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,N"D 38x26.2 ,71A1VN i1j7'10D ,1970 ,JINID X777 ,"11IW]1 wN
175 111 N0IX

Moshe Gershuni, Untitled, 1970, mixed technique, 38x26.2 cm.,
Benno Kalev Collection
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26.2X8.2 ,T1171YN i1j7'1DD ,1970 , NI X77 "Wl wn
175111 N0IX ,N"0D

Moshe Gershuni, Untitled, 1970, mixed technique, 26.2x8.2 cm.,
Benno Kalev Collection



,J1A7VN 17°100 ,A11%71 1979 ,*17 DT 1WA i1WN

175 111 NUIX ,N"D 19.3X15.5

Moshe Gershuni, With the Blood of My Heart, c.1979, mixed technique,
19.3x15.5 cm., Benno Kalev Collection
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Nn"D 73x110 Q™1'7V 1'T, 2017 ,X12NA ,'Y'211"11 7N
Rachel Rabinovitch, Hiding Place, 2017, ink on paper, 73x110 cm.



,N"D 30X38 ,J1111VN 11j7'10D ,1979 ,"1IX f11"AX ,"11¥W1]1 YN
175 111 NDIX

Moshe Gershuni, Aviva Uri, 1979, mixed technique, 30x38 cm.,
Benno Kalev Collection
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,N"DU 140X100 ,J1111VN i1j7'10D ,1982 ,j7TNX" {7TNX* "1IY] YN
170 111 N0UIR

Moshe Gershuni, Isaac Isaac, 1982, mixed technique, 140x100 cm.,
Benno kalev Collection
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/2019 ,AA71ANA NINT N
Nn"D 50X130 Q"1 7V 1T
Rachel Rabinovitch, The
Sleep of Reason Produced
Monsters, 2019,

ink on paper, 50x130 cm.




N"D 100X65 ,1"1 7V 17,2019 ,J1NTIT "M Y2111 7N
Rachel Rabinovitch, Radiant Damselfly, 2019, ink on paper, 100x65 cm.
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,2019 ,"wn ,'y'111"11 7N
Nn"U 50X130 QM1 7V 17T
Rachel Rabinovitch, Meshy,
2019, ink on paper, 50x130 cm.
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N"D 50X65 ,1"1'7V 1'T,2017 *RN1 1,'yY'111"11 7N
Rachel Rabinovitch, May 1st., 2017, ink on paper, 50x65 cm.



,N"D 140X200 ,713171VN i1j7'10D ,1984 ,A192;71 "N ,"11¥W1I1 YN

1V 71M721 "1 TTNYT TTINXRT AR

Moshe Gershuni, "Hai" Cyclamens, 1984, mixed technique,

140x200 cm., By courtesy of Gershuni's work trust and Givon Art Gallery
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N"D 65X130 0™1 7V 17,2020 ,i197 117137 ,'Y'211"11 7M
Rachel Rabinovitch, Soft Radiation, 2020, ink on paper, 65x130 cm.



N"D 50X65 117V 1"T,2019 , 1T JI'NIT /Y 111'"11 7m)
Rachel Rabinovitch, African Monarch, 2019, ink on paper, 50x65 cm.
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,N"D 100Xx140 ,T1171VN i1j7'10D ,1982 ATl 77N AN "1IWI1 wN

171 111 NDIX
Moshe Gershuni, What a Terrific Soldier, 1982, mixed technique,
100x140 cm., Benno Kalev Collection



,N"D 80x80 ,J1ANVA {17100 ,1997-1995 ,JINTII X77 ,"1I¥N1 lWN

N DMAN :017'Y V1A 1M1721 "W TN TIINND TR
Moshe Gershuni, Untitled, 1995-1997, mixed technique, 80x80 cm., By
courtesy of Gershuni's work trust and Givon Art Gallery, photograph:

Avraham Hai
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N"D 65X100 ,1™1'7V 17,2020 ,1TV 11 ,'Y*111"11 7N
Rachel Rabinovitch, Garden of Eden, 2020, ink on paper, 65x100 cm.
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a scarf blown by the wind.

In Rabinovitch's recent paintings one finds flecks of color and an
expansiveness. In this respect their logic befits the nature of water
colors. The clarity, however, confers on the painting an opaque
appearance; depths that appear as surfaces, or surfaces that pass
themselves off as depth. They convey a murky phosphorescent
saturation — the excess floats, or refuses to sink.

In his discussion of Shakespeare’s The Merchant of Venice, Jacques

Derrida writes effusively but nevertheless perfectly accurately:
The quality of mercy is not forced, constrained: mercy is not
commanded, it is free; gratuitous; grace is gratuitous. Mercy falls
from heaven like a gentle shower. It can’t be scheduled, calculated;
it arrives or doesn’t, no one on it, nor does any human law; like rain,
it happens or it doesn't; but it's a good rain, a gentle rain; forgiveness
isn't ordered up, it isn't calculated, it is foreign to calculation, to
economics, to the transaction and the law, but it is good, like a gift,
because mercy gives by forgiving, and it fecundates; it is good, it is
beneficient, benevolent like a benefit, as opposed to a malefaction,
a good deed as opposed to a misdeed. It falls, like rain, from above
to below, (“it droppeth... upon the place beneath”): the person who
forgives is, like forgiveness itself, on high, very high, above the person
who asks for or obtains forgiveness.™

Shylock, who will not forego his “pound of flesh,” is committed to
excess; cutting it off is highly dangerous. This is an image that creates
a rich and broad range of relationships - the encounter between
Judaism and Christianity, sanctity and the mundane, foreignness and
localism, depth and surface, making a living or not - whose breadth
is the breadth of Gershuni’s work. On the other hand, the precision
required to cut off the flesh, and the question of its feasibility — namely,
the limitation of what remains - is present in Rabinovitch’s razor-sharp
work.

14. Jacques Derrida, “What is a ‘Relevant’ Translation?” Critical Inquiry, vol. 27. no. 2, 2001, pp.
191-2, translated by Lawrence Venuti.
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blossoming, trickling, flowing flora, petals shriveling against Ophelia’s
resting body, purple and lilac leaves forming a crown on Ophelia’s
white hoary head, Thumbelina a miraculous gift to a woman who
yearned for a child. [...] No painter here has ever painted such a
pink — from Raffi Lavie to Moshe Gershuni, from Yehiel Krize to Henry
Shelesnyak. A pink-red flows like honey, congeals like mud, forms like
a puddle, is absorbed like a tear on white paper.™

The epos and the drama in Rabinovitch’s work are contained in a poetic
format: the painting is reduced to a few brush strokes surrounded
by the paper substrate. Yet this airy expression bears a heavy load,
for Rabinovitch paints her life, entwined in the great “isms” of the
twentieth century: Communism, modernism, feminism, her childhood
in the kibbutz a bastion of passion and pain, yearning and rupture.
Her works are populated by many figures and images — a courageous
female fighter, a salamander, a red breast, a dragonfly, skulls and
skeletons — a crammed and symbolic world of content, fantasies and
great, bloody legends, all taking shape in the clarity of water and ink
colors.

One may also describe this thus: Rabinovitch’s work is an acrobatic
spectacle, a spectacle that appears to have been created casually. Here
we have her image standing tall, on a slim tree branch, standing on
one leg (the other is in a plaster cast) on a skull placed on it, gazing
at her cell-phone. Her body and gaze are stiff, perhaps hurting, but
she nevertheless seems to be standing easily. The virtuosity imposed
on the body in Rabinovitch’s painting - the way it is stretched, its
contortions, the yoga positions in which it is placed - is equivalent to
the virtuosity of her command of painting. Her paintings have none of
the symbolic excess of the spectacle typical of the capitalist age. The
red flag is likewise devoid of heroism, its illusory quality is evident, like

13. Galia Bar Or, “Rachel Rabinovitch, the Georgia O’Keefe of Flora Palestina,” in Rachel : Red
Breast, exhibition catalog (Tel Aviv: The Kibbutz Gallery, 2017), p. 7 (Hebrew).
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Nachum Gutman, Siona Tagger, and Avigdor Stematsky) related to
water colors, and their use by contemporary artists. While the former
used aquarelles to portray the quality of light in the land and its
spirituality, and expressed optimism in their works, the artists of the
twenty-first century use them to express a visceral, grotesque, violent,
and nightmarish inner world. Ofrat writes as follows:
All these forms of romanticism — the local and that of spring - have
been all but erased. The new twenty-first century aquarelle demands
a totally different way of thinking. Now, after decades that witnessed
the conquest of the canvass and paper by oil paints, acrylic, superlac,
glass paints, collages, and what have you, many Israeli painters, both
the young and not so young, are returning to this intimate medium,
aquarelle. They detach it from the local landscape and light and
charge it with their own emotional world, filled with mystery and
despondency. From now on, sensitivity, fragility, anxiety, persecution,
fantasies of sex and death have become “heavy water” in which
contemporary artists wade."

Ofrat attributes to Rabinovitch “semi-mythological works,”and regards
herinkand aquarelle paintings as“the pinnacle of her work.""?Reducing
expression to a line, which goes against the grain of aquarelle painting,
brings out the exceptional nature of Rabinovitch’s work, even among
Israel’'s contemporary artists.

In a poetic text, Galia Bar Or writes as follows about Rabinovitch's work:
The line is a spring line, the innermost and the blood trickles; the
voice is that of Jacob, the hands are those of Esau, Flora Palestina a
woman’s voice. With a caressing hand women painted here a stem
and flowering, the pimpernel plant, dwarf shrub, tubers and bulbs
that herald the spring. No woman’s hand has yet painted such a
Palestinian flora: with an expansive gesture an ageless fairy scatters

11. Gideon Ofrat, “The Aquarellists of the 2000s,” in Gideon Ofrat’s Warehouse, https://
gideonofrat.wordpress.com/2013/10/19 (retrieved on October 10, 2020, Hebrew).
12. Ibid.
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different metaphysics. To remain secular, to be aware of the invention
of god, while recognizing that we have in our genes an aspiration
toward transcendence. To bring out the full paradox and the
contradictions of this situation.”® And elsewhere he says:“l work with
one layer, like modernism, but nevertheless want this layer to create
an illusion, create a space. Even when | make holes instead of eyes, |
want people to feel that someone is looking at you.”

While with Gershuni the excess explodes and rises to the surface, in
Rachel Rabinovitch’s work it is the process of restraint that constructs
the sense of excess.

“The princess of Hebrew aquarelle,” is how Gideon Ofrat calls
Rabinovitch.'® She has painted with these colors from the outset,
and for the past decade she has used them exclusively. Initially for a
practical reason, since it is far easier to store and move these paintings
than heavy massive oil paintings. It would appear that the sense of
excess in her work stems from the misfit of these means of expression,
which are generally associated with a sense of lightness, airiness, and
ease, with the sparse and disciplined way that Rabinovitch uses them.
This is manifested in the reduction of the paint to a line — as in the thin
lines she uses to build a figure, generally upright (“in her image,” as she
says) — that produces a strikingly present backdrop. The dribbles and
drizzles are likewise carefully controlled, unlike the way in which water
colors are generally used, which lets the color spread across the page.
The images are frequently defiant and visceral, stern and serious, the
antithesis of the clarity of the color that constructs them.

In his article The Aquarellists of the 2000s, written in the wake of
Rachel Rabinovitch’s joint exhibition with her husband Eli Kopelovitch,
Ofrat discusses the difference between the way that Israeli artists who
painted in the mid-twentieth century (among them Joseph Zaritsky,

9. Gershuni quoted in “Conversation: Modernity,” ibid., p. 428 (Hebrew).
10. Gideon Ofrat, in an email he wrote to Rachel in the wake of her exhibition Orange
Salamander, Tsadik Gallery, Jaffa (curator: Hannah Koeman), 2019.
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Gershuni adopted Isaac, the one to be sacrificed. Nevertheless, excess
is the hallmark of both.

In his book Fear and Trembling Kierkegaard notes the unimaginable
drama contained in the story of the sacrifice (Genesis 22), which is
recounted with dispassionate descriptive brevity, in typical biblical
style.’ It is precisely against the backdrop of this biblical condensation
that the excess stands out. Reference to it marks the entry of
existentialism - the questions of existence - into the philosophical
debate. Similarly, Gershuni’s major conceptual works produced in the
1970s reveal how the artist pointed to the great drama encapsulated
within simple, compact material. “Paper appears white from the
outside but it’s black on the inside,” Gershuni comments as he tears
the paper and reveals its secret.“With the Blood of My Heart,” he writes
on graph paper, the words breaking free of its precise grid. The drama
that churns below the surface and the condensed manner in which it
is suggested, confer on these works a biblical quality.

Kierkegaard formulates a position of religious belief vis-a-vis
philosophy, as the representative of rationalism. One finds a

secular parallel to this in the confrontation that exists in Gershuni’s
work between the universal-conceptual sphere and the personal
emotional realm. The inner density, which is merely alluded to in his
conceptual works of the1970s, bursts out and surfaces in his bodily
works created in the 1980s and thereafter. In the cyclamen paintings
the inner blackness of the paper turns into the black border that
encloses it. The revelation of the “secret” steers this series toward
the secular realm, despite the biblical verses that appear in it. In his
conversations with Breitberg-Semel Gershuni describes his attempt
to create an existential-secular metaphysics: “It's true, we chose the
path of secularization, but I'm thinking about how best to create a

7. Seren Kierkegaard, Hil ve-re’ada [Fear and Trembling], translated by Eyal Levine
(Jerusalem: Magnes, 2007), pp. 13-22 (Hebrew).

8. Gershuni quoted in Breitberg-Semel, “Conversation: The Invention of God/The Artist,”
Gershuni, p. 272 (Hebrew).
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a reduction of that which lies uneasily within regular language and
therefore is created.”® Excess surfaces also in the way that the artist’s
personal life has been portrayed. Tali Tamir notes the expression
“unspeakable about,” which Gershuni and his partner Juan Garcia used
to describe events in their lives that were exceptionally significant.*
Yonatan Amir refers to this excess when he points to “assimilation that
produces leftovers” as a mechanism “that underlies all of Gershuni’s
work.” Itamar Levy’s interpretation of Gershuni’s works in the late
1980s likewise contains numerous expressions that indicate anomaly
or excess: “Gershuni presents in this painting a group of signs which
traditionally signify the experience of shedding the body and fusing
with the Other, but parallel to them he presents restraints which work
against the possibility of fulfilling this experience. These restraints
are not just a momentary delay but rather the determination of the
essential distance, which is not given to eradication, from the Other."

The question of excess leads me to consider, with fear and trembling,
the work of Seren Kierkegaard in connection with Gershuni. On
the surface, this is a discordant contrast. Kierkegaard is a religious
philosopher who exalts the Christian perspective, while the secular
Gershuni’s perspective from the 1980s onward is Jewish. Kierkegaard
glorified Abraham, the father of the nation, the sacrificer, while

3. Sarah Breitberg-Semel, “Here is a Man,” p. 15.

4. Tali Tamir, “Gershuni’s Formula of Pathos,” in the online art magazine Erev Rav,
https://www.erev-rav.com/archives/45546], March 2, 2017 (Hebrew).

5. Yonatan Amir, “Gershuni: An Ongoing Disturbance,” Erev Rav, https://www.erev-rav.com/
archives/47636, January 15, 2018 (Hebrew).

6. Itamar Levy, Moshe Gershuni: Works 1987 - 1990, exhibition catalog (Tel Aviv: Tel Aviv
Museum of Art, 1990), image 17, no page number.
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Untitled: Moshe Gershuni and Rachel

Rabinovitch
Naama Haikin

In this exhibition, which displays the works of Moshe Gershuni (1936-
2017) alongside those of Rachel Rabinovitch (b. 1956), the concept of
excess — namely that extra element within a work of art that cannot be
named, explained, or contained - features prominently.

“Gershuni is larger than life,” writes Sarah Breitberg-Semel. She
goes on to describe the humanity that emerges from his work as
“uncontainable” and refers to his “life’s journey” as “the greatest artistic
event, the most total, that is playing out here!” She refers here to the
“excess” which the retrospective exhibition on Gershuni she curated
and the catalog that accompanied it were unable to contain. Excess
can be found, it seems, in every aspect of Gershuni’s artistic sphere. It
is manifested in the exceptional breadth of his means of expression,
which include sculpture, painting, installation, display, printing, and
more; in the variety of the artistic styles he employed over the years,
which covered conceptual, minimalist, post-minimalist, political,
expressionist, symbolic, and abstract art; and in the multiple themes
in his works — verses from the old and new testaments, references to
art history, to political events, and to personal experiences.

Excess is an attribute that surfaces time and again in interpretations
of Gershuni’'s work. Mordechai Omer, for example, describes his
works as “a dialectical process, which conceals more than it reveals.” 2
Breitberg-Semel never felt “as superfluous as when | wrote this book.
[...] most of all | felt that Gershuni’s work tells its own story in a way
that renders any translation of mine into words a vulgarization and

1. Sarah Breitberg-Semel, “Hereisa Man,” Gershuni, exhibition catalog (Tel Aviv:
Tel Aviv Museum of Art, 2010), p. 15 (Hebrew).
2. Mordechai Omer, “Preface,” ibid., p. 2.
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The Apter-Barrer Gallery and Art Center

in Ma'alot-Tarshiha

The gallery in
Art  Center in

the Apter-Barrer
Ma'alot-Tarshiha

provides a space for the exhibition
of contemporary Israeli art and
interdisciplinary art. The exhibitions
mounted in the gallery’s two rooms
bring the best of Israeli art and artists
who work all over the country.

We believe that it is highly important
to allow the residents of the Galilee
and the northern periphery access
to high quality art. Special emphasis
is placed on the curatorship, which
is done through dialog between the
curator and the artists.

The works are mediated to the
audience by means of explanatory
texts that help visitors connect with
the exhibited content. We hold
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meetings with the artist, gallery
discussions, symposiums, and guided
tours for children and adults.

The art center and gallery provide
a welcoming home for artists and
art lovers; a home that combines
artistic, communal, and social activity.
Throughout the year a unique synergy
and fertilization evolves between
the varied exhibitions mounted in
the gallery and the ongoing artistic
activity in the center’s workshops.

Alongside the year-long courses on
different areas of visual art that we
offer to the general public, the center
strives to expand the artistic field of
activity and influence among diverse
population sections, such as groups
of Jews alongside Arabs, a group for
youth at risk, a group oriented toward
empowerment of women, and more.

We are great believers in art
education, and see before us the
immense contribution to the spiritual
life of those who derive such pleasure
from art and for whom it becomes a
way of life.



Untitled:
Moshe Gershuni
Rachel Rabinovitch
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Untitled:

Moshe Gershuni
Rachel Rabinovitch




