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Marco Godoy, Claiming
the Echo, 2012,
performed by the
Solfénica Choir, single-
channel HD video, 5
min 25 sec, looped
Courtesy of the artist
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Zeljka Blaksic aka

Gita Blak, Whisper-
Talk-Sing-Scream,
performance, Urban
Festival of Contemporary
Arts in Public Space,
Zagreb, 2013 (photo:
Damir Zizic)

Courtesy of the artist
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Luigi Coppola, On
Social Metamorphosis,
2012, single-channel
video, 13 min, looped
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Ruthi Helbitz Cohen,
Golden Egg, 2014,
mixed media on paper
cutouts and masking
tape on canvas,
400x300

Courtesy of the artist
Photo: Barak Brinker
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Hadas Hassid, Untitled,
from the series “Hadas
Hassid,” 2014, colored
pencils on paper,
29.7x42

Courtesy of the artist and
Julie M. Gallery, Tel Aviv
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Ruthi Helbitz Cohen:
Curtain of Tears

(All works are from the
estate of the artist)

Daphne, 2013, mixed
media on paper cutouts
and masking tape on
canvas, 300x150

Great Terror and Moon,
2013, mixed media

on paper cutouts

and masking tape on
canvas, 300x300

Hearts & Bombs, 2013,
mixed media on paper
cutouts and masking
tape on canvas,
400x180

Back to Back, 2013,
mixed media on paper
cutouts and masking
tape on canvas,
300x150

Gluttony, 2013, mixed
media on paper cutouts
and masking tape on
canvas, 300x150

Judith, 2014, mixed
media on paper cutouts
and masking tape on
canvas, 250x70

Horse Power 1, 2014,
mixed media on paper
cutouts on canvas,
300x200

The Position of the
Magician, 2014, mixed
media on paper cutouts
and masking tape on
canvas, 247x130

Horse Power 2, 2014,
mixed media on paper
cutouts on canvas,
247x130

Golden Egg, 2014,
mixed media on paper
cutouts and masking
tape on canvas,
400x300

Crucified, 2014, mixed
media on paper cutouts
and masking tape on
canvas, 300x200

Eating Her Own Hand,
2014, mixed media

on paper cutouts

and masking tape on
canvas, 300x150

The Sky Fell on Me,
2015, mixed media
on paper cutouts
and masking tape on
canvas, 300x400

Untitled (Floor
Installation), 2015,
mixed media on paper
cutouts, 300x200

Curtain of Tears, 2015,
mixed media on paper
cutouts, 300x1,500

Snow White, 2015,
mixed media on paper
cutouts and masking
tape on canvas,
300x300

Blonde, 2015, mixed
media on parchment-
paper cutouts,
dimensions variable

Inward Gaze Il

Rotem Balva, Rolling,
2002, video, 1 min

51 sec, looped

Collection of Herzliya
Museum of Contemporary Art

Shibetz Cohen, Beit
Yad Labanim, Herzliya
Museum, 2008,
graphite on paper,
150%x150

Courtesy of the artist and
Julie M. Gallery, Tel Aviv

Shibetz Cohen, Beit
Yad Labanim, Herzliya
Museum, 2008,
graphite on paper,
150%x150

Courtesy of the artist and
Julie M. Gallery, Tel Aviv

Hadas Hassid, Untitled,
from the series “Hadas
Hassid,” 2014, colored
pencils on paper,
29.7x42

Courtesy of the artist and
Julie M. Gallery, Tel Aviv

Hadas Hassid, Untitled,
from the series “Hadas
Hassid,” 2014, colored
pencils on paper,
29.7x42

Courtesy of the artist and
Julie M. Gallery, Tel Aviv

Irit Tamari,
Screensaver,
2014-2015, cut and
fastened photographic
prints, 350x1,050
Courtesy of the artist

Orith Youdovich,
Summer Solstice,

2014, black-and-white
photograph, inkjet
print, 26x40

Collection of Herzliya
Museum of Contemporary Art

Noa Zait, Untitled,
1998, c-print

Collection of Herzliya
Museum of Contemporary Art
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Lea Nikel:

Portrait of Her Self
(All works are from the
estate of the artist, unless
otherwise indicated)

Untitled, 1947,
oil on canvas, 46x38

Untitled, 1950,
oil on canvas, 46x40

Untitled, 1975,
acrylic on canvas,
86x86

Untitled, 1975,
acrylic on canvas,
86x86

Untitled, 1976,
acrylic on canvas,
100x100

Untitled, 1977,
acrylic on canvas,
54x30

Untitled, 1980,
acrylic on canvas,
81x81

Untitled, 1980,

acrylic on canvas,
61.3x35

Ilan Kaufthal Collection, USA

Untitled, 1989,
acrylic on canvas,
200%x162

Untitled, 1991,
acrylic on canvas,
120x100

Untitled, 1992,
acrylic on canvas,
170x150

Untitled, 1992,
acrylic on canvas,
170%x170

Untitled, 1992,
acrylic on canvas,
170x170

Collection of Herzliya
Museum of Art

Gift of the artist’s family

Untitled, 1995,
acrylic on canvas,
43x35

Untitled, 1995,
acrylic on canvas, 43x35

Catalogue List

Untitled, 1995,
acrylic on canvas,
43x35

Untitled, 2003,
Acrylic and
dressmaking-fabric
collage on canvas,
Untitled, 1995, 100x100
acrylic on canvas,
43x35 Untitled, 2003,
acrylic on canvas,
Untitled, 1996, 100x100
acrylic on canvas,
60x40 Untitled, 2003,
acrylic on sheet saver
Untitled, 1997, on canvas, 135x135
acrylic on canvas,
200x150 Untitled, 2004,
acrylic on canvas,
Untitled, 1999, 65x50
acrylic on canvas,

150x150

Untitled, 2000,

acrylic on sheet saver
on canvas, paint roller,
100x100

Untitled, 2000,
acrylic on engraving,
65%x30

Untitled, 2000,
acrylic on engraving,
31x57.5

Untitled, 2001,
acrylic and
dressmaking-fabric
collage on canvas,
170x135

Untitled, 2001,
acrylic and
dressmaking-fabric
collage on canvas,
170x135

Untitled, 2002,
acrylic and
dressmaking-fabric
collage on canvas,
150x150

Untitled, 2002,
acrylic on canvas,
100x100

Untitled, 2002,
acrylic on canvas,
100x100

Untitled, 2003,
acrylic on canvas,
130%x197

Preaching to
the Choir

Zeljka Blaksic¢ aka Gita
Blak, Whisper-Talk-
Sing-Scream,
2012-2013, single-
channel video
installation, 8 min,
looped

Courtesy of the artist

Irina Botea, Before

a National Anthem,

2010, single-channel
video, 78 min, looped
Courtesy of the artist

Chto Delat, A Tower:
The Songspiel, 2010,
single-channel video,
37 min, looped
Courtesy of the artists

Luigi Coppola, On
Social Metamorphosis,
2012, single-channel
video, 13 min, looped
Courtesy of the artist

Effi & Amir in
collaboration with

Ilir Kaso, Skcolidlog
and Other Inversions,
2015, 4-channel video
installation, 32 min,
looped

Courtesy of the artists

Nir Evron and

Omer Krieger,
Rehearsing the
Spectacle of Specters,
2014, 2-channel HD
video installation,

10 min, looped
Courtesy of the artists

Marco Godoy, Claiming
the Echo, 2012, single-
channel HD video,

5 min 25 sec, looped
Courtesy of the artist

Tali Keren, New
Jerusalem, 2015,
2-channel HD video
installation, 20 min,
looped

Courtesy of the artist

Elie Shamir, Lullaby for
the Valley, 2008, oil on
canvas, 180x270
Courtesy of the Asher Kugler
Collection
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Irit Tamari,
Screensaver,
2014-2015, cut and
fastened photographic
prints, 350x1,050
Courtesy of the artist

,(700 1MW °ng 1Py
D'N1?2N1, 2015-2014
350%1,050 ,0°1TW1 D172

TPINRA MIATRA

computer screen when she Googled her own name. Drawn
by hand, these web pages chart personal aches and desires.
Consequently, they indicate an expansion of the museum'’s
boundaries, since it now exists not only in the real and
virtual spaces but also in the artist’s psyche and in the

cultural field.




25 5  Gideon Ofrat,

“Permeating Reinforced
Concrete,” in Rechter, Yaakov
Rechter: Architect, pp. 14-25
(Hebrew).

6  See Brutalist Architecture,

a blog by Dr. Hadas Shadar
and Architect Omri Oz, 2012,
at <http:/Awww.brutalist-
architecture.org>.

white cubes of the galleries.5 A large, dominant concrete
wall, about twenty meters long, was built in the building’s
new entrance hall. Exposed concrete was a key feature of
Brutalism - a modern architectural style prevalent in post-
WWII Europe, engaged in rebuilding its ruins, until the early
1970s.° Brutalist construction was quick, industrialized,
functional, relatively inexpensive, and devoid of any
ornamental excess. It advocated exposure of building
materials and methods as a form of expression both ethical
and aesthetic. Israeli architects who adopted Brutalist
notions during the same period endeavored to use it as an
expression of the unique local identity of the State of Israel
at a time of national struggle and hardship. At the time,
concrete was associated to a great extent with the local
modernist ethos and ideology. It was regarded as expressive
of the essential characteristics of Israeli society, such as
informal directness, pragmatism, resourcefulness and non-
religiousness. While these aspects were greatly appreciated,
Brutalism was equally criticized as stressing qualities such
as aggressiveness, erasure of differences, superficiality, and
disengagement with tradition and the past.

Irit Tamari’s Screensaver was created as a site-
specific installation. She meticulously photographed the
concrete wall at the museum’s entrance and then printed
its segments, one by one, at a 1:1 scale. She cut these prints
and reattached them, creating a curtain of many folds with
which she then covered the photographed wall. This work
not only refers to the iconic significance of the concrete
wall in the architectural and museal context, but also to the
very notion of artistic representation - that is, the signified-
signifier relationship that underpins any work of art and
the manifold relationship it bears to reality. The work’s
title, Screensaver, taken from the digital context, raises
further questions about present-day distance between the
illusory and the real, and between image and matter. A
similar tension is found in Hadas Hassid’s works, which
were first presented at the Herzliya Museum in an exhibition
of 2009 Ministry of Culture Award recipients. In these
drawings Hassid meticulously traced with colored pencils
pages from the museum’s web site. These pages, including
texts and indications of where her works are installed on

the museum’s architectural plan, came up on the artist’s
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4 The work was part of
the group exhibition “Inner
Sanctum,” 2002, curated by
Efrat Livny.

and modesty. Noa Zait’s 1998 photograph captures an
ordinary moment in the museum’s routine. The bags of
school children who have just started a guided tour are
heaped in the corner of the frame, awaiting their owners.
Until 2000, the entrance to the museum was through Beit
Yad Labanim, and this is where the photograph was taken. A
2015 photograph by Orith Youdovich depicts a relatively
marginal, usually unseen area of the building. This image,
with its moderate gray tones, focuses on the texture and
shades of the walls around the museum’s back entrance.

In 2000, the museum was re-inaugurated after having
been remodeled and enlarged by architects Yaakov Rechter
and Amnon Rechter, his son. The remodeling also included
the addition of a separate entrance to the museum, setting
it apart from the commemorative part of the building.

The museum is redefined as one whose focus is on young,
contemporary art, both Israeli and international. Rotem
Balva’s video Rolling, filmed in 2002, shows the artist as she
is rolling all around the renewed museum'’s empty galleries.
The way it was originally screened traced the artist’s act:*
eight monitors were placed at various locations around

the museum, at the same spots where the documenting
camera had stood. And so the viewer, walking through the
museum’s galleries, followed the action’s circuitous route.
The artist’s action traced the architectural circulation route
through the renewed museum, connecting its historical

and contemporary parts while reproducing in advance

the viewer’s own route. Her performative act declares

the up-to-datedness and contemporariness of the venue’s
artistic language while affirming, through a physical and
conceptual Sisyphean act, the key part she herself plays in it
as an artist.

In 2008, Shibetz Cohen produced inside the museum
building his introverted, solemn graphite works, Beit
Yad Labanim, Herzliya Museum. The artist pressed white
cardboard sheets to the building’s exposed-concrete
walls and copied their unique texture onto the paper by
repeatedly tracing it with graphite. Exposed concrete
was one of the original building’s key features, which
the architects preserved in the remodeling. They used it
not only in the building’s outer envelope, but also as an

architectural element and statement of values within the
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1 This exhibition was
greatly inspired by Brian
O’Doherty’s foundational
text, Inside the White Cube:
The Ideology of the Gallery
Space (Berkeley: University of
California Press, 1999).

2 ZviEfrat, The Israeli
Project: Building and
Architecture, 1948-1973
(Tel Aviv: Tel Aviv Museum of
Art, 2001) (Hebrew).

3 Ruti Direktor, “Herzliya
Museum as a Parable,” in

Osnat Rechter (ed.), Yaakov
Rechter: Architect (Herzliya:

Herzliya Museum of Art;
and Tel Aviv: Hakibbutz
Hameuchad, 2003),

pp. 176-190 (Hebrew).

Inward Gaze II

Curated by Aya Lurie

Artists: Rotem Balva, Shibetz Cohen,
Hadas Hassid, Irit Tamari, Orith Youdovich,
Noa Zait

The group exhibition "Inward Gaze II" comprises works

of art created in dialogue with the Herzliya Museum

of Contemporary Art building. In each, the museum'’s
unique architecture, which has undergone structural and
functional changes over the years, plays a central role.

The exhibition directs its gaze on artworks made in direct
response to the building in which they are exhibited - that
is, engaging in a dialogue with the venue’s museal and
architectural aspects.1 The exhibition was first on view, in
somewhat different form, in February 2015. In its current
form, additional works were added to the exhibition and
it is on view on the bottom floor of the museum, where it
functions as a kind of accumulating archive referencing the
building above.

Herzliya Museum, founded on a collection of old
paintings donated by Herzliya resident Eugene da Villa in
the early 1960s, was originally located in an apartment
on 15 Bar llan Street in the city. The museum'’s current
residence, designed in the Brutalist style by another Herzliya
resident, Yaakov Rechter (together with Moshe Zarchi and
Micha Peri), was opened to the public in 1975.% It was built
as a combination between a commemorative building
(Beit Yad Labanim) and a museum and cultural center.’ The
modern museum building, which recalls a fortress or bomb

shelter, is characterized by formal and conceptual gravity
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and the people on it to their fate, without food or water
in the open sea. Many of the raft’s passengers died shorty
after — while the survivors experienced violence, despair,
insanity and extreme hunger, which pushed some of them
to cannibalism.

The scene depicted in Géricault’'s painting captures the
moment in which the survivors first saw the ship Argus,
which eventually rescued them and carried them, battered
and broken, to shore. The trial of the captain and the crew,
all of whom survived, took place against the backdrop of
the widespread publicity given to the shocking accounts
written by two of the survivors: the engineer Alexandre
Corréard and the surgeon Henri Savigny. The painting
Raft of the Medusa therefore became a moral-political
indictment, a symbol of the corruption of the monarchic
regime and the boundiless cruelty of mankind.

Sobol’s play is based on conversations between the
painter Géricault and the survivors Corréard and Savigny,
in which they recounted the terrible events they had
experienced during the 13 days they spent on the raft
of the Medusa, wavering between total despondency
and a desperate faith in humanity. The play was recently
staged at RADA in London, directed by Andrew Visnevski.
Three monologues from it will be performed in the
museum space as an integral part of the exhibition, at

times to be announced.
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between the two artists since their first meeting 12 years
ago reaches in the present project a new pinnacle of
powerful expression.

Sobol’s play Raft of the Medusa was inspired by
the renowned painting by the French painter Théodore
Géricault (1791-1824), depicting a horrific event that
took place in June 1816, during the journey of the frigate
“Méduse” to the port of Saint-Louis in the French colony
of Senegal. The ship’s captain, a member of the aristocracy,
was given command not because of his professional skills
but due to his connections with the Bourbon monarchy. His
ship ran aground, and the captain chose to reserve the few
existing lifeboats for members of the senior command and
the noblemen among the crew. The other passengers were
evacuated to an improvised wooden raft, which was tied
to one of the lifeboats. Weighed down by the load, this

boat soon cut itself off from the raft, in fact abandoning it
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Ruthi Helbitz Cohen:
Veill of Tears

After the play Raft of the Medusa
by Joshua Sobol

Curator: Aya Lurie

Ruthi Helbitz Cohen’s interdisciplinary project brings
together her mixed-media creations with Joshua Sobol’s
theatrical work. Helbitz activates the exhibition space in
various ways, constructing an interconnected installation
of paintings, floor works and suspended elements. The
images add further layers to a repertoire she has been
developing over the years, and which has crystallized
into a unique allegorical and material language. Her
works feature a mixture of acrylic paints, ink, spray
paint and less conventional materials such as coffee,
wine and fabric softener. Her figures are mainly women,
but may also include imaginary hybrid creatures, in
scenes based on moral fables, biblical stories from the
Old and New Testaments, and Greek mythology. The
narrative is backed by symbols from the worlds of black
magic and witchcraft, and inspired by ancient folktales,
exotic cultures and psychic landscapes evoking anxiety
and nightmares.

Helbitz Cohen’s current installation functions as an
autonomous artistic space, directly responding to Joshua
Sobol’s new play, Raft of the Medusa - while at the same
providing the setting for presenting monologues from the

play in the museum space. The dialogue that has developed
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Effi & Amir in
collaboration with
Ilir Kaso, Skcolidlog
and Other Inversions,
2015, 4-channel video
installation, 32 min,
looped

Courtesy of the artists
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to European countries which were perceived as more
successful economically, many houses under construction in
Albania were deserted. In this two-dimensional dystopian
landscape of concrete skeletons, the artists shot a modern
allegorical version for the fairytale "Goldilocks and the
Three Bears." Like a Greek tragedy, the plot unfolds in the
breached liminal space of the empty house where the artists
operate possibly as guests, possibly as hosts. An Albanian
iso-polyphonic choir, which is heard but not seen, sings
texts based on interviews with locals, who respond to the
artists' invasion. Like a one-way immigration movement,
the iso-polyphonic singing begins with one lead singer,

and continues with additional voices joining in. This

act of reverse immigration, from the place regarded as
representative of Western affluence to the place seen as
destitute and deficient, critically inquires into the status of
artists as privileged foreigners, short-term migrants who

come to work with the local community.
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depicts a group of adolescent girls with whom the artist
worked, a type of spoken words choir performing protest
texts in the streets of Zagreb. The texts were written

by activists, artists, journalists, and poets with whom

the artist collaborated, and they refer primarily to three
disempowered groups in Croatian society: female factory
workers who lost their jobs, young people who lost their
right to education, and people who deviate from the
heterosexual norms. Through the collaboration with the
teenage girls who sang and danced in the public sphere,
the work subverts stereotypes dictating who can be an
agent of social change, confronting the invisible ideological
apparatuses to which young people in society are exposed.

Luigl Coppola's video On Social Metamorphosis (2012)
is founded on the principle that new social concepts require
a new language to be heard. The artist collaborated with
singers, comedians, and other artists, in formulating a
utopian manifesto which they sing as a choir. The manifesto
is inspired by blogger Paul Jorion, a journalist who created
one of the most influential platforms for discussion of the
economic, political, and social climate in Europe today.
Following the present economic crisis, Jorion and a team of
intellectuals created a think-tank, and called upon citizens
to suggest ideas by which to formulate principles for a
new society. Coppola's choir ties together declarations
from the blog with quotations from leading figures such as
the ideologue of the French Revolution, Saint-Just; British
economist, father of the Keynesian school of economic
thought, John Maynard Keynes; and President of the United
States who ushered in the New Deal, Franklin Roosevelt.
Coppola intentionally combines aesthetics and form that are
reminiscent of a Greek chorus, with what he terms a "virtual
choir" - the collective voice of the "people," from which he
derived the texts. The performing artists wear masks made
of financial newspapers to symbolize unity and protest.

Effi & Amir are an artist duo based in Brussels,
originally from Israel. Their new video, made in
collaboration with the Albanian artist Ilir Kaso, Skcolidlog
and Other Inversions (2015), was shot in deserted private
houses in ex-communist Albania, a country which remained
untouched by Western influence until the 1990s due

to its totalitarian regime. Following mass immigration
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looped

Courtesy of the artist
,WTIN 02w, 20
HD 187771 2¥'N ,2015
JNRT 20 ,07%170 w3
91721

TPINRA TR

features text captions sung by the cantor, and next to
them comments by Efrat Cohen-Bar (Director of Planning
and Community at Bimkom - Planners for Planning Rights,
who filed the administrative petition against the plan),
Yair Gabai (former member of the Jerusalem City Council
and the District Committee for Planning and Construction;
among the most prominent right-wing objectors to the
plan), and Eli Jaffe (the composer of the eponymous piece,
"New Jerusalem," written especially for the project).
Their comments reflect the multiplicity of viewpoints at
this charged space, and the danger in drifting towards
demagogy and incitement. The ceremony on video seems
to evolve without special drama, as the satisfied council
members are busy with their cell phones. Fusing a political
text with religious music may be interpreted as a critical act;
at the same time, the governing body seems to regard it as
a flattering reflection of its power, and in fact appropriates
the art and "recruits" the artist to its service.

Croatian artist Zeljka Blak$i¢ aka Gita Blak
explores musical manifestations of class and gender

divisions in society. Whisper-Talk-Sing-Scream (2012-2013)




34

messages, and get tangled in a web of red cables against the
backdrop of a "string quartet of impotence."

In her video Before a National Anthem (2010), [rina
Botea presents a collaborative process of writing a new
anthem for Romania. A choir performs various works
written and composed by Romanian poets and composers
whom the artist approached, which combine texts proposed
by hundreds of Romanian citizens who accepted the
challenge. The camera documents the choir performing
the new "anthems," lingering on the singers' faces, as
the rehearsals transform into negotiations between text
and music. When the choir discusses the lyrics and tune,
it inevitably discusses the meaning of the process itself,
deconstructing it into formal and thematic elements.

The work elicits questions about various perceptions of
nationality and notions of community and collectivism,
exploring the feasibility of a common narrative. The long
and complex rendition of multiple anthem variations
exhausts and undermines the very possibility of a single
anthem that articulates a coherent national narrative,
juxtaposing it with a polyphonic alternative. The future
anthem heard in the work lacks harmony, since we are faced
with a pre-agreement state; but it is precisely the discord
and conflicts between the individual and the collective that
give rise to the possibility of a more democratic future.

Tali Keren's New Jerusalem is a research project which
gave rise to a "bureaucratic musical performance" at the
monthly meeting of the Jerusalem City Council. A cantor
sang parts of the codex of the municipal outline plan, Plan
2000, to the mayor and council members. The plan, which
was never authorized but is nevertheless implemented in
situ, is the first plan drafted in Jerusalem since the 1967
occupation and the annexation of East Jerusalem; the
document refers to a "united" Jerusalem and describes it as
the capital of the "Jewish-democratic" state. By combining
two types of appeal to the public - a religious ceremony
and an administrative ceremony - the performance analyzes
the text of the plan, which consists of legal language
intertwined with messianic rhetoric. It thus exposes the
routine textual expression of a charged ideology.

The video, documenting the performance at the

City Hall, is presented alongside another video, which
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philosophers, and writers from St. Petersburg, Moscow, and
Nizhny Novgorod with the goal of combining political theory
and activism in art, and it aims for critical politicization of
information. Its members frequently incorporate singing,
while referring to Russia's political reality and history. A
Tower: The Songspiel (2010) is the concluding chapter of

a trilogy of critical musicals, the first of which addressed
perestroika, and the second - the partisans in Belgrade. The
third chapter, based on a real-life event, tells the story of

a corporation which suggested building a skyscraper in St.
Petersburg. The tower was marketed as a symbol of modern
Russia, and raised objections among city residents. In the
musical, several choirs of concerned citizens (workers, old
people, young girls, human rights activists, etc.) perform
protest songs at the foot of a symbolic tower where a

group of stakeholders (the corporation's CEO, a politician,

a priest, a gallery owner, and an artist) gather, singing their
way to capital and power. The battle between the protest
choirs and the "elite" choir calls to mind the two channels in
which choirs may function: either as a sweeping spectacle of
demagogy (anchored in the Communist past, but manifested
in neo-liberal rhetoric), or as a medium for protest and

civic rebellion. The satirical aspect of the work is directed
not only at the authorities, but also at the protesters

themselves, who fail to reach agreement regarding their
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the architecture of communal life and the performativity of
togetherness. The work is, on the one hand, a tribute to the
poetics of shaping society by the state, and on the other - a
lament for a utopian socialist dream gone awry.

Marco Godoy's Claiming the Echo (2012) offers a
transition from the local to the global, serving as a second
exposition to the exhibition. It features the Solfénica
choir, founded in Madrid during the 15-M protest, which
sings in demonstrations. Godoy shifted the choir from
the public sphere to an empty theater hall and situated
it in the traditional place of the audience, where it sings
protest slogans popular in demonstrations of recent
years, relating to the economic crisis in Spain since 2008.
The songs, composed especially for the work (by Henry
Purcell), were later added to the choir's repertoire, and it
continues singing them in street demonstrations. This work
also conveys tension: on the one hand, it indicates the
danger in aestheticizing protest practices following their
appropriation to a sterile artistic space; on the other hand,
it hints at the positive potential innate in the diffusion of
these practices from the museum back to the public sphere,
implying that the link between musical structure and text
may generate new options.

The Chto Delat (Russian "what is to be done?")

collective was founded in 2003 by a group of artists, critics,

e
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reflecting the reality of life for the viewer, just like the
tragic heroes in Shamir's paintings. They are imprisoned
by their fate in the landscape of their homeland, which
is bruised and scorched along with the utopian ideals of
their ancestors.

Lullaby for the Valley was inspired by Renaissance
artist Piero della Francesca's The Nativity (1470-75). Baby
Jesus, however, is absent from Shamir's painting, which
features the members of the previous generation in Kfar
Yehoshua - his parents' generation - who, he maintains,
sacrificed the raising and fostering of their children for the
ideal of pioneering labor. The women's choir sings Nathan
Alterman's "Song of the Valley" (1934), a song of hope,
labor, and sacrifice. Unlike the pathos characterizing the
customary rendition of the song by singing groups, however,
Shamir's choir is anti-monumental, solitary in the landscape.
The women's attire is modern, and one of the singers
appears to be a migrant worker. The contrast between myth
and reality alludes to the contrast between the imaginary
text, with which the viewer is familiar, and the somber
realistic landscape. Moreover, the freezing of the moment in
the painting blocks the feelings of love for the land, which
the song could have invoked had it been heard. The song
and the painting thus become an elegy for the Jezreel Valley
and for the son, a melancholic allegory of sorts.

Rehearsing the Spectacle of Specters, the title of
Omer Krieger and Nir Evron's video installation (2014),
are the opening words of a poem by Anadad Eldan (b.
1924), member of Kibbutz Beeri on the Israel-Gaza border.
Eldan - the "kibbutz poet,” who wrote texts for kibbutz
ceremonies and festivals - is also a renowned, widely
published lyrical poet. His poems have a unique sound based
on rich and musical ancient Hebrew. The video documents
a group of kibbutz members reciting the poem in the
community center (Beit Ha'am) basement; it is, however, a
digital choir of individual figures grafted one on the other,
juxtaposed with footage of gathering areas and public
stages enabling collective expression. This studio-assembled
choir, which is cut off from the real public space depicted
in the work, accentuates rather the inability to create a
common text. It thus generates a new image of the kibbutz,

which started out as a radical social experiment, through



3 Interestingly, Attali's text
was written in 1985, several
years before the collapse

of the Communist bloc.
Since then, the countries

of the bloc have absorbed
capitalistic influences; today
some of them tend toward
totalitarianism, and power

is concentrated in the hands
of small nationalistic interest
groups. Israel too, a state
with a socialist-idealistic past,
shows signs of totalitarianism
in a hyper-capitalistic system
of privatization.

4 Doron J. Lurie, cat. Elie
Shamir: On the Road to Kfar
Yehoshua, trans. Tamar Fox
(Tel Aviv Museum of Art,
2009), p. 169.

capitalistic, but rather indicates a new type of collectivism
(one which binds togetherness and individuality into a
whole greater than the sum of its parts). At the same time,
some of the works echo the dystopian possibility, whereby
inequality, economic gaps, and distorted power relations
encumber civil solidarity, and in which the choir serves as
an instrument for brainwashing and deepening the gaps.
By virtue of singing it is possible to produce a democratic
public sphere of negotiation, but at the same time - it may
also give rise to a tyrannical space of despotism.> The works
convey the dual potential at the choir's core: on the one
hand, it reflects the luring power innate to a manifestation
of uniformity; on the other hand, it enables imagining a
new, more democratic political system.

The artists' work with choirs is, essentially, work
with communities which may be ascribed to the genre
of participatory artworks. The artists furnish an artistic
platform that spawns a joint narrative through the
combination of different voices. This is not, however, a
utopian or harmonious experience, but rather a negotiation
of differences that reflects the difficulty in creating a
solidary community unanimous with regard to its goals.
The artists address their process reflexively, externalizing
their role as outside onlookers, as participants, or as
disruptive foreigners.

The exhibition consists of video and performance
works, but it opens with a lone painting, Elie Shamir's
Lullaby for the Valley. Five young women singing in a
choir are depicted in a plowed field, and next to them, a
man playing the accordion. Doron Lurie identified a dual
tension in this painting, and in the polemic of Eretz-Israeli
painting in general, "one arising between idealistic-utopist
description and mimetic-realistic description; and another
arising between a moral judgment of the situation’s
failure and the need and wish for education, propaganda,
and expressions of identification."* Similar tension arises
from many other works in the exhibition, which carry the
dual political potential of choral singing: as a text which
elicits identification with uniform national values, and as
a signifier of their future deconstruction via protest and
revolution. The eternal and the mundane, as well as the

conflicts embodied in them, are presented side by side,
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1 See: Fredric Jameson,
"Foreword, " in Jacques Attali,
Noise: The Political Economy

of Music, trans. Brian Massumi
(Minneapolis: University of
Minnesota Press, 1985), p. 10.

2 Attali, ibid., p. 17: "No
organized society can exist
without structuring differences
at its core. No market
economy can develop without
erasing those differences in
mass production. The self-
destruction of capitalism lies in
this contradiction, in the fact
that music leads a deafening
life: an instrument of
differentiation, it has become
a locus of repetition."

for instance, singing groups and military choirs fostered
identification with the values of Zionism, primarily - the
motif of sacrificing oneself for the state. Concurrently, from
Brecht's epic theater through cinematic musicals, choirs
were also used in a manner reminiscent of the self-reflexive
complexity of the Greek chorus. Such choirs produce
estrangement and defamiliarization, deviating from the
dimension of illusion and fantasy, and calling for critical
observation; they suspend the everyday to raise questions
about the human condition.

In his book Noise: The Political Economy of Music,
Jacques Attali observes that musical structures typical of a
given time and place can anticipate and prophesy historical
and political developments. They not only reflect the
social formations of their time, as maintained by Theodor
Adorno and Max Weber before him; the reciprocal relation
between music and political events can foreshadow future
occurrences. It can indicate new, liberating modes of
production, while introducing a dystopian possibility which
is a mirror image of that emancipation.’

The works in Preaching to the Choir juxtapose
representations of the individual with perceptions of the
collective in various Socialist traditions. Some of them
attest to the transformation of these concepts following
the collapse of the Communist bloc and the disillusionment
with the utopian view of cooperative life. At the same time,
the works reflect the current crisis of Western capitalism,
which extols individuality, but in view of the uncontrollable
expansion of globalism and the growing economic gaps,
in fact flattened and trampled the individual. Both these
political structures - communism and capitalism, with
all their differences and nuances - erase the distinctions
between the unique entities comprising society.’

If we adopt Attali's model to examine the return of
choirs to contemporary culture and art as a phenomenon
that links the artistic-aesthetic with activist-political
spheres, we may regard choirs as the harbingers of a new
social structure; that structure was to arise from the protests
we have witnessed in recent years, and from their artistic
manifestations; a structure which does not rely on the
nation state, but rather, creates solidarity between different

nations; a formation which is neither communist nor
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in Western culture is the Greek chorus. It evolved, in fact,

as part of a religious ceremony which celebrated man's
place in the universe, but most of us are familiar with its
later manifestation, as a group of actors-singers playing

a key role in Greek tragedy. Already then, the chorus held
political power by virtue of its momentous role as mediator
between the actors and the audience, between the live
human drama taking place on stage (praxis) and the eternal
myth underlying the tragedy. It illustrated a multiplicity of
voices and viewpoints within a hierarchical civil structure,
and reflected the meaning of being a citizen to the audience:
the audience watched the actors, but at the same time - was
observed by the chorus that addressed it directly, and
remembered that it, too, was a part of the same political
sphere in which the protagonists operate.

The chorus is the voice of the writer, and
simultaneously - the voice of the people; an entity that
represents law and order, and at the same time indicates the
possibility of their violation. It thus constitutes a communal
space. The audience experiences the characters' deeds in a
manner which creates a sense of responsibility and renders
the other present, not via representation, but through
identification and understanding, by way of solidarity.
Hence, it is not surprising that choirs have played a major
role in demonstrations and protests wherever processes of
political change have shown themselves recently. Through
the performative occurrence defining them, they call for
solidarity, since they operate as a single body, yet make
room for the individual voice within the crowd. They
discuss specific local occurrences, yet call for collective
responsibility that goes beyond geographical, religious, or
ethnic boundaries.

Choirs have evolved in different ways throughout
Western history, and have, in many instances, tried to
generate unification rather than encouraging a democratic
multiplicity of voices. Church choirs served as a vehicle for
religious elevation which prompts obedience to religious
laws, while in Communist countries, singing was an
important instrument for identification with the values of
the regime. Workers' choirs were used to raise morale and
to create a professional "esprit de corps," which would

dull the mundane difficulties and social gaps. In Israel,
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Preaching to
the Choir

Curated by Maayan Sheleff

Participating Artists: Zeljka Blaksi¢ aka

Gita Blak, Irina Botea, Chto Delat, Luigi Coppola,
Effi & Amir, Nir Evron, Marco Godoy, Ilir Kaso,
Tali Keren, Omer Krieger, Elie Shamir

The exhibition "Preaching to the Choir" delves into
projects from the last decade by artists who worked with
choirs, presenting them through films, video installations,
performances, and workshops. Through a collaborative
artistic process involving singers, musicians, writers,
and activists, the artists examine and deconstruct ethnic
and cultural pre-conceptions as well as perceptions of
nationality. This choral-artistic whole fuses local musical
and textual traditions with contemporary texts, some
extracted directly from the political sphere. Temporal
and contextual shifts produce new combinations of tune,
text, and place, which are also manifested in the visual
aspect of the works. The political function of singing
is explored along the axis between the traditional and
the contemporary: from religious ceremonies in which a
"leader" guides a group with his voice, through traditions
of polyphonic choirs in which different voices join together
to create a new collective voice, to choirs that sing texts
from demonstrations or economic blogs, like performative
demonstrations that echo the protest movements of
recent years.

A choir is a musical ensemble of individuals singing
in unison; different voices that together form a single, yet
non-homogeneous voice. Many cultures boast historical

choral traditions. One of the earliest forms of choir known
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within it as a woman artist. Regarded in the context of

her time Nikel stands out as a total artist, who for long
periods of times would leave behind her traditional roles
as wife and mother and devote herself fully to art. In this
context it is also clear why in interviews she habitually
defined herself by the masculine form of the Hebrew word
for artist, oman, rather than as a woman artist. She did so
out of a desire for serious professional recognition, such as
women did not usually receive. However, a renewed reading
of the works on view in the current exhibition, marking
ten years to her death, allows us to rediscover Nikel's hand

as portraying both a feminine identity and a powerful

presence of an important, complex artist.
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7 Yona Fischer, Moshe
Kupferman: Works from 1962

to 2000, exh. cat. (Jerusalem:
The Israel Museum, 2002),
pp. 105-124 (Hebrew).

8  Mira Hanan-Avgar is
currently in charge of Nikel’s
estate.

yellow called Titanium Nickel, or, in another composition,
of a corrosive green. The name is further charged with
meaning - in a clearly professional context - in light of
Nikel's being a colorist painter. The name Lea Nikel often
appears as a double signature on the canvas. At times

the signature is in Hebrew letters, at other times in Latin
ones, mostly in print style but sometimes in cursive.

In all the works in this group the artist’s signature is a
distinctive, autonomous expression on the canvas. By
tradition, a signature marks the artist’s approval that the
work is finished. It is a “trademark” of sorts, representing
the creative self (from Robert Rauschenberg to Moshe
Kupferman), as well as an expression of the artist’s distinct
hand, like a drawing with its own formal values.” The
autonomous status of the signature in these paintings is
attested to by various characteristics: its position (at times
at the very center of the composition), being framed and
surrounded by color, written from top to bottom, or drawn
in colors distinct from the painting’s overall palette.

A third group of works contains another tangible
expression of Nikel as a woman and artist. Nikel combined
in these works fragments of the dresses she wore while
painting. The pieces of fabric are stained with leftover or
sprayed paint, traces of Nikel’s habit of absentmindedly
wiping her hands and brushes on her clothes. Although
Nikel usually painted in work clothes (such as coveralls),
the pieces of fabric she combined in her paintings are from
dresses. These are not work dresses made of simple fabrics
but rather fancy ones, with strong, inspiring, colorful prints,
such as checkered patterns or pink-and-red flowers against
a bright-blue background. According to her granddaughter,
Mira Hanan-Avgar,8 on returning home from a night out
Nikel would forget that she should change from her fancy
dress clothes before returning to work, and so, with the
first paint stain the festive dresses were turned into work
frocks. When it was no longer possible to wear them for
all the accumulating, hardened paint, she would cut them
up and integrate them into her paintings. One can easily
see how these fabrics function within Nikel’s intensive
compositions of color and form. But at the same time one
can hardly fail to see them as a direct, immediate physical

integration of her self in the painting, making her present
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5  Nikel attributed great
importance to the name as
an expression of the artist’s

independence and autonomy.

A statement by Nikel to that
effect was relayed to me in
conversation by her friend
G.R.

6  In Hebrew, Lea Nikel's
name and the metal’s are
spelled the same.

realistically depicted portraiture. Before leaving this studio
and traveling through the abstract fields of contemporary
painting in the studio of New Horizons painters Avigdor
Stematsky and Yehezkel Streichman, she familiarized
herself under Gliksberg's tutelage with the rudiments of
figurative painting. She may have also adopted some of the
older painter’s modes of life, such as the way he dedicated
himself to art and to the company of his contemporary men
of letters and culture.

In two of Nikel’s early, small self portraits one may
clearly distinguish the (nonspecific) facial features of
a young woman, portrayed in colorful stains by the
discernable touch of brush on canvas. One is signed by
her first name only, “Lea,” and the other, in Latin letters,
is signed “Nikelsparg,” the artist’s original family name
before she shortened it and made it more Hebrew-sounding.
These signatures may be seen as analogous to the state of
development of her artistic language prior to its maturation.
In later years her signature was to become a familiar, typical
identifying sign, whose form was a pithy representation of
the artist’s presence from the 1960s onward.’

The current exhibition endeavors to point to Nikel’s
personal, direct presence as a woman artist in three abstract
bodies of works she produced over many years. Each of
them is informed by a distinctly apparent creative means
which presences the painter in the painting.

One group of works includes numerous finger prints
in a variegated palette. The artist’s hand stains the canvas
directly with the most basic, immediate, unique means of
identification, presencing both the artist and the act of
painting. The finger prints charge the painting with the
tempo and physical dynamism of hands-on, direct smearing
of paint. This is an active woman artist at work, represented
by painting which references the “action painting” of
predominantly male Abstract Expressionism.

In another group of works a prominent element is
the actual name of the artist, the creator, the progenitor
of the piece: Lea Nikel. It is not the name with which she
was born, but rather a conscious, independent choice on
her part. Nickel® is the name of a hard metal which is also
malleable. It originates from the mineral nickeline (or

niccolite), which may serve a pigment, for instance of a
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1 See Michel Foucault,
The Order of Things: An
Archaeology of the Human
Sciences (1966) (London and
New York: Routledge, 2006).

2 For an elaboration see
Aya Lurie, Treasured in the
Heart: Haim Gliksberg's
Portraits (Tel Aviv: Tel Aviv
Museum of Art, 2005),

p. 112.

3 Among the great number
of articles and catalogues
about Nikel's work let me
point out Yona Fischer, Lea
Nikel: Paintings (Jerusalem:
Bezalel National Museum,

Tel Aviv: Tel Aviv Museum,
1961); Yigal Zalmona, Lea
Nikel (Jerusalem: The Israel
Museum, 1985); Michael
Sgan-Cohen, Lea Nikel: A
Retrospective (Tel Aviv: Tel
Aviv Museum of Art, 1995);
Sorin Heller, Lea Nikel: The
Paris Years, 1950-1961 (Haifa:
Mané-Katz Museum, 2004).

4 Nikel became acquainted
with Gliksberg on the
recommendation of her
friends Mina Sisselman, Ahuza
Weiss, and Aviva Margalit,
who were taking painting
lessons from him.

of self. For it is also the gaze of a professional painter
turned on the viewer, aware not only of the artist’s internal
and external self but also of the world beyond and the
portrait’s ability to represent, in addition to mental and
emotional aspects, social and professional characteristics.
Therefore, for instance, the representational form of the
artist’s portrait at work in his studio, holding his brushes by
the easel, conveys a statement regarding the professional
status of the figure portrayed, pointing to it as part of a
distinguished line of artists. This representational form
also results in visual images of ars-poetica themes related
to the creative process itself, such as the illusion inherent
in artistic representation, the gap between signifier and
signified, mechanisms of vision and perception, etc.' Such
themes are aimed at reflection about the art work itself and
the mechanisms of its making. The artist’s gaze, directed
forward at us, the viewers, and meeting our own gaze as
we look at the painting, makes present the way by which
an art work is perceived. It does so both by demonstrating
the artistic practice of an artist observing the subject of

his painting in order to depict it and by reverberating it

in reflecting our own act of observation. In doing so it
signifies the artist’'s self awareness of the act of creation
and its illusory nature.

An identification of the female figure in Haim
Gliksberg's painting Portrait of a Woman in the Studio
(1937) as Lea Nikel led to my personal acquaintance with
her.” This portrait is a depiction of Nikel as a young,
elegant woman sitting in the studio with her legs crossed,
surrounded by her paintings, easel and canvases. The
portrait shows her at the heart of her professional space,
the studio - which would change places in years to come,
moving with her over and over again from city to city
and from country to country: Paris, New York, Rome, Tel
Aviv, Safed, Jaffa, Ashdod, and finally Moshav Kidron.
Nikel worked incessantly, wherever she lived, almost
until the last year of her life.? Gliksberg (1904-1971) was
Nikel's first painting teacher. She studied under him at the
age of sixteen (in 1934) after leaving the modern dance
lessons she had taken at Gertrud Kraus’s studio.” It was
a rather conservative place in which to study art - and

Nikel's early paintings are accordingly characterized by
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Lea Nikel:
Portrait of Her Self

Aya Lurie

On the face of it, a self portrait is an endeavor to attain
figurative similarity or reduce the gap between outward
appearances and inner characteristics. However, like any
other portrait it entails a representational gap between
the actual person depicted and that person’s image

as portrayed on canvas. Although abstraction deeply
undermined the portrait’s traditional representational
modes, it seems that abstract painters have never ceased
presencing the “creative self” in their works. In lieu of
facial features, a human figure, or concrete depictions

of the artist’s studio, the artist’s self found other means
of expression. An examination of the extensive body of
work produced by Lea Nikel (1918-2005) reveals, as | read
it, three main (at times overlapping) groups of works,
each giving different expression to the artist’s distinctive,
powerful self, each informed in its own way by the artist’s
unique, energetic artistic language.

In a traditional self portrait the painted figure - that
is, the artist - is present both as subject and as object; the
painter is cast in the double role of observer and observed;
the gaze is at one and the same time that of the model and
that of the artist looking at his or her own reflection at a
narcissistic moment of self definition. The articulation of
the artist’s image through his or her own unique style and

painterly language is yet another aspect of the expression
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