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Planting in Winter,
2006, oil on canvas,
100x 150, private collection
(photos: Avraham Hay)
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Portrait of a Man,
19th century,
watercolor on paper,
46x39.5, collection
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of Contemporary Art
(photo: Avraham Hay)



Fig. 1

Werner Ruhner, Karl Marx in
his London study, undated,
aquatint etching, dpa/picture
alliance

Fig. 2

Marcel Duchamp, L.H.0.0.Q,
1919/1964, rectified
readymade: graphite on
reproduction, 30x23,

The Vera and Arturo Schwarz
Collection of Dada and
Surrealist Art in The Israel
Museum, Jerusalem,

© ADAGP Paris, 2007

T |

Fig. 3
Ana Mendieta, Untitled (Facial
Hair Transplants), 1972, color

photograph © The Estate of
Ana Mendieta Collection,
LLC, Courtesy Galerie
Lelong & Co.

this was particularly evident during the reigns of Queen
Elizabeth 1 (1558-1603) - in the latter half of the sixteenth
century and first half of the seventeenth, most adult

men in paintings sported facial hair - and Queen Victoria
(1837-1901), when once again it became fashionable, after
two centuries in which the fashion was to be clean shaven
(only now it was also associated with anti-capitalist and
revolutionary ideologies, as exemplified by Karl Marx)./19-
In the 1960s and 1970s, with the emergence of the feminist
movement, many men in Western countries grew facial
hair to an extent not seen since the Victorian era. As

part of the hippie culture at the time, many young men
grew beards as an act of rebellion. Today, at a time when
feminist issues are once again being widely covered in

the global media, the fashion of full beards has regained
popularity - notably, as part of the hipster culture.

It is interesting to note that bearded women were
traditionally presented as odd freaks at traveling fairs,
from the medieval period onwards: since a beard on
women violated the accepted norms of secondary sex
characteristics, it robbed them not only of their femininity,
but also of their humanity. In 1919, Marcel Duchamp
notoriously added a mustache and goatee beard to a

reproduction of Leonardo da Vinci's Mona Lisaf9- 2

-an
icon of classical art - thereby producing a “rectified
readymade” that has since become an iconic example of
Modernism. His act of gender reversal challenged both
societal and artistic conventions. Such undercutting of
norms has since found expression in many other works
of art, such as Ana Mendieta’s work, Untitled (Facial Hair

Transplants) (1 972).fi9-3
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1 On the ways by which
social outlooks establish
physical gender differences,
see Judith Butler, Bodies That
Matter: On the Discursive
Limits of “Sex”, (New. York:
Routledge, 1993). The
exhibition's title was inspired
by the title of this publication.
Of course, facial hair also
bears various meanings in
non-Western cultures, but as
the museum’s collection, from
which the present exhibition
was curated, comprises
mostly Western art, these are
not discussed here.

Collection+

MUSTACHES THAT MATTER:
PORTRAITS FROM THE
HERZLIYA MUSEUM
COLLECTION

Curator: Lilach Ovadia

The beginnings of the Herzliya Museum of Contemporary
Art lie in a collection of paintings donated by local
residents, led by Eugene da Villa, to the Municipality of
Herzliya in the early 1960s to form the basis of a municipal
museum. These were exhibited at the Museum'’s first

home - an apartment at 15 Bar llan Street - and da Villa
served as its first director. The current exhibition is part

of the “Collection+" exhibition series, which seeks to
explore and study the Museum'’s collection and history - an
introspective look that has made it possible to re-examine
works that are usually stored out of sight, in the Museum'’s
storage rooms. Its primary focus is on portrait works
created between the late nineteenth and early twentieth
century, with particular emphasis on a somewhat

unusual aspect: facial hair fashions and other fashionable
representational modes (oval portraits) and accessories
(cigarettes and pipes). This lens makes it possible to
explore a diverse and rather conservative collection of
portraits from a contemporary perspective, which views
fashion details as social and psychological cues.

Facial hair is a secondary sex marker, which (along
with other morphological differences) makes it possible to
distinguish men from boys, and between men and women.
Of the 34 portraits of men at the Herzliya Museum, over
half feature facial hair. It is interesting to note how such
visual representations relate to historical and social
perceptions of masculinity and femininity. In the Western
world, the various meanings associated with facial hair are
complex and ever changing. Throughout Western history
(in which the core of the museum'’s collection is rooted), it
is a cornerstone in the construction of masculine identity.’
It is little wonder then that there is a high correlation
between the fashion of male facial hair growth and the

growth in female power. In England’s history, for example,
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Fig. 7
Gustave Courbet, The Stone

Breaker, 1849, oil on canvas,

45x54.5, private collection

In the foreground, on the left, stands Dudi Rachlevsky, one
of the village elders, leaning slightly toward the grave,

in his faded work clothes: blue shirt, shorts, and brimless
hat. A watch on the rugged arm of his clenched fist calls
to mind the well-known opening verses of Ecclesiastes
chapter 3: “To every thing there is a season, and a time
to every purpose under the heaven: A time to be born,
and a time to die; a time to plant, and a time to pluck up
that which is planted.” Also visible in the foreground of
the painting, in the center, is the figure of Amram Mor-
Yosef, the man in charge of the village cemetery and
building the coffins. He is shown bent over his hoe as he
pulls a pile of stones into the hole - and verses from the
same chapter in Ecclesiastes continue to reverberate: “A
time to weep, and a time to laugh; a time to mourn, and
a time to dance; A time to cast away stones, and a time
to gather stones together; a time to embrace, and a time
to refrain from embracing.” The painting is a striking
reference to two of Gustave Courbet’s timeless paintings.

The Stone Breaker (1849) depicting hard-working laborers

in a way that eschews idealization, and A Burial at Ornans
(1 849—50),ﬁ9‘ 7 which shows, with stark realism, how

a modest rural community bids farewell to one of its
members. In Shamir’s painting, too, this scene is depicted
matter-of-factly, as part of nature’s circle of life. At the
same time, it may be seen as a symbolic expression of the
final journey - socially, economically, and culturally - of

the Jezreel Valley's pioneering ethos.
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Fig. 6
Elie Shamir, A Burial at Kfar
Yehoshua, 2019, oil on

canvas, 180x240

ethos, which is inextricably linked to the father’s figure.
The large dead bull depicted in the painting was one that
the artist’s father asked him to remove from the family’s
cowshed. In cultural history, the bull has been an ancient
symbol of masculine strength and potency - from the cult
of Mithraism, through the metamorphosis of Jupiter in
Ovid’s writings, to its representations in Picasso’s works. In
Shamir’s painting, however, it just lies there, uselessly, on
its side, a swollen corpse. Yet, even then, in the wake of its
collapse and death, it is hard not to be struck by the still
awe-inspiring physical presence of this epic animal, which
continues, inexorably, to dominate the canvas.

A poem written by Shamir, “Jacob’s Ladder,” brings
together the images of the two aforementioned paintings,

Father and | - Life-Size and Dead Bull, drawing a parallel

between the father and a bull on their final journey:
A gray, enormous atmosphere
pounds in its entirety on a single shed.
The shed roof throws back a cascade of golden sparks
of toxic asbestos.
Below, in the black shadow,
calf dung that had been produced till 2011.
I still remember the last calf
(a 640 kg bull, in fact),
strong, aggressive, fearsome.
My dad raised him up onto the cart
by the power of his gaze,
as well as the chemo, the radiation
and the pitchfork.
In it, the two of them rode together

on their final journey.

On the piles of warm manure

twenty-seven cockroaches are having a ball.
(1 counted.)

Going up and down

like angels on Jacob’s Ladder.

The exhibition ends with a large group portrait, an
elegiac image painted in the past year: A Burial at Kfar
Yehoshua (2019),19- 6 depicting the burial of the late Danny

Efrat, of Kfar Yehoshua, who was the artist’s cousin. The
congregation includes members of the bereaved family,
the rabbi conducting the ceremony, and members of the

community, all escorting the deceased on his final journey.



Fig. 4
Elie Shamir, Fascio, 1989,
brass casting, 1.8x11x2

5 See Yael Guilat, "The
Masada Series: Ethos

and Myth in the Early
Works of Elie Shamir",” in
Elie Shamir: Early Works,
exh. cat., curator: Ron
Bartos (Ramat Gan: Museum
of Israeli Art, 2015),

pp. 124-116.

Elie Shamir, Dead Bull, 2000,

oil on canvas, 140x180

from the Latin word fasces, which gave rise to fascism.

In the 1980s, Shamir created such a bundle as a physical

fig. 4

object made of cast brass, and it crops up again at

the bottom of the painting Blind Isaac Waiting for Esau

and in other paintings of that period, as a symbol both
of a tightly knit group and of the risk of an ideological
group’s zealous extremism.” In the double portrait, Father

and | - Life-Size, the same bundle of sticks is depicted

as dry, loose, and scattered behind the artist’s back, a
faint echo of specters of a past long gone. Several years
later, in 2019, Shamir returned to the same composition,
in a smaller format, in Father and | Retrospectively).

The patches of paint in this version indicate a change
in painting style and temperament stemming from a
different amount of pressure exerted by the hand holding
the brush. The freer dynamic allows the body to be
portrayed in the space surrounding it while also indicating
their potential mutual dissolve.

Shamir portrayed his father repeatedly over the years.
The exhibition presents many of these paintings: his
father among family members; in the field; alongside his
artist son; resting momentarily from his toil on the farm;
and gazing at the Jezreel Valley one last time. Finally, in
a series of drawings on paper, moving in their frankness,
Shamir bids farewell to his father by depicting him on
his deathbed. The revisiting of the same model makes it
possible to establish shared time between painter and
subject, a lingering period spent facing each other, with
each other. Offering a chance to reconnect with the father
who had passed away, the portrait represents longing for
the time spent with him, which will never return. At the
same time, the repetition demonstrates both the power
and the limitation of art, which aims to capture fleeting
life, if only for a moment, but in so doing underscores the
inexorable finality of death. Orpheus, who, through the
magic of his lyre playing, managed to reach Hades in an
attempt to recapture his beloved Eurydice, was doomed
to fail - but managed to reconnect with her, for a fraction
of a second, by turning his gaze toward her. Similarly, the
painter’s gaze bestows upon the subject of his painting
a validation of past existence, as well as the chance of
asserting continued presence in the present even when no
longer there in the flesh.

The painting Dead Bull (2000)ﬁ9' > can be read as a

representation of the demise of the mythical Jezreel Valley
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4 Hillel was named after his
maternal grandfather, who
was murdered in the Ovruch
pogrom in Ukraine - a tragic
fate suffered by many Jews
over the centuries, which the
Zionist pioneers sought to
change.

Fig. 3
Elie Shamir, Father and | -
Life-Size, 2011, oil on canvas,

206x320, Kali Collection

Elie Shamir’'s parents - Hannah and Hillel Shamir -
faithfully followed in their parents’ footsteps, physically
fulfilling the agricultural and community goals of the
founding generation.? Shamir, in contrast, chose at first to
work as an artist outside the moshav, but after a few years
returned to work in a studio at the edge of his parents’
farm. His way of “returning to the land” is through the
canvases, in which he conveys the essence of life in an
agricultural environment, in the landscape of the Jezreel
Jezreel Valley: the dense climate, the dust, the dryness,
the haze, the direct sunlight and the heat rising from
the scorched, black-red soil. Shamir brings to the canvas
the special dark green hue of the trees, the bright green
of the saplings, and the expansive, furrowed fields. The
titans of the Valley, who in Shamir’s paintings in the 1980s
appeared as archetypal dark figures, in the prime of life
and driven mission, are now, in their old age, portrayed
as individuals: Eliyahu Amitzur, the most senior of Kfar
Yehoshua’s founders; the artist’s father; and his comrades-
at-arms and at work, Uri Ben-Dror and Abraham Ben-Dror.
His meticulous observation of these figures has resulted
in an intricate expression of appreciation and respect
combined with sober awareness of the toll taken on them
by years of grappling with the mundane pressures of life
and with the land, heat, bureaucracy, and shifting personal
and national priorities of their children’s generation.

The monumental painting Father and | - Life-Size

(2011) puts Shamir and his father on the same canvas,

shoulder to shoulder, /93

after many years of portraits

of the father on his own. The two men stand facing the
viewer, in faded work clothes (the artist’s covered with
patches of paint, in allusion to his work), sunburned,
against the backdrop of the family’s modest farm, where
the father insisted on working until his final days, without
outside assistance. The two are presented as equals: of
the same height, and with similar paths diverging from
where they stand (leading to the artist’s studio and to the
field, respectively). There is no physical contact, and the
connection between them is only hinted at by the twigs
painted in the background, behind the artist’s hands.
These twigs suggest arteries that bind the artist and his
father to the land, as well as the notion of sons being
sacrificed on the altar of the ideological vision of their
parents and the nation. The Italian term for a bundle of

sticks is fascio - meaning “bundle” or “band” - derived



3 2 2 Shamir launched a series

of academic seminars on
culture and art, titled "Place,"
in memory of Kaufmann at
Kfar Yehoshua, from 2004 to
2013. These were sponsored
by Oranim College, the Jezreel
Valley Regional Council, and
Kfar Yehoshua. For more
information, see the Jezreel
Valley Regional Council
website (in Hebrew), http:/
www.emekyizrael.org.il/?Cat
egorylD=187&ArticlelD=4535
(accessed January 8, 2020).
For more on the artist’s
research on Kaufmann, see
Elie Shamir, “All the Roads
Lead to Kfar Yehoshua,”
Cathedra, no. 111 (March

2004), pp. 165-180) (Hebrew).

In 2003, Shamir conceived of
and designed a memorial for
Kaufmann in Kfar Yehoshua —
a mosaic floor of a map of
the Jezreel Valley. The project
was a collective effort of the
community’s members and
founders.

3 For more on this topic,
see Anita Shapira, “Where
Has the Negation of Diaspora
Gone?"” Alpayim, no. 25
(2005), pp. 9-54 (Hebrew);
Michael Gluzman, The Zionist

Body: Nationalism, Gender

and Sexuality in Modern
Hebrew Literature (Tel Aviv:
Hakibbutz Hameuchad,
2007), pp. 11-181 (Hebrew).

Fig. 1

Elie Shamir, Blind Isaac
Waiting for Esau, 1993, oil on
canvas, 183x243, collection

of Herzliya Museum of
Contemporary Art

Fig. 2
Paul Cézanne, The Gardener

Vallier, 1906, oil on canvas,
65.4%54.9, Tate Modern,
London

was once again approached to help with the planning
of Herzliya in the early 1940s, and much of his original
design has been preserved in the town to this day. The
unique nature of the man, who unfortunately has since
been quite forgotten, has been the object of research
and appreciation by Elie Shamir over the past twenty
years.2 For him, Kaufmann embodies (perhaps as a second
father figure) the essence of the aspiration to translate a
humanist ideology into an ecological environment, as well
as the inevitable decline of this worldview in the face of
an ever-changing reality.

The exhibition at the Herzliya Museum opens with

an early painting by Shamir, Blind Isaac Waiting for Esau

(1993)19 " which illustrates a father's preference for one
of his sons over the other. By extension, it might also be
seen as a depiction of the founding fathers of the Jewish
settlements of the Jezreel Valley and their desire for a
visceral and native bond with the land and nature (as also
embodied in the ideal of the “boy hunter” in the iconic
sculpture Nimrod, 1939, by Yitzhak Danziger). They saw
this model as an antithesis to stereotypical notions of
the Jewish scholar from the shtet/ (small Jewish town or
village in eastern Europe) or the Wandering Jew.> Shamir
based his portrayal of biblical Isaac on two characters:
The Gardener Vallier (1906)ﬁ9' 2 by Paul Cézanne (one of

Shamir’s favorite artists, in whose work he sees a formal

and ideological relationship between stain and landscape
that is both essential and integral), and his pioneer
grandfather, Mordechai Shamir, who had immigrated to
Palestine from Europe with his wife Rivkah during the
Third Aliyah period (1919-23) - leaving behind families,
tradition, and language to fulfill the Zionist vision in the
form of a cooperative agricultural community founded

on a new Hebraic culture. The association between the
grandfather’s figure and ancient biblical figure gives the
former a seminal mythical status, that underpins the
ideological narrative that his children and grandchildren
have lived by. But while Shamir’s parents - the second
generation of Zionist fulfillment - lived and worked at

a time when the moshav’s worldview was conceptually,
socially, and economically in tune with that of Israel as a
whole and of the world at large, over time these diverged
dramatically. The erosion of this ethos has left Shamir and
his contemporaries - the third generation — witnessing its

quiet collapse.
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1 The two exhibitions

are accompanied by a
screening of excerpts from
a documentary film in
progress by the director
Ben Shani, who has been
documenting Shamir's work
since 2011.

ELIE SHAMIR: PORTRAIT TIME

Curator: Aya Lurie

Elie Shamir’s solo exhibition, currently on display in the
large gallery of the Herzliya Museum of Contemporary Art,
focuses on his portrait paintings and ongoing explorations
in his work that offer a biographical insight into his
birthplace, both ideologically and symbolically. At the
heart of the exhibition is the Father, repeatedly portrayed,
both expressly and metaphorically - ranging from a
portrait of the artist’s biological father, the late Hillel
Shamir, and various contemporaries of his; and of the
artist’s grandfather, the late Mordechai Shamir, one of the
founders of the family's moshav (cooperative village) Kfar
Yehoshua; to paintings of burial and demise. The gradual
erosion in the values of working the land and cooperative
community is reflected in the family story of aging and
parting from the artist’s father and grandfather - and,
combined with the ageing of the artist and the body’s
betrayal, reflects in turn on the ethos built surrounding
the founders and values of Kfar Yehoshua, Shamir’s place
of residence to this day.

This exhibition is the first of two exhibitions devoted
to Shamir’s work, which draw a connecting line between
the Herzliya Museum of Contemporary Art, Kfar Yehoshua,
and the Mishkan Museum of Art, Ein Harod (where the
exhibition "Boundaries" will open in May 2020, with
particular focus on the artist’s landscape paintings). This
endeavor is a collaboration with Yaniv Shapira, Director
and Chief Curator of the Mishkan Museum, and the curator
of Shamir’s exhibition there, Yael Guilat. Between them,
the two exhibitions encompass the entire body of Shamir’s
work." The common thread between all three localities is
the work of architect and city planner Richard Kauffmann
(1887-1958), who in the 1920s designed them according to
the ideals of the Garden City, in which the community lives

within a communal space of work and culture. Kaufmann



Aharon Shaul Schur,
Portrait of a Woman,
1916, tempera on paper,
29.5x22.5, collection of
the Schur Family, Herzliya
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3 Boris Schatz, Bezalel:

Plans and Goals (Jerusalem:
Unknown Publisher, 1906),
p. 12 (Hebrew).

Fig. 1
Aharon Shaul Schur,
Self-Portrait Wearing a Fez,

1915, coal on paper, 32x22,

Schur Family Collection,
Herzliya

our imagination,” Schatz wrote in his essay on the school’s
goals.3 Sure enough, Schur found the subjects of his
paintings in the country’s diverse landscapes - especially in
the alleyways of Jerusalem - and above all, he favored its
native inhabitants.

During World War 1, Schur served as the director of the
Bezalel School, where he was also in charge of the school’s
relations with the Zionist institutions in Europe and with
the Turkish administration in Palestine. It was a low point
in the school’s history: the Turks had exiled Boris Schatz to
Damascus, the security situation was unstable, the German
committee froze its school funding, Turkey conscripted
Bezalel’s teachers and students to its military, and a
general sense of uncertainty hung over the institution’s
future. However, thanks to the connections he forged
with various officials in the local Turkish administration,
who saw him as a loyal Ottoman subject - as suggested

by his 1915 self-portrait wearing a fezf9-

- he managed
to maintain the school’s status and sustain its operations.
After the war, under the British Mandate regime, the
academy resumed normal operations, although it
continued to experience many challenges. Schur returned
to running his department and to teaching art, until
Bezalel’s closure in 1929.

From the 1920s onward, Schur was very active
artistically. He was one of the founders of the Hebrew
Artists Association and took part in its exhibitions, which
were held at the Citadel (Tower of David) in the Old City of
Jerusalem. He exhibited at Yaakov Pereman’s “Permanent
Art Exhibition in the Land of Israel” in the exhibition hall
in Neve Sha’anan in Tel Aviv. In 1927, he presented his
first solo exhibition (and, as it turned out, the only one in
his lifetime) at the Technion in Haifa. He featured at the
inaugural exhibition of the Tel Aviv Museum in 1932, and
in the general exhibitions of Eretz-Israeli artists of the
period. All the while, he continued to teach art extensively
at various institutions (including the Tachkemoni School
and the Herzliya Hebrew Gymnasium high school) until his
retirement. He died in 1945, and was buried on the Mount

of Olives.
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Germany, the young Schur continued his artistic education
and also taught art, and befriended the circle of local
Jewish artists (Max Liebermann, Hermann Struck, and
others). For a living, he painted portraits in the European
academic style that characterized his paintings at the time.
Later, he worked at the Institute attached to the Berlin
State Museum (and even served as its deputy director),
where he specialized in painting miniatures on ivory and
enamel. Around 1900, Schur apparently joined the Berlin
Secession circles - a movement founded by artists who
withdrew from the mainstream Artists’ Association, in

a bid to promote new styles under the leadership of the
painter Max Liebermann. In those years, Schur’s style
began to diverge from the academic principles and leaned
toward Impressionism, demonstrating a greater degree

of stylistic freedom, which in years to come, after his
immigration to Palestine, made possible the emergence of
his Hebraic style.

In early 1913, the heads of the Berlin committee of the
Bezalel School of Arts and Crafts in Jerusalem, Prof. Otto
Warburg and Dr. Arthur Ruppin, approached Schur and
suggested that he immigrate to Palestine to establish a
department of miniature painting at the school. Although
he was 49 years old and a family man, Schur - who had
been a staunch Zionist since his student days (and had
also established connections among the movement'’s
leaders, whose portraits he was invited to paint over the
years) - accepted the invitation without hesitation. On the
Passover of that year his ship docked at the port of Jaffa,
and he settled with his family in Jerusalem.

On arrival, Schur immediately began realizing the
purpose of his appointment and his artistic aspirations.
He managed the Enamel & Ivory Painting Department
and taught miniature painting, and took to painting
the landscape of the country and its people with great
gusto. His encounter with the Holy Land (its light, climate,
landscapes, history, and mythology) and its people
(their appearance and clothing, language, customs,
and lifestyles) transformed his artistic work. He now
completely abandoned the academic style of painting, in
favor of art influenced by his experiences in Palestine,
driven by the same ideas that underpinned the Bezalel
School under its founder, Boris Schatz. “The most original
subjects for work are outdoors and in the markets, and

the freedom and liberty from ancient times come to life in
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AHARON SHAUL SCHUR:
TOWARD A HEBRAIC
PORTRAITURE

Curator: Ron Bartos

The Hebrew word for “portrait,” dyokan, is derived from
the ancient Greek words dyo (two) and eikon (image).

This kind of duality is reflected in the work of Aharon
Shaul Schur, who painted many portraits of both human
figures and settings. In his portraits, there is also another,
essential duality, involving two contrasting trajectories: on
the one hand, an aspiration to provide a faithful portrait
of an individual subject, and on the other, a wish to create
an archetypal rendition that is expressive of a worldview.

Despite his artistic abilities and his part in the
formation of a modern Jewish art in Palestine in its early
days, Schur never achieved wide recognition. In an article
titled “The Modest Artist,” in 1954, his close friend, the
renowned painter Hermann Struck, wrote about him:

“He is not one of those born to happiness. Despite all

his enduring artistic abilities, he remains, to this day, in
the shadow of his excessive modesty, which prevents

him from being appreciated in the full light of day.”' The
current exhibition therefore seeks to bring to light Schur’s
oeuvre today.

Aharon Shaul Schur was born in 1864 in the city of
Mogilev in Belarus. As a child, he was instructed in the
Torah in a heder, as befitting the son of a rabbi and kosher
butcher, and it was there that his artistic talent became
apparent. At the age of eighteen, he traveled to Vilnius
and, without his father’s blessing, began his artistic
education - art studies at the National School of the Arts,
from which he graduated with honors after three years.
He then settled in Vienna, where he studied at the Royal
Institute for Fine Arts and then at the Royal Academy of
Fine Arts, where he joined the circles of Jewish artists,
including Jehudo Epstein and Lazar Krestin. In late 1887,
he left Vienna and settled in Berlin, because, rumor has it,

he was challenged to a duel by a Viennese aristocrat.” In
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6 Michal Peleg, “Homing,”
in Jan Rauchwerger: A
Portrait, p. 214.

renders the work a poetic, complex image of reality that is
at once beguiling and painful. In an article published in the
catalogue of a comprehensive exhibition of Rauchwerger’s
work at the Tel Aviv Museum of Art (curated by Mordechai
Omer, 2008), Michal Peleg writes:
Jan’s portraits (sometimes masquerading as still lifes,
nudes, landscapes, or interiors) form an inventory
of the artist’s life and an autobiography. In a period
of time measured in bytes and spins, there is
something extraordinary, not to say subversive, in this
uninterrupted regard: in an insistent, constant, day-by-
day contemplation with eyes wide open, which is yet
an intimate gaze of people and things; in the modesty
of domestic routings but also, at the same time, in
the ambition lurking in every portrait as such - the
desperate claim of the transient on eternity; in the very
preservation, finally, of any continuity whatsoever.
In Jan's world, the screen is not split into pixels and
memory isn't an artificial limb, to be downloaded or
deleted at the click of a thumb. Memory is a continuum.
Continuum also implies historical continuity, tradition:
a concept and a way of life that were practically

decimated in the twentieth century.6

On the wall at the entrance to Rauchwerger’s current
exhibition, various portraits of Galit, from 1987 to the
present, hang side by side - like so many compressed
time capsules. Together, they build up like variations on
a theme, casting numerous references to the history of
portrait art down the centuries. Replete with empathy
for the object of their gaze, they also convey piercing
directness. Galit’s presence on the canvas varies from one
portrait to the next, changing guises, and highlighting
the paradox of art: on the one hand, the desire to embody
dynamic life in matter and infuse it with a spiritual, all-
encompassing, and eternal mystery; and, on the other,
producing a personal, particular, and temporal expression
of a human life. Unlike a photographed portrait, which
captures the object before it in a fraction of a second, the
making of a painted portrait is protracted, continuous -
and can therefore be seen as a cumulative embodiment of
the sum of life’'s moments, a crystal in which everyday life

is suffused.
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Fig. 4

Jan Rauchwerger, Facing the
News, 1987, oil on canvas,
100x110, Gross Family
Collection, Tel Aviv

Jan Rauchwerger, Galit
Laughing, 2004, oil on
canvas, 100.5x120, Geny
and Hanina Brandes Art

Collection, Tel Aviv

Fig. 6

Jan Rauchwerger, Galit
Laughing, 2004, oil on
canvas, 100x115, Bineth
Collection, Tel Aviv

Fig. 7
Jan Rauchwerger, Mirinka and
Mottinka, Gray Day, 1984,
gouache on paper, 70x100,

private collection

5 In 1984, Omer curated
the exhibition "Jan
Rauchwerger: Works
1983-1986" at Ephrat
Gallery, Tel Aviv, and in

1989, "Family: Art as
Autobiography" at the Ramat
Gan Museum of Israeli Art.

a kind of mundane intimacy that involves elements
of slowing down, mindfulness, and unhurried accrual
of experience. These allow one, in one’s own way, to
elude the total control of modern social, economic, and
technological systems that demand automatic efficiency,
productivity, and focus, so that they may regiment and
maximize one’s life for their needs. De Certeau finds
in everyday life wisdom and countless ways to create
a holistic and sane space of quiet resistance - and also
highlights the obstacles, anxieties, and hardships of life’'s
routines as contributing to this end.*

Such familiar existential concerns are also evident,
in various ways, in Rauchwerger’s portraits of Galit,
especially in those where she is depicted sitting together
with the children at the dinner table. In some cases, she
is shown with her head resting on her hand, in concern.
Even when her figure laughs, as it does occasionally,
the laughter seems to be momentary, as though it were
doomed to fade away and vanish, hinting at a hidden peril,
a sense of transience looming over the family security. The
flickering light of the television screen pits the family face
to face with the painful reality outside that, conveyed by
the harsh news reports, threatens to flood in. It is perhaps
not surprising to find that in many of these paintings, as
in the aforementioned The Big Groves diptych, the patchy
brushstrokes are reminiscent of Impressionist works, or
of paintings by Georges Seurat (1859-1891) that, through
their observations of everyday life, seek at once to convey
dynamism and permanence as a formal expression of
existential ethics.

Rauchwerger painted these group portraits in several
versions, in bright colors and also against a dark and black

background/%- 4~

- like photographic negatives that reveal
the potential anxiety inherent in the idyllic painting.

They are connected to a series of portraits of the artist’s
children, Miri and Motti, that figured prominently in his
exhibitions curated by Mordechai Omer as far back as the

1980s.° In a painting from 1984, Mirinka and Mottinka are

shown sitting at the inviting table."? 7 In some instances,
a black cat stands beside them, looking directly at us with
unnerving serenity. As though in a repeating pattern, its
gaze joins that of the pairs of eyes that the children fix
upon the father - the painter before them - as though
clinging to him. These imbue the relaxed family moment

with a covert tension which, when it rises to the surface,
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Fig. 1

Jan Rauchwerger, The Big
Groves, 1985, diptych,
gouache, acrylic, and pencil

on paper, 70x100 each
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Fig. 2

Jan Rauchwerger, Together:
Tribute to Cranach, 1987,
oil on cardboard, 26x43.5

Fig. 3
Lucas Cranach the Elder,

detail from The Fountain of
Youth, 1546, oil on canvas,
120x186, Gemaldegalerie,
Berlin

capture her image. The curls, and the manner in which
they are painted, recall the heads of angels in the
paintings of Renaissance artists such as Stephan Lochner
(ca. 1410-1451), and Fra Angelico (ca. 1395-1455). The very
same angels also appear in Rauchwerger’s diptych The Big
Groves (1985)9 ' - which inspired the title of his current
exhibition. These images are centered on a green orange
grove, bounded by fences and cypress trees and flanked
by a large round street lamp and a stray car. In this way,
with a measure of humor and irony, Rauchwerger ties
together the mundane with the celestial, the urban with
the rural, a distant and alien culture with the local reality
around him, which appears as a mirage.2 In an interview
with Noga Tarnopolsky, he noted that every painting is a
portrait. “For me it's a question of conscience that requires
that | get to a certain depth. A landscape is a portrait.”> In
The Big Groves, one can sense Galit's presence, in various
implicit ways: in the quintessentially Israeli nature of

the grove (an allusion to her being a native of Kibbutz

Ein Harod) and the softness of the foliage of the trees; in
the light of the round street lamp (in other paintings, he
draws a parallel between her figure and a lamp); in the
car (which she usually drives); and in the heads of angels.
Another painting, from 1987, in which Jan and Galit’s
heads are facing each other above the treetops, sums

this up in its title: Together: Tribute to Cranach9 2 - in

reference to the German Renaissance artist Lucas Cranach
the Elder and his many paintings of Adam and Eve in the
Garden of Eden./9 3 Rauchwerger’s painting features two
types of trees: one with soft foliage (like Galit’s curls), and
the other a date palm. It is a painting that celebrates their
relationship. Like the orange grove, it harks to the Garden
of Eden - a place where one first meets one’s beloved, but
also the site of one’s first encounter with reality.

Galit's portraits reflect mutual responsiveness and
devotion to one another, attentiveness and a dialogic
relationship - that largely rescue them from a restrictive
binary reading of a subject-object relationship. Thanks to
them, the familiar art-historical theme, “Portrait of the
Artist’'s Wife,” is downplayed. The portraits make reference
to Rauchwerger’s abiding bond with artists of the past, but
also pave an intimate and alternative path.

In his acclaimed 1980 book, The Practice of Everyday
Life, Michel de Certeau (1925-1968) writes about the
possibility of subverting prevailing culture by maintaining




42

1 For an elaboration on
the notion of intimacy in
Rauchwerger’s work, see Tali
Tamir, “In Praise of Intimacy:
Jan Rauchwerger and Israeli
Culture,” in Shades of
Feeling: Jan Rauchwerger;
Works from 1979 to 2003,
ed. Ruth Apter-Gabriel,

exh. cat. (Jerusalem: The
Israel Museum, 2004),

pp. 139-132.

JAN RAUCHWERGER:
THE BIG GROVE

Curator: Aya Lurie

Of all of the works of Jan Rauchwerger (b. 1942), this
exhibition, for the first time, focuses on the portraits of
Galit Rauchwerger - his life partner, artist, and mother
of his children (Daniel and Nadav), whom he has been
painting for 35 years. Rauchwerger, who immigrated to
Israel from Russia in 1973, won acclaim before the end of
that decade, and has since exhibited numerous exhibitions
in major galleries and museums in Israel and around the
world. The daily painting routine that he maintains at his
studio and home, somewhere between southern Tel Aviv
and Jaffa, is based on observation of the life surrounding
him yet also engages in symbolic representation. The
portraits of Galit, which feature in various media

on dozens of canvases and sheets of papers, offer a
unique insight into the poetic qualities of his painterly
language. They bring us face to face with the intimacy of
everyday life,’ and with the inexorable passage of time
that has left its mark on it, and present an alternative

to the imperatives that characterize the contemporary
temperament.

In many of these portraits, Galit is depicted facing the
viewer directly, her gaze boring through the atmospheric
surface of the painting, meeting the painter’s recurring
gaze head on - and from it to the canvas and back to us
viewers. In some cases, her gaze is full of curiosity and
openness, in others her eyes are surrounded by a thin cloud
of brushstrokes that suggest mists of equanimity or absent-
mindedness, but also enigmatic seduction. From time to
time, her gaze withdraws inward, and she inclines her head,
asleep, reading, or deep in thought, her eyes fixed on a
distant, unattainable, obscure point in the distance.

Galit’s head is surrounded by countless light-colored
curls that softly dissolve her outline and illuminate

their surroundings, making it difficult to precisely
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oil on canvas
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The more Markus deepened his scrutiny of the image,
the more complex and intricate his work became. He
began creating portraits based on the original image
through drawing, monotype, and printing, then producing
additional paintings based on these works, or from
memory - which brought about an abstraction, draining,
or disassembly of the image. At the same time, through
the image’s myriad new guises, as he moved between
figuration and abstraction and back again, the flat digital
image became ever more layered, material, and complex.
Thus, this body of work as a whole raises questions about
memory and commemoration of a single figure, as well as
questions pertaining to originality and creativity. Markus
shows an interest in the conditions of artistic creation,
thereby uncovering new perspectives and revealing the
absence of a fixed and defined essence. Every little detail
creates the meaning of its existence, autonomous and

unique yet deficient and in constant flux.
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present in the image space, using it to show, concurrently,
different narratives or, as he puts it, create “variations,
as in music: seven notes, seven colors, and infinite
possibilities within them. | ponder the act of photography
as ‘painting in light’ - painting with no manual action,
yet one that involves pigment on paper. For me, the link
between the two mediums, photography and painting, is
about the proliferation of images surrounding us, and the
transition from a variety of digital options to manipulation
of material that is related to physical reality.””

Today, Luc Tuymans propounds, unlike the time
when artists such as Vija Celmins and Gerhard Richter
created hyper-realistic or photo-realistic paintings from
photographs, often in a bid to challenge the relationship
between the two mediums, that relationship is no longer
a contentious issue, as photography is now considered
an integral part of the painter’s toolkit. Tuymans uses
photographs that he draws from many different sources -
from television and computer images, to photographs
he takes on his phone - and bases his paintings on
photographs that he distorts digitally, or on drawings of
his own that he modifies by photographing them, once or
repeatedly.® According to him, “As an artist operating in
the ever-decelerating reality of the art world, |1 can only
observe that behind the mask of what is presented as
‘image’ lies a substantial loss of meaning."7 The images
he chooses are transformed and reframed through
photographic devices, such as zooming in to create a
close-up, blurring, or illumination. Often, his painted
images have lower visibility than the photographs that
they are based on - being pale, faded, monochromatic,
muting the great drama of the original (such as a gas
chamber in World War II).8

Markus’s practice is almost the opposite of that of
Tuymans. Although they both start from a photographic
image and reconstruct it in the painting, Markus
deliberately chooses a poor photographic image to begin
with, devoid of any detail or drama, with a limited palette.
In his paintings, he realizes the image in a number of
ways: adding information to it - rich, garish, and stormy
colors - or alternatively, turning it into black-and-white
forms or individual patches of color, a mere shadow
of the original image. His multiple painting consists of
detailed handicraft, an endless pursuit of a profusion of

materializations, a continuous accretion of meanings.
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until he reached number 5,607,249. He first painted white
on a black background, but in 1967 he began adding

one percent of white to the black of each canvas, in the
knowledge that at some point in the future, the numbers
and the background would blend together in a solid white.
He defined his method of working as progress toward
infinity.2 His action looked beyond the present, underlining
the endlessness of time, while simultaneously illustrating
the end of life.

Much like Opalka’s approach, Markus’s 1679.jpg
produces a sense of relentless movement toward infinity.
Markus is familiar with the woman in the photograph and
yet continues to ask who she is - over and over, a thousand
times - thereby revealing her as an unstable form that is
incomplete and forever unattainable. A thousand times,
and yet still not entirely given, still incomplete. In his
obsessive action, every canvas, every painted wooden
surface, is a portrait of her, inasmuch as it is a self-
reflexive portrait of the artist. They all present the human
condition as consisting of awareness of the transient
nature of life. Each portrait represents an option of a
defined frame - a particular artistic movement, a style,
structure, form, finite existence. Together, they create a
weave that conveys countless possible realizations.

As Gerhard Richter noted in 1965, “Like the
photograph | make a statement about real space, but when
I do so | am painting, and this gives rise to a special kind
of space that arises from the interpenetration and tension
between the thing represented and the pictorial space.”>
At the time, he would paint while studying a photograph
in minute detail, blurring the image with a sponge while
the pigments were still wet. He dubbed these works
“photo pictures,” and declared that abstract painting and
photography are not mutually contradictory forms, and
that the relationship he created between the two in his
practice is entirely non-hierarchical: the two mediums are
equal, each pointing to the other or finding itself in it.*
Markus created the first portraits in the 1679.jpg series
as a figurative analogy for photography. Then, using
techniques from the world of photography - defocusing,
close-up, cropping - he dived into a single frozen moment
of broken temporality and created an abstract analogy
of it. For him, the simultaneous gaze at the photograph
and the painting is an invitation for a vision that is at

once dual and fluid. He also rearranges the layers of the



46

1 Artist and essayist Hito
Steyerl defines a poor image
as one that is “a copy in
motion. Its quality is bad, its
resolution substandard. As it
accelerates, it deteriorates.

It is a ghost of an image,

a preview, a thumbnail, an
errant idea, an itinerant
image distributed for free,
squeezed through slow digital
connections, compressed,
reproduced, ripped, remixed,
as well as copied and pasted
into other channels of
distribution.” Hito Steyerl,
“In Defense of the Poor
Image,” e-flux, no. 10
(November 2009), available
at https://www.e-flux.com/
journal/10/61362/in-defense-
of-the-poor-image/ (accessed
January 15, 2020).

IDDO MARKUS:
VARIATIONS ON 1679.JPG

Curator: Ilanit Konopny

While browsing Facebook in 2016, Iddo Markus came
across a marginal image - a digital image called 71679.jpg,
which was a picture of a female acquaintance of his

in a yellow blouse leaning against some generic Keter
Plastic chairs, in a very Israeli setting. This image had

no striking color range or iconic features. Choosing it
almost at random, Markus created a screenshot of the
image, thereby severing it from its online origins, and
printed it on a variety of fast and domestic printers,
making it subject to his own manipulations - which he
proceeded to do through a process of downgrading and
abstraction. He referred to it as an “itinerant image,” an
expression used by Hito Steyerl to define a “poor image.”'
Since then, for over four years, he has been caught up

in an obsessive rhythm of repetitive, continual work,
producing and reproducing the image of the woman in
the photograph on an almost daily basis. Over a thousand
times, her figure repeatedly emerges from his works in
various formats - from miniature to huge dimensions - in
oils, acrylic, watercolor, monotype, print, and drawing.
Having taken a “poor image,” a discarded scrap of visual
production that had been destined to be lost in the
oblivion of online imagery, worthless and dematerialized -
Markus has, through an act of potential timelessness,
given it monumentality.

Markus’s image serialization calls to mind Roman
Opalka, who also created a series of works born of
obsessive repetition: the 1 - oo series of works that
he created daily, from 1965 until his death in 2011, by

painting numbers in white pigment on 233 fabrics.

Starting with the number 1, he painted numbers in
consecutive order in horizontal rows, until the entire
canvas area was covered, whereupon the next consecutive

number became the first of a new canvas, and so forth,
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continual conscious choice: a choice to see the people, the
situations, the interiors of the rooms, and the cityscapes
outside; a deliberate choice to use traditional painting
methods, and subvert them; a choice to enter into
dialogue with the history of art, amidst a determination
to be instantly engaged with what is happening before
her eyes. Worke cannot help but paint, cannot help but
experience the passage of time and the space, which is
fixed yet continually changing. With a direct gaze, in a
continual quest for beauty in real life and ways to express
it, she lives and breathes the painting, dwells within it.
As Maurice Merleau-Ponty points out in his text “Eye

and Mind,” “Seeing is not a certain mode of thought

or presence to self; it is the means given me for being
absent from myself, for being present from within at the
fission of Being only at the end of which do I close up into
myself.”' Each one of Worke’s paintings is a striking and
meticulous arrangement of colors and figures, through
which one can touch reality at the fission of Being at a

particular point in time and space.
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MICHAL MAMIT WORKE:
STILL FROM LIFE

Curator: Irena Gordon

Michal Mamit Worke, recipient of the 2020 Lauren &
Mitchell Presser Contemporary Art Grant, is a unique
presence in the Israeli art scene. Her paintings are
characterized by a stylized and controlled figurative style
in a bold palette. They engage with scenes and people
from everyday life, that are depicted in the tradition of
figurative painting in general, and realistic painting in
particular, and probe its possible boundaries.

Worke addresses the discrepancy between painting
as a mode of representation and its nature as an act of
intimacy - between the painter and her subjects, and
between the world presented in the paintings and the
viewer and his or her world. Through the act of painting,
with all that it entails, she seeks to decipher the gaze as an
interchange of power relations that plays out before the
viewers'’ eyes.

The artistic ensemble presented at the exhibition is
incisive and sweeping in its color and forms. It comprises
new works - all from the past year - that feature portraits
of individuals in the private sphere, either at the artist’s
apartment or in those of others. Some of the subjects are
close friends of hers, others are people she encountered at
random in the street and invited into her home-studio, to
sit as her models. Alongside them are paintings of room
interiors, still lifes that are also entirely human portrayals.
And there are also paintings of incidents outside - in the
street, in the neighborhood - which captured the artist's
attention. The works are based on a process of painting
from observation, over a period of days and weeks. They
began with drawings and charcoal sketches on paper,
which she then produced in acrylic on canvas.

Worke observes her immediate surroundings and
tries to decipher sight itself, the essence of the gaze.

It is not a passive gaze but an active one, based on
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Leonid Balaklav,

detail from Portraits,
1990-2019, oil on wood,
dimensions variable
(photo: Ran Erde)
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Fig. 1

Portrait of a Boy, Fayum,
Egypt, CE 100-150,
encaustic and paint on
wood, 38x19, Metropolitan
Museum of Art, New York

Fig. 2

Master of Saint Veronica,
Saint Veronica with the

Holy Kerchief, ca. 1420,
tempera on oak, 78x48, Alte
Pinakothek, Munich

discussion with the history of art. As wood-based
paintings, they hark back to the act of painting and to

its meaning within systems of commemoration, sanctity,
and belief. In classical Greece, the imposing building
containing pictures which formed the left wing of the
Propylaea on the Acropolis in Athens was known as the
Pinacotheca - from the Greek words pinax (painting), and
thiki (wooden board) - in self-explanatory testament to
the exhibits within. Over the years, however, the term
became synonymous with museum.

The painting of portraits on wooden panels has
been common throughout history, in various contexts.
Between the first and third century CE, residents of the
town of Fayum in Egypt (under Roman rule) painted the
portraits of the deceased on panels, which they laid on
top of their sarcophagi, to commemorate the mummified
individuals within.f9 ' Stylistically, these portraits were
a cross between the naturalist figurative style, in terms
of details and ornamentation, and the fixed conventions
of Byzantine representation, which emphasized the eyes
and incorporated inscriptions. In the Middle Ages and the
Renaissance, religious icons and altarpiece paintings were
also produced on wooden panels, honoring the saints as
part of ritual and religious devotion. Many of them bear
references to Saint Veronica, who offered her kerchief
to wipe the sweat from Jesus’s brow to ease his torment
as he carried his cross toward the Golgotha on the Via
Dolorosa. According to the story, Veronica - whose name
is a portmanteau of vera (truth), and eikon (image) - later
discovered, to her astonishment, that the facial features
of Jesus remained on the white cloth./9 2 This story
epitomizes the unique status of Christian iconic painting as
an embodiment of divine presence.

Both in the Fayum paintings and in the Christian
icons, the wooden support was concealed behind layer
upon layer of paint, varnish, and occasionally gold leaf,
to create the illusion of something immaculate and imbue
the painted figure with nonhuman immortal life. In
contrast, Balaklav's portraits do quite the opposite: with
a touching gentleness, he paints them on a surface that
has clearly been subject to the ravages of time, thereby
also underscoring the vulnerable, imperfect, and fleeting

nature of the depicted figures.
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LEONID BALAKLAV:
PINACOTHECA

Curator: Aya Lurie

Leonid Balaklav’s exhibition focuses on paintings that he
has produced on planks of wood since his immigration to
Israel in 1990, from Moldova in the USSR, to the present
day. As he settled into his new country, Balaklav found a
kindred artistic spirit in veteran Israeli sculptor Dov Feigin.
On one occasion, Feigin offered him some wooden boards
that he was about to throw out - and ever since, these
have become a significant support in Balaklav’s work. For
him, the attraction of these boards lies not only in the fact
that they evoke the memory of his father's woodworking,
but also because they bear the marks of the passage of
time - both in the boards themselves, and in the images
painted on them - with their thin cracks and occasional
tree rings. The portraits are of former friends, family
members, and passing acquaintances - people who, though
they are real-life individuals, are like phantoms that have
accompanied Balaklav and emerge from his consciousness.
As art historian Gideon Ofrat writes about Balaklav’s
wood-based portraits:
Never before has he stretched, “thinned,” and
elongated as he does on these slender planks ... Facial
volumes have experienced a harsh anorexia, at times
with a Modigliani neck, frequently with eyes only,
"“squeezed” by the narrow margins, while the head has
become a transparent, dreamy ghost, on the verge of
disappearance. Among these planks - a portrait of his
father: the head hovering, separated from the body,
about to fade in a moment and be totally swallowed
up in the wood. “That's my portrait,” he says, pointing
to one of the laths, “that’s how | am now, cut off from

the world.”'

Collectively, the works seem to form a comprehensive

private gallery of portraits that is engaged in a lively
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by Picasso retroactively, from memory. Picasso brushed
off their acquaintances’ criticism of the portrait, saying,
“Everybody says that she does not look like it but that
does not make any difference, she will.”?

According to the conventional hierarchical rankings
that prevailed in art academies until the nineteenth
century, portraits were seen as an inferior form of
painting compared to other genres, such as allegorical
or historical painting, on the grounds that they were
based on direct observation of the model, and as such
did not require the invocation of imagination or in-depth
knowledge of writings. From a contemporary viewpoint,
which regards the portrait as an artistic construct, it may
be viewed as a complex genre that, combining broad
mental, social, and cultural perspectives, holds, as it

were, a mirror up to our own nature.

Dr. Aya Lurie
Director and Chief Curator
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PORTRAIT TIME 1l

The focus of the museum’s current group of exhibitions,
like the previous 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 expression and social or
periodic articulation, and between the desire for material
immortalization and the ephemerality of our human
nature. In the current exhibitions, the painted portrait,
depicting the human face on canvas or wooden panel, is
given center stage. A common theme in the exhibitions
is a repeated return to a single subject, or to a group of
subjects with shared characteristics — an approach that
emphasizes the passage of time and renders present the
inherent gap between the real (the living model) and
its representation. This repetition is akin to a relentless
attempt to capture on canvas the essence of a dialogical
relationship between the painter and the subject. The
sum of the cumulative moments in these portraits seems
to express a yearning to capture a particular human
state of mind or substance - some elusive essence of the
human subject, as well as of the act of painting itself.
Stories abound about the artistic frustration arising
from the difficulty in capturing an essential quality - one
that, in a profound and fundamental manner, conveys
both the painter and his subject. For example, it is said
that after more than two weeks of fruitless attempts
to paint the portrait of art dealer Ambroise Vollard,
Paul Cézanne complained that he is incapable of sitting
still, like an apple.’ Similarly famous is the story of how
Picasso inexplicably failed, even after eighty attempts,
to capture Gertrude Stein’s portrait as she sat for
him. The eventual portrait, which now resides at the

Metropolitan Museum in New York, was finally painted
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Michal Mamit Worke: Still from Life

Curator: Irena Gordon
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Jan Rauchwerger, 2013, video
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