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Zvi Lachman, Carrying
(Pieta), 2013-2014, bronze
and wood, edition 1/3,
208x100x90 cm
Photographer:

Avraham Hay
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What there ,y?1v72 nor
is / What is there?
NN ,2014-2012

L2771 02RIT,2013 ,IRMW
The Take /27 8:19
T3 PV T 2014 ,Off
,2013 ,37021 / N"0 90%x200
J17I173IR VINA'Y 10970
N"0 450%80

,2013 , The last Image
J17I1 IR VINN’O 10970
JArtifacts / n"0 87x130
TI21 1097 ,2014-2012
120190 1127330, TN
N"0 170%170x295

Ella Littwitz, What
there is / What is
there?, 2012-2014,
installation

Whistle, 2013, vinyl
record, 8:19 min / The
Take Off, 2014, poster
diptych, 200x90 cm /
Negative, 2013,
archive pigment

print, 80x450 cm /
The Last Image, 2013,
archive pigment print,
130x87cm / Artifacts,
2012-2014, 3D prints
mixed media,
295x170x170 cm

m1am N3 nna Artifacts
TNNTTIN MU9TN? Stratasys
Artifacts produced with
the generous support of
Stratasys: Professional 3d
Printing

0701071 2 TRIV "W

W A TRIIEA N11pY1)
117°71% ,2007 ,(x11237112
,OSB 1?7 20 1720w
N'U 6855

Shy Abady, The Horses
(after the Quadriga,
Brandenburg Gate),
2007, electric etching
on OSB plate, 55x68 cm

"1971 A7 T TRV YW
N2 121070 M11pv1)
12°71¥ ,2008 ,(AM100W
NINUN 1RII01 172NW
Nn"0 80x102 ,0SB M17 2V
Shy Abady, The

Pretty Jewess (after
Synagoga, Strasbourg
Cathedral), 2008,
electric etching and
mixed media on OSB
plate, 102x80 cm

MN13 R2?7 2787 TR
,Mensch und Sonne)
,2014 ,(WNWnl DR
N"0 70x60 ,D127X711

Erez Israeli, Untitled
(Mensch und Sonne,
Man and Sun), 2014,
digital print on paper,
60x70 cm

11032 IERPAYl AR TITRA
Courtesy of the artist and
Givon Art Gallery

Safe and ,n7i1 R
Sound (Version II),
,ANIRG21P 113700 ,2014
WA T 227
OneFinger, Dj :i1u1v1
OneFinger, 1996, 6:40
NIAWN MR NN '@
Alona Rodeh, Safe

and Sound (Version

I1), 2014, sound

system, lighting,
photoluminous vinyl
Soundtrack: OneFinger,
Dj OneFinger, 1996, 6:40
min cyclic, variable
dimensions

Habit/at ,y?1v7? non
RN ,2014-2012
,(Conversion) nima r??
/27T 7:18 1R7T71,2012
Structure) nam3 r??
21x21x32 1101 ,2013 (T
,(Blind) nama r2? /n'0
127100 1RI30 2013
Habit/at / n"0 190x115
127090 1R7I3V 2014 ,#3
/ N"0 185x200%230

,2014 Habit/at #4
,12010N 1127130

N'0 170%170%295

Ella Littwitz, Habit/at,
2012-2014, installation:
Untitled (Conversion),
2012, video, 7:18 min /
Untitled (Structure

T), 2013, concrete,
32x21x21 cm / Untitled
(Blind), mixed media,
2013, 115x190 cm /
Habit/at #3, 2014,
mixed media,
230x200x185 cm
Habit/at #4, 2014,
mixed media,
295x170x170 cm
(Structure T) nam3 r2?
QUIR M2TRI

TINR? M21TIR 2817

Untitled (Structure T)
Courtesy of the Igal Ahouvi
Art Collection
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Amir Yatziv, Arbeit
Macht Frei, 2009,
installation:

Arbeit Macht Frei,
2009, single-channel
video, 10:21 min /

The Work Gets Free,
2004, construction
plan - Israel (Yad
Vashem Museum) /
Rust Points, 2009,
series of 14 archival
pigment prints,

58x72 cm each

-IRI-TVIRD 1% VNN
n"137 130 ,APWRD
:1%N ,2014 ,0°N1

,2014 ,IPWRN-1RI-VIRIT
/'RT 7:39 IR
Bauordnungslehre
19011 ,(1943 V1971] VUIR)
,2014 2T /RN
2’029 DY 1277 U9 T
N"0 18x26x22

Amir Yatziv,
Hausbaumaschine,
House-Building
Machine, 2014,
installation:
Hausbaumaschine,
2014, video, 7:39 min/
Bauordnungslehre
(Ernst Neufert 1943),
The original book /
Model, 2014, nylon
print with plastic,
22x26x18 cm

TN13 R2?7 )2RW7 TR
,Mensch und Sonne)
,2013 ,(Wnwi nTRA
,DPN12%I T1WW 2W 11170
TR 23 N"0 60x42

Erez Israeli, Untitled
(Mensch und Sonne,
Man and Sun), 2013,
digital prints on paper,
42x60 cm each

U2 727201 RN M2TRA
Courtesy of the artist and
Givon Art Gallery
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Re-view

UR’1TIR) 1930 D171 7 TIR
JARR? van nia L (19101
20 113721 P72PR ,2007

Nn"U 90x120 ,T1

Andy Hope 1930
(Andreas Hofer), The
Day is Ending, 2007,
acrylic/lacquer on
canvas, 120x90 cm
A0 NIT UIR M7 TR
IR 201 ,0"01 ORIRIR
Courtesy of the Doron
Sebbag Art Collection, ORS,
Ltd., Tel Aviv

UNWTJN) 1930 D11 ?TIR
,2007 ,D"WTH D728 (19171
7120 113721 P727RR

N"U 90x120

Andy Hope 1930
(Andreas Hofer),

New Gods, 2007,
acrylic/lacquer on
canvas, 120x90 cm

70 11T qQUIR M7 TR

IR 20 ,0"U1 URANIN
Courtesy of the Doron
Sebbag Art Collection, ORS,
Ltd., Tel Aviv

UNr]TJN) 1930 D11 " TIR
,2012 ,0w 71211 ™M, (1911
N"U 60%x80 ,71 2V nw
Andy Hope 1930
(Andreas Hofer),

Who Goes There, 2012,
oil on canvas, 80x60 cm
A0 11T QUIR M7 TR

IR 21 ,N"UT URARIR
Courtesy of the Doron
Sebbag Art Collection, ORS,
Ltd., Tel Aviv
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Sprach, sprach. War,
,71.127T ,12°T - war
U971 ,1%'N ,2014 170
077180 0PV, 18
1773 ,TUIR TR 07291070
Maya Zack,

Sprach, sprach. War,
war - Spoke, spoke.
Was, was, 2014,
installation, mixed
media, cut etching,
treated found furniture,
cardboard boxes, paper
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RN R2TR 117270
NUHT i ,2014 ,6 MWORI
N"0 139x548 ,1°T

1lit Azoulay, Sixth
Option, 2014, inkjet
print, 548x139 cm

M¥NI R21TR 1177270
71097 ,2014 ,7 MWORI
Nn"0 1142x150 17T

1lit Azoulay, Seventh
Option, 2014, inkjet
print, 150x1142 cm

TN V9N R2TTR 11727V
PTU9T 2014 IRTHNA
N0 900x250 212 NT13U1
1lit Azoulay, Shifting
Degrees of Certainty,
2014, inkjet print and
sound work, 250x900 cm

+ MDIX
0'TINY ,INNY "1¥
Collection +

Zvi Lachman,
verticals

JIIN mMINT,|AM? 2I8
,2T7131 1171117 ,1989-1988
N"0 45x30%170 ,1/3 1IT1N
Zvi Lachman, Reclining
Figure, 1988-1989,
bronze and iron, edition
1/3, 170x30x45 cm

,(Mu0) nxws | N2 v
PUT1113111,2014-2013

N'0 81x80x208 ,1/3 (TN
Zvi Lachman, Carrying
(Pieta), 2013-2014, bronze
and wood, edition 1/3,
208x80x81 cm

2013- JIM21W ,|NIT2 71N
TN, 2731 1173101 ,2014
N'"0 75x70x150 ,1/3

Zvi Lachman,
Shulamit, 2013-2014,
bronze and iron, edition
1/3, 150x70x75 cm

,2014-2013 ;119 |12 71N
/3 TN, 27131 1TI03
N"0 60x70x204

Zvi Lachman, Thy Face,
2013-2014, bronze

and iron, edition 1/3,
204x70x60 cm

’I;ny"_p] 17‘211 "7170 NN
1T IR NN L2005
"7 14:00 ,7¥11Y

Amie Siegel, Berlin
Remake, 2005,
2-channel video
installation, 14:00 min

010N, 7RN9 1NR
“IRYTT,2014 ,2T0n?
T 14:22 HD m3J°81 %1y
Amir Fattal, From the
End to the Beginning,
2014, single-channel
HD video, 14:22 min

100 ,1n"W 7"IX
D'M17X7N :0"M71Nn
TWIX 11X 711N
Erik Schiemann,
Visitors Book:
Photographs from
a Personal Archive

29,2014 W0 ,|°W PR
122 MW D?N17RN

Erik Schiemann,
Installation, 2014,

29 black & white
photographs

D1N3i1 ,"N71TX N"'7"'Y
1721 11nan

Ilit Azoulay,
Implicit
Manifestation

NN RZ1TR 117270
TU9T ,2014 ,3 MWORI
Nn"0 700x150 ,177

1lit Azoulay, Third
Option, 2014, inkjet
print, 150x700 cm

NN RZITR 117270
MU T ,2014 ,5 "WOR
N"0 139x486 ,177

1lit Azoulay, Fifth
Option, 2014, inkjet
print, 486x139 cm

,DIDDINA 1NN 171DN
1"771n MX™M7 Vaw
Letter from

Mr. Faustus, Seven
Adaptations from
Berlin

,2010 ,IN™MA 2¥1 ,pia 1)
NMTWI IRNYTIT IR T
"7 74:16 ,]37

John Bock, In the
Shadow of the Maggot,
2010, single-channel
video, DV PAL, black &
white, 74:16 min

171 721972, | T7700 T TIR
,2011 ,(wTm 23 1°® 179N3)
D7TAN RINUTIT 212 AR'N

"7 29:00 ,07I11WN
Andy Graydon,
Faltungen (Im Westen
nichts Neues), 2011,
sound installation,
variable dimension,
29:00 min

11 ,0V0I)I1 URIN
1771° RN 1IWw31) 0123
187771,2003 (@ 117 TIV
T 1112 ,U2%T NN
Mattias Harenstam,
Hundekélte (Nédchstes
Jahr wirds noch
kalter), 2003, single-
channel video, DV PAL,
color, 11:12 min

,2008 ,231R TIMH 2111 21N
LRI NI IR T
2T 27:00

Ming Wong, Angst
Essen, 2008, single-
channel video, DV PAL,
color, 27:00 min

0INPWa VNI 2RI
JURR (0217 DU 112109
W 107) 1w NITY
TR ,2012 (MO
'PT17:48 ,U1N1 "N1NU
Hajnal Németh, in
collaboration with
Zoltan Kékesi, False
Testimony (a Version
of the Version), 2012,
single-channel video,
Full HD, color, 17:48
min

,2007 ,22%i1 2 TRIV "W
RIJ01 1172NWH 117N
,OSB 1117 2V 11a11un
Nn"0 68x102

Shy Abady, The Cross,
2007, electric etching
and mixed media on
OSB plate, 102x68 cm

noMan 2 IRIY W
113171 NN N11pvl)
111°71% ,2008 ,(MW0?RMIIR
,OSB 1117 2V n2nwr
N"0 80x102

Shy Abady, The

Ruins (after Anhalter
Station), 2008, electric
etching on OSB plate,
102x80cm

1R 211 ,°019 QUIR M7 TR
Courtesy of a private
collection, Tel Aviv

nmapva) Ta 2 TRIV "W
,2008 ,(]102TIn U720
1AW VIR NI2NWIT 12718
Nn"0 119x98, OSB mM172 2V
Shy Abady, The
Wanderer (after Felix
Mendelssohn), 2008,
electric etching and

oil paint on OSB plate,
98x119cm

11MIRA 2 TRIV "W
17U INR Mapvl)
n711%,2008 (17212

172 20 |AW VIR 1120w
Nn"0 119x98, OSB

Shy Abady, The Palace
(after Berlin City Palace
[Berliner Stadschloss]),
2008, electric etching
and oil paint on OSB
plate, 98x119cm

M3 22 ,01°772W 7R7R
11w INEIIY TVW)

'N 5.21%x2.85 ,2014 ,(VIII
Ariel Schlesinger,
Untitled (Burnt
Turkmenistan Carpet

VIII), 2014, 2.85x5.21 m.
V2T 71777231 [ARA M1 TR
Courtesy of the artist and
Dvir Gallery
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Zvi Lachman, Carrying
(Pieta), 2013-2014, bronze
and wood, edition 1/3,
208x90x100 cm
Photographer:

Avraham Hay

Carrying’s formal and thematic link to Michelangelo’s
pietas, and particularly his last - the Rondanini Pieta -
is manifest and clear. The two works present two figures
clinging to each other in a way that makes it impossible to
determine who supports and who is supported, who carries
and who is carried, and in both the figures are positioned
one after the other, as opposed to the conventional
sculptural composition of this theme. In terms of content
as well, both are only indirectly related to the original pieta
concept, offering an infinite variety of perspectives and
interpretations. In both, the complex relationship between
the two figures defies univalent decoding. Lachman
obscures the distinct gender aspect of the Christian pieta,
which presents a mother-son relationship. His genderless
figures sublimate the complex relationship between a
human bearer and a human born(e), between carrier and
carried. The group becomes sheer sculptural poetry.

True observation of Lachman’s works is a demanding
experience, but the more time and attention you devote
to it, the deeper the sense of emotional and aesthetic

satisfaction you experience as you behold works of art.
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impressionist and endlessly coming into shape. In fact, it
may be argued that they are made up of a tension between
a concrete image and its constant, dynamic deconstruction,
informed by a highly charged mental element that opposes
permanent delineation.

Yoni Ascher, PhD, expert on renaissance and baroque
sculpture from Haifa University Department of Art
History, writes:

Lachman called the exhibition verticals, focusing the
gaze on his busts’ bases. The tension between the clear and
rigid geometric bases and the organic heads adds esthetic
and substantive dimensions to his statues, and once again
requires the viewer to review them from multiple vantage
points; indeed, from each angle the proportions between
the base and head seem somewhat different. A nostalgic
moment immediately followed by formal collision, a
harmonious instant straightaway giving way to deliberately
tormenting cacophony, a fleetingly sensible structure of
bust and base followed by a sense of physical unfeasibility.

Lachman is careful to name his sculptures as part of
the pieces’ presentation process. American intellectual
and aesthetician Arthur Danto was preoccupied with
the relationship between the work of art and its title.
According to Danto, once the piece has been given a
meaningful name, its viewer cannot ignore the relationship
between image and title. Indeed, whoever ventures an
in-depth view of Lachman’s sculpted heads with reference
to their titles is sure to discover additional layers of
understanding and meaning.

Carrying, the sculpture work which is the centerpiece
of this exhibition, has also been originally called by a
different name. It may be associated with a group of two-
figure statues sculpted by Lachman throughout the years,
in which relations of space, image and movement between
the twin figures evoke fascinating narratives which cannot
coexist in a single-image piece. Carrying is unique among
the artist’s other two-figure pieces not only in the nature
of the relations between the two, but also in its title, which
relates it to pietas. The Christian pieta is about death, grief,
sacrifice and mutual dependence, and therefore bears
universal cultural associations. Carrying is a Jewish-Israeli

pieta of sorts, leveraging the concept’s historical context.
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Collection +
Zv1 Lachman,
verticals

Curator: Aya Lurie

The starting point for the Collection + exhibition series

at the Herzliya Museum of Contemporary Art is the desire
for close familiarity, study, expansion and review of

the museum’s permanent collection. This inward look is
designed to reevaluate works which are usually kept in the
museum'’s storage rooms. The discussion of works from that
collection will be conducted through solo exhibitions of the
artists involved.

The artist opening the series, Zvi Lachman, has a
longstanding relationship with the Herzliya Museum. In
1990, he presented an extensive solo exhibition as the
museum, encompassing ten years of creative work, and his
stature Female Warrior Resting is on permanent display
at the museum’s entrance plaza. The current exhibition
brings “old and new” together as a way of expanded
review of the artist’s course of development over the years.
Reclining Figure, from the museum’s collection, was made
in 1988-89, succinctly capturing his earlier style as a starting
point for comparison with his new sculpture group from the
last three years, also on display here. A careful examination
would reveal the threads that run deeply throughout
Lachman'’s creative work history. His statues are cast in
bronze, and have massive, solid, lumpy presence of tangible
materiality. At the same time, they maintain the precisely

opposite quality of movement, soft and unyielding tremor,
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to the object as a form of testimony. At the same time,
Azoulay is not concerned with the object itself, but rather
with its documentation, which articulates her indirect
contact with the past, as well as the indirect means by
which it is transmitted in the present.

In the current project, Azoulay made use of new
expressive means - texts and sound. She ventured out
on a partly real, partly fictitious investigative journey to
study a range of objects and architectural elements. With
the help of a research assistant, she analyzed her findings
based on the information provided by conversations with
experts, archival research, appeals to institutions and
municipal authorities, interviews with people who lived
near these objects, and data collected in libraries. In most
cases, she was able to uncover the history and origin of
the photographed objects and elements. In a factual tone
of the kind associated with reportage, Azoulay presents
her findings in writing. Yet despite her general adherence
to the facts, every so often her texts are infused with a
personal, or even fictional, tone or turn. In some cases, she
even expresses regret for actions taken. In other instances,
she recounts in detail a story that has never happened. The
texts were recorded by Azoulay in three languages (Hebrew,
English, and German), and can be listened to on the audio-
guide available to exhibition visitors. This artistic strategy
largely undermines the certainty of historical research
and the objectivity of the archive. It reflects the difficulty
inherent to accessing information while exposing the
mechanisms underlying German bureaucracy, characterized
as it is by rigidity, formality, and distance. Azoulay
thus becomes acquainted with the past by studying the
mechanisms that guide it. Her current exhibition bespeaks
the assimilation of increasingly sophisticated conceptual
and formal strategies, which have already been present in
various ways in her earlier photographs. Azoulay's oeuvre
presents complex, in-depth theoretical, emotional, visual,
and historical layers, turning back to the past in order to

delineate it as she contemplates the picture of the present.
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1lit Azoulay, Shifting
Degrees of Certainty,
2014, inkjet print and
sound work, 250x900 cm

and external spaces are thus transformed, in Azoulay's
work, into a complex symbolic sphere that reflects the
urban dynamics of Berlin as a city in the process of
renewal, while simultaneously articulating the struggle
taking place within it between the forces of the past, the
present, and the future.

The back wall of the exhibition space at the Herzliya
Museum features a sort of index map titled Shifting
Degrees of Certainty. This map includes 85 framed
photographs that capture various objects and architectural

elements - including an effaced inscription on a marble

plaque, a music stand, a stuffed giraffe head, an electric

switch, a marble sculpture, a skull, a window, a glass flask,
and more. Further observation reveals the mysterious
figures of a flutist and a female violinist engrossed in the
act of making music, who appear alongside the objects
in the large panoramic photographs, assembled in what
appears to be an ongoing process of montage.

Azoulay photographed these objects with a
sophisticated macro lens, on a 1:1 scale, and the impact
of her photographs owes to her insistence on capturing
the objects’ plastic qualities - such as the large crack in
the KW facade, which was photographed from a crane
especially commissioned for that purpose. Consequently,
some of the objects in the final images seem to have been
photographed, directly, while others appear as an amalgam
of numerous photographs. The objects captured by Azoulay
with her digital camera come together to create a kind of
imagined collection, underscoring the gap between the

actual object and its representation - perhaps as an analogy
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This wooden construction transforms the museum space
into a sort of theatrical stage, and presents the photographs
as movable pieces of stage scenery. Their location in the
Herzliya Museum's largest exhibition space enables viewers
to observe them from multiple perspectives, including a
view from above.

The presentation of the panoramic photographs on
wooden side scenes functions as a three-dimensional
installation, which recalibrates our sense of the
architectural space and its relation to our human scale. We
thus find ourselves wandering across each photograph as if
wandering through the actual KW Institute building, raising
our head to the top of the building as if participating in a
parable for the relations between illusion and reality, which
are heightened by the camera's deceptive realism.

Over time, Azoulay has come to be increasingly
interested in casting a reflexive gaze at the act of artistic
creation itself, its components and history. In the current
exhibition, the internal and external spaces of the KW
Institute in Berlin are documented, and actually function as
kaleidoscopic analogies for the creator and her creation.

The KW Institute for Contemporary Art in Berlin is
located in a historical building slated for preservation.
Following her arrival there, Azoulay was drawn to a
large crack running across the building's facade, due to
a controversial construction project recently undertaken
in an adjacent building. Azoulay arrived at KW at a time
of far-reaching changes at the institute following the
appointment of a new chief curator, Ellen Blumenstein.
Blumenstein was interested in exposing the original
structure of the exhibition spaces and revealing the
later additions to them. She collaborated with the artist
Nedko Solakov on the Markierung (2013) project, in
the course of which they wandered through the KW
building while Solakov wrote Blumenstein's comments
on the walls and used a black marker to add drawings,
like graffiti inscriptions expressing a kind of juvenile
rebellion against the concealment and effacement of the
past. These inscriptions are included in Azoulay's images,
and contribute to presenting the museum as a distilled
reflection of the economic and social processes of change

taking place in the city. The art institute and its internal
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1 This collaboration
included a visit to Israel by
Gabriele Horn, Director of
KW, and Friederike Schir,
Director of Schir Foundation.
As Chief Curator of the
Shpilman Institute at the time,
| organized (together with
SIP's former Associate Curator
Orit Bulgaru) a series visits to
the studios of Israeli artists
working in the medium of
photography. At the end of
this process, the KW curators
chose to award the residency
in Berlin to Ilit Azoulay.

A Circumscribed Sphere:
Following Ilit Azoulay

Curator: Aya Lurie

4

The recent project created by Ilit Azoulay is simultaneously
on display at the Herzliya Museum of Contemporary
Art in Israel as Implicit Manifestations and at the
KW Institute for Contemporary Art in Berlin as Shifting
Degrees of Certainty. This project follows upon the
artist's participation in a six-month residency program at
KW, which was born of collaboration between the Shpilman
Institute of Photography, Schir Foundation, and KW.'
Azoulay's works include photographs of the KW
Institute building in Berlin, adapted using Photoshop to
include architectural elements and objects from various
cities in Germany. The cutting and cropping of the images
included in her panoramas, as well as their re-fusing,
gives rise to a photographic language that opens up onto
a different kind of visual sphere - one that is inextricably
related to everyday reality, yet nevertheless separate
from it. Photography's apparent faithfulness to reality is
destabilized by the revelation that it is just as prone to
technical manipulation and invention as every other artistic
medium, so that the works appear suspended in the space
between the factual and its representation, realism and
fiction, documentation and artistic creation.
Ilit Azoulay's current exhibition at the Herzliya Museum
features four large-scale, panoramic photographs, which are

affixed to wooden supports located in the exhibition space.
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the ceremony commemorating the Martyrs of Zaglambia,
who include my grandfather’s family. | have never truly
understood the meaning of my father’s need for this ritual
repetition, given that the text or memorial plaque never
change or tell a different story each year.

French philosopher Jean-Francois Lyotard wrote
that certain historical events are impossible to perceive,
describe or represent. Our very knowledge of their
occurrence and storage in memory constitute an integral
part of our composite attempt to represent them. The
only possible way of dealing with the unpresentable,
argues Lyotard, is art of the kind that does not seek to
represent or present a reality but rather “present the fact
that there is an unpresentable”. In his monumental film
Shoah, Claude Lanzmann presents hours upon hours of
testimonies, breaking the huge and inconceivable story
of the Holocaust into tiny details as an expression of the
hopelessness of ever grasping the enormity of this global
historical event which has tarnished humanity forever.

In Erik’s photos, | find an approach which channels the
trauma and obsession in a way that echoes Lyotard’s
approach, into a private reflexive move which is not
committed to the big story or to historical facts. It is a
melancholy and above all humane approach, minor and
subjective. In his photos, Schiemann produces tension
between what we already know about these places and his
own private identity experience.

Like my father, Erik belongs to the second generation
of the trauma, albeit on the other side. Through our
developing relationship, | became exposed to a different
perspective, that of a son to German parents who
resisted the Nazis during the war, the step grandson of
Leopold Weiss who had changed his name to Muhammad
Assad (1900-1992) - a Jew who converted to Islam at
the beginning of the century. He became known as a
Muslim cleric and activist who tried to affect the course
of contemporary Islam, as a diplomat, cosmopolite,
romanticist and translator of the Qur’an.

I have formed a unique relationship with Erik, the
artist, documenter, collector of visions and vignettes. The
dialogue between us is presented before you in the form of

a small selection of photos from his huge private archive.
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Sapir Hubermann,
freelance curator and
photographer, born in
Israel in 1985, lives and
works in Berlin since
2013.

Erik Schiemann,
freelance photographer,
born in West Germany
in 1963, studied
photography in
Dortmund and Leipzig,
lives and works in Berlin
since 1992.

Erik Schiemann,
Visitors Book:
Photographs from a
Personal Archive

Curator: Sapir Hubermann

3

Over the last twenty years, German-born Erik Schiemann
has been systematically photographing in concentration
and extermination camps across Europe. In his photographs,
Schiemann focuses on portraits and documenting tiny
corners in the camps, motivated by the desire to understand
and uncover something about the place and the events it
has witnessed - something that cannot be unraveled from
the general, "big picture”. Many of the photos are portraits
of camp visitors, employees or people living nearby. In
some cases, the subjects seem to be acting in front of the
camera as though in a theater; in others, they look like
prisoners from that era.

I met Erik Schiemann by accident when visiting the
Sachsenhausen Concentration Camp. Whereas for me - a
third-generation Holocaust survivor from a Jewish family
and a new resident who just arrived in Berlin - this was
the first visit in Sachsenhausen, 1 soon came to realize that
like me, Erik has been frequently visiting concentration
and extermination camps over the years. Schiemann is not
motivated by the desire to document the subject from a
historical point of view, nor is he motivated by ideology
or the need to make a statement, even though he has read
and studied all the camps in depth. His recurring visits are
a product of a private, inner obsession. For me, this action

of his echoed my father’s insistence to travel each year to
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milestone that is both culturally significant as an artistic
masterpiece and as a historical document shedding light on
the turbulent politics of 20th-century Germany.

The duality of rigid structure and rational thinking
combined with mystic emotions rooted in medieval times
has been explored by many German artists throughout the
century. In recent years, Berlin has been transformed into a
new cosmopolitan metropole, attracting an influx of non-
German artists inspired by its multicultural and historical
layers to deal with these themes by bringing their own
sensitivity and cultural background into the process.

Using diverse concepts and techniques, the artists
transform the inspirational works into new contemporary
pieces by enhancing them with new context and complexity
aimed at dealing with themes like historical memory,
collective trauma, immigration, and the clashing of non-
German and German cultures. These transformations are
colored by the genuine mood of curiosity and estrangement
with which most artists encounter a different culture.

In the works on display, these contacts deal with typical
German themes like challenging preexisting norms or
social exclusion leading to fear and suspicion. Working
through these issues, specifically in the context of Berlin,
also sheds light on important political and cultural themes

contemporary Berliners cope with on a daily basis.
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Amir Fattal, artist and
curator, lives and works
in Berlin since 2001.

Stephan Kéhler, artist

and curator, lives and
works in Berlin.

John Bock, In the

Shadow of the Maggot,

2010, single-channel
video, DV PAL, black &
white, 74:16 min
Photographer: David
Schultz

Letter from Mr. Faustus:
Seven Adaptations
from Berlin

Curators: Amir Fattal and Stephan Koéhler

2

In his book Doctor Faustus, Thomas Mann writes about
the concept of a time triangle. Through the character of Dr.
Serenus Zeitblom, Mann describes an event that took place
in 1912, just before the First World War, but he does so in
1944, already aware of the coming end of the second. Mann
is conscious of the fact that by the time his book is done,
the readers will experience the story in yet a third point

in time, sometime in the future. Each of these points - the
original story, its novelization, and its experience by future

readers - grounds historical events in a new context and

opens a new perspective.

This exhibition presents a selection of various artworks
produced in Germany in the past ten years, based on
different strategies of artistic adaptation. The starting point

for each piece exhibited here is a literary, musical or filmic



35 9 For a fascinating example

for the historically more
common approach, see Naomi
Tereza Salmon’s work on
digging up victims’ remains.

10  For example in the
exhibition Mirroring Evil: Nazi
Imagery/Recent Art, New York
in 2002.

Dana Arieli, Objects
in Preservation Lab,
Buchenwald, 2009

Dana Arieli, Olympic
Stadium, Berlin, 2009

Dana Arieli, Tempelhof
Project, Berlin, 2011

rather than their victims.’ This way, | became familiar with
the diggings currently going on in campsites designed to
examine remains as a way of studying the Nazi guards’
daily life. I find Ella Littwitz's work fascinating in that
regard, since she joined a group of archeologists digging
at Tempelhof and observed their work. She documented
the remains they dug up from the garbage mounds in the
airport abandoned in 2009 on camera, and later reproduced
them as objects in three-dimensional printers. Her work
does not only provide historical testimony about the
period, but also combines her attitude regarding the state

1St

of photography in the early 21°* century, as well as Nazi

Germany'’s historiography, of course.
11

The Back to Berlin exhibition set makes a significant
and different attempt to deal with contemporary young
artists working in Berlin. Unlike previous exhibitions which
sought to grapple with the historical burden laid by Berlin

on whoever seeks to create in it in the early 215t

century, it
seems that this exhibition set will occupy a key position in
our historical awareness as reflecting a turning point in the
emerging memory culture of that time: whereas the first
postwar art wave sought to avoid dealing with the Nazi
past by concealment or repression, and whereas the second
wave was characterized by often provocative works,'? the
third wave - Back to Berlin included - is characterized by

a mix of diverse strategies of representing the history of
Nazism and Germany in general. The culture of memory
suggested by the exhibition set is more sober, seeking to be

more responsible towards history.
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i - From the fall of 1940, he and hi

from where their colleagues had left off, forced to lay down
their brushes by the Third Reich.

Archeology of Relics

The archeology of relics is typical of both Israeli and
European cultures ever since the end of the Second World
War. This issue has become particularly salient in recent
times, as the living witnesses become ever fewer in number.
In recent decades, caring for the relics left behind by the
victims on the one hand and the victimizers on the other
has become the major framework for the culture of memory
in both German and Israeli society, except that unlike
the survivors’ artifacts, curating the remains of Nazism is
considered a less legitimate pursuit. This subject is central to
the works by Ariel Schlesinger, llit Azoulay and Ella Litwitz.
6 Paul Virilio, Bunker In Archeology of Bunkers, Paul Virilio was among the
Archeology, New York:
Princeton Architectural Press, first to formulate the difficult feelings evoked by Nazism’'s
2008 remains, particularly the Atlantic Wall.® In 2009-2013, |

7 Tempelhof was travelled frequently in Germany in search for the relics of

designed by Nazi architect .
onecny Nazism. | carefully photo-documented them as a way of

Ernst Sagabiel as part of

Albert Speer’s plan for the conjuring the German ghosts. | visited scores of Nazi sites

reconstruction of Berlin, and

completed in the late 1930s. It
was used until 2009. different ways. The former Tempelhof Airport was one of

built during the Third Reich years, which preserve history in

8 someofthephotosfrom  the sites | frequented several times in my obsessive search

my trips to Germany were for relics.” | became excited anew each time | found another

collected in Nazi Phantom.
See fn. 2 above. artifact preserving some Nazi history.8

- In my visits to concentration camps across Germany, |
Dana Arieli,

Transparant insisted on observing the remains left behind by the Nazis,
Commemoration,
Berlin, 2011
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3 7 Berlin at the end of the Second World War as opposed to

5 The methodology of the current state of the same sites.” Observing the relics
comparison preoccupies me
not only as a researcher but
also as a photographer. In my opposite tendency to ignore, erase or build over them raises
Nazi Phantom, | sought to
compare Nazi buildings at the
time they were erected with concealment or containment in the urban landscape.
their current condition using
photography. See ibid. pp.
42 & 47.

of history strewn all over Berlin in the context of the

questions as to ways of dealing with the past by either

Tributes to “Degenerate” Art:

Dadaism, Expressionism

Although several decades have passed since the collapse

of the Third Reich, it seems artists’ attitudes towards
Nazism - collaboration, denial or rebellion - are as relevant
as ever. Opportunistically following the herd became one
major alternative, while resisting, going underground or
emigrating became the other. It is no accident therefore
that some of the artists participating in the exhibition set
present tributes to artists and movements persecuted and
excluded by the Nazis. Andreas Hofer changed his name to
Andy Hope 1930 as a direct homage to persecuted German
artists such as Georg Gro3 and Helmut Herzfeld, who
changed their names to George Grosz and John Heartfield,
respectively, as a way of protesting against the rise of
German nationalism and xenophobia during World War One.
His works constitute a tribute not only in their title, but also
in their style, as they seek to reconstruct the characteristics
of expressionism, Dada, and Rotte Gruppe (the Red Group),
all outlawed and persecuted by the Nazis. Hofer's familiarity
with the masterpieces of the time is often a source of subtle
irony: for example, his choice of a style reminiscent of Emil
Nolde sheds light on the fascinating duality so typical of
the latter’s works: Nolde was a leading expressionist artist,
who had hoped that joining the Nazi party would shield
him and enable him to continue working as an artist. But he
was disillusioned soon enough, when the Nazis designated
him a degenerate artist. Hope's fluency with contemporary
canonic works and expert familiarity with the styles of
Nolde, Grosz, and Otto Dix resonate another chapter in the
history of art: the neo-expressionist wave, which reached

its peak in 1960s Germany. When observing works inspired
by neo-expressionism, you can easily see how the leading

young artists of that decade chose to continue precisely
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4 See an elaborate
discussion of Art and

Race in the chapter on
Schultze-Naumburg in Dana
Arieli-Horowitz, Romanticism
of Steel: Art and Politics in
Germany, Jerusalem: Magnes
Press, Hebrew University, 1999
(Hebrew).

Paul Schultze-
Naumburg, A Page
from Art and Race
(Kunst und Rasse),
1928

since it involved dichotomies, there seems to be no
dispute regarding the fact that this period sowed the
seeds for the future growth of the German racist ideology.
This development culminated at the end of the Weimar
republic, on the eve of the Nazis’ rise to power, when the
proponents of scientific racism began adopting comparative
methodologies in order to highlight the differences
between “sublime” Aryan culture and “degenerate”
culture. In Art and Race, German architect and art critic
Paul Schultze-Naumburg compares the “degenerate” art
of contemporary expressionists with photos from medical
encyclopedias printed in Germany.4

Nazi cultural politics involved exceptional emphasis
on the visual and did not consider culture a functional
entity subordinated to politics, but rather considered
them equal in stature. It is in the light of this background
that we can understand how the comparison between
"degenerate” and “sublime” became common, and how
many books published at the time used images in order to
illustrate the characteristics of Aryan culture which should
be nurtured, as opposed to “degenerate” culture which
must be denounced and persecuted. Erez Israeli’s choice
of such a book, Man and Sun, in which the Aryan body is
presented in ideal postures, as a starting point for his work,
is a quote that relies on familiarity with Nazi ideology.
Amie Siegel chose a similar methodology in Berlin Remake:
the comparison of then and now in her video installation

relies on archive films depicting sites of destruction in
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3 Mephisto was first

screened in 1981, and became
the first film in Szabd’s
European Trilogy, followed

by Colonel Red! (1984) and
Hanussen (1988). Mephisto is
an adaptation of Mann’s 1936
novel, which tells the story of
a German artist who sold his

soul to the devil, or, to use
lounesco’s analogy, became a
rhinoceros by abandoning his
creative freedom to ingratiate
the Nazi leaders.

used by lonesco to allude to the standardization forced by
the Nazi regime and its likes upon artists, many of whom
did not hesitate to abandon art’s critical and subversive role
and instead became willing mouthpieces for totalitarian
regimes. A similar question preoccupied Jewish-Hungarian
director Istvan Szabé in Mephisto, which dialogues with
Klaus Mann's eponymous novel.’

The idealized conception of culture in the Third Reich
years, which obviously relied on antecedent ideological
traditions, including the romantic movement, is fundamental
to several works displayed in the exhibition set, raising
questions regarding the paradox of cultural idealism so
central to the Nazi Weltanschauung on the one hand, and the
descent into barbarism manifested among other things by
xenophobia, scientific racism and blood libels.

Hajnal Németh’s False Testimony deals with a blood
libel echoic of the Protocols of the Elders of Zion. Németh's
work is inspired by a historical event which took place in a
Hungarian village in 1882, when a Jew was wrongly accused
of murdering a gentile girl. The false testimony of a 14
year-old boy in the ensuing trial provided the artist with
the infrastructure for her video work, part of the exhibition
Letter from Mr. Faustus: Seven Adaptations from Berlin.
Xenophobia is also central to another video work from this
exhibition, Ming Wong's Angst Essen - a tribute to German
director Rainer W. Fassbinder, and particularly his well-
known 1974 film Angst Essen Seele auf (Ali: Fear Eats the
Soul) - about the relationship between an elderly German
woman and Ali, a young Moroccan migrant worker.

The difficulty to decipher the process which led to the
deterioration of German culture from its dizzying heights
also resonates in Amir Fattal’s musical performance From
the End to the Beginning. The basis for Fattal's work is
the Wagnerian aria Vorspiel und Liebstod, from the opera
Tristan and Isolde - he copied its notes in the precisely
opposite order. Maintaining the aria’s original notes
produces a new musical move which apparently calls for
reexamination of the very foundations of German culture.

The late romantic period epitomized by Wagner was
characterized among other things by blind idolization of
German nationalism, and even though the Weltanschauung

on which it is founded cannot be read as a unified whole,
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1 See Alexander’s studies
on cultural trauma, e.g. Jeffrey
Alexander, “Toward a Theory
of Cultural Trauma”, in:
Jeffrey Alexander (and others),

Cultural Trauma and Collective
Identity, Berkeley: University
of California Press, 2004, pp.
1-31.

2 Dana Arieli, The Nazi
Phantom: German Cities

Confronting their Past, History
and Theory, Bezalel, 14, Sep.
2009.

the magic of its past: the historical awareness of what took
place here, and particularly the circumstances under which
its avant-garde incarnation came to an abrupt end, has
turned it into a magnet.

The artworks included in the exhibition set Back to
Berlin offer tributes to artists and authors who had been
active in Germany and whose work was outlawed during
the Third Reich. The reaction to this severing of avant-garde
activity is in fact a meta-reaction, characterizing several
of the works, offering a kind of closure of the historical
circle. The initial postwar shock was replaced by creative
numbness which continued for several decades; today,
years after the silence ended, the themes leading creative
work in Berlin reinforce the claims regarding the experience
of a bona fide cultural trauma.'

Art operates in Berlin as the producer of a memory
culture. In that sense, the Back to Berlin exhibitions
provide a fascinating glimpse on how a contemporary
memory culture takes shape. Germany, so it seems, offers
a particularly fertile ground for art’s grappling with the
historical burden laid on whoever chooses to live in that
complex, amazing city. The art that emerges in Berlin is
“transparent”, since its preoccupation with history is not
necessarily direct. | use the term “transparent art” as an
extension of the term “transparent commemoration”,
used elsewhere to describe a pattern which became
firmly fixed in Berlin of placing transparent monuments
wherever exceptional historical events have taken place.’
Transparency, in that sense, is characteristic of Berlin's
emerging artistic endeavor, which prefers indirect or allusive
reference to the Nazi past. In some cases, the artists choose
to quote or echo artworks from 20th-century Germany. 1 find
this choice of tacit and implicit reference to the political past
while focusing on the history of art and culture in Berlin
fascinating, because it may be read in the light of several

conceptual sequences | will now try to delineate.
From Rhinoceros to Mephisto
In 1958, Romanian-French playwright Eugéne lonesco wrote

Rhinoceros. The rhinoceros’s tendency to live in a herd and

the immense strength associated with this animal were
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and researcher of
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Back to Berlin: Art,
Location, Politics

Dana Arieli

The wheel of history has turned Berlin once more into
Europe’s beating heart, an essential and unprecedented
hub of creativity, which imparts unto anyone active within
it the sensation that they are at the most alive and kicking
location, the most exquisitely subversive place to make art.

Berlin’s revival as a center of avant-garde activity
occurs precisely one-hundred years after having already
won that title. Unlike Paris, which became the capital
of impressionism and provided the trigger for the onset
of avant-garde pursuits, Berlin was identified with the
expressionist movement, which led and defined the canon
in the second major stage of the avant-garde movement,
characterized by creative totality and manifested in its
expansion far beyond the boundaries of visual art and into
music, architecture, film and later also design.

These days, Berlin not only reassumes the status it was
bereft of upon the Nazis rise to power, but gains in strength
and momentum as it rushes forward: the countless numbers
of young artists active in the German capital ever since
the Wall came down in 1989 are turning it into a creative
powerhouse in a process that has yet to reach its peak.

What is the secret of Berlin’s magic in 2014? Some
say it is the city’'s unique economic conditions, as it is still
struggling with the aftermath of reunification, and the cost

of living remains relatively low. But at least as important is
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Although the catastrophe took place several decades ago, it
is still present within it, so powerfully in fact, that (natural-
biological) time is powerless to truly heal it.

The Holocaust which was conceived in Berlin - that
same catastrophe which nullifies everything, which leaves
nothing behind - places us again and again at the starting
point. Whoever goes back to Berlin exists not only in its
here-and-now, but also in a starting point which allows, as
Kierkegaard put it, to “recollect forward”, thereby redeem

it, or at least struggle with the terrible history that is about
to befall it.
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1 Jean Améry: At the

Mind’s Limits: Contemplations

by a Survivor on Auschwitz

and Its Realities (New York:

Schocken, 1986), p. 72.

2 lbid.

3 lbid., 77-78.

4 Repetition, A Venture
in Experimental Psychology,

by Constantin Constantius
[pseudonym], 1843, by
Sgren Kierkegaard, Edited
& Translated by Howard

V. Hong & Edna H. Hong,
1983, Princeton University
Press, p. 131.

“natural” time and “moral” time. Natural time involves
“the biological healing that time brings about”." The basic
assumption of whoever relies on natural time is that what
the tomorrow holds in store is forever more valuable
than what happened yesterday. The moral person, on the
other hand, opposes this natural-biological movement of
time and rebels against the reality that has supposedly
become fixed. The moral person, says Améry, demands the
“annulment of time”,” and accordingly seeks to reverse
irreversible processes. In reference to the Nazi German
killers and their Jewish victims, Améry argued that moral
time would enable the following situation: “two groups
of people, the overpowered and those who overpowered
them, would be joined in the desire that time be turned
back and, with it, that history become moral”.>

What, according to Améry, makes such time travel
possible? The way I see it, going back in time is made
possible only by the catastrophe brought about by natural
time, a catastrophe so great that it leaves us no alternative
but to insist on the possibility of going back in time and
restarting it for the purpose of a different, moral history.

In his 1843 book Repetition, Seren Kierkegaard
distinguishes between “repetition” and “recollection”.
"“Repetition and recollection are the same movement,
except in opposite directions, for what is recollected has
been, is repeated backward. Repetition, therefore, if it is
possible makes a person happy, whereas recollection makes
him unhappy".4 Recollection, according to Kierkegaard,
is a turn from a real-life present to a past that used to
be but is no more. “Going back to the past”, as opposed
to recollection, assumes a total loss of the present, a
loss which enables the returnee to find himself once
more in square one. Whoever truly seeks to return to the
past, rather than just recollect it, must therefore risk his
present, his existence, and thereby regain it. According
to Kierkegaard, Abraham was the greatest person in
human history, the only one in history truly willing to risk
his dearest son, in order to regain him and thereby start
everything anew, including time.

Berlin of our time may be a unified capital, it is perhaps
the “other” Berlin, it may offer a convenient life, but at

the same time it is also a locus of disaster, of absolute loss.
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Back to Berlin:
Back to Where?

Boaz Neumann

Where do we go back to when we return to Berlin? One
return occurs in the last generation, after Berlin has lost its
status as one of the world’s major capitals with the collapse
of the Third Reich. This return has to do with dramatic
political events such as the fall of the Berlin Wall and the
reunification of Berlin and all of Germany; social factors
including the recognition that Germany is indeed already
the “other” Germany; economic considerations such as the
low cost of living, and more. Among the returnees we can
find countless artists who are returning Berlin, to a very
significant degree, to its glorious days in the turn of the
20th century.

But the return to Berlin is more than a return to the
contemporary city. It is also a return to Berlin of yesteryear,
particularly its formative moments - Berlin of the Third
Reich, of the Weimar Republic, of the Great War, and of the
turn of the century.

Is it possible to go back in time? The temptation to go
back in time to Berlin is a powerful one: many of us wonder
how they would have acted had they found themselves in
a concentration camp, how they themselves been in Adolf
Eichmann'’s position, had they actually met Hitler.

Author and thinker Jean Améry - survivor of Auschwitz,
Buchenwald and Bergen-Belsen, insisted that it was possible

to go back in time. In this context, he distinguishes between
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us and seek a space of articulation that has yet to be
exhausted.

Two new exhibitions that represent a dialogue with the
museum'’s permanent collection are displayed under the
title Collection + a solo exhibition by the artist Zvi Lach-
man, verticals, and an exhibition of the Jacob Alkow
Collection, curated by k1p3 architects, which brings new
perspectives to the traditional display.

I would like to thank the artists presenting in the
exhibition for a profound and inspiring dialogue. 1 thank
the Mayor of Herzliya Mr. Moshe Fadlon, the Mayor’s Deputy
and Consultant, Head of the Culture Department and
Deputy Director of the Education Division, Mr. Yehuda Ben
Ezra, and Chair of the Culture Corporation and Municipal
Council Member Liat Timor for their support of our
museum’s activities. Special gratitude is due to the curators
- Amir Fattal, Stephan Kohler, Sapir Hubermann, Karina
Tollman and Philipp Thomanek - for their fascinating and
professional work. | thank the writers Prof. Dana Arieli and
Dr. Boaz Neumann who joined the project enthusiastically
and contributed from their rich knowledge. | am grateful to
the loaners Doron Sebbag Art Collection, Yigal Ahouvi Art
Collection, Dvir Gallery, Givon Art Gallery and Braverman
Gallery. Thanks to Stratasys, Friederike Schir who heads the
Schir Fund, Dr. Wolf Iro who heads the Goethe Institut in Tel
Aviv, Amos Dolev and to Gabriele Horn, Director of KW in
Berlin. Special thanks are due to Yaffa Braverman, Adi Gura,
Dana Golan Miller, Tami Gilat and Elinore Darzi.

I thank the superb professionals who have accompanied
the project: the museum’s graphic designer Kobi Franco for
his exquisitely precise work, Mor Halimi for his professional
work and Uri Batson for his commitment. | thank the
excellent language editor Ruti Megides and the meticulous
English translator Ami Asher. From the bottom of my
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Aya Lurie

Back to Berlin includes solo and group exhibitions of
Israeli and international artists and curators whose work is
affected by their stay in Berlin and attempts to cope with
its charged history. It seems that today, Berlin is regaining
the special status it has lost upon the rise of the Third Reich.
Ever since the Wall came down in 1989 the city has once
again become a vibrant cultural center, a hub for young
artists from all over the world, enabling convenient living
conditions compared to other major European capitals,
and rich in generous residency programs for students and
artists. Berlin has become a sane and trendy alternative,
and yet history refuses to let go, and is present in every
corner. The exhibitions seek to offer perspectives focused
on how a contemporary culture of memory takes shape
among artists who perceive themselves as members of

the “third generation”. They cope with Berlin’s past by
dealing with the great icons of German war and culture
using practices of historical research or artistic reference.
These indirect moves reflect not only the growing historical
distance from the events themselves, but also the way
they are preserved in our consciousness and the emerging
narrative of their transmission. Next year marks the 5oth
anniversary of formal diplomatic relations between Israel
and Germany. It seems that the complex and enduring

relationship between the nations continues to preoccupy
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