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Yair Garbuz, Untitled,
2022, acrylic on wood,
40x%40 (photo:

Daniel Hanoch)
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Haviv Kaptzon,

The Electromagnetics,
2021, pencil and

oil pastel on paper,
42x%29.7 (photo:

Flora Deborah)
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Noa Tavori, Untitled,
2023, installation
detail, clay, handmade,
25x25x20 each
(photo: Amit Domb)
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Home, 2024, image
from digital video
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collection of
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Lali Fruheling,
Home, 2020,

image from digital
video clip, 2 min,
looped, purchase,
Herzliya Museum of
Contemporary Art
collection, part of
the COVID-19 Diaries
project, courtesy of
the late Prof. Michael
Adler Foundation
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Collection +
Lali Fruheling: Home

Curator: Aya Lurie
Text by Lali Fruheling

The Home series consists of short, looped video clips—like GIFs
that endlessly undermine little moments of drama. The series
began with clips that | initially created in simple mobile apps,
based on images taken from the Internet.

During the first COVID-19 lockdown, when | couldn’t get to
work in the studio, | started using interior design magazines and
catalogues of large retail chains, such as IKEA, as the basis and
background for the series. | made paper collages in which the
tidy houses in the magazine pages began falling apart into messy
spaces crammed with food and objects; the spaces became
more human and less idyllic. | then scanned the collages, and they
became the digital background for a short video clip produced
in the app. | added moving figures and objects to them, to create
dramatic and chaotic scenarios of small disasters in the domestic
spaces, and the idyll began to dissolve. The people fall down,
are cut, die, the cocktails dance, and the skulls float about. The
calamities are moments of rupture, but the use of given images
from the apps imbues the scene with a quality of grotesque and
slapstick. The tiny dramatic scene is trapped within a repetitive
sequence that produces a climax with no beginning or end, no
moral or catharsis.

As befits the time of their making, the works are about home
and isolation. They are based on readily available and accessible
materials and tools—paper, scissors, glue, and a smartphone—and
were born of a given situation of material restrictions. Seven works
from the series were purchased for the Museum'’s collection, as
part of the COVID-19 Diaries project. The works became a digital
sketchbook that has accompanied me ever since. The current
display consists of four clips from the Museum’s collection, plus a
new one in the series.
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Ruven Kuperman,
Tree, 2022, glazed
clay, 30x40x%x49
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Ruven Kuperman,
Tree, 2022, glazed
clay, 32x38x31,
28x50x44
,YV,1N1917 121X
,A21TN 1NN ,2022
28x50x44 ,32x38x31

presenting a different kind of material presence and absence in
space—a new type of relationship between light and darkness,
reality and illusion. In this regard, shadows act as a form of
antimatter that can cast a new, paradoxical, shadow of its own. The
transparent sculpture appears to be a fleeting echo of the material
source—a kind of simulacrum—subverting its reality in favor of

a spell of kaleidoscopic hallucination. The transparent plastic
cutouts invite viewers to immerse themselves in contemplation

of formal discovery, which may—after a fleeting glimpse of

familiar images—once again dissolve, in the blink of an eye, into
transparent signs floating in space as an alternative option of

perceiving reality.




36 5 Kuperman began

working in clay during the
COVID-19 pandemic at the
Boys Do Ceramics studio.

6 For a discussion of

the medium’s return to
contemporary discourse,
see the exhibition at La
Maison Rouge in Paris,
Ceramix, 2016; the
comprehensive publication
Vitamin C: Clay and Ceramic
in Contemporary Art
(Phaidon, 2017); and the
exhibition Strange Clay

at the Hayward Gallery in
London, 2022.

7 Naum Gabo,
Constructions, Sculpture,
Paintings, Drawings,
Engravings (London: Lund
Humphries; Cambridge:
Harvard University Press,
1957), p. 181.

“trees,” on a scale similar to protome sculptures.® These are
based on intersplicing of two or three clay surfaces of various
biomorphic shapes. Each object is treated with an assortment of
glazes, etchings that recall tattoos, brush ornamentations, and
subtractions of material from the flat sculptural plane.

In the past decade, work in clay has firmly established itself
at the heart of the contemporary art field, in Israel and around the
world, after three decades of predominant engagement with the
digital space, photographic imagery, video, light, and sound. The
return of this archaic, organic, and manual material to the center of
contemporary discourse has been informed by the historical layers
it has accrued in tribal art, Asian art, modern art, applied art, crafts,
and gender and postcolonial contexts. All these have imbued it
with a topical theoretical discourse.®

Kuperman'’s clay sculptures operate—both individually and as
a group—within the tensions between positive and negative, two-
and three-dimensions, and abstract form and implicit concrete
imagery. Thus, one can possibly discern within them human
heads, grotesque face masks, alluring or menacing severed body
parts, monstrous plants or heads of animals that have undergone
various strange mutations and rise, specter-like, from the ceramic
Forest of trees. The sculptures have a materiality redolent of
magic, ancient eastern and western traditions of tool-making
and religious idols, naive tribal art, alongside the language of
modern sculpture and the trend of returning to craft-making. All
these place this group of sculptures in a simultaneous realm of
consciousness that renounces meticulous planning in favor of
quick work, intuitive contact with the material, the unplanned and
the unknown.

Facing the group of clay sculptures is a large sculptural wall
installation made entirely of transparent synthetic material in
various shades of gray. Sculpting with transparent plastic materials
dates back to 1922, in the works of the Russian Constructivist
Naum Gabo (1890-1977). Gabo believed that both the artist and
the scientist are driven by a creative impulse to find images that
allow us to perceive the hidden forces of nature—forces that we
are all aware of yet without a clear image. To his mind, what we
perceive with our five senses is not the only aspect of life and
nature; life and nature hold endless variations of profound forces
and aspects that have never been seen, and are barely felt.”

In Kuperman’s work, the forms were derived from the negative
shadow projections of his clay sculptures, then reworked on
computer and their surfaces interspliced to be assembled as a
new sculptural composition. The installation subverts the inherent
physical relationship between an actual object and its shadow,
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2 See Baudrillard, ibid.;
Zygmunt Bauman, Liquid
Modernity (Blackwell,
Cambridge, UK, Malden,
MA: Polity, 2000), pp. 1-12.

3 Ken Johnson, “Are

You Experienced? How
Psychedelic Consciousness
Transformed,” Modern Art

(Munich, London, and New
York: Prestel, 2011).

Fig.3

Anatomy of a Killer XX,
2020, ink and colored
pencils on paper, 70x51,
courtesy of the artist and
RawArt Gallery, Tel Aviv

Fig. 4
Crocodile Tears and

Stars, 2022, oil on canvas,
203x420, courtesy of the
artist and RawArt Gallery,
Tel Aviv

4 Pareidolia (from
Greek: apagidwAia -
false appearance) is the
tendency for perception
to impose a meaningful
interpretation on a
nebulous stimulus,
usually visual.

Thus, these works correspond with theoretical postmodern
approaches, echoing a variety of indirectly cited representations
derived from diverse sources and periods and reworked into a
representation of “hyperreality” and “liquid modernity.”?

In series that he began creating on dark paper in 2020 there is

a notable change of inner painterly temperament. Their colorful
abundance reveals a tendency to formal abstraction and free
ornamentation,¥- 3 reminiscent of the tattoo paintings of his

early work. Thus, out of the darkness of a thicket of wild trees,
monstrous dragons, beasts, and crashing airplanes burst out
dynamically interweaving and mutating into intense psychedelic
horror scenes.® The paper support is painted shades of deep
blue, suggestive of I'heure bleue (the blue hour) when the sun

is below the horizon (at sunrise or sunset) and animals stir into
activity under cover of darkness. The images depicted on the dark
support require particular observational effort and mustering of
mechanisms of seeing, perceiving, staring, and refocusing the
consciousness on the many details in the paintings.

In his most recent paintings, Kuperman has continued to
develop that process on a larger scale, in acrylic and oil on canvas,
using a bright palette."¥ * He portrays dystopian spaces on the
canvas, in counter-cultural defiance of restraint, meticulousness,
proportionality, and notions of “good taste.” The depictions of
wild forests are interspersed with direct
art historical quotes (the struggling tigers
from Rubens’s The Tiger Hunt, 1615-6),
along with totem poles, tribal sculpture,
abandoned aircraft, and flat Disney-
style animated figures (the Magician, the
Princess), marking the decline of civilization
and its retreat to a primal state of consciousness. Kuperman
proposes a temperament of liberated, non-hierarchical flow that
viscerally reproduces visual imagery of sensory experiences—
such as drug-induced hallucination or synesthetic perception—
and offers alternating transitions between planes of concrete
representation (trees surrounded by profuse greenery) and more
deceptive and hidden planes (monster heads, skeletons, and
human and animal faces). These are revealed to the viewer from
within layers of repetitive patterns, amorphous forms and sinuous
lines, stimulating the human brain’s tendency to discern familiar
patterns within the tangle.4 All these bring to mind a psychedelic
experience, such as that described in the Pink Floyd’s song See
Emily Play.

In 2021, in parallel with his painting, Kuperman began working
in clay. He created a collection of some 25 sculptures he calls



Fig. 1

Father, 2005, oil on MDF,
40x%30, courtesy of the artist
and RawArt Gallery, Tel Aviv

)

Fig. 2

Avi, 2007, colored pencils
on wood, 122x92, courtesy
of the artist and RawArt
Gallery, Tel Aviv

1 Jean Baudrillard,
Simulacra and Simulation,
trans. Sheila Faria Glaser
(Ann Arbor: The University of
Michigan Press, 1994), p. 6.

Ruven Kuperman:
Shadows

Curator: Aya Lurie

The exhibition presented by Ruven Kuperman (b. 1964, Moldova)
at the Herzliya Museum of Contemporary Art comprises bodies of
work produced over the past four years, from 2021 to the present,
that encompass both sculpture and painting and are interlinked.

Early on in his career, in the 1990s, Kuperman experimented
with photographic techniques concurrently with his painting. In
the early 2000s, he focused on portrait painting, in a meticulous,
direct figurative style, on synthetic MDF."® ' He later expanded his
portraiture to include paintings of tattoo-covered bodies with a
candidly realistic rendering that exposed poignant vulnerability.
Under his hand, human epidermis received painstaking treatment
that highlighted the ravages of time and granted it an autonomous
status of a pictorial platform bearing a web of highly charged signs
and coded symbols.f9 2 The painful ink engraving of tattoos on
human skin contrasted with his delicate touch with colored pencils
on paper.

Kuperman subsequently created a series of paintings that, in
his characteristic virtuoso style, offered figurative representations
of hybrid compositions combining classical and contemporary
culture from the Far East and West. In these, he crammed together
fantastical scenes floating over the paper support, drawn from
art history, old botany and zoology books, comics and animation
(ranging from Japanese manga to Walt Disney), alongside
depictions of current events—amalgams that merge into intense,
apocalyptic visions devoid of a clear origin. As Jean Baudrillard
writes,

Such would be the successive phases of the image:

it is the reflection of a profound reality;

it masks and denatures a profound reality;

it masks the absence of a profound reality;

it has no relation to any reality whatsoever;

it is its own pure simulacrum.’



Palceramic, Keramos, Karnat, and others. The vessels are signed
by ceramicists, sculptors, and designers—men and women whose
bodies of work embody a search for a local identity that links
together objects, humanity, and earth.

Another descendant of the family of monuments is
Bracelet—a tiny, dusty fossil-like fragile testimonial to the cycles of
life and death. If archaeological practices were applied to it, such
as exposure or cleaning with sand and brushes, it would most
likely crumble and disappear completely. The dust from which
it was cast was collected on dirt roads near the border security
fence in the Beit She’an Valley, and then mixed with volcanic
ash from the vicinity of the village of Kerem Maharal, at the foot
of Mt. Carmel. This casting method is Hemmo’s contemporary
application of a technique developed by Roman builders, who
used volcanic ash to strengthen their cast concrete. Like members
of the Canaanite movement, and like pottery artists before her,
Hemmo has fashioned a piece of jewelry that, in a mythological,
material-physical way, realizes the connection between art and the
local sail.

The use of dust is a distinctive attribute of Hemmao’s work,
and serves her aesthetic, ethical and political stance born of her
own personal life story and that of the Middle East. The history
of local sculpture has markedly distinguished between male and
female sculpture, but dust and ash elude such material gender
affiliation and maintain a non-binary geographical and conceptual
connection with their natural habitat.

In the current exhibition, Hemmo has constructed three
personal monuments based, in part, on the collective legacy
of artistic fathers and mothers. She seeks to establish another
narrative within the continuum of life in an Israel that straddles
East and West. Between archaeological remains and new
scaffolding, she extends and expunges lines and lays the
foundation for structures whose development was abruptly halted
or nipped in the bud. Well, here is a tri-lateral world. As small and
large as a father, it eludes every cage and seeks to offer a home, a
different path through the broken courses of the Middle East.



40

Irit Hemmo, Top:
Bracelet, 2024,

dust, volcanic ash,
gemstone, dia. 7.5;
Bottom: detail from
Shelf Sculpture, 2024,
Israeli ceramic ware,
1950-80, dimensions
variable (photo:

Tal Nisim)
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painting and tapestry. Through it, Hemmo seeks to highlight

the role of tapestries in the history of local crafts. In the 1950s
and 1960s, these ornamental pieces also served as a support
on which images of Israeli painting were reproduced. The
painterly composition of Hemmo’s tapestry is influenced by the
geometric-symbolic aesthetic and modern abstract style of
Kahana, who was considered an outsider in the New Horizons
group. Kahana refused to be bound by a single artistic formula,
and continually challenged and enhanced his formal inquiry. His
works bear Canaanite influences and feature forms and symbols
from the world of ancient pottery coupled with contemporary
experimentality, constantly flitting between the figurative and
the abstract.

The bold diagonal across Hemmo’s painted tapestry is
a throwback to the symbolic diagonal separating the angels
from Abraham in Kahana’s 1954 mural Abraham and the Three
Angels (Kaplan Humanities Building, Givat Ram Campus, Hebrew
University of Jerusalem), or the one separating Abraham and
Isaac in his 1951 painting, The Binding of Isaac. The curious cut-out
space at the top echoes the winged shape hovering at the top of
the diagonal in Kahana’s painting—an allusion to God's presence—
which Hemmo highlights as a point of rupture and discovery. It is
there that the tapestry unravels and the concrete belly is revealed,
exposing the attempted cover-up.

Bare concrete is associated with male workmanship, while
the tapestry is a domestic ornamental object from the field of
crafts, which are primarily associated with women. Hemmo
upends this by deliberately citing sculptural elements by a woman
architect, and elements of weaving and painting from a male artist.
Moreover, she purposely applies textile dyes on a mass-produced
industrial rug made of natural cotton purchased at IKEA—a critical
action that is a sardonic comment on the strenuous manual labor
involved in traditional weaving, spinning, dyeing, and knotting wool.

Looking up, one notes the horizontal Shelf Sculpture that
extends from one end of the gallery to the other, and bears a
collection of local ceramic ware. Like a space within a space, or an
exhibition within an exhibition, Shelf Sculpture is an extensive web
of progeny-ware of feminine crafts, embodying local aesthetics
of material, form, and ornamentation. Its presence is a horizon
line of powerful and striking sculptural bodies. The sculpture
presents a lateral, non-linear view informed by non-hierarchic
plurality. It is placed in the exhibition as part of a local, historical,
and multicultural narrative. The chain of objects reflects a (life)
line of Israeli pottery produced from 1950 to 1980 in ceramic
factories that no longer exist: Harsa, Lapid, Kadar, Kadan,
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At the same time, Hemmo's art is informed by the work of
founding mothers: sculptors, ceramic artists, tapestry weavers,
and architects, including Naora Warshavsky, Hedwig Grossman-
Lehmann, and Arnona Axelrod. Their work, which often grew out of
narrative, gender, conceptual, and visual processes and crises, left
female traces in the vocabulary of Israeli modernism.

In her subversive way, Hemmo also incorporates something of
the spirit of the Canaanite movement in her works and references
trends such as modernism and Brutalist architecture. Her works
capture the aesthetics of archaeological finds or historical
remains, yet are nevertheless contemporary. Like the founding
fathers and mothers whose language she seeks to speak, she
too insists on establishing a profound, idiosyncratic, material and
spiritual connection between her output and the place where she
lives and works. Through diverse practices of disassembly and
assembly, she seeks to leave new impressions in the dust of the
old major thoroughfares.

At the heart of the exhibition, albeit not at the center of
the space, on a slight diagonal axis that defies the gallery’s
narrow dimensions, is Wall Sculpture. It consists of two low and
overlapping wall elements—one long, one short—facing each other,
with a space between them. The geometric layout is based on
simple forms and right angles, with a uniform elevation line that
breaks and ends on an incline. The sculpture’s raw materials—
construction blocks and cement plaster—are identified with
Brutalist architecture, but the mounting of the two walls on an
invisible toe kick gives the monolithic, heavy and stationary
sculpture a light and floating appearance. Hemmo divests the wall
sculpture of the monumental, heroic appearance typical of many
memorial sites in Israel, replacing it with a sculptural ethics that
redefines the relationship between ideology, form, and scale.

In this work, Hemmo is following in the footsteps of the
architect Arnona Axelrod (1935-2019, Israel), and painter and
ceramic artist Aharon Kahana (1905, Germany - 1967, Israel). The
formal elements that Hemmo adopts from them are integrated
into her painting and sculpture vocabulary. The works of Axelrod,
who worked in the Design Department of the Kibbutz Movement
in the 1970s and 1980s, were influenced by the Brutalist style and
blended socialism with pragmatism, combining straight, sharp
lines with rounded corners. The walls of Hemmo's sculpture
evoke the concrete railings designed to separate sidewalks from
buildings, and echo the stair lifts that Axelrod often incorporated
into the entrance foyers of communal kibbutz dining halls.

Embedded in one of the interior sides of the sculpture is
Tapestry, a textile element akin to a relic—something between
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1 The exhibition title is
a quotation from Ocean
Vuong’s poem, “No One
Knows the Way to Heaven,”

Time Is a Mother (New York:

Penguin, 2022), p. 90.

Irit Hemmo:
Well, Here’s the World,
Small & Large as a Father

Tali Ben-Nun

Over the past two decades, Irit Hemmo has delved into questions
to do with Israeli modernism and the cultural and visual changes
taking place within it. Her artistic endeavor has sought to probe
the local soil and history. To look forward, she looks to the past.
The objects of her observation are works in the Socialist Realism
style—outdoor sculptures, monuments, reliefs, tapestries, and
murals in the interior and exterior spaces of public architecture in
the early years of Israel, in the 1950s and 1960s. Over the years,
many of these works became an integral part of the local outdoor
art landscape. They were created in the shadow of the Zionist
ethos, and supported it. Hemmo both faces the history of Socialist
Realism and turns her back on the Israeli canon that took shape
as part of the modernist Western art world and sought to establish
itself in Israel of the Levant.

Hemmo unpicks the boundaries of what was considered
the bon ton in those years, and offers a new reading of issues
of identity, narrative, heritage, and continuity. Her action is
twofold: it not only seeks to re-read (and rewrite) the canon by
including forgotten works, but also challenges the relegation of
handicrafts to minor status in the art field, despite their central
role in consolidating cultural and national affiliation in the early
years after independence. Placing them at the foreground of
this exhibition undercuts the entrenched modernist canon,
brings crafts closer to conceptual art, and shatters the clear-cut
distinction between them.

Hemmo’s collection of images contains, among others, three
founding fathers of Israeli art: Marcel Janco, Aharon Kahana, and
Mordechai Gumpel, painters who forged in their works a direct
connection between art and architecture, and left an indelible
stamp on Israeli art, visible on the walls of many public buildings.
All three—each in his own way— refused to toe the line of Lyrical
Abstraction of the New Horizons movement, choosing instead to
blend abstraction with realism, and universalism with local Zionist,

Jewish, and biblical values.
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Sentimental Animal
(It’s OK, Just Give It
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and fixed in culture. She absorbs derogatory images, concepts,
and words from popular culture. As she writes,

| am preoccupied with archetypes of wild, animalistic,
demonic women who sometimes straddle the line between
(obedient) pet and “wild beast.” Others are based on visual
models of lethal women, such as the femme fatale. Through
them, | aspire to raise questions about hierarchies and fickle
violent desires, to mark the possibility of picking at scabs
and embracing inner demons while engaging in a dialogue
with artists (such as Paula Rego, Aleksandra Waliszewska,
and Balthus) and with patterns and notions of diverse visual
cultures. In recent years, the offensive word bitch has been
reclaimed by women in everyday discourse and popular
culture as a positive self-empowering term. I'm trying to do
something similar. My bitchy women may bark and growl
and reveal sharp teeth with a smile, or await the viewer’s
gaze in doggy position. They express ambiguous emotions
and dark impulses that |, as a woman in a civilized society,
cannot utter.’®




4 5 Internet Artists You Should

Know," Fast Company.com,
October 3, 2014, available
at https://www.fastcompany.
com/3027356/9-post-
internet-artists-you-should-
know (retrieved March
1,2024).

10 Julia Kristeva, Powers
of Horror: An Essay on
Abjection, trans. Leon

S. Roudiez (New York:
Columbia University Press,
1982), p. 143.

1 lbid., p.1.

12 Ibid., p.12.

13 Ibid., p. 16.

14 lbid., p. 140.

15 See Oren Ben Yosef,
“The Monster,” in Beast
Without Purpose: On Post-
Domestication and Other
Monstrous Rules (Tel Aviv:
Resling, 2019), pp. 25-38
(in Hebrew).

an exorbitant outside or inside, ejected beyond the scope of the
possible, the tolerable, the thinkable.”"" In primitive societies,
abjection was used as a means of detachment from their world
and exclusion of the animal-like or beastly that were considered
representative of sex or murder. Since the abject does not obey
laws, prohibitions, or rules, it is a perverse interspace that must
be thrust aside. Like Kristeva, who understands abjection as a
boundary or as movement within the ambiguous contrast between
I and Other or interior and exterior, Volovnik melds together the
opposites in her works, confronting us with those fragile states
where man not only “strays on the territories of animal” (italics in
original)”? but is an inherent part of them.

Kristeva explains that the intimate aspect of abjection is
pain while its public face is terror, and it is characterized by “a
crossing over of the dichotomous categories of Pure and Impure,
Prohibition and Sin, Morality and Immorality.”™® She begins the
chapter “Suffering and Horror” with a motto that attests that
in the twentieth century one could still entertain the idea that
“One can be a virgin with respect to Horror as one is virgin
toward Voluptuousness.”'* Volovnik’s works appear to portray
unimaginable pain, horror, and abjection, but for her these are
understated compared with human reality. Horror has existed
since the dawn of history; what has changed is our inability
to be oblivious to it, or to sexual lust. In the era of the Internet
and cyberspace, we live on a perpetual battlefield, exposed to
barbarism, catastrophes, shock, the infinity of a browser with
dozens of tabs that cannot be closed. Every taboo has been
broken, and every prohibition lifted threatens to invade our
innermost intimate spaces. But as in previous centuries, we are
left with Kristeva’'s measure of humanity: fear. A perpetual fear of
people, and of them alone.

Like the abject and the beast, the monster is also defined in
our culture as Other, and its essence lies in the fear of ultimate
loss, fear that we cannot defeat it, control it or subordinate it to our
human will.” To the fear of the beast and the monster, Volovnik
adds fear of women who, in a veiled recognition of their power,
have been marked since time immemorial as needing to be
humiliated, tamed, and controlled. Contrary to common sense,
Volovnik seeks to learn to love the monster while struggling with it.
Her works highlight the humanity of the monstrous and humanity’s
monstrous yearnings. In her view, the monster is more dangerous
and powerful than a predator animal but as cruel as a human
being, and the mixture of human and animal undermines our own
identity. Volovnik breaks thought patterns and templates born of

language that have been preserved deep in the collective memory
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6 Alison Combs writes
in this context, “Woolf had
the ability to recognize
herself as an animal.”
Allison Castle Combs,
How the Soul Slips In:
Virginia Woolf’s (Un)Natural
History of Dogs (University
of Mississippi, 2016),

p. 2, available at https:/
egrove.olemiss.edu/cgi/
viewcontent

7 From an email
correspondence between
Volovnik and the author,
Oct. 25,2022,0na
paragraph in Combs’ thesis
on Woolf, ibid., p. 13.

8 Inheressay “Is There

a Feminine Genius?” Julia
Kristeva writes about genius
as the notion that helped
her understand how the
three women whose writing
she studied—Hannah
Arendt, Melanie Klein,

and Colette—managed to
achieve incommensurability
in their fields (political
philosophy, psychoanalysis,
and literature, respectively)
at a certain moment in

the twentieth century. In

her view, while the main
preoccupation of feminism
in the twentieth century was
women’s sexual, social, and
political inequality and their
integration into intellectual
and professional fields,

in the third millennium

it deals with individual
opportunities. In this
regard, she redefines
genius as “the risks that
each of us is prepared to
take by calling into question
thought, language, one’s
own age, and any identity
that resides in them.” See
Julia Kristeva, “Is There a
Feminine Genius?” Critical
Inquiry, vol. 30, no. 3 (Spring
2004), p. 504.

9 Marisa Olson, who
coined the term, described
post-internet artwork as
“work that simultaneously
enjoys and critiques the
Internet, responding to and
incorporating its tropes,
memes, cultural politics,
and visual language into
forms that may or may not
live online.” Olson quoted
in Carey Dunne, "9 Post-

exhibition stemmed, in part, from letters written by Virginia Woolf,
in which she identified herself as an animal,6 and from her literary
use of the dog as an allegorical “double” for intimate relationships
and sexual desires. The dogs in Woolf’s stories reflect social
hierarchies and orders, and serve as a camouflage mechanism
for her thoughts and feelings.” Other women, such as Colette and
Renée Vivien, wrote in the twentieth century about power relations
between the sexes, erotic love, and sensuality by describing the
relationship between the female body and animals, nature, and
plants. And likening it to rebellious, wild and boundary-breaking
nature, they described a variety of possibilities for the existence
of the female body and its uncontrollable impulses, some of which
even brutal.

Volovnik constantly studies images by artists who have
dealt with the feminization of nature—at times through Western
philosophy’s cultural concepts that divide the physical experience
into Nature vs. Culture, whereby Nature is identified with the
female body and Culture with the male one. As a Millennial,
and one well versed in the strengths and weaknesses of
twentieth-century feminist theories, Volovnik offers in her works
an alternative to the Western art-historical voyeuristic gaze at
women’s bodies—not necessarily from a critical stance, but from
an openness to a subversion of thought, language, and every
aspect of identity.8 Three scratch marks, created by the claws of
a female animal or a bestial woman, recur in her works and leave
their mark on the walls, deep in the flesh of the female figure,
blurring the boundary between one body and another and between
space and its content to the point that the room itself appears to
have become a body. Scratch marks, pointy fingernails, and sexual
body postures that echo stereotypes of “sluttiness” become a
source of power and control. Volovnik appropriates common
representations of the female body that are regarded as markers
of a gaze that constructs women'’s identity from a position of male
exploitation and superiority. She poses questions about the means
of weaponizing femininity, and about their inherent dangers. She
adopts sexual attributes and symbols, a variety of cultural and
social taboos traditionally seen as tools of oppression, and turns
them into symbols of unabashed lust. In a contextually complex
dialogue, she adds tributes to sub-cultures, such as heavy-
metal music, online iconography as well as post-internet culture
(in dialogue with Internet’s aesthetics and sub—cul'tures),9 and
aesthetic themes from horror films.

“In the beginning was a war,""°

writes Julia Kristeva, who
defines abjection at the start of her book as “violent, dark revolts

of being, directed against a threat that seems to emanate from
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2 From an email
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Volovnik and the author,
September 24, 2023.
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4 Clarice Lispector,
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Week,” The Paris Review,
August 22, 2022.
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“Animals (Conclusion),” Too
Much of Life: The Complete
Crobnicas, trans. Margaret
Jull Costa & Robin
Patterson (New York: New
Directions, 2022).

Internet meme of a serial stack of such tabs, “as if they were an
emotional support animal for trauma victims.”?

In the exhibition, the forces of life and the forces of human
and non-human terror penetrate each other. Like Volovnik’s other
works in recent years, the pieces in this show present the female
body as a locus, a place, a battlefield, a territory. They observe the
associations between the female body and that of the monstrous
animal, which allow the figures and identities—human and non-
human alike—to find comfort in the animalist state.

When we first met, Volovnik told me about a sculptural object
she imagined standing in the middle of the exhibition space,
inspired by a war-game table that the Prussian army adopted in
the nineteenth century for training and research purposes. Many
months before the current war, she created a three-dimensional
territory, the surface of a variable landscape that can be controlled
and viewed from a bird’s eye view—with little figurines, some of
which also feature in her oil paintings and charcoal drawings—as
an elaborate cultural battlefield.

Before the war, when the artwork was almost complete and
the display map was designed, we put together a description of
the exhibition:

Izabella Volovnik constructs a labyrinthine world that extends

between imaginary domestic spaces and local landscapes

while appropriating images from online culture, virtual space,
art history, and her own immediate environment. Her works
engage with representations of femininity entwined with those
of the animal kingdom in various cultures and languages;
explore demonization and dehumanization as covert
empowerment or alternative positions of power; and pose
questions about hierarchy, power relations, sexuality, and
violent desires—in society, culture, and the soul.

“In reality,” Volovnik wrote to me at the time, “the exhibition
is a love letter to an animal, or a love letter to being an animal,
any animal, even a two-legged human one.” In response, | sent
her quotes from columns published by Clarice Lispector:® “It
seems | no longer know which of us is the animal, me or the
beast, and | get thoroughly confused”;* “At times they [animals]
call out to me across many generations and my only response
is a deep disquiet. It is the call.”® To share life with an animal, to
see an animal, Lispector explains, is to experience our fear of
ourselves. To face an animal means to acknowledge it, not in a bid
to anthropomorphize it but through our own “animal-being,” as
Volovnik puts it.

The notion of the love letter mentioned in the title of the
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1 Alejandra Pizarnik,
Continuity, trans. Yvette

Siegert, www.documental4.

de/en/south/465_fourteen_
poems (retrieved March 1,
2024).

iIzabella Volovnik:
Three Scratch Marks and
a Love Letter

Curators: llanit Konopny, Aya Lurie
Text by llanit Konopny

“Not naming things by their names. Things have barbed
edges, lush vegetation.”

Alejandra Pizarnik1

First, the art was created. We met on December 12, 2021 and
started putting together an exhibition. After eighteen months—and
before our lives were shattered by the Saturday of October 7, 2023
and the events in its wake—Izabella Volovnik (b. 1995) finished
creating much of the work for her solo museum exhibition, Three
Scratch Marks and a Love Letter. Out of oil paintings, charcoal
drawings, and sculptures emerge a variety of figures of young
women and girls, bears, horses, leopards, dogs and bitches, as well
as monsters, demons and objects, some functional, some sharp
and dangerous. Most of the characters and identities exist or are
imprisoned in everyday domestic spaces and local landscapes,
seductive and menacing, symbolizing the caring, the magical, the
whimsical, and the legendary, as well as the abject and obscene.
They relentlessly change form and roles, extending or reflecting
each other. A smartphone, sometimes in the process of being
charged, a charging cable twisting like a snake, a woman'’s hair
morphing into a snake or a horsetail, a woman in an animal’s body.
They shift from one image to another in multiple guises, their
innocence or inherent menace varying from one situation to the
next. They might be mistakenly referred to as “recurring motifs,” like
story characters driving the plot. The combination of this panoply
of characters, creatures, and familiar objects and the aggressive,
sexual, and violent elements in the exhibition space appears to
present a coherent story, but in fact features contradictory and
conflicting layers of existence that break down the distinction
between humanity and monstrosity. In our correspondence,
Volovnik draws parallels between the myriad juxtapositions of the
images and the many tabs that open in a computer browser. One
of her paintings is titled Emotional Support Tabs, a reference to the
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their gaze to each other. Is this an attempt to establish eye contact
with one another, despite the eyes being shut? In any event,
the directions of their gazes produce a kind of human dynamic
and evoke a sense of convergence, of assembly or a tribe. The
positioning of the works on the floor of the exhibition space and
the contact between bust and floor—material touching material—
enable Tavori to underscore her preoccupation with reflections of
self and of inter-generational replications. The exhibition space is
the “body” that bears the heads and gives them a counteracting
and expanding platform that opens the door to additional worlds.
In this broken time, where past, present, and future change
like an organism, shifting shapes, the exhibition space offers a
respite that allows reflection, longing, and thirst for something
new, different. The heads—both individually, as discrete entities,
and as an assembly or a community-in-waiting—appear to be
resting in a state of slumber, still and withdrawn. They are like pre-
germination seeds waiting for the moisture of water droplets (be
it from the sabil or from the first rains) and the intoxicating smell
of the petrichor—the smell of the earth after the first rain; the very
essence of life. Meanwhile, waiting for their hatching, the heads
exist in a state of containment and potentiality, each drawing
strength from its surrounding duplicates, from their silence and
the magnetic induction between them. Contactless contact...




of the surrounding walls as though revealing cross-sections

of archaeological layers, which may also recall the ornamental
marble patterns in Greek and Roman temples and architecture.
In modern art, busts and head sculptures feature in the works

of a group of artists influenced by the realism of early twentieth-
century French sculptors (such as Auguste Rodin) and, later, in
the works of certain pre-independence Israeli artists. The latter
include the busts produced by Zeev Ben-2Zvi, who used Cubism
to enhance the monumentality of his pieces; the works of Batia
Lishansky, who endowed her sculptures with expressiveness
while being faithful to the material and highlighting its spiritual
essence; and Chana Orloff, a Parisian sculptor whose work on the
themes of motherhood, inter-generational relationships, and the
link between a living body and an inanimate sculpture influenced
Tavori and finds expression in her work.

Despite their heavy and massive appearance, Tavori’s
sculptures preserve both the shape and softness of the face
and the material’s integrity. At times, she seems to work like a
production worker in a bust factory: some are refined, almost
flawless, while others feature strange appendages or look as
though they are not fully formed. Each of the sculptures preserves
the form of a human head that is not fully polished—is not “final.”
In some instances, the head looks thin and brittle; in others, like
a solid structure. The human face in the sculptures embodies
primacy and diversity as essential human attributes: a tousled
head, a layered head, a head of inscrutable thoughts.

The sculptures in the exhibition represent a collection of
figures akin to random passersby: each hailing from somewhere
else or headed in a different direction, and all mutely recounting
their respective experiences. The mouths of the heads are full of
dirt, their nostrils are clogged, their eyes are shut, and they are
earless. They want to blink or gape, but the weight of the dense
material strikes them dumb. Their language is their materiality. Their
character becomes apparent and accentuated in the contours
of their form, and in the artist’s interventions in it. The collection
of heads is one of variations duplicated by deviations from the
original. Each deviation is like a stage in the evolution of the bust
organism. In some the change is subtle; in others, profound.

The preoccupation with the links, the closeness and the
similarities between the figures that the heads are based upon—
mother and daughters, biological or spiritual siblings—is another
installment in Tavori's musings on local dynasties and connections
to the Israeli locale and the times. The selection of men and
women who enter the artist’s pantheon of heads is based on great
closeness, which is why the faces also appear to deliberately turn
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The heads on display were formed in reusable molds of
faces that were made from the face of the artist herself and
those of people close to her or in her immediate circles. The
physical similarity between the sculptures (all featuring shut
eyes), coupled with the differences between them, aspires
to forge an association—a téte-a-téte (head to head, face to
face)—of closeness and emotional connection between visitors
and sculptures, and to foster an imaginary dialogue between
the living and the inanimate. Tavori’s artistic endeavor engages
with the links between a living human body and an inanimate
sculptural presence, and the fine line between them. This
presence lies at the heart of most of her recent exhibitions, which
featured works that were part-imaginary and partly based on
existing figures in contemporary culture or on classical sculptures
of mythological figures.

Heads are one of the mainstays of sculpture. The exhibition
presents a common thread with the ritual tradition of antiquity—
whereby whole sets of terracotta figurines were offered to the
gods as sacrificial offerings—as implicit in archetypal visual
elements referencing ancient civilizations: the serial nature of the
heads and the differences between them; the cracked soil; the
positioning of the sculptures in the space and their placement
on the floor; and the textured marking of the bottom sections




Noa Tavori: [hirst

Curator: Smadar Schindler

At the center of Noa Tavori’s exhibition Thirst is a collection of head
sculptures, made from a mixture of soil materials. Untethered,
left to their own devices: planted in a time with no memory, either
fallen to the ground or sprouted from it. Beside these heads, the
installation references a sabil (Jxw)—a public drinking fountain
of the sort found at road junctions and other spots where thirsty
passersby may stop. In Arabic, the word sabil means road. In
Muslim culture, it was customary for a person who had experienced
a miracle to give thanks by rigging up a water tap for public use in
arid places where drinking water was not readily available.

The exhibition associates between the human intimacy
and sense of community of the cluster of heads and the sabil
that serves as a meeting and gathering place, and engages
with giving back to society and social connection. There is an
intricate connection between the heads made of dried soil and
the sabil water—one between two materials and two states of
matter: the immense and invisible power stored in Mother Earth
in conditions of thirst, aridity, dryness, and wilting, versus running
water that gives life and growth but can also mean destruction and
annihilation should it engulf and carry away the coterie of heads or
dissolve the soil they are made of.

Tavori’s exhibition proffers a complex relationship
between sculpture and site-specific installation, creating a new
environment. The artist’s material of choice is a crucial starting
point for her examination of the possibilities of expressing
ecological concepts in sculpture. Tavori is a graduate of the
Department of Ceramic Design at Bezalel Academy of Arts and
Design, Jerusalem. During the COVID-19 pandemic she, along
with a multidisciplinary group of artists, developed an educational
model based on combining art with education and ecology.
Mindful of the ecological footprint involved and in an effort to
focus on working with natural, readily biodegradable materials, she
began working with a combination of soils that can be sculpted
without the need for firing in a kiln.



By weaving together mythology, history, and his expansive
imagination, he creates an elegiac and whimsical story of
mankind. Kaptzon makes skillful use of an original visual lexicon
that draws on popular culture, documentary material, and science,
and distills a poetic language filled with humor, that places
existential questions at its center.

Weltschmerz is a mash-up of different narration
methodologies. The work may be understood as a makeshift
videotaping machine or theater, carefully deconstructed by
the artist. It lays bare the process of storytelling and meaning-
making by assembling and linking together sound, image, and
objects. The result is a fragile, slightly illusive narrative that has a
dreamlike, cyclical logic to it—one in which Kaptzon’s characters
appear to be stuck.

While the world’s morning routine repeats once again, same
as it ever was, Weltschmerz’s words falter, making him sound like
a broken record. The world keeps on spinning, while the camera
spirals through the air. Round and round it goes. A woman is
caught up in a narcissistic loop with her phone, recording her own
image in search of the self. But is there a self? The Awakened One
suggests otherwise: “There is no self.” She desires nothing: “Desire
is the root of all suffering.” Her words are in marked contrast to the
uncomfortable image of her head being held down to the floor by a
foot on her face. Stuck under the weight of the world.

With a quirky sense of wit, Kaptzon gauges the existential
weight of that which makes us human. This can be painfully felt in
the mythological story told by a dissolving entity about the birth of
consciousness with the first word ever spoken. At that moment, we
became separated from the rest of the world, leaving us ashamed
and lonely, trying to find meaning in a world that doesn’t make
sense. And yet, the world’s morning routine repeats once again,
same as it ever was.

Kaptzon's Weltschmerz video installation may be read as a
poem in which repetition becomes a mundane ritual against the
dying of the light, or as a profane reading of the Wheel of Dharma,
which represents the Buddhist teachings, the spinning cycle of life
and death. Comfort may be found in the repetition, in the cyclical
nature of life. As is repeatedly said in the video,

The sign of the earth will dissolve into the water

Water into fire

Fire into air

Air into consciousness.

And amidst the turmoil is this moment with you, that is all | have.
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Haviv Kaptzon:
Weltschmerz

Curator: Nathanja van Dijk

The camera spins through the air. Round and round it goes. Heaven
and earth blur into a single chaotic image, evoking a sense of
disorientation and loss of meaning. A world that has no grip and
offers no solid ground beneath our feet; an image reminiscent

of our unstable times. In his latest video installation, artist Haviv
Kaptzon places the character Weltschmerz amidst this turmoil. He
has modeled his wondrous protagonist after the German notion,
which translates as “sorrow of the world,” or “world-sorrow.” As a
phenomenon, Weltschmerz typifies German Romanticism, but is as
apt today as it was in the nineteenth century. Signifying a sadness
about life, it simultaneously describes a sense of pain suffered in
the world and at the state of the world, and the knowledge that the
two are intrinsically linked. It is the feeling we have when we realize
the world is not what it ought to be; when we come face-to-face
with the unknowable “why” of suffering.

In Kaptzon's video installation, Weltschmerz enters the stage in a
scene that is a cross between a desktop interface and a makeshift
puppet theater, awkwardly livened up by the cheerful applause of
an invisible audience. In this somewhat absurd universe, “talking
objects” and self-made machines function as non-human figures,
providing an external perspective of human nature. Weltschmerz,
in the guise of a stone, watches the sun rising through the window.
While the world’s morning routine repeats once again, same as it
ever was, he ponders on the value and meaning of life: “The world
is nothing like | thought it would be. Nothing is as it should be... Evil
is everywhere. The days are long and lonely. This is not what | had
in mind, and frankly, I'm tired of waiting for the revolution to come
and take me away.”

Although Weltschmerz’s words might suggest otherwise,
Kaptzon'’s video piece is far from nihilistic. As in previous works by
the artist, with Weltschmerz he strives toward the core of humanity,
trying to find meaning in a world that doesn’'t make sense. He
proposes a cohesive interdisciplinary approach that combines
a spiritual vision with a sober cultural view of the present.
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my works, a female figure is another way of engaging in a dialogue
with the history of art, with familiar genres and with oblivion and
erasure. It is a dialogue with the past and its weightiness, and with
the ignorance and unwillingness of Israeli culture to tell its own
story and make it present and continuous. For me, this is not only a
meeting with a painter who is no longer among us but an encounter
with a legacy, with the shocking fact that well-known artists in
Israel—-some of whom were my mentors and my friends—have been
almost forgotten, or at best relegated to some storage room.
Throughout my professional life | have been using sources
and formal ideas that | tear out of books, pamphlets, newspapers,
photographs. | collect, rummage, replicate, copy, print, rip,
appropriate, magnify, distort, erase. The paintings are invented
through encounters with the materials of reality and by poking
around. This time, thanks to the Herzliya Museum of Contemporary
Art, | was able to delve into the Hofstatter collection. There | have
performed all those actions not for the sake of my own painting
but for the purpose of making a selection from his, and placing
them next to mine for the purposes of acquaintance, expansion,
confrontation, and instructive proximity. | am not the painter, of
course, but the selection is mine—just as my own painting is also
based on choices. Alongside my acts of theft there is also surprise
matchmaking. Paintings that give each other headaches.



the body remains to bear the present and the past; both that which
existed and the imaginary. Other people and belongings, eroticism
and autoeroticism, and the ravages of the years. If the world were
not merciless, people would be out in the world and not just within
themselves. Anyone seeking to try to understand must ignore the
surroundings and plunge into the depths of the rectangle.

| feel a great affinity for this form of anthropocentrism. It is
a world built of infiltrations and segmentations. At my advanced
age, after years of changing and devising worlds and styles, | have
focused in recent years on creating head portraits that manifest
place and time, exterior and interior, security and risk, invention
and replication, organs and their substitutes. The paintings look
as though produced to a formula yet at the same time chaotic and
devoid of any method. In this | find a correspondence conducive to
an encounter between Hofstatter and me. If one carries memory
within oneself, a trip back to one’s roots is like brain surgery. Each
form is both an autonomous entity and an encapsulation of tears
and a repository of jokes, humor, and distortions. The continuous
pursuit of quality through quantity is also common to us both.

I am often asked if | know what I’'m going to paint, and | say,
“Yes, | always know what I’'m going to paint, but it doesn’'t come out
that way...” The painting knows better than me what it wants. The
more | think that | am leading the way, the more the result proves
that it was | who was being led. Only the judgment | make of the
outcome puts control back in my hands. Hofstatter’s painting also
wants something, and so, too, do his figures. Sometimes they
want a spare eye, or a spare head, or linked heads. And so there’s
a host head and a guest head and a hosted world. In recent years,
within a rigid framework (of head portraits, not storylines), | search,
as I've said, for people who are different from me and from each
other. And | often linger in the realms of ugliness and distortion.
Hofstatter’'s background was erased in real life, and then in his
painting. Obliterated with unparalleled cruelty. My own background
has been erased through growing neglect. We are both skeptical of
the world, each in his own way, and cling to the figures we create.

Hofstatter was a relentless painter. Non-stop. His works pile
up, shifting from one sheet of paper to the next, from one body to
another, from one head to another. Sometimes, when one faces
a multitude, it is hard to focus and see things individually. It is
often difficult to gaze and fully concentrate on a single painting
of his without thinking about the rest, but the payoff for such
concentration is great—so much so, that it removes the shadow of
uniformity in favor of the single pictorial instance.

Hofstatter’s paintings possess a great deal of eroticism as well
as a loving and studying reliance on the female body and image. In
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| have neither the ability nor the desire to speak about myself
or about others without quoting poetry and prose, so this is what
| have found to serve as a pause between one observation and
another:
The Man with the Pumpkin Head
Once there was a man and on his shoulders he had, instead
of a head, a hollow pumpkin. This was no great help to him.
Yet he still wanted to be Number One. That’s the sort of
person he was. For a tongue he had an oak leaf hanging from
his mouth, and his teeth were cut out with a knife. Instead of
eyes, he had two round holes. Back of the holes, two candle
stumps flickered. Those were his eyes. They didn’t help him
see far. And yet he said his eyes were better than anyone’s,
the braggart. On his pumpkin head he wore a tall hat; used to
take it off when anyone spoke to him, he was so polite. Once
this man went for a walk. But the wind blew so hard that his
eyes went out. He wanted to cry with his candle ends, because
he couldn't find his way home. So now he sat there, held his
pumpkin head between his hands, and wanted to die. But
dying didn’t come to him so easily. First there had to come a
June bug, which ate the oak leaf from his mouth; there had to
come a bird, which pecked a hole in his pumpkin head; there
had to come a child, who took away the two candle stumps.
Then he could die. The bug is still eating the leaf, the bird is
pecking still, and the child is playing with the candle stumps."

At times there is no choice but to further wear out that which
is already worn out, and then there is no point in trying to ignore
the great humor in quoting the obvious. Which is why | would like
to quote certain lines from a poem by Yehuda Amichai, which
perhaps has become overused and commonplace, yet is especially
necessary here: “God-Full-of-Mercy, the prayer for the dead./ If God
was not full of mercy,/ Mercy would have been in the world,/ Not
justin Him.”"> And another quote, from an equally well-worn song
by Shalom Hanoch: “A man within himself resides/ Within himself
resides/ At times forlorn and bitter/ And other times he sings/ Now
and then he opens the door/ To let in someone he knows/ And yet
more oft than not/ A man within himself withdraws.” | understood
why the idea of presenting my work alongside Hofstétter’s was right
and fitting for me when | learned that he resided within himself. He
is a world onto himself, which is to say, there is no backdrop, no
setting, no house, no furniture, no landscape... Everything happens
within the body and within the head. And if space is lacking, the
body grows and expands. No sun shines, no reason rhymes, and

no bird chirps. The world vanishes. The backdrop is veiled, and only
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but both: both male and female, both human head and beast.
And when Hofstatter paints a woman—usually his wife—he is
actually painting himself without himself. That, for me, is always
an important achievement: getting rid of one’s self and thereby
enriching it. In the head portraits that | paint, many identities
converge to the point of total indecision. | am very flattered when
people ask me, “What’s happened to you!?” or when they say
something like, “l would never have believed this is one of your
paintings!” | usually answer with smiling seriousness, “l can’t
believe that this is me, either.” We have undoubtedly taken it upon
ourselves to spark astonishment. One must therefore further
explain that the formal and identity equivocation between male
and female figures and the ambiguity they create are not fodder
for psychologists but must be understood as a conscious and
deliberate play with identity for the sake of both expanding and
challenging it. It strikes me that rather than be preoccupied with
motivations we both prefer to see with open eyes the freedom
inherent in depersonalization. In any event, relentless flux does
not allow for therapy, because the changes are fundamental, rapid,
surprising, and intra-cranial. One is not cured by change but only
advances through it to other possibilities.

Although Hofstéatter is a quintessentially and acutely
expressionist, there is an element of impressionism in his painting.
Not so much in terms of style but in its constant changing, in
the repetitive work on the painting, in the constant and nearly
irrepressible motion. It is not action painting but rather painting
of an act of despair. The pursuit of one’s own tail. The autarchic
manner. The never-ending painting. It is also interesting to think
of him in the context of the painter Francesco Clemente (b. 1952),
whom Hofstatter was apparently unaware of. Clemente creates a
world that is not fragmented but autonomous—a world entirely self-
contained and exclusive. The figures satisfy their own needs and
sometimes consume their own bodies. They have an androgynous
quality that does not complain about its fate. Gaping mouths that
are only partially characterized by horror. People who are truncated,
reduced to animals—and not as allegories. Hofstatter, too, paints
freely with great discipline. With courageous fingers. His paintings
are undated. The dimension of time has lost its importance. And
with all due sensitivity to his personal life story, he does not create
man in his own image but rather each figure is created in their own
image. The love of paper and of the movement of the hand produce
correspondence from the inferno, wherever it may be. Perhaps
we should just say with a sigh, That’s just the way it is! Benjamin
Tammuz summed up Hofstatter’s painting with the headline,
“Poetry, Mockery, and a Sigh.”®
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Hofstatter said of works that have crossed, or perhaps united,
history, “And if you’re looking for people similar to Hofstatter’s
figures, then it's Ensor and Goya. People like Goya, who went
through the Napoleonic period, were tragic—and I'm not from

"5 He was not just

the Napoleonic period, I'm from the Hitler era.
talking about the Holocaust, but about all tragedies, tyrants, and
cruel people, and the absurdity of human existence. Absurdly,
and somewhat monstrously, tyrants are the generators and
boosters and magnifiers of humor in the world. Poverty is, too. So
is fate. And to end this paragraph, another quote from Hofstatter:
“Without this—without Job and without Ecclesiastes—| don't
understand the world.”®

And another quote from the play Children of the Shadow, from
a highly charged dialogue between the native Israeli Nurit and
Yoram whose real name is Yossele (changed in Israel to a Hebrew
name that denotes strength and belonging):

Nurit:  How old were you when you arrived in Israel?

Yoram: Fourteen years old.

Nurit:  Half of now.

Yoram: Half there, and half here.

Nurit:  The first half is all nighttime for me.

Yoram: The dark side of the moon.

Nurit:  Take me there.

Yoram: You will end up like Lot’s wife.”

In Hofstatter’s paintings, the figures glance in all directions.
Even backwards. In a review of the Hofstatter exhibition at the
Ramat Gan Museum, Talia Rappaport writes, “A world both private
and universal that constantly fluctuates between spirituality
and passion, death and fertility, heaven and hell, tragedy and
optimism, despair and hope—a strange, dark, hallucinatory, and
nightmarish world of specters that flits between Expressionism
and Surrealism.”® Which | would amend slightly: Hofstétter paints
not between but both. And this is the first mention of the affinity |
feel between my own paintings and his—for |, too, find myself not
choosing between but painting both. His world, like mine, piles
up, accumulates, fills up and compresses. It’s no wonder the word
selection wasn’t his favorite. One doesn’t select but rather amends,
as much as possible, until it is necessary to stop. Which is what |
do, too.

Doreet LeVitte Harten defined Hofstatter as a “religious
existentialist”®—a definition that is admittedly an oxymoron but
nonetheless right on the mark. It’s been said that sometimes he
paints figures that could be either male or female, or perhaps
either human or beast. To which | say that they are not either-or
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and the embracing profiles, the naive-Primitivist presentation

of Jews, and if we remove the houses of East-European Jewish
shtetls for a moment and, focusing on the drawings, compare all
these to Hofstatter’s figures, we are likely to be surprised and no
longer satisfied with Hofstatter’s self-professed love of paintings
by James Ensor and Francisco Goya.? In any event, in the case of
both Chagall and Hofstatter the issue is not style, but language.
It is also worth mentioning the painter Jean Dubuffet and Art
Brut in general as stylistic and mental sources for Hofstatter’s
pictorial expression. And of course, there is no painter who
distorts, alters, exaggerates, and truncates who does not owe
something to Picasso.

In those years, Israeli art was dominated, with a Ben-
Gurionesque vice-like grip, by the Lyrical Abstract style. Ben-Gurion
himself hated abstract painting of all kinds, while both consciously
and unwittingly cultivating absolutism and control. In terms of form
and content, Lyrical Abstract painting was quintessentially part
of the Melting Pot endeavor: pure, total, flat, covering, unifying,
erasing, obscuring, smothering. While these painters did everything
possible to be international and contemporary, young and fresh, a
few continued to sustain Jewish memory, albeit with great difficulty,
if at all. On the one hand, selective panoramas dubbed New
Horizons opened up; on the other, their brothers’ blood cried out to
them from the ashes to understand and remember. Only a handful
internalized then that while an individual might, in self-defense,
make an effort to forget, the collective must remember and
commemorate. Anything smacking of the Diaspora was viewed as
a “fiftth column.” In Ben-Zion Tomer’s play, Children of the Shadow,
written in 1961, one of the protagonists, Sigmund— a Jewish
refugee, a beggar, and a madman—says: “O, human full of disgrace
and iniquity, give us a pound and we’'ll call it quits.” And a line in one
of the poems in the play says: “The silence of a wagon emptied of
its children, like coal.”®

As far as | recall, Hofstatter asked that he not be defined as
a painter expressing the horrors of the Holocaust. Or at least,
not excessively so. In other words, not to read his paintings in
a traumatic fashion that brooks no judgment. Human suffering
and the arbitrariness of evil suffice to view his work in a more
general way. The poet Meir Wieseltier called one of his books of
poems, Something Optimistic, The Making of Poems. There are no
optimistic poems in the book—in fact, they're almost exclusively
pessimistic—but the very act of making poetry is optimistic, just as
the very act of making a painting, for Hofstatter, is a very optimistic
one. As Hofstatter himself said: “There are no good books that
are not difficult.”* In conversation with the poet Avraham Halfi,
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Osias Hofstatter, The
Merchant of Venice, 1987,
watercolor and felt-tip
pen on paper, 46x30.5,
collection of Herzliya
Museum of Contemporary
Art (photo: Daniel Hanoch)
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Marc Chagall, David,
undated, pencil and black
oil stick on paper, 24x18,
Yaacov Alkov collection,
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Yair Garbuz Hosts
Osias Hofstitter:
Heads, and a Painting
Within Them

Curator: Yair Garbuz
Curatorial Consultant: Aya Lurie

Text by Yair Garbuz

“With a congealed story on one’s cheek
And a tune, all spent from weeping.”’

In 1957, the painter Osias Hofstatter immigrated to Israel from
a nightmarish and dark world that could not be left behind. He
arrived in this part of the world as an experienced figurative
painter, a Jewish refugee full of sorrow, tinged with a penetrating
and ironic humor. When he arrived in Israel as a mature painter, he
encountered an avant-garde a little behind the times, marching
resolutely forward without looking back and bringing forth the new
because of the old. Only a few years earlier, Prime Minister David
Ben-Gurion had decried Yiddish as a “foreign and discordant
language,” and for a period of two years Yiddish plays were actually
banned, so as not to undermine the Melting Pot enterprise, lest
the unifying fire of the forge be dimmed.

In those years, shamefully and astonishingly, the painter
most despised by Israeli painters was Marc Chagall, the man who
commemorated what they hoped to forget. In a sophisticated,
manipulative and selective manner, they faulted not the substance
or origins of Chagall's work, but what they called the cloying
sweetness and commercialism of his works. Thus, Hofstatter
arrived from the Diaspora to find a hatred of the Diaspora, and
obliviousness and repression as a remedy and as an ideological
and educational path. He found here people posing as heroes for
fear of remembering, as well as true heroes who sacrificed their
lives and personal needs for a cause whose definition changed
from one decade to the next.

Hofstatter and Chagall are not alike, but they are less
different than we have been allowed to think."® 2 If we take from
Chagall only the heads—the eyes, the mouths, the sidelocks—
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for the exhibition simulations. Special thanks to Kobi Klaitman,
Liora Kaplan, Dana Cohen, and Gabriel Haggiag for the dialogue.

We are grateful to Friends of the Museum Orna and
Geoffrey Stern for generously supporting Noa Tavori’s exhibition,
curated by Smadar Schindler. Thanks to Naaran Barzilay for the
construction; to Alon Tavory for the sound; and to David Chaki
for the exhibition simulations. Special thanks for the dialogue to
Amit Domb, Dorit Figovich Goddard, and Adi Weizmann, and to
anonymous donors.

Lali Fruheling’s exhibition presents four digital videos from
the Museum collection and a new video from the same series.
The works were acquired for the collection courtesy of the late
Prof. Michael Adler Foundation, as part of the COVID-19 Diaries
project. Thanks to monday.com for their generous support of
the exhibition.

Our heartfelt gratitude is extended to all the Friends of
the Museum, who support our activities with great warmth and
commitment throughout the year. We are thankful to Shoshi
Almagor, Chairperson of the Fund for the Herzliya Museum;
all the Fund’s board members; Hagit Uzan Bachar, Friends
of the Museum Manager; and Galia Hendelman, the Friends
coordinator.

Special thanks to Emda Group and its chairs, Nurit
Berman and lka Abarbanel, for providing a curatorial internship
scholarship at the Museum. Awarded for the third year running,
the scholarship has been awarded to Yuval Keshet.

We appreciate the superb professionals who accompany
the Museum'’s activities on a regular basis: Einat Adi for editing
the Hebrew texts and translating them into English; Ruba Simaan
of Glocal Translations and Content Resolutions for the Arabic
translation, and Salma Samara for the Arabic proofreading;
Kobi Franco for the graphic design; and Hadas Shapira, in
charge of PR. Thanks to Yaniv Levi and Yossi Cohen, who are in
charge of the media at the exhibitions. Thanks to the volunteers
who assist us with great dedication, Moshe Wolanski and Miri
Maoz. Finally, deep gratitude goes to the wonderful museum
staff: Tammy Zilbert, Noga Litman, Jasmine Ritter, Roni Kanner-
Sznajder, Tammar Friedman, Avi Peretz, Hilla Peled, Sharon
Melamed Oron, and the entire MUZA staff. Bless you all.

Dr. Aya Lurie
Director and Chief Curator



Yair Garbuz’s exhibition presents a dual, exhibition-cum-
curatorial process that offers, beside his own new series of
paintings, also his selection from the Museum'’s collection of
paintings by Osias Hofstatter. Thanks are due for the longstanding
support of the Osias Hofstétter Public Trust, which promotes the
research, preservation, and exhibition of Hofstatter’s works at the
Herzliya Museum of Contemporary Art. Thanks to Ms. Ella Klier
Ariel, a member of the Foundation’s Board of Directors; Chen
Cohen, Adv.; Hermetic Trust (1975) Ltd. (formerly the Bank Leumi
Trust Company). Thanks to Adi Hadad; Aya Prishkolnik; and Boaz
Naveh, Adv.

Thanks and appreciation to Tali Yaron-Eldar, Adv. and the
generous support of the llanot Shel Zahav Foundation in memory of
the artist llana Yaron and Prof. Michael Yaron, which helps publish
catalogues for established artists. A heartfelt thank you to Amon
Yariv and Gordon Gallery, Tel Aviv, Garbuz’'s home gallery, for their
generous support of the exhibition’s catalogue. Thanks to Adam
Halutz and Magen Halutz, who were entrusted with designing
the catalogue. Thanks to the Israel Film Service for permission to
screen the documentary about Hofstatter, directed and filmed by
Yachin Hirsch (Israel Film Service, 1989).

Izabella Volovnik's exhibition, co-curated by llanit Konopny
and the undersigned, received the 2024 Lauren & Mitchell
Presser Contemporary Art Grant. Lauren and Mitchell Presser’s
generous support of the museum has been most significant.
Heartfelt gratitude for their support of the exhibition is extended
to the Edmond de Rothschild Foundation and its heads: Baroness
Ariane de Rothschild, Chairperson; Tal Sagi Faran, Adv., Managing
Director; Iris Nitzani Avivi, Manager of the Edmond de Rothschild
Center and Program Officer—Arts. Thank to Hakibutz Hameuchad
Publishing and translator Tal Nitzan for permission to quote from
the Hebrew translation of Alejandra Pizarnik's poem. Thanks to
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The film Portrait of an Artist: Osias Hofstéatter, 1989,

courtesy of the Israel Film Service

The exhibition and catalogue are supported by the the Osias
Hofstatter Public Trust; Gordon Gallery; and llanot Shel Zahav
Foundation in memory of the artist llana Yaron and Prof.
Michael Yaron

FEMDA . monday... RAWART

Herzliya Museum of Contemporary Art
L

4 Habanim St., Herzliya 4637904, Israel | Tel. 972-9-9551011 | herzliyamuseum.co.il

Haviv Kaptzon: Weltschmerz

Recipient of the Keshet Award for Contemporary Art,
founded by the Bar-Gil Avidan Family

Jury: Keren Bar-Gil, Dr. Housni Alkhateeb Shehada,
Udi Edelman, Lea Mauas, Dr. Aya Lurie
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Collection+

Lali Fruheling: Home

Works purchased for the Herzliya Museum of Contemporary
Art collection as part of the COVID-19 Diaries project, courtesy
of the late Prof. Michael Adler Foundation

The exhibition is generously supported by monday.com
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