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Guy Goldstein, Freigedank (Free
Thinker), 2017, installation
simulation: multi-channel video and
sound installation, radio transmitters,
radio receivers, projected animation
of a libretto (Rienzi, the Last of the
Roman Tribunes by Richard Wagner)
converted to music, wooden and
metal chairs (Sound design: Avichai
Tuchman, MIDI)
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Left: Ofri Cnaani and
May Zarhy, If, Then,
Else, 2017, outline for
audio guide;

Right: Ofri Cnaani,
Today in the Museum,
2017, sign
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Ofri Cnaani:
Useful Interventions
in the Museum

Today in the Museum, a work that engages with the
notion of mediation in museum displays, is one of two
interventions in the museum produced by Ofri Cnaani

(b. 1975) for the duration of the current exhibitions.
Every day, the inscription of the generic sign - habitually
used to inform visitors of events in the museum - will be
changed. Under the title “Today in the Museum” the artist
will inscribe phrases quoted from actual exercises given
to art-school students in preparation for their museum
visit. These are open phrases that invite and suggest an
inquisitive look. They do not focus on interpretation,

but rather raise questions about the creative process

and provoke awareness of modes of display - thereby
extending an invitation to the visitors to turn from
consumers of content into active producers of new
contexts. By changing the phrases daily, Cnaani turns the
still sign into a time-based piece, whose duration is the
same as that of the exhibitions in the museum.

Another intervention by Cnaani will take the form of
infiltration into the museum’s audio guide. The work If,
Then, Else, a collaboration between Ofri Cnaani and May
Zarhy, is an audio guide that does not provide visitors
with information or interpretation of works on view in the
museum; instead, it invites them to take part in a physical
choreography in the museum space. It does so through a
series of questions, the answers to which determine the
visitors’ route through the museum’s galleries. In this
way, the piece provokes an awareness that is out of the
ordinary - of the museum, of themselves, and of other

viewers around them.



Fig 1
Zakhar Sherman, Young
Girl, 1994, oil on canvas,
145%145, Herzliya Museum of

Contemporary Art

Fig 2

Jean Auguste Dominique
Ingres, Bather, 1807, oil

on canvas, Musée Bonnat,
Bayonne, France

embarked on studies at the Midrasha School of Art, whose
outlook is progressive and conceptual. Out of these two
extremes, with feverish urgency, he has forged an intense,
frenzied, multidisciplinary artistic language of his own,
combining a consummate painting ability and powerful
expression. In his works, an abiding attraction to classical
and expressive painting and to art history is combined
with experimentation with unconventional techniques and
materials, a propensity to the written word, to literature
and philosophy, and to charged symbolic imagery suffused
with fantasy, beauty, madness, eroticism, and nightmares.
In Slutzker’s show, the line between Now and Then
is drawn by the museological device of rooting the
exhibition of his works at the museum in biographical
artistic contexts - whereby the museum not only serves
as a platform for display, but also offers a discursive
space. In his childhood, Slutzker’s family lived near the
museum, so they would frequently attend its exhibitions.
On one of these occasions, in 1995, the young Slutzker
was profoundly struck by an exhibition of the painter
Zakhar Sherman (curated by Dalia Levin). Sherman, who
was born in 1950 in Uzbekistan, studied painting at the
Moscow State Pedagogical University and immigrated to
Israel in 1990, showed spectacular Academic painting that,
in postmodernist fashion, makes direct references to art
history. One of Sherman's works at the exhibition, Young
Girl (1 994),ﬁ9' " which refers to the work of Jean Auguste

fig. 2 \was donated to the museum’s

Dominique Ingres,
permanent collection. Inspired by this exhibition, the
young Slutzker decided to make painting his life’s
vocation, and to adopt Sherman as his first art teacher.
Alongside Slutzker’s works, a documentary film is projected in which he
presents his works while talking with the cultural researcher Eli Eshed,

expressing his special views and personality. This can be seen online at
https://www.youtube.com/watch?v=BTXrn139VwM.
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Tal Slutzker, Ferdinand,
2013, oil on canvas,
59%x60
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Tal Slutzker: Now

The title of the exhibition of works by Tal Slutzker
(b. 1986) - Now - encapsulates the premise behind the
selection of the works on view. It is also a reference to
the Israeli periodical of literature, art, philosophy, and
criticism of that name - in Hebrew, Achshav - and to
its legendary editor, Gabriel Moked. Since its inception
in the late 1950s to this day, Achshav has offered a
progressive, inspirational platform for artists of various
fields — notably, poets such as Yehuda Amichai, Natan
Zach, David Avidan, Yonah Wollach, Meir Wieseltier, and
others. To a large extent, the magazine echoes Slutzker’'s
intellectual desire to engage in dialogue with artists and
thinkers from a wide range of disciplines (many of whose
portraits he has also painted), and the divergent nature
of his consciousness, that cross-references and connects
different periods and disciplines, image and text. In one of
his poems, Slutzker writes:

The mythological Narcissus

When he invented painting

knew not love.

He knew not

that painting would turn into a proxy

or some drama,

into what Velazquez or Rubens painted

or would paint.

At the age of fourteen, Slutzker left his middle school in
the town of Herzliya for art studies at the Jerusalem Studio
School established by the painter Israel Hershberg - an
institution he describes as known for its Academic style of

painting. He subsequently made a complete about-face and
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Uri Lifshitz, nor of his paintings. Barak’s work is not about
Lifshitz the person, or about his artistic legacy. Rather, it
dwells on the traces that the artistic process leaves behind;
on vitality versus mortality; on hope versus insight. It is a
post-mortem of the action itself. The work’s gaze is not a
romantic one in pursuit of the sublime, but a melancholic
gaze that observes emptiness and absence with pain

and sobriety. In this regard, the work continues Barak’s
longstanding preoccupation with the notion of death.

A few years ago, Barak’s work began to feature book
covers. In some instances, only the flyleaf was made
visible, as in a 2014 work with the cryptic inscription
“To the boys who will never come back,” rendered by its
display as a kind of tombstone. On other occasions, the
entire cover of the book was presented - as in Thomas
Mann's three book covers, or in the stone work I’d Rather
Not (all 2014), that likens itself to a book cover and/or a
tombstone. At the same time, Barak’s work also began
to feature various historical monuments that had lost
their significance, and iconic architectural buildings
that stand in silent testament of past iniquities. These
works and others deal with the passage of time, with
the relics of history, with questions of memory, oblivion
and commemoration, and with the ways by which culture
obliterates itself. However, irrespective of Barak’s focus,
be it books, graves, pieces of land, or various historical
monuments, he ultimately reaches the objects and treats
them in the aftermath - as a post-mortem, if you will. Not
when the objects are at their prime, but after they have
declined and become inconsequential. In this respect,
Barak’s work deals not only with the process of depletion,
with cultural eradication and rapid obsolescence, but also
with the deceptive nature of the photographic medium
itself. Photography - which has altered the face of culture
and various modes of thinking but has also, much like the
historical monuments, lost its validity — has been voided
of content, dying while at its peak, to be left today as an
empty digital shell. In effect, Barak’s work presents the act
of photography as a silent testament, one that ultimately

is precluded from recounting anything.
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static and dynamic; distant and invasive. The large wall

of photographs displayed on the concrete wall at the
entrance of the museum - Hindsight (Vertical) - seems to
reproduce the wall that Barak discovered at the artist’s
studio. The photographed frames are not identical to the
distribution of the conjoined wooden boards, and a close
look at the photographs reveals the seams between the
boards. At first sight, the work seems like a reproduction
of an original - except that, from the outset, the original
in this case is informed by excess, is something left over,
with no independent value, and consequently the act of
reproduction is distorted. In the Hindsight (Horizontal)
video work, the archeological, medical, and forensic gazes
on the same excess appear to blend together. The work

is filmed in a single shot - refined, yet also decisive. Line.
Stain. Motion. The structuring of the mechanical procedure
of the work, the continuous, unbroken movement, and
the repeated changes of direction are so precise, that they
allow sensuous, emotional, and conceptual aspects to
percolate and emerge from the work, and a poetic quality
to be revealed.

Barak'’s work explores the relationships between
painting, photography, and video; between various aspects
of action; between immobility and movement - movement
that comes into being through the act of painting or
that of photography, when facing a stretched canvas
or an inanimate wall. The work of Lifshitz, who was
a quintessential postmodernist, was predominantly
figurative and narrative, particularly in his later years.
The wall that served as an underlying foundation of his
work has the appearance of an abstract modernist work.
The camera’s movement in front of the still wall in Barak's
work is meticulously calculated. The body’s movement
in the space is replaced by the horizontal or vertical
orientation of the camera’s movement; choreography is
replaced by cinematography.

In addition, Barak’s work suggests the notion of
post-mortem. The term originated in the second half of
the nineteenth century, when the attitude toward the
dead and dead bodies was fundamentally different from
today, and photographing individuals after death was

very common. However, this is neither a post-mortem of
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1 In May 2016, the
exhibition “Uri Lifshitz: Flesh
and Blood” was opened

at the Herzliya Museum of
Contemporary Art, to mark
the fifth anniversary of the
artist's death (curators:

Aya Lurie, Ori Drumer). It
featured more than 150 of the
artist’s works — oil paintings,
drawings, etchings, and
sculptures — from his early,
1960s works to those that he
created in his final days.

Yalir Barak: Hindsight

Post-Mortem

By Hadas Maor

Yair Barak’s video project Hindsight (Horizontal), begins
with a horizontal, continuous pan motion. The camera
glides on a surface, reaches its end, stops, descends
slightly, stops, and continues once again, as though
executing a continuous horizontal scan from one end to
another and back again. Moderato cantabile - moderately
and melodiously. In this manner, line by line, section by
section, a large plywood board, made up of joined-together
small boards with innumerable marks on them - splotches
of paint and other marks, drawn corners alongside random
drips of paint - is revealed to the viewer in one continuous,
endless motion. The words “Height: 2.40" appear in
cursive handwriting, then the camera changes direction
again. Two strips of masking tape indicate location, and
opposite direction. Over time, and as the motion evolves,
the surface becomes increasingly dense and intensive.
Technical comments that are revealed on the board during
the filming take on a semantic meaning. The organized
and arranged merges with the overflowing, invasive and
diminishing. A Kupferman-like quality suddenly emerges
from the surface, and suddenly the work seems like a scan
of a wonderful work of art.

The wooden boards in question used to cover an
entire wall in the studio of Uri Lifshitz, who died in
2011." Yair Barak, who arrived at the studio of the artist,
whom he had not known personally, and saw the wall in
the aftermath of his death - in hindsight - immediately
understood that he had to do something about it. Out
of this insight were born the two works on view at the
exhibition, each representing different but complementary

treatments of the same object: horizontal and vertical;
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Fig 2

Barnett Newman, Here Il
1965, hot-rolled and Cor-Ten
steel, 289.2x200x130.2 cm

Yael Burstein, detail
from Poles, 2017, iron
and concrete, 235x20x20
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space as minimal representations of an existential position.
Burstein mingles together the specters of the Ancient
world and those of modernism as paradigms of equivalent
value. She resurrects them only to freeze them once again
in an empty, white museum space as a complex poetic
construction of contradictory representation systems,

binding together both spirit and power with matter.
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Fig 1

David Smith, Forging IX,
1955, varnished steel,
184.2x19.4x19.4 cm

1 See Henrietta Lidchi,

"The Poetics and Politics of
Exhibiting Other Cultures," in
Stuart Hall, Jessica Evans, Sean
Nixon (eds.), Representation:
Cultural Representations and

Signifying Practices (New York:

Sage Publications, 2013),
p. 153.

2 Barnett Newman, "The
Sublime is Now" (1948), in
Barnett Newman: Selected
Writings and Interviews, ed.
John P. O'Neill (Berkeley and
Los Angeles: University of
California Press, 1992),

p. 173.

British Museum in London and the Metropolitan Museum
in New York are cases in point. They embodied the triumph
of enlightenment, validating its values through the
objects displayed, their ownership, and the development
of discursive knowledge about them. However, the mind-
expanding display also removes the object from its
original owner, isolates it from its natural environment
and reads it only through a particular viewpoint.
Consequently, it preserves and erases it at the same time.
For instance, it is common knowledge nowadays that
classical sculpture and architecture had mistakenly been
identified with whiteness because that had become their
color by the time they were studied by scholars, years
after their making, while in fact they were originally
painted in vivid colors, much like temples in India. This
charged aspect of the museum “temple” has often been
addressed by contemporary museology scholars against
the backdrop of postcolonial discourse and a discussion of
multiculturalism.’

A third look at the display places Burstein’s group of
objects in the field of modern sculpture, which combined
modified objets trouvés and archaic sources, as well
as formal disassembly and abstraction. These elements
reflected avant-garde notions of undermining the Old
World order, informed by religious faith and ceremonies,
in favor of secularity, industrialization and progress.

This outlook has resulted, among others, in the Abstract
Expressionist search for a new form of metaphysical
expression, as articulated by Barnett Newman in his iconic
question, “The question that now arises is how, if we are
living in a time without a legend or mythos that can be
called sublime, if we refuse to admit any exaltation in pure
relations, if we refuse to live in the abstract, how can we
be creating a sublime art?”?

In this context, one may note the conceptual and
formal affinity between Burstein’s group of sculptures
and sculptural works by David Smith or Barnett

Newmann, % 1-2

upright vertical pieces that seem to be
columns freed of their past architectural support function.
Extending between earth and sky, they are modern totems
that join lower and upper spheres; at the same time, they

signify the presence of form itself, standing in the empty
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Yael Burstein: Poles

A staff (a stick, branch, or rod) had multiple functions in
ancient times. It served, variously, as a punitive object, a
symbol of authority (leader or head of the community),
a token of command and respect, or a ritual object with
which the religious leader or shaman presided over a
religious ceremony. The exhibition presented by Yael
Burstein (b. 1974) is a succinct display of four vertical
elements - poles - on a white stage that is placed within
the “white cube” of the museum'’s gallery space. The thin,
metal poles are delicately worked, and their appearance
makes reference to other objects. One pole recalls an
unworked tree branch, another contains a lump of clay
that brings to mind a fist, yet another is shaped like a
ceremonial staff or a weapon, and the fourth becomes
rounded like a crossbow with a broken bowstring.

At first sight, one is likely to regard the arrangement
of poles in the context of an ethnographic display. This
context points at the usage of poles in hunting or in tribal
supernatural ceremonies. The charged symbolism of staffs
is repeatedly referred to in the bible, as in the story of
Moses and the bronze snake (Numbers 21:9), where the
transformation from still staff to live snake expresses the
power of God to kill and heal. Similarly, Asclepius, the
god of medicine in Greek mythology, is represented by a
figure holding a serpent-entwined staff - two elements of
similarly elongated form.

A second look notes the aesthetics of the "white
cube" and the museum as a venue that sanctifies the
object through a cataloguing, researching, and preserving
curatorial gaze. In the nineteenth century, museum

buildings were often inspired by the Greek temple. The
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Noa Gur, Still from Ways
of Making Visible,

2015, two-channel

video installation,
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shadows. In this way, they breathe life into the collection,
the glare simultaneously blinding us - the viewers who
are observing them within the museum. As they burst
out from the dark spaces of the institution, these active/
controlled agents seek to recalibrate our viewpoint.
Moreover, they are demanding, within the confines of the
museum, an impossible visibility for themselves.

This is not the only work by Gur that explores the
possibility of using “magic eyes” to undermine the
bounds of seeing and examine display tactics. Loophole
(2017), too, extends between darkness and light, between
the anonymity of the silhouette and a recognizable
outline. Here, the artist has produced a self-portrait
that is constantly moving, spinning on its axis like a
mechanical mannequin. It may also be regarded as an
ethnographic visual object that proclaims its otherness
and its distinctiveness; an object one would like to regard
as imploring us to categorize it in a way that may fix its
meaning, to analyze and reduce it to the limitations of
our knowledge. At the same time, it is a portrait devoid
of excessive information, presenting the viewer only
with an engulfing two-dimensional silhouette that tries
to breach its designated bounds. An aperture or patch in
the artist’s portrait turns into two gaping holes that may
stand for her absent eyes, looking at us without looking.
Like the non-citizens, the artist herself claims a place in the
museum, in this space of visibility and within its spatial
relations. Gur is swallowed up by the black silhouette that
gapes before us, demanding in vain to observe us as we

observe her revolving around an invisible axis, bereft of

distinguishing features yet distinctly present.
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7 Elena Filipovic, "A
Museum That is Not,” e-flux,
no. 4 (March 2009), available
at http://www.e-flux.com/
journal/04/68554/a-museum-
that-is-not/.

8 lbid.

and animate what appears before us, she is subverting the
performativity of the power relations and the mechanism
of exhibition, as well as the gaze that these seek to
preserve.

In this respect, Ways of Making Visible may also
be viewed as a comment on the relationship between
observer and observed, and as a proposal of another way
of thinking about the observer’s involvement - using the
same screen that habitually seeks to sell us a processed
version of ourselves, if we only submit and share ever
more images and words that are wrenched from our
daily lives. When Paul Eluard and André Breton invited
Marcel Duchamp to design the International Exhibition
of Surrealism in 1938, the artist intervened in the space
itself - and so in the conventions of institutionalized
viewing.” Duchamp had tried to install “magic eyes,” that
would automatically turn on as the viewers walked past a
painting. The experiment did not succeed, but prompted
Man Ray to distribute flashlights to visitors. When the
viewers turned their flashlights on and off, and moved
the beams of light this way and that, they caused the
light to reconfigure itself. In this manner, they shattered
the distance between themselves and the art work and
the hierarchy created by the space,® thus subverting the
experience of distant, detached viewing that is normally
dictated by institutionalized artistic spaces.

When the flashlights are turned on and off in the
dark museum by the non-citizens in Gur’'s work, the
children themselves appear and disappear. The light’'s
sudden absence and emergence make visible the children’s
origins, and their facial features make clear to us that
we are viewing someone who was not invited to take
part in the national institution of the western museum.
These are not subjects who share the sovereign gaze as
they make their way between the treasures of western
civilization, acceding to the exhortations of the guards
to remain quiet. Rather, they are viewers who find
themselves among modernist sculptures after most of
the guards have finished their work for the day and gone
home. Equipped with light, they are suddenly able to
generate a gaze of their own, and to induce changes in the

silent, projected work of art as it moves from within the
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5 Ibid., p., 99.

6

Ibid., p., 80.

Entering the museum means exposing oneself to that
which culture has designated as its treasures; the objects
whose possession is a mark of culture. Think of the
western archaeologists who brought back to Europe their
findings from excavation sites throughout the Middle
East, or the anthropologists who presented the visual
record of their studies of indigenous populations around
the world, or the grand exhibitions that sought to present
the entire world to the western public. The formulation
of the relations of gazing at the museum is intertwined
with the meteoric rise of modernity, with technological
industrialization, the population shift to towns and cities,
and the precipitous rise of the bourgeoisie. Consequently,
the museum as an institution is linked to the disciplining
of the observing body. This body is summoned to its place
not through public acts of punishment, nor by means of
physical pain, but through its re-construction in space -
i.e., by taking part in the new social and political order, in
the state’s schemes, in the sovereign’s gaze.” According to
Bennett, museum exhibitions in the nineteenth century
underscored an ideological economy in which industrial
objects and processes were the hallmarks of progress and
of collective national achievement, progress in which the
wealthy have a key role.® In the first half of the twentieth
century, artists began intervening in the means by which
museums sought to control viewing.

Here, of course, it is important to consider who
is called upon to take part in the national entity that
emerges in light of the white wall and interpretive text.
Who has access to the museum'’s treasures? Who is it that
may cross the threshold, the frame, and make sense of
the exhibits within? Who is hailed inward, and who is
kept outside? The children that appear in Ways of Making
Visible study art at the Bialik-Rogozin Elementary School
in Tel Aviv, whose students include, among others, the
children of refugees and labor migrants, many of whom
have no permanent civic status. Gur herself emigrated
to Germany, and in her works in recent years has been
examining mechanisms of visibility and concealment that
dictate the social relationships between foreigners and
their host environments. When she invites non-citizens to

the museum and gives them the power to shine a light
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of the viewing configuration that Ways of Making
Visible seeks to highlight. Like many other institutions
established in the public realm in the second half of the
nineteenth century, the museum - with exhortations for
us to be quiet between its pale walls and broad spaces -
preserves and replicates modes of social stratification and
the establishment of political power. As Jonathan Crary
points out in his writings on Michel Foucault and optical
devices such as the stereoscope, at the present stage

of history, “vision itself became a kind of discipline,”
enabling reorganization of bodies and marshalling of
their activity in space.’ John Tagg, reflecting on the
modern museum after Crary, sees it setting in place a
new technology for managing attention and partitioning
vision. By directing vision within the exhibition spaces,
directing the viewers’ movements between exhibits and
subjugating their gaze, each observer becomes isolated
and the viewing experience becomes homogeneous.2
Tagg thinks of the museum as a discursive frame - a
threshold that must be crossed to enter the discourse. It
is a frustrating threshold, one that invokes a particular
kind of attention and the development of modes of
seeing and reading without which the exhibited objects
remain obscure and detached.> The museum directs us as
observers through the texts that accompany the works on
its walls, and through its demand that we marvel at its
spaces. In effect, it steers us to the particular viewpoint
that it seeks to create.

Tagg and other thinkers, such as Tony Bennett, mark
the mid-nineteenth century as a turning point in the
history of the museum as an institution. That is when
the general public was invited to enter its seemingly
wide-open doors, to serve as witnesses whose presence
is essential for the demonstration of power - in ways
similar to the spectacle of punishment in public spaces
in the eighteenth century.* Accordingly, in the transition
from exterior to interior, from town centers to exhibition
institutions, public ceremonies have been replaced
with a mechanism of seeing. Accelerated processes of
industrialization have redefined for European culture
the benchmarks of tribalism, the conditions of entry into

circumscribed spaces of political and cultural affiliation.
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Noa Gur:
Ways of Making Visible

Reinstating the Body: On Seeing and
Concealment in Noa Gur's Work

By Rotem Rozental

In her work Ways of Making Visible (2015) Noa Gur
(b. 1980) observes the inner workings of the museum
and its hidden parts, and it is precisely there - where the
museum is highlighted as a producer of the sovereign
gaze, generating viewers who are adept at the civic
viewpoint - that she finds a possibility of subverting the
power relations inherent in this institution. Gur offers a
space where two interdependent projections cast doubt on
our viewpoint as observers, and to a certain extent, on the
very space where we stand. On one wall, a dark museum
space opens up before us, in which a girl stands, aiming
a flashlight and turning it on. In the beam light - on the
opposite wall to her and to us - the shadow of an animated
sculpture comes to life. The girl disappears, and another
child emerges, holding a flashlight. And then another. Each
time the flashlight is turned off, the moving shadow on
the opposite wall vanishes into the hall’'s gloom. The arm
movements create a new visual and aural motion: the click
of the flashlight's on/off button; the motion of turning
it on and off; the beam of light that produces movement
and life in the dark work of art projected opposite; the
projection light and flashlight that breathe life into the
piece; the faces of the children, alternately revealed and
hidden as they manipulate the light. These children are
active, projecting viewers, and simultaneously they are
observed by us, subject to our gaze as they are revealed to
us from the darkness.

As these active-and-acted-upon children move

through the museum galleries, they provide a glimpse
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language as a case in point. “... [W]hat | have defined for
the first time as a sinthome, is what permits the keeping
together of the Symbolic, the Real, and the Imat_:jinary."6
The prerequisite for the existence of the sinthome is
liberation from the Other’'s language, for it is one’s own
unique and creative invention. That is what Joyce did in
his work, and it is what Hofstatter did when he painted
by gazing inwards at the body within the soul, or the soul

within the body - both being endlessly interlinked.

Agalma

From Plato’s Symposium, Lacan borrows the word agalma
(a Greek term meaning an ornamentation, a piece of
jewelry, or a precious object hidden within) to denote

the objet petit a. Just as the agalma is a precious object
hidden inside a relatively worthless box, so the objet
petit a is the object of desire which we seek in the Other
(who in fact does not possess it).” In the Symposium, the
agalma is described as a lure or snare for the gods, since it
invokes immediate obedience to whoever possesses it. In
that respect, it is both somewhat magical and disturbingly
uncanny. In Hofstatter’s watercolors one can see the
agalma born out of inexplicable terror in an effort to
seduce the gods - in other words, beings of the Real - and

to dance life to the fullest.
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Sinthome

”l want to give my life for the real truth - | am searching
for something beyond reality, because reality is not the
truth,” said Hofstatter.? In this regard, it is instructive to
examine his work through the concepts of psychoanalysis
in general, and those of Jacques Lacan in particular. In his
Three Essays on the Theory of Sexuality, Freud describes
a sexuality that precedes the differentiation between

the sexes - one that he calls polymorphous perversity, a
stage when the subject is still partly object, and the primal
urge is centered on interaction with parts of his own body
(much like the reel of string that Freud’'s grandson plays
with);* a subject without head, language, or gender. In
Hofstatter’s nightmarish and broken reality in the wake of
the Holocaust, he appears to be trying to piece together
man'’s soul within his body or corpse. To this end, he turns
to the unbounded and regressive condition of polymorphic
perversity - something beyond “reality” and law, which
might be called, as Lacan referred to it, the Real, which is
differentiated both from the true and from the Symbolic
order, and encompasses masochistic pleasure.

Hofstatter’'s experiences in the Holocaust, which
defied all comprehension, led him to cross all boundaries
of the Symbolic, including the boundaries of the body,
to create an Eros in the Real. It is a unique identification
with the symptom (which Lacan defined as “a call to
the Other”) - a product of a compromise between the
satisfaction demanded by the primal urge and the
demands of reality. It is a point of contact that involves
what Lacan refers to as jouissance - pleasure coupled
with pain; a life-enabling digression that is part of
the creative process or invention. Lacan dubbed this
digression the sinthome (after the original Greek spelling
of the word symptom).> The sinthome springs from where
the Real and the Symbolic meet: it is part of the Real,
being the subject’s particular means of self-gratification;
and while it is interlinked with the Symbolic, it lies at
the heart of the pleasure that is immune to its impact.
The sinthome is the creation of someone trying to come
to terms with the unbearable or impossible - a creation
that serves him or her to manage the jouissance. In

Lacan’s introduction of the term, he cites Joyce’s use of
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One of Rabbi Nachman of Breslov’s stories, titled “The
Lost Princess,” begins with this passage:
Once, there was a king. The king had six sons and
one daughter. The daughter was very precious to
him, and he loved her very much and delighted in her
company very much. One day, when he was with her,
he grew angry with her and the words, “May the Not-
Good [One] take you away!” escaped from his lips.
At night, she went to her room; in the morning, no
one knew where she was. Her father (the king), much

stricken, went hither and thither, searching for her.'

What, and who, is that Not-Good One, who took the
princess and left behind Hofstatter’s erotic works in the
basement? Is it the same entity that split apart the human
sphere in two, as in Aristophanes’ myth told in Plato’s

Symposium,2

or is it the one who, according to the Book
of Zohar, joined together “rear with rear,” then “face with
rear,” and only then “face with face”?

Hofstatter’'s expressive paintings are not easy to
stomach. He strives to touch the impossible through an
almost compulsive exploration of the human body and
of various and curious bodily unions that are forever
morphing, breaching boundaries of body and gender.

In the encounters that he depicts, bodies penetrate one
another, contain one another, or turn one another into
something new that may be just as much masculine as
feminine, or a man-animal chimera; a legless creature
with breasts and a penis; or a figure with four arms, no
sexual organs, and the face of a wolf. Within the realm
of the painting, the depicted figures exist in a boundless
existential condition - suffering terrible torments, or

in a state of wild abandon. This boundlessness is also
apparent in Hofstatter’s refusal to date most of his
paintings - a consequence of his view of painting as
something a-temporal, without end. In stark contrast to
this chronological reticence, when it came to choosing a
name for a work, Hofstatter went to great lengths to do
so with the upmost linguistic precision, in one of the five

languages that he spoke.
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Osias Hofstatter:
Two-Faced and
Trans-Erotic

Curators: Yinon Avior, Ruth Golan

"As it is said, ‘Thou hast beset me behind and before, and
laid thine hand upon me’ (Psalms, 139:5) ... What is ‘behind’
and 'before’? Two-faced they were created [two-faceds were
created first — one in front and one behind - and they were
cloven in two, and out of one He made Eve]. Thus, the rear of
the first man was in the form of Eve. And it is said (Gen. 2:22),
'And the rib, which the Lord God had taken from man, made
he a woman, and brought her unto the man.’ ... Rab and
Samuel explained this differently: ‘One said that [this “rib"]
L'

was a face, the other that it was a tai

— Talmud Bavli, Berakhoth Tractate 61a.

The Not Good

Osias Hofstatter (1905-1994, Poland), a Holocaust survivor,
is known as an esteemed “Holocaust artist.” He left behind
a treasure trove of approximately 5,000 paintings - a
legacy that he bequeathed mostly to the permanent
collection of the Herzliya Museum of Contemporary Art.
His current exhibition is on view at the same gallery that
in the 1980s used to host a permanent display of his works
from the collection. But when we went down into the
museum'’s basement to select works for his retrospective
exhibition, we found binders full of works on which an
unknown curator had written at an unknown point in time,
in large letters: “"Not Good.” We thought that possibly, this
curious judgment was made because the works deviated
from the topic of the Holocaust that is normally identified
with the artist, for the binders contained an abundance of
watercolors, a colorful celebration of a crazed Eros, men

within women within men within animals, unbridled urges.
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representing the cradle of western civilization. However,
it is also an allusion to Leni Riefenstahl’s 1938 film of the
same name, which documented the 1936 Olympic Games
in Berlin. While Yoeli’s and Riefenstahl’s films adopt a
similar cinematic strategy in the opening scene, they are
profoundly different in all other respects. Riefenstahl
makes manipulative use of the cinematic medium to
declare - in grand propagandist style - that the ruins

of the illustrious culture and the tremendous might of
classical Greece and Rome are reborn in the empire of the
Third Reich. Yoeli’s project, by contrast, engages in incisive
dialogue with the propaganda aspects of the visual
medium, eliciting feelings of attraction and repulsion at
the same time.

The second film in Yoeli’'s project documents
meticulously performed ceremonious acts that follow an
enigmatic protocol. The ceremonious acts are presented
through the facade of a theater - which is also presented
as an actual sculptural object in the exhibition space.
Familiar components of memorial ceremonies in Israel
are part of the sequence: the lighting of a flame, burial
in sand, and so forth. However, it is difficult to discern in
these ceremonies a distinctive expression of personal loss,
such as expressed by the great myths presented on stage
in classical Greece. At the heart of the existential paradox
in Yoeli's Olympia lies the disparity between, on the one
hand, the authentic and personal pain of bereavement
and, on the other hand, the mythical, national mechanism

of commemorating the heroic action.
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Rechter), the museum entrance was detached from the
memorial building in favor of a new, direct entrance on its
northern facade. This confirmed a disengagement of the
two functions that had previously been merged together,
and marked the start of the museum’s existence as an
autonomous space.

Is there still a chance for these two functions to
coexist in a non-binary, complex manner? What is the
significance of severing the museum from the accumulated
strata of a particular place, in pursuit of the universal
concept of a “white cube” space? These are the questions
that we seek to examine, both at the museological and the
cultural level, in a series of events at the museum.® Yoeli's
work examines the relevance of classical commemoration
formats and their epic and heroic aspects as employed in
local cenotaphs and commemoration spaces, particularly
in the face of a waning Zionist ethos and the continuing
erosion of the cohesiveness of Israeli society. To that end,
she contrasts the local and peripheral formats of military
memorials and cenotaphs throughout the country with the
models on which they are based, which are drawn from
Classicism, German Romanticism, and Modernism.

One of Yoeli’s films presents the camera’s slow
roaming over a series of imaginary memorial and heritage
sites suggestive of the remains of some modern-classical
culture at an abandoned location. It is a dystopian vision
that laments the erosion of matter by time - the very
element that it seeks to obliviate, erase, and eliminate.
The continuous take, above and among the elements,
occasionally results in a sense of a realistic, familiar,
authentic landscape - while simultaneously evoking a
sense of disorientation due to the artificial nature of these
archetypal objects. The hybrid elements of the imaginary
landscape merge together different cultures and historical
periods, suggesting that the mechanism by which
national and communal identity is formed is underlain
by a ceremonial and formal system of distinctive stylistic
attributes. These both express and shape the nation’s
values, and unite individuals around a common identity.

On the one hand, the title of the project, Olympia,
is a reference to the sacred site in ancient Greece

where Olympic Games used to be held - an iconic site
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autobiographical dimension, and offers a poignantly
critical symbolic view of the Israeli public domain - at
the national and the community level alike - that directs
us to remember, to honor the fallen, to identify with the
families’ loss, and to adopt the heroic narrative that is
evoked through ceremony and cenotaph.

In sociological research, nation states are regarded
as a phenomenon of the last few centuries only, rather
than as a self-evident “natural condition” that has existed
since time immemorial. In contrast to the nation state -
which is a modern, political, constitutional notion - the
nations themselves are perceived as cultural entities,
communities of common identity based on shared history,
culture and Ianguage.2 The sociologist Edward Shils points
to the role of intellectuals, writers and artists in forging
the historical, cultural, ceremonial, and political narrative
of a nation, and in representing and handing it down to
future generations.3 In his essay “Myth Today,” Roland
Barthes argues the existence of a myth-making mechanism
that takes form through man-made visual devices, which
are aimed at manipulatively enlisting and inducing
identification with its messages.” Thus, culture and its
products are a dynamic force that can shape and reflect the
nation’s Zeitgeist, essential identity, and goals.

Yoeli’'s choice to hold the exhibition at this particular
museum is intimately linked to the mechanism by which
cultural institutions and their agents establish national
commemoration and memory. When the museum was
first founded, its museum function was closely integrated
with the commemoration function of the adjacent Beit
Yad Labanim military memorial center,” in line with the
model pioneered in 1952 by the museum-and-memorial
complex in Petah Tikva. That model, which prompted the
construction of the Herzliya Museum of Contemporary
Art in 1965 (designed by the firm Rechter-Zarhy-Perry
Architects), sought to break away from the previous static
nature of commemoration memorials by integrating
them with community venues of secular, cultural activity.
In this way, the memory of the fallen and bereavement
were merged with the resolve to carry on with normal
life. In 2000, however, during extension works to the

museum (designed by architects Yacov and Amnon
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Dana Yoeli: Olympia

... [W]hat must be firmly established at the start is that myth
is a system of communication, that it is a message. This allows
one to perceive that myth cannot possibly be an object, a
concept, or an idea; it is a mode of signification, a form.
Later, we shall have to assign to this form historical limits,
conditions of use, and reintroduce society into it. ... Mythical
speech is made of a material which has already been worked
on so as to make it suitable for communication: it is because
all the materials of myth (whether pictorial or written)
presuppose a signifying consciousness that one can reason
about them while discounting their substance. This substance
is not unimportant: pictures, to be sure, are more imperative
than writing, they impose meaning at one stroke.”

- Roland Barthes, Mytho]ogjes.1

The exhibition presented by Dana Yoeli (b. 1979) consists
of a two-part video installation: a bidirectional projection,
and a puppet-theater object. In this installation, she
continues her examination of the aesthetics and ethics

of the mechanisms of commemoration, conservation,

and national memory and ethos that are encapsulated

in conventional objects and ceremonies in Israel. Her
engagement with this subject, which was already evident
in previous sculptural installations of hers, stems from
her personal experiences as the daughter of a bereaved
family. But, no less importantly, it is an expression of

her awareness of the collective sense of shared destiny
that is ingrained in Israelis from an early age through the
educational system and community institutions. Yoeli’'s
preoccupation with the mechanisms of commemoration

and bereavement in her Olympia project transcends the
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While challenging in its acknowledgement of the
anti-Semitic fervor that was so horrifically woven into the
fabric of the Third Reich, Freigedank takes a critical look at
the threat of cultural censorship and discrimination on the
basis of national, socio-political, and sectarian affiliation.
Though often easier to stand idly by, Goldstein reminds us
of the dangers of complacency and the importance of free

expression.
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Guy Goldstein:
Freigedank (Free Thinker)

Curator: Louis Grachos

Using the musical compositions and published writings
of German composer Richard Wagner as a starting
point, Guy Goldstein (b. 1974) strategically employs the
prohibited - the taboo - to illuminate the relationships
between government, religion, and society. Using one of
the most notorious art works as a test case, he engages
with it in a way that not only makes reference to the
unique nature of historical European racist crimes but
also cautions against any agenda-serving manipulation or
censorship in art or on its behalf.

Published under the pseudonym K. Freigedank (Free
Thinker) in 1850, Wagner's article “Das Judenthum in
der Musik"” (Jewishness in Music) was paramount in
planting the seeds of German nationalism and anti-
Semitic sentiment in the 19th century. Goldstein boldly
appropriates the Friegedank alias as a title for his own
current installation. He uses the medium of sound -
specifically, pirated radio transmission - to disassemble and
restructure Wagner’s opera Rienzi, der Letzte der Tribunen,
converting illicit text into music and transforming the
physical space itself into a music box. The Rienzi narrative
is rife with nationalistic metaphors that later inspired
Adolf Hitler as the Nazi Party gained momentum, and
Goldstein’s reworking of the forbidden music showcases
the power that lies in the manipulation of art for political
agenda. The installation is truly experiential - to stand in
Goldstein’s “music box” is to absorb through the senses
the emotional intensity of Wagner in real time. It sheds a
humanist light on myth, censorship, and populism, and it
sparks robust dialogue on how art, in all its forms, defines

and shapes cultural and political identity.
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Guy Goldstein was born in 1974, and lives and works
in Tel Aviv. He has a bachelor’s degree from the NB Haifa
School of Design and a master’s degree from the Bezalel
Academy of Arts and Design, Jerusalem. Goldstein is
known as a sound and installation artist, whose unique
language translates, through innovative technological
means, visual image into sound and vice versa.

The curator Louis Grachos has had an extensive
career in the field of contemporary and modern art in the
United States. He has curated exhibitions for many artists,
including Clyfford Still, Sol LeWitt, Chuck Close, and
Francis Bacon, and among contemporary artists Monika
Sosnowska, Jim Hodges, Ryan Gander, and many others.
He served as the director of the Albright-Knox Art Gallery
in Buffalo, New York, and SITE Santa Fe, New Mexico. In
his current position as the director of The Contemporary
Austin he has spearheaded its significant development and

expansion.
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The Keshet Award for
Contemporary Art

Inaugural Recipient: Guy Goldstein

The Herzliya Museum of Contemporary Art is pleased to
present an exhibition by the inaugural recipient of the
Keshet Award for Contemporary Art, founded by the Bar-
Gil Avidan family. The Keshet Award Foundation intends
to present at the museum an exhibition by an Israeli artist
every two years, over a period of ten years, to be curated
by an international curator, in a bid to foster a significant
dialogue between them. We hope that this will lead to
the forging of cultural bridges and new professional

ties, thereby supporting Israeli art. The Keshet Award for
Contemporary Art is the first prize to be awarded by the
Herzliya Museum of Contemporary Art, and we are most
grateful to Keren Bar-Gil and Ran Avidan for their generous
and significant donation. Special thanks and appreciation
go to the curator of the current exhibition, Louis Grachos,
director of The Contemporary Austin in Texas, USA, who
has accepted our invitation with an open heart and great
curiosity about art in Israel.

A professional committee of artists, curators, and
scholars has selected ten artists as candidates for this
year’s prize. The committee members include the prize’'s
founder and donor, Keren Bar-Gil; the curator Yona
Fischer; the artist Prof. Yitzhak Livneh; the artist Zoya
Cherkassky; and the art researcher and curator Dr. Yael
Guilat. Following visits to the candidates’ studios and in-
depth conversations with them, the curator Louis Grachos
finally chose Guy Goldstein and his proposed project for
this first exhibition. Much to our delight, the connection
between the artist and the curator has also resulted in an
invitation extended to Goldstein to exhibit his works at
The Contemporary Austin in 2019.
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possible to hail the peace accords signed between Israel
and Egypt in 1979 as the moment that, for Evron, was
the pinnacle of Israel’s history, as well as the sense of
deterioration following the failure to realize the much
sought-after normalization process in the region.

The book accompanying the exhibition brings
together dozens of photographs taken and collected by
the artist. Collectively, they provide an intricate map
of sources, contexts, and visual precedents, reflecting
the spatial logic of the indexical model offered by art
historian Aby Warburg (1866-1929). Thus, Evron anchors
the aesthetic of the local environment in the very

foundations of the museum and art history.
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this relief - created by the local artist Shlomo Eliraz - we
see a combination of a formal, geometrically abstract
arrangement, biblical verses, and excerpts from Natan
Alterman’s poem, “The Silver Platter” - in keeping

with conventional official and ceremonial protocol.
Recently, the Mundi_Lab research group of the Technion’s
Faculty of Architecture in Haifa (headed by Dr. David
Behar-Perahia) removed the partitions between the
memorial building and the museum as part of ongoing
research that they presented at the museum.’ Now, in a
reiteration and amplification of that action, Evron has
placed a photograph of that relief within the museum
space, as an integral part of it, in a bid to tackle the
charged historical, national, and local contexts that it
embodies. In addition, Evron invited the American artist
Leslie Baum - a graduate of the IIT Institute of Design

in Chicago, founded as the New Bauhaus - to integrate
in the exhibition her delicate, colorful watercolors,
which pay homage to the modernist heritage while
displaying an inner, highly appealing logic of their own.
The juxtaposition between the photograph of the relief
and these paintings offers a study of complementary
contrasts, bringing together the universal and personal as
well as an ideological call for the right to autonomy.

In the inner court, next to the exhibition’s central
space, Evron has recreated a decorative feature made of
Hebron stone that appears on the facade of the Egyptian
Embassy at 54 Basel Street, Tel Aviv. Its three constituent
triangles represent both the Giza Pyramids and the
Egyptian structure of government in hierarchical order; at
the same time, they are a universal, modernist, abstract
geometrical pattern. In the context of the exhibition, the
pyramids highlight the charged historical space between
utopian vision and reality, between the universal and
the local, between optimism and a sense of continuous
deprecation. Thus, it points to the biblical Exodus and the
ensuing establishment of the Hebrew nation during its
journey in the desert as a parallel to the founding of the
Zionist movement as a national Jewish movement. The
location of the feature - at the Egyptian Embassy on Basel
Street (a street named after the Swiss city where Theodor

Herzl headed the first Zionist Congresses), also makes it
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urban renewal and spatial reorganization of the
institutions in the city. This includes the municipality’s
move to a building opposite the museum on Ben-
Gurion Boulevard, and the opening up of the museum'’s
sculpture park to the street level. Thus, the municipality
has become part of the area that includes the law
courts, the Beit Yad Labanim military memorial building,
and the Herzliya Museum of Contemporary Art. The
particular case of Herzliya enables Evron to document
and retrace, with a critical yet loving eye, processes
of urban transformation, and to propose a means of
deciphering the Zeitgeist that produced them. As a
gesture of conservation and farewell, Evron reconstructs,
within the museum'’s exhibition space, a set of decorative
red columns from the old Herzliya central bus station
(designed by the architect Nahum Shani in the 1960s).
The station itself - situated further down on Ben-Gurion
Boulevard - has been slated for demolition, to make way
for a residential and recreational complex. Also within
the museum space, Evron reconstructs the geometric
decorative tiles that appear on the facade of a nearby
building, that bear a direct reference to the formal
language of Josef Albers (1888-1976) — one of the most
influential teachers at the Bauhaus, who developed an
entire visual theory on the relationship between color
and form. Next to this, Evron places another decorative
object (in the form of Oriental palms, originally made out
of off-the-shelf ceramic tiles), from the facade of another
neighboring building - one that lies at the junction of
Ben-Gurion Boulevard and Ha'atzmaut Street. In these
elements we gain a glimpse of a brief moment of promise
in the type of Israeli architecture designed and built by
contractors without an architect, when decorativeness
was combined with a promise of advanced functionality
and suburban convenience, while preserving a measure of
modesty and unpretentious directness; a moment that has
since given away to an aesthetic of “residential projects”
and “prestigious towers."”

At the heart of the exhibition is a photograph of a
concrete mural relief situated at the entrance to the Beit
Yad Labanim memorial building (which from 1975 to 2000

also served as the Herzliya Museum’s main entrance). In
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Assaf Evron:
54 Basel Street

For several years now, the artistic explorations of
Assaf Evron (b. 1977) have centered on architectural
ornament and decoration. In the current exhibition,
these are presented through a sculptural arrangement
combined with panoramic photography and paintings,
accompanied by a visual index of sources. These works lie
in the realm between art, design, and architecture, with
references to the history of art and ideas - in particular,
the tension between center and periphery, East and West,
and concepts such as nationalism, universalism, and
locality. All these are examined by comparing the logic
of European modernism as expressed in International
Style architecture with that of vernacular construction -
namely, local, tribal, popular construction (”architecture
without architects”) based on traditional materials and
technologies that have developed organically over years,
which is mindful of the topography, climate, and needs
of the local residents; an approach that, alas, has long
been abandoned in the urban Israeli environment. At
the center of the exhibition are ornamental elements
taken from the Brutalist concrete building of the
Herzliya Museum of Contemporary Art (designed by the
architectural office Rechter-Zarhy-Peri between 1965
and 1975), and from its immediate urban vicinity, which
Evron scrutinizes methodically. From this architectural
environment, he has formulated a sculptural collection
that is unique to Herzliya and, at the same time, captures
an aesthetic look characteristic of Israeli suburban
urbanism of the late 1960s and early 1970s.

In recent years, the urban environment surrounding

the museum has undergone profound changes, following
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continual war against the havoc wreaked by time.

Ophrat’s symbolic act, performed in front of a
community of viewers, points to the intersection
of temple, museum, and theater as the site of the
artist’s endeavor. According to Andrea Palladio, “If the
site is a ... theater, the Rotonda is an actor of sorts,
elegantly strutting its role on a podium, costumed in
the paraphernalia of a glorious past."7 Indeed, Palladio
also designed an actual theater: the Olympic Theater in
Vicenza (constructed in 1580-1 585).ﬂ9' 4 His pursuit of the
characteristics of classical architecture reached its pinnacle
in the design of the theater’s exterior and interior, as well
as in that of the stage itself. The trompe-I'ceil onstage
scenery, designed by Vincenzo Scamozzi, gives the
appearance of an entire Renaissance city.

From the high vantage points of the gallery’s two
entrances, the central structure in the exhibition looks
like a stage. The characteristics of a theater stage are
accentuated by the unique space of this gallery, which
has no clear fourth wall and is adorned by a row of
arched windows near the ceiling that let in splendid light,
much like a theater set or stained-glass windows in a
church. To a great extent, Ophrat’s current project is an
extension of his former artistic processes, expanding the
range of connections he draws between the Real and the
Symbolic orders, between the temporary and the eternal,
between the universal and the local, and between the

human and utopian.
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What does it mean to live in such an iconic villa, either
in the original building or in its numerous versions around
the world - in England, Poland, the United States, or on
top of Mount Gerizim near the city of Nablus in the West
Bank? Documentary films and interviews with people who
live or work in these buildings present an inquiry into
the circumstances in which reproductions of the building
were built; into the boundaries between the private
and public spheres; into daily activities in the house;
and into its maintenance and preservation efforts. The
anthropological-inquiry practices adopted by the artist, the
discussion of the history of the building, and his research
into the site’s conflicting functions - as private abode
and museal heritage site - all give expression to Ophrat’s
longstanding engagement with the conceptual complexity
of the memorialization mechanism, which conserves an
ideal image of a place while sucking all vitality out of it.

According to Tracy Eve Winton, Villa Capra “provides a
stage on which the humanist ideal of self-deification could
be acted out.”” In an exhibition he presented over twenty
years ago at the Genia Schreiber University Art Gallery in
Tel Aviv, Ophrat reproduced another stage-like structure - a
prayer podium at the sixteenth-century Abuhav Synagogue
in Safed.9 3 Mordechai Omer, the exhibition’s curator,
interpreted it as an act of secular pilgrimage, a pithy
expression of a ritual and social function through a
structure meant to convey a sense of sanctity and mystery
while taking into account human proportions and the daily
requirements of religious ritual.’

The stage, rituals and rites have long been part
of Ophrat’s performances and visual theater. In a
performance to be presented several times as part of
his current exhibition Ophrat will draw in gravel on the
museum floor a representation of the paths surrounding
the Villa Capra in Vicenza. He will do so kneeling on a low
cart as a representation of disability - and using crutches
as his drawing tools. His manual labor will also render
present the Sisyphean work of the laborers who served
their master, the villa’s owner. Accentuating a correlation
between his repetitive, meditative action and ritual acts,
the performance also reflects the endless maintenance

and reconstruction work at the historic, museal site, a
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stage on which the stage-like structure is presented.
Visitors are invited to enter the structure in small groups.
Within the round room at the heart of this structure,
a video-art screening (a collaboration between Ophrat
and Yonathan Shohet Gluzberg) simulates a combined
view of the Villa Capra’s interiors and of the landscape
surrounding it. It is, in fact, a meta-landscape that,
combining interior and exterior views and echoing the
multiple reflections in the reiterated reproduction of the
original building and its projecting porticos, presents the
viewer with fragmented and overlapping sequences of
space and time. In his book Too Much Reality: On the Art
of Performance (2012), Ophrat writes:

Time is matter,

Time is a mental limitation.

Time's molecular structure is exposed.

Time runs out, or at least creates in you a sense of

continuous urgency.

Not true that it runs out.

Time is duration. It may make you indifferent.

Time contains an awareness of death.

There is no such thing as time.>

Leonardo da Vinci’s famous drawing of the Vitruvian Man
is a clear example of the paradox of Renaissance structures.
On the one hand, it is derived from human proportions,
but, at the same time, it ignores the essence of man as a
flawed, mortal, imperfect creature, in utter contrast to
the utopian, eternal geometric ideal it portrays. This idea
is expressed by a 2014 work by Ophrat titled The Perfect
Crutch, which presents a conflict between a crutch and a
circle.* Villa Capra's doors were designed by Palladio in
perfect symmetry, in keeping with the geometric ideal

of beauty. They allow the villa’s inhabitants control of

the space around them, and thus embody their eternal
possession of it. However, the unique design of the family
villa has given preference to formalism and the perfection
of outward appearances over consideration of the
inhabitants' needs. A slightly different landscape is visible
from each of the four facades, heightening the differences
between natural and artificial and between the constant

and ephemeral.
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Fig 1
Andrea Palladio, Villa Capra
(La Rotonda), Vicenza, Italy,

second half of the sixteenth
century

1 In this context it is
noteworthy that Ophrat has a
master's degree in architecture
and town planning from the
Technion in Haifa.

2 Villa Rotonda was
originally built for Paolo
Almerico, a priest. Neither
the architect nor the owner
got to see it finished. After
Palladio’s death in 1580 the
architect Vincenzo Scamozzi
was employed to oversee the
completion of the villa. When
the priest died in 1589 the
building was bought by the
Capra brothers, Odorico and
Mario, from whom the villa's
current name derives.

Hadas Ophrat:
La Rotonda and I — Remix

Hadas Ophrat (b. 1950) presents at the Herzliya Museum
of Contemporary Art’'s large gallery a multidisciplinary
art project based on his research into the Villa Capra -
known as “La Rotonda” - outside Vicenza, Italy, designed

fig- 1 in the second

by the Italian architect Andrea Palladio
half of the sixteenth century.' The Villa Capra inspired

a multitude of imitations around the world, and Ophrat
traveled to these places in order to research them.

Video documentation of these journeys is on view in the
exhibition. Located just outside Vicenza in northern Italy,
it is currently the residence of Count Ludovico Valmarana.
This historical museal-architectural site is also open to
visitors twice a week.’ The villa is a clear example of
Palladio’s High Renaissance style, influenced by classical
architecture as described in the writings of the Roman
Marcus Vitruvius Pollio in the first century BCE.

Villa Capra is a symmetrical building, a square plan with

four facades. The name La Rotonda refers to the central

circular hall with its dome. The oculus, intended to be open

to the sky, was ultimately completed with a copula. The
facades are all designed symmetrically, with a number of
classical elements such as gables, columns, and cornices,

proportioned with mathematical precision according to

Palladio’s rules of architecture, inspired by the Pantheon in
Rome and the Parthenon in Athens./? 2 Ophrat reconstructs
the bottom part of the Villa Capra stairs as an empty stage,
referencing the outline of the whole building’s perfect
form. The historical and theoretical implications of the
museum gallery as a white cube enrich the project with

an additional layer of symbolic meaning. In the ensuing

mutual reflections, the museum gallery serves as a large
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ideal manifested in this villa and in the museum.

Guy Goldstein, the first recipient of the Keshet Award
for Contemporary Art founded by the Bar-Gil Avidan
Family, presents a video-and-sound installation that
explores, by converting and re-encoding a musical piece
by Richard Wagner, the pertinence to the museum and to

art of engagement with taboo and censorship.

Aya Lurie

Director and Chief Curator



Joseph-Benoit Suvée,

Invention of the Art of
Drawing, 1791, oil on
canvas, 267x131.5,
Groeningemuseum, Bruges

3 Brian O'Doherty, Inside the
White Cube: The Ideology of
the Gallery Space (Berkeley:
University of California Press.
2000), p. 80.

it, and as the “screen” on which the museum’s image
is to be portrayed, feature for feature, trait pour trait.
The exhibitions present challenging, charged questions
about the ways by which the museum is established as an
institution, as well as about that institution’s order and
its significance. They examine the means by which the
museum'’s features are shaped by society, its culture and
ethos, as well as the ways by which these are reflected by
and within the museum. For the museum’s “white cube” is
anything but neutral; it is an interpretative environment
that situates the visitor vis-a-vis the work of art by a
variety of means. Already in the 1970s, Brian O’'Doherty
pointed out that the white cube originates in ritual spaces
that convey a sense of sublime timelessness, likening it to
"a ghetto space, a survival compound, a proto-museum”
which attempts to cast over artistic posterity a facade
of eternality and the cultural values of a specific class
or caste. In fact, he claims, as postmodernism has made
increasingly clear, this is not a neutral space at all; rather,
it sustains layers of myth, ethos, economy, and history, all
of which construct the relationship between viewer and
art work.>

The current exhibitions offer a self-reflexive gaze at
the museum by exploring, as a case study, the Herzliya
Museum of Contemporary Art itself, its environment,
architecture, and collections, also looking past it at
additional spaces of display and commemoration. The
exhibitions of Assaf Evron and Dana Yoeli examine
the exposed-concrete building of the Herzliya Museum,
originally built as a combination between an art museum
and a military memorial center. The exhibitions of
Yair Barak, Osias Hofstatter, and Tal Slutzker take as
their starting point specific past exhibitions presented
at the Herzliya Museum (shows by Uri Lifshitz, Zakhar
Sherman, and Hofstatter’s permanent exhibition) to
imbue their current display with additional layers of
significance. Yael Burstein, Noa Gur, and Ofri Cnaani
expose the museum’s systemic means of contemplation
and power. At the large gallery, Hadas Ophrat
reconstructs the experience of visiting Villa Capra
designed by Andrea Palladio in Italy, and points to the
gap between human shortcomings and the utopian
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1 Pliny the Elder, Natural
History, Book XXXV, trans.
H. Backham (Cambridge,

MA: Harvard University Press,

1968), p. 271.

2 Hubert Damisch, "The
Inventor of Painting, " trans.

Kent Minturn and Eric Trudel,

Oxford Art Journal, 33: 3
(2010), p. 314.

Trait pour Trait:
Portrait of the Museum

The word portrait, common in numerous languages,

comes from the Old French portret, a noun use of the past
participle of portraire, which means "“to paint, depict,”
and is derived from the phrase trait pour trait - that is,
portraiture line for line, feature for feature. In his Natural
History, Pliny the Elder (AD 23-79) tells the story of a
Corinthian girl, the daughter of Boutades, who, when her
loved one was leaving the country, traced the outline of
the shadow of his face cast on the wall by a candle.’ This
story is one of the key myths of the birth of portraiture

in general and of painting in particular. The philosopher
and art scholar Hubert Damisch points out that "... [T]he
shadow’s outlining ... implies ... the same connection,
point by point, trait pour trait, between the contour of
the object and that of its cast shadow, at the same time
that it imposes strict conditions for it to take place: the
object must interpose itself between the source of light
and the screen ..."” That is, all works of art involve aspects
such as point of view, the inclusion of the object depicted
in diverse fields of signification, and the position of the
artist and viewer with regard to all of the above. Such
complexity informs the current group of exhibitions at the
Herzliya Museum of Contemporary Art, seeking to portray
the museum itself through shows whose language is
comprised of diverse kinds of reproduction and replication.
The exhibitions on view explore the museal institution
from diverse points of view, and elements of the museum’s
display system are the objects they portray and question.
In doing so, the exhibitions themselves maintain a complex
relationship to the museum, which analogously serves both
as the object on which light is shed as the artist portrays
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