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Head and Uccello's Chalice, 1978 < 1
Blackboard paint, classroom chalk, lacquer and photo
on vinyl sheet, 183x97 cm

2010 X137 - 2009 120211 ,N01711A1 D?Y?2A < 2
273X 70 ,nIXY7NN 07977 002 N0 1PTI0D ,NTIayn 17700

Chalices and Corpses, November 2009-January 2010 < 2

During work, studio Tamar Getter, Kiryat Hamelacha,
Tel Aviv
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Stage Design and Live Drawing for Ma'Lov', 1998 < 6
Theatre de la Bastille, Paris

Choreographer: Bernardo Montet

Photographs from video during rehearsal

in Brest, France
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Tel-Hai Yard (in two towers) <5

From Tel-Hai cycle, 1988

(reconstruction of a 1975 work)

Tel Aviv Museum of Art

Whitewashed at the end of the exhibition
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Corpses Drawn with Eyes Covered, 2005 < 3
Pencil on paper
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Andrea Mantegna < 4

Lamentation over the Dead Christ, ca. 1490
Tempera on canvas, 68x81 cm

Pinacoteca di Brera, Milan
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Tel-Hai and Sleeping Guard (version 2), 1978 < 7
Blackboard paint, classroom chalk and lacquer

on plastic sheet, 204x94 cm

"Sleeping Guard" after the head of a Roman guard
from Piero della Francesca, Resurrection, ca. 1463

17711 7147y ,n17xn o < 8
1978-1974 ,°n-'7n MTNNY7 nidn *n?pIn
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Two Yards, a Circle and a Corpse < 8

Preparation studies for Tel-Hai cycle 1974-1978
Pencil on paper
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Untitled < 13
Preparation studies for Tel-Hai cycle 1974-1978
Pencil on paper, 21x29.5 cm
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1978-1974 ,°n-'7n N1TNNY7 N1dn °npIn
X"2 n"p 21x29.5 ,1771 7y 11197y

Torso in Pond; Torso-Cart; Stone-Bearer Torso < 14
Preparation studies for Tel-Hai cycle 1974-1978
Pencil on paper, 29.5x21 cm each
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Los Angeles Project, 1993 < 15

0il-tempera and chalk on three walls, Whitewashed
at the end of the exhibition

(details on p. 17)

1994 ,(v19) M1Y7182 NP1 < 16
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7% 7y T2 7y (DPNI1217IX

Double Entrances (detail), 1994 < 16

Museum of Art, Ein-Harod (Atar Hall: wall 4 and wall 1)
0il-tempera (by squeegee), 0il chalk and sniped
drawing (by mason's plummet) on canvas on wall
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Adon Melech Ben-Zion Building, 1932 < 17

and Dr. Berlin Building, 1933

(homage to Valeska Gert and Jacob Pinkerfeld), 1994
Details from space installation at the exhibition
"Tel Aviv in the Tracks of the Bauhaus," the
historical building of Haaretz newspaper, Tel Aviv
(Valeska Gert after stills from Salome, 1932

and The Matchmaker, 1925). Classroom chalk and
oil-tempera (by squeegee) on an oil-tempera surface
on wall. Text: handwritten with classroom chalk on a
surface of industrial paint on an external drywall.
Space dimensions: 3x6x5.5 m, whitewashed after the
exhibition's closing
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Tel-Hai and Sleeping Guard (version 1)< 21

From Tel-Hai cycle 1974-1978

Blackboard paint and classroom chalk on plastic
sheet, 204x114 cm. "Sleeping Guard" after the head
of a Roman guard from Piero della Francesca,
Resurrection, ca. 1463

1463 ,7w7 070N ,ND'X118 177 171778 < 22
n"p 200%225 ,n18900 17019
N°707K ,1777180DIKD ,73177Y0 INTINN DN

Pierro della Francesca, Resurrection, ca. 1463 < 22

Fresco, tempera, 225x200 cm
Museo Civico, Sansepolcro, Italy
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After Laughter (detail), 2008 < 19

Industrial enamel, wax, oil chalk and dry pigment

(by spatula, squeegee, rubber pieces, sponge, mason's
plummet and brushes) on polyurethane sheet, 1.38x9.78 m

1923 ,7TAIXT NTANY7 OvI270 17700 1707771 < 20
n"D 37.5x54.5 10777 TNXIN 1771 7y ONY

Vladimir Tatlin, costume for the play Zangezi, 1923< 20
Charcoal on paper mounted on cardboard, 54.5x37.5 cm
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Bograshov Project (detail), 1992 < 18

Space installation. 0il-tempera (by squeegee),
0il chalk and rubber stamps on four walls,
whitewashed at the end of the exhibition
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1978-1974 ,p°m83d < 25
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,DINATE 1771 7y1 1771 7y Navy
X" n"p 20.5x32.5

Bound, 1974-1978 ¢ 25

Studies for Tel-Hai cycle

Pencil on paper and tracing paper,
32.5x20.5 cm each

2002 ,p777°X < 26

n91¥A7 N13n N

172X 70 ,(W777) 7713 7871 707 17174 ,070 10X
"1 n"D ,28x22.5 ,1771 7y N9y

Iris, 2002 < 26

Studies for Der Betrachter (The Viewer), wall work,
"Action Express" exhibition,

Kalisher Gallery, Tel Aviv

Pencil on paper, 22.5x28 cm each
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1823-1816 ,nX191 N7N17X ,N?1A 17D?D118 < 24
n"p 21.5x32.5 ,177xn 07720 ,"D°79N0" 100

Francisco de Goya, Disparate conocido < 24
(Familiar Folly), 1816-1823

From Los Disparates/Los Proverbios

(The Follies/Proverbs), aquatint,
32.5x21.5 cm

71TNNY N12n "NIp, 07777071 M3y 107110 *nwr < 23
1978-1974 ,°n-'7n

,0INAN8 1771 7171773 7y 10Avy

N"2 n"p 21.5x27 172'7 n"D 21x21 172

Drawings of Torso, Poultry and Scarecrows < 23
Studies for Tel-Hai cycle, 1974-1978

Pencil on paper and tracing paper,

between 21x21 and 27x21.5 cm each
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(D7312 117NN 1100) 1982 ,0°D)120 0913 < 30
n"p 450x150 ,71 7y 171 nIXY ,777777x ,m77yax

Gathered Landscapes, 1982 < 30

From Landscapes cycle

Blackboard paint, acrylic, lacquer
and chalk on canvas, 150x450 cm
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(07313 11TNN 1100) 1982 ,A1TY1 0?10 DY 07313 < 31
n"D 465x155 ,71 7y 17A1 NIXY7 777777 ,m77yax

Landscapes with Donkeys and Alley, 1982 < 31
From Landscapes cycle

Blackboard paint, acrylic, lacquer

and chalk on canvas, 155x465 cm
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Nabi Yusha, from Tel-Hai cycle 1974-1978 < 29
Blackboard paint, chalk and photo on vinyl, 143x90 cm
Processed TV screen photo: State Decoration
Ceremony, 1967; Narkis, a famous Six Day War officer.
Nabi Yusha (Arabic for Prophet Isaiah) was a British
Police and Control Station in the north of Israel,
built as a fortress on top of a mountain. Similar
strategic bastions of British Mandate rule are
scattered in the area, as well as along the West Bank
of the Jordan, where the Jordanian Legion and the

IDF took hold successively. The 1948 battle of Nabi
Yusha, regarded as one of the toughest battles of the
Independence War, has acquired a legendary status

,07717y 710721 MNP YIX UX1 < 27
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Blindfolded Head of a Black Man, ¢ 27

Studies for Tel-Hai cycle 1974-1978

Pencil and charcoal on paper, 32.5x20.5 cm
After heraldic icon in Piero della Francesca,
Legend of the True Cross: Battle between
Heraclius and Chosroes, ca. 1452-1466

$IN7NXN 27XN DTAX ,N7D'X118 07711778 < 28
1466-1452 ,0X11D1NY7 D177{770 172 2770
N7707X ,1¥X ,1{7D'X113 1D ,1{7D13

Piero della Francesca, < 28

Legend of the True Cross: Battle between Heraclius
and Chosroes, ca. 1452-1466

Fresco, San Francesco Basilica, Arezzo, Italy

TNN .0'AN730 TININD W 7W 0'7171 00120 0'AW0 1179
L1077 911 7N 73100 'N7TION WNT 7W AT NWI 07T
T 7103 BN TIN 17 IWI7 111127 B0 W7 1NN 701
27 N 111D IN172 ,A7W 0TI UR W77 1IN T1091M
TIN T127INA 71700 TU1, 71107130 1'MBWw1 7917 7'7°'NAN N7
INJD TI'AW” AT NWATAYT 1171711 TIN 1I0N191 19N
TIU1 T1U 11907 7'WANT 17w 11j7'0{777 DIJI NI 77N
29-27 D™ 11'N) 713N2M D170 71U 7W TN

INNT .NATY DATTAT U370 02 73N JITING 910
,19111 117107 71903 IN 17103 71T 10710 71001 ANTIAN
"IT1137 N N1 10070 “TITNA 077171 NN NI TWNDT
U7 NTN T T NANA NI TWND ;10710 T1U7 9070
1"70 21WN7 1117 TITINAA 7132703 1770 21277 TWONA NI
- NIN 1100 U731 N 1'A - 1PTIBIB 7w 0'NI1nd 01
7W M1 009NN 10BN ANIMANT IN NT2IA7 1712'W
TIN N"79{17 717210 INTI¥W 217N 091 DU 107107 N1 101
77710 DANNT TI7°N 119N 1970 DU 13w 7N NN 1190
ONT,7Ti IN U732 ,U31 02 TN 1197 ONT.107T107 WNT NYTIW
,0'013 T1TNN1 12D 9131 ATWA NU TN NU ONTNU TN DT
1071971 BINATDI JIITTA “W713 107117 12w ,1983-1979
0w 97N NI .0'91 N1TNA 7W 17 BN7117190 177 1910
0712 ,0'AN17 ,0°11AN 7W 71111 0192 ,0770 ,077'7NT 7N
IN ,INIBW TI'ANI N'7'7¥2 IN :0JDINT WA TANI 0NN
0'0INT ,JITINA 1"IW 01112 - 0031 ,7 7' INI'A 171
07110 mwy

1INDU) 24



1978-1974 ,>n-7n TN 1100 ,1978 ,n1TY < 34
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717N 1°Y ,M1INKY7 12¥nn X717 781 DX

Alley, 1978, from Tel-Hai cycle 1974-1978 < 34
Blackboard paint, lacquer, enamel and photo

on canvas, 121x152 cm

Processed TV screen photo:

State Decoration Ceremony 1967, bereaved parents
Rafffi Lavie collection, Ein Harod Museum of Art
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1986 ,"...An apple serves as well as any skull" < 32
1771102 n77770737pIX ITAN 110N

n"p 124x88 ,1771 7y 777771 1NY-n13AD ,0?27A

"Le Monocle de Mon Oncle" ,p127DD DX7X1 : 710N

"...An apple serves as well as any skull," 1986 < 32
From Artificialia Naturalia cycle

Graphite, oil-tempera and acrylic on paper, 88x124 cm
From "Le Monocle de Mon Oncle" by Wallace Stevens

1986 ,"...I shall not play the flat historic scale" < 33
777103 N?727D737pIX TN 1IN0

n"p 124x88 ,1°71 7y 77'7717X1 1NY-n13D 17T 1NBY

"Le Monocle de Mon Oncle" ,D117UD DX7X1 : 7100

"...I shall not play the flat historic scale," 1986 < 33
From Artificialia Naturaliacycle

Ink pencil, oil-tempera and acrylic on paper, 88x124 cm
From"Le Monocle de Mon Oncle" by Wallace Stevens
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From Recruits cycle, Frankfurt, 1989-1991
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Repin's General, 1990 < 35
0il-tempera on canvas, 130x175 cm
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272X 70,7019 DX ,N"D 115x140 ,7a 7y 1nw-n1anvp
Also Profile is Aggression, 1990 < 36
0il-tempera on canvas, 140x115 cm

Private collection, Tel Aviv

1990 ,"?¥12 N1N2a7 D212 D2DIY?{7 1N K7" < 37

n"p 140x115 ,7a1 7y 1n¥-n1anv

"Not like Decoration in a Black Cemetery," 1990 < 37
0il-tempera on canvas, 115x140 cm
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1992-1991 ,1°aX 70 ,N?MW D202 D?NIY?P 1ITAN 110N
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Hand and Foot, 1991 < 38
From History Lessons cycle, Tel Aviv 1991-1992
Chalk, lacquer and oil-tempera on canvas, 178x178 cm
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Robert Kaplan, The Nothing That Is: A Natural <6
History of Zero, Oxford University Press, 1999, p.1
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p. 32«

Mason's plummet study of a computer
model after "Perspective Study of

a Chalice" by Uccello

37-33 'ny <
717p7aDp13 07PN 7w PpEIN 7377 0°pOD
17'XIK DXD "y72A 7w

pp. 33-37 <
Freehand study of "Perspective
Study of a Chalice" by Uccello
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=
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,N1711A1 027y

2010 X117 - 2009 7anan

,DA 7nn 1°TIWD ,NTIayn 177002
173X 70 ,naN7nn nap

pp. 32-37 <

Chalices and Corpses,

November 2009 - January 2010
During work, studio Tamar Getter,
Kiryat Hamelacha, Tel Aviv
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2000 ,TAX 172 M1220 MFDPIIA .(32-1) 1 a1T'D < 1
9/32 ,4/32 ,1/32 :0°a7 ,60 11TNN 110N
X'"2 n"D 21x29.5 ,1771 7y gy

Series 1 (1-32). One-line complex grotesques, 2000 < 1

From 60 cycle, pages 1/32, 4/32, 9/32
Pencil on paper, 29.5x21 cm each

2001 ,?722 7TN X1n .66 'DN < 2
n"p 21x29.5 ,1771 7y 11137y ,60 NTNN 11NN

No. 66. ?é tornato?, 2001 < 2
From 60 cycle, pencil on paper, 29.5x21 cm
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During work on Suzanna's Cities, 1993 ¢ 5
Space installation in La Laterie, Strassburg
0il-tempera, markers and class chalks

on industrial color support, on wall

3.5x11 m each

whitewashed at the end of the show
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After Laughter (detail), 2008 < 7

Industrial enamel, wax, 0il chalk and dry pigment
(by spatula, squeegee, rubber pieces, sponge,
mason's plummet and brushes) on polyurethane
sheet, 1.38x9.78 m
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Chalices and Corpses (detail) < 6
November-December 2009

During work, studio Tamar Getter,

Kiryat Hamelacha, Tel Aviv

Freehand study of Uccello's Perspective Study
of a Chalice. Charcoal on cotton-polyester
sheet; 4 units, 1.55x13 m
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Double Monster, Tokyo, 1966 <9
Wall and floor installation
at Sagacho Exhibit Space.
During work
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Double Monster, Tokyo, 1996 < 8

Wall and floor installation at Sagacho Exhibit
Space. A mason's plummet study and a freehand
study of Uccello's Perspective Study of a Chalice.
Classroom chalk, sniped drawing (pigment powder
applied with mason's plummet) and oil-tempera
(by squeegee) on oil-tempera support on canvas on
wall. Text: calligraphy with Shodo brush on 1,170
Styrofoam units on floor; painting: 3.64x6.9 m,
floor: 12x2 m; Styrofoam unit: 10x20x5 cm
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La Belle Captive (detail), 2002 ¢ 12
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Chalices and Corpses (detail) <13
November-December 2009

During work, studio Tamar Getter,

Kiryat Hamelacha, Tel Aviv. Freehand study of
Uccello's Perspective Study of a Chalice. Charcoal
on cotton-polyester sheet, 4 units, 1.55x13 m
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La Belle Captive (detail), 2002 < 11

Wall work at Pe'er, Hamidrasha Art School Gallery,
Tel Aviv. Sniped drawing (pigment powder applied
with mason's plummet) on wall. 3x8 m
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Half Tel-Hai and Chopped Duck, 1978 < 16
Enamel paint, oil chalk and classroom
chalk on canvas, 2.16x1.1 m

Collection of The Israel Museum, Jerusalem
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Details from the installation Double Monster, < 15
1996, Tokyo
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Boulevard Central (Nordau Garden City, < 14
Alexander Baerwald, 1920) (detail), 2002

Three-wall installation in the exhibition "The
Return to Zion: Beyond the Place Principle," Time
for Art, Tel Aviv. Sniped drawing (pigment powder
applied with mason's plummet) and blindfold drawing
with classroom chalk on industrial paint on wall; as
well as 0oil chalk on oil-tempera on wall.

Text: handwritten in class chalk. Central wall:
2.85x12.2 m; side walls: 2.87x2.6 m each; whitewashed
after the exhibition's closing
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Long John Silver, video«—wall painting«-cast, < 18
2006, installation at Dvir Gallery, Tel Aviv,
group exhibition "Hakafot." 0il-tempera and glue
putty (by spatula, sqeegee and brush) on Fibonacci
grid sniped on wall with mason's plummet. Cast on
floor: marble and polyester
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White Long John (detail), 2007 < 19
0il-tempera on wood, and cast, 132x420 cm

Cast height: approx. 100 cm. Private collection,
Ramat Hasharon. Photo: Ron Amir

51 JOHNATHAN SOEN

7019 "TIANT "DIBIND TIBFNN NI TIN NN 71003 a1
TIN 071070 1IN N7 D7100W 773103 01727 7NNI010 N0
O'01IN TINW 7171 N7N 713N T'D101INA .07 71D 1770 73 0
TI'17” T1U N7 J1PT10° THIWONT'N 71N 7W 1°NINa 17'AT7
JI17 N71 17 ON D MTI7 N7 OIN
INNY7 "1A0 1IN N3N ' 70 ,moor or less - to be
Titus) 1'0D07"W 7W DIF'INTTIN DIB'BI NATT 7L 11270
T ..[55-50 MW ,2 13'¥0 ,4 12700 ,Andronicus
19 11'N) B'70NT7 1'907W 7w INNAN 27NN IN31WNY7

7

N1 T2 7 TBIIND 7717 "D10INT 7TIA0 10 7770 ,INDN
2 (20 T1'N) 1997 11" BIWD - *BINTT 913 7703 A7N)7
01717 "BIINT 7NNIV1DY7 N1 IADIAN AT 71N N
11,7717 1700 11902 JIWONATN OU 113 1100 AWl
fWwun'7 N2(*)70 0'wNIN D'NNFAW 1270000 IN IR0
W MIIWIA OO 1A 10 7Y 7w 271N
07 WI17W DU 711203 ,1™0173 070 ;17192 NIWONT'N
N7 ITIN"IA Y7901 070370 7W 9IWn N7 1IN, DBITITN
N7 D701 U711 7'722 11312007 ,121A2 ,01I'1 7IN 1IN0
111971 12771 1IN 1°2077 "7 1190 1907 71V ,112WNa N1
17N MIMIWONAA 127 ,N7].719'0 1907 02N NN TIN
ABIW 7 ,119'001 .ATINA N7 WN N .17°'NN270 07177 N7
70 77191077327 11900 I3 ANT12°70 91017 NY7NN
J11279100 17T 7N 71N 7700 7171201 07110 NU1IN
N7'U0 DU TR O7'Bnn 1IN TAT7 N7W Qw7 1wiu

17NN01 AAWINW Q3NN Bl 7w 01w 11 7U91nw
01017 AMIN 17300 aIANT7 NN 077900 TINJINa
72 .119'01 70 13211 1190 1907 70 901 ;n21N31
f1'¥N71107 T'WUI N'BINTIA 1NT'Y72100 *BINIT 131
17 IWON ON N'1301 7' ,071'N 1JWY7 071N "T'NY77)
— 'NMA'72101 .("719'0 N'NAAYT7 Y70 00 CTWON 0 N7
19077) 171090 10dw 1770 MTAUN 0170 IN'n'71107

f1'N ,*772770 11'AT1 NUA7A0 AmaT7 AW 1'01nIN
O'7N'T'N OTINI ON 3 IT7NTTIN TIN717° 1IN 17010
7032100 DIYTAN NTIW 1732 T'N7157707INA TIN DTIWONAG

v1 7w

6.2

U910 1'910INT  JIWNIAA 1'9101IND 12W 07103 ,12 7U
(.. TN ,AW17§7 ,M1271910 ,NT7093) 1120 NI0N2 1'AN
07107 17710 7W 721790791 10 NB1 NTW A7'01 77
W 17'7W3 17172 N2 0NN UNW TI0 72 71,0001
AN 17W OB NA7WIN AN717'0IN N210Y7 Mwann
3T NN IAT 17 0 N7 D700 101 7W 'D10INT TI0[710
IATING 1A NNT 71097 Wizan 201710 0717120 7N 0U
ATN717'BIND 7W 000

=700 ‘77200 702 A1 NG 70 2107 TWON
taking) mwnInn7 (place) D1j7ni 1"1 - AN 'M710
"D17N7NT 1'NW 177 13w '11'Ni 12101 - D191B7IN ;(place
BIN7T INAW U IMING L12) 100 711 7N 7109 N7IND
0191777 "M1'A'7" 11 NVIBAIN'AA 1A™700 T 70 111010
TU DTI7INYTNGA 17770 1371993 1IN ON 790 1WN ,"0170
AWND 7190 111732 AT 1770 N0 AT AN (017
JUANU 7'NA 7W 7NNIBID 01 713 T3 713 07109 72
110131710 7W 171900 NU 717 703 13270 11017 7w minT
T'I'U2 AANT N0 7w MATW 01w mMIT0 N9TIn
ANTND TN TN 1ATY7 77 71N (18 T1'N) 111 IN011Y7
S 7Wn'T7 791 TN N ,T70 U090 11 7w 1370l YINN
77000, (NUT 727 7w AnTan INua) 7 amnTa banw Y73
W7 7NN (ANTIAN 7270 7w 03700 10 NNDa) ATl
712" 1'NW D1WT7 A1 'I0IBIN TIN'TT 70 21WNYT7 nwi
A1 0INNA BANW 73 70 IN AW 70 NN TI0 TWi7
LJTII70 T'NWD 1NW AT TWND

17127 N7 DO'O1DINT ‘7 NN TINIA 1770 01331010 721
07107 7w 1M97Ni 12W 72,0710 1177 191N D1W3 117

NI TR0 O30 7W 0791 17A0 1oL 7w — "IN
DUD NJIJW 'A) 7ANA N170 D7 1IUA 1227 T'AN 0 TR
TN U770 NIOWw AT 1790 (0T In1 7w w3
NI 1"27 71200 AN 1TIWW 7N 1°3 TTAND 1137
(MWU7 '712' N7 7132 DYMIN 179N 71T UTIN TR 210 D)
TI27UN TIN 101 7W T30 AT AN TIN 7910W 1270 NI

.D170{7N"19 TI'O1BIN 171097 111 107000 05710

6.1

TIN'T10 12 TINN TIN J1'AT3 A700 170 1'9101N1
JNTTN CTTNA 7W AIWNTT T30 111 73N 110010
171097 D'WITIN 02710 NIWY 70 anTaa qan
17217 D17N3a TWNT LA 19700 7w 17211 ani1woan
7'TNA TNN 12W 7712 00N 0, 13WIN7 a7130 1N
AT 77100 TIWD .ND™Ji TIN 023107 11wt 1710 n'aa
W 73WY7 A0 T 771 N7 ,7113°N73 0773 N1 ON
DIVIN 17WA AN'INA AANUT7WI TWN 7111 171091
UPNA NN (1TTND 7W N'IDA0 TIANTIN 910N 1T
INNYT 01 71177 A2'WAN AN'T10 ON NANY 1170 12113
TIITION 1NMATTI 1WA 70 NYIW NNAT NTIW) 7100 Nzl
0N DANU D'BITNA NIWUW DIWA A7 ,(1727 BTN 7w
W 121970 NUINT M7 7170 1370 1°10 Awuny
0'B7AIN 7W 779707 N7°NN2370 NI120 73N 0'B1TNG
=T0JBINT NIUBTAT7 NN L TIITINT TIINNINYT IN/
TN 71771 10T .NT*11 7171092 N*A1TNA1 N
T1'7192 T10%I31 O'BIVT'NIT 7N D'WI1D 1INW 1177°U
01N TAND D'WINT 0'I2A 13W BP9 (17 T1°N)
17707 .0A7W N1'Y73190 7W 1717100 13100 1'10
171700 TIN TBBIWA 177 NUNAT 1A TINUW N1D101ING
OY7NTT'NT7 TT7N'T'N TNUTINA 'DI0ING 70 TI'AN
71N N7 N 7'3257n 07103 ,7179 01 773 ,3IN) 000N W
"1 ,T'MUY7 Nu12n N JI001AA 71INdn 1°10 wwin 0
v (lich ideall "INTT 7N'T'N7 [ideal ich] "7N"T'N "IN

1995 ,(v13) M17192 MIP33 < 17

AAYTITA,AN73717A L TIN 1Y L N1I0KY 10¥Na 770 naxn
NY-N130Y1 (07117 7IN DIYXNKD DINA?E Dj7aX) 717X DIw
:7T20 177 .77 7Y T2 7Y 10P-D18ND YXN 7Y (A0 DIYXNX])
'n 3x2.9 :N1D713 M7 ,'D 7%x2.9 :07TTX M7 ,'D 7.8x2.9

Double Entrances (detail), 1995 < 17

Space installation, Ein Harod Museum of Art
Classroom chalk, oil chalk, sniped drawing (pigment
powder applied with mason's plummet) and oil-
tempera (applied with squeegee) on an oil-tempera
surface on canvas on wall. Central wall: 2.9x7.8 m,
side walls: 2.9x7 m, entrance walls: 2.9x3 m
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Split (details), 1998 < 21

Space installation, Passage de Retz, Paris
Classroom chalk, pigment powder, lacquer and
hula hoop on oil-tempera on wall, floor and wood
panels, approx. 2.8x3.5x6.5 m. Whitewashed after
the exhibition's closing
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Romantic Landscape-Simplified, 1997 < 20
Open-air installation in an olive grove as part
of "Humanism 2000?": The 4th Sculpture Biennial,
Ein Hod. 0il-tempera and oil chalk on plaster on
cast concrete platform and perpendicular brick
wall; text: printed manually (with rubber stamps)
in oil-tempera; cast platform: 12x170x800 cm:
perpendicular wall: 120x70x25 cm; disassembled
after the exhibition's closing
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Michel Serres, Genése, Grasset, Paris, 1982. < 2

Wallace Stevens, "Description Without Place," <3
Transport to Summer [1947], in Collected Poetry
and Prose, 1954, p. 296.
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GO 2, 2010

0il-tempera, wax, oil chalk, dry pigment
and industrial marker (by spatula,
squeegee, rubber pieces, sponge, mason's
plummet and brush) on canvas

1-9, hanged successively and joined
along the walls: 184x949 cm; 184x995cm;
184x1,320 cm; 184x620 cm; 184x900 cm;
184x544 cm; 184x676 cm; 184x847 cm;
184x236 cm




"1 0'U a1l

2010

170-141 'ny <

2010 ,n1711A1 D?Y2A

7710 7V 0°X3277IN DIYXAND 717X 070N
‘7v 727073013 7NN 17'XIX *3 7y) avnn
,0"D 24.5x29 ,71771 7y 1°T1 vy ,1450 ,y72a
,(N7707K ,NX1178 ,7X70IX , 070170 D177
177NN 79 DNA MYXNXA *paIn 2277 07pIm
LDDX?718-03010 DY 7Y 17K 7Y
nagy 02770 ,X"2 n"p 1300x155 ,m1°Nn7 4
.071X71 11177 22P 7Y DIAIT2 nTINX)

I A0 72°77TK :apnn 7T

27D23{7 07 ,1NIADT 723y :N1WIVDIDX

141 CHALICES AND CORPSES




o~
<
h
~
5
2
a
=
E




AT T T e
VIR o e R

- r —
E i v s i i A
— - e T




147 CHALICES AND CORPSES



kﬁgr
,: 1llmi. ll "“!r

I :I‘i-

: - ..__-:H* | :‘ ) ! :
S J-
a' " Q!ﬂ i
f

_ 4!'.4!"““‘ L‘b‘s’

:,n"




o

e
'
i

o g,

o -

e - " —— - 9 -
u r g -
- x
- o el
n — - YT W b s
= = | # L F
# T v
o « @l
Ed
: - o - ! -
— - - » =
= i * — - — e AP '
. 3 i ¥ 4
— Bl
¥ ] (] =
sl — = -
; e
T [
= ! |
- i = N
- = - K
. P . .""!-.H
& ne - o
- - -
e [
S F "
i b B ¥ M &
— == = b i, i i
ad — k. =
ey —— -

.
1
e

nran ot

150



1111111111111111










e

!
/-

0wl 158



— m
—
__--#-.-——




]]]]]]]]]]]]]]]]



¥
©
-
—~
ja
2
=]
=
[







169 CHALICES AND CORPSES




CHALICES AND CORPSES

2010

> p.141-170
Chalices and Corpses, 2010

Sniped drawing by mason's plummet

of a computer model (after Uccello's
Perspective Study of a Chalice, 1450,
pen and ink on paper, 29x24.5 cm,
Gabinetto Disegni e Stampe, Uffizi,
Florence, Italy), and a freehand study
in charcoal, of Uccello's Study, on
cotton-polyester sheet

Four units, 155x1,300 cm each, hanged
in pairs successively and joined
along two perpendicular walls
Computer model: architect Hagai Nagar
Assistants: Inbal Wasserman, Ketty

Kanevsky
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> p.177

Tel-Hai and an Ideal City, 1977
Blackboard paint and chalk on vinyl
and canvas: photo of the painting
Ideal City, attributed to Piero della
Francesca (ca. 1470, oil-tempera

on wood panel, 60x200 cm, Galleria
Nazionale delle Marche, Urbino,
Italy), 122x140 cm

Collection of Tel Aviv Museum of Art

> p.178

The Inner Yard of Tel-Hai Yard, 1975
Photos, markers on vinyl sheet,

on wood, 115x94 cm

Model: Menachem Chaimovitch

> p.179

"Half" Tel-Hai and a Chopped Duck
Enamel paint, oil chalk and classroom
chalk on canvas, 216x110 cm

Collection of The Israel Museum,
Jerusalem

Purchased by the Recanati Fund for the
Acquisition of Israeli Art

> p.180

Antipatris Fortress

Blackboard paint, acrylic, oil chalk
and classroom chalk on vinyl, 140x91 cm

> p.181

Blindfold Torso

Enamel paint, oil chalk and classroom
chalk on canvas, 94x140 cm

Collection of Tel Aviv Museum of Art

> p.182-183
Antipatris Fortress (details)

221 TEL-HAI

Blackboard paint, acrylic, oil chalk
and classroom chalk on vinyl, 140x91 cm

> p.184

Giotto-0'kamotto (version 2), 1975
Acrylic and markers on vinyl sheet,
163x163 cm

Collection of Museum of Art, Ein Harod
Text in painting:

Giotto knew how to round a circle free
hand /

Giotto knew how to round a circle
without tools /

Giotto could draw a round circle by
the eye /

O0'kamotto knew what awaits him /
0'kamotto does not want to kill
himself /

0'kamoto chose a weird walk of life

> p.185

Parade, 1978

Enamel paint, lacquer, oil chalk

and photo on canvas, 127x149 cm

Photo from Luis Bufuel, Los Olvidados
("The Forgotten Ones"), Mexico 1950

> p.186

Torso and Palm

Enamel paint, oil chalk, classroom
chalk, lacquer and photo on canvas,
109.5x214 cm

Photo from Luis Bufiuel, Los Olvidados
("The Forgotten Ones") Mexico 1950
Collection of Gordon Gallery, Tel Aviv

> p.187

Torso in a Puddle, 1978

Enamel paint, oil chalk, classroom
chalk and lacquer on canvas, 88x139 cm

> p.188

Asa, Kahalani, a Head in Conoid Hat, 1978
Blackboard paint, lacquer, classroom
chalk and photos on canvas, 150x91 cm
Processed TV screen photos: State
Decoration Ceremony, 1967; Asa Kadmoni
and Avigdor Kahalani, two of the famous
Six Day War officers, medal bearers

> p.189

Tel-Hai and Sleeping Guard

(version 1), 1978

Blackboard paint and classroom chalk
on plastic sheet, 204x114 cm

(In association with Piero della
Francesca, Resurrection, 1463, mural
in fresco and tempera, 225x200 cm,
Museo Civico, Sansepolcro, Italy)

> p.190

Giotto-0'kamotto (version 1), 1975
Blackboard paint and classroom chalk
on plywood, 245x122 cm

text:

O'kamotto knew what awaits him /
O'kamoto chose a weird walk of life /
O'kamotto does not want to kill
himself /

below: Tel-Hai Yard

> p.191

The 01d Yard of Hulda and the New Yard
of Hulda, 1977

Blackboard paint, acrylic and oil
chalk on vinyl, 131.5x163 cm

> p.192

Longer Arms and Tubes, in a Circle
Blackboard paint, classroom chalk,
0il chalk, lacquer and photo on

plastic sheet, 215x215 cm

Processed TV screen photo:

State Decoration Ceremony, 1967:;

Asa Kadmoni, one of the famous Six Day
War officers, medal bearer

> p.193

Encircled Asa Kadmoni and a
Scarecrow (version 2)

From Tel-Hai cycle, 1974-1978

Enamel paint, acrylic, oil chalk,
classroom chalk and photo on
transparent plastic sheet, 215x215 cm
Processed TV screen photo: State
Decoration Ceremony, 1967;

Asa Kadmoni, one of the famous Six Day
War officers, medal bearer

> p.194

Bereaved Parents in Circle
Blackboard paint, lacquer, oil chalk
and photo on canvas, 137x177.5 cm
Processed TV screen photo: State
Decoration Ceremony, 1967

> p.195

Tree Path, 1978

Blackboard paint, enamel paint,
lacquer and photo on canvas, 121x152 cm
Processed TV screen photo:

State Decoration Ceremony, 1967;
bereaved parents

Collection of Raffi Lavie,

Museum of Art, Ein Harod

> p.196 (p.96)

Tube, Scarecrow, Guitar Player, 1978
Enamel paint, oil chalk, classroom
chalk and lacquer on canvas, 118x140 cm

> p.197

Headless Warrior

Blackboard paint, enamel paint,
lacquer and classroom chalk on canvas,
214x119 cm

> p.198

Burnt Red Brick House, 1975

Acrylic paint, classroom chalk,
thumbtacks and photo on wood panel,
89.5x111 cm

Photo: Ron Amir

> p.199

Torso-"Vase"

Enamel paint, lacquer, oil chalk,
classroom chalk and photo on canvas,
115x214 cm

Processed TV screen photo: State
Decoration Ceremony, 1967;

Asa Kadmoni, one of the famous Six Day
War officers, medal bearer

> p.200

Tel-Hai Yard, with Poultry and Troughs
Enamel paint, oil chalk, classroom
chalk and lacquer on canvas, 213x140 cm
Private collection, Tel Aviv

> p.201

Reflection

Blackboard paint, classroom chalk
and lacquer on canvas, 141x214 cm
Collection of Tel Aviv Museum of Art

> p.202

Windows

Enamel paint, lacquer and photos
on canvas, 138x214 cm

Processed TV screen photo:

State Decoration Ceremony, 1967;
war orphan and Asa Kadmoni, one of
the famous Six Day War officers,
medal bearer

> p.203

Jews in Parts, 1974-1976

Photos and enamel paint on wood panel,
121.5x187 cm

Photo: Ron Amir

> p.204-205

Head and Uccello's Chalice
Blackboard paint, classroom chalk,
lacquer and photo, on vinyl sheet,
183x97 cm

Photo of Uccello's Perspective Study
of a Chalice, 1450 (pen and ink on
paper, 29x24.5 cm, Gabinetto Disegni
e Stampe, Uffizi, Florence, Italy)

> p.207
Well-Head-Fortress

Blackboard paint, chalk and lacquer
on vinyl, 95x280 cm

> p.208
1948 Command Car
Pencil on paper, 20.5x32.5 cm

> p.209 right
The New Hulda (version 2)
Charcoal on paper, 32.5x20.5 cm

> p.209 left
The New Hulda (version 1)
Charcoal on paper, 32.5x20.5 cm

> p.210 right
Untitled (version 1)
Pencil on paper, 32.5x20.5 cm

> p.210 left
Untitled (version 2)
Pencil on paper, 32.5x20.5 cm

> p.211
Untitled
Pencil on paper, 32.5x20.5 cm

> p.212

Tel Hai Tubes, 1975-1976

Pencil and Xerox on paper, 65.5x46.3 cm
Detail from Pierro della Francesca,
The Baptism of Christ, c. 1448-1450

> p.213 right
Untitled (version 7)
Pencil on paper, 32.5x20.5 cm

> p.213 left
Untitled (version 3)
Pencil on paper, 32.5x20.5 cm

> p.214
A Flinched Horse
Pencil on paper, 21x16.5 cm

> p.215
Untitled
Pencil on paper, 21x16.5 cm

> p.216 right
Untitled
Pencil on paper, 32.5x20.5 cm

> p.216 left
Untitled
Pen and pencil on paper, 33x21 cm

> p.217 above
To be Shot in the Anus
Pencil on paper, 2 units, 32.5x20.5 cm each

> p.217 below

Max Liebermann's illustration to
"Anecdote from the Last War" by
Heinrich von Kleist, from Earthquake
in Chile, Schocken, 1946

> p.218

M'A LOV', 1998

Theater de la Bastille, Paris
Choreography: Bernardo Montet
Stage design and live drawing:
Tamar Getter

Bernardo Montet and Tamar Getter
on stage:

The Movement of the Trammeled,
in response to Tel-Hai drawings

> p.219

Trammeled

Pen and pencil on greaseproof paper,
2 units, 32.5x20.5 cm each

n°m 220
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n"p 212x134
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n"p 210x99
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> p.229

Donkey Carcass and Heads

of Warriors, 1980

Silver paint, silver spray paint
and oil chalk on canvas, 160x220 cm

> p.230
Untitled, 1980

Silver spray, silver paint and
classroom chalk on canvas,
84x214 cm

> p.231

Untitled, 1980

Enamel paint, acrylic and

0il chalk on canvas, 156x214 cm

> p.232

Untitled, 1980

Silver paint, silver spray paint
and oil chalk on canvas, 134x212 cm

> p.233

Untitled, 1980

Silver paint, enamel paint and
spray paint on canvas, 99x210 cm

> p.234
Untitled, 1980

Silver paint, spray paint and
0il chalk on canvas, 150%x214 cm

> p.235

Untitled, 1980

Blackboard paint, acrylic, lacquer
and oil chalk on canvas, 160x215 cm
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> p.236
Untitled, 1980

Blackboard paint and acrylic
on canvas, 158x220 cm

> p.237
Untitled, 1980

Blackboard paint and acrylic
on canvas, 160x235 cm

> p.238

Untitled, 1980

Blackboard paint and acrylic
on canvas, 210x145 cm

> p.239
Untitled, 1980
Blackboard paint, acrylic
and lacquer on canvas,
150x155 cm

> p.240
Untitled, 1980

Blackboard paint, acrylic and
lacquer on canvas, 137x211 cm

> p.241
Untitled, 1981

Blackboard paint, acrylic, 0il chalk

and classroom chalk on canvas,
160x160 cm

> p.242
Untitled, 1980

Acrylic and classroom chalk
on canvas, 210x131.5 cm

> p.243

Untitled, 1981

Blackboard paint, lacquer

and classroom chalk on canvas,
200x200 cm

Private collection, Herzliya

> p.244

Untitled, 1981

Blackboard paint, classroom chalk
and lacquer on canvas, 160x160 cm
Private collection, Herzliya

> p.245
Untitled, 1982

Blackboard paint, acrylic,
lacquer and oil chalk on canvas,
156x311 cm

> p.246-247
Untitled, 1981

Blackboard paint, acrylic, lacquer,
classroom chalk and oil chalk on
canvas, 150x445 cm

> p.248

Untitled, 1981

Enamel paint, acrylic and
classroom chalk on canvas,
155x310 cm

> p.249
Untitled, 1981

Blackboard paint, acrylic,
classroom chalk, oil chalk
and lacquer on canvas,
150x390 cm

> p.251

Untitled, 1981

Blackboard paint, acrylic, classroom
chalk, oil chalk and lacquer on canvas,
150x310 cm

> p.253

Untitled, 1982

Blackboard paint, acrylic, oil chalk,
lacquer and classroom chalk on canvas,
151x308 cm

> p.254

Untitled, 1982

Blackboard paint, acrylic, oil chalk,
lacquer and classroom chalk on canvas,
145x455 cm

> p.255

Untitled, 1982

Blackboard paint, acrylic, oil chalk,
lacquer and classroom chalk

on canvas, 152x464 cm

Collection of Tel Aviv Museum of Art

> p.256-257

Red Landscapes, 1981
Blackboard paint, acrylic and
classroom chalk on canvas,
150x450 cm

> p.258-259

Red Landscapes (details), 1981
Blackboard paint, acrylic and
classroom chalk on canvas,
150x450 cm

> p.260

Untitled, 1981

Blackboard paint, acrylic,
classroom chalk, oil chalk
and lacquer on canvas,
155x465 cm

> p.261

Landscapes with a Warrior Corpse
(version 1), 1981

Blackboard paint, acrylic, classroom
chalk, 0il chalk and lacquer

on canvas, 150x450 cm

> p.262-263

Slopes, 1981

Blackboard paint, acrylic, lacquer
and classroom chalk on canvas,
148x455 cm

> p.264

Untitled, 1982

Blackboard paint, acrylic and o0il
chalk on canvas, 150x310 cm

> p.265

Untitled, 1981

Blackboard paint, acrylic,
classroom chalk, 0il chalk and
lacquer on canvas, 150x390 cm

> P.266-267

Untitled, 1981

Blackboard paint, acrylic, classroom
chalk, oil chalk and lacquer

on canvas, 150x447 cm

> p.268

Untitled (detail), 1982
Acrylic, lacquer and oil chalk
on canvas, 150x450 cm

> p.269

Untitled, 1982

Acrylic, lacquer and oil chalk
on canvas, 150x450 cm

> p.270

Untitled (detail), 1982
Acrylic, lacquer and oil chalk
on canvas, 150x450 cm

> p.271

Untitled, 1982

Acrylic, lacquer and oil chalk
on canvas, 150x450 cm

> p.272-273

Untitled, 1982

Acrylic, lacquer and oil chalk
on canvas, 150x446 cm

> p.274

Gathered Landscapes, 1982
Blackboard paint, acrylic, lacquer
and classroom chalk on canvas,
150x450 cm

> p.275
Untitled, 1982
Acrylic on canvas, 150x450 cm
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,N1INNKD ANNY7RA 10 AVITFIX

1988 ,v118y7118

,1771 7y 1Np-n18nI 777777K ,17A ,DinNTT
n"p 84.6x206.5 ,n17°Nn? 14

1DIXK1TITN?D DXNIN :D17XD

327 'ny <

1988 ,vM187119 ,02avw

,110°y 1771 7y 070 yax1,717°a 108y
n"p 84x59 ,mT7N” 8

1DIKITIBN?D DXNIN :D17XD

329 'ny <

1989 ,v113y7373  NInpYe
1991-1989 ,0°111°p ITNN 110N
17717y D3I 1NYTI7A,1NY-0130D
n"p 120x64

172K 70,1718 77011 90K
1DIK1TITN?D DXNIN :D17X¥D

"Le Monocle de Mon Oncle,"
The Collected Poems, Vintage Books,
New York, 1954

321 'ny <

An apple serves as well as any skull ...,
1986 ,0v1137319

,1771 7y 777°77X1 1P-N1AN0 ,0737A

n"p 124x88

:D117DD DX7X1 7 107°Y 100

"Le Monocle de Mon Oncle"

The Collected Poems, Vintage Books,
New York, 1954

"...An apple serves as well as any skull
To be the book in which to read a round,
And is as excellent, in that it is
composed

0f what, like skulls, comes rotting back
to ground."

322 'ny <

1988 ,v113i7i1a Yy

n"p 200x140 ,71 7y 1pp-n18nw
N77X70 ,?N DN12AXT Ny DIX

323 'ny <
1988 ,0119773713 ,APIY DINYD ,ND13 DIINYA
n"v 140x116 ,71 7y 1nw-n13onp

324 'ny <

1988 ,011373139 ,077713A nv17Y
n"p 350x145 ,71 7y 1nw-n1mnp
qDIN1TIDN?D DXMIN :017X¥D
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1986 ,0118j7118
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,077127y 21p1 n?'771103 n77770797DX
1986 ,0118{7118

n"p 250x125 ,72 7y 777777K
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,NTD{72 777N X1 N777110 n?°'77D787DK
1986-1985 ,v1138j7318

n"p 310x95 ,71 7y i177°17IX

315 'ny <

,(¥7221 177114 ,1 ND17A) AN
1985 ,0M13{7118

n"p 227x195 ,71 7y 7°777K

317-316 'ny <
1986 ,0118{7113 ,( 2 NDIA) NAIFN
n"p 250x110 ,72 7y 77'77777K
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1986 ,0713{71719 ,N17NA *NY 171 1T A1nY

n"p 200x106 ,71 7y 7°7777K
NTIN N 017D

320 'ny <

I shall not play the flat

,historic scale

1986 ,0118j7118

,1771 7y 7177°77X1 10P-n18R0 17T 113y
n"p 124x88

:DJ17DD DX7X1 79 177w 1100

297-296 'ny <
1985 ,9X213131X ,(D7013) NID?3d Ny
n"p 191.5x191.5 ,T1 7y 177°17X

299-298 'ny <

1988 ,v118{7113 ,AYn D7 ny3
,1771 7y Di7IN?T 'M17X01 070 yax
N"J 22x30 ,mT°n” 10
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1984 ,1X2191X 0N K77
n"p 272x172 717y 77'7777K

303-302 'ny <
1985 ,1X1131K ,DMITA AN mpyYy
n"p 326x138 ,T2 7y 777777X

305-304 'ny <
1985 ,1X1191X ,n?77101 N?777D787DIX
n"p 300x144 ,T17y 7°7°77X
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1985 ,17ax 70 ,n1n1d X7
n"p 288x190 ,7a 7y 77'77iIX
170y 111 :017X0
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1985 ,7am 7a12
n"p 190x150 ,7a 7y 77'77777X
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,(711717) X1 0777103 n77770787pX
1986 ,v118y7118

n"p 88x124 ,1771 7y 17797X

285 'ny «
1983 ,i7117 173 ,01M1d X'7Y
n"p 320x194 ,71 7y 7177°77X

287 'ny <
1983 ,i7117 171 ,00Md X'7Y7
n"p 253x172 ,71 7y 777777K

289-288 'ny <
1983 ,7117 171 ,nama X'7Y%
n"p 422x195 ,71 7y 77'7777K

290 'ny «
1983 ,7117 171 ,namd X'7Y%
n"p 258x190 ,T2 7y i1777771X

291 'ny «
1983 ,i7117 173 ,n1M1d X'7Y
n"p 275x191 ,T2 7y 71°777K

293-292 'ny <
1984 ,1°aX 70 ,07K321 MNATi
n"p 376x189 ,T1 7y 777717K

294 'ny <

1985 ,1X1131X ,N1D?1]

n"p 210x191 ,72 7y 77'77777K
171072 ,7A18DX 7771 DX
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n"p 191.5x191.5 ,72 7y 777°17K
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> p.285
Untitled, New York 1983
Acrylic on canvas, 194x320 cm

> p.287
Untitled, New York 1983
Acrylic on canvas, 172x253 cm

> p.288-289
Untitled, New York 1983
Acrylic on canvas, 190x258 cm

> p.290
Untitled, New York 1983
Acrylic on canvas, 190x258 cm

> p.291
Untitled, New York 1983
Acrylic on canvas, 191x275 cm

> p.292-293
Dancers and Masons, Tel Aviv 1984
Acrylic on canvas, 189x376 cm

> p.294

Entrances, Offenbach 1985
Acrylic on canvas, 191x210 cm
Collection of Willi Asperger,
Germany

> p.295
Two Entrances, Offenbach 1985
Acrylic on canvas, 191.5x191.5 cm
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> p.296-297
Two Entrances (details), Offenbach 1985
Acrylic on canvas, 191.5x191.5 cm

> p.298-299

Double Moses, Frankfurt 1988
Watercolor and xerox on paper,
10 units, 22x30 cm each

> p.301
Untitled, Offenbach 1984
Acrylic on canvas, 172x272 cm

> p.302-303

The Making of Still Life,
Offenbach 1985

Acrylic on canvas, 138x326 cm

> p.304-305

Artificialia Naturalia,
0ffenbach 1985

Acrylic on canvas, 144x300 cm

> p.306

Untitled, Tel Aviv 1985
Acrylic on canvas, 190x288 cm
Photo: Ron Amir

> p.307
Boogie Woogie, 1985
Acrylic on canvas, 150x190 cm

> p.308

Artificialia Naturalia and Head
(green), Frankfurt 1986

Acrylic on paper, 124x88 cm

> p.309

Arificialia Naturalia and Head
(black), Frankfurt 1986
Acrylic on paper, 124x88 cm
Photo: Thomas Simpfendoerfer

> p.310-311

Artificialia Naturalia in Two Circles,
Frankfurt 1986

Acrylic on canvas, 125x250 cm

> p.312-313

Artificialia Naturalia, and a Casqued
Warrior Head, Frankfurt 1985-1986
Acrylic on canvas, 95x310 cm

> p.315

Xenia (version 1, Corpse and Chalice),
Frankfurt 1985

Acrylic on canvas, 195x227 cm

> p.316-317
Xenia (version 2), Frankfurt 1986
Acrylic on canvas, 110x250 cm

> p.319

To Kill Time between Two Corpses,
Frankfurt 1986

Acrylic on canvas, 106x200 cm
Photo: Ran Erde

> p.320

"...I shall not play the flat historic
scale," Frankfurt 1986

Ink pencil, oil-tempera and acrylic
on paper, 88x124 cm

From Wallace Stevens, "Le Monocle
de Mon Oncle," The Collected Poems,
Vintage Books, New York, 1954

> p.321

"... An apple serves as well as any
skull," Frankfurt 1986

Graphite, oil-tempera and acrylic
on paper, 88x124 cm

From Wallace Stevens, "Le Monocle
de Mon Oncle," The Collected Poems,
Vintage Books, New York, 1954

"An apple serves as well as any skull
To be the book in which to read a
round,

And is as excellent in that it is
composed

0f what, like skulls, comes rotting
back to ground"

> p.322

Gateway, Frankfurt 1988
0il-tempera on canvas, 140x200 cm
Collection of Noa and Avraham Hay,
Herzliya

> p.323

Twice Entrance, Twice Fool,
Frankfurt 1988

0il-tempera on canvas, 116x140 cm

> p.324

Three Generals, Frankfurt 1988
0il-tempera on canvas, 145x350 cm
Photo: Thomas Simpfendoerfer

> p.325
Blocks, Frankfurt 1988
0il-tempera on canvas, 145x310 cm

> p.326

Anecdote from the Last War,

Frankfurt 1988

Xerox, chalk, acrylic and oil-tempera
on paper, 14 units, 206.5x84.6 cm
Photo: Thomas Simpfendoerfer

> p.327

Roses, Frankfurt 1988

Lipstick, chalk and watercolor on
newspaper, 8 units, 59x84 cm
Photo: Thomas Simpfendoerfer

> p.329

Identikit, Frankfurt 1989

From Recruits cycle 1989-1991
0il-tempera, oil chalk and graphite
on paper, 64x120 cm

Collection of Ronald Fiirer, Tel Aviv
Photo: Thomas Simpfendoerfer
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,MT°N? 2,72 7y 1np-n1anw
X"2 n"p 115x140
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339 'ny «

,117T 79 "00A 70120 1N

1989 ,0b11977378

,017n02 mi7ann ,11°T p2117X 7K DN?1)
n"o 43x30 ,1771 7y 0°n yax ,1525
(171 ,0IX°TIN AP NV D NVD T

n"p 200x120 ,T2 7y 1np-n13nw

171K 70,7078 DX

q3INITITNID DXNIN :017XN

340 'ny <

,(D73) 1INY 11127 D722 D2DIYF NI X7
1990 ,vM1897118

n"p 140x115 ,71 7y 1nw-n1anv
73IX1TITNID DNNID :D17XN

341 'ny <

,27INY N1127 D222 020177 10 XY
1990 ,0b118{7178

n"p 140x115 ,71 7y 1nw-n1anp
13IN1TITN’D DXDIN :D17XD

342 'ny <

1989 ,0113{7179 ,T72 1K ,AUX ,7AT

,T2 7y (7102071 20 MYXNX]) 1PY-D18nD
qDIN1TITN?D DNNDIN :017X¥0 .0"D 140x115

343 'ny <

1990 ,01137373 ,N?DIAK X1 77817180 DA
n"p 115x140 ,71 7y 1nw-n1anw

172X 70,7019 DX

q3INITITNTD DXNIN :017XN

344 'ny <

1990 ,01197373 ,7INY X DY 2IY
n"p 150x160 ,71 7y 1nY-n1anw
qDIX1TITN?D DXNIN :D17XD
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NOT LIKE DECORATION IN ABLAC CEMETE RYf

1§
LIKE JEAN 0ARC IN A FILM OF DREYER I

LKE A FIM OF DREVER. WITH CAVALCANTE |

LIKE A BLACK &WHITE FILM IN A |SRAEW NIGHT
LIKE p |SRAEL| NIGHT WITH A BLAK CEMETERY :
LKE A BLACK CEMETERY OF ASHKENASIM
LKE PSHKENASIM IN A WHITE HOUSE

LIKE DECoRATION INA RIXK CEMETERY
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> p.339

Recruit and Diirer's "Water Trousers,"
Frankfurt 1989

(in association with Albrecht Direr,
Dream Vision, 1525, watercolor on
paper, 30x43 cm, Kunsthistorisches
Museum, Vienna)

0il-tempera on canvas, 120x200 cm
Private collection, Tel Aviv

Photo: Thomas Simpfendoerfer

> p.340

Not Like Decoration in a Black
Cemetery (detail), Frankfurt 1990
0il-tempera on canvas, 115x140 cm
Photo: Thomas Simpfendoerfer

> p.341

Not Like Decoration in a Black
Cemetery, Frankfurt 1990
0il-tempera on canvas, 115x140 cm
Photo: Thomas Simpfendoerfer

> p.342

Flag, Female, Stone in Hand,
Frankfurt 1989

Oil-tempera (applied with squeegee
and brush) on canvas, 115x140 cm
Photo: Thomas Simpfendoerfer

> p.343

Also Profile is Aggression,
Frankfurt 1990

0il-tempera on canvas, 140x115 cm
Private collection, Tel Aviv
Photo: Thomas Simpfendoerfer
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> p.344

Two Lads and a Black Head,
Frankfurt 1990

0il-tempera on canvas, 160x150 cm
Photo: Thomas Simpfendoerfer

> p.345

Echelon, Frankfurt 1990
0il-tempera on canvas, 160x160 cm
Photo: Thomas Simpfendoerfer

> p.346

Absalom's Tomb, Frankfurt 1990
0il-tempera on canvas, 135x200 cm
Photo: Thomas Simpfendoerfer

> p.347

Look Out, Frankfurt 1990
0il-tempera on canvas, 135x175 cm
Photo: Thomas Simpfendoerfer

> p.348

Merhavia's Dining Room and a Recruit,
Frankfurt 1989

0il-tempera on canvas, 135x175 cm
Collection of Tel Aviv Museum of Art
Photo: Thomas Simpfendoerfer

> p.349

Repin's General, Frankfurt 1990
0il-tempera on canvas, 130x175 cm
Photo: Thomas Simpfendoerfer

> p.351

Olive Harvest, Frankfurt 1989
0il-tempera on canvas, 2 units,
140x115 cm each

Photo: Thomas Simpfendoerfer

> p.352
Merhavia's Dining Room (version 2),
Frankfurt 1989

0il-tempera and knife on canvas,

2 units, 120x120 cm each

Photo: Thomas Simpfendoerfer

> p.353

"Gare'en Bli Ken," Frankfurt 1988
0il-tempera on canvas, 116x142 cm
Photo: Thomas Simpfendoerfer

> p.354

Rembrandt's Dog (version 2),
Frankfurt 1990

0il-tempera on canvas, 140x200 cm
Collection of Dvir Gallery, Tel Aviv
Photo: Thomas Simpfendoerfer

> p.355
Rembrandt's Dog (version 1),
Frankfurt 1990

0il-tempera on canvas, 200x140 cm
Collection of Dvir Gallery, Tel Aviv
Photo: Thomas Simpfendoerfer

> p.357

Rembrandt's Parade (version 2),
Frankfurt 1990

0il-tempera on canvas, 140x200 cm
Collection of Tel Aviv Museum of Art
Photo: Thomas Simpfendoerfer

> p.359

Pillar of the Valley, Frankfurt 1990
0il-tempera on canvas, 2 units,
180x130 cm each

Photo: Thomas Simpfendoerfer

> p.360

Cooks' Kiss, Frankfurt 1990
0il-tempera and oil chalk on canvas,
130x190 cm

Collection of Dvir Gallery, Tel Aviv
Photo: Thomas Simpfendoerfer

> p.361

"Ein Kind wird geschlagen,"
Frankfurt 1990

0il-tempera on canvas, 135x200 cm
Private collection, Tel Aviv
Photo: Thomas Simpfendoerfer
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> p.371

Entrance and Six Heads, 1992
0il-tempera on canvas, 6 units,
100%x100 cm each. Photo: Ron Amir

> p.372

Monocle 1, Ramat Gan 1993-1994
0il-tempera, dry pigment and damar
resin on paper, 24.3x34.3 cm

> p.373

Monocle 2, Ramat Gan 1993-1994
0il-tempera, dry pigment and damar
resin on paper, 24.3x34.3 cm

> p.374

Uta, 1993

0il-tempera and oil chalk on canvas,
154%x214.5 cm

Collection of Dvir Gallery, Tel Aviv

> p.375

Handstand (version 3), 1992
0il-tempera, oil chalk and classroom
chalk on canvas, 178x178 cm

Private collection, Tel Aviv

> p.376
Untitled, Ramat Gan 1993-1994

0il-tempera, scrabble and whiteout on

paper, 24.3x34.3 cm

> p.377
Untitled, Ramat Gan 1993-1994

0il-tempera, scrabble and whiteout on

paper, 2 units, 24.3x34.3 cm each

425 HISTORY LESSONS

> p.378

Handstand (version 2) (detail), 1992
0il-tempera, oil chalk and classroom
chalk on canvas, 178x178 cm
Collection of The Israel Museum,
Jerusalem

> p.379

Handstand (version 2), 1992
0il-tempera, oil chalk and classroom
chalk on canvas, 178x178 cm
Collection of The Israel Museum,
Jerusalem

> p.380

The Heart Goes from Sugar to Coffee,
1991

0il-tempera and oil chalk on canvas,
2 units, 190x77 cm each

Collection of Dvir Gallery, Tel Aviv

> p.381

Trompette d'or, 1992

0il-tempera and oil chalk on canvas,
2 units, 190x80 cm each

Photo: Ron Amir

> p.382 right

Entrance, and a Casqued Woman Warrior

Head, Ramat Gan 1994
0il-tempera, scrabble and whiteout
on paper, 24.3x34.3 cm

> p.382 left
Untitled, Frankfurt 1988
Pencil on paper, 29.5x21 cm

> p.383 right

Rocking Chair, 1993

Aquatint, 31.5x33 cm

From aquatint edition, History
Lessons, printer: Samuel Jacobs,
Santa Monica, Hollywood, 1993
Collection of Tel Aviv Museum of Art

> p.383 left

Decapitated Captain, 1993

Aquatint, 33x31.5 cm

From aquatint edition, History
Lessons, printer: Samuel Jacobs,
Santa Monica, Hollywood, 1993
Collection of Tel Aviv Museum of Art

> p.384
Untitled, Ramat Gan 1993-1994
0il-tempera and chalk on paper,
24.3x34.3 cm

> p.385

Untitled, Ramat Gan 1993-1994
0il-tempera, chalk and dammar resin
on paper, 24.3x34.3 cm

> p.386

Untitled, Ramat Gan 1993-1994
0il-tempera, chalk, oil chalk and
damar resin on paper, 24.3x34.3 cm

> p.387

But Giotto's '0', Ramat Gan 1993-1994
0il-tempera, chalk, oil chalk and
damar resin on paper, 24.3x34.3 cm

> p.388

Torso-Head-House, Ramat Gan
1993-1994

0il-tempera, chalk, oil chalk and
damar resin on paper, 27x21.5 cm

> p.389

Ben Gurion Gulped Soap,

1993-1994

0il-tempera and oil pastel on paper,
140x152 cm

> p.390

Untitled, Ramat Gan 1993-1994
0il-tempera, dry pigment and oil
pastel on paper, 24.3x34.3 cm

> p.391

I Have Not Your French...,

Ramat Gan 1993-1994
0il-tempera, dry pigment and oil
pastel on paper, 24.3x34.3 cm

> p.392-397

Tivon Project, Memorial Center 1992
0il-tempera and oil chalk on free-
standing wood panels, and on walls
Whitewashed at the end of the
exhibition

I. General Views

II. Ben-Gurion Gulped Soap

III. Blue Boy

IV. Buildings of Jacob Pinkerfeld

> p.398-401

Bograshov Project, Bograshov Gallery,

Tel Aviv 1992

0il-tempera and oil pastel on 4 walls,

whitewashed at the end of the show
General views and details:

I. Oskar Schlemmer as the Turk,
north wall

II. Salt of the Earth, east wall
III. Salt of the Earth and Oskar
Schlemmer as the Turk, details from
east and north walls

IV. Les Blcherons, after Théodore
Géricault's Les Biicherons, ca. 1817
(lead pencil, plume and brown ink on
paper, 18.8x25 cm, National Museum,
Stockholm), south wall

V. Death of a Horseman, story of the
installation, west wall, rubber-
letters hand print

> p.403

Oskar Schlemmer, Entrance and
Trumpet, 1992

0il chalk, lacquer and oil-tempera on
canvas, two units, 178x178 cm

> p.404-405

Library Project, Givat Haviva,

Art Focus 1994

0il-tempera and oil pastel on wall,
whitewashed at the end of the show
General views:

Twice the Roof of Jacob Pinkerfeld
and Two Recruits in Turkish Hats

> p.406

...You Lift Your Right Arm,

Ramat Gan 1992

0il-tempera on canvas, 120x200 cm

> p.407

Hand and Foot, Frankfurt 1991

(Remark on Théodore Géricault's Study
of Hands and Feet, 1818-1819)

0il chalk, lacquer and oil-tempera on
canvas, 178x178 cm

Photo: Ron Amir

> p.408

History Lessons, 1992
0il-tempera on canvas, 200x135 cm
Private collection, Tel Aviv

> p.409

And the Captain Said..., 1992

0il chalk and oil-tempera on canvas,
145x210 cm

Photo: Ron Amir

> p.410-411

River Zin, 1991

0il-tempera and oil chalk on canvas,
140x265 cm

Private collection, Tel Aviv

> p.412

Twice the Roof of Jacob Pinkerfeld,
Ramat Gan 1993-1994

0il-tempera and chalk on paper,

2 units, 34.3x24.3 cm each.

Private collection, Tel Aviv

> p.413
Giotto's '0', Ramat Gan 1993-1994

0il-tempera, dry pigment, lead pencil,

chalk and damar resin on paper,
29.5x40.5 cm

> p.415

Workers Quarter Ne 6, Ramat Gan
1993-1994

0il-tempera and oil pastel on canvas,
174.5x175 cm

Private collection, Tel Aviv

> p.416
Untitled, Ramat Gan 1993-1994
0il-tempera, whiteout, dry pigment

and dammar resin on paper, 24.3x34.3 cm

> p.417

Untitled, Ramat Gan 1993-1994
0il-tempera, dry pigment, chalk and
damar resin on paper, 34.3x24.3 cm

> p.418

Roof on Top of Roof on Top of Head,
Ramat Gan 1993-1994

0il-tempera, dry pigment, chalk and
damar resin on paper, 34.3x24.3 cm

> p.419
Untitled, Ramat Gan 1993-1994
Charcoal on paper, 45x60 cm

> p.420-421

Salt of the Earth, a Rider and a
Donkey, 1992

0il-tempera on canvas, 2 units,
115x140 cm each

Photo: Ron Amir

> p.422

Cossack (version 1), 1991
O0il-tempera on canvas, 74x150 cm
Collection of Dvir Gallery, Tel Aviv

> p.423

Cossack (version 2), 1991
Oil-tempera on canvas, 128x142 cm
Collection of Dvir Gallery, Tel Aviv
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Long John Silver

> p.430-441

Video <> Wall Painting < Cast, 2006
Installation at Dvir Gallery, Tel Aviv,

group show "Hakafot"

0il-tempera and glue putty (by spatula,
squeegee and brush) on Fibonacci grid sniped
on the wall with mason's plummet; cast on floor:
marble and polyester

Room measures: height: 3.5 m; wall A length:
10.6 m, wall B: 9.9 m, wall C: 10.6 m; wall D: 5.25 m
Cast height: 100 cm approx. Video: 00:10:30:05
Whitewashed after the exhibition's closing
English text editor: Harry Mathews

Photo: Tal Oren

441 LONG JOHN SILVER

| faced a lame vagabond. He had his weapon, many
tools, and the famous crutch by means of which he
hopped with scary speed from one place to another. He
was yellow to the rim of his obscurely mad eyes; his
whole face was wrinkled and pitted, yet without the
least hint of bitterness or suffering. His bearing delin-
eated a vital, coherent appearance of evil. The weap-
onry hanging on him stuck out in all directions; he
looked decidedly prickly. His complicated shadow
formed a strange, captivating pattern on the sand,
calling to mind some archaic instrument of astronom-
ical measurement, perhaps an astrolabe.

But | could just as easily think of him as a mere
varmint.

And he had well-shaped thighs.

The single shank was perfect; its thin ankle was joined
to an elegant foot thrust into a buckled spurred boot.
The missing shank was replaced by a simple wooden
crutch shaped like an overturned plunger. The remains
of the knee were fixed to it by thongs. It was an old
prosthesis, a legendary piratical item, perhaps still to
be found in Pakistan or Africa, though there too it has
long ago vanished, especially since Doctors Without
Borders began arriving everywhere, sometimes even
before any blood is shed.

There are no such legs anymore.

The sharp disparity between the plunger and the
pretty leg made it look even more beautiful. Boot and
crutch were stuck in the sand. His legs were spread
wide. | lowered my gaze on that unique spectacle. All
beauty was here below, innocent of any wickedness,
indifferent to my one wish that at least loathsome
traits such as viciousness and envy should be inscribed
evenly over bodies in their entirety. But there was no

wickedness in these thighs, nor in this ankle. | knew

that the character of the man | faced was crooked from
top to bottom, | knew it all along, prior to his entering
my field of sight. | knew it beforehand, from my child-
hood, from the story; but nevertheless | started to wilt
faced with those well-shaped limbs, as if they had
been stolen from someone else, someone who was
truly beautiful from top to bottom, someone who was
as beautiful as he was good and generous, with cheer-
ful eye, etc., etc.

It was an abominable situation. The most | could do
was to search for my notebook and write things down:
afact or a nightmare—below his hips Long John Silver
is perfect.

He stood there balanced, fiercely intent, watching
my pitiful struggles with my bag, pockets and note-
book. Evidently, it did not occur to him to ask what
| was scribbling.

Two Merlin pistols were being held at shoulder level.
Whenever he was not frozen in place getting set to
shoot someone, he was forever shaking and raving.
His arm together with his walking stick was longer
than any leg, and when he moved they worked togeth-
er like some rotating pin that by rowing in the air
thrust his body forward. Thus, while he had only one
leg, Long John Silver galloped on three.

Now he stood still, the stick fastened between his
sacks. Behind him two crossed Yatagan swords were
fastened by belts to his hips. Two curved daggers, also
Turkish, projected from the leather pockets flanking
his thighs. Two Harrington guns hung on one shoulder.
A pair of leather sacks sewn with thick thread lay on
his back on top of a patched coat. The terrifying
walking stick that had just now been put there was
pointing north. He also kept in reserve there another
stick, which pointed south.

In combat, Long John Silver could leap with demonic
agility without using these walking sticks, or stand, as
he now did, balanced and fiercely intent.

His madness, the notorious folly of all solitary aging,
was apparent: his belongings were all arrayed in pairs.
He likewise wore two hats. One, with a huge rim, had
once been an umbrella, most of its ribs now stripped
away. Attached to an iron hoop, it seemed soldered to
his head. Above it was a second, blue captain’s hat, its
edges still sharp; it pointed east and west. A red-
tailed, one-eyed grey parrot joggled on top of this
assemblage. It was just one parrot, but once its beak
opened it said everything twice.

Something else: the parrot exuded stench. | did not
know a living parrot could stink.

Lame Long John Silver faced me with drawn pistols.
He was violent, vulgar, hostile, and merciless. From
the stories, | knew that he murdered like God, without
passion or desire, without any special sentiment or
cause, merely destroying the one that it had occurred
to him to destroy. Despite the decisive impression he
left on me, | had nothing to say to him. | knew all | was
supposed to know, and | felt what | felt. He stood
there, comfortably poised on his boot and plunger,
those devastatingly handsome parts, and that was it.

| could have approached him with certain humility:
Long John Silver, you, sir—your mere shadow, that
is—are as magnificent as an astrolabe. But who can
attest that he would have accepted it as a compliment?
Had any conversation developed, | could have explained
myself: the astrolabe, | would have said, the “star
lift,” both this and that, one instrument and a thou-
sand applications... | somehow thought this word
would lighten him up instantly and rescue my hapless
case, even if | could not in the least imagine at what

moment it might be possible—as an astrolabe—to
calibrate him, nor imagine the location of what star or
possible place he might conceivably be pointing to.
Unbelievable, all that can pass through one’s head at
such a crowded time.

But Long John Silver was taking aim at me.

| had no time to loose, or | would lose the world. |
stared at him; shivering, my mouth painfully dry, and
| intently focused, in truth, on having skipped the word
astrolabe; it would not leave me, it hung on my tongue
as if it had the power of garlic to exorcize vampires.
Eventually, after much exertion, in the most respectful
tone of which my voice was capable, | said to him:
Listen, one more hand, another screw, and one
spring, and you become a perfect... compass.

It was silly, no doubt. For some reason it seemed to
me that | had hit the bull's eye. In situations of such
scope, you are very sharp in one sense and vague,
utterly fuzzy, in fact veritably lost in another sense. My
voice twittered annoyingly, it was thinner and higher
than usual. He fired his two pistols simultaneously.
One bullet pierced the right chamber of my heart, the
other the left one. He slid his pistols into the holsters
on his chest. Who beat you? | asked him. | managed to
avoid the word “idiot.” The next time it came out short
and sharp: Who beat you?

He turned to me then, tilting slightly, the two broad
palms of his hands resting on his hips. He was yellow-
ish all over—his desiccated skin, his hair, his clothes,
all his tools. | loathed his color, and even more the foul
odor he and his parrot gave off.

He examined me with his one eye; the other one was
covered by a black patch, and possibly because of this
it betrayed something almost friendly. | then uttered
the word “Nil!” He cut off my head with one stroke of

his sword. My head dropped on the sand between the
crutch and the boot. He sent me a knifelike glance; the
eye that poked out of one side of the black patch was
once blue, perhaps. It is good to die, said my head, and
then | stuck out my tongue—or, to put it better, my
tongue came out. The sword was raised a second time,
and my tongue was also chopped off. Cork yer ‘hole,
John Silver was screeching, and the parrot repeated it
twice. There’s a ship on the horizon... My quivering
lashes winked. The wooden crutch banged down on
my skull, burying it deep in the sand.

English editor: Harry Mathews
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> p.444-450
WHITE LONG JOHN, 2007

0il-tempera on wood, and cast, 132x420
cm; cast height: 100 cm approx.

Private collection, Ramat Hasharon
Photo: Ron Amir
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AFTER LAUGHTER
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> p.454-466

After Laughter, 2008

(After vliadimir Tatlin, Laughter,
costume for the play Zangezi,

1923, charcoal on paper mounted on
cardboard, 54.5x37.5 cm, Bakrushin
Theater Museum, Moscow)

industrial enamel, wax, oil chalk and
dry pigment (by spatula, squeegee,
rubber pieces, sponge, mason's plummet
and brush) on polyurethane sheet,
138x978 cm
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Arton Stage

1981

Stage design, Pioneers Seated

on Gravel, Stage 2, Haifa Theater:
director: Esther Izbitzky

1998
Ma'Lov: stage design and live drawing,

Théatre de la Bastille, Paris;
choreographer: Bernardo Montet

2005
Coupédecalé: stage design and live

drawing, Théatre Olympia, Tours:
choreographer: Bernardo Montet (cat.)

Public Collections

The Israel Museum, Jerusalem

Tel Aviv Museum of Art

Haifa Museum of Art

Ein Harod Museum of Art

Frankfurter Kunstverein
Asperger-Hocherl Collection, Munich
CCNT Collection, Tours, France
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Poland and Israel and the Spirits of

Time," Bat Yam Museum of Art, curators:
Naomi Aviv and Leah Kabir
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Born in Tel Aviv, 1953

1970-1972

Studied painting with Raffi Lavie

1975-1976

Studied art at Hamidrasha Art
Teachers' Training College, Herzliya

1975-1979

Studied at Department of Poetics
and Comparative Literature, Tel Aviv
University

Prizes and Awards

1981
The Jacques 0'Hana Prize for a Young

Israeli Artist, Tel Aviv Museum

1989-1990

Guest Studio, Kiinstlerhaus
Mousonturm, Frankfurt

1994
Minister of Culture and Science Prize,

Israel

1995
Sandberg Prize, The Israel Museum,
Jerusalem

2002
George and Janet Jaffin Prize for

Excellence in the Visual Arts,
America-Israel Cultural Foundation

2003
Creativity Encouragement Prize,

Ministry of Education, Culture
and Sport, Israel

2004
Israel National Lottery Council
for the Arts Prize (Artist's Book)

Solo Exhibitions:
Installation, Painting
and Video

1975
"Tel-Hai Cycle," Gilat Gallery,
Jerusalem

1978
"Tel-Hai Cycle," The Israel Museum,

Jerusalem: curator: Yona Fischer (cat.)

1980
"Soldier, Donkey, Chicken,"
Julie M. Gallery, Tel Aviv

1982

"The Landscapes," Givon Art Gallery,
Tel Aviv

"The Landscapes," The Israeli
Pavilion, Venice Biennale;

curator: Sara Breitberg-Semel (cat.)

1986
"Artificialia Naturalia,"
Bograshov Gallery, Tel Aviv

1988
"The Beautiful Utopia,"
Bograshov Gallery, Tel Aviv

1990
"The Recruits," Karmelitekloster,

Frankfurt; curators: Klaus Klemp, Peter
Weiermair (Frankfurter Kunstverein)

1991
"The Recruits," Bograshov Gallery,

Tel Aviv; curator: Ariella Azoulay

1992
"History Lessons," Julie M. Gallery,
Tel Aviv

In Hasty Retreat: installation in

17 parts, Memorial Center Gallery,
Tivon; curator: Esther Schwartz
Oskar Schlemmer as a Turk:
installation, Bograshov Gallery,
Tel Aviv

"Recent Paintings," Galerie Heike
Curtze, Vienna

1993
Suzanna's Cities, installation,

La Laiterie, Strasbourg (as part of
an Israeli-Palestinian exhibition)
Los Angeles Project, 3-wall
installation, Fisher Gallery,
University of Southern California,
Los Angeles (as part of the group
exhibition "Locus"); curators:
Shlomit Shakked, Selma Holo (cat.)

1994
The Militia Dreams, 2-wall

installation, DCAC, Washington

(as part of "Building Bridges: Israeli
and Palestinian Artists Speak"),
production coordinator:

Nancy Matthews

Melech Ben-Zion Building 1932

and Dr. Berlin Building 1933, room
installation, Haaretz Building,
Tel Aviv (as part of the exhibition
"Tel Aviv in the Tracks of the
Bauhaus"); curator: Rachel Sukman
(cat.; texts: Rachel Sukman,

Ran Shechori, Yehuda Safran)

"Work Tables & Works on Paper,"

Julie M. Gallery, Tel Aviv

The Library Project, space
installation (as part of the
exhibition "Facing the Mountain:
Kibbutz in the First Person"),

Givat Haviva Educational Institute
(Art Focus); curator: Tali Tamir

The U in Gustave, 2-wall installation,
Museum of Art, Ein Harod

(Art Focus); curator: Galia Bar Or

1995

Double Entrances, space installation,
Museum of Art, Ein Harod; curator:
Galia Bar Or

"Recent Paintings," Dvir Gallery,

Tel Aviv

1996

Double Monster, floor-wall
installation / The U in Gustave,
2-wall installation, Sagacho Exhibit
Space, Tokyo; curator: Kazuko Koike

1997

Fit to Stand the Gaze of Millions,
space installation, Oriel 31, Newtown,
Wales; curators: Elaine Marshall,
Michael Nixon (cat.)

Fit to Stand the Gaze of Millions,
Version II, space installation, Howard
Gardens Gallery, University of Wales,
Cardiff; curator: Walt Warrilow (cat.)
Romantic Landscape—Simplified,
open-air installation in an olive
grove, The 4th Sculpture Biennial,

Ein Hod (as part of "Humanism 2000?");
curator: Naomi Aviv (cat.)

1998

Split, room installation, Passage
De Retz, Paris (as part of "L'Art dans
le Monde: Tendances Critiques 98");

curators: Ulrich Loock, Jacqueline
Klugman

1999

"Tamar Getter: Four Projects,"
Haifa Museum of Art:

curator: Ilana Tenenbaum

(cat.; texts: Ilana Tenenbaum,
Doron Rabina, Tamar Getter)

2001

60, room installation, drawings and
works on paper, Dvir Gallery, Tel Aviv
Death and the Maiden, wall-video work,
The Israel Museum, Jerusalem

(as part of "Localities"); curator:

Sarit Shapira

2002

Der Betrachter, wall work, Rachel &
Israel Pollak (Kalisher) Gallery,

Tel Aviv (as part of "Action Express");

curator: Naomi Aviv

Journal of a Blind Girl, video work,
Tel Aviv Cinematheque (as part of
"Makom Project"); producer: Amit Goren
(cat.)

La Belle Captive, wall work,
Hamidrasha Gallery in Tel Aviv (as
part of a two-person exhibition with
Yoav Efrati); curator: Doron Rabina
Boulevard Central, 3-wall
installation, Time for Art, Israeli
Art Center, Tel Aviv (as part of

"The Return to Zion: Beyond the Place
Principle"); curator: Gideon Ofrat
(cat.)

2003
The Asiatic Company Building 03,

installation in 24 parts, part I,
Weizmann Square, Holon (as part of
"Rather Local"); curator: Noa Zait
The Asiatic Company Building 03,

installation in 54 parts, part IT,
Museum of Art, Ein Harod; curator:
Galia Bar Or

2004

The Pendant, Version I, wall-video
work, Rachel & Israel Pollak (Kalisher)
Gallery, Tel Aviv (as part of "How

to Explain a Painting to a Dead Hare):
curator: Naomi Aviv

The Pendant, Version II, wall-video
work, Haifa Museum of Art (as part of
"Recipients of the Prizes in Art and
Design from the Ministry of Education,
Culture and Sport, 2003"); curator:
Daniela Talmor

Slingshot 6irl, Version II, wall-video
work, Gordon Gallery, Tel Aviv

2005
His U Turn—My U Turn, room

installation, Chelsea Art Museum, New
York (as part of "Such Stuff as Dreams
are Made 0f"); curator: Manon Slome
(cat.)

Bet Gabriel on the Kinneret, Tsemach:
curator: Gideon Ofrat

Selected Group Exhibitions

1973
220 Gallery, Tel Aviv

1973-1981

Participated in the exhibitions of
Gilat Gallery, Jerusalem (February
1973, February 1974, October 1974,
November 1975, July 1976, February
1978, April 1978, February 1979,
January 1980, April 1980, May 1980,
December 1981)

1974

"Five Young Artists at the Kibbutz
Art Gallery: Getter, Ginton, Tevet,
Na'aman, Natan," Kibbutz Art Gallery,
Tel Aviv

Yodfat Gallery, Tel Aviv

The Artists' House, Jerusalem

Golem, 8-mm films, "12 Hours

of Conceptual Film," Tel Aviv

Cinematheque (brochure)

1975

Tel-Hai Yard in Two Towers: first wall
work, "Open Workshop" The Israel
Museum, Jerusalem; curators:

Serge Spitzer, Yona Fischer

The Artists' House, Tel Aviv

1975-1993
Participated in the exhibitions of
Julie M. Gallery, Tel Aviv

1976

"Art and Politics," Tsavta Club,

Tel Aviv

Shinar Gallery, Tel Aviv

"Letter," The Artists' House, Tel Aviv

1977
"Inaugural Exhibition: Berest, Getter,

Garbuz, Griffit, Tevet, Mizrachi,
Na'aman, Natan," Ross Gallery, Tel Aviv
"Uri, Kupferman, Getter, Levin,"

Ross Gallery, Tel Aviv

"Tamar Getter, Michal Na'aman,

Efrat Natan," Tsavta Club, Tel Aviv
(brochure)

1978

"Artist-Society-Artist: Artists and
Society in Israeli Art, 1948-1978,"
Tel Aviv Museum; curator: Sarah

Breitberg (cat.)
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APPENDIX
Letter to Joseph Beuys 2,
from Double Monster, Tokyo 1996

Dear Joseph, Itis bitter cold. Before, with small effort,
and without being forced to stretch our necks, we
could somehow peep through the slits in the huge
wood pile and see something. But now the snow has
blocked it entirely, and our irritation at finding that the
north ridge view above the garage has vanished as if it
had never been, has shaken us from side to side all
week long. The noise of Max's axe alone—yes, this is
our opinion—broke two vases and three hands at Jeff’s
yesterday, smashing them to bits—but Jeff says that
the axe's noise was muffled, the air was moist, and
that the breaking resulted from the general nervous-
ness and negligence with which business down here
is run. In any event, we now have 754 pieces of wood
and eight sacks full of chips, that should be enough for
heating throughout the winter. But what really drives
us crazy are those thirty stairs here below. Do under-
stand us: as long as we are not flown back home—you
see, these mountains are not ours at all, and are abso-
lutely none of our concern—at least we are entitled to
be able to step out of this chilly garage, and go down-
stairs into the warm kitchen! We can’t manage it! On
our own, we must tilt our chair at 32 degrees to roll
onto the ramp all the way to the door, in order to be
able to strike it with our shoulder at an angle of 12
degrees exactly, otherwise it will never turn on its
hinge. This is tested. And then, once we are outside,
as we are now, in order not to get stuck forever on this
terrace, we must keep going at the same rate of accel-
eration all the way to the top of the upper left stair-
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case. That's it. Here we are stuck. Sitting outside in
minus 20, screaming the dictation of this letter to the
little gardener, who is likewise stuck behind the wall
separating us at the top of the parallel right stair head.
The wall is so wet! One doesn’t hear a word through!
And you must by now understand the absurdity—to
space the 15 right steps by 40 centimeters—had
gotten into Wilson's head! That's what happens when
one thinks too much about the past, and more of what
there is underground rather than of what is going on
above it, when one does not think of people. And this
is not about us. No surgery would get us two digestive
systems, or cause all the other organs that we lack to
sprout. Fat chance! We were born joined in Hiroshima,
and we have no complaints. We have made an interna-
tional career from it, and we cook our own soup. But
how is a child, or someone like our tiny gardener, for
example, supposed to walk down these stairs without
breaking his neck? To leave such horrible spaces only
based on the hypothesis that underneath might be the
roof of a church?! And the madness of it all: as if these
stairs are capable of fortifying the roof, from the
outside! And with such spaces! The slope of what nave
was he thinking of? It has no architectural justification
whatsoever! Luckily, at the municipality they all laugh
at Wilson, and it is hardly likely that we shall be
declared an archeological site in the foreseeable
future. In the meantime, the institute stands, the
garage stands, our gardener is poor, we are a biologi-
cal attraction on wheels, and the problem of the stairs
is yet to be solved. Every time we get stuck here in this
chill, we think furiously of the staircase to our right.
Not that it helps us climb down on the left staircase.
Illogical, but we have counted them, and it is a fact that
the number of steps here is identical, fifteen, whereas

the spaces between them are only 15 centimeters. The
rest is a ladder. Where has the roof of the church
disappeared? Not that it matters much. We are stuck
upstairs anyway, and if Max chops wood, and Jeff
makes a big din with his tools, there is no chance
anybody will hear our screams and come to pick us up.
We are through with Europe, and with Wilson and his
lectures, including that foolish performance we do for
him, “The Wonders of Atomic Symmetry,” which bores
even us. He points at us with a stick and says, Double
intelligence? Voila... Gothic architecture! Each column,
when well calculated, can carry upon it a huge mass.
[...] Then he knocks on our heads, and says [. . .] And
now, to the ribs. [ . . .] Wilson loves symmetry, and
loves that imaginary church buried, in his mind, right
beneath us. [.. ] lts ribs, [. . .] he says every morning
while he taps with the teaspoon on the shell of his egg,
[...]1The ribs, those columns, they were pulled tight
like a bow string, by this alone one could and should
study all there is to study about functionality. [. . .] We
believe that the Gothic style was founded on function,
and not aesthetics or liturgy. Every morning Wilson
declares himself a modernist, taps his egg with the
teaspoon, and pours his heart out. [...] This was how
the Gothic mason beat on his column in order to hear
the tension. [...] Imagine: a cathedral pulled that tight
that it could answer a beat with a musical sound. [. . .]
Soitis, Joseph. Be the church the ultimate functional-
ist model, Wilson remains a fool. And we do not have
to tell you that tapping a soft-boiled egg produces no
musical sound whatsoever. You are a great artist. You
had other views of Functionalism, and of other things

too. You will do something for us.

Romantic Landscape—Simplified,
Ein Hod 1997

On the eve of the Referendum in Canada, October
1995, at the opening of the Israeli-Palestinian exhibi-
tion in Toronto, | met Roberto, Attaf, and Martin. The
three were looking at a joint work by David Reeb and
Arnon Ben-David. They were big men, tall, and very
handsome. They discussed politics and painting. |
liked them right away. Strangely, they looked alike: all
had scarred faces. They certainly didn't have the ordi-
nary look of museum-goers. Roberto, of Indian-Ital-
ian-Mexican origin, had spent most of his life in prisons
for heroine offenses, drinking, brawls, and fights. Now
he manages a painting class for children in substance-
abuse rehabilitation, and dreams of becoming a
painter. Roberto likes Andy Warhol and Caravaggio.
Attaf, the Palestinian, spent ten years in an Israeli
prison for terrorist activity. Having served his sentence,
he went to Canada where he completed his studies in
bridge engineering. He paints in his free time, and
likes Yves Klein's Fire Paintings. Martin, the son of a
German wood-carver who immigrated to Canada from
a small town east of Berlin, learned the craft from his
father. He became an expert restorer of Baroque cabi-
nets, and carves gates and stairway balustrades. He
too dreams of becoming a painter, and in his carpentry
workshop he showed us his favorite book, Tatlin. We
soon became friends, and the four of us decided to go
on a trip to Niagara Falls. We arrived there in the late
afternoon, driving through torrential rain which did not
disperse the thick fog. Locked in the car, losing our
sense of time, we sat idle waiting for it to stop. For
hours on end we sat there, talking. Then Attaf suggest-

ed that one of us should tell a story, instantly dodging
the job with the lame excuse that his English was not
good enough. A while earlier we had been haunted by
his fluent stories from the Israelijail. Now he preferred
to be silent. Roberto, who had also told many prison
stories, touched the scar on his cheek, and said "l told
my story.” Martin raised his hands saying the good
hands were his only talent, and now | was challenged.
But what should | tell? | did not have the faintest idea
what to tell and how to tell. Not only did | like these
three guys, | wanted them. | wanted to make love to
them, right there, in the car if possible. It was not
possible. The stories told in the car throughout the
drive were too hard. Four intensely moved people were
sitting in it. There was no room for sex. | had to invent
a story, or recall one, and quickly, but what | was able
to think of in my state was limited, all enveloped by the
details | had already introduced: America, the Middle
East, Europe. Junkie, terrorist, carpenter. Three Cana-
dians. Catholic, Muslim, Protestant. Instructor, Engi-
neer, Carpenter. Three immigrants. Mexico, Palestine,
Germany. Three painters. Three scars. Toronto—a
knife fight. Beer Sheva—torture in prison. Crim-
itschau—an accident in the workshop. Black eyes.
Brown eyes. Gray eyes. Warhol, Caravaggio, Klein,
Tatlin. Winston. Marlboro. Gitane. Noblesse. Ring,
Earring. Watch. Zipper. Buttons. Buttons. It all led me
nowhere. In my bag | had a book, Chateaubriand’s
Atala/René, in Hebrew. | turned pages absentmind-
edly, feeling strongly the three pairs of eyes of three
such handsome and strong men resting on me. |
closed the book, empty of all thought. Then | said:
Okay, in honor of the falls we shall not see, here is my
story: The Mississippi, the greatest and mightiest of
the four rivers dividing the annexed regions France

had grabbed in North America, from Labrador to the
Floridas, and from the shores of the Atlantic Ocean to
the lakes of Upper Canada, flows its waters into a
thousand other rivers, it rises after the winter, and
from the stream sources it sweeps along entire forest
plots uprooted by storms, huge trunks knotted togeth-
er, clasped in sticky mud, entwined and enwrapped in
torn creepers grown into enormous lumps dug up with
plants that have taken root in all their parts, formed
thus into solid masses, they flow down the rising river,
carried upon its turbid waves, swathed in a foaming
swirling thicket, sweeping westward in the fierce
torrent, stumbling on their way against floating
colonies of pistia and yellow water lilies drifted from
secondary streams into the main stream along with
entire fowl populations nesting among lairs of snakes
and alligators, pushing forward on these flowering
vessels towards forsaken docks on either side of the
river that spurts more and more new streams through
colonnades of forest trees around Indian burial
pyramids swallowed in the thick mist under surges of
mud, alligators, fowls, snakes, and flowers, banging
against corpses of oaks and pines turning heavily
on their sides while they are carried further on in
the main stream, thrown at the end of their journey
onto the sandy shores of the Gulf of Mexico, which
ever newly continues to widen its estuary upon the
forest remains.
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the Niagara Falls and the abysmal eroticism of the
foursome).

In this sense, the chalk and the mason’s plummet
are not to be taken as coefficients of style (an artist
masquerading as a worker; a drawing masquerading
as a sketch; art masquerading as an assembly line...),
but necessary tools for the tracing of this volatile time.
The thought about entire worlds skillfully erected, being
erased by a single blow, gives rise to the desire to "do
again” beyond any stabilization of arbitrariness and
necessity: “Can you go again?” is the immeasurable
distance between the pure toss of dice and its result.

September 2009
Translated by Jonathan Soen
I' would like to thank Patish Tibor for a critical reading

of my translation
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Notes

1> "Tamar Getter-Lea Dovev/ Correspondence
Extracts," in Tamar Getter, Hakibutz Hameuchad,

Tel Aviv, 2009, p.482 [in Hebrewl, added emphasis.

2 > Michel Serres, Genése, Grasset, Paris, 1982.

3> Wallace Stevens, "Description without Place,"
Transport to Summer [1947] in Collected Poetry
and Prose, 1954, p. 296.

4 > We are no longer asking whether to believe
or not in the existence or inexistence of God,
but rather "is God himself capable of believing
in the created world?" The real dilemma of
belief, implied in the conditions of the second
creation, behooves us to turn God himself to the

primary addressee of the question.

5> See Immanuel Kant 1987 [1790] "§59 Beauty as
the Symbol of Morality," Critique of Judgment,
translated by Werner S. Pluhar, Hackett,
Indianapolis, p. 225.

6 > Similarly, a non-banal reading of Leibnitz's
genius defense of the problem of possible
worlds would reveal that it is no longer the case
of "Adam the sinner" but the "world in which Adam
sinned." The sin is the event; Adam is but one of
the possible predicates. But not the converse.
Thus, the sin (or "sinning") is not to be taken

as the exclusive modus operandi of the human
mistake. On the contrary: the real human mistake

is that which is capable of comparing with

the rate of the more fundamental flaw already
residing in the logical structure of the world.
In this sense, the real ethical mission of the
subject in this inverted humanism a la Leibnitz,
is to bring together the logical-metaphysical
register of the flaw and the ontological register
of its execution through the ethical medium of
sin. This way, we mustn't understand sin as the
regrettable consequence of human weakness, an
inability of self conquest; but rather as the
ontologization of a fundamental flaw in the
logic of divine creation; sinning—and sinning

alone—is divine.

7 > Tamar Getter, Second Letter to Joseph Beuys,
in Double Monster, Tokyo, 1996.

See Appendix, p. 475.

8 > Ibid.

9 > I am paraphrasing here one of Oded
Wolkstein's indispensible remarks on Poe's "The
Purloined Letter."

10 > See Appendix p. 475.

11 > See "Tamar Getter - Lea Dovev /

Correspondence Extracts," supra, note 1, at p.474.

12 > See Appendix, p. 474.

13 > Supra, note 1, at p. 347.
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but at the intensive and repetitive impregnation with
the action alone. This is the same principle we encoun-
ter in the idiots of Double Entrances (Fig. 17, p. 50),
a project where persons and structures alike circulate
the empty center of their functions. The utopian series
created out of this motion trace the true trajectory
of utopia: from ideal movements to ideals of move-
ment. (By the by, in a parallel but not too far-off
universe, Freud groped around a hesitant distinction,
however crucial for the future of his praxis, between
the ideal-Ich and the Ich-ideal). In contrast to its
affixed image in the liberal imagination, utopia never
deals with ideal articulations, but with those very
ideals that enable articulation as such—that is Getter’s
genuine medium.

6.2

Therefore, within the topos where utopia takes place,
it would always appear ill-fated (groundless, meager,
vain, ironic...) only from the perspective of the world-
mender. That is, only insofar as we still assume it to
proceed by a negation of reality for the sake of a pure,
perfect articulation of it. However Getter's utopian
vector, which never had anything to do with that vulgar

saga,'’

suggests acting precisely from the partial
locus of articulation.

We can conceive of this locus as the minimal—
invisible!—difference between place and taking place;
eu-topos in the positive sense wherein that-which-
has-no-place is forced into being (yes, in the very
same space which, since Descartes, has been camou-
flaged by the geometrical coextensivity of being and

taking place, that might as well still hold up to nowa-
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days). To the same extent, the formula works
conversely, where every action is at the same time a
potential of self-effacement. The character of Long
John Silver, borrowed from Stevenson, that haunts
several of Getter's most extensive series, would be
exemplary to this formula (Fig. 18, p. 51). One only has
to imagine how the ground would look after Getter's
Silver faltered upon it, or how a Chess piece crafted in
his image would function: a line (generated by the
dragging of the wooden leg) erasing a point (created
by the trace of the healthy leg), erasing a line... It is
difficult to conceive of a more intensive description to
a drawing that cannot attest but to the fact of it being
drawn, or of a more sophisticated chess piece then the
one that leaves no trace of itself whatsoever.

In this respect, the utopist’s grounding supposition
cannot by any means be that of world-mending, much
less the replacing of the present world with an ideal
replica. On the contrary: the truly utopian vector stems
from the very potential residing in the fact that the
world never retained the complete set of its parts. The
real utopia is thus what we are forced to imagine
under the condition of this fundamental impossibility.
No longer to be or not to be, but to be and not to be.

"More or less” to be, as Aaron the Moor replies to the
white court of Rome (Titus Andronicus 4.2.50-55)—a
resonance of Shakespeare's belated, acute reply to
Hamlet (Fig. 19, p. 51).

7

Hereafter, the way from Getter's utopian model to
Getter's erotic model is by all means a short one.
Romantic Landscape—Simplified, 1997 (Fig. 20, p.

52), is perhaps the most exemplary case of the erotic
potential materialized in an encounter of this kind with
an impasse. In this unusual story Getter imagines the
pacing which the readers actually execute along the
concrete cast, between the two edges of a double
impossibility: sex in a foursome, inside the car, with
three exotic strangers, or a visit with of the whole
bunch to the Niagara Falls! Not less than that. In the
meanwhile, of course, the car is stuck, sex is not even
an option, and a story must be told to pass the time
and break the tension. There must be a story. If not,
not one of these possibilities could ever have material-
ized, in the first place. Yet nobody volunteers. And the
story Getter finally pulls forcibly, inside the already-
groundless story about the four strangers in the car,
only doubles the degree of groundlessness.

Now, it is hard to ignore the likeness of this tactic
to the principle that governs Getter's drawings: the
picture that was first put in double quotes functions as
an origin for the picture which finally contains it; the
story of telling a story finally overcomes the story.
Thus in Romantic Landscape—Simplified the roman-
tic sublimization transfigures into sublimation ("I
wanted them—I wanted to make love to them, right
there, in the car if possible—I had to invent a story—or
recall one—and quickly—It was not possible.”) and
sublimation becomes sublime! This shuffling, where
the action (“Telling a tale,” "drawing a drawing”] takes
the place of the image ("story,” "picture”), is described
in the perfectly accurate remark of H.S.L.R about
Getter's erasure technique (her use of the squeegee):
"From a certain moment in his career, Edgar Degas
used to photograph his model in the basement level of
his studio, and subsequently paint her from memory
on the second floor. Tamar Getter's squeegee work is

one of her ways to process a figure from memory. Her
work presents as equals the memory of an original
and the memory of a photograph of an original.” ®

"A recollection of romantic scenery or romantic
scenery”—the vector that bounces between them—the
two olive trees confining the installation in Ein Hod—is
an opening unto the true utopia. This is the wonderful
terrible misadventure we call—always, in lack of imag-

ination—erotica.

Cinematic appendix

Charlie Chaplin and Buster Keaton are two events that
divide the utopian-erotic (ero-topian) question into two
sections light years away from each other. In these
two bodies of work one can see clearly how Eros is
forever born out of the flaw—the partial site of articu-
lation—of the modern utopian model. Nevertheless,
the discrepancies between them are far more signifi-
cant than their common ground. For, where Chaplin
needed the entire of Modern Times (1936) in order to
constitute himself as the ultimate bearer of the flaw,
Keaton needed only One Week to reach the far more
devastating conclusion that the flaw is already
inscribed in the geometrical layout of the world itself.
There has never been a greater controversy between
them. The grounding supposition of the Chaplinian
nomad, that ironically cannot be said to be modern at
all, was the last, desperate and humanistic insisting of
a classical hero: the bone in the throat of the modern
machine—the flaw, the sin, and consequently the
heroism of resistance—can materialize only in a
human mistake. The scope of the flaw is the scope of
the mistake—the deviation of the nomad from the

standard. However, Keaton's monstrous premise was

a momentary appearance of a new subject: the basic
flaw already resides in the world's “construction-Kkit,"
a kit that, as stated, has never contained the full set of
its pieces; therefore, all that is left for the hero to do is
to measure-work-form anew the measure of a
measureless event under the (non) providence of a
not-yet-capable God. The difference between the two
paradigms is of course the difference between moral
and ethics.

Rimbaud's imperative: "il faut étre absolument
moderne!” ("Adieu,” 1873: "one must be absolutely
modern!”], is preserved in Keaton's ethics, and finds
its regressive obverse in the Chaplinian moralism:
modernity must be “one.” However, it is none other
than modern irony that finally drives us to conclude
that "true prophets are those who did not survive the
gospel.” The true test of utopia is thus not its ability to
survive, but its capability of recurring. Keaton's world
recurs in the genetics of Tamar Getter.

8

Getter's question—can you go again?—is the categor-
ical imperative of a world no longer corrigible. We must
repeat it. In a subtle yet crucial contrast to the principle
of repetition exercised in the modern attempts we are
already familiar with -repetition as reproduction, the
same repetition that inaugurated the arts to the new
etiquette of the mechanical revolution, Getter's repeti-
tion never produces a homogeneous series (Fig. 21, p.
53). On the contrary, the serialism is first and foremost
an accumulated effect of singular events-actions—
(sniping, plastering, drawing, blindfold drawing,
scratching, chiseling...]—and not a single action that

stretches into a consequential series. The repetition
itself, as the phylogenetic principle that motivates the
generation and degeneration of a series, is thus
subtracted from the final appearance of the particulars
(as opposed to a particular that discloses the genetic
constitution of its species—Warhol's Campbell Can, for
example). From here also ensues the annihilation of the
gap between the empirical sense of the imperative “go
again!” and the hypothesis of the categorical machinery
“asif (als ob) you had to go again”; this is a direct conse-
quence of the ontological primacy of repetition over that
which repeats. (Repetition precedes the formation of
the particulars). Thus, over and against the arbitrary
principle of repetition (automaton), which has been the
wonderful terrible mirage of modernity (from the surre-
alist collage to the second renaissance of the found
object], the contingency that finds its expression in
Getter's drawing series can no longer vouch for the
general stability of the series; Just the opposite, this
contingency amounts to the intensive creation of a
mutation. To a great extent, each new consequence in
the series necessitates the displacement of its prede-
cessor, so that the stable arrangement of the series
never reaches its coagulation. The state of affairs that
appears before us (for instance in the mutation series
of Double Entrances) resembles a state of “meta-
stability"—a momentary equilibrium between two
points of collapse; the only criterion for gauging this
time sequence would be that pulse hanging between
two erasures. Accordingly, we are forced to pass from
the fastidious rhetoric of the meterologist to the
empirical language of the object of the measurement—
to measure from the point of the measured means to
abide with itin the gap between the two erasures (again
| recollect Getter's car stuck between the abyss of
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chaotic non-image of the measuring lattice. (As in the
magnificent moment when Buster Keaton covers the
camera'’s pinhole to hide his bathing wife in One Week,
1920, only to parachute back into the scene from yet
another hole he cracks open in the roofl). Therein
resides the power of Getter's work: the way in which
the semantic universe of art, its eternal wish for a
platonic language of “images” (one can hear all its
powerlessness encapsulated in that word), is confront-
ed with the physical reality of its objects. Accordingly,
Getter's formalism applies only if we refuse to exile
Form from the infinitesimal intricacy of its physical life.

Indeed, to use La Belle Captive's metaphorical
framework in a non-metaphoric fashion: this is finally
the real price of enfranchising the captive from the
double chains of the world mender! For it is precisely
this tactic—"defacing Helen instead of destroying
Troy"—that enables Getter to exercise at last an ethic
unsubordinated to the narrow politics of the image
(Fig. 12, p. 47).

5

| return to the formal ground of Double Monster: in
the absence of a transcendent (as well as transcen-
dental] criterion for measuring the standard deviation,
the (empirical] repetition on the act of measuring itself
becomes the concrete platform of the drawing. The
repetition on (the act of) repetition, that replaces the
repetition on the formula, distinguishes the drawing
from what is drawn. In a Spinozistic phrasing, but a
contrario to Spinoza's own enterprise: it is likely that
what we are actually called to do is distinguish God
from his attributes. Thus Getter's unrectifying repeti-
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tion: (I) on Uccello's chalice and (ll) on the sniped
chalice, which is as groundless as the renouncement
of any criterion exterior to the act of measuring itself,
finally becomes the novel medium of an object that
appeals to measure its own scale (Fig. 13, p. 47); an
object thrown against (ob-ject] itself (cf. Mallarmé's
die, above).

In the course of these procedures, the measure-
ment is an intensive rather than extensive action; a
measure that becomes matter, this is the principle
that defines the manner in which the realist
fantasy—a fantasy of an object that maintains a perfect
symmetry with the conditions of its givenness, is tran-
scribed in the aberrant pedagogy of a material devia-
tion (Fig. 15, p. 48): an object that creates for itself and
initself (the matter of) its own scale. On the other side,
the dream of an ideal (“objective”] measurement, a
dream of the impossible, is realized for the first time
in the unheard-of nightmare of a measurement that
became an object (Fig. 14, p. 48).

5.1

"A measurement that became an object,” "a measure
that became matter"—we must note how the usual
subordination of the object to its condition of possibil-
ity, the given to its givenness, in the semantics of
phenomenologists, from (Kant's) Copernican revolu-
tion to the absolute eclipse of its presuppositions with
the artistic commonsense, is thereby violated. The
empirical tranquility of the artist-surveyor in his
studio-laboratory, a tranquility that secures itself in
the same raison d'étre that assures the eternal
separateness of phenomenon from its conditions (the

monster's barn from Frankenstein's Victorian villa),
is hereby forced into a quantum leap, in the full sense
of the expression, granted that the measurement
itself is now irreversibly inscribed on the body of the
object, so much so that it is no longer possible to
isolate the standard from the deviation. This is a
“"quantum” logic in a double sense: (l) inasmuch as
the deviation—the genetic amalgamation of the
subject of measurement and the object to measure—
is thus a necessary outcome of the act of measuring
itself, so that subsequently (Il) the uncertainty is not
registered on the visual level (it is not an effect of the
viewer/gazerl[!], as, e.g. in Holbein's emblematic The
Ambassadors), but in the material protocol of the
object itself. The phenomenological edifice supported
by the play of gazes as the ultimate site of occurrence,
is counted here only insofar as it is subtracted from
the final equation. If so, the real object would unfold
itself only from the act of repetition on the measure-
ment itself—once, twice, thrice...; the real object is
this repetition.

5.2

In fact, we discover this monstrous formal principle at
the heart of the measuring system presented along-
side the chalices (Fig. 15, p. 49) in the second letter to
Beuys: "On our own, we must tilt our chair at 32
degrees to roll onto the ramp all the way to the door,
in order to be able to strike it with our shoulder at an
angle of 12 degrees exactly, otherwise it will never
turn on its hinge. This is tested.”” The double-headed
creature whose atrocious curse is its very capability of
measuring its own self (cyclopes cannot squint, proph-

ets pierce their eyes, but perhaps the worst of all is a
gaze forced to annihilate with itself alone], is nothing
but that serial measurement that gradually takes the
form of a creature. On this ground, Getter's monstrous
insight about the gothic algorithm, concealed in the
end of the letter as if only in passing, is all the more
dazzling: "We believe that the Gothic style was founded
on function, and not aesthetics or liturgy."® And it
seems that there was never a more shocking discovery
than that of revealing the source of horror along the
story's geometrical layout: a squeaking pipe, a
screeching floor, creaking windows, cracking stair-
case... the real gothic protagonist is the one left to
befriend the permanent specters at home after the
exorcism has been declared a success. For the true
algorithm of the gothic catastrophe, its real core,
never had anything to do with ghosts, occult entities,
much less so with esoteric rites, but with the
unprecedented discovery of an ontological flaw in the
edifice of rational secularity itself. The formal principle
motivating the gothic tale is thus the "very secret that
reveals itself in pure daylight."? In this sense, gothic's
radiant secret does not make it sui generis, rather the
condition of possibility of every genre. That the secret
can subsist beyond the bar of figurative imagination;
that the horror of the measureless becomes thus the
very measure of an essential lack in the heart of the
possibility of measure itself—these are the character-
istics of a drama that takes place before and indepen-
dently of the effectivity of the narratological agency.
The wonderful insight Getter finally extricates from
the gothic structure positioning her gesture in abso-
lute autonomy over and against the linguistic economy
of the image, is precisely as to how the geometrical
layout itself—the house without its tenants, the ideal

city without its "addressees”—already contains the
incendiary and magnificent potential of the work of
art. The gothic creature is nothing but the stem of
this seed of evil. "Imagine: a cathedral pulled that
tight that it could answer a beat with a musical
sound.”"® Getter writes, as every gothic protagonist
knows perfectly that the harmony of manifold genres
is only an effect of the expressionless rattle of the
skeleton bones buried in his basement, and not the
converse. The true spectral mirage is the full-fledged
gothic structure, which is only the self division of an
empty resonance, almost not-there.

This is how Getter's eternal recurrence (repetition,
rehearsal, return...) progresses; forever on the verge
of not-being (Fig. 16, p. 49).

6

It seems to me that all that the gothic momentum of
the letter to Beuys goes in opposite to two cardinal
inclinations of the ethos it supposedly restores: on the
one hand, the Beuysian messianism of the myth, that
the letter unravels down to its most skeletal qualities.
On the other hand, the mysticism of the function,
embodied in the letter in the figure of the modernistic
architect "Wilson."” Instead, the modern dilemma of
disenchantment/re-enchantment is forsaken for the
sake of the missing tooth of the gothic creature that
conceived to both in a horrid mistake.

One could learn from this double movement (move-
ment in place, that is] about Getter's essential
approach to text. To use once more the biblical meta-
phor: Getter's basic disposition toward text (whereas

every work always-already leaps from a status of a

rewrite] refuses to reproduce a rectifying or rebuking
relation between first and second creation. That is to
say, it is not the case of deconstruction, nor of recon-
struction, "simply” because the dismantling gesture
is already an elemental—if not canonical—given of
the original text itself. The beauty of the modern class
is that the students already copy from an erased board
(anyone who ever attended Getter's class knows). This
discovery, which is the sole ground for the true cove-
nant between God and those who were to survive the
flood (for even God cannot do better or worse than
that), is what makes Getter's compulsory measuring,
this escalating rectifying system, a utopian act
par excellence.

6.1

This utopia brings to my mind one of the jokes in an
early work from the Tel-Hai cycle. This is the joke
about the ten Georgians attending to the utmost
simple action of replacing a light bulb. Instead of
screwing the bulb to the socket, one holds the socket
and the other nine turn the chair around. Now this
solution, taken seriously, not only stands a contrario
to the commonsense of the everyday chore, itself
hiding a utopian register (that is the Master's utopia of
a world of mechanical complacency), but suggests an
independent vision. If the joke remains constitutive
even after the punch-line (which is on account and on
behalf of the a priori benevolence of the idiot alone),
this is because the ten idiots themselves are circulat-
ing around an empty center. Meaning, the inverse
productivity of the idiots is not aimed at the production
of objects and/or desirable outcomes to begin with,
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world conceived in perfect symmetry between corrup-
tion and correction—"and the earth was corrupt
before god... behold | will destroy [Heb.: corrupt] the
earth” (Genesis 6: 11-13)—brings about a new state of
affairs. After all, the moment Noah set foot outside the
ark, he slandered the launch of the new world with
that infamous incestuous incident involving his own
son (ironically this incident is also linked with a varia-
tion of the prohibition against “entering in the midst").
Given that the motive for destroying ‘world a’ reap-
pears promptly with the emergence of ‘world ' from
the debris, it is impossible to found a model of suffi-
cient reason for the calamitous interventions of divine
judgment. The biblical solution—"I will not again curse
the ground anymore for man's sake, for the imagina-
tion of man’s heart is evil from his youth" (Genesis 8:
21]—in that case only testifies to our worst misgivings
about the new situation: the world risen from the ruins
of the divine theater of cruelty is a world forsaken by
its creator. Indeed, the connate monstrosity of the
post-diluvian world, its inherent incorrigibleness in
contrast with its antecedent, is unrelated to its being
subjected to the whims of human judgment alone, but
first and foremost in the becoming of sin—the "flaw”
itself—impromptu on both facets of destruction—an
ontological reality. In other words, hereafter it is no
longer the common dilemma of the atheist and the
believer about the existence or non-existence of a
divine being, but rather it is a world in which the coex-
istence of the two has no affect whatsoever on the
degree of cursedness.’ We know it from Mallarmé:
“Un coup de dés jamais n'abolira le hazard" (a roll of
the dice will never abolish chance [1897]). This
perfectly subtle shift from "sin” to "defectiveness”
testifies to the manner in which the old world's short-
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comings inscribe themselves onto the blueprint of the
coming one beyond the play of symmetries between
man and God, between free will and necessity.® The
theo-logical quandary hereby withdraws for the
(comic) sake of a deserted theodicy: a world without
sufficient reason.

Indeed, since the recreation of the world after the
flood, divinity does not reveal itself without the
wayward medium of chance, mistake, risk and gamble.
From the moment the demiurgic fortuitousness of the
“creation by word” (consecrated in the phenomeno-
logical cliché that goes from language to being only to
vouch for itself finally through the gaze: "said"—"let
there be"«—"saw"] is replaced by the chaotic and
an-archic sequence of deviation and rectification, divin-
ity cannot but become a comedy, nor comedy—divine.

Nel mezzo del cammin di nostra vita—if we are
always pushed into beginning in the midst of, as Dante
put it; if we are never capable of determining the ends
of creation ("..until he made these ones”) without
taking the risk of throwing the die (az-zahr, die in
Arabic, for the die itself is already the hazard); well, it
is only because repetition precedes genesis in every
sense. [Courbet used to say that only having repeated
the same painting ten times you know that it had never
been attempted before.) The “second creation” is by
no means a corrective—let alone “convicting”—reiter-
ation of the first attempt, but the inconsistency latent
in the very core of the latter. In this respect, whose
scope we can only gauge, the repetitive chronology of
creation and destruction (thence the undermining
power of that famous Midrash), precedes any of its
narratological ordering in a single act of creation.
“Creating worlds and destroying them, creating worlds
and destroying them...” Rather than attesting to God's

perfection or imperfection, the second creation
assigns the Creator himself the burden of a partial
skill—the ability to begin in the midst...

A

Now | think about the Double Monster project (Figs
8-9, pp. 44-45). Indeed, the monstrosity of this study-
sketch-measurement, the two giant drawings that
first appear to display no discrepancies—derives from
the absence of any transcendent criterion for the
calculating of the standard deviation confined between
its two parts. Once we notice that the extensive iden-
tity of the two chalices (a=a') makes improbable the
extraction of a statistical difference between them, we
are pushed to inquire which one of the two corrects the
deviation of the other? Or else, and here we are already
repeating the naive question of those who were to
survive the flood: why twice? why in the middle?

In fact, the two chalices are already second- or
third-degree copies. The original formula, extracted
from Uccello’s chiseled prototype, was forced here
into a triple descent: from the Idea unto the law, and
from the law unto its private cases: first in the
mechanical repetition of the formula (in the sniped
chalice), and then in the mimetic repetition of the
mechanical repetition itself (in the freehandedly
drawn chalice). Or conversely, of course; the geomet-
rical ideal of directionality itself is substituted for a
chaotic variation. The important thing in both cases is
thatin the course of this procedure the object of repe-
tition is translocated from the geometric Idea to the
act of repetition itself. On a philosophical scale we
could say that we are thereby descending “from the

good (Idea) to the possible (the best of possible worlds)
and to the real (world).” As a consequence of this prin-
ciple of action, which goes against the direction of
Uccello's scientific intuition—we make geometry
"worldly” and not the world "geometric”—the law is
made to confront its private instances, geometry the
not-yet-geometric, so that each renewed encounter
begets a new standard deviation. We are attending a
scene where the law as a categorical medium is being
confronted ad absurdum with the empirical ground
upon which and from which it is exercised.

4.1

To this exceptional tactic (Getter's fondness of sanc-
tions always appears as a bone in the throat of a “crit-
ical" community), | am tempted to call from now on
“over obedience.” For, in contrast to the transgressive
motivation of modernisms, always suspicious of any
framework of law, Getter's principle of action not only
emerges on the side of the law itself—the quasi-
geometrical appearance of the studies is because the
sanction itself is called to take the place of the
image—but also consists in a compulsory—not to say
blind—repetition on its essential gesture. Therefore,
as opposed to the transgression that claims to rebuke
the law by siding with whatever is excluded from it
(and in this sense every transgression is at the same
time a reaffirmation of the law's basic excluding
gesture [regression]), Getter's over-obedience creates
a state in which the law is entangled in itself. Thus,
once the law's addressee duplicates, copies and
concatenates its gesture, an inflational repetition on
the originalimperative is created. It is a repetition that

short-circuits (and shortcuts] the interstice of law and
jurisdiction. From this point on, the deviation, escalat-
ing from one instance to another (say, from sniping the
mason'’s plummet to freehand execution, and from
freehand execution to blindfolded drawing), appar-
ently still on the synchronic axis of obedience, only
bifurcates the diachronic axis of the possibility of
following the "same” law. The quotation marks are
because now, unavoidably, we cannot proceed with
certainty from the categorical dimension of the law,
from which we begun, to its empirical realm; i.e. if
every re-enactment of the law effectively transforms
its original articulation. | already implied it earlier: if
the law was never "one" to begin with, it is, again,
because its beginning is always in repetition. We will
come back to that.

4.2

A supreme and perhaps more palpable example for
the manner in which the law thwarts and transposes
itself is La Belle Captive, 2002, in which Getter's
measuring machine corrects the perspectival devia-
tions in the drawing of A, a 9-year-old girl from Beth-
lehem, that appeared during the Palestinian Intifada
on a poster of Physicians for Human Rights (Fig. 10, p.
46). To beg the question—why “correct” an image
whose very impact resides in its distortedness in the
first place? (For is not the very effectiveness of a brute
painting precisely due to the maintaining of a minimum
of mediation between proposition and expression, sign
and symbol, metaphor and metonymy, hand and paint-
ing, painting and life, life and pathology...?)—Getter's
paradigmatic disposition towards law and deviation

would now become clear: the “correction” of a brute
painting cannot but amount to a brutal gesture in
itself. That is to say: deviation-corrects-deviation, and
no more a diametrical opposition between deviation
and standard. And once more we are led to discover
that the primordial naiveté is nothing but a squared
brutality. This is because the productive potential of
law itself—of standard itself—already resides in the
elemental regime of deviation. Law and order are only
private cases founded upon an ontological inconsis-
tency, but not the converse. Thus, the (Spartan) beauty
of La Belle Captive, Helen, is the vanishing point of the
two battle tracks—"Paris of the calculated move-
ments” and “Achilles of the hammer blows"—that
trace the embroiled boundaries of Troy (Fig. 11, p. 46).
But, in itself, Beauty, which is the serial signifier of the
Greek polis' inconsistency taken as such (how terrified
were Plato and his entourage of a Beauty's putsch
against the judicial sovereignty of the Good!), is a
convert wherever it may roam. Wars are nothing but
the desperate—sublime—attempt of those who lack
it, to partake in the noncausal world of Beauty.

4.3

However, the moment this inconsistency shows itself
onto the surface, as happens in almost all of Getter's
works, the direct relation between measurement and
orientation is at once inverted: the more fervent the
obedience to the law's corrective frenzy is, the more
inevitable the system’'s malfunction becomes; the
more A’s painting is straightened, the more engulfed
La Belle Captive appears in the sniped lattice, replac-
ing in the original the signifier "barbed wire” with the
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Jones, the list is unending), we encounter a sign that
can no longer point beyond its own self-consistency.
Thus the sign or the torso—to pay the last respects to
the heuristics of the proper name—that we encounter
in the Tel-Hai cycle and that passes on to the drawing
series GO and Slingshot Girl, is a singular expression
of a unity that no longer stems from a parallel state of
affairs that subsists outside of it. That is to say: the
consistency of Getter's sign—the way it appears before
us each time as a One—is no longer a consequence of
any interaction the sign has with what we usually tend
to express or infer with and from it—history, meaning,
representation, use... We may ask, then, whether what
appears before us thus can still be called a sign.

2.1

Well, on this point | would like to insist; however,
insofar as we distinguish Getter's sign from the
linguistic sign. While the linguistic sign is forever an
expression of a differential value, as Bergson and
following him Deleuze already noticed—the last
member in a series of perfectly identical letters will
forever differ from the first member if only for carrying
with it the empirical history of the space-time in which
it appeared as a sequence of an inherent duration (this
is difference in its minimal degree—where the repeti-
tion of the same itself acts as a differential principal.
Think, e.g., about the difference between the first and
last stroke in a series of 10 identical drum strokes),
Getter's appears each time as a logical totality which
is at the same time its own history. The torso is its own
logic; no longer an amputated body, a fragment from,

a ready-made of, no longer a fraction of a figure, but a
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partiality-without-remnant.

In this respect Getter's sign shares an essential
quality with two pure forms of signification: the
mathematical sign and the musical sign. Just as
mathematical signs (I don't mean the logical signs
which represent mathematical variables) and musical
signs (I don't mean the notated script, but the tones
themselves) are not expressions, indexes or descrip-
tions of meanings that lie beyond them (that was
Kant's wrong and all-too-popularinterpretation to the
concept of the sign which, unlike the schema, he took
to be an entity that essentially points beyond itself), 4
Getter's signs are themselves the very place in which
being is said without remainders.

One can speak in this respect of Getterian mathe-
matics. Not in the romantic sense where painting
takes upon itself the pathos of arithmetic rigorous-
ness (such masquerading attempts we know from the
dawn of modernism], but in the sense that we are
confronted with a sign whose reality is by all means
indistinguishable from the very fact of its appearance.
| am talking, therefore, about the mathematics of the
Real and the music of the eternal.

2.2

Thus, Getter's repetition model does not take place
within a spatio-temporal framework of possible expe-
rience, nor within the ideal sphere of a priori science.
One can therefore conclude that the concreteness of
Getter's drawing is not a transcendental matter or an
empirical one, but rather that like a sequence of tones
or mathematical expressions, these drawings are
realized without any further translational procedure;

their appearance is already saturated with the reality
of their being. Hence each drawing (think of the
immense difference between each series and all the
more so between each cycle) can—should—be taken
as essentially paradigmatic.

In this sense Aristotle too talked about the para-
digm (in contrast to the modern interpretation of the
concept that is identified with Kuhn's theory) in the
context of the relationship between the object and its
intelligibility, and not in that of the relation between an
object and the rest of its potential occurrences or the
object and the system in of which it is a part. That is,
the paradigm is the form in which the thing serves as
exemplar for itself, next (para) to itself, but not for
whatever is beyond it. The paradigmatic modus of
Getter's drawings is precisely this way in which the
singular object appears to itself as "already-serial.”
That is the reason why every drawing already includes
itself as a member in the series which is none other
then itself. Take a look at Double Entrances, a series
that takes this paradigmatic principle to its extreme,
where every entrance presents itself on the one hand
as what it is (an "entrance”) but at the same time—as
aresult of Getter's manipulation—also exemplifies its
function as already-effectuated in relation to itself
(this way we get an entrance that enter into an
entrance). And we can clearly notice that this operation
does not necessitate any further act of translation from
the drawing outward—to experience, reflection or even
this essay. (We can now return to the discussion about
the Giottoesque circle as a primitive version of the self-
containment principle of Double Entrances).

In this sense | understand Getter's sign as a sheer
paradigmatic note. Therefore “to get in the midst-of”
means to situate oneself between the thing and itself;

i.e. before experience (the empirical] as well as before
the possibility (the condition); simplicity we are
yet to discover (Fig. 7, p. 43).

3

Or never get in the midst of! We know this prohibition
(in Hebrew) also from the expression: "never show a
donkey half a job"; or should it be "anyone who gets in
the middle [of the work] is a donkey." For the noise that
comes out of this rehearsal nauseates us more then
anything else. This is an ancient seasickness we carry
with us unto the land from a world that still hangs
undone—unspecified. It recasts itself in our drinking
habits. A bad habit—hubbub—white hubbub. Within this
white noise we can no longer distinguish that-which-
repeats (re-turns, re-hearses) from repetition itself. In
itself, Moby Dick is undistinguishable from the mind-
dazzling hubbub of the sea; Fernhoffer's masterpiece
from the stupefying ambience of the atelier. So the
figures in Getter's painting too can be thought of as
monosyllabic outputs of a repetitive imitation— culmi-
nating in utter indiscernibility—from the background
upon which they are to emerge. The mimesis, or what
we can now call the "panto-mimesis,” is the basic coef-
ficient of this radical assimilation in the course of which
we are to shift accordingly: from the universe of repre-
sentation to the metamorphotic motion of the mimic
who takes the very form of the objects he pursues. As
discerned already in the Tel-Hai cycle, 1974-1978, the
fact that Getter "fails” to discriminate buildings from
persons, persons from machines (indeed this by itself
requires a thesis!) is only because her mimicry was never
based upon a principle of differential value. In fact,

speech is out of the mime's performance precisely for
this reason, that the drama of signification is ever only
secondary to the metamorphotic adventure of “taking
form.” Finally, a good mimic forms high assimilation,
chameleon-like: this is where choreography (meta-phor)
and movement (meta-morphosis) become indiscernible.

3.1

As | said earlier, Getter never lingered over the linguis-
tic fascination so characteristic of the atmosphere
from which her work first took off, and which contin-
ues to haunt art. This is a form of political reterritori-
alization. For, given that the painter-mime cannot
produce denotations and significations autonomously,
she is bound to an infinitesimal attentiveness to the
malfunctioning already inscribed within her surround-
ings. The slightest disruption in the machinery of
everyday life is in fact an exponential platform for
imitation and amplification. That is why the painter-
mime never threatens the system with critique, decon-
struction, let alone with this or that gesture of unveil-
ing. Instead, her work offers it an absolute
attentiveness, moreover—it offers it its own language,
blown-up, enhanced, in reverse... | think that this
ventriloquist disposition is far more insidious. (In the
distinction | laid out above, between the mime and the
actor, the ventriloquist is located on the side of the
mime. The ventriloquist is the "mime of the voice™:
with his weird speech, he is occupied not with the
portrayal of characters, but with yielding a voice that
would stand for speech itself—representing it for
us—as an autonomous totality. The mime therefore
dubs the voice, not the image that appears through it

or the speaker who identifies himself with that voice.
In this sense, it is an exemplary correlate to Getter's
mode of acting outside the field of the image in the
acoustic world).

One way or the other, once again: getting in the
midst of. It carries a noticeable weight, whether we
want it or not. Now | think of the expressly metaphys-
ical idiom we often put to use in Hebrew of someone
who enters himself in the midst; the intruder who
“steals the birthright.” To “steal the birthright” means
to unyoke creation from the burden of beginning, to
have it reclaimed: Do go again! This time freehand-
edly! See, for example, GO. Of course, at the risk of
heresy, granted (the former was a charlatan!), however
the heretic himself is always already a double believer
(do go again! another one!). This is the doubled,
hollowed, poked (and poker] face of the one who gets
in the midst of. Now we must think of it the other way
around—"Doing twice."

A comical-theological appendix

Thus arises the great bewilderment stored in the idea
that more than one act of creation is possible—in the
intriguing words of Genesis Rabba: “[God] went on
creating worlds and destroying them—until he made
these ones”—in the absence of any foundation for an
acute distinction between two states of affairs: “before”
and "after”; "world a” and "world B"; "world a” and
“world a+1." Granted, of course, that we are capable
of differentiating from the outset between God's
destructive and creative performances , or at least
capable of discerning sequences of variable actions
([God] "said,” "saw," “let be"), it remains nonetheless
unclear how for instance the post-diluvial world—a
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and Zeno), is the sole element enabling it. The first
possible movement—i.e., the second movement—is

the division of the void in itself.

1.3

Well, into what can the void be divided? In the set-theo-
retical context the first element to emanate from such
an operation is the name of the void, written like this:
@. The void has a name—it necessitates its bringing-
forth into appearance, and this is its mode of appear-
ing. | do not think it is altogether a coincidence that
Getter too intimates her own name at the threshold
between movement and non-movement: next to the
void; the first element to follow; the second element;
GO. This is the first set, {G, 0}; the first time the artist
befriends his own line; the first signature—i.e. before
one can even spell one's own name, before there is
anyone to vouch for what is thus signed. No more than
aninitialis needed—a capital (G). So is it with language,
that the first semantic movement, the elementary
locution, is a directive, a note, a call: Go!. This is already
a crucial point. For it stresses the ultimate precedence
of use to articulation. The whole of Getter's oeuvre
originates from this precedence. Prior to knowing our
own language, before we master the craft of self-
expression, we already use it; inasmuch as we are
being used in it. Before we are capable of spelling we
already know how to sign. To be precise: the line
already knows us. This is a supreme kind of knowledge,
which Plato rightly named anamnesis (recollection];
for we recollect only those things which we have never
fully possessed knowingly, those that recollected us
without the need of our knowledge. Consequently, of
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this knowledge we can never be dispossessed. Same
with speech: we can address without having to specify
the addressee, without having to know where we are
headed: Go! Onward! (Fig. 4, p. 40).

On a similar note Heidegger described the skilled
carpenter's manner of addressing his apprentice as a
sequence of unspecified directives: "Hand it over!”,
“Here!”, "The other one!”. Granted, the exclamation
mark stands here in place of the extended gesture
of the specified locution—the exclamation + the
"to-be-exclaimed” (and it is a supreme irony, in fact,
that the very exclamation is doubly partnered with
the directive’s impatience and with the future
reader's patience).

Indeed, for the meanwhile there is nothing yet to be
claimed, or "before you claim, ex-claim! Use!". Only
thus would the apprentice master his future vocation.
I.e. before he would learn the language as a whole,
before he would go to the dictionary, he must use it
(Wittgenstein). Nor does Getter work with language as
a lexical totality, but rather as a series of open, partial
functions. It is this latter point that easily distinguish-
es her work from the popular fascination of modern
art with the order of the signifier and the universe of
the lexicon. With Getter, the drama of signification—
the quivering of hollow signifying chains, the antici-
pated mismatching of the word with the thing...—is
ever secondary to the drama of language at work.
Language essentially works. It needs no wording. And
itis this work that is the very obligation to which Getter
assigns herself time and again: being worthy of that
which stands before her as a limit. The particular
manifestation of Getter's muteness (Heb. ilmut) and
violence (Heb. alimut) ought to be named freedom.

1.4

It could also be said that Getter in fact distinguishes
here between two regimes that are repeatedly conflat-
ed: freedom and liberty. In the GO series Getter
demonstrates how the liberty of motion, fuelled by the
claim for an ideal movement (causa sui, unlimited), is
rather only a concealment of the freedom that move-
ment acquires when forced to confront its inbuilt limi-
tation: for it must invent itself as such; prior to being
verified; before it acknowledges a father, that is to say:
a patltler-n, a law. In contrast to the phantasms of
auto-legislation and auto-poesis, which, after Kant,
we take to be typical attributes of the liberal idea of
motion, we ought to reserve freedom precisely for that
renewed encounter with the void subsisting at the core
of every dynamic principle. In Heidegger's example,
we are with the apprentice who is asked to fetch a tool
whose appearance and function are completely unbe-
known to him, thus is free to assume it, i.e.: free to
mistake. Hence it is mistake, and not failure (much
less aporia), long since held as the favorable paradigm
of the thought of the past 50 years, that is worthy of
serving as the ultimate mode of freedom. It is precise-
ly this freedom that Getter assumes each time she
changes a tool. That is to say, each time Getter prac-
tices her own self-apprenticeship (sniping the mason's
plummet, coating, plastering, smearing, outlaying,
using the squeegee, carving the paint). The fact that
she "does not know" what she is doing is articulated
as a positive condition for any sedimentation of future
knowledge (rather than a guarantor of a predestined
failure). Every action is thus a prototype of a specula-
tive activity that is forever displaced by a stronger
principle (Fig. 5, p. 41).

| am forced to recall Plato's anamnesis. For if ever
there was a painting capable of overturning Plato’s a
priori suspicion of art's mimetic rituals, it is the very
painting that embraces the method of anamnesis. In
practice, Getter's painting skill seeks to return to use
a knowledge never fully possessed by the painter; a
tool she only ever held as her own apprentice; an idea
of a great master regressed into a computation.
Accordingly, the mimetic practice of Getter's painting
requires a sub-practice of self-imitation, self-rectifi-
cation and self-perversion, to operate constantly
within the productive mechanism. Since itis no longer
a case of a copy measured against an inapproachable
ideational model, but rather a copy retroactively
generating—through the endless reduplications of
“free mistakes"—its own Idea, the painting can no
longer demand its freedom by right, in principle. On
the contrary: the moment of carrying out a free
act—the changing of a tool, the birth of a new algo-
rithm—assumes precisely the form of a compulsion —a
compulsion to act: to cause to function, to cause to
think, to go on! This is a painting that transforms the
Idea itself into a genetic principle. A place where it is
no longer possible to distinguish logic from ethics:
principle from action.

Getter’s characters may all seek to act as such proto-
types: apprentices without a master. A question now
arises, as to the reproductive potential of a series that
refuses to pass on its genetic code. For example, what
kind of family resemblance can possibly prevail between
two prototypes? Could there be a reproductive principle
for such a series? What is its principle of transmission?
Later | address these questions more directly; for now,
| suggest Mutation as a possible answer.

1.5

At any rate, on account of these procedures the weight
and the very meaning of drawing in Getter's work
undergo a focal shift: less concern for its retinal
appearance and qualities and more for its actual and
physical relations with the tool that enabled it. Even
more crucial here is the fact that instead of finally
completing this trajectory—from the mimetic appara-
tus unto the image—Getter proceeds by an actual
reversal of the vector. More precisely, Getter situates
the mimetic apparatus itself where the final image
was to have been placed. This characteristic alone
turns the mimic-painter (the "idiot" to use Getter's
term) into the image-maker/consumer's worst enemy.
If Getter's characters thus refuse being gathered into
images, it is because they are effectively undistin-
guishable from that which enabled their emergence
(Fig. 6, p. 41]). Their entire being is focused on this
minimal passage they are made to traverse: from void
to something; and conversely—on making this
minimal capacity to appear their very being. The force
of this strict pantomime which Getter conducts is what
makes her art highly abstract. (Surely in contrast to
the actor whose voice remains an extension of
himself wherever that self "belongs” to characters
performed, the mime cannot be where he does not
appear). This abstraction is precisely due to fact that
Getter does not allow a distinction between a painted
character, or whatever else she paints and draws, and
its actual material visibility on the surface: to appear
=to be. (I return to Stevens' verse: "It is possible that
to seem—it is to be").

Thus to get in the midst of means first and fore-
most to mold this very interstice wherein being and

appearing may—if only for a moment—eclipse. Those
are the two banks of the void.

2

But it is important to point out now that the analogy
with the procedure of going from language qua repre-
sentation to the core of its grammatical performances,
from the sign to the existentiel, and with that the
drama of the failure of signification, ends here. It
would be a mistake to stop at this point to meditate on
the destructive threshold of Getter's move and
conflate—like so many accounts of modernist painting
do—the (stichic) outcome of representational failure
with the courage required at the moment when the
painter must create a standard in a world in which
even the distinction between language and state of
affairs is unfounded.

And, indeed, from a very early phase—already in the
Tel-Hai drawing series—Getter's sign ceases to func-
tion even as a grammatical or a semantic unit, ready-
made or fabrication. Already in the torso drawings the
gradual necrosis of the torso-sign—look what happens
to these drawings between the two poles of the
series!—disposes of all its semantic or syntactical
functions (an algorithm manifested in the gradual
trimming of the torso’s limbs on its way to become, |
think, a number). In this sense, Getter's way of collaps-
ing the conventional machinery of sense stands in
sheer contrast to the two cardinal procedures we iden-
tify with the tactics of modernist painting: instead of an
impossible condensation of significative procedures or
alternatively a phenomenological reduction of the
panting to its condition of possibility (from Mondrian to
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Towards a Second Creation
Footnotes to Tamar Getter

Johnathan Soen
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1

In the theatre one does a lot of rehearsing, until
finally the show is put up. In my case the show is
the rehearsal.

Tamar Getter’

What is this masterpiece, where the term "master”
does not designate a unique and singular achieve-
ment, but rather a capital, a stock? ?

It is possible that to seem—it is to be. 3

Or else: | recall that Boulez once told of the dreadful
embarrassment that accompanied one of the first
performances of Anton Webern's pieces, when the
crowd began protesting against what was taken to be
“intolerably long tuning of the instruments”...

We apprehend it intuitively: we happened by chance,
clearly not by invitation, into a rehearsal. Surely, that's
what happened. “To get in the midst of"—the embar-
rassment is unbearable when it comes to the produc-
tion scene of what is destined to be a work of art. All
the more so if we discover that this very rehearsal
proceeds effectively in the punctilious manner of a
final show. For, in such a case, even taking responsi-
bility over our intrusion—and subsequently making
sure that we stepped in the midst ofan action that had
indeed a beginning and end—would be unobtain-
able. Here, one is already a viewer-listener by force.
Here, L'oeuvre inconnu is the conjoined spectacle of
a double evanescence of master and spectators alike.
By now, behind us and ahead of us are only traces.

| think that this is indeed a basic scenario in an
encounter with a work of Tamar Getter. That is, beyond
the evident sense of incompleteness while witnessing
what appears at first as a work in process (“the show
is the rehearsal”], emerges the favorable significance
wherein the disintegration of point-of-view is convert-
ed into an infinite potential (the rehearsal is the show).
The dodecaphonic scale may serve as a useful example
for the manner in which—renouncing the benefits of
tonal arrangement—the repetition or the “re-hearsal”
(now the unlimited recurrence of inner sequences)
takes the place of what was formerly the image; as an
effect as well as a component in the work's production
mechanism. | would like to mark here—however
abstract it may appear at the moment—the point of
departure for my reading in Getter's oeuvre: repetition

takes the place of the image (Fig. 1, p. 39).

1.1

Only thus would it be possible to understand the circle
as a genetic (rather than metaphoric or Gnostic] prin-
ciple in Getter's work; i.e. insofar as we are able to
distinguish it from its image. Images can be said to be
“circular,” yet the circle itself paradoxically precedes
any image. For already within the most primordial
economy of the image (image—imitation) there acts the
minimal repetition of the circle as an epitome of self-
imitation. To put it more succinctly: in the circle, self-
ness itself—identity itself—is already an effect of
imitation. In this sense, the circle has no outside. A
circle has no beyond. It is the first possible figure—i.e.
the second —after the myth. Meaning: it is the inceptive
appearance of thought as a wholly immanent activity. In

“immanent” | mean the way in which subsidiarity—the
very state of being-already-given, being-already-after-
the-outset—takes in practice the place of beginning.
Getting rid of the myth (first and foremost the meta-
myth of Genesis, if ever there was another] means
precisely this renunciation that articulates itself only
when we come to reckon with the fact that thought's
lagging behind being, or thought's consequentiality to
its own source, is immanent to being itself, as opposed
to an inability to reach something supposedly lying
beyond it. The painter's task is to situate herself
precisely in the whereabouts of this inherent gap.

That is of course the true significance of Giotto, the
first painter to have considered seriously working
outside the myth, in contrast to the humanistic
fairytales that usually accompany his oeuvre. Getter's
work with (the myth of] the perfect Giottesque circle is
precisely in order to abandon that transcendent under-
standing of the myth for the sake of a painting which
is a fundamental engagement with the immanent limi-
tation of a physical skill. Giotto's circle, reproduced in
several of Getter's works, thus becomes the first
measurement of the inherent belatedness of the
painter to his own craft. It is the minimal time required
for the hand to catch up with its own orbit.

1.2

We may also consider the difference between the
mime and the actor: the one imitates, the other—
portrays (Fig. 2, p. 39); a good actor would be consid-
ered so for portraying a characterin a genuine fashion,
a good mime in contrast would be the one to imitate
the act of portrayal itself. Unlike acting therefore,

pantomime, which is truly built according to the archi-
tecture of the circle, is an art without transcendence
inasmuch as what it presents us with is nothing but its
own inherent eros. | think that this is how one should
start conceiving of what Getter speaks of when she
presents her work as a theatre in which the rehearsal
—the “panto-mimetic” stage of every play (memoriz-
ing the text, movement, lighting procedures... a
moment before the repetitive chaos amounts to a
spectacle]—is placed at the forefront.

Take a look, forinstance, on the drawing sequences
of GO, 2001 (Fig. 3, p. 40). To a great extent, every
figure here is an embodiment of a single axis that
descends from the image (representation, metaphor,
allegory, portrayal...) of movement, unto its imitation.
Thus, for example, a "walk" becomes the result of
clicking the heels together; "moving forward”—an
effect of one leg completing a full orbit around its
prosthetic double or, in the case of the limbless
torso—a consequence of a strange leaping generated
between a head and a buttock transmuted into limbs
or alternatively into wheels. (Michael Jackson's moon-
walk comes to mind as another possible case). That is
to say: instead of walking, the limbs become second-
degree imitators of a "choreography-of-walking.”
Instead of moving, movement itself is mustered for the
performance of its self-disclosing. Henceforth exten-
sive movement would reveal itself to be but an optical
effect of an intensive moving-in-place. Following that
logic, the rosette, formulated from the reiteration of a
mathematical sequence of perimeter lines encircling
one empty fulcrum, could be read as the geometrical
summary of the whole series: the void located at very
heart of movement, in contrast to which its degree of
freedom measures (already from the time of Aristotle
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painting without acknowledging the corporeality of
every gaze, that is, the artist's embeddedness in the
reality of a physical "body” of space-time, as well as
in the artist’s own body, in the language in which she
thinks and speaks (Fig. 34, p. 27). Getter removed the
preoccupation with representation from her painting,
but refused to accept the removal of history from
painting. One can say that Getter read Raffi Lavie's
collage and brought to light what was already in it, the
given corporeal gaze, despite his active working
assumptions that were based on that same purified
Modernism critiqued in her work.

As much as the routes of Tamar Getter and Yair
Garbuz (another Raffi Lavie student) are separate and
different, it would be correct to say that Getter, one
generation after Yair Garbuz, joins him in a new formu-
lation of the problems of the collage. This critique by
Getter, a formalistic painter in theory and in practice,
of what is called Formalism, brings up a new concep-
tual discussion of the collage or of all the other
methods of “flat” painting. There is no perspective.
The first thing Getter does is to bring in structures and
to deal with perspective. The collage says: everything
is forms and colors. In painting there is no place, no
time, or: they are not there without consciousness.
Getter says, on the contrary, and brings into her
collage a historical event, but—as a study of “form,”
the form of the Tel-Hai yard. It now becomes easier to
understand how she developed her specific interest in
utopian concepts and plans of communal construc-
tion, ideal cities, or for example her profound interest
in symmetry as a formal-structural idea intrinsic to
any utopia in a general, meta-periodic way. Her explo-
rations are always stretched on an axis of time and
genre: so the communal structure of the Tel-Hai yard
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or the Hulda yard, as well as the generic form (the
“kibbutz,” the “train,” the "apartment block") meet up
with Piero della Francesca's ideal city plan, the Anti-
patris fortress, or the Nabi Yusha police station from
British Mandate times. On the surface of her painting,
the structure and the genre meet Giotto-esque spatial
solutions. Susanna's Cities, 1993, brings up a modern
immigration story between the Revolution and the
Zionist state, intertwined with the 1593 plans for the
ideal city Palmanova. Double Entrances, 1995, binds
together a Mies van der Rohe living room—one of the
more sacred icons of Modernist architecture, with
Getter's treatment of forms of modular houses' entry
units from the dictionary of the contemporary building
industry. The Asian Society Building 03, 2003, links
the Modernist Weizmann Square in Holon, with, of all
things, an academist, pre-modern painting from 1902
of a Baroque building in Denmark. And so on, each
work, each cycle of works and the specific operation it
performs on the collage and on the specific collage-
ness she examines. Even the temporal juxtapositions
of Letter to Beuys are constructed in this way. "The
question about painting brought up themes, and the
themes brought up painterly and non-painterly inven-
tions,"” says Getter. Getter's stories, her video art
pieces, are all constructed in this way. The “style” of
collage, collage as one aesthetic convention or
another—are not the instigator. Getter simplifies the
basic norm of the collage to the extreme, suggesting,
instead of the polyphonic profusion of a “rich” painting
field—seemingly emptied out compositions in a unified
laconic organization, which she repeats with very
small variations again and again in each series. The
Recruits cycle, 1989-1991, like the cycles dealing with
structures, also opens up huge gaps in relation to the

potential of perspectival realization. Thus, the arrange-
ment and re-arrangement of the same elements on a
given surface, as well as the measuring and the shift-
ing (within each painting, and from one painting to
another) become a central subject, just like in the
games she plays with the shapes of the Tel-Hai yard.
The destruction of "depth” (perspective] here is
assigned to the "blindness” of the recruits: their
frontal gaze, gaping eyes and dull expression. All these
portraits, except perhaps that of the military physician
in An Imaginary Portrait of a Military Physician, 1990,
stare into nothingness. These are not eyes as "windows
to the soul”, as testimonies of mental "depth” or some
consciousness (Figs 35-37, p. 28).

Getter's generals, from the cycle History Lessons,
1992 (Fig. 38, p. 29), take the collage to the most
grotesque extreme that cutting and pasting can offer.
In Hand and Foot by Gericault, a painting that quotes
a detail from a Gericault painting, we see Getter's
general with pigtails and ribbons on his bald head,
wearing a tight mini-skirt, his long and delicate legs
the legs of a female dancer. His breast, in contrast, is
puffed up and stuck out, with strong man’'s arms
crossed over it. Whereas the historic collage enjoys
the fragmentations and the gaps they open up in the
viewer's consciousness, the general's whole body (and
this is one of the only times we see a whole body in a
Getter painting, from the head to the feet) is actually a
harmonious, flowing monster, an "exquisite corpse”

]12

(or "exquisite cadaver])'? par excellence.

Translated by Michal Sapir®

Notes

1> Paolo Uccello (1397-1475). This is an ink
drawing of a chalice on a piece of paper, a
drawing which has become iconic in the history
of perspective. The drawing was not made as a
study for any painting or sculpture project but

for its own sake.

25> "In1.3.1920, in a small settlement in the
Northern Galilee, a battle took place between

a group of Jewish settlers and defenders and
local Arabs. The battle ended with the death

of six of the defenders, including their
commander. In a short time the local event
became a founding national myth—'the myth of
Tel Hai,' and inaugurated the cult of the fallen
within the Jewish community [...]." From Pomp and
Circumstance: The Rituals of Israeli Sovereignty,
1948-1958 (exh. Cat., curated by Batya Donner),
Eretz Israel Museum, Tel Aviv, 2001, p. 80.

3 > "Butcher's plate"—a famous German dish:
a mixed platter of game sausages, at times

decorated with the claws of the hunted animals.

4 > See: Sara Cohen Shabot, On the Grotesque Body:
A Philosophical Inquiry on Bakhtin, Merleau-
Ponty and Other Thinkers, Ressling, 2008 [in
Hebrew] and Avital Ronell, Stupidity, University
of Illinois Press, 2002.

5> Getter in conversation: "The idea was not
to use a ruler. I want to move the arm from
here to there and have it be straight and

long and perfect. It's also a matter of speed.

It's different from producing a line through
technical means. It's the idea of being like a
ruler. It's a problem of controlling the body.
It's about getting something from the body which
is usually got from it through mechanical means.
It's a kind of hubris of the body that wishes

its flow to be uninterrupted, smooth, it's not a
painter's problem at all, it's a plasterer's or a
builder's problem. I always felt like doing it.
Like ignoring for example the laws of gravity
when everything in the drawing is standing on
one line. There's an illusion that something is
holding it. This is part of what fascinated me,
like when you see in the circus someone standing
on a chair which is standing on bottles, and he
rolls an umbrella with a set of plates on it with

one hand."

6 > Robert Kaplan, The Nothing That Is: A Natural
History of Zero, Oxford University Press, 1999, p.1.

7 > Max Brod, Franz Kafka: A Biography, translated by
G. Humphreys Roberts and Richard Winston. New York:
Schocken Books, 1960. p.178.

8 > Valeska Gert (189271978) was known as an
outrageous and sophisticated dancer, who created
avantgarde choreographies, which included
improvisations in front of a blank canvas and
moments of complete stillness, that prefigured the
silence in John Cage's performance 4'33" by more
than thirty years. Gert was also a radical artist
and entertainer who appeared in cabarets. The role
played by Lisa Minnelli in the 1972 film Cabaret is
a homage to Gert. Getter has said that she found an

article by Eisenstein in which Gert is described as

a political fiqure, and that according to him, Gert's

character made Europe "laugh its head off."

9 > Michel Foucault, Madness and Civilization: A
History of Insanity in the Age of Reason, Vintage
Books Edition, 1990, Random House, pp. 34-36.

10 » "Demons: Contemporary Artists from Poland and
Israel and the Spirits of Time," Bat Yam Museum

of Art, 2008, curators: Naomi Aviv and Leah Kabir. In
the catalogue Getter writes: "As members of
Hashomer Hatzair youth movement in the 60s we

used to sing: 'Russia is our mother, Stalin is our
father—we wish we were orphans.' When I recall this
hit today, I like to think of it as a ghost standing
behind the work I made for the exhibition 'Demons'...
My work is a loose interpretation of Stalin's
principle regarding the use of forms 'as one body
inside the shell of another', which has been a

central principle in my work since the 70s" (p. 47).

11 > The Constructivist artist Vladimir Tatlin
created the character in 1922 for Velimir
Khlebnikov's play Zangezi, in which Tatlin played
the leading role.

12 > A game adopted and updated by André Breton and
the Surrealist circle in the 1920s: you pass

around parts of sentences or images, and each
participant adds his own to the sequence, which is
hidden from him at the time of adding. The game was
soon adapted to create a drawing or a collage.

The name came from the sentence created the first
time the Surrealists played: "The exquisite corpse
will drink the new wine" (Le cadavre exquis boira le

vin nouveau).
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The circles "hold” the square format together. The
“pieces” of landscape turn into accessories, that is,
they are objectified and function as "equipment.” The
silhouette of a mountain, a cypress or an olive tree, a
village, a donkey and a road or a path are not trying to
correspond with the tradition of Eretz-Israeli painting.
They become discrete units of landscape, interested in
relying neither on the lyrical qualities highly regarded
in Israeli painting, nor on the aura of painting or its
skills. Thus, the units of landscape function as short-
hand transcriptions of landscape—solid schemas that
sit on thin or linear meeting points. When she began
working on Landscapes and found that her land-
scapes become abstracted and their appearance
recalls maps and borders, the marking colors of the
paintings were also coded: green, red, black. In Land-
scapes Getter left behind the blackboard image of
Tel-Hai and moved to color painting. What resulted
from the sum of all the schemas and from the act of
building the landscapes offered the illusion of depth
within an obviously flat “landscape.”

After Landscapes Getter created the series Artifi-
cialia Naturalia, 1983-1987 (Figs 32-33, p. 26}, in
which the reading of the painterly space is further
complicated and a new interest in light is introduced.
Getter has created her own synthetic version in rela-
tion to (Clement Greenberg's) American thematization
of the surface. Rather than renouncing the distinction
between the line and the mark or abandoning the
figure, she has kept insisting on some image of a world
or a place even when the place is an a-topos. A central
image here is a bunch of asparagus based on a
17th-century trompe-l'oeil painting by Adrian Coorte,
whose title she adopted for naming the series. This
bunch of asparagus passed on from painter to painter
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through art history until Manet's famous painting, and
has come to designate the idea that art is the place of
the fragmentary—of cutting, pasting, collecting,
constraint and artificiality, hence also the name of

Getter's series.

GO 2: AChoreography
of a Movie Camera

This exhibition has a retrospective dimension, and
includes two new projects created with reference to
the exhibition hall: GO 2 and Chalices and Corpses.
GO 2 is divided into painting units each averaging 10
meters in length. Each unit is divided into frames, and
each frame holds an individual image. One panel
opens with a girlin a tube top: a relatively large paint-
ing made with two swathes of monochromatic paint.
The unified, slender image flickers in some kind of
Gerhard Richteresque cleanliness. It is followed by a
frame whose background is painted olive-green in
which stands an old (Arab?) woman dressed in black.
She is as sweet as a Babushka and has small, pretty
bare feet. She is waving a fire stick. Ordinary fire.
Neither the fire of Hamas nor the fire of a freedom
fight, which is why at the bottom of the frame Getter
has written also in Gaza. After the "Arab” woman
comes a fluorescent pink patch, containing a grotesque
of a donkey with a set of liquid-squirting breasts and
a small penis sprouting between them. Out of the
donkey, in an elegant gesture, with a brush as thin as
a make-up brush, come two delicate hands. Each
panel has one frame with its own grotesque cross-
breed. In one, murderous "cherubs” that look like
Sumo wrestlers having a Karate fight in the clouds; in
another, a drawing of a hand with a woman coming out

of it, with a leg kicking her head; in another, “the fire-
fighter,” a female torso urinating from the cliffs; and
there is also an old man with ears pricked up, upon the
huge anthropomorphized bottom of a horse. And here
is a frame showing two stone breakers—a clear scene
with no crossbreedings, few of which are embedded in
each panel. The stone breakers are painted with
spatula, squeegee, sponge and pieces of rubber after
a photograph Getter found at Shturman House in
Kibbutz Ein Harod. It seems that stone breaking does
not come naturally to them. Perhaps they are intel-
lectuals who have abandoned everything in order to
join the project of building the land. Getter: "I love for
example Bruce Lee's movement. Chuck chuck chuck,
only what's needed, low fat, quick, short and precise.
You know what drove me crazy when | worked on the
double character of the stone breakers? That | got so
into it that it started looking like a painting-painting
and turned into the least 'signified’ image in this whole
project. | find brushes to be hard work. When | work
with a brush, for example when | painted the violent
cherubs, | hold it near the hair. What good is a brush
when | have pieces of rubber that touch straight at the
surface, near the fingers, and allow me to be as
precise as with chalk and without all the the effects of
traditional painting... I'll always prefer using simple
tools for marking, placing, moving... It regulates the
movement and immediately divests it of poetry” (in
conversation with the author). Some have said that
Getter's panels are reminiscent of church painting
cycles. However the link to billboards and old movie
posters painted with squeegees and brooms strikes
me as more natural.

Preparing for this comprehensive exhibition, Getter
hired a huge studio in the industrial complex Kiryat

Hamelacha in Tel Aviv and moved into it equipment
and tools from her old studio, located under her house
in the Borochov neighborhood of Givatayim. In her new
studio she spent about a year painting large canvases
intended to create one continuous painting loop. These
canvases display vivacity, an energy and a bright and
strange colorfulness. Neither Kandinsky comes to
mind in view of this surprising colorfulness, nor van
Gogh nor Albers. Each color here gets its own inde-
pendent status, belonging to the image or the scene
portrayed in it, to its place in the panel and to its role
inthe whole project. The general feeling is of a gradual
passage from darkened gloominess to light, from
great loneliness (almost all the characters, while
preoccupied with some activity, are alone and isolated)
to spectacular display, from vital ferocity to an after-
the-party or the-end-of-a-demonstration atmosphere.
The components of Getter's painting: the color, the
line, the image, are impossible to isolate or separate.
Color in Getter's work seems like intentionally sloppy
"make-up” that seems “glued” to the surface. There
are no deep textures, and the colors, rather than
attesting to an existence of layers, attest to a floating
up to the surface. Even the outlines or the system of
lines seem to be trying to separate from the plane. It's
as if Getter "hits and runs,” not bothering to unify the
whole area of the picture like Yitzhak Livneh does, for
example. The strips of color framing and separating
the pictures in each of the panels also expose white
unpainted threads; these framing strips are "placed”
on the canvas. Marked straight from the body and its
ranges, with no projected transparencies. Colorin her
work produces a “coloring” (as opposed to a “paint-
ing") of the image. If the color strikes her as too satu-

rated, she scrapes at it until the canvas is exposed.

The shifts between the painterly units in each panel
are sharp: from large to small, from far to near, from
a hairpin-thin line to raw spatula strokes, from a clean
quasi-stylized line to smears, stains, messes and
leaks. The great license in shifting from frame to
frame within each of the panels and from one panel to
the next invites the viewer to move with freedom and
interest into and out of the painting—at an intimate
detail such as a small hand holding a lemon that
comes out of a donkey with breasts, or to move far
away from the painting, in order to comprehend the
power of a huge monochromatic back spread over a
few meters, and to come closer again to the chalk
lines gently outlining a hand lying on that smooth,
stretched back. These games with various perspec-
tives and points of view affect the viewer like the
choreography of a movie camera. The changing mate-
rial qualities within each panel also invite the viewer
to come nearer and draw back. These changing scales
bring to mind Gulliver's experiences in Brobdingnag
or, alternatively, in Lilliput.

What is it that synchronizes all the characters in
GO 2? Neither the distance from the viewer, nor the
time, nor the place in which they were trapped. Only
the act of painting. Only it can generate them in their
sequence and unchain them. Getter works hard to
achieve the combinations that shimmer and flicker
like art’s ghosts. The painted ghosts stand facing us,
as if in front of a camera. Thus, a picture is added to a
picture and it seems that the panel can go on and on
and contain more and more pictures. The mental
editing, the "montage,” is left for the viewer to do. The
viewer is the one running around between the frames in
each panel, the one discovering that each frame “pushes”
the other like in a cognitive chain, with the movement

between the pictures not necessarily flowing.

Another Collage

The present exhibition presents Getter's unique
action—a one-artist school. The beginning was in the
early 1970s, in Raffi Lavie's famous shed and against
the background of conceptual art in Israel and in the
Western world. From Raffi Lavie Getter got the prin-
ciple of sabotaging skilled or virtuoso drawing, the
collagistic approach and the elementary composition,
favoring the placement of images side by side or one
on top of the other. These subjects were developed in
her work in a critical fashion into a conception of
space, a thematics, and by extension also a conception
of an overall creative process, different from the one
suggested by Raffi Lavie's collage, or by the historic
collage in general. The question of "space” is closely
bound with the question of collage.

The Tel-Hai cycle, for example, mixes drawing and
photographs and on the face of it, it's a collage;
however, for Getter the collage does not serve as a
genre or a compositional formula or a "style,” but
rather as a means for discussing a reading potential
that some kind of spatial/pictorial organization may
suggest in the context of a historical or ideological
understanding. Like the abstract art of the mid-20th
century, the collage also dealt with flatness while
developing the idea of "purified,” universal painting,
which is only "a language of painting,” whereas here,
with Getter, the interest in flatness or with the ques-
tion of “layers,” “covering,” "transparency” and so on,
posits the idea of painting's autonomy, or its univer-
sality on an almost inverse basis in relation to the

original idea: there is no “purified” or "universal”
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"adopt me"” on the one hand and "goodbye to you all”
on the other hand... As she leaves the guest takes
along the slipper and the carpet, and disappears. This
situation, of wearing unsuitable shoes with the "out”
and the "in" hinting at a potential of spasmodic move-
ment is a foreshadowing of Getter's interest in "body
pieces” and "amputation” and "what cannot move,”
the "fixated,” the "humiliated” and the “limited.”

Getter's absurd work sometimes resembles a
laughing fit at a funeral. Her painting was indeed born
at a time when the death of painting was pronounced
yet again, this time in the context of the birth of Mini-
malism and Conceptualism. At that moment Getter
invented what she calls "prosthetic painting.” Painting
that deals with the "prosthetization” of painting, its
artificiality, its enhancement with "steroids,"” its bionic
cloning and engineering.

It may not be a coincidence that in her work she
refers again and again to Piero della Francesca's
Resurrection. A magnificent, iconic rising, embar-
rassingly missed in terms of the gaze of the four sleep-
ing guards. They have fallen asleep when the miracle
of Christ's resurrection and ascension from the grave
occurs. The figure of the sleeping guard, leaning on
the grave, was also added to Getter's array of figures
to join the yard people/corpses in the Tel-Hai cycle.
Beyond the spell-binding power of Piero Della Franc-
esca’'s masterpiece, Getter falls for the beauty of the
guard, projecting him onto the pioneering myth of the
historic Hashomer movement (Fig. 21, p. 21). The
slumber of the pagan guard from the Renaissance
painting at such a crucial moment, his "refusal” or
inability to bear witness to Christ's transfiguration
from the state of a sacrificial human corpse, to that of
a God, present a theological, comical paragon for the
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lack of faith. Getter contemplates this Christian
composition against the Jewish theological idea: "he
that keepeth Israel shall neither slumber nor sleep”
(Psalms 121:4) and against its secularized interpreta-
tion in the historic institution of "Hashomer" (lit. "the
guard”), which laid the foundations for the establish-
ment of the IDF. The guard, the pagan layman who
failed and betrayed his duty, is located in Piero's paint-
ing in a low position, at the bottom of the painting, at
the base of the pyramid structure of the event, at
whose top is, of course, Christ in his byzantine incar-
nation as divine, strong and firm. Getter raises this
layman to the top of her painting, to the place of God.
In her work he sleeps above Tel-Hai, the yard here
compared directly with the sacrificial tomb. This is an
example of the typical operation she applies when
coming across a symbolic fiction, a nostalgic myth of
heroism, or an ideal city. This is the subversive place
which disrupts historicism, not allowing any reminisc-
ing or nostalgia. This is an example of the act of
disruption that forces the viewer to dive into the abyss
of the historical event or to descend into the symptom
and encounter the blind spot of the real (Fig. 22, p. 21).

Getter: "Piero’s painting interested me because of
the Christian convention of the ‘resurrection’ it uses—
that is—the conversion to Christianity of ‘he that
keepeth Israel shall neither slumber nor sleep’ (that
the scene on the tomb is 'stolen,’ or 'borrowed"...
moreover: that 'the’ Christian scene par excellence is
based on such a Hebrew sentence]. It's an example,
from painting, of the theological license expressed in
the adoption of the Jewish principle of ‘the beautiful
captive woman.’ Bringing the 'sleeping guard’ into my
Tel-Hai yard means turning the act of capturing 'back'’

‘home'; if Christian painting can invent its own scenes,

its own symbols, by appropriating from Jewish theol-
ogy, then Israeli painting—I, in this case—can also
appropriate ‘back’ from Christian painting. And this is
a fundamentally different idea from pasting a postcard
of a Swiss landscape in Raffi's painting. It says that
‘here’—'there’ is an entangled game of ping-pong.
That it runs around. That when you wish to say some-
thing about relations of cultures, religions, here-there,
periphery and centre, you discover a more interesting
story about seeing, about consciousness, about place...
And in this way my painting mainly proclaims that it's
not Israeli (or Jewish) ‘emptiness' as opposed to Euro-
pean ‘fullness’. | said: if ‘we,” "her” are "Jackie Galil,’
then fine: Jackie Galil totally interests me, and Jackie
is in no way a signifier of emptiness. That's the whole
idea. That's how the ‘guard’ from Piero finds his way
to Tel-Hai, and that's how the painting takes leave of
the Raffist collage” (in conversation with the author]).

The Amphibian Torso

The torso in the cycle Tel-Hai and Sleeping Guard
turns out to be another ghost of the sleeping guard.
For example, a painting in a single chalk line over a
black background of a Torso in a Puddle. It seems that
the puddle that has collected at the guard's feet shows
what he did at the time of the miracle of the Resurrec-
tion (urination as Getter's version of the dice game in
another Piero della Francesca painting). The puddle of
urine "holds” the torso in the space of the painting,
echoing the "hump” grown on this torso's breast.
Apart from these, Getter developed a torso that "makes
balloons™ and a torso-phallus, torso-excrement, and
torso-worm (this one can “advance” in leaps...). Asa
Kadmoni becomes a torso-Humpty-Dumpty, and in

another work a torso playing a flute. All these painted
pieces seem to have amphibian qualities. As flawed as
they are, their life potential never stops being gener-
ated—as a brutal joke, as wild laughter, as clowning
and as an absolute suspicion of the romantic.

The multiple torso images within the Tel-Hai set-up
undergo transformations and are mostly produced as
flat and ironed (Fig. 23, p. 22). The process of their
production is no different from the production of the
yard itself. The transformations occur as a result of a
process that resembles that of animation: after many
drawings, Getter copies those she considers best onto
clean transparencies, which she then places one on
top of the other, creating displacements and inver-
sions until a new shape emerges which draws her
attention. This shape is then transferred to a clean
copy and becomes a matrix again, and so on. Twenty
years after these evolutionary drawing procedures,
Getter has begun painting on walls and drawing blind-
folded. When she showed the Tel-Hai cycle, commen-
tators immediately recognized Goya ("The Disasters of
War" series, 1810-1820). The positive-negative rela-
tions in the treatment of the various forms of the torso
(although these drawing were in most cases done in
chalk) reminded many of residues from early modern
sculpture: Henry Moore, Brancusi, and some said
Picasso in his Cubist heads period, and Léger of La
poesie de l'objet: 1928-1934 (Figs 24-25 p. 23). A
torso further appears as a limbless “dancer” (Fig. 26
p. 23; for which Rodin's Iris served as an initial model],
aswell as in paintings from 1998 and 2006 (the sketch-
es for Bernardo Montet's dance pieces). As an interim
component, between the yard and the body, Getter
uses drawings of poultry, especially the headless
duck. Maybe this is also a mutation of the torso.

It may be a strange question to ask about Getter's
painting, but what is the torso’s origin? We should not
be surprised to discover that it has been reproduced
from the near surroundings of the sleeping guard, from
one of the banners in another Piero della Francesca
fresco, History of the True Cross (or Legend of the
True Cross), 1452-1466. In the central scene of Piero's
fresco the sky is covered with the banners of the two
armies fighting underneath it. One banner has a Negroid
head attached to an amputated body, a white ribbon tied
around its forehead. Getter ties the ribbon lower,
turning it into one of her "blindfolded,” or blind figures.
She starts manipulating its thick lips, soon lengthening
its nose and squashing its skull to emphasize a "Semitic”
physiognomy. From here on it enters her lexicon,
absorbing more and more formations of disfigurement,
castration and ridicule (Figs 27-29, p. 24).

With Getter, the organic body is fixed and the Still
Life grows. The yard takes off and flies, and the torso
gallops by in a cart, or itself becomes a cart. When it
grows wheels from the areas of amputation it gives
another torso a ride. When it grows a "handle” in the
area of amputation it allows itself to be ridden. In many
of its formations it can be thought of it in terms of
territory—a kind of an island, an enclave, a piece of
land—that can shrink or extend. Getter's most famous
torso is the Torso with a Yellow Stripe, whose shape
remarkably resembles the map of old Eretz-Israel.
And if there's a map, then there's also a hill, a valley
or a mountain, and if there's a stump there’s a tree,
and if there's a tree there's landscape, as in the series
Landscapes, 1979-1983, where the torso “"slides”
down the slopes. As a fragment the torso becomes the
core of the Landscapes cycle's problematics. There it

joins scarecrows, towns, villages and corpses of

donkeys, warriors, all portrayed in one of two ways:
either as a flat silhouette, or as a chalk contour, and
among them, in the gaps between the shapes, are
squeezed dozens of circles.

Circles instead of Socks

As a painting procedure, the cutting, fencing and frag-
mentation already receive the meaning of a border in
Tel-Hai, but the understanding of fragmentation as a
mainly formal image reaches its climax in the series
Landscapes (Figs 30-31, p. 25), which is actually
contemporaneous with the return to painting
expressed, for example, in "New Image” or in the
American artist David Salle's "Bad Painting.” In this
series, each image is placed within a concrete enclo-
sure on the painting's surface, as if it was subject to
sanctions: a donkey goes here and a house goes there.
It's as if each painterly event is blocked, as the separa-
tion lines themselves become an image, which recurs
prominently in the painterly loop GO 2. The division
within the painting is arbitrarily defined by a line and
by the artist's fundamental decision not to step on it
or go beyond it. Within the divisions dedicated to the
segments of the painting there are also sub-divisions.
Getter imagines the operation of division and re-divi-
sion as an actualization of a term which, in itself, is
inseparable from Israeli culture and which is taught to
Youth Corps (Gadna) and IDF new recruits, namely: “to
square a kitbag.” The kitbag is the given format and
now you have to fill it with all the essential equipment
and give it a tight geometric shape such as a square;
if any spaces are left between the objects you have to
fill them with socks or underwear. Thus, too, Getter
“pushes” towards them circles “instead of socks”...
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structures, in which it is not clear at all what is the
“inside” and what is the "outside": something resem-
bling a grave, another resembling a gas mask, a
musical instrument or a thresher (Fig. 16, p. 16). Again
we discover the same barbed gaze she turns on the
"house,” the "yard,” the "entrance,” and we can go on:
the “living,” the "community”... an intimate strange-
ness, maybe an odd "co-habitation”, also applies to
the human characters of Double Entrances, arranged
in pairs among the sketches of entrances: a retarded
boy (“Pedro”) with a dancer in the nude, a young man
dressed as a clown (Oskar Schlemmer, the manager
of the Bauhaus, in a costume he himself designed for
the Ballet) with a woman in the nude, and an old man
(Edgar Degas] looking at a figurine of a naked woman.
There are no "relationships” between the characters.
The painting puts them next to each other, and the
viewer encounters a proximity without attachment.
Everything floats. One thing next to the other, uncon-
nected. She bases her whole painting on the model of
the clown-acrobat, walking on a tight rope without a
safety net. A cinema scene comes to mind from The
Circus, 1928, in which Charlie Chaplin, a tramp and a
gentleman as ever, runs away from the police and
finds himself in the circus; he climbs up and, reaching
the end of the construction, has no choice but to walk
on a tight rope. There is no safety net below. It's a
matter of life and death. The audience laughs and
applauds the perfect performance of a person who
seems to be performing a person who has no idea how
to walk on a rope. Chaplin totters in terror on the rope
while down in the crowd the laughter grows louder and
stronger. But this is Chaplin, who can perform such
feats that few professional acrobats can...

The procession of "idiots” includes quite a few
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women as well, among them: a girl with a donkey's
head, an old woman with a dog’s head, girl's legs with
a corpse, a cross-eyed mermaid. Many of the women
in the paintings from the 1980s are cross-eyed or
drooling. One of the "idiots” she admires most is
Valeska Gert, a Jewish comedian from Berlin.® Her
provocative figure gets to "star” in one of Getter's most
beautiful projects: Adon Melech Ben-Zion Building
1932 and Dr. Berlin Building 1933 (Fig. 17, p. 18-19).
The work was done at the Haaretz newspaper building
in 1994. Getter's quick squeegee wipes create a figu-
ration of Gert as "Judith killing Holofernes,” as a
“matchmaker” and in other works as a clown. Getter
refers to these characters: "l don't do caricatures.
Never. | think there isn't one character in my work that
doesn’t display contradicting or conflicting qualities.
Contradiction is their most internal thing. Starting
with the character of the boy Pedro: he is violent and
intimidating but also very weak and forlorn. The same
goes for the recruits. And for Valeska Gert, there is
such a Madonna-like gentleness in her figure as a
murderess... And in the small grotesques as well,
everything consists of qualities and their opposites”
(in conversation with the author).

Another female figure, a kind of strange basting of
authority and awkwardness, from the early 1990s, is
called The Life Guard, the same name given to a
painted diptych shown in the pioneering exhibition “The
Feminine Presence” (Tel Aviv Museum of Art, curator:
Ellen Ginton). The Life Guard is naked, with strong,
basic legs, wearing rubber sandals. She is holding a
ball in one hand, a whistle in her mouth, and glasses
and a pen are hanging from laces on her neck, casting
a shadow on her naked body. She will whistle, she will
rescue, she will navigate... In stark contrast, | would

say, to the blatant weakness with which Getter endows
the recruits or the General from Hand and Foot.
Getter's laughter clearly takes shape as grotesque,
be it the laughter of a person whose guts are being
split with a knife and is "only laughing when it hurts”
(as the joke goes), or laughter caused by embarrass-
ment in front of an undecipherable phenomenon or
when facing a Sisyphean attempt to locate meaning,
reason, causality, in some chain of events. Those who
have met Getter (in front of her paintings in the studio,
too) have often seen her laughing a wild, childish
laughter. It might burst out at the sight of a "glued”
row of images, forced together from different worlds
that she has "arranged” together. The words “arrange-
ment" (Carl Andre's term) or “placing” serve better
than “composition” to describe the laconic way in
which the forms and images appear in Getter's work.
Randomness itself is a major element in the produc-
tion of "monstrous” combinations; as in the fantastic
Gryllos, crossbred from human, animal and vegetable
and everything in between. Images of Gryllos abound-
ed in Judgment Day portrayals in Mediaeval painting;
they were carved onto church fronts, column heads
and eaves so the believers see them and beware. In
Getter’s totally secular world, the phenomenon of
Gryllos is a crucial concept. Their variety of incarna-
tions is hypnotizing, amusing and inspiring. They
express awonderful creativity and the infinity of human
imagination. All civilizations produced crossbred
images. All mythologies are populated by them;
Homer, Vergil and Herodotus refer to them, as well as
Michel Foucault.” Such illustrations, paintings and
sculptures were seen on tools from the fifth century
BCE in Persia, on walls in Pompeii, in cathedrals and
palaces. A crazy example of stylized Gryllos created in

the Rococo or the Baroque can be seen in the extrava-
gant ornaments crowding together on every meeting
point between column and ceiling in the sumptuous
staircases in the architectonic creations of the Austri-
an Balthazar Neumann, who worked shoulder to
shoulder with Tiepolo during the Baroque and is a
favorite of Getter.

Laughter in Tamar Getter's paintings is often
accompanied by applause, cheers, obscenities and
musical instruments. Indeed, drums and trumpets.
They emphasize the "March of Folly” in which her
flawed figures are so frequently “marched”—one after
the other, defect following defect, in a procession, like
a queue to see the doctor. The carnivalesque musical
instruments are sometimes converted into obscene
gestures like giving the middle finger or mooning, and
those are sometimes substituted by a vortex of written
words within the painting, a jumble of utterances
including animal voices, such as the pig's “oink,” and
urging calls such as GO! which can be found in many
pieces and drawings. Hats are also an item of carnival
as well as of shaming processions. Getter has a whole
history of hats. From the clown’s hat, or the hat of
shame, that she puts in a very early work on the head
of David Ginton, a colleague who modeled for her, to
the hat worn by a shy clown drawn in lacquer under
the heroes of the Yom Kippur War, in the Tel-Hai cycle.

There's the Turkish fez (Fig. 18, p. 20), in all the
versions of the clown Oskar Schlemmer. Death and
the Maiden is an entire project occupied with the legs
of a dancing girl, on top of which "sits” a soldier’s
helmet, both in the huge work on the wall, and in the
accompanying video and drawings. Her drawings, of
those done blindfolded, are populated by a colonial
hat, a round brimless hat, and a sombrero that gives

her another opportunity to draw a circle within a circle
within a circle. There's also the classic fool's cap, the
one worn by Till Eulenspiegel, and of course—Joseph
Beuys' famous hat too. This one, measuring several
meters in width, smeared under the ceiling with red
paint and a broom on a long rod, was painted on a wall
as part of the work The Viewer (Der Betrachter)
(shown in 2002 in the exhibition "Action Express,”
Kalisher Gallery, Tel Aviv).

After Laughter the Guard Falls Asleep

The wall installation After Laughter, included in the
current exhibition, was first set up for the exhibition
"Demons” Bat Yam Museum, 2008 (Figs 19-20, p. 20)."
There it was unfolded like a scroll, enveloping a curved
wall in a wide arc. “Laughter” is the name of a human
figure; a kind of scarecrow created by the Russian
avant-garde artist Tatlin, a caricature that looks like a
thin tin figure, made of engineered outlines of a scythe
and a compass."" The caricature appears in Getter's
painting having been studied and rehearsed (like the
yards, like the entrances, like the chalice and the
cities] and is executed by the artist in various versions,
including "blind" ones (with eyes covered). Thus she
follows it with a chain of images, like a cumulative
song, unfolding along the entire sheet. The scarecrow
(Tatlin's “laughter”) begets a large circle with a nebu-
lous cloud in its belly in the shape of a fox, which in
turn gives birth to a heavy bird, which pecks at the tail
of a "symmetrical” dog, which is merely the hybrid of
two dogs sharing one belly, that become a bucket from
which water abundantly pours...

A thin sharp line made of red pigment, "sniped”
onto the wall, "runs” across the painting After Laugh-

ter, like a guillotine "decapitating” all the characters.
Immersed in following the formal metamorphoses of
the shapes of "laughter,” suddenly it hits you: it's a
macabre grotesque of a caravan of corpses. Such a
line, sniped along the entire painting with all its
components, has consistently appeared in Getter's
work since the 1970s. Most often it's a simple device
indicating a potential of location—a line marking sky/
earth, or up/down. It was born as a solution for the
laconic composition that characterizes her work.

The cumulative song of After Laughter at least
brings a light smile to our faces. The same smile that
may have appeared on the face of Getter's viewer/
reader as early as the mid-1970s, when she published
the famous letter to one of her spiritual fathers, Joseph
Beuys, in which she writes to him, in Hebrew, to the
prince of modern art (and actually to the Hebrew-
reading viewer), selling him a whole fable and herself
as a heroine, and begging, in a parody on Jewish inter-
cession: "adopt me" (in other words: a great catastro-
phe befell us so sew me some clothes); yet in the
photograph attached to the letter, a black and white
photograph showing a heart-rending portrait of the
artist wrapped in a felt blanket, she sits like a refugee
from Vietnam, but she is also naked under the blanket,
and she is young... But before the Letter to Beuys
there was a performative series that gave rise to some
photographs documenting Getter in three significant
houses: her parents’ house, that of a friend-colleague
(Michal Na‘'aman) and the teacher's (Raffi Lavie)
house. In all she is seen placing a foot in a felt slipper
on a floor carpet (she made both from pieces stitched
with thin rope] while her other foot is in a walking
shoe. One foot “in,” one foot "out.” Within the "family”

and outside of any family, belonging and "an orphan,”

1'INNU) 496



ism and the influences of New Criticism. Nonetheless,
already as a student Getter felt that an extreme inter-
pretation of these ideas led indeed to the works'
contextual isolation. This is how Getter refers to her
time at the university: "The Tel-Hai cycle was created
during my years at the Department. The concern with
ideology, politics, with concrete time and events,
thoughts about history and art, about the limitations
of the gaze due to cultural, linguistic conditions, and
what's most important: the cycle's concern with
immense, contradictory, conflicting emotional
tensions, which touch in the most every-day and direct
fashion on the life of an entire community, us, here, in
this country, now, all these emerged forcefully from
the complex and fiery debates | had with the theoreti-
cal, formalistic apparatus, which | accepted, and
towards which | had and still have tremendous appre-
ciation. What started as an argument with what
seemed to me like Raffi Lavie's Modernist bubble,
received all its theoretical leverage and momentum
in the debate with the professors from the Depart-
ment. From Raffi's living room to Benjamin Hrush-
ovski's living room—the argument was the same. And
there were also many points of agreement and
nuances. Hrushovski knew the Russian Constructiv-
ists as well as the American Minimalists. He wrote
about them. Hrushovski a relative of Kupferman,
became a friend and a studio visitor...They were the
first to show up at the opening of the Tel-Hai cycle at
The Israel Museum.

“The arguments about the problematics of textual
autonomy went on for a long time and sustained me. If
| had a thought about Modernism, or a word that had
any weight, and wasn’'t some empty slogan, it was
thanks to those discussions. The scope of Hrushovski's
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reading was immense. To listen to him—a privilege. The
studies in prosody—a sublime gift. So they didn't teach
Walter Benjamin...and didn't fall at the feet of Derrida...
and added Foucault to the curriculum embarrass-
ingly late...It's not a disaster. Did they stop anyone
from reading? These are the people who taught me
how to think and speak. What interests me is to
remember that years later, it was Prof. Benjamin
Hrushovski, he and no other, who was the first to write
a highly complex article about the grid and the experi-
ence of the survivor, the partisan, in the totally abstract
painting of his cousin Moshe Kupferman. For years
and years Raffi Lavie, and first and foremost Kupfer-
man himself, considered the very idea of such a
reading to be something that can only give rise to
gossip, absolute kitsch. 'Knowing nothing about art,’
they called it. So this dear Russian Formalist,
Hrushovski, brought the lost and banished history
into Kupferman's interpretation... He also understood
my Tel-Hai cycle much, much better than quite
a few known left-wingers" (in conversation with
the author).

Literary studies broadened Getter's understanding
of the Modernist project in its historical, theoretical
and practical context. Those years honed her unique
perception of the tension between the rational and the
grotesque, which broke out in the Tel-Hai cycle.

This tension forms the basis for the current exhibi-
tion, and it is through it that the Getterian move, from
its beginning through to the current large painting
installations, the tension between the line and the
mark or between the circle (representing the fantasy
of completeness, monism, homogeneity, precision,
simplicity, structure and rationality) and the donkey
with breasts (as two circles)—with the grotesque

image. The skeletons of images gathered from various
sources undergo some kind of filing down until they
take stable shape as a model, an idea. This is the lot
of the degenerative figures in Getter's painting, and
even the line sketching them sometimes manages to
project a hybrid character. What complicates the
understanding of Getter’s art is the fact that these
tensions—between the grotesque and the rational—
are found in almost every part of her multi-painting. In
every image of a building (The Hulda Yard, the Nabi
Yusha police station, the Antipatris fortress, Mies van
der Rohe's Villa, etc.) and in every structure (Ucello's
chalice, the Rosettas, the plans for cities and kibbut-
zim, etc.) we frequently find that the basic geometric
shapes have undergone a series of corporeating shifts
and disruptions as well as duplications, inversions and
mainly cross-breedings, which turn these structures
into trippy apparatuses or fantastic machines; if it
seems that those painting-parts portray a grotesque
corporeality, we often find that these disfigured images
absorb a structure-like rationalization. For example,
when a limbless torso is symmetrically doubled, thus
compensated for its partiality. In the cross-breedings
that Getter creates between buildings and bodies
(people, animals) we find that the structure is not
willing to exist on its own in some closed, clean and
artificial Cartesian world in which the "I" is always the
spiritual element in humans and in which the mind is
dissociated from the body.

Laughter Frees Us from the Nausea
of the Absurd (Nietzsche]

"When | read Kafka or Thomas Bernhard | laugh out
loud,” says Getter. When Kafka finished writing his

bureaucratic novel The Trial, Max Brod writes, he
invited a few friends, wishing to read to them the first,
scary chapter; but when he started reading he began
laughing, and his friends joined him, and he himself
laughed so much that there were moments when he
couldn't read any further’ In Kafka's laughter
witnessed by Brod, as well as in Getter's, there is
something contagious as well as disturbing. Is it that
enigmatic spirit accompanied by astonishment and
amazement that permeates Kafka's work? Is it not this
spirit that forces Kafka's reader into a kind of fasci-
nated and frustrated reading, amused and desperate,
shocked and full of ambition to decipher, groping,
guessing, losing, giving up, moving on to the next story,
fascinated and frustrated and so on? Is Getter's laugh-
ter the Freudian laughter, meant to banish anxiety,
fear, or to deter an (ancient) enemy threatening (from
within)? Is it that convulsive laughter gripping the
stomach just as when you are about to vomit or expe-
riencing horror, as described by Bataille? Is it a carni-
valesque Bakhtinian laughter? Is it Heinrich von
Kleist's parodic laughter, straddling a fatal rhythm (in
his Chronicles of a Happier Young Werther), or Gogol's
demonic laughter? Is it the innocent laughter of the
[diot? Is this laughter related to reason or to its
absence? The phenomenon of laughter, the gaping
quality that the father of the theory of evolution attrib-
uted to human beings alone, does not exclude the
possibility of a comic reaction to Tamar Getter's works.
In fact, the deeper we delve into her work the more we
discover that itis carried again and again on the waves
of laughter, and that her laughter is related to the
mischievous and the ridiculous no less than a person
slipping on a banana is related to slapstick and humor
according to Bergson.

It is enough to look at the grotesques that began
appearing in her Tel-Hai cycle, "igniting” the yard as a
cart,asacar,asacommand car... or crystallizing it as
a diamond ring, as a fortresses, as a ghetto, as a
cemetery... In one work Getter marks the terrorist with
the childish sentence “Kozo Okamoto has a pumpkin
head" beside a pasted black-and-white photograph of
awoman'’s hands holding a cooking pot; or alongside
a black-and-white photograph of a German footballer,
a dwarf. "Monster” against "monster.” And where is
the ball going? Getter says: "Who did | learn wild
laughter from? Goya.” The German footballer is her
first dwarf. From him, and from Okamoto's figure,
from his Asian face, which represented and summed
up for her a bunch of identities of “the other,” we can
trace back a whole genealogy of various “idiots”
portrayed again and again with expressions of bewil-
derment and retardation, gaping mouths, dropped
jaws, flailing arms, tongues hanging down, or teeth
sticking out.

And there is also Pedro, the delinquent, semi-
retarded destitute juvenile from Luis Bufuel's film Los
Olvidados ("The Forgotten Ones”). All of Getter's
“recruits,” with their blank expressions, are develop-
ments of this type. He has been painted in dozens of
variants, including the walls of the Los Angeles
Project, 1993 (in the exhibition "Place," Fisher Gallery,
curator: Shlomit Shakked [Fig 15, p.16]). Getter studied
this head as she did her yards. His head reappears in
1995, in Double Entrances, this time spreading over
one whole wall out of the work's four walls. Pedro also
appears in GO 2. Getter: "l painted him from memory
as one of the head types that | paint, here, like in the
other pieces, Pedro was just a model, a matrix for
some physiognomy of degeneration that has inter-

ested me through the years. I've never once painted
him as the character from the film... I'm not concerned
with showing the viewer retards or disabled people...
Such a subject doesn't exist in my work. It never has”
(in conversation with the author]. In 1996 he appears
in Double Monster in Tokyo, where he is doubled,
divided, balanced with his "doppelganger,” and where
he also "speaks.” The text placed on the floor is his
“composition”: a complaint letter to Joseph Beuys,
who is asked to relate without delay to the monster's
insufferable situation—he is, or they are, a mutation
caused by the atomic bombing of Hiroshima, their
perverse exploitation as examples of “"the wonders of
atomic symmetry” on research stages around Europe...
The double-headed "Pedro” from Los Olvidados here
becomes an Asian foreign worker. | wonder about
this increasingly macabre quality and ask Getter: from
one "letter” to another “letter,” from the 1974 piece to
the 1996 one, what account are you settling with
Joseph Beuys?

Getter answers: "He is a jester, | am a buffoon; it's
a clowns’ account. He was a utopian!”

"Those who don't die before they die, are in deep
shit when they die,” she quotes Beuys, who para-
phrases Angelus Silesius, refusing to go any further
on the subject.

The procedures Getter applies on the Tel-Hai yard
are repeated at Double Entrances, the same modular
entrance with three stairs and a railing, the kind of unit
of prefabricated housing you see on trucks on their
way to settlements, for example. The model itself
began in Germany, at the Bauhaus. It has been known
in Israel in thousands of variations since the 1930s.
Getter coveted the isolated state: an entrance without
a house. She produces strange, seemingly closed
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as a retarded boy/girl, as women gaping at their naked
bodies, as an army recruit, or as an amputee. These
appear to us like “zeros” banished to the lowest rungs
of the social order, or excluded from society altogeth-
er, but also as those who enjoy their “classical” status
as doubters of intelligence, rationality and hierarchi-
cal structures as such. Against those stand the hand-
some, outstanding heroes (the receivers of military
citations from the Yom Kippur War such as Avigdor
Kahalani and Asa Kadmoni, or a couple of Kibbutznik
pioneers, or Muhammad Ali). The figure of “the idiot"
allows a credible sailing to focal points of conflict—
while questioning the Modernist utopianism of art, of
the Communist Revolution, of Zionism, the three big
topics that recur in the works. Getter rejects the belief
in a finalintention or end. She is suspicious of starting
points, of what is organized in its appearance or value
as "past,” "historical,” "traditional.” She doesn't deny
belongings and affiliations, but their acceptance as
self-evident, as a continuum, makes her resistant and
argumentative.

Body Remains in an Israeli Yard

The remnant has a fundamental role in the definition of
the grotesque. Grotesque is a consistent, classical and
universal artistic genre, whose archetypal appearance
in the works of Euripides, Shakespeare, Dostoevsky,
Hawthorn, Faulkner, Flannery O0'Connor, Melville,
Beckett, Hanoch Levin or Orly Castel-Bloom point to
something essential in the regard to human nature and
to existence. It seems that the tendency to use the
grotesque is innate. Inclusion of the redundant, the
superfluous and the despicable is at the heart of the
grotesque.” In art, the love of the superfluous flour-
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ishes and establishes itself there as a powerfully
creative matter. Mixing the rejected, the impure, that is
perceived as “"immoral,” and of anything that pertains
to urges or bodily functions as well as anything beyond
our control, may signify, within the processes of produc-
tion and within the artistic product, the "advantage of
art” over other systems as a positive form of involve-
ment in the world. In art, dealing with the exaggerated
and the grotesque has a role beyond the satirical or
caricature volume of conscripted, declarative art. Thus,
there is no profound need to read the Tel-Hai cycle, or
any other Getter project, within a narrow political view
(ideological criticism, the Middle East Conflict, for or
against a certain political agenda, etc.).

In @ meticulously drawn red circle in one of the
early Tel-Hai works, Getter positioned, for the first
time in Israeli art, the character of the (martyr) shahid
(Kozo Okamoto, the Japanese Kamikaze terrorist,
coupled with Giotto the Renaissance painter). Initial
interpretive readings of Tel-Hai suggested that Getter
was examining the (19th century) Romantic associa-
tion of the artist with a murderer, thus seeing a preoc-
cupation with desire and death in relation to the wish
for perfection as the thematic kernel of the painting
cycle, prior to any direct preoccupation with the polit-
ical or the historical.

In the Tel-Hai cycle Getter shrinks history and "the
essence of Israeliness,” into one yard. Even the yard
(an image that recurs in many variations: Tel-Hai; Ho
Wonderful Utopia, 1988; Double Entrances, 1995;
Asian Society Building 03 and The Pendant, 2004)
encounters this “Israeliness.” A yard is neither an
imperial palace, nor “the home" projecting some basic
intimate stability. A yard defines a kind of interim

space, a cervix, a place of passage. The drawn Tel-Hai

yard, Getter's painterly invention, preserves a capsule
of Israeliness that includes past and present: Commu-
nism, Socialism, self-sacrifice, Agedah (sacrificial
binding), suicide, arrogance (Figs 9-10, p. 12). Getter
got to the Tel-Hai yard by chance. While searching a
book she discovered an informative, technical sketch
meant to illustrate the map of the battle which took
place in Tel-Hai. It had no ideological contents what-
soever. On the whole, up till then the name and concept
“Tel-Hai" and its iconic status were not thought of in
the specific shape of this house and yard. It was not an
image. Because of this pure neutrality, Getter adopted
it as some great prize, embarking onto a series of
painterly actions in the repetitive attempt to make
freehand geometrical sketches, in chalk, with one
stroke.’ Getter treated the original sketch as a seman-
tic unit which can be stretched in different directions
and activate various associations, confronting—this
was the heart of the matter, structure and body. For
four whole years the Tel-Hai yard would become an
a-territorial and non-concrete site of activity, a ground
for games of proportions, perspectives, arrange-
ments, and the way you can look through them. Getter
would turn her Tel-Hai into a fortress, a tower, a
pagoda and even a model airplane launched into
space. The same fate would befall anyone brought into
this yard: portraits of heroes, myriad corpses and
body-parts, and yes, Giotto's sphere, the name Kozo
Okamoto, the Dwarf Sebastian de Mora from the
painting by Velazquez (1645) or the sleeping guard—
they would all appear as if from Piero della Frances-
ca's Resurrection, circa 1463. For Getter the image is
always a pretext for examining the mechanism that
thought it up and produced it. That the mental montage

created in the viewer's mind between Kozo Okamoto

and Tal-Hai or between corpses and Tel-Hai produces
an overload of meanings that are by-products of the
painterly act and of the grotesque relationship created
among the images as a result of being placed togeth-
er on one surface. Itis the grotesque that enables this
joining together of opposites (Figs 11-12, p. 13). Tamar
Getter says: "This is the thing. The painted Tel-Hai is
a grotesque of ‘'depth.” There is no ‘depth’ there. The
games of perspective destroy any spatial depth, they
don't allow it. But the historicism posits an illusion of
‘depth.” Tel-Hai in the Zionist ideology, especially in
rightwing ideology, is an example of how to produce
unlimited credit that can be used to arrange and back
up ‘the meaning of history," to produce ‘depth.’ Tel-Hai,
therefore, is a golden egg of 'meaning.” As such it is
crucial for the permanent performance of the state, of
the ‘life of the nation,” a performance without which
the state would be unable to send soldiers to be killed,
etc. This is how they try to draw some hidden,
concealed meaning from the contingency of overt
history. This is how they invent a continuum, meaning,
movement. ‘The Israeli Light,” "The Purity of Arms’ are
other figures of such spatial credit. But my subject is
not a ‘de-mythization’ of Tel-Hai. That's the easiest
and most obvious thing to do, routinely produced by
the ‘left’ which forever covets the abstract dimension
of justice and truth. But the real life of a community is
built by relating to the symbolic fictions. It's an exis-
tential necessity, everywhere, even in places (Europe)
that seem to be 'beyond it’; you can't do without
community or without the ethos of a community. If the
fiction is the reality of life itself, then there is no need
to 'deconstruct’it. But it is necessary to point it out and
describe its mechanisms. | think that the ‘Tal-Hai’
cycle of paintings articulates this complicated situa-

tion: what gaze does it allow me of this tragedy?”
(Fig. 13, p.14)

Exaggeration, to Say the Least

Getter's radicalism was present in her very choice, in
the early 1970s, of neo-avant-garde discipline and its
conceptual realization. First, in adherence to the order
of the day and to the canon, entire painting traditions
were banished from her experiences, and even the
human figure was only allowed to inhabit her work as a
recorded document, as a black-and-white photograph,
even then with a preference for its appearance as a
corpse, not an authentic corpse (an expressive outburst
of this kind would have been considered a blatant viola-
tion of the conceptual diet), but an index, a photographed
image of a colleague-friend who had agreed to play the
role of a corpse from a classical painting.

Her works begin with subtle and determined near-
monochromes (green and black, brown color-fields],
slowly moving to scenes lit by boundless light (Land-
scapes, 1981-1983), to burning van Gogh-style “yellow
fever” in the cycle Imaginary Bloom from the mid-
1980s, and to venomous and wild colorful exaggera-
tion characterizing the whole cycle entitled Artificia-
lia Naturalia which she worked on, mainly in Frankfurt,
until mid-1989 (Fig. 14, p.14). The central role of over-
statement and exaggeration does not appear on its
own, without its oxymoronic twin—understatement,
reduction, succinctness: from the skeleton, all the way
to the small "no(o)ne” or the big zero. The circle which
is both zero and infinity. And she always returns to the
circle, to the zero. The same big arbitrary zero she
learned, like Giotto, to execute with one stroke. The
same null sphere made less arbitrary when you realize

how frequently its hollowness appears in nature: from
a gaping mouth to the dark outline of the moon, from
a crater to a wound. A hollow circle is a lens, a huge
letter O, maybe also the sound of a balloon emptying
of air. It is also God's empty portrait. “If you look at zero
you see nothing; but look through it and you see the
world",® recommends Harvard mathematician Robert
Kaplan, in his book dedicated to nothing, to the history
of zero, and to the philosophical question of why there
is something instead of nothing. The zeros in Getter's
artistic world are also those spasmodic figures in her
paintings. She doesn’t invent, but resuscitates and
recycles them. They were born already damaged in
someone else’s life. She hosts them and gives them a
stunt workshop, and when they turn in her countless
preparatory drawings into astonishing or laughable or
embarrassing acrobats, they are sent into the ring
(canvas, paper or wall) where they demonstrate sophis-
ticated ways of survival, commanding no less respect
and admiration than Albert Diirer's Chinese vase.

From Raffi's Living Room
to Benjamin Hrushovski's Living Room

During the 1970s the roots of Getter's art and world-
view were reinforced at the Department of Poetics and
Comparative Literature at Tel Aviv University, espe-
cially under the formative influence of literary schol-
ars Prof. Benjamin Hrushovski and Prof. Meir Stern-
berg. From these two teachers she received a
Modernist, universal approach to close textual reading,
and an understanding of the work of art as an inten-
tional, artificial arrangement of stratagems, non-
transparent and non-reflective in any of its levels.
These were mainly the emphases of Russian Formal-
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plicity something unique, independent, immediately
recognizable stands out. The deep affection for contra-
diction, paradox and negation. For example the follow-
ing situation: in the middle of her career, in 1992,
Getter goes for mural pieces, works that require
insane investment, most of which are plastered over
at the end of the exhibition. This destruction also
operates within the works, they display it ceaselessly
through deletion, erasure, correction. And then she
does it again. From scratch. Is it a metaphor? No. It's
a mode of operation.

An audience, commentators, searching for a narra-
tive. A meta-narrative. Or the breaking of a narrative...
It seems to me that Getter's effort is to prevent
answers to such a search as much as she can. "It isn't
filled or emptied by words,” she comments, moaning
about another interpretational initiative. Conversing
with her is dangerous, Getter shoots any possible plot
in the legs. However, and not just because she comes
from literature no less than from art, there is a plot, a
formal, grotesque, conceptual plot, both concrete and
abstract. | think of writers she likes such as Bernhard
or Musil or Kafka. They behaved and talked as if the
days of the big, coherent story were gone and we were
left with just remnants or fragments. And yet a drama
can be discerned on the surface of Getter's painting or
drawing, and what is more dramatic than the use of
the grotesque. | think of Beckett. | think of the theatre
of the absurd in general. | make comparisons. It's
inevitable. The fragmentation, the estrangement, the
erasure, the disruption and the destruction, the noth-
ingness. It is the action itself and the dramatic tension
it generates that construct the critical essence that
exists in her works; the picture of her discontent. The
carriers of this act are central degenerative figures,

503 NAOMIAVIV

variably named: “the idiot,” "the fool,” “the blind man,”
“the dwarf” or "the scarecrow.” These spasmodic
figures are in fact aspects of a single character that
“freezes” each time in a different contortion. They can
also be thought of as “critics” of the artistic medium,
of the artistic act, those who establish the limitations
of the medium and highlight its ontological failure to
project the authority projected from the paintings of
old masters such as Leonardo, Velazquez, Goya...
Getter likes slicing the shapes she paints. Literally.
Usually it means cutting them in half, straight in the
middle. Many of her images undergo this surgery,
without hierarchy: buildings, the human body, vegeta-
tion, animals...When the pattern of a symmetrical
building, like that of the Tel-Hai yard, is cut in half,
seeing this cut is not so strange. Neither when she
paints or erases half a face, nor when she makes a line
of chalk on the imagined bisecting line of a head. For
instance the head of The Sleeping Guard in some of
the Tel-Hai pieces. These cutting lines are fairly famil-
iar (from advertisement, photography etc), unthreat-
ening; the other, absent half—is knowable. This
halving hints at low, night-time lighting, perhaps such
as in a high-contrast photograph, or in a baroque
drama. These cuts, however, start becoming surpris-
ing and disturbing when she places them side by side,
or juxtaposes them in some outlandish geometry.
What do | see in "half a guard” together with "half
Tel-Hai"? "Half a guard duty”? What has really been
subtracted from the "whole"? There is no story. Yet she
manages to convey some kind of failure (Fig. 7, p. 11).
It gets more complicated when Getter starts slicing
already partial, fragmentary images, her torso figures,
for instance. Her painting invests a huge amount of

energy, an almost frightening meticulousness, in this

chirurgical sensitivity—and then she cuts what is only
a piece to begin with, immediately redeeming the
scrap by completing the bisected part with its own
mirror-image. In this way many members of the
disfigured population in Getter's painting achieve
utterly surreal balance and corporal harmonies, such
superlative symmetrical perfection that it becomes
way more monstrous. All this absurd plasticity comes
from very simple, elementary reactions to the clash of
flat shapes on a surface in an attempt to produce a
three-dimensional reading (an imaginary actualiza-
tion in volume) of them.

Getter's painting rejects realism orillusionism and
is constructed as pure, formalistic painting and
drawing operations—everything is flat and flattened,
explored from within the painting’s surface, honoring
and even worshipping its autonomy. "That's it, the
Schlachtplatte! It's here, it's nowhere else,” she says.
Many look for the biographical plot of disability in her
work. Which is there, in any case. Unhidden, overt, in
the front plane of the painting, served like a sumptu-
ous meal on a tray, in painting whose virtuoso quality,
as much as it is negated from within it as a value, is
still dazzling in itself. “It's not my portrait,” Getter
answers, "it's the world's!".

The Remnant against the Rock
of Our Existence

The fictional world is fixed, but the painting itself—in
motion. No, it isn't the movement of the brush, or that
of a material gesture. Getter stands with her back to
the tradition of Action Painting. Odd, | think. On the one
hand her passion for frozen paintings and on the other
hand the great movement... and the exaggeration. The

behavior of Getter's painting action is founded on
defective proportions and measures, on deviations and
their correction, but it is characterized by overstate-
ment. It's the place where defect and deviation become
or strive towards exaggeration. When her actions
repeat themselves, and they repeat themselves inces-
santly, her action reaches a dimension of totality.
Maybe even of magic. It becomes as absolute as it is
strenuous and far-fetched. One of the fruits of this
behaviorisindeed the ridiculous as a barrier and immu-
nity against the illusional, and as the realization of the
urge to "sculpt” an objectal world without meaning.

"When the torso gets in on the action” was the title
given by Sarah Breitberg-Semel to a beautiful inter-
view she did with Tamar Getter in Studio magazine
(issue 142, 2003). In the late stage of the wall paintings
and the blindfolded drawings, Getter herself "dresses
up” as this torso, incapable of moving—physically
limiting the movement of her body, her sight, binding
her arm with instruments that hinder it from painting,
and—begins to move, to paint... It seems like the
epitome of exaggeration.

The torso, perhaps more than any other image,
conveys the objectal presence of most of the figures
that occur on the Getterian painting surface. The
torso, as a configuration of a corpse, as a remainder
of the human body that resembles broken pottery,
makes you wonder about its status as a remnant,
including a historical remnant. Especially in light of
the fact that the torso figures first appeared in her
work in the Tel-Hai cycle. Even though this cycle of
paintings never once makes a direct reference to those
murderous events of 1920, nor directly represents the
place or any of that commune’s members, not even
the main protagonist Yosef Trumpeldor, whose

place,” on the contrary, is taken by a Japanese terror-
ist (Kozo Okamoto, in name only, with no optics)—still
the cycle deals with a historical, ideological and polit-
ical event, an event which forms the nerve center of
Israeli consciousness, existence, culture, identity.
What is the state of Israel without the idea of "the
remnant.” It's not even a rhetorical question. Every-
thing is known: “the survivors,” the cult of archaeo-
logical relics... the sacred stones, used to prove
“ownership” of the land... The remnant is at the heart
of the question of redemption through settlement
versus occupation, Avoda Ivrit ("Hebrew labor”) versus
oppression and theft... The remnant is a constitutive
element of the thinking, critical, sceptical Israeliiden-
tity, as much as it underpins the cruel, militant face of
Israel. Clearly the question is not whether Getter's
work deals with this, but rather how exactly? The
Tel-Hai painting cycle is all about the remnant. "And
with every particle of its being,” says Getter, "it's not
‘a period painting’ (as in ‘a period movie')."

The choice of the grotesque as a blatant and
aggressive form and as a critical genre makes a specif-
ic political critique redundant in any case. A direct
political reaction is rare in Tamar Getter's work. For
this purpose she has always preferred demonstra-
tions, some of them in the shape of exhibitions, like the
travelling exhibition "Building Bridges,” comprising
six Palestinians and six Israelis, which she joined for
a tour that started in 1993 in Europe, Canada and the
USA, including meetings and conversations with
different communities: Orthodox Jews, Palestinian
immigrants, Palestinian intellectuals, students, politi-
cians, artists, the media. Direct conversations with her
students in Bezalel have always seemed more useful

to her than producing self-evident pictures about

indisputable moral injustices (Fig. 8, p. 11). Nonethe-
less the production of posters attracted her. She made
many. She designed an entire wall for the exhibition
"‘Hayad Hachazaka' (The Firm Hand), 33 Years of
Occupation.” One of them, language-based, was
graphically propped up by ugly fonts of “decorative”
signage against a road-sign-yellow background. Its
title is "Deconstructing” and it deals wholly with the
remnant. [for the full quote, see the Hebrew section of
the catalogue, p. 12].

Asafigure, Getter's remnant sarcastically conspires
against the national "remnant”, against remaining-
against-all-odds, against any idea of firmness, against
“the rock of our existence.” Everything in her work
rebels against this "rock”: the fragmentation and the
cutting, the perishable chalk, the perishable painting,
the enormous sizes holding airy, floating, vacuum-
borne, weightless images, etc. Her painting commits
itself only to transience. But the Israeli fantasy of roots
dreams up an ancient relic-rich environment in which
strong, beautiful and robust people are planted and
flourish. The more the stock of archaeological relics
grows and the more the antiquity of its remnants is
proven, the more the beauty of its people will grow
stronger and increase. For Getter this ideal of power
is catastrophic. And not just ethically, for her it is
simply ugly. If the nature of this place holds any inter-
est for her, it is embodied in its, our, her chances of
self-antagonism. In her work, we become more and
more convinced, this antagonism entails opening up
to "idiotism," to the ridiculous and the grotesque.

“The idiot” in her paintings is thus portrayed in a
variety of gestures, for example: as a donkey holding
a scarecrow on its head in a nutty composition, as a
white torso carrying a pumpkin on its head, as a sniper,
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again. And the same way forty, fifty, a hundred times.
Thousands of longed-for lines, distinguished from the
wrong ones by a minute but salient difference.

Will she ever stop painting this chalice? Will she
ever stop wondering and poking at celestial
symmetries? The more her work on the manual
version nears completion, the more the "defective”
chalice glows and sparkles in glorious beauty. There
is no comparison between it and the sniped, perfect,
frigid chalice. Pierre Menard manages to copy an exact
sentence from Cervantes' Don Quixote, yet Borges
insists that there is a difference. Is it right to read
Getter as aversion of Pierre Menard or perhaps of Don
Quixote? It seems that both Menard and Quixote, and
perhaps Borges as well, are crossbred in her
consciousness. It's actually her manual version of
Uccello’s chalice, distorted here and there, openly
declaring all the line's probings and entanglements,
that is infinitely more attractive to the heart and to the
eye than the already sniped perfect chalice. It seems
that the time invested in its making fills the manual
chalice with hypnotic energy. The disfigurement and
the mathematical flaws which she never tires of point-
ing out imbue it with a wholeness and beauty which
are absent from the perfect one.

What will she discover when the project of produc-
ing the chalice’s painting is complete and the chalice
appears in all its glory? That the chalice is only a
pretext? That the road to it is the content? Is the act of
correction posited here against the pretence to reform
the world or against the fantasy of an already reformed
world? Is the aim to produce an object whose very
production entails corrections and the corrections
themselves become the object, the image, the
destination? Does the road, does the painting itself,
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already "disrupt” the utopia? Is the point that she
never gets anywhere because there is no such place
that is anywhere or because all the places turn out
to be nowhere?

Getter's painting embraces a rare simplicity and
asceticism as well as a great sophistication and
complexity. Both result from the wish to paint what is
seen (mimesis). The desire to copy the image directly,
out of a commitment to the action of copying (act and
execution) and to the instrument of copying (the eye-
the hand-the body) produces the shortcircuit (the
error, the deviation, the disruption] and the chance
occurrence. Chance, in its turn, engenders a commit-
ment to the accidental, an ethical stance seeking the
right not to choose the exemplary "one” but instead to
give all the "failed” copying attempts a status of singu-
larity. You cannot enter the same river. And this is not
a mechanical series. It's not one "Brillo” followed by
another "Brillo,” where the anomalies of the machine
reproducing his image are presented by Warhol as the
machine’'s human "profit.” Getter doesn’t work on a
series. She works with a model of “"one.” Drawing
Uccello’s formula literally, not metaphorically. She is
not interested in worshiping the production
mechanisms of mass consumerist society or in
assembly-line reproduction. Her encounter is with a
concrete line, not an anthropomorphized one. The
action here does not go beyond the laconic ambition of
making an exact copy without technical means and
there is no expectation of a redemptive transfigura-
tion. Does her struggle to copy Uccello’s chalice
without a ruler or a compass make her “a heroine,” as
she was called by Gideon Ofrat?

It can be said that Getter began her career by dedi-
cating four years to the ritual of copying another

simple and unassuming geometric sketch, a sketch
that sought to demonstrate the battle that took place
in the Tel-Hai? yard ninety years ago... And why is she
bound to paint a limbless body or bodiless limbs—next
to this yard, in it, above it, and in many other contexts
and series? She has painted hundreds and maybe
thousands of torsos, besides corpses. Does Tel-Hai,
1974-1978, the first cycle of paintings she showed at
The Israel Museum when she was 25 years old, the
cycle which has been summed up more than once as
one of the pinnacles of avant-garde Israeli art and for
which she "struggled” for four long years, describe to
us a painting which is “locked” in self-observation, an
image which is stuck like a torso in the space of the
picture and formulates the image's state of being
stuck as a destination? Is there only a painting looking
at a painting looking at a painting? Is the painting born
from the paradigm of Modernism declaring itself to be
a body shrunk down to a stump with initiative?

The Tel-Hai cycle always shows the same version
of a yard that looks like any French farm, except that
each tiny change in the angle of the hand resulted in a
new image. The geometric sketch Getter found and
adopted and invented as an “icon" is really very simple.
It too, like all the sketches she falls in love with and
which she appropriates and from which she embarks
on adventures that last several years—is symmetrical.
On the right-hand side there is exactly what there is
on the left-hand side. Draw a line in the middle and
paint the left-hand side and you will get the right-hand
side exactly. Here she already realized that it's precise-
ly the obedience to the geometrical law that exposes
the flaws. The strangeness occurs precisely in the
attempt to cling to the law rather than in the wish to
deviate from it. Each line she produces shifts an entire

semantics, and the yard begins to take off.

Is there really only the autonomy of each drawing
or painting performance, only the display of the act of
executing the sketch and the impossible mechaniza-
tion of the hand, or rather, behind the multiple repeti-
tions of the yard sketch, behind being stuck in the
inertia of corrections, there is also a breakthrough
that "shatters” the trap of the shape and the image;
are there a world, events, history, life? Maybe even a
return to an Israeli origin located in the past, in the
modern history of Israel, to a place that is being fought
over as a place of residence, as a commune, and at the
same time to a place that entails a symbolic struggle
over the Israeli "home" in Eretz Israel? With all these
repetitions, there is also the possibility that we
are dealing with an adventurous journey which builds
up to an "eternal return” to "her home,” which is
“her painting.”

It's Not My Portrait, It's the World's!
It's the Schlachtplatte®

Art is always an open question about the nature of art.
After some four decades of presence and continued
exposure, Tamar Getter enriches the title Classical
Modern Artist with meanings that broaden the
consciousness of Modernism. Her work recharges the
avant-garde’s demand to see painting as an object of
physical and theoretical study. The fact that it was
studied by canonical artists in the past certainly
interests her. She even returns again and again to the
highest legal instances of painting and to what they
discovered, but her return to them, even putting herself
in their place and reconstructing their struggle, doesn’t
make her work redundant or obscure her uniqueness.

Over the years Getter has created a large and very
heterogeneous body of work, both in terms of the
character of the painting itself and in terms of the
multiplicity of genres, techniques and media (video,
sculpture, stage design, performance). In recent years
she has even begun publishing short, condensed
stories, in addition to the stories which often
accompany or are included in her wall paintings. It
seems, though, that there is agreement over the
suggestion that at the heart of her work are the draw-
ings—on papers, on canvases, and in the wall pieces
which have become her main occupation in the last
decade. Getter "corrects” drawings: she executes
them again and again. This process, lasting years, a
never-ending process, takes place on a distinct body
of images (e.g. the Tel-Hai cycle), which develops
slowly like a private dictionary of roots and declen-
sions (Figs 5-6, p. 9).

Between 1998 and 2005 Getter took part in the
composition of two choreographic works, Ma* Lov' and
coupédecalé (with Bernardo Montet], designing the
set as well as participating in them herself with live
drawing on stages in France. These performances
further sharpen her Sisyphean process of drawing and
its significance in her thinking about the hidden,
miraculous, formalistic relationship between disrup-
tion and symmetry. Many of Tamar Getter's works,
perhaps a third of her oeuvre, have not gained expo-
sure. Moreover, the more you look at this mass, it
refrains from a recognizable, unified "style.” "It seems
that this is exactly the point,” she says, “it seems that
this is what I'm talking about; I'm not convinced that
I'm trying to or want to get anywhere... certainly not to
a specific 'style’ or look... | don't know where things
are going either... in any case everything in my work is

linked with the (barely existent) potential of movement
within fixity [...] When Raffi Lavie saw GO, the exhibi-
tion I showed at Dvirin 2001, he wondered why | wanted
to show 400 drawings about more or less 'the same
thing'... why didn't | choose one from each series, the
best one, and that's it. Because the whole series is the
point, | told him. The exhibit is a chain reaction. One
aspect of such a repetitive action deals with ‘devia-
tion-correction’. But once | ‘corrected’ something, I no
longer understand what has ‘deviated’, what is the
disruption, and so the new ‘correction’ puts me back
in the same situation. It creates chains with no begin-
ning and no end... | don't think I'm bothered by the
‘one’in the sense of an achievement, an invention of a
private drawing language, or one painterly ‘value’ or
another... | don't even know what it is. If there is an
idea here it is connected maybe to some fantasy of
control, let's say... But in a manifest sense I'm also
relinquishing control altogether; remember also that
most of these series were drawn blindfolded, after
studying the forms in a very lengthy process, and
learning them 'by heart.” This business is perhaps
about distilling, but not about classification... absurd,
yes..." (in conversation with the author]).

It is hard to clarify the meaning of the artistic
achievements of a brilliant draughtsperson who
declares "l have no ‘language’ of drawing!”. What
possesses a painter with such an easy, skilled hand,
with such virtuoso control of classical drawing and
painting techniques, to cling to such professionalisms
as the production of straight lines?

The mass and the heterogeneity of her work raise
an urgent need to immediately point out the homoge-
neous experience created by her jumble of languages
and multiple modes of production; from all this multi-
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Tamar Getter and the Grotesque Circle of Chalk

Naomi Aviv

“You want the impossible, and for me—the possible is impossible”
Franz Kafka, letter to Max Brod, 13 January 1921
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Why did a mountain called Sainte-Victoire rise in front
of Cézanne's window? For twenty years he toiled over
conquering it with a line and a mark, having already
conquered it hundreds and thousands of times with
his hand and his eyes. What is the source of the
malaise which that mountain represented for
Cézanne? What was he toiling insufferably over? What
remained sealed for him? What seemed to thwart all
his attempts, making him wish to keep polishing it
again and again and again? The mountain, the house,
the apple... Cézanne does not deal with images but
struggles against them. They pose a problem for him.
As a realist he wants the real. The real turns out to be
an idea. Painting has no depth and this illusion must
be destroyed. Cézanne will succeed in formulating a
painterly language only if he succeeds in destroying
the illusion of perspective. The mountain and the
distance from the mountain are translated into color-
ful expression and geometrical flatness. The painting
of an idea has its own realism. An inertial painting
action can't crack it. But the painting absorbs the
struggle and becomes permeated with it.

The Stuck Image
and the Locked Painting

Tamar Getter is stuck again in front of Uccello's
chalice,! for opposite reasons to those of Cézanne and
the mountain. Here it is again, the marvellous chalice.
The illusion of depth is calculated, measured, and
drawn on a piece of paper. As factual as a formula. As
a geometrical plan. As a model. The drawing itself is
as spellbinding as the holy grail. About five-hundred
and fifty years ago, just after perspective had been
invented, Uccello already posed for himself a geomet-

rical as well as a poetic challenge—how to create, or
how to translate a three-dimensional object into a
two-dimensional one without losing the illusion of
depth. This chalice was introduced into Tamar Getter's
work as early as the Tel-Hai cycle in 1978. Back then
she simply appropriated it as a photographic allusion
within the work. As she did with Piero della Frances-
ca's drawing of An Ideal City, for example. But in 1995
she decided to study the geometry of the chalice.
Thereisn'tasingle curve in Uccello’s spherical sketch.
It's made solely of polygons. Getter numbers every
line, every ring, and calculates the foreshortenings
and their relationships, and then turns to execute the
drawing of the chalice on a wall, even in different
scales. First at Dvir Gallery, and then, in 1996, in Tokyo.
Now she perfects the challenge and the execution gets
more and more complicated before her eyes.

The writer of these lines is still, or again, wonder-
ing about Tamar Getter's painting; sometimes it gets
clearer and then becomes obscure. Again the eyes
wander over a crystalline drawing sniped on the wall,
searching for an understanding that would survive for
more than a moment. Getter is standing on a ladder in
front of a very large white surface, a piece of charcoal
in her hand. She is producing lines whose dimensions
change in geometrical progression, drawing, for the
fourth and last time, she swears, Uccello's "damned”
chalice (Figs 1-2, p. 7).

When she finishes it, the sketch laid out on the sofa
hints, she intends to draw it once more, in the same
painting. The overall plan for the painting installation,
Chalices and Corpses, 2010, which will extend to
some 26 meters in length and 3.60 in height, is four
chalices and six corpses. She will draw the chalice
twice by sniping—using a mason’s plummet and

pigment—and twice manually, with charcoal. The
sniped models follow a computer model she made
together with the architect Hagai Nagar. The comput-
er model shows the chalice as a real object in the
"world." It makes it possible to turn the chalice around
until a view from above flattens it into a pattern of poly-
gons resembling concentric circles. This mission was
beyond Uccello’s aims. The freehand execution of
Uccello’s original drawing is now joined by a new
manual project based on the gaze produced by the
computerized model; Uccello’s chalice, now from a
bird's-eye view.

After over a week of concentrated work the job is
done and one chalice has been sniped. There it is:
healthy, clear, strong, clean and precise. Any attempt
to follow its gently and flexibly reticulated texture
results in hypnotic pleasure but also in complete
failure. The viewer's brain cannot withstand the task.
The sniped chalice remains beautiful, reserved and
somewhat indifferent. The Christian legends and
rituals imbued in this sacred vessel have evaporated.
Though they threaten to return when the corpses are
added to this painting. Remember, a pair of corpses
for every chalice, and Halleluiah to Still Life. Bless the
life of the dead!

Allegory, the theme of Vanitas, the link between
cornucopia and corporeal decay—it all retreats,
expelled in favor of dealing with formal development
and problems of production. Like all the symmetrical
bodies in perspectival foreshortenings studied in
order to be redone in Getter's paintings, the dead
bodies (corpses) are also sketches that have been
studied and learned, first from Mantegna's famous
foreshortenings, and again from Uccello, and over the
years, from her own sketches, one from the otherin a

continuous open-ended process (Figs 3-4, p. 8).

In the current piece the drawings of corpses will be
enlargements of six drawings Getter executed blind-
folded. A strange new relationship is created: how will
the flowing, wandering line from the "blind” drawing
made on a small sheet of paper be executed sighted,
at an enormous size. In sharp contrast to the task of
estimating the chalice’s polygons, the corpses have
been drawn in free, continuous curves, in very long
lines, making it necessary to think the translation of
their movement in a sighted situation. A matter of
formal decisions rather than calculations. But at this
stage of her work, she is trapped in the manual execu-
tion of the chalice, the sniped one’s twin. The body is
the measure. It is the gauge for the different lengths
of line Getter produces on the white sheet. She has
already followed these thousands of lines in the past,
and realized that the chalice cannot be produced to
precision, despite the mathematical analysis and
despite the ensuing computer model and despite the
fact: Uccello’s original drawing. She may have realized
by now: there is nothing more mysterious than that
which insists on appearing as a fact. Sometimes it's
precisely the factual which tends towards the unknown.
Precisely the concrete which rushes towards the
abstract. Uccello made mistakes too, she says. She
found five mistakes in his drawing. Her drawing has
mistakes too, she proclaims with an awed sense of
defeat. The chalice is gradually being spun on the wall
but she can't copy it with accuracy. It's intertwined
with all the erroneous, groping lines. The map of
mistakes remains on the white sheet like a shadow.
Fifty attempts for each line. Maybe more. Yet she
persists. She makes a correction. And lightly smudges
the defective line, which stays there, graying. And once
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509 TAMAR GETTER

Foreword

Tamar Getter’s exhibition “GO 2" is surprising in its scope and intensity. The work
GO 2 was made especially for the exhibition and serves as an essence of over thirty
years of creation. Another piece made especially for the exhibition is Chalices and
Corpses. The issues Getter deals with are many and varied, feeding on art history,
Israeli history, the world of communication, architecture, literature, cinema and
theater. Giotto, Joseph Beuys, Oskar Schlemmer, Tatlin, Kafka, Buster Keaton and
Marcel Duchamp, alongside Muhammad Ali, the heroes of the Six Day War and street
magicians—they are all presented in a sequence that invites viewers to their own

interpretation.

Our thanks to Tamar Getter for her impressive exhibition; to Naomi Aviv, the curator;
to the assistant curator, Etty Hilevitz; to Dr. Doron J. Lurie, Head of the Conservation
Department, and to the conservators Maya Dresner, Hasia Rimon and Dafna Wolf;
to Tibi Hirsch and Uri Radovan for framing the works; to the electricians Naor
Agayan, Lior Gabai, Eyal Weinblum; to the Registration Department, Shraga Edels-
burg, Alisa Padovano-Friedman and Shoshana Frankel. Thanks to architect Hagai
Nagar for the computer models and to architecht Itai Oxenburg for planning the
show space. Special thanks to Tucan Design Studio for setting up the exhibition:
Eyal Schoenbaum, Zvika Kaplan, Guy Mendlinger, Sharon Yosef Shenhav and Ron
Gur-Arye. Thanks to Tamar Getter’s assistants Inbal Wasserman and Daniel Zahl.

Thanks to Anna Geslev for designing and producing the catalogue; to Jonathan Soen
for his essay and its translation; to the Hebrew text editor, Esther Dotan; to the
English editor and translator, Tamar Fox; to the English translator Michal Sapir; to
Avraham Hay for most of the photographs in this catalogue; to photographers
Thomas Simpfendoerfer and Ron Amir.

Mordechai Omer
Director and Chief Curator
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