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Allison Zuckerman,
detail from Abduction,
2019, acrylic paint and
archival CMYK ink on

canvas, 137.2x215.9,
courtesy of the artist
and Kravets Wehby
Gallery, New York
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3 1 Allison Zuckerman,
detail from Vanity,

2019, acrylic paint and

archival CMYK ink on

canvas, 162.5x203.2,
courtesy of the artist
and Kravets Wehby
Gallery, New York
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Iris Nesher, Top: Ari at
the Triennale, Milan,
2017, digital photograph;
Bottom: Ari at the
Basilica of Santa Maria
Maggiore, Bergamo,
2017, digital photograph
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You're scared. You take leave. You carry on. Your present

is festooned with medals of honor. You wish with all your
might to know the tens of thousands of life histories that
have happened in the world since the time of the Creation.
You are a world. A world full of world. You're curious. You're
witty. You're bold. You're innocent. You have the lust for life
of a superhero. The kind that is destined never to die. You
have so many more things to do, and to fertilize the world.
It’s important to you. You care. Memory rattles your basic
inclination to warmth, generosity, humanity, gentleness,

beauty, sincerity, freedom, totality

Your eyes are closed. You are between you and yourself,
between you and others. You feel happy. The child. His mother.
The child and his mother. Night. There is night. There is the
cracked mirror. There is the alarm clock that did not ring. There
is the time of running around the streets — dressed in house
clothes, barefoot, wild, sweating, dusty, talking to himself,
deluding himself, telling fabricated stories to passers-by,

arguing, haggling

House. There’s a house. There’s this house. There’s an ivy-
covered courtyard. The pigeon loft. The pigeons. The road
to the horse gate. The stilling of spring. The closed shutters.
The hours. The days. The weeks. The months. The years.
And the instant that happened instantaneously. And the
moment that recurs every moment. Tears cover the world.

God, dear God, you must die

May 31, 2019



Iris Nesher: Out of Time

Tears Cover the World
Hedva Harechavi

Your slender, delicate, flexible, frail, body continues to lie
prostrate on the floor of the Hall of the World. Your head is
turned aside. A little. Your arms are close by your sides, raised,
and now flung down with a weariness that overcomes your
entire body, your whole being, your life. Your eyes are closed.
You are subject to the rule of your freedom of speech, to the
power of your sign language. You trust them. All of them. Pale
on the wall. Pale on the couch that you are sprawled upon
now. Under your head, the motley cushions, cushions of all

colors. Your eyes are closed. You are at peace, and grateful

You forget the big plans, the friends, the most precious dreams
you're forever dreaming about, and hoping for. Hoping and
hoping. With a fine line in red pencil, you mark the white
shrubs, the water, the pile of sand, the cracks, the blossom of
the pomegranate trees, the desires, the numbness. Your eyes
are closed. So much happens when your eyes are closed. You
yearn. You're agitated. You're enlightened. The hubbub of the
day floods in, through long, white, silk curtains, jolting the
walls, the pictures, the colors, the hues - all that is already

established and exists, and already sealed

The far-off distances — magical and fearsome as they are -
those which you have not yet reached - not yet had time -
which you have yet to reach, that is, to plunge into the depths
of this vast ocean of disorder/confusion/longing/turmoil - they
are now farther away, many, many times over. And when you

return home - in the evening, or at night, or in the morning

The sun has begun its revelry. You lie sprawled on the
windowsill, like an ancient god eager to start over. Your eyes
are closed. You remember kites, and rollerskates, on the
way to the red hills. On cloud nine. You're thrilled. You're

passionate. You're burning. You're awesome. You're an infant.
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their work can also be an impediment. In essence, | wanted
to bring together the time of the picture and the time of
the viewer."” Indeed, the traditional museum functions
to a large extent as a mausoleum and archive - a place of
conservation and commemoration that allows us to go
back in time and to linger there as an transitional space
that is temporarily suspended from the present. In this
regard, an interesting physiological phenomenon was
noted already in the early days of the modern museum -
namely, a sense of lethargy that envelops the visitor to
the museum and draws them into a deep sleep, which
researchers have dubbed museum fatigue.’

Iris Nesher’s snapshot projection concludes with two
photographs of the artist herself, against the backdrop of
the Galleria Nazionale d’'Arte Moderna e Contemporanea
in Rome: in one, her eyes are closed, and in the other
they are wide open. Behind her a black-clad figure is
passing by on a motorcycle, like a phantom bearer of bad
tidings. On the museum'’s steps are an assortment of lion
statues, alluding to the meaning of her son’s name (in
Hebrew, Ari means lion), and at the center of the image
is a large inscription of the title of the exhibition at the
time: "Time is Out of Joint" - a quote from Shakespeare’s
Hamlet (Act I, Scene 5), which describes a painful moment
of crisis, when Hamlet learns the truth about his father’s
murder. The prince, who is duty-bound to take revenge
and heal his kingdom, is struck by a debilitating paralysis,
and manages only to fulfill his tragic destiny. He clearly
recognizes the harsh reality but, at the same time, refuses
to acknowledge it and is impeded by it.

This image of closing and opening one’s eyes signifies
awareness of impending calamity. It is reminiscent of
a scene from the 1962 film La Jetée (The Jetty) by the
French director Chris Marker. Constructed as a sequence
of photographs against a backdrop of Paris that is
destroyed in World War i, it tells the story of a prisoner
who must repeatedly travel back in time to revisit a
particular moment involving a mysterious woman, who is
ultimately revealed to be the witness to his own murder.
The tension between the frozen stills and the motion
of the woman's eyes, resulting from the screening,
which fleetingly open and close, captures the nature of
photography as a medium capable of freezing time and

preserving what is transitory.
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Fig. 3

Lorenzo Lotto, Sleeping
Apollo and the Muses,
ca. 1549, oil on canvas,
44.5%74, Szepmuveszeti
Muzeum, Budapest

Fig. 4

John William Waterhouse,

Sleep and His Half-Brother

Death, 1874, oil on canvas,
70x91, private collection

Fig. 5
Thomas Struth, National

Gallery 1, London, 1989,
1989, c- print, 180.5%196.5,
Tate Modern, London

window above them, not quite reaching them.

Ari is commemorated in photographs lying on a bench,
sprawled, leaning, or prostrate, usually with his eyes
closed and pretending to sleep. In the history of art, the
sleeping figure represents the abandonment of reason,
or being exposed and vulnerable. Thus, in Lorenzo Lotto’s

painting, Sleeping Apollo and the Muses (ca. 1549), the

nymphs take advantage of Apollo’s slumber to abandon
their studies to dance and cavort about in nature.”9 > In
the painting Sleep and his Half-Brother Death (1874) by the
pre-Raphaelite English painter John William Waterhouse,

inspired by a death in his family, the Greek gods Hypnos
(Sleep) and Thanatos (Death) are personified.ﬁg' 4 They are
shown lying back, side by side, leaning against each other,
with Death lying in the darkness and the youth beside
him slightly illuminated, holding a poppy flower, which
symbolizes ebbing consciousness.

In its traditional incarnation, a museum presents,
preserves, and researches the material human culture
held in its collections. Its immaculate architectural
setting (be it custom built, or adapted for the purpose)
is itself a cultural artifact, which magnifies its function
as a simultaneous time capsule. Many photographers,
including Candida Hofer, Louise Lawler, and Thomas
Struth, have found the museum space to be a fertile field
of exploration, and have documented its magnificent
aesthetics of space, the visual and conceptual dialogue
forged between the architecture and the exhibits, and
the visitors, who become an integral part of the whole.
Such photographs reflect contemporary social and
cultural changes in light of the growing trends of global
tourism, consumer individualism, and secularism. Thus, for

example, in a photograph by Struth, National Gallery 1,

London, 1989 (1 989),ﬁ9‘ >a dialogue is created in the image
between the figures in the exhibited painting and the
visitors to the exhibition, who, like secular worshippers,
echo the composition of the painting they are looking at.
In an interview, Struth highlights another aspect of these
photographs, concerning the aspiration to bridge the gap
between then and now: “The idea behind the museum
photographs was to retrieve masterpieces from the fate of
fame, to recover them from their status as iconic paintings,
to remind us that these were works which were created

in a contemporary moment, by artists who had everyday

lives. They can be admired, but revering the artist and
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1 Susan Sontag, On
Photography (London:
Penguin Books, 1977), p. 15.

Fig. 1

Iris Nesher, Ari at The Israel
Museum, Jerusalem, 2008,
digital photograph, The Israel
Museum, Jerusalem

Fig. 2
Iris Nesher, Ari at the Basilica

of Santa Maria Maggiore,
Bergamo, 2017, digital
photograph

IRIS NESHER: OUT OF TIME

Curator: Aya Lurie

“All photographs are memento mori. To take a
photograph is to participate in another person’s (or
thing’s) mortality, vulnerability, mutability. Precisely
by slicing out this moment and freezing it, all
photographs testify to time’s relentless melt.”’

—Susan Sontag1

At the center of Iris Nesher’s exhibition is a projection on a
loop of snapshots of her son, Ari Nesher, taken at various
museums and other art-related destinations around the
world. The images appear one by one, hovering and
disappearing with pulse-like regularity. They begin with

a photograph of Ari as a child of six, 19 during a family
visit to The Israel Museum, Jerusalem. He is stretched out,
asleep or possibly dozing, on the stuffed cloth cushions
at the center of the exhibition hall, stoically accepting
the need to wait for his family to finish their visit to the
exhibition. This is his way of excusing himself from the
obligatory etiquette expected of museum visitors, and
sequestering a space of his own within it. But in doing

so, he is unconsciously engaged in a different kind of
dialogue with the exhibits around him - which his mother
has noticed and observed. In the wake of that first
photograph, an entire series emerged over the years -
gradually, and amidst consultations between mother and
son over direction and positioning - during other family
visits to museums or churches containing art treasures.
The final photograph in the series was taken shortly
before Ari’s tragic death, at the age of seventeen, in a road
accident. With chilling prescience, he is shown sleeping
with his hand hanging over the edge, beneath the image
of a crucified Jesus, 9 2 both illuminated by direct and
dramatic artificial lighting, which is clearly distinct and

distant from the natural light that streams in from the
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10 Levi quoted in Zvi
Tadmor (ed.), Portrait
(Tel Aviv: Omanut La’am,
1989), p. 18 (Hebrew).

Fig. 2

Hannah Levi, Portrait of
Lea Nikel, 1966, oil on
canvas, 129.5x97, The
Israel Museum, Jerusalem,
purchase, Recanati Fund for

the Acquisition of Israeli Art

Fig. 3

Hannah Levi, Portrait of
Paula, 1991, oil, sand, and
charcoal on canvas, 100x97,

courtesy of the artist's family
(photo: Lena Gomon)

Fig. 4

Hannah Levi, Female Figure,
1987, oil, charcoal, sand,
and oil-pastel on canvas,
130x73, courtesy of the
artist's family (photo:

Lena Gomon)

on their trips to Dalton, in order to paint there.

The incorporation of local earth - especially from
the landscapes of her life - in her painting medium is
meaningful as a conceptual statement of a profound
connection with a certain locale. One might even discern
certain congruence between the processes of erosion and
attrition of nature, which ultimately produce the grains
of sand, and the images that convey the processes of
aging and awareness of time running out and mortality.
In this respect, Levi appears to be picking apart not only
the distinction between landscape and portrait, but also
between the act of painting and life itself.

During these years, Levi painted mainly women,
some of them anonymous and some from her circle of
acquaintances. She would place them, bare and solitary,
in an empty, abstract space. As she put it, she was not
trying to create a resemblance between the painted
figure and reality, nor was she thinking about the figure’s
personality. “l look for, and find, the surprise factor,”
she said, “and when it’s there, | feel like I've entered the
model’s soul.”'? In this regard, it is interesting to note
the portraits of her women painter friends, Lea Nikel
(1966)"9 2 and Paula Roset Holzman (1991),19 3 in which
she highlighted their hands, as a statement of their
identity as painters. Another painting - of a veiled and
enigmatic figure whose large hands are presented at the
heart of the painting (1987),19- % is apparently that of a
woman painter, perhaps Levi herself, asserting her right
to be a creative artist.

Levi’s varied and continual treatment of the female
image was intricately bound up with the circumstances
of her life and the vicissitudes that she endured. At the
same time, her artistic language placed great focus on the
formalistic values of painting, which were her primary
preoccupation as a painter. Through all of these, her work
gave expression to intimate, muted contents, in light of
which she is revealed not only as an artist who maintained
a fresh perspective that is true to herself, but also as a

bold individual who dared to swim against the current.
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Fig. 1

Hannah Levi, My Face,
1990, oil, sand, charcoal,
and oil-pastel on plywood,
125x122, courtesy of the
artist's family (photo:

Lena Gomon)

of the descriptions of her work contain expressions that
attribute painterly power and vigor with masculinity, such
as “An impression of immense and masculine painterly
power is increasingly evident in her oil paintings,"6 or
reference to her body close-ups as “a ‘'masculine’ take

on a ‘feminine’ statement.”’ It should be noted that the
practice of examining the works of local women artists
through a gender prism and interpreting them through
feminist theories emerged in Israel later than in the
leading art centers around the world, and focused mainly
on the work of the younger generation of women artists
who operated in Israel in the 1970s and 1980s. When Levi
was producing her work, the local Zeitgeist had clearly
not matured enough to examine her works from a gender
perspective.

The exhibition “My Face”® seeks to highlight the
female figure in Levi's work from a contemporary point
of view, pointing to the evolution of her work in her later
years as a combination of life circumstances and a certain
artistic approach. In 1975, her husband Yitzhak passed
away - a painful and sad loss that she felt very keenly.
From that point on, she began painting self-portraits that
were characterized by intense and ruthless scrutiny of her
image. She began painting close-ups of her face, a series
that she dubbed My Face (as inscribed on the reverse side
of each canvas). Verbally she referred to them, either
seriously or tongue-in-cheek, as “My Dirty Face.”” In these
works, the distinction between portrait and background
gradually dissipated, and her facial features underwent a
process of deconstruction, abstraction, and even erasure,
to the point where it is difficult to distinguish them from
her landscape paintings of that period.

In subsequent paintings of this series Levi mixed in
sand with the paint, resulting in monochromatic images
with a rough, cracked texture that projected a sense
of drying out, peeling, and wounds. This is particularly
evident in two paintings of the My Face series, from
1989° °° and 1990,"9 ! which she produced after suffering
a profound crisis following her cancer diagnosis and the
ensuing mastectomy. Sand was also included in Levi's
bold and explicit treatment of the female body. In most
instances, she mixed in sea sand with her paint; in later
paintings, from the 1980s, she used sand from the Dalton
area, near Safed, that her nephew Gideon Hoz and his son

Yoav provided for her. On occasion, she also joined them



2 In the book The Story of
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as one of the leading

abstract artists. See Benjamin
Tammuz, Dorit LeVitte, and
Gideon Ofrat (eds.), The
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3 During these years, she
also painted portraits of
men (including Lea Nikel’s
husband, Sam Leiman; the
painter Aaron Giladi, as well
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4 Gideon Ofrat Friedlander,
“Hannah Levi's Locked
Garden,” Haaretz, November
20, 1981, p. 23.

5 Ibid., p. 22.

region, to be close to her family.

In her early years in Israel, portraiture was a central
theme of Levi's work, but from the late 1940s onwards, she
regarded landscape painting to be the focus of her artistic
endeavor, and thereafter her place in the historiography
of Israeli art was associated with the growing abstraction
that took place in her landscapes.’ In 1974, she joined the
Aqlim (Climate) group, which was identified with Israeli
landscape painting. Throughout this time, she continued to
paint and exhibit portraits and figures.

Among the hundreds of works in Levi's estate is
an impressive body of work, dating back to the period
between the 1970s and the early 1990s, that centered on
a female figure - making this a central part of her oeuvre.
In the 1970s, and especially in the 1980s, she held several
solo exhibitions that were devoted to portraits and
figures, and also took part in portraiture-related group
exhibitions.>

In a review of Levi’s paintings, art critic Gideon Ofrat
highlights the many self-portraits that began to feature in
her work in the late 1970s and early 1980s, referring to her
way of dealing with herself as a subject as an innovative
phenomenon.” In the same article, Levi herself is quoted
saying that in the 1930s and 1940s she painted many
young girls, and in the 1940s she also painted “some older
women. Interestingly, hardly any men at all. Perhaps only
Yitzhak. There was no ideology behind it, | just wanted
to be galvanized. The thinking came after the doing. Like
today. To be honest, | haven’t really changed that much.””

In these comments there may be a hint, however faint,
of her intuitive preference for women as painting models -
a preference that was evident already in her early career,
and once again many years later.

It is not surprising that neither the artist herself nor
the commentators about her work hardly remarked on
the female presence in her paintings. Levi belonged to
a generation of Israeli women artists who were closely
affiliated to, and inspired by, the New Horizons group of
artists, and worked in its shadow while maintaining strict
gender equality and disregarding any deliberate allusions
to feminine aspects in their work. It is reasonable to
assume, therefore, that much like fellow women artists
of her generation, she too sought to refrain from labeling
herself under the category of "female art” or “feminine

art.” Moreover, characteristically of that period, some
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HANNAH LEVI: MY FACE

Curator: Ruty Chinsky-Amitay

Throughout her career in Israel, from the 1930s through
the 1990s, the artist Hannah Levi (1914-2006) was held in
high esteem among the community of artists, curators,
and art critics. Despite this, she was unable to break out
beyond the relatively limited public that was aware of her
work, and as a result her exhibitions were usually held
at remote venues at the fringes of the Israeli art scene.
Her friend, the painter Lea Nikel, expressed her great
appreciation for Levi by calling her a “painter’s painter,"1
albeit thereby implicitly confirming her relative obscurity
and lack of recognition by the artistic establishment.

Over the years, Levi's name was almost completely
forgotten, until her partial comeback to public
consciousness in recent years, thanks to two group
exhibitions featuring a small number of her landscapes
and portraits: “12 Artists — A Second Glance” (Tel Aviv
Museum of Art, 2006, Curator: Irith Hadar) and “History
of Her-Story” (Association of Women'’s Art and Gender
Research in Israel and Artists’ House, Tel Aviv, 2016,
Curators: Ruth Markus, Ruty Chinsky-Amitay).

Levi, née Weiler in Berlin, began her artistic career
as a portrait painter inspired by German and Austrian
Expressionism. In 1934, she immigrated to Israel, where
she studied for two years at Jacob Steinhardt’s studio in
Jerusalem. She then moved to live in Petah Tikva and Tel
Aviv. In 1940, she joined the Motza group, which operated
in the village by that name from 1938 to 1941, and whose
members included, among others, Shimshon Holzman,
Avigdor Stematsky, and Ziona Tajar (with whom she kept
in touch for many years to come). At Motza she also met
the violinist and painter Yitzhak Levi, a fellow member
of the group, and married him in 1944. After a decade of
moving about the country, the couple finally settled in the

artists’ quarter in Safed. In 1995, Levi moved to the Sharon
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detail from The Letter,
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courtesy of the artist
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Gallery, New York

TN VD, |]MPIN TT072R
727 2R ,2019 ,ANINi
71220 7103R IR T
M27TR ,243.8x 147.3

D11 P20 7127221 TPINRN
[l

Junai glasyguii ggul
g JuysT 2019 éllwy go
uilad e gglo oy
Ja bl 147.3x243.8
Uuits s (rylag ailiall
<hgugui g




56

2 Fredric Jameson,

Postmodernism, or the
Cultural Logic of Late
Capitalism [1984] (Durham,

NC: Duke University Press,
1991), p. 15.

In the work Vanity (2019), the mix of quotations

and mash-up of historical periods is even busier. The
composition as a whole is based on a painting by Cornelis
van Haarlem, with the head of a man from Picasso, a
posture from Caravaggio, the woman's face from a
Botticelli painting, the nipples from Carroll Dunham,

the girdle from Lucas Cranach, and the hair from Google
Images. As if that were not enough, in the background is a
Cézanne bathing figure in front of a Matisse window, next
to a pattern from a Stuart Davis mural. In the lower part of
the painting are depictions of still life in various degrees
of realism: Caravaggio glass goblets, Cézanne apples, and
a Lichtenstein flower vase. This absurd hodgepodge of
high and low expressions, so typical of the intense energy
of Zuckerman'’s works, offers an appropriate reflection of
millennial culture.

Certain recurring motifs appear in almost all the
works: Cézanne’s apples and Lichtenstein’s fruit bowl
symbolize abundance, eroticism, and seduction. The
awkwardly painted black-and-white hands are taken from
Richard Prince, quoting Picasso - that is, a hand quoting
a hand, quoting a hand, which is how Zuckerman casts
herself as a link in a chain of quotations. The famous
image of Mickey Mouse’s drawn hand holding a marker
pen adds a critical reference to the commodification
of the art world. Other elements - a brushstroke by
Lichtenstein, a paper cutout by Matisse, a plant by
Picasso, Disney birds, emojis of tears and sparkles - crop
up repeatedly, serving as hyperlinks. In the present series
there is also a new motif: square pixels, which Zuckerman
sees as “portals” that hint at technological glitches, as
if the artistic samples are forever being processed and
downloaded, updated and reconfigured.

Zuckerman, who was discovered by a New York
gallery through Instagram, represents a new generation
of artists who have grown up in a digital culture driven
by cloud-dependent devices. Accordingly, she builds her
compositions in Photoshop from parts of images that
she imports, on an “outsourced” basis, through Google.
After printing the new composition on canvas (archival
CMYK), she goes over many parts with brushstrokes, which
further compounds the illusion (for instance, Cézanne-like
brushstrokes over a woman’s body painted by Rubens).
Through such “random cannibalization of all the styles of

the past,”? she speaks in all languages at the same time
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body of works presented here, the emphasis is on the
representation of women in scenes of violence, either
directly - as in works on art-historical themes, such as
the Rape of the Sabine Women, Judith and Holofernes,
and St. Sebastian (who, in Zuckerman'’s rendition, is a
woman) - or indirectly, as in a scene based on Susanna
and the Elders. Her women - in almost all of them the
artist’s own facial features are discernible - demand their
place in the world. They are large-limbed, with gaping
eyes and mouths, extroverted and grotesque, vulnerable
and damaged, yet also powerful and strong. Many have

a crown, and pass the torch of victory like heroines in

a tragicomic drama of the history of Western culture.
They all share the flickering gleam of the aura of the
original, but instead of a passive, unsullied, and desirable
body that is presented to the viewer as an object whose
ownership provides pleasure, Zuckerman’s women are
absurd and exaggerated hybrids, whose body parts are
not only disproportionate, but form a wild assemblage of
body details in diverse genres and styles, as a statement
of presence and activism in the world.

Thus, for example, the image of Susanna and Her

Suitors (2019) is an iconographic cross between Jupiter
and Antiope (1616) by the Dutch painter Hendrik
Goltzius, which depicts Jupiter as a satyr seeking to
have his way with the sleeping woman, and the biblical
story of Shoshana (one of the additions to the Book

of Daniel), better known in art history as Susanna and
the Elders - a rare instance of a woman who is sexually
assaulted, resists, fights for her rights, and wins (albeit
with the help of Daniel). In the #MeToo era, it is no
surprise that Zuckerman chose to rescue Antiope from
her mythological image as a passive victim of Jupiter,
and transformed her into Susanna, whose monumental
presence is defiant and unapologetic. Zuckerman sources
Susanna’s enormous palms from a painting by Richard
Prince, and her crossed, veined legs are from a work by
Lucian Freud. While the tears on her cheek attest to her
distress, she is no longer a prisoner, nor does she belong
to anyone. The two lecherous old men have turned into
indistinct silhouettes that merge into the background
next to Picasso’s doves, symbolizing freedom, which
hover above a Van Gogh sky. Celebratory flags and
banderoles of Latin text from medieval manuscripts serve

as an age-old equivalent of texting.
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ALLISON ZUCKERMAN:
TO CREATE FROM A CLOUD

Curator: Tami Katz-Freiman

Allison Zuckerman, a New York artist born in 1990, has
been dubbed the “DJ of the Art World.”' In her paintings,
she samples elements from past masterpieces of Western
culture - always by male artists — and creates a new remix
that combines layers of history with a hyperactive, up-to-
date, contemporary presence. Like a brazen robber in broad
daylight, she grafts modern and contemporary artists with
Old Masters - Lucien Freud with Bronzino, George Condo
with Rossetti, Rogier van der Weyden with Rubens, and
many others - alongside images from pop culture and social
media. In this way, she creates a disrupted arrangement

of vocabularies, genres and periods, interweaving vividly-
colored forms and images like a post-postmodern pastiche
on steroids, a motley collage that the viewer is invited to
decipher as a secret code.

The unique nature of postmodern quotation and
appropriation has been discussed as far back as the last
decades of the twentieth century. Unlike the familiar
conventional gestures of “influence” or “homage” in art
history - which were characterized by transformation and
assimilation of the influencing source into the influenced
one - quotation takes the glimmer of the aura of the
original work and displaces it into a new context while
deliberately revealing the seams, often with a knowing
wink at the viewer. In the no-man’s-land of intellectual
property rights, it has become apparent that if a quoted
work takes on a new lease of life in its new context, then
the appropriation is legitimate. In Zuckerman'’s case, there
is no doubt that her depictions of women have undergone a
deliberate transformation. She is therefore part of a lineage
of female artists whose work challenges the conventions of
representation of women in the history of art.

In previous series, Zuckerman focused on “reclining

women"” in hedonistic and pastoral scenes. In the new
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2 The New Barbizon group,
founded in Israel in 2010,
includes various female artists
who were all born in the
former Soviet Union: Zoya
Cherkassky, Olga Kundina,
Anna Lukashevsky, Asya
Lukin, and Natalia Zourabova.
Like the nineteenth-century
French school that the group
is named after, they, too, seek
to use figurative painting
from life as a form of critique
and an expression of social
views, in part through intense
outdoor painting sessions
that they conduct at various
locations — from the Central
Bus Station in Tel Aviv to

the Bedouin settlement of
Hura — which directly inform
the content of their paintings.

managed to stake out as her own, is bedecked with an
assortment of intense colors that affiliate it with the rest
of the home, where Ester holds sway.

The realism in Zourabova's works - like that of her
fellow colleagues in the New Barbizon group’ - was
initially regarded unfavorably in Israeli art, whose values
are different from those of this group of Russian-speaking
artists, or as outdated and irrelevant. But within the walls
of her “"fortress,” realism is precisely what gives a “stamp
of authenticity” that what her paintings depict is indeed
the actual reality.

The struggle for a place in the world - which women in
general must grapple with, especially if they are Russian-
speaking immigrants in Israel - is a multifaceted one,
on many fronts. The act of immigration itself is a life-
changing event, and processing it takes years, sometimes
a lifetime. Here, the artist has chosen to process it by
painting what happens in the domestic domain, where the
struggle for space is subtle and intricate, ambiguous, and
permeates the very walls of the home and its floor, the
bedding, and the smells of the cooking. While the depicted
home is the artist’s own personal abode, it is highly
indicative about what happens inside countless homes
of other new immigrant women from the former Soviet
Union living in Israel today. These women live at the nexus
of several different types of oppression. As women, and
as new immigrants of a certain ethnic background, who
are stigmatized in terms of sexuality, family values, and
religious status, they are denied a place at the forefront
of Israeli society. By bringing them into her home,
Zourabova'’s artistic act allows viewers to identify with her
and find similarities between themselves and the artist,
thereby forging a sense of intimacy and a two-way sense

of belonging.
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The realistic paintings, with their vivid and bold
colors, elicit impressions ranging from the foreign to the
familiar, moments of belonging and non-belonging to the
society that the artist lives in. The artist’'s mother sits in
the living room, along with the daughter’s friends, while
in the kitchen various steaming dishes are being prepared.
Each painting illustrates a different aspect of Zourabova’'s
identity: as mother, painter, or woman seeking her own
space, a room of her own. The boundaries suggested in her
paintings are neither clear-cut nor constant, but diffused
and in constant flux. The depictions of the interiors of
the home reveal the challenges of grappling with issues
of belonging and with definitions of what constitutes
a home. Thus, the series of paintings in the exhibition
appear to be a metaphorical reflection of the attempt to
demarcate the boundaries of a safe space within various
spheres and circles.

In the works that show Zourabova’s daughter lying or
sitting in various poses throughout the house, we see the
artist’s struggles with her daughter over house rules and
proper etiquette. This struggle is a reflection at once of her
experiences as a woman, a mother, a new immigrant, and
a professional. Like many adolescent girls, the daughter is
untidy, and her clothes are scattered all around the house.
For the artist, this represents a chaotic breakdown of
order that undermines her ability to cope. In conversation
with me, she tells me that she feels as though life with
her daughter is a perpetual invasion of disorder into her
intimate, safe space, which she feels must be orderly
and organized. Ester, on the other hand, being raised
and educated in Israel, treats the entire home as her
own domain, and even encroaches upon her mother’s
space - the living room and bedroom. The paintings
portray the struggle that takes place on several levels at
once: a struggle for room, for living space, for parental
boundaries - and by extension, also over the boundaries of
the artist’s life in the wider Israeli realm, which she must
forge and create for herself, as an immigrant woman living
in Israel and raising a child who is already “more Israeli”
than her.

However, there is one safe harbor from the troubled
and colorful waters of conflict that rages throughout
the various spaces of the home within the paintings -
namely, the kitchen. “This kingdom is exclusively mine,”

says Zourabova. Nonetheless, this space, which she has
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1 The Hebrew term olah
(masculine: oleh), from the
word aliyah (“ascent”), refers
specifically to immigrants
to Israel. In the context of
Israeli critical discourse, the
use of the word hagirah
(“immigration” in the
generic sense) seeks to
expose the difficulties of
immigrants to Israel.

NATALIA ZOURABOVA:
DEVOCHKI

Curator: Aya Lurie

In Natalia’s Reality
Lena Russovsky

In her exhibition, "Devochki" (in Russian, “Girls”), Natalia
Zourabova opens her home to the scrutiny of other people.
“This is the fortress, this is where everything happened,”
she tells me in our conversation. She allows us to look
into her private space, thereby providing a glimpse into
the experiences of a Russian-speaking immigrant woman
living in Israel.

A Russian-speaking olah' - a “Russian” in the eyes of
the locals - faces myriad challenges in the public sphere
on a daily basis, wherever she goes: at the local post
office, at official institutions, in the workplace, and in
social interactions. Some of her encounters with veteran
Israelis are pleasant and positive experiences, others are
difficult and jarring. These allow her gradually to become
familiar with society at large, but it is a never-ending
negotiation of identity and belonging, while trying to
decipher veteran Israelis’ codes of social conduct. At
home, too, the constant struggle of deciphering the Israeli
environment continues, another aspect of the plight of a
new immigrant. In this exhibition, Zourabova portrays the
dynamics at home, in paintings that are about belonging,
foreignness, and intimacy. We are introduced to the rooms
of the home where she lives with her only daughter, Ester,
and to the backstage of their domestic arrangements.

In a relaxed and nonjudgmental style of painting,
Zourabova portrays the dynamics between the occupants
of the home, who are both women. In the former Soviet
Union, and still in Russia of today, mother-daughter
relations are the cornerstone of family life - and in Israel,
too, the artist’s family unit maintains such a feminine
foundation. From time to time, mother and daughter are
joined by the grandmother, who occasionally visits from
the old country. “Even our cat is a female,” says the artist

with a wry smile.



63 the artist’s need to break boundaries and make his voice
heard - with the image of the soaring bird serving as an
allegory to the artist and artistic creation. In the house
before us, in contrast, a young girl sits motionless on
the roof among the birds, and looking at her ineluctably

invokes the alarming prospect that she might fall off.

Vered Aharonovitch,
detail from the
installation The Cuckoo
Clock, 2019, mixed
media (photo:

Michael Liran)

TN VD, PIAINAR TN
,2019 , PRI YW 1¥Ni1
379N N1R*330

(172 287N D127N)
duplaiyhibgigyaland
ackw (sl Jasll go
ahlinaalga.2019 (glgagll
(09l JHilhio:ugni)




64

2 Julia Kristeva, Powers

of Horror: An Essay on
Abjection, trans. Léon S.
Roudiez (New York: Columbia
University Press, 1982), p. 11.

In Aharonovitch’s work, the family members’ desire
to maintain order and cleanliness is doomed to fail: in
short order, the procession pulls all the garbage back into
the house. A peek through the windows (which allows
the viewers to glimpse behind the scenes and indulge in
a bit of guilty voyeurism) reveals dirty and stained areas
in the house (moldy dishes in the kitchen, mildew on the
walls of the bathrooms) and intimate situations to do
with bodily wastes (nail trimming; a woman sitting on
the toilet with a bucket on her head; hair plucking). Such
expressions of waste and grime, representing the subject
by all that is ignoble and repugnant, have been linked by
theorist Julia Kristeva, in her book Powers of Horror: An
Essay on Abjection, to the undermining of the process of

identity formation:

We may call it a border; abjection is above all
ambiguity. Because, while releasing a hold, it does
not radically cut off the subject from what threatens
it — on the contrary, abjection acknowledges it to

be in perpetual danger. But also because abjection
itself is a composite of judgment and affect, of
condemnation and yearning, of signs and drives.
Abjection preserves what existed in the archaism of
pre-objectal relationship, in the immemorial violence
with which a body becomes separated from another
body in order to be - maintaining that night in which
the outline of signified thing vanishes and where only

the imponderable affect is carried out.’

In conversation with me, Aharonovitch cited

Prokofiev’s musical composition Peter and the Wolf as a

source of inspiration for the garbage disposal procession.

Peter and the Wolf can be read as a story of coming of age,

or as a moral tale about the subjugation of the individual
to authority and maintaining the boundaries of what is
permitted or forbidden. Peter disregards his grandfather’s
order not to venture out into the meadow because of the
dangers he may face there. Heedless of these warnings, he
opens the gate and exposes himself and the farm animals
to the perils of the cruel wolf. Ultimately, thanks to his
resourcefulness and the help of the animals, Peter is saved,
but does not escape the wrath of his grandfather for
having disobeyed him. Nonetheless, the work celebrates

Peter’s success, and can be seen as ars-poetic expression of
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1 Itzhak Benyamini,
“Introduction to The
Uncanny,” in: Sigmund

Freud, The Uncanny, trans.

Ruth Ginsburg (Tel Aviv:
Resling, 2012), pp. 7-12
(Hebrew).

Over the years, Aharonovitch has incorporated
into her work figures based on herself as a young child
and on other members of her own family, in unbridled
and humorous displays of provocative candidness and
compassion. However, the archetypes of her characters
and the relationships within the family are familiar to us
all, sometimes painfully so. Her characters — which are
replicated and repeated at different places at the same
time - are imprisoned in endless internal rituals of bodily
and domestic maintenance, in obsessive conditioning,
secret alliances, and manifestations of the fear of death,
forever fantasizing about breaking free from the dreary
routine of family life. The mother holds a black garbage
bag; the girl cradles her newly deceased pet like a dead
baby; the grandmother is kneeling on all fours, carrying
a pot of dull chicken soup on her back; and the doddering
old grandfather, who is confined to a wheelchair, never
ceases, despite his age, to pester one of the young girls of
the family by stabbing her behind with his stiff stick. The
scene calls to mind the familiar Freudian term unheimlich
(uncanny), which denotes the unsettling and disturbing
sensation one feels when encountering hybrid elements
that project both the strange and the familiar, the natural
and artificial, animal and human - especially in the context
of banal, intimate domestic situations of daily life.'

A closer look at the work reveals a special and
somewhat disturbing relationship between the father of
the family and his young daughter. Her secret anxieties
about the health of her mature father are expressed
in their innocuous game of doctor and patient, which
they play on the sofa in the living room; in her angry
indignation at the will that he is writing on the dining
table; by her whipping out the red tablecloth from the
table, causing the dishes to smash onto the floor; and in
his depiction as wired up to monitors as he walks within
a treadwheel, like a laboratory mouse. The father, for his
part, is devoted to his daughter, but at the same time is
trying desperately to extend her need for his constant care
indefinitely, as his little girl. To this end, he carries her
on his back (she convincingly playing the part of a “sack
of flour”); trims her nails; and teaches her to shoot birds
through the window of the treehouse he has built for
her - all so that she might never, heaven forfend, think of
growing up and truly leaving the nest, or of expressing her

autonomous self and artistic voice.
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VERED AHARONOVITCH:
THE CUCKOO CLOCK

Curator: Aya Lurie

Vered Aharonovitch’s solo exhibition centers on a family
and their fine house, which we are invited to inspect in a
spot of voyeuristic indulgence. Despite its conventional,
respectable appearance, in this house there are no
compunctions about washing the dirty laundry in full
view. We must not allow the exquisitely rendered details
of this dollhouse - with its appealing solidity, bright
expression, and gingerbread-like colors - to deceive us,
for it possesses the seductive complexity of traditional
children’s fairytales, with their heady mix of magic and
fear, brutality and gentleness, reality and fiction. Back
then, those fairytales were not afraid to shock and dwell
upon the forbidden and appalling, gleefully holding back
from reaching the happy ending that subordinates reality
to artistic enjoyment.

In her research preceding the creation of the work,
Aharonovitch looked at a great many mechanical clocks
from past centuries, of the sort that use mechanized
figures. These would pop out and move along tracks at
predetermined intervals, to the surprise and delight of
audiences, while relentlessly marking the passage of time
as a memento mori - a sobering reminder of mortality
designed to spur people to mend their ways and maintain
the existing order. Aharonovitch sees parallels to these
notions in her own home, mentally viewing them as “a
Jewish-Polish memento mori” — namely, behavior that
is governed by the constant fear of the worst that may
strike at any given moment, dispelling any prospects
of a comfortable existence free of perennial existential
angst. Not surprisingly, the house she has created works
like a large clock: every fifteen minutes, a grotesque and
bizarre procession of family members emerges from the
door, for the purpose of emptying the garbage that has

accumulated inside.



Tsibi Geva, Umm el-Fahem,
1983, acrylic on canvas.
166.5x203.5, The Israel
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Fig. 2

Maria Saleh Mahameed,
Umm el-Fahem, 2016,
charcoal on canvas, 210x450

Maria Saleh Mahameed,
detail from Ana Hoon,
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presence and its manifestations as part of the local reality,
by incorporating the names of Arab communities in Arabic
script, as well as Palestinian cultural artifacts (such as the
keffiyeh) or human figures, such as the personification

of Umm el-Fahem."% '~ In her works, Saleh Mahameed
anthropomorphizes objects, such as the cab of the big
truck that crashed into her car, or a backhoe. These are
shown next to the broken traffic demarcation fence, as
though bowing their heads and asking for forgiveness
from the dejected, bruised figure of the artist, as she

is led away from the scene of the accident, supported

by two male figures. The image is redolent of iconic
representations of Jesus being taken down from the
Cross, except that in this case it is Mary (Maria) who
bears, with her own body, the pain and helplessness of
the victim. That image is heightened by the presence of
the calves’ legs, which are visible at the bottom of the
painting, dripping with red blood, resonating with the
biblical scene of the Binding of Isaac as a prefiguration of
the Crucifixion. Beside all these, security and surveillance
cameras function as a kind of mechanical eye, spying,
monitoring, and documenting, blithely indifferent to the
drama taking place before them, devoid of compassion

and blind to injustice and human pain.
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3 Carl Zigrosser, Prints and
Drawings of Kathe Kollwitz_
(Mineola, New York: Dover
Fine Art, 1969).

4 Aviva Uri, "The Line,”

in Galia Bar Or and Jean-
Francois Chevrier, Aviva Uri:
The Line Drawings, trans.
Richard Flantz, exh. cat. (Ein
Harod and Bochum: Mishkan
Museum of Art and Museum
Bochum, 2005), p. 39.

5 Maria Saleh Mahameed
quoted in: Dorit Ringart,
“Fahmaweya,” accompanying
text to Saleh Mahameed’s
exhibition “Fahmaweya, "
The Jerusalem Artists House,
2018.

the medium of choice for various artists. Kidthe Kollwitz
(1867-1945) exploited charcoal’s expressive, dramatic
quality, and its softness, to depict human suffering

and to convey social critiques.’ The painter Aviva Uri
(1922-1989) harnessed the qualities of charcoal pastels

for spontaneous and intense expression in a flurry of
drawings full of primal energy, in a bid to evoke the poetic
complexity of existential threshold states. Her description
of what a line is seems pertinent to the spirit of Saleh

Mahameed'’s work:

A line is a sensation, an ability to feel, a ray we

still don’t know the essence of. But | see it clearly;
everything that we do, sketch out, engrave, arouses
lamentation for our inability, for the inability of our
knowledge, a line’s end, is there an end? The longing
for the unsensed, for the lacking, for what is still
becoming, the longing for the line... | hear the line as
a kind of sound that is uniform and thick, trenchant,
composed of quarter tones, of thousands of particles,
Ligeti's Space Odyssey, a sound that approaches
infinity and sends rays in all directions. The line is .*

For Saleh Mahameed, the use of charcoal is like drawing
a line with one’s finger in the sand: leaving a mark in a
direct, visceral manner, using the locale’s own materials.
Charcoal is directly linked to her birthplace, Umm el-
Fahem ("Mother of Charcoal”), which, as its name
suggests, has long been famous as a place of charcoal
production and trade. As she is quoted in a text that
accompanied her solo exhibition at the Artists’ House

in Jerusalem, “l| am a Fahmaweya - a native daughter

of Umm el-Fahem, deeply connected to my city and its
history. To my intense regret, it has yet to be restored to
its former glory, as it is continuously being de-legitimized.
I know more about life in the Arab community in general,
and Umm el-Fahem in particular, than any outsider.”> On

the canvas, inscribed like forbidden graffiti, are the words

Ana Hoon in Arabic (“1 am here”), as a declaration of the

artist’s existential statement and her Palestinian identity,
as though to say: You cannot ignore my existence, | stake
my claim in this place.

In this respect, there are similarities between Saleh
Mahameed’s work and Tsibi Geva’'s paintings (shown in the

adjacent hall), in which he acknowledges the Palestinian
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1 On the sensuous material
properties of charcoal
drawing, see a discussion

of Gorgia O’Keefe’s early
works in this medium: Nancy
Hopkins Reily, Georgia
O'Keeffe, A Private
Friendship, Part | (Santa

Fe, New Mexico: Sunstone
Press, 2014), pp. 187-190,
253-254, 284.

2 Charcoal drawings are
usually completed by a
covering of a layer of fixative.
This is not the case with Saleh
Mahamid’s works.

MARIA SALEH MAHAMEED:
ANA HOON

Curator: Aya Lurie

The new work by Maria Saleh Mahameed, Ana Hoon (in
Arabic, “1 Am Here"), tells her story in the past year. It
has been a particularly dramatic year, in which she found
herself hovering between life and death, no less. The story
unfolds on a scroll of white canvas, in images and symbols
drawn in various styles - starting with her acceding to
a request by Hadassah Medical Center in Jerusalem to
donate some of her bone marrow to save an unnamed boy;
through her serious road accident on Highway 6, in which
her car collided with a large truck transporting calves to
the slaughterhouse; to her recent wedding with her fiancé,
Rami Habib-Allah, who remained steadfastly by her side
during her recovery.

The artist’s long-haired figure, and her hand- and
footprints, appear repeatedly on the canvas that serves
as the support of her work. The charcoal patches render
present her body and her movements during the act of
drawing, like a studio self-portrait. For Saleh Mahameed,
life and art are well and truly in thrall to each other: she
produces her work on the floor of her parents’ living room,
amidst the throng of her cherished dogs and cats, who
leave their own mark on the painting with their pawprints.

Black charcoal is Saleh Mahameed's chosen dominant
material in her work. It is a primal medium, which lends
itself to everything from architectural drawings, to
sketching and scribbling. It provides for an intimate,
sensitive, and tender mode of expression, thanks largely to
the direct contact of the fingers with the drawing surface,
as they smear, rub, and smooth the line.' Charcoal drawing
would seem to require great care and precision, because
of its tendency to leave a mark on anything it touches.
However, as Saleh Mahameed'’s work demonstrates, this
very attribute can also be embraced and adopted as part

of the artistic process.’ In the history of art, it has been



70 source of the materials and forms in the world gradually
disintegrates and re-forms, in reflective cyclical fashion -
both as a marker in Geva's oeuvre and as a representation
of our own existence.

Tsibi Geva, detail from
the installation Where
I Come From, 2019
(photo: Elad Sarig)
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10 Shimon Adaf, “The
Maze, the Mirror, the
Library, and the Monster,”
Ynet Books, August 18,
2000 (Hebrew), available
at https://www.ynet.co.il/
articles/0,7340,L-64849,00.
html (accessed August 10,
2019).

11 The title of the exhibition
is taken from Avot Yeshurun's
poem “How Have | Gotten
Here. That Is a Question,” All
the Poems, vol. 3 (Tel Aviv:
Hakibbutz Hameuchad,
1995), p. 63 (Hebrew).

organic and irregular: walls of natural stone, lattices,
terrazzo floor tiles, and keffiyehs. The painted image of
fractures and cracks that run through the canvas breaks
up the monolithic structure of the wall, whose purpose is
to block access, restrict the space and define it. Something
about the structure of the large painting remains
unresolved because it is made up of discrete paintings
that display Geva’'s wide-ranging painterly vocabulary. In
addition, despite its monumental size and its perception as
a painting that is also an object in space, its edges remain
open-ended and it does not cover the entire display wall.
In this respect, it references the flat nature of modernist
painting, which reveals how it is made and the implicit
structure of the artistic act.

Poet and novelist Shimon Adaf wrote the following
after the publication of Jorge Luis Borges’s book,
The Aleph:

Borges’'s name is often associated with a maze, a
mirror, a library, three permanent characters in his
work - three entities that are three aspects of one
principle: endless playfulness with space, with time,
with the possibilities of existence. Three playgrounds
for whims and imagination. One sometimes gets the
impression that Borges is in love with getting lost,
with reflections and erudition for their own sake.
But, as many of the stories in The Aleph demonstrate,
this playfulness has another purpose: finding the
grand masterplan that lies deep beneath the world
and history, the form that God'’s thought takes in the

world, the object that embodies all of Creation.'®

Geva's tripartite project presents, side by side, three
seemingly unconnected elements, whose affinities

to one another remain an open question that awaits
deciphering and, like the title of the exhibition, "Where

“11 allow for different readings and

I Come From,
significations. Geva presents a situation which is like an
enigmatic mental space, its components connected by
invisible threads of meaning. Like musical variations on a
disharmonious theme, he has layered every element and
theme in the installation before us. Into each element

he has cast precedents that expand the tonal dimension
of each aspect separately, as well as their function as

an ensemble in the exhibition space. The identifiable
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7 Barbara Rose, Valeria
Varas, and Raul Rispa,
Monochromes: From Malevich

to the Present (Berkeley, CA:
University of California Press,
2006), p. 78.

8 David Avidan, “The Stain
on the Wall,” Something for
Someone (Tel Aviv: Am Oved,
1987), pp. 12-13 (Hebrew).

9 Geva's exhibition
“Transition, Object” at the
Ashdod Art Museum in 2012
(curators: Yona Fischer and
Roni Cohen-Binyamini) was
devoted to the significance of
readymade objects in his work.

regime of modern culture epitomized in the white cube,
undermining it with its own devices. The blackened wall
is a painting full of nothingness, which is also a tribute to
the series of black-and-white monochrome paintings by
Robert Rauschenberg, one of the greatest American artists
of the twentieth century, perhaps yet another spiritual
father of Geva’'s work. As Geva himself points out, the
very first exhibition that he saw in New York, when he
arrived to study there in the 1980s, was one of works by
Rauschenberg - an artist who emerged from the tradition
of modern abstraction, but paved the way to a new
radical language that incorporated real-world materials
(such as newsprint, which he pasted onto the canvas) into
paintings that championed both holism and nothingness,
and developed a process of creation and erasure that
resulted in a non-descriptive depiction that is at once
specific and universal.’

Further inspection of the wall of the museum which
Geva has covered in black evokes a host of quotations
and sayings, such as “Out of the north an evil shall break
forth” (Jeremiah 1:14), “The inscription on the wall”
(during Belshazzar’s feast in the Book of Daniel), and the
Hebrew poem "The Stain on the Wall" by David Avidan.®
Thus, it becomes a kind of “black noise” replete with many
meanings, which questions and challenges the existing
order - akin in mood, color, and dynamics to the black
bale of tires and the large painting leaning against the
southern wall of the hall.

The painting on the southern wall is a kind of fissured
wall, whose cracks resemble those of a shattered side
mirror of a car after an accident, which Geva picked up
during one of his magpie collection walkabouts. 9 2
As he explains, "Every now and then I find something
abandoned, in the street, on the sidewalk, in all kinds of
places, 1 pick it up in the trunk of the car and I bring it to
the studio. When the thing is already lying there, among
many similar things, it silently projects its own vibes.”®

Approximately forty paintings of various sizes, each
painted individually, are mounted on an inclined frame
(resonating the lattices that have repeatedly featured in
Geva’'s work over the years). Together they form a huge
painting that leans against the wall. The freehand path
lines that are drawn on it, splitting apart like cracks in
shattered glass, recall the repertoire of patterns that has

recurred in Geva's paintings since the 1980s, which are
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3 See Hadas Maor,
“Vernacular Art,” in Tsibi
Geva: Archaeology of the
Present, exh. cat., the Israeli

Pavilion, 56th International
Art Exhibition — la Biennale di
Venezia (Jerusalem: Ministry
of Culture & Sport and the
Ministry of Foreign Affairs,
2015), p. 37.

4 In Geva’'s exhibition
"Master Plan" at the Haifa
Museum of Art (2003),

and in its accompanying
artist-book, he describes the
close association between his
work and that of his father,
architect Ya'acov (Cuba)
Geber.

5 All unreferenced
quotations of Geva are from
his email correspondence
with the author, June 2019.

6 Geva’s tire installations
include: “Notes for the
Days of Awe,” Art Focus
3, Jerusalem, 1999 (in
collaboration with Kher

Fodi), curator: Tami Katz-
Freiman; “Master Plan,”
Haifa Museum of Art, 2003,
curator: Daniella Talmor; “A
Road to Nowhere,” Ashdod
Art Museum, 2011, curator:
Avya Lurie.

Fig. 1

Tsibi Geva, installation

view at the exhibition
"Archeology of the

Present," facade of the
Israeli Pavilion at the 56th
International Art Exhibition —
la Biennale di Venezia, 2015
(photo: Elad Sarig)

Cracked car side mirror,
“abandoned object” that Tsibi
Geva picked up and took to
his studio, 2019

whose appearance and original function embody for him
certain fundamental formal and conceptual aspects.’ In
all of these, he grapples with the formalistic codes - both
aesthetic and content-related - of modernism. “I grew up
as a son of a modernist architect, a strict aestheticist in the
Bauhaus tradition,”* he recounts, “and for many years |
was unaware of what that had wrought within me. Today |
understand, and seek to explore precisely what my father
hated, rejected outright, and continually fought against:
imperfection, aesthetic and cultural improvisation,
eclecticism, political and social chaos. Today, | am drawn to
the unwanted castoffs that are thrown away, like waste or
as anthropological findings, and work within them.”>

A bale of compacted tires, freshly delivered from a
recycling plant, is a throwback to a series of previous
installations by Geva, where he covered the exhibition
walls with tires that were attached to each other with
cable ties.® The ultimate expression of that idea was
when he used such tires to clad all the outer walls of
the Israeli pavilion at the Venice Art Biennale.[9 ' In his
current exhibition, the tires appear in an entirely different
“material phase”: bound up, on their way to or from
somewhere else, they form a raw and solid sculptural
entity. The bales of tires contain the compressed energy of
large and opposing forces: the rotational motion potential
inherent in a wheel; its pliable nature as a shock absorber;
the potential for violent eruptions of civil disobedience
when the tire is used for demonstrations and roadblocks;
and painful, intimidating binding with cable ties. The
tangled, tightly bound tires, crammed together to
bursting point, lie broodingly in the space as a robust,
dense material drawing, or as a foul-smelling sculptural
element that obstructs free movement and the field of
vision, dumped on the floor of the hall, stripped of its
normative function.

The northern wall of the gallery, where the stairs
leading to the upper level of the museum are located,
is covered with dense lines and black patches that have
been sprayed on, like graffiti that have been erased
with the same spray paint they were created with. This
use of spray paint, typical of street art, repurposes it
ironically for erasure and blacking out. The act of erasing
is suggestive of something potentially explosive, defiant
and provocative. Thus, the blackening of the white wall

is like a challenge by the voices of the street against the
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1 Barry Schwabsky,
“Painting Against Itself: Tsibi
Geva’s Recent Work, " in Tsibi
Geva: Paintings 2011-2013,
exh. cat. (Washington, D.C.:
The American University
Museum at the Katzen Arts
Center, 2013), pp. 19-25.

2 The term vernacular
architecture was coined by
Bernard Rudofsky in a book
about architecture without
architects that he published
in conjunction with an
exhibition he curated in 1964
at the Museum of Modern
Art, New York. See Bernard
Rudofsky, Architecture
Without Architects: A Short
Introduction to Non-Pedigreed

Architecture (New York:
Doubleday & Company, 1964).

TSIBl GEVA:
WHERE | COME FROM

Curator: Aya Lurie

Tsibi Geva has a large installation on show at the Herzliya
Museum of Contemporary Art, whose three components,
which together make up a spectrum between painting
and sculpture, collectively form a complete mental space.
The connections forged between them reflect Geva's view
of the internal refractions of existence in the world as a
conceptual, physical, and emotional phenomenon. Their
constituent elements are all founded on the visual and
material index that Geva has formulated over five decades
of artistic endeavor: paintings of keffiyehs, terrazzo floor
tiles, lattices, blinds, walls of natural stone, car tires,
sprayed graffiti, and more. In Geva's work, the collage is
both a method and a value in its own right. It reflects his
multilayered and simultaneous approach that combines
the formal order of matter (the abstract qualities of its
form in space) with the cultural order, thereby evoking
multiple aspects related to the history of art, life in Israel,
the cultures of the East and West, politics, society, and
the artist’s personal life story. Geva’s work conveys an
internal discourse with the language of painting; it is
painting that questions, while it is being created, its own
self-definition.’

Various concepts serve as keys to Geva's vocabulary
and oeuvre. His work often contains references to
"vernacular architecture” — namely, architecture without
architects,’ which develops at a given location over a
period of centuries, from the local materials and its
climatic and cultural needs. In conversations with him, the
notion of a bricoleur frequently arises, as expressed in
Claude Levi-Strauss’s book The Savage Mind, in reference
to someone who improvises and quickly fashions a shelter
from materials found at hand. In addition, Geva frequently
makes use of “abandoned objects” (another recurring

theme) - that is, readily available, typically local objects
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identity - stretching between Western culture and highly
charged representations of localism, and between the
legacy of his father, the European modernist architect,
and the “vernacular architecture” (local architecture
without architects) that is at the focus of Geva’s work -
the exhibition outlines an inner portrait that is also a

portrayal of a certain place and time.

Dr. Aya Lurie

Director and Chief Curator
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1 Ernst Hans Gombrich,
“The Mask and the Face: The
Perception of Physiognomic
Likeness in Life and Art,” in
Art, Perception and Reality,

ed. Maurice Mandelbaum
(London and Baltimore: The
Johns Hopkins University
Press, 1973), pp. 5-27.

fundamental human aspect of the current Zeitgeist and
social roles (a mask).1

Each of the current exhibitions tackles this duality in
its own way. Thus, in Natalia Zourabova’s exhibition we
can see not only the tracking of the changes that she and
her daughter Ester undergo in their Jaffa apartment, but
also a feminine take on the life of single-parent immigrant
women seeking to redefine their self-determination and
their own place in the world. Vered Aharonovitch’s
kinetic sculpture, depicting herself and her family in
a handsome home, offers a personal, revealing family
portrait that reflects the difficulty of experiencing the
present amidst a paralyzing fear of death and of the
future. Veteran painter Hannah Levi, whose exhibition
features paintings from her estate that have not yet
been displayed in public, repeatedly painted portraits
of women - herself and her friends - that highlight the
signs of aging in their bodies and faces, in part through
her choice of painting materials, often mixing in sand and
oil-pastels to suggest the constant erosion of life and its
fragility. Allison Zuckerman places her self-portraits
within chimeric scenes crammed with references from
the history of art, blithely demolishing formulaic
representations of women in Western cultural history. Her
portraits underscore the visual cornucopia of the digital
age, with a nod to the selfie culture and the #MeToo
protests. Maria Saleh Mahameed recounts, on a long
scroll, her experiences of the past year. As a native of the
town of Umm el-Fahem (“Mother of Coal”), she repeatedly
presents her image in charcoal, next to her hand- and
footprints, as an existential statement: Ana Hoon (Arabic,
“1 am here”). Iris Nesher’s image projection is an elegy
that presents her perspective, as a photographer and
mother, on her son in various art venues, over many years.
Collectively, the images provide a multilayered portrait of
many periods and situations, in which our knowledge of
the son’s eventual tragic death intersects with thoughts
about the archetypal museum as a contemporaneous time
capsule that preserves and commemorates the essence of
what it is to be human.

The large hall presents Tsibi Geva’s exhibition,
"Where | Come From." The exhibits, containing something
like a condensed index of his work over five decades,
may be regarded, by extension, as an artistic self-

portrait. Through the constituent parts of his artistic
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PORTRAIT TIME |

The focus of the museum’s current group of exhibitions,
and of the following one, is on portraits and their
significance. Portraiture, which is one of the classic genres
in art, throws into sharp relief questions of identity
and modes of representation, as well as the tensions
between personal and private expression and social
and periodic articulation, and between the desire for
material immortalization and the ephemerality of our
human nature. The exhibitions highlight two intersecting
issues that arise from those tensions and are reflected
in them: the autobiographical perspective, and the
dimension of time - with particular emphasis on the
feminine perspective. The self-portraits of the women
artists on view are incorporated in their exhibitions, while
conveying their life stories and conceptually expanding
the notion of portrait to cover various issues pertaining to
self-representation, gendered portraiture, family portrait,
group portrait, and so forth.

At the heart of the portrait is the complex
relationship between the appearance of the
human subject and its plastic representation. In his
groundbreaking essay, The Mask and the Face, Ernst
Gombrich - one of the leading scholars of art history -
discusses the particular difficulty involved in producing
artistic representations of the human face. In a portrait,
he points out, artists are required not only to turn
something alive into something inanimate and render
a three-dimensional entity into a two-dimensional one,
they must also contend with constant movement (facial
expressions, physical and mental state) and signs of the
passage of time, that constantly change the subject’s
face. For this reason, Gombrich suggests, portraits
embody a certain duality, being both a specific depiction

of a particular person (a face), and a reflection of a
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