the mute, frozen, motionless composi-
tion, that places the regions of vegetation in the
center, create the disparity between the image
and the form of the day-to-day use of these gar-
dens. “Everyone has gone. The hours of activ-
ity have ended,” Ilanit Shamia wrote about the
series. “A long gaze in the verdant space that
has been vacated by its occupants and is slow-
ly taking shape, preparing for another day of
work. Melting away the shoe prints, the bicy-
cle tracks, the rowing oars. This is the time for
nature to assert itself. Tomorrow we will have

one like new.”?

In this series, night is not only the opposite of
day in the negative sense - that is, lightless,
people-less, bustle-less and eventless — but also
brings along its positive characteristics: mys-
tery and splendor, romanticism and danger.
The series, which Barak created immediately
after completing his photography studies, can
be considered a key to his later work, which al-
ways returned to deal with “abandoned” places,
silent and devoid of humanity, with dark-light
relations and with the expanses of nature and
plant life.

Night has fallen and everyone has gone home,
those who remain outside can see light radiat-
ing from within the apartments and the rooms
through the windows of the residential build-
ings. The three “Untitled” works from 2000
by Lior Neiger depict nighttime windows and

shutters like these (pp. 50-51). On the one hand,
the works continue the long tradition of mimet-
ic painting and portray their subject with pho-
tographic detail, but on the other hand, they
undermine that realistic conception of “the
painting as a window” and close the shutter on
it. It is a commonplace Israeli shutter, open/
shut in varying degrees in each of the three
paintings, blocking vision. Whereas the dark
outside frames the window as the subject of the
painting, the light stemming from within peeks
out through slits, or dazzles with its intensity
through the partially open shutter. It doesn’t al-
low anything to be seen, other than the window
and the shutter themselves.

The apartments and the rooms resemble closed
cells, grounded and intriguing spaceships: Who
are their occupants? Who are the people behind
the closed shutters? Lior Neiger’s solo exhibi-
tion at the Herzliya Museum of Contemporary
Art, where these paintings were displayed in
the same year in which they were created, was
accompanied by a short story titled “Cover” by
Motti Neiger, the artist’s brother. Written in the
first person, the story describes the thoughts
and actions of a man living in this kind of apart-
ment-spaceship. An excerpt follows:

Light turned out.

On the balcony. Not mine. I rush there.
Tell the dark to shoo. Stretch a line of ar-
dor in the empty space. Light by pressing
a button. An empty shutter opens. Closes.

Damn. Why doesn’t the water here heat
up. Probably it hasn’t had enough time. In
the meantime, night is descending into its
lower depths. Almost true darkness, and 1
grope with difficulty for the matches.

Lucky. The gas burners light up. Now
there is a bright blue light of gas. There
are Shabbat candlesticks here of gild-

ed material. Maybe copper. Maybe some-
thing else. It’s a subject I know nothing
about. They obviously haven’t been
cleaned in a long time, they’re black from
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oxidization and bright drops of milk are
scattered on them.

I’ll shut them off right away so the gas
doesn’t run out, and light, instead, the
candle. A more romantic light.

The candlelight bathes me in a mystic at-
mosphere. I remember my mother. I pass
my hand close to the flame. And then cov-
er my eyes. May it never end. The light
and the night. The water and the thirst,

the beauty and the pain.”?’

Beauty and pain, cruelty and delight, abusers
and abusiveness are intermixed in a jumble of
bodies in the series “Maalal” by Merav Kamel
(pp. 7577, 117). It is a series of works done in
a kindergarten technique, in which the color
black covers the other colors on the page and
the image is created by engraving and peeling,
with difficulty extracted from the darkness
and at moments swallowed back into it. Deep at
night, within the rooms, behind the closed win-
dows and blinds, physical, sexual, intimate acts
are being performed; pleasurable or dreadful
and harsh, painful and intolerable. The full se-
ries was exhibited in 2016 at the Inga Gallery
in Tel Aviv, and there is probably nothing to add
to the precise comments of the late art critic
Galia Yahav:

“‘Maalal,” Merav Kamel’s excellent exhibition
of drawings, is devoted to the depiction of sex-
ual encounters. She puts forward a broad range
of possibilities of erotic interactions, from a
person alone in a room in a state of longing and
expectation, to a mass gangbang which resem-
bles, not very surprisingly, a lynching. In be-
tween, a firm hand draws the garden of earthly
delights, the whole universe of flexible imple-
ments, an abundance of life moments that are
fast-talked, deadlocked, comic, cosmic, tempt-
ing and tensing, of partners that are touchy
touchers, who hold back and give out, tyrants
of sex and aspirants of sex, chainers and strain-
ers, cold and sold, trans in trance, nymphs and
MILFs.

“l...1

“The artist treads the thin line between plea-
sure and torture, and between the notions of
harm and charm, with great sensitivity. The
weakness and the strength in ‘Maalal’ switch
frequently, converting roles, disrupting the
proper order — weakness achieves an over-
bearing orgasm, strength is humiliated to its
enjoyment. And these flawed switches create
the comic, nightmarish, sexy, criminal, infan-
tile and wild effect of the exhibition.”*®
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