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38x28 1771 Y N111YN 17100 ,1995 1727 pRx®
Yitzhak Rabin, 1995, mixed media on paper, 38x28
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29%26 17719y NANYN 17100 ,1994 ,JI0IIWN "3 V3
George Washington, 1994, mixed media on paper, 29x26
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83x68 1771 7y NA1YN 7177100 ,2009 ,7AIN P13
Barack Obama, 2009, mixed media on paper, 83%68
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47x36 1771 7Y N111YN 177100 ,2004 ,]21P3°% OI2R
Abraham Lincoln, 2004, mixed media on paper, 47x36

27




62x45 1771 7y NN 1777100 ,1999 182" 0¥ M2
Boris Yeltsin, 1999, mixed media on paper, 62x45
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1907177 'TXY17 ,2016 ,DARIY 9317
Donald Trump, 2016, digital collage
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30%21 1771 9y NI1YN 177130 ,1995 003 b3
Bill Gates, 1995, mixed media on paper, 30x21
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42x33 1771 %Y N211YN 177120 ,2007 0213 2°VD
Steve Jobs, 2007, mixed media on paper, 42x33
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47x39 1771 7Y NI11YN 177120 ,2000 ,JA8" 1Y
Ezer Weizman, 2000, mixed media on paper, 47x39
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45x35 7771 7Y TI11Y0 177120 ,1997 % 117
David Levy, 1997, mixed media on paper, 45x35

33




50x32 1771 9y N21YN 177190 ,1993 02 X’% 7°01n
Prince Charles, 1993, mixed media on paper, 50x32

34




47x38 1771 7Y N111YN 1777130 ,2009 ,0p1 PINp
Karl Marx, 2009, mixed media on paper, 47x38
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60x52 1771 7y NI1TY0 177100 ,1998 117w PX7IR
Ariel Sharon, 1998, mixed media on paper, 60x52
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24%20 1771 9y N11YN 177120 ,1999 ,7°0% "MW
Yosef (Tommy) Lapid, 1999, mixed media on paper, 24x20

37




60x50 1771 7y NATYN 177100 ,2008 ,TN/33™TANNR Trann
Mahmoud Ahmadinejad, 2008, mixed media on paper, 60x50

38




55x47 17719y NI21YN 177120 ,2008 ,]"V12 10T
Vladimir Putin, 2008, mixed media on paper, 55x47

39



56x51 1771 9y N111YN 177120 ,2008 ,TOX"PX N3
Bashar al-Assad, 2008, mixed media on paper, 56x51

40




76x56 1771 9y N111YN 177130 ,2000 ,TOR"PN 1OXM
Hafez al-Assad, 2000, mixed media on paper, 76x56

41






94x75 11719y NATYN 177120 ,1996 ,7°AN3 W

Sara Netanyahu, 1996, mixed media on paper, 94x75

43




51x40 1771 7Y NA1TYN 17100 ,2018 ,BYIR PN
Arik Einstein, 2018, mixed media on paper, 51x40

44




55x44 1771 7Y NI111YN 11177120 ,2018 ,213N 717
Zohar Argov, 2018, mixed media on paper, 55x44
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70x54 1771 7Y N111YN 17100 ,1996 123 2°2R
Aviv Geffen, 1996, mixed media on paper, 70x54
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78%62 1771 7Y NA1YN 1P7190 ,1998 ,PI1WIT0IK 117
Dana International, 1998, mixed media on paper, 78x62

47




78x62 1771 7Y N111YN 1j7120 ,1993 a1
Madonna, 1993, mixed media on paper, 78x62

48
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76x60 1771 7Y NIANYN 1777100 ,1993 3729700 1200
Steven Spielberg, 1993, mixed media on paper, 76x60
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72x56 1771 7y NIANYN 1777120 ,2006 (712 1172 WD) BN
Borat (Sacha Baron Cohen), 2006, mixed media on paper, 72x56

50




60x49 1771 9y NIYN NP7120 ,2018 ,1M2p 123
Glen Close, 2018, mixed media on paper, 60x49

51



60%43 1771 7Y NN 17100 ,2003 13X P
Yoko Ono, 2003, mixed media on paper, 60x43

52



48x38 1771 Y NITTYN 71j77120 ,2000 13 V'3
John Lennon, 2000, mixed media on paper, 48x38
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70%52 1771 7y N111VN 177190 ,1994 730700 1212
Barbra Streisand, 1994, mixed media on paper, 70x52
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47x45 1771 7Y NI171YN 17120 ,1996 03170 17’3
Gene Simmons, 1996, mixed media on paper, 47x45
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44x41 1771 7Y NIYN 177120 ,2004 ,1°21P VNP
Kurt Cobain, 2004, mixed media on paper, 44x41
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38x29 1771 7Y N111YN 177120 ,2008 ,1IUOKRD "NI™M3
Gwyneth Paltrow, 2008, mixed media on paper, 38x29

58



50x34.5 1771 Y N111Y0 177120 ,1995 ,1"P2Rp "2 1pn
Macaulay Culkin, 1995, mixed media on paper, 50x34.5
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39x32 1771 7Y NI111YN N1P7100 ,2023 INN2 IRYV2
Joan Baez, 2023, mixed media on paper, 39x32

60




76%60.5 1771 7Y N111YN 177130 ,2010 "KM 212
Bob Marley, 2010, mixed media on paper, 76x60.5
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07277 TN ,2018 (M3 53) 1AM 773N
Wonder Woman (Gal Gadot), 2018, digital collage
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47x35 1771 Y NITY0 71777120 ,2004 ,2INW PP
Coco Chanel, 2004, mixed media on paper, 47x35
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1907477 "TN1) ,2017 ,XpDP 737D
Franz Kafhka, 2017, digital collage
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64x49 1771 7y NA11YN 177120 ,2000 , 717D T3
Sigmund Freud, 2000, mixed media on paper, 64x49
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1 2 3 4

Giuseppe Arcimboldo, Doorbell and mailbox, Venice, Doorbell and mailbox, Venice, Francis Picabia, Woman with
The Librarian, c. 1566, 2019, photo: Hanoch Piven 2019, photo: Hanoch Piven Matches, 1924-25, collage and
oil on canvas, 97x71, coll. 0il on canvas, 90x70, private
Skoklosters slott, Stockholm collection; photo: Bridgeman-

Giraudon / Art Resource, NY

ol 1A

5 6 7 8

Portrait of Hannah Senesh, in: I1lustration for the logo Mikhail Gorbachev, 1991, Yasser Arafat, 1990, mixed
Hanoch Daum & Ariel Hartman, of the Israeli-Palestinian mixed media on paper, 38x23 media on paper, 52x42

A Jewish Soul, illustrations: Memorial Day Ceremony

Hanoch Piven (Yedioth Ahronoth (detail), 2019, mixed

and Hemed Books, 2017) media on paper

‘ﬁﬁ"ﬂamw Mnllaly

9 10 11-12

Poster for Charlie Chaplin’s Hanoch Piven, Adolf Hitler, Hanoch Piven, The Perfect Purple Feather,

film The Great Dictator (1940), cover illustration for The English text: Rachel Tzvia Back (Little Brown, 2001),
Sweden, 1958, design: Freytag Atlantic Monthly (February editions in Hebrew and Korean

2000: The Holocaust on Trial)
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with writer Narda Ben Yaakov yielded Puff and Paff (published by

Am Oved), a book that functions as an artist’s book, tracing the
process of character development and transformation. It centers

on two endearing brothers who long to appear fearsome. With fold-
out spreads and a dialogic structure, the book follows their journey
through games of nonsense and emotional expression, inviting both
readers and storytellers into active participation. The success of

his books led to a growing demand for sessions with teachers and
students. In response, Piven developed a dialogic creative model,
implemented through workshops based on his method as a tool for
imaginative thinking, self-reflection, and therapeutic outlet. His
approach — embraced by therapists across various disciplines — has
found renewed urgency in Israel’s shaken reality, particularly since
October 7th, 2023. To a large extent, the current exhibition frames the
continuity of creation and presentation as a form of quiet resistance —
arefusal to succumb to despair and a call to remain attentive to the
pressing challenges of our time. Throughout the exhibition, under the
guidance of the Museum’s Education Wing, Muza, sessions, exhibition
tours, and hands-on workshops will be held in the spirit of Piven’s
work, transforming the exhibition into a reflexive space — an arena for
observation, questioning, attentiveness, and vibrant creative action.

72



portrait likeness, as well as the ambiguities it introduces.’ To illustrate
the paradox of likeness, he turns to 17th-century caricature, where
each facial element is exaggerated beyond realism. Yet, despite

these distortions, the caricature remains instantly recognizable. The
challenge of capturing the human face touches on what Gombrich
described as the fundamental paradox of turning a living, breathing
presence into a static image — rendering a three-dimensional sitter

in two dimensions. To navigate this tension, he proposes a distinction
between the mask and the face: the former representing the figure’s
mutable features, and the latter its enduring constants. It is the
pursuit of that essential, immutable core that largely characterizes the
Pivenesque portrait.

Steve Brodner, one of America’s leading editorial cartoonists and
caricaturists, writes of Piven’s portraits: “In the best of Piven’s work the
hunt culminates in an ‘Of course!’ This is when something is crystallized
in the art that the viewer might have known all along, but could not
articulate. That ‘of course?!’ is the highest compliment the viewer can
pay a cartoonist. It comes when a portrait is so right, so observant,
so attuned to the nature of the thing examined that the work seems
effortless, as if no other solution could ever be considered.”®

Before returning to Israel from New York in the late 1990s, Piven
had already established himself as a cartoonist in the US. His work
garnered awards and was published in books, newspapers, and leading
magazines. In 2000, he embarked on a new creative path with the
children’s book The Perfect Purple Feather, which became a resounding
success in Israel and abroad, paving the way for additional books
and an ongoing series of encounters with young readers — many of
whom continue to send him heartfelt letters and illustrated tributes

Figs 11-12

in deep identification with his work. In 2004, a collaboration

5 E.H. Gombrich, “The Mask and the Face: The Perception of Physiognomic Likeness
in Life and in Art,” in Art, Perception, and Reality, ed. Maurice Mandelbaum
(Baltimore & London: The Johns Hopkins UP, 1973), pp. 1-10.

6 Steve Brodner, “Introduction,” in Faces by Hanoch Piven: 78 Portraits from
Madonna to the Pope (San Francisco: Pomegranate, 2002), n.p.

73



Dictator. 8 °

He was drawn to its concise representation, which
captured the character in a single, incisive flash. In this spirit, early in
his career he created a portrait of Yasser Arafat, followed later by that
of Mikhail Gorbachev, the last leader of the USSR, among many others
on view in the exhibition. ¢* 7"® Even when his portraits incorporate
a multitude of details and materials, Piven often anchors them in a
single object that distills the essence of the figure. His use of matches
was initiated during a classroom assignment, in which he depicted
Saddam Hussein with a thick, matchstick mustache. The unlit matches
underscored the explosive potential behind the Iraqi ruler’s threats
to ignite a regional war — just before Irag’s invasion and occupation
of Kuwait. In the late 1990s, Piven was commissioned by The Atlantic
Monthly to create a cover image for an issue whose lead essay was
titled “The Holocaust on Trial.” The article centered on the British legal
proceedings against Holocaust denier David Irving, who questioned
the number of Jewish victims during World War Il. In response, Piven
shaped Hitler’s mustache using six burnt matches — a stark and
haunting evocation of the six million murdered. ¢ °

The question of what constitutes a portrait has long been the
subject of scholarly inquiry. Among the most influential voices in
this discourse is art historian E.H. Gombrich, who observed that “the
physiognomic likeness which results in fusion and recognition is
notoriously less easy to specify and analyse.” According to Gombrich,
portraiture is grounded in the faithful depiction of the subject’s external
likeness, based on the proportions among facial features. Yet beyond
technical accuracy lies something less tangible but equally essential:
what he called the “global impression,” which the portrait must
preserve. We may not be able to describe the exact curve of someone’s
earlobe, but we can recognize them in an instant, from a fleeting glance.
In his essay “The Mask and the Face: The Perception of Physiognomic
Likeness in Life and in Art,” Gombrich explores the intricate nature of
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commemorating her heroism while also invoking her tragic end in the
fiery resistance against the Nazi regime, and the doomed fate of those

persecuted by the Nazis in Europe.™ °

In 2019, following a commission
from the organization Combatants for Peace to create the central image
for a joint memorial ceremony honoring both Israeli and Palestinian
lives lost in the conflict, he designed a tree with multiple branches,
composed of matches — some intact, some burnt — set against a
clearing sky, as if planting seeds of possible renewal in a landscape
marked by bereavement, destruction, conflict, and loss, allowing the
“match” — IDF slang for a soldier — to spread a message of hope in its
flame as a spark of light. ¢ ©

During his studies in the School of Visual Arts’ Media Department
(majoring in Graphic Design and lllustration) and the Art Students
League in New York — where he arrived after being rejected by the
Bezalel Academy of Arts and Design in the late 1980s — Piven gradually
forged his unique artistic language and style. These were fertile years
in American illustration and cartooning, part of what scholars Steven
Heller and Gail Anderson dubbed the “New Wave” period. Against the
backdrop of Ronald Reagan’s conservatism, a vibrant ecosystem of
magazines, print media, comics, and street art (graffiti) flourished,
offering artists wide creative freedom beyond the confines of traditional
American illustration.’ The subversive spirit of Dada and Surrealism
found a receptive audience in 1980s and 1990s New York, invigorated
by postmodern concepts that challenged entrenched hierarchies and
distinctions between disciplines, materials, and styles. Within this
energetic, rule-breaking climate, Piven’s distinctive voice began to
take shape, fueled by frustration, difficulty, and a sense of technical
limitation, but equally by a powerful creative drive and overflowing
creativity, alongside an urgent need to express himself and respond.

As a student, Piven encountered an old publicity poster for
the Swedish release of Charlie Chaplin’s iconic film, The Great

4 See Steven Heller and Gail Anderson, The Savage Mirror: The Art of Contemporary
Caricature (New York: Watson-Guptill, 1992).



imitate a beaded necklace and formed her nose from an upside-down
hairpin. In the spirit of Surrealism, Picabia may have sought to convey
a latent erotic desire for the figure of the pretty woman through a pun
drawing on the tension between the image and the title — the English
word “match” suggesting both the source of fire and the sexual fervor
it embodies, possibly alluding to romantic union (a “match made in
heaven”). The Surrealists’ rejection of the established socio-cultural
order reflected a desire to escape its shackles by exploring the
subconscious, following the ideas of Sigmund Freud. They employed
automatic drawing and writing, associative word games, as well as
unconventional materials and everyday objects repurposed to bypass
rational thought.3

Piven’s portraits offer a fresh perspective on familiar figures
populating our cultural and personal landscapes. Using mundane
objects, he not only captures their physical likeness and offers a
glimpse into their inner worlds, but also evokes the broader social,
economic, and cultural dynamics of our time. At the entrance to the
exhibition — staged during a period of upheaval and collective pain —
Piven returns to the image of Theodor Herzl, the visionary of the state,
known for his far-sightedness. Rendered with stark minimalism, the
portrait consists solely of the black contours of Herzl’s beard and
hair, omitting his eyes and facial features. Mounted on a white wooden
surface, Herzl’s iconic countenance, formed from charcoal, emerges
like a primordial image. It evokes Independence Day rituals while
standing as an allegory for resurrection from the ruins, but equally so
for the erosion that still threatens the fulfillment of his vision.

Charred wood is a recurring motif throughout Piven’s oeuvre,
appearing in various forms, as in his portrait of missing IAF navigator
Ron Arad.” ° In his depiction of Hannah Senesh, Piven incorporates
burnt matches alluding to her famous poem, “Blessed Is the Match,”

3 Techniques such as frottage and decalcomania, rooted in this principle, sought
to bypass the conscious mind and tap into the unconscious — hallmarks of the
Surrealist spirit.
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At the entrance to the exhibition, a phrase often invoked by Piven —
“To see is to forget the name of the thing one sees” — welcomes visitors
as a guiding motto. Inspired by a reflection from French poet and
philosopher Paul Valéry (1871-1945) in a text on Edgar Degas’ dancer
paintings,1 it encapsulates the longing to break free from conventional,
language-bound modes of representation that constrain our direct
and unmediated perception of reality. At the turn of the 20th century,
many of Valéry’s contemporaries wrestled with the question of how the
human impulse to name and define every phenomenon might actually
restrict our ability to truly perceive the world.” The brain’s evolutionary
tendency to identify familiar patterns and ascribe meaning to images
that do not exist in reality is known as pareidolia — a phenomenon that
may explain our tendency to see faces and forms in drifting clouds
or inkblots. This conditioned perception becomes a visual metaphor
for Gestalt theory, which examines the mind’s inherent drive toward
generalization and structuring — a drive that Valéry actively resists, and
in relation to which Piven operates, working between opposing poles.

This human tendency, later embraced by the Surrealists, has deep
roots in art history. One can trace it back to 16th-century Milanese
painter Giuseppe Arcimboldo, who constructed portraits from fruits,
vegetables, and other organic elements and assorted objects —
revealing the mind’s propensity to organize disparate parts into a
coherent human image. &% 12

In the 1920s, French avant-garde artist Francis Picabia created
his Match Woman in collages that resonate intriguingly with Piven’s

Fig. 4

practice. In two versions, Picabia emphasized the drawn contours

of the woman’s head using matchsticks; he affixed coins to her neck to

1 Valéry's original quote refers to French mathematician, physicist, and philosopher
Blaise Pascal: “.. he did not know how to see, meaning, he could not forget the
name of what he saw.” Paul Valéry, “Degas Dance Drawing,” in Collected Works of
Paul Valéry, vol. 12: Degas Manet Morisot, trans. David Paul (Princeton: Bollingen
Foundation & Princeton UP, 1960), p. 64; see also: Paul Valéry, Degas Danse Dessin
(Paris: Ambroise Vollard, 1936) [French].

2 For example, Maurice Merleau-Ponty’s discussion of the need to liberate oneself
from the confines of language in his book Phenomenology of Perception (1945).
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Hanoch Piven

Aya Lurie

For over three decades, Hanoch Piven has been creating three-
dimensional assemblages from readymade objects, which he arranges
into a new syntax, offering a multi-layered reading and a stylistic
language unmistakably his own, blending playfulness, vibrant color,
and humor with a sharp critical eye and an open invitation to dialogue
with the viewer. Presented in the large hall of Herzliya Museum of
Contemporary Art, this solo exhibition traces the various threads that run
through Piven’s practice, spanning portraits of political figures, cultural
icons, and intellectuals, originally created for magazine covers, books,
feature articles, and columns, published across leading platforms in
Israel and abroad (Time magazine, New York magazine, The New York
Times, Rolling Stone, The Village Voice, Newsweek, Haaretz, Yedioth
Ahronoth, Maariv, etc.). These are supplemented by preparatory studies
that reveal his creative process, as well as children’s books featuring
his illustrations, and a series of programs he developed for Israeli
Educational Television. In specially designated activity zones in the
exhibition space, visitors are invited to engage first-hand with Piven’s
dialogic method, which fosters observation, experimentation, play, and
self-exploration. Rooted in techniques he conceived in his workshops
and enriched by principles of art therapy, these practices aim to ignite
creativity and liberate the imagination.

The exhibition’s title, reFORM, encapsulates both the essence
of the artistic act and its inherent potential for transformation and
rectification. Piven invites the viewer — as well as himself as an artist —
to let go of familiar patterns, attune to conditioned frameworks of
thought, question them, and reflect an alternative narrative to the
official one, as a first step toward deeper understanding of reality.
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