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1. Yossi Asher, Kadi, 2011, color photograph, 60x85 cm, ,2011 (7T ATIAY/ANT T2V MTONN) "TRT7 QWX 01 .1
collection of the artist. DX NDIX ,N"D 85x60 ,T11IYN V1X D17XT1
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3. Bezalel Workshops, The Hebrew University, 1925, ,1925 J71M1Vil AL'DI1MING "7X7¥1" TIXITD .3
bronze plaque, Gabi Dabara collection, Herzlia 17X 71127 21 QUIXR AT N7yt 2. Erella Bisker, Amona, 2010, oil on canvas, ,117V 1N 2010 ,ANINY Jj70'1 178X .2
(Photo: Liat Elbling). [(A1727X TIXY7 :D177Y) collection of the artist. JIINXN NDIX



5. Nurit David, Landscape # 9, 2000, oil on canvas, ,T1'7V 1NY ,2000 ,9 120N 11, MIT 1M1 .5
150x165 cm, courtesy of Givon Gallery, Tel Aviv 1'IX 771 ,11V23 1M171 M2 TR ,N"D 165X150 4. David Ginton, David and Me, 1973, photograph, 1NX DX ,017¥71,1973 "IXT TIT 1N M7 .4
(Photo: Liat Elbling). [(A1727% TIRY7 :D177Y) collection of the artist (Photo: Liat Elbling). (17278 TIX'7 :D177X)
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6. Hadas Hassid, Internet Page, 2010, colored pencils 17V DMIIVIY T1INAY 2010 ,LIPIR T, T'ON DTl .6
7. Tamir Lahav-RedIlmesser, Self Portrait, 1996, silver print, ,ND2 DAOTil1,1996 *AXY |{71'T A0UN7T 107 1'nn .7 on paper, 30x42 cm, courtesy of the artist and 1'aX 771 .0 712 M7 NTINXRT 17X ,N0 42X30
120x120 cm, Malka Zibalt collection, Tel Aviv. .1'2X 77,0727 127N NDIX ,N"D 120x120 Julie M. Gallery, Tel-Aviv (Photo: Liat Elbling). L(AN727% IXY7 :D177X)



9. Sharon Poliakine, Untitled, 2006-2007, oil on canvas, ,11'7V 1NW ,2007-2006 ,JNTT1D X77 ,1'7X'710 1Y .9 8. Helmar Lerski, Photographer's Hands (from the Hands ,N"D 18x24 ,1944 (DT MTUNN) O7X *T* {7017 N7 .
180x272 cm, courtesy of the artist and Gordon Gallery, 1IX 7711 1T AM721 TINKRA AR ,N"D 272x180 series), 1944, silver print, 24x18 cm, Yoav Marom 11X 77,0100 IX1' \UIX 0D 1oATil
Tel Aviv (Photo: Liat Elbling). (A1727% NIRY7 :0177X) collection, Tel Aviv (Photo: Liat Elbling). (A1"727X TIXY7 :D177X)



11. Zoya Cherkassky, Electrician, Prostitute (from the ,2005 ,(V1¥j7N *7V1 MTONN) 1T 'R7NWN 7077Y 1T .11 10. Oded Feingersh, Venus and her Embarrassed Parents, 0'n Wiy ,1'"T,1970 ,717W O™ D111,w111m0 TTIYV .10
Professionals series), 2005, painted aluminum, height: 28 TIINKR IR ,N"D 28 71313 ,iV12X DINI7X 17X 1970, ink, colored pencils, watercolor on paper, 48x63 1NXN NDIX ,N"D 63x48 1"1 7V D™I1VIX NINAVI
cm, courtesy of the artist and Rosenfeld Gallery, Tel Aviv. 2R 77, 77210 M7 cm, collection of the artist (Photo: Liat Elbling). .(A1727X TINY7 :0177Y)



13. Jossef Krispel, Michelangelo's Judgment Day, 2010, ,2010 ,17'2IX75'n 7V 1T O1* 7207 01" .13 12. Leo Contini, Anamorphic Reflection Kiddush Set, silver. .No2 (1) MAaMNIX MANYN1 w1T{77 DD T'DI7 X7 .12
oil on canvas, 149x120 cm, collection of the artist JNXi1 NDIX ,N"D 120x149 ,71 7V 1NW Plate circumference: 16.5 cm; goblet height: 8.5 cm, ,N"D 8.5:V'11 N1 ,N"D 16.5 1017 :TIN7X
(Photo: Liat Elbling). [(A1727X TIX'7 :D177Y) collection of the artist. X1 NDIX



14. Shai Kremer, IDF Building next to the Turkish Railroad ,2009 ,JI" >N N1 NINA T'7 770X 11an M7 w14
15. Bianca Eshel-Gershuni, Untitled, 1991, mixed media, ,N"D 5x10,1991 ,JINID K77 "MYII~7WUX ji7IX'1 .15 Station, 2009, color photograph, 104x130 cm, courtesy N 712 M721 NRA TNATTRI ,N"0D 130x104 ,V1X DI7XT1
10x5 cm, collection of the artist (Photo: Liat Elbling). .(A1727X TIXY7 :0177Y) TIMINXR NDIX ,71201VN 717°1DD of the artist and Julie M. Gallery, Tel Aviv. 2ax'7n



17. Roee Rosen, The Artist: Faith in Material & Excess MINY NN 7¥ N TIV1 1NN A1IAK MY, W 17
of Black Bile (from the Professionals series), 1996, ,N"D 100x65 171 7V 1NW ,1996 ,(V1¥j7Nn 7Vl TNTON)
oil on paper, 65x100 cm, courtesy of the artist and 21X 771, T721710 1M721 [AXRD AR 16. Jan Rauchwerger, Still Life with Cups, 2011, oil on canvas, 717V 1N ,2011,0'720 OV DN1T VI DX X .16
Rosenfeld Gallery, Tel Aviv (Photo: Liat Elbling). [(A1727X TIXY7 :D177X) 50.5x44 cm, collection of the artist (Photo: Liat Elbling). .(A1727X TIXY7 :D177X) INXR (DX ,N"D 44x50.5



18. Buky Schwartz, Horse's Head After Leonardo, 1999(?), ,(2)1999 1TINIXY "0 7V DID YW WX YONIW 711 .18
19. Ruth Schloss, Old Venus, 1997, acrylic on paper, 80x120 ,N"D 120x80 017V 777X ,1997 1377 01N ,D17W 11N .19 wood, courtesy of Ziva Schwartz and Gordon Gallery, T M7 YW T MaTTIRa YV
cm, collection of the artist (Photo: Liat Elbling). .(A1727X TIXY7 :D177X) TN NDIX Tel Aviv. 2ax 7N
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21. Jonathan Hirschfeld, He who Wanted to Become God ,N7 7R A7 XA X0, 779w T .21
and Transformed into an Animal, 2011, (left panel of a 117V 1w ,(112'D0MID 7w Y7XNW 770) ,2011 20. Igal Tumarkin, Artist book Florentine Meals with 4171111120 70711712 DY NP DI7A TNNX 700171 7820 .20
triptych), oil on canvas, 170x170 cm, collection of the InXN DX ,N"D 170x170 Brunelleschi, Savonarola, Leo X, 2000, etchings, qIX7 XX1711 DATIA 027X ,2000 ,JANTTIA0 X 1KY

artist (Photo: Liat Elbling). (Ar717R X7 :017Y) printed and published by the Jerusalem Print Workshop. JITMITTRI D'7W1 DTN TIT0 T 7Y
9



23. Nahum Gutman, Post in Jerusalem, 1948, watercolor on 717V 0 WY ,1948 ,077W11'A 1TRY [N DIND .23 22. Adi Nes, Untitled, 1995, color photograph, 125x125 cm, ,N"D 125x125 ,y1X D17X71,1995 , NN X77 ,01 TV .22
paper, collection Gutman Museum of Art, Tel Aviv 1ND1A DINI IXTIN ADIX ,2'IX 77 courtesy of the artist and Somer Gallery, Tel Aviv 1VIX 771 NI AM7A1 INRA 117TRL
(Photo: Liat Elbling). L(A1727R TIXY7 :D177Y) Photo: Liat Elbling).) (17178 NIXY7 :017°Y)



24. A.lvri, Samson, repoussé copper salver, JIV710N IWIN1 DD IWNY M1V X .24
Alec Mishory collection, Tel Aviv. X 771 MW 77X NOIR



Bianca Eshel Gershuni, Untitled, 1998, mixed media, 37x30x27 cm, collection
of the artist.

Oded Feingersh, Venus and her Embarrassed Parents, 1970, ink, colored
pencils, watercolor on paper, 48x63 cm, collection of the artist (color section
10).

Nahum Gutman, Post in Jerusalem, 1948, watercolor on paper, collection
Gutman Museum of Art, Tel Aviv (color section 23).

David Ginton, David and I, 1973, photograph, (color section 4) .

David Ginton, The Backside of a Painting: Portrait of a Man after Andrea
Previtali, pupil of Giovanni Bellini (recto), Memento Mori (verso), 1502, 2005,
oil on canvas, collection of the artist.

Hadas Hassid, Internet Page, 2011, colored pencils on paper, courtesy of the
artist and Julie M. Gallery, Tel Aviv, (color section 6).

Jonathan Hirschfeld, He who Wanted to Become God and was Transformed
into an Animal, 2011, (left panel of a triptych), oil on canvas, 170x170 cm,
collection of the artist (color section 20).

A. lvri, Samson, repoussé copper salver, Alec Mishory collection, Tel Aviv.

A. lvri, King David, 1925, illuminated ceramic tile, 10x7.8 cm, Alec Mishory
collection, Tel Aviv.

Shai Kremer, Kalya, 2009, color photograph, 130x104 cm, courtesy of the artist
and Julie M. Gallery, Tel Aviv.

Shai Kremer, IDF Building next to the Turkish Railroad Station, 2009, color
photograph, 130x104 cm, courtesy of the artist and Julie M. Gallery, Tel Aviv,
(color section 14).

Jossef Krispel, Michelangelo's Judgment Day, 2010, oil on canvas, 149x120 cm,
collection of the artist, (color section 13).

Jossef Krispel, Display (Florence), 2010, 170x130 cm, collection of the artist.

Jossef Krispel, Untitled (Michelangelo), 2009, pencil on paper, 66x50 cm,
collection of the artist.

Tamir Lahav-Radimesser, Self Portrait, 1996, silver print, 120x120 cm, Malka
Zibalt collection, Tel Aviv, (color section 7).

Tamir Lahav-Radlmesser, Self Portrait (triptych), 2000, 2001, 2002, silver prints,
26x26 cm each, collection of the artist.

Renzo Luisada, The Battle of Anghiari (According to Leonardo), pen and ink on
paper, Uzi Agassi collection, Ra'anana.

Helmar Lerski, Architects Hand's (from the Hands series), 1944, silver print,
24x18 cm, Yoav Marom collection, Tel Aviv.

Helmar Lerski, Photographer's Hands (from the Hands series), 1944, silver
print, 24x18 cm, Yoav Marom collection, Tel Aviv, (color section 8).

Helmar Lerski, Sculptor's Hands (from the Hands series), 1944, silver print,
24x18 cm, Yoav Marom collection, Tel Aviv.

Markowitz, Portrait of Rabbi Shimon bar Yochai, 1995, poster, Alec Mishory
collection, Tel Aviv.

Adi Nes, Untitled, 1995, color photograph, 125x125 cm, courtesy of the artist
and Somer Gallery, Tel Aviv (color section 23).

Sharon Poliakine, Untitled, 2006-2007 (diptych), oil on canvas, 180x272 cm,
courtesy of the artist and Gordon Gallery, Tel Aviv (color section 9).

Sharon Poliakine The Artist, 2008, oil on canvas, 60x150 cm, courtesy of the
artist and Gordon Gallery, Tel Aviv.

Ira Rauchwerger, Three Graces, 1980s, soft sculpture, 76x51.5 cm, courtesy of
Jan Rauchwerger, Tel Aviv (color section 15).

Jan Rauchwerger, Still Life with Cups, 2001, oil on canvas, 50.5x44 cm,
collection of the artist (color section 16).

Jan Rauchwerger, Window to Reality,2011, pastel on paper, 46x29 cm, collection
of the artist.

Roee Rosen, The Painter: Faith in Matter & Excess of Black Bile (from the
Professionals series), 1996, oil on paper, 65x100 cm, courtesy of the artist
and Rosenfeld Gallery, Tel Aviv (color section 17).

Roee Rosen, The Architect: Order against the Dangers of Nature (from the
Professionals series), 1996, oil on paper, 100x65 cm, courtesy of the artist
and Rosenfeld Gallery, Tel Aviv.

Boris Schatz, Isiah, 1920s, plaster painted with bronze patina, circumference:
41 cm, Alec Mishory collection, Tel Aviv.

Boris Schatz, Herzl: If you will it, it is no dream, silver plated bronze, Gabi
Dabara collection, Herzlia.

Bezalel (Lilik) Schatz, Portrait of Boris Schatz, the Artist's Father, 1930s,
etching, 34x24 cm, Alec Mishory collection, Tel Aviv.

Ruth Schloss, Old Venus, 1997, acrylic on paper, 80x120 cm, collection of the
artist (color section 19).

Buky Schwartz, The Chair, 1980, video work, courtesy of Ziva Schwartz and
Gordon Gallery, Tel Aviv.

Buky Schwartz, Video Construction, 1978, video work, courtesy of Ziva
Schwartz and Gordon Gallery, Tel Aviv.

Buky Schwartz, Horse's Head according to Leonardo, 1999(?), wood,
170x170x100 cm, courtesy of Ziva Schwartz and Gordon Gallery, Tel Aviv
(color section 18).

Gil Shahar, Untitled (undressing woman), 2003, epoxy and wax, 80x39x23 cm,
private collection.

Igal Tumarkin, Cangrande, 1996, bronze, height: 59 cm, courtesy of the artist
and Hezi Cohen Gallery, Tel Aviv.

Igal Tumarkin, Florentine Meals with Brunelleschi, Savonarola, Leo X, artist
book, 2000, printed and published by the Jerusalem Print Workshop (color
section 20).
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13.
14.

15.

16.

17.

19.
20.

21.

22.

Majolica is a ceramic technique. It is a glaze made of tin compounds. The technique
reached ltaly from the Spanish island of Majorca and that is how it got its name.

Boris Schatz, Yerushalayim haBnuya — Halom beHakitz (Rebuilt Jerusalem — a Daydream),
Jerusalem: 1923, 62.

Haim Glicksberg, as quoted by Gideon Ofrat, "Moto veHayav shel Shmuel ben David"
(Death and Life of Shmuel ben David), Haaretz, 13.12.1982.

Schatz, Jerusalem Rebuilt, 41.

Dalia Manor, Perspectiva, Musagim Estetiyim Hadashim beOmanut Shnot haShmonim
belsrael (Perspective, New Aesthetic Concepts in Israeli Art of the 1980s) (exhibition
catalog), Tel Aviv: Tel Aviv Museum of Art, 1991, 17.

Manor, Perspective, 17.

Avigdor W. G. Poseq, Igael Tumarkin, a Study of his Iconology, Jerusalem: The Hebrew
University of Jerusalem, 2010, 146.

Aruchot Florentiniyot im Brunelleschi, Savonarola, Leo X, Shlosha Tachritim me'et Igal
Tumarkin (Florentine Meals with Brunelleschi, Savonarola, Leo X, three etchings and text
by Igal Tumarkin), 2000, Jerusalem: The Jerusalem Print Workshop, unpaged.

Pope Leo X (Giovanni di Lorenzo de' Medici, 1475-1521) was the second son of Lorenzo
the Magnificent, ruler of Florence. He is known as the last non-priest who was elected pope.
He was a great patron of the arts and financed the building of Saint Peter's church by selling
indulgences to contributers.

Girolamo Savonarola (1452-1498) was a Dominican priest, very influential on Florentine
politics. He preached against what he regarded as the moral corruption of dignitaries of
the Church as well as against the making and possession of works of art. He criticized
Botticelli's style and was disgusted by the latter's depictions of nudes. During his sermons,
he burned books. He was excommunicated, declared a heretic, and finally burned at the
stake.

Florentine Meals with Brunelleschi, Savonarola, Leo X.

Fra Angelico, 1395-1455, artist-priest or priest artist, known for his fresco paintings and
alterpeices, painted in maniera dolce "sweet style."

Florentine Meals with Brunelleschi, Savonarola, Leo X.
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(exhibition catalog), Herzlia: Herzlia Museum of Art, 2001, 16.
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Spencer, New Haven: Yale University Press, 1970, 77.
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Yossi Asher, Kadi, 2011, color photograph, 60x85 cm, collection of the artist,
(color section 1).

Yossi Asher, Kadi, 2011, color photograph, 60x85 cm, collection of the artist.

Bezalel Workshops, Via Dolorosa, Jerusalem, undated 1920s(?), repoussé
copper plaque, Gabi Dabara collection, Herzlia.

Bezalel Workshops, Tu bi'Shvat Dance (?), bronze plaque, Gabi Dabara
collection, Herzlia.
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National Fund), bronze, Gabi Dabara collection, Herzlia.
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collection, Herzlia.

Bezalel Workshops, Sabbath Lamp, copper repoussé, Miriam Mishory
collection, Tel Aviv.

Deganit Berest, Untitled, 1970s, pencil drawing, collection of the artist.

Erella Bisker, Amona, 2010, oil on canvas, collection of the artist (color section
2).

Zoya Cherkassky, Prostitute (from the Professionals series), 2005, painted
aluminum, height: 28 cm, courtesy of the artist and Rosenfeld Gallery (color
section 11).

Zoya Cherkassky, Chef (from the Professionals series), 2005, painted aluminum,
height: 28 cm, courtesy of the artist and Rosenfeld Gallery.

Zoya Cherkassky, Electrician (from the Professionals series), 2005, painted
aluminum, height: 28 cm, courtesy of the artist and Rosenfeld Gallery (color
section 11).

Zoya Cherkassky, The Three Graces, aluminum sculptures, 2005, courtesy of
the artist and Rosenfeld Gallery, Tel Aviv.

Yitzhak Hezin, Portrait of Shimon bar Yochai, c. 1995, poster, Alec Mishory
collection, Tel Aviv.

Leo Contini, Anamorphic Reflection Kiddush Set (1), silver. Plate circumference:
16.5 cm; goblet height: 8.5 cm, collection of the artist (color section 12).
Nurit David, Landscape # 6, 2000, oil on canvas, 150x165 cm, Oli Alter

collection, Neve Monesson.

Nurit David, Landscape # 9, 2000, oil on canvas, 150x165 cm, courtesy of
Givon Gallery (color section 5).

Bianca Eshel-Gershuni, Untitled, 1991, mixed media, collection of the artist,
(color section 22).



65. Bianka Eshel-Gershuni,
Untitled, 1991, mixed media,
collection of the artist.

66. Tamir Lahav-Radimesser,
Self Portrait, 2000, silver print,
collection of the artist.

67. Jossef Krispel,
(Michelangelo's Judgment
Day), 2010, oil on canvas,
collection of the artist.
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‘artistic'. The artist presents us with processed version of a postcard, portraying
an image of the old, fat Bacchus after a long session of drinking.

Lahav-Radimesser masquerades himself as Bacchus in Self Portrait (fig. 66)
wearing a birthday wreath. When the party was over, the artist put the wreath in
his freezer; a year later he put it on again and took a photograph, and so he did
the next year. By witnessing the subtle differences in his countenance, we can
observe three periods of his life.

Eshel-Gershuni's work, as well as the works of Lahav-Radimesser, Schloss
and others included in this exhibition, deal with the depiction of nudity.
Contemporary artists are preoccupied with realistic depictions of nudes.
Through paintings of nudes, they convey different messages than those created
during the Renaissance. What also differentiates between our times and that
of past periods is that the visual arts in the 21st century do not distinguish
between female and male nudity. In our 'modern' time, which is allegedly more
permissive and gender-equal than in the past, one finds next to the male gaze
at nude women, the female gaze at male nudes. This (almost) permissive and
equal gaze was made possible by political protest movements supporting
human rights and gender equality during the 1960s, in Europe, America and
Israel.

Voyeurism, that inseparable aspect of painted nude figures, an aspect that some
art historians try to bypass (or to simply mention it by the way) plays a significant
role in contemporary works of art. Artists are well aware of the fact that they
themselves are voyeurs. While observing a nude painting (or photograph) our
eyes rest on each of its details so as to absorb them, we experience something
of a guilty conscience. This is brought about by our feeling of embarrassment in
front of a nude body. The image makes us feel like intruders into a private realm,
without permission.

Epilog:
How is the 'divine' Michelangelo seen in contemporary Israel?

Jossef Krispel seeks a possible mode of action in the face of photography's
beauty and wholeness. The source for his (Michelangelo's Judgment Day) (fig.
67; color section 13) shows the edge of the left hand page and the full right
hand page of an art history book that contains a reproduction of a detail of
Michelangelo's Last Judgment (fig. 68), a fresco he painted on the altar wall in
the Sistine Chapel of the Vatican. The detail that caught Krispel's eyes is that of
Saint Bartholomew, who holds his own flayed skin, the latter being a self-portrait
of Michelangelo.

Jonathan Hirschfeld also delved into Michelangelo's wall painting in this very
chapel. His eyes caught the figure of the prophet Jonah (fig. 69), the visual
element situated at the meeting point of the chapel's ceiling with its wall.
Hirschfeld cites the prophet's image in He who Wanted to Become God and
was Transformed into an Animal (fig. 70; color section 21). Through this image
he depicts autobiographical remarks and references to subjects and themes
from the history of art. The biblical figure assumes a twofold character in his
work: Jonah is intertwined with the figure of Siegfried of Nordic mythology.

The gaze, that post-modern term frequently referred to nowadays by scholars,
was appropriated by contemporary Israeli artists. The way in which they view
Italian Renaissance art brings us back to the beginning of this discussion, to
Israeli artists' yearning to see the original works of art in situ. In contrast, the
new trend shows that they tend to focus their attention on the intermediaries —
photographic reproductions — and not on the original work itself. The latter serve
as sources for novel interpretations that deplete the contents of images held in
them and turn them into different dictums.

68. Michelangelo Buonarroti,
Last Judgment (detail, St.
Bartholomew), 1535-1541,
fresco, Sistine Chapel, the
Vatican, Rome.

69. Michelangelo Buonarroti,
The Prophet Jonah, detail of
The Sistine Chapel Ceiling,
1508-1512, fresco, the Vatican,
Rome.

70. Jonathan Hirschfeld, He
who Wanted to Become God
and was Transformed into

an Animal, 2011, (left panel
of a triptych), oil on canvas,
collection of the artist.
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58. Buky Schwartz, Leonardo,
2000, metal, Netanya.

59. Sandro Botticelli, The Birth
of Venus, after 1482, tempera
on canvas, Uffizi Gallery,
Florence.

60. Titian, Venus of Urbino,
1538, oil on canvas, Uffizi
Gallery, Florence.

of city officials when it comes to commissioning sculptures intended to adorn
their public spaces?

Figures from classical mythology

According to classical mythology, Venus the goddess of love and fertility, arose
from the sea foam, formed from the sexual member of the castrated Uranus,
thrown into the waters. Uranus (‘sky') was the son of Gaia (‘mother earth’);
together they begot the first generation of giants — the Titans. Uranus threw
his children into the underworld. In revenge, Gaia gave Cronos, her youngest
son, a scythe, with which he castrated his father. Venus floated to the island
of Paphos on a shell, brought there by a gentle wind. The violent mythological
story was 'translated' by Marsilio Ficino (1433-1499), a Renaissance humanist,
into a softened spiritual birth. Ficino regarded Venus' birth as the birth of beauty
in man's thought, as the fertilization of matter by divine forces. Painter Sandro
Botticelli (1445-1510) turned the violent myth into an image of beauty and grace
(fig. 59). The Venus image he created became a Renaissance icon, similar to
Michelangelo's David and Leonardo's Mona Lisa.

Renaissance culture regarded Venus as the protector of marital love. She is
portrayed in paintings as reclining on a sofa, as a symbol of legitimate love.
During the 15th and 16th centuries, images of nude women associated with
Venus were abundant. Leon Battista Alberti advocated hanging in bedrooms
pictures of female nudes that are "honorable, charming and beautiful since itis a
known fact that they influence the mothers' fertility and the future facial features
of newborn babies." Indeed, at the beginning of the 16th century, such paintings
were regarded as enhancing the birth of healthy and good looking children. An
image of a nude woman (una donna ignuda), which art connoisseurs regard
as symbolic images of Venus (and others view merely as depictions of a naked
female), was an extremely popular contemporary theme. The most celebrated
among them is Venus of Urbino by Titian (Tiziano Vecellio, 1490-1576) (fig. 60).
Titian's painting has served as an inspiration for female nude paintings since
the 16th century to our time.

In 1970, the Israeli Ten Plus group?’ paid homage to Botticelli's Birth of Venus
(calling their exhibition "Triumph over Venus"); art critic Zlila Orgad wrote about
their exhibition:

The group of [Ten Plus] artists are trying to refer to the concept of
"Botticelli's Venus" the way that a gang of young rebels relates to ancient
classics. [At the exhibition] we see clarifications that purport to juxtapose
the 'new' and the 'old', the dynamism of passing time, the frequency of

change today as opposed to the archaic values of the past. Fleeting, free
and wild Modernism against heavy and saccharine Romanticism... The
prevalent tendency of this exhibition is similar to the theatrical surrealism
of Pop: creating a transcendent atmosphere by installing a strange ghostly
figure within a familiar ambience.22

The Ten Plus group's approach was humoristic when referring to a Renaissance
icon such as Botticelli's Venus.Oded Feingersh painted her with her ‘embarrassed
parents' (fig. 61; color section 10).

In complete contrast, artist Ruth Schloss, in a troubling version of Venus of
Urbino, depicts OId Venus (fig. 62; color section 19). Schloss visited an old-age
home and documented the distress of its tenants in a series of sketches. Is
there a more humiliating human condition than being seen naked, half-exposed
and defenseless? Schloss' Old Venus seems to be floating in an intangible,
white space. It cannot be said that she is 'lying', 'recumbent' or ‘reclining’, three
postures that usually convey virility and sensuality. On the contrary, the half
exposed figure points to crossing the very thin line between showing a living
person and an object awaiting treatment. Schloss' Venus is being prepared for
something and lacks the ability to express her own wishes or play an active part
in what is taking place around her. Despite the helplessness of the object before
us, we identify with it in human terms. The legs of the Old Venus are still very
feminine. She is not 'miserable’ nor does she invoke our pity. She is beautiful in
her ugliness and strong in her weakness, facing an audience of peeping Toms
that she fights; she wins the battle by embarrassing us. Through her Venus,
Schloss laments the passing of beauty that comes to an awful end.

Venus' attendants were the three graces that symbolize chastity, beauty and
love. Renaissance humanists saw them as personification of joy, charm and
beauty. Ira Rauchwerger made a three dimensional rendering of the graces (fig.
64) after Botticelli's Allegory of Spring (fig. 63), while Zoya Cherkassky ridicules
the graces and portrays them as completely lacking in grace; she deprives
them of beauty and innocence that were associated with them by Renaissance
humanists.

Next to the mythological Venus, we find Bacchus, the god of wine, known for
his frenzied orgies. He is usually portrayed in two stages of his life — as a young
man or as an old man, wearing a wreath of grape leaves entwined with bunches
of grapes. Bianka Eshel-Gershuni's Untitled (fig. 65; color section 15) is made
of materials that are usually referred to as debris; however, they do not retain
their original characteristics. These are transformed by the artist, through the
aid of varnish, oil paints and nail polish — materials that are not considered

61. Oded Feingersh, Venus
and her Embarrassed
Parents, 1970, ink, colored
pencils, watercolor on paper,
collection of the artist.
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62. Ruth Schloss, Old
Venus, 1997, acrylic on paper,
collection of the artist.

63. Sandro Botticelli, Allegory
of Spring, c. 1482, panel
painting, Uffizi Gallery,
Florence.

64. Ira Rauchwerger, Three
Graces, 1980s, mixed media,
courtesy of Jan Rauchwerger,
Tel Aviv.



49. Copy of a section of
Leonardo da Vinci's The Battle
of Anghiari, 17th century, pen
and ink drawing.

50. Paolo Uccello, The Battle
of San Romano, 1445.

51. Piero della Francesca,
Battle between Heraclius and
Chosroes, c. 1455.

52. Erella Bisker, Amona,
2010, oil on canvas, collection
of the artist.

53. Sharon Poliakine, Untitled,
2008, oil on canvas, courtesy
of the artist and Gordon
Gallery, Tel Aviv.

Leonardo da Vinci made a large-scale wall painting in the Palazzo Vecchio,
the Florence town hall, as visual documentation of The Battle of Anghiari.1®
The painting was destroyed and the only way we know how it looked, is from
Leonardo's preparatory studies and a pen and ink drawing (fig. 49), a copy of
the central section of the fresco. The drawing exemplifies Leonardo's advice
to painters on "how to depict battles." First, he recommended that artists
concentrate on how to depict dust: dust rises from galloping horses' hooves,
filling the air and covering the faces of combatants and horses alike. He goes
on to explain in detail how one should depict the commander of the battle,
its heroes riding their horses, and the defeated enemy with its wounded and
dead.20

Fifteenth century battle paintings by Paolo Uccello (1397-1475) and Piero della
Francesca (1415-1492) (figs. 50, 51) became iconic emblems for the visual
concept of 'battle’. In the five hundred years since they were created, these
battle scenes have been quoted and cited by Western artists and both are
especially favored by Israeli artists when they are in need of visual conventions
for artistic references to Israeli wars.

Horses have always played a significant part in battles and wars; today they
serve police forces. Erella Bisker looked at press photographs documenting
the evacuation of the Amona settlement. Her painting (fig. 52; color section 2)
reflects the fact that art and life maintain mutual, at times surprising, links: her
tense horse is reminiscent of those painted by Uccello five hundred years earlier
on a completely different subject.

Sharon Poliakine's Untitled (fig. 53; color section 9) is a painting of a large scale
enlargement of an alleged etching, made after Piero della Francesca's Battle
between Heraclius and Chosroes (fig.51). The artist's enlarged hands are placed
on the print, which we view from above. Thus her hands are resting on top of the
painted figures. Consequently, we are exposed to a system of proportions: the
hands are shown in supposedly natural scale while the alleged print under them
looks small, compared with Piero's huge wall painting. Poliakine's contours look
as if they were 'etched' on the surface of the painting; they are not smooth but
rather 'furry' in appearance, similar to lines produced in an etching after leaving
the etching plate in the acid bath for too long. The compressed look of Piero's
painting is extended by the artist through very energetic, shifting contours. She
adheres faithfully to Piero's original painting by even documenting where some
patches of the wall on which it is painted dropped; she delineates them with a
pink spot.

Renaissance culture established conventions for the visual commemoration
of military commanders, statesmen and secular rulers; one such convention
is found in equestrian statues. From the beginning of the 13th century, Italian
rulers were commemorated in magnificent monuments that showed the
deceased as he was in life. Equestrian statues are known from antiquity; they
were mainly erected in memory of Roman emperors. Cangrande | (‘big dog')
della Scala, ruler of Verona, built an extraordinary tomb, crowned by a life-
sized equestrian portrait (fig. 54). He is depicted as an arrogant (grinning),
authoritarian ruler, intentionally echoing the classical commemoration of
Roman emperors. His tomb exemplifies a unique concept of magnificent burial
that conveys haughtiness and glorifies the deeds of the deceased when he
was alive.

This concept of an absolute ruler, possessing limitless authority, guided
Tumarkin while working on a contemporary version of Cangrande (fig. 55). His
statue depicts a ruler/military leader. It served the artist to convey his protest
against authority-hungry Israeli political leaders.

Buky Schwartz showed an interest in Renaissance equestrian statues as well.
He created an homage to one of Leonardo's unfinished projects (fig. 56). Da
Vinci was commissioned by the son of Francesco Sforza, ruler of Milan, to erect
an enormous equestrian statue, cast in bronze, to commemorate his father.
Leonardo was not a sculptor; still, he made a detailed plan of his design for the
huge bronze sculpture. He studied contemporary techniques of bronze casting
and designed special molds for the horse and the rider. However, his project
never materialized; the Milan duke preferred to use the enormous quantities
of bronze needed for the casting of the equestrian statue to make guns for his
army. At the back of Buky Schwartz's Horse's Head (fig. 57; color section 18)
are rounded dowels; they may be a rendition of the horse's mane or perhaps
cite Leonardo's technical explanations for bronze casting procedures.

The wooden Horse's Head is Schwartz's model for Leonardo, a sculpture com-
missioned by the municipality of Netanya and erected on a small square next
to a shopping mall (fig. 58). The rearing horse (its body a table) reflects the
artist's sense of humor and echoes the age old aspirations of every sculptor
who ever designed an equestrian statue: to have the enormous weight of the
bronze statue rest solely on the horse's two hind legs. Alas, the table-body of
the monument leaves us with questions as to the artist's message: does the
statue really commemorate anyone? If so, who? Where is the rider? Has he
fallen off his horse? Or is this actually Schwartz's comment about the ignorance

54. Equestrian Statue for the
Tomb of Cangrande | della
Scala, 1330, Verona.

55. Igal Tumarkin, Cangrande,
1996, bronze, courtesy of the
artist and Hezi Cohen Gallery,
Tel Aviv.

56. Leonardo da Vinci, 2
pages from the Manuscript on
the Sforza Monument, c. 1493.

57. Buky Schwartz, Horse's
Head after Leonardo, 1999
(?), wood, courtesy of Ziva
Sckwartz and Gordon Gallery,
Tel Aviv.



44. Helmar Lerski,
Photographer's Hands (from
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45, Roee Rosen, The Painter:
Faith in Matter & Excess

of Black Bile (from the
Professionals series), 1996,
oil on paper, courtesy of the
artist and Rosenfeld Gallery,
Tel Aviv.

In 1996, Roee Rosen exhibited a series of drawings called Professionals that
included a pilot, historian, spy, carpenter, dancer, surgeon, navigator, gardener,
journalist, maid, painter, grave digger, theologian, teacher, engineer, architect,
veterinarian and baker.'® In Professionals, Rosen deliberately distorted
characteristics that reflected human emotions in the art of the Middle Ages and
the Renaissance. Each drawing was accompanied by a definition of the specific
human behavior or emotional trait to which he was referring.

In the 4th century BC, the Greek physician Hippocrates developed a theory
that explained human emotions and behavior in the balance of four bodily
fluids (humors): blood, yellow bile, black bile and phlegm. In the 1st century,
the Roman physician and philosopher Galen studied the physiological reasons
for various expressions of human behavior. He drew on the theory of the
contraries: hot, cold, wet, dry and the widespread concept of antiquity that
the world is composed of four basic elements: water, fire, air and earth. The
balanced personality, Galen claimed, would be a result of perfect equilibrium
between hot, cold, wet and dry. Following Hippocrates, Galen referred to the
four temperaments as sanguine (blood), melancholic (black bile), choleric
(yellow bile) and phlegmatic (phlegm). Each is the result of an excess of one of
the body fluids.

According to this theory, melancholic persons were conceived of as excessively
contemplative, very creative in poetry and the visual arts, and inclined to rebel
against the tragedies and cruelty found in the world. Very often, the melancholic
type is seen as a person who strives for perfection. A negative trait assigned to
melancholic persons is over-involvement in their activities, thanks to which they
are inclined to disregard people around them.

Rosen defines his Painter (fig. 45; color section 17) as having "faith in matter"
and an "excess of black bile." His image is based on a variety of medieval and
Renaissance models: martyrs and visual personifications to whom he assigns
contemporary occupations such as watching television or looking at a computer
screen. Rosen's Painter is characterized by black bile; according to the medieval
concept he is therefore melancholic and an introvert, striving for perfection and
alienated from his surroundings.

Renaissance ideas and concepts guide Rosen in posing questions about his
identity as an artist or, more precisely, as a Jewish artist. What is the status of
artists among their fellow professionals? What should be the image of a Jewish-
Israeli artist in the post-Holocaust era? How does such a professional connect
with the Western cultural tradition?

Zoya Cherkassky refers to the issue of the place of the artist in society in a
series of sculptures that also show a link to the Renaissance approach to the
subject (fig. 46; color section 11). Cherkassky created grotesque images of
a chef, pilot, surgeon, electrician, teacher and a prostitute, who are impotent
and dumb. They are incapable of carrying out their professional missions and
instead perform ridiculous, unprofessional activities. Her pilot is incapable of
getting off the ground; her surgeon is horrified after cutting his patient in half; her
prostitute is headless, with eyes and mouth drawn on the huge body that serves
her livelihood. Cherkassky makes it impossible for us to like her subjects; she
cynically ridicules them and makes fun of their occupation. They serve her
to pose questions about who is an artist; what is his status in society and in
comparison to other professionals? Is being an artist a profession or a mission?
Is the decision to become an artist the same as the decision to become a
physician or a teacher?

Sharon Poliakine's The Painter (fig. 47) is a distorted and interpretative citation
of an Albrecht Durer (1471-1528) print (fig. 48) that demonstrates how his
contemporaries used an instrument that assists to create correct foreshortening.
Artists would observe an object through a frame made of a net of stretched
strings that acts as a grid. They would copy their subject onto a similar grid,
drawn in black lines on a piece of paper. If we were to sit next to Direr's artist,
our vantage point would cause us look directly at the woman's genitalia. Besides
being faithful to Direr's contours, Poliakine shows us the exact point at which
her artist is staring; she marks it for us with a red circle, thus showing that
Darer's artist — as well as we, the spectators — are, at this very instant, staring
at the woman's breast.

Battles, cavaliers and horses

A significant contribution of Renaissance art to Western culture was a new
means of visually commemorating secular historical events. Renaissance
artists' concern with visual commemoration treated subjects such as wars,
battles, civil and state conferences and even everyday events in a figurative
and naturalistic style. Paintings that commemorated wars, created in the artists'
studios and not on the battle field, incorporated national and period details,
such as specific military uniforms, and local characteristics of the battle sites,
based on their imagination. They leaned on visual conventions in everything
that related to the depiction of battles, attacks, defeats and familiar motifs such
as dying a 'hero's death' and the like; models that were prevalent in Western art
since antiquity.

46. Zoya Cherkassky,
Electrician (from the
Professionals series), 2005,
painted aluminum, courtesy
of the artist and Rosenfeld
Gallery, Tel Aviv.

47. Sharon Poliakine, The
Painter, 2008, oil on canvas,
courtesy of the artist and
Gordon Gallery, Tel Aviv.
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48. Albrecht Durer, Artist
Drawing a Nude with a
Perspective Device, 1538,
woodcut print.
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41. Antonelo da Messina,
St. Jerome in his Study, detail.

Jewish 'Saints'

Another cultural field within the overall context of Israeli visual art that borrows
certain axioms from Renaissance art is the genre of 'Jewish saints' painting.
When it comes to visual commemoration of spiritual figures, one should note
that as opposed to Christian culture that venerates female and male saints and
martyrs, Jewish culture reserved the status of sainthood only to a select group
of rabbis or spiritual leaders — all male. It is impossible to find visual portraits
of this select group due to the orthodox Jewish interpretation of the second
commandment that allegedly prohibits the making of portraits in sculpture and
painting, because they are regarded as 'graven images'. However, since the
early 1980s, images of rabbis and portraits of Jewish spiritual figures have
appeared as popular posters. These 'Israeli-dewish' images do not adhere to
any Jewish tradition; they invent a thoroughly new version of it, basing their
image making on Western non-dewish models. Most portraits of rabbis are
based on Christian art, especially artworks that originated in the Renaissance.

Like Renaissance artists, Israeli artists were faced with the issue of how to
portray the facial features of famous figures from the past without any visual
source that could serve as a model. Thus, just as nobody knows what Jesus
really looked like, no one knows how Shimon bar Yochai looked. Christian art
developed a specific method for portraying spiritual figures. The lack of such
a convention in Jewish art made the Jewish-Israeli artists adopt Christian
conventions. According to Renaissance models, they place the Jewish saint in
an ambience that suggests an 'authentic' historical period. The landscape and
accessories that surround the figure help to identify him.

Portrait of Shimon bar Yochai by Markowitz (fig. 39) depicts the subject in a way
that is very close to Renaissance portraiture: he is shown in front of a window or
a balcony from which a receding landscape is visible. According to Markowitz's
timeless concept, bar Yochai is a full-bodied man, his lips are thick, his beard is
curly, his side-locks and eyebrows stick out. The tree, stream and cave act as
visual reminders of his life story: fleeing the Romans who relentlessly pursued
him after he said "Hatov shebagoyim — harog" [the best among the gentiles — kill
him], he hid in a cave with his son and survived on water and carobs.

Yizhak Hezin's poster of bar Yochai is completely different; the artist places him
in a historical period that is fifteen hundred years after the time in which he lived
(2nd century) (fig. 40). He is sitting at a table covered with books and papers,
reading a book. Hezin models this portrait after Christian conventions in which
a saint is presented in his study, removed from his historical period and placed
in a later period. One example of this is Antonelo da Messina's depiction of St.

Jerome (fig. 41), in which he is portrayed as a cardinal, though in his time such
a position did not exist in the Christian Church.

Professions and professionals

Discussions concerning the status of the visual arts — painting, sculpture
and architecture — were carried on frequently during the Renaissance period.
The accepted concept, based on the heritage of antiquity and of the Middle
Ages, regarded the visual arts as mere craftsmanship. They were thus seen
as artes vulgares — the ‘common arts' and not as artes liberales — the 'liberal
arts', headed by philosophy. Christian theologians viewed painting, architecture
and sculpture as inferior, compared with spiritual-theoretical occupations. They
distinguished between 'worthy' occupations and 'respected' ones: theoretical
sciences were conceived as 'worthy' while practical occupations — the visual
arts — were only 'respected'.

Renaissance artists, theoreticians and scholars strived to formulate scholarly
explanations that would raise the visual arts to a level equal to that of spiritual
occupations. Their aim was achieved thanks to emphasizing the intellectual
elements involved in the realms of painting, architecture and sculpture. It was
Leonardo da Vinci who finally provided the theoretical basis for the struggle
in his Tratatto della pittura (Treatise on Painting, 1452). During the high
Renaissance, painters, architects and sculptors finally achieved equal status
to that of philosophers, scientists, scholars and statesmen; the highest among
them were considered no less than 'divine'.

Disagreements regarding the status of the visual arts did not cease after the
Renaissance. In the last five hundred years, the visual arts have not always
maintained the high social-cultural status they enjoyed during the Renaissance.
Artists in the 20th and 21st centuries are still concerned with the status that
society assigns them among the intellectual activities. Some wonder if their
occupation can be considered a ‘profession’; others ignore the practical aspects
and examine the essence of art and its contribution to the spiritual life of their
times.

In his photographs, Helmar Lerski depicts concise images of craftsmen. By
focusing his camera on the hands of his subjects holding the tools of their craft,
he refers to the visual heritage of the Middle Ages. Photographer is Lerski's self
portrait; his hands' gesture expresses a photographer's common practice. They
open a roll of black and white film, looking for the right negative to be printed
(fig. 44; color section 8). Lerski's photographs visually glorify the beauty of the
artist's craft.

42. Andrea Pisano, Painting,
Sculpture, c. 1336, reliefs on
the bell tower of the Florence
Cathedral.

43. Jacopo de' Barbari,
Portrait of Mathematician

Fra Luca Pacioli, 1495, oil on
panel, Museo di Capodimonte,
Naples.



32. Boaz Tal, Untitled, 1992,
black and white photograph,
collection of the artist.

33. Michelangelo, The Dying
Slave, c. 1514, part of the
Tomb of Pope Julius I,
marble, The Louvre, Paris.

34. Leonardo da Vinci (?),
Madonna and Child,

c. 1490, tempera on canvas,
transferred from panel, The
Hermitage, St. Petersburg.

of estrangement. In most cases, there is a discrepancy between the gestures
and the environment in which they are portrayed. At times, this causes an
unpleasant feeling; in other cases, spectators view it as absurd, unsuitable and
alien.

Boaz Tal's staged photographs are dialogs with exemplary works in the history
of Western art. The figures that appear in his photographs (taken in his private
apartment) are the artist himself, his wife and his children.

Tal's posture in Untitled (fig. 32) is both artificial and awkward. It is a mirror
image of Michelangelo's The Dying Slave (fig. 33), in which the slave's entire
weight is on his right leg, while his left leg is bent. The slave's posture conveys
destruction and weakness. Renaissance culture interpreted Michelangelo's
group of Slaves as the striving of the human soul to free itself from the carnal
body that imprisons it; in other words, the struggle between spirit and matter.
The only sign in Michelangelo's sculpture that the slave is bound is a rope tied
around his chest. The rope is referred to in Tal's photograph by an undershirt that
exposes the artist's chest and stomach, which enhances the defamiliarization
of the work. Tal's posture is artificial; its background is the wall of the artist's
apartment. The photograph captures the absurdity in the clash of an iconic image
that is moved from its logical place and implanted in an everyday environment.
At the same time, the weakness in Tal's photograph suggests the contemporary
artist's similar inner struggle.

Artists carry on dialogs with two, inseparable images from Christian culture:
Mary, mother of Jesus, with her infant child in her arms (fig. 34), and the
dead Jesus on the knees of his mother in what is known as the Pieta or the
Lamentation (fig. 35). Mary and the infant Jesus are portrayed in many versions,
one of which is called Madonna del latte (Madonna of the milk) because she
is depicted nursing her child. The second posture is within the chronological
sequence of the Passion of Jesus. The scene is located between the Descent
from the Cross and the Entombment. The New Testament tells us nothing about
what took place between these two events. The missing link was first found
in visions of Christian mystics. The first artistic depictions of the Pieta scene
date from the beginning of the 13th century. They show the grieving Mary as
she holds the body of her dead son in her arms after he was taken down from
the cross. The sorrowful mother is suffused with faith in what is to come, since,
according to Christian belief, she is aware that her son will bring salvation to
humankind.

The postures of Jesus and Mary in both works served as models for countless
artists for the next five hundred years. The image of the nursing mother and her

infant son was adopted by artists who needed to express human emotions of
intimacy and compassion. Images of the bereaved mother were also used in
expressions of compassion, pity, sadness, and contemplation of death.

Tamir Lahav-Radlmesser's Self Portrait (fig. 36; color section 7) shows the
photographer cradling a young man, who appears to be nursing. The photograph
thus echoes both Madonna images: on one hand, their postures are linked to
the Madonna del latte theme; on the other, the fact that it is not a baby lying on
the man's lap, but rather a young man link the image to the Pieta theme. The
scene is emotional; the work conveys compassion as well as deep sadness
and grief.

Yossi Asher's Kadi is a foreign worker (fig. 37; color section 1), portrayed in
a universal posture of prayer. The Renaissance image of Mary and her son
does not refer here to the sacrificial figure of Jesus. The artist appropriates the
compassion and grief of the Pieta theme and creates a portrait of a woman who
arouses in us these same feelings since we are aware of her social status in
contemporary Israel.

Adi Nes quotes the posture of Michelangelo's Pieta in Untitled (fig. 38; color
section 22). This work is one of his Soldiers series. It depicts a wounded Israeli
soldier nursed by a military paramedic. Nes stages his photographs; he begins
by selecting live models, ordering costumes and accessories, choosing specific
sites as a background and staging the artificial light for the photograph. It is no
coincidence that we see a bleeding wound on the soldier's chest and another on
his right hand, which dangles at his side. The placement of the staged wounds —
precisely on the chest and palm — echo the crucifixion wounds as depicted in
the long tradition of Christian art. Nes' work depicts the tragic death of a victim.
Citations that were transformed and imbedded into a contemporary modern
context connect the theme of sacrifice and death, drawn from Christian art, with
contemporary Israeli culture.

Indeed, the visual citations mentioned above hint at the place in which Jewish
Israeli artists position themselves within Christian visual culture. On one hand,
they try to get close to it and be part of it; on the other hand, they cannot identify
with Christian ideas that are an inseparable part of this tradition. Consequently
they concentrate their attention on visual aspects such as gestures, postures and
facial expressions, appropriate these, and give them expression in completely
different contexts.

36. Tamir Lahav-Radimesser,
Self Portrait, 1996, silver print,
Malka Zibalt collection,

Tel Aviv.

37. Yossi Asher, Kadi (from the
series Ovedet Zara/Avodah
Zara (foreign worker/foreign
work), 2011, color photograph,
collection of the artist.

38. Adi Nes, Untitled, 1995,
color photograph, courtesy of
the artist and Somer Gallery,
Tel Aviv.



30. Nurit David, Landscape #
9, 2000, oil on canvas, courtesy
of Givon Gallery, Tel Aviv.

31. Giovanni Bellini, Pieta,
1505, oil on panel.

Holy Land Landscapes in Italian Painting — Italian Landscapes
in Israeli Painting

Documenting nature in landscape painting was a significant innovation
in Renaissance art. At the end of the Middle Ages, landscapes in paintings
looked like theater sets made of cardboard. In contrast, in the middle of the
fifteenth century, we know that artists went out and examined nature; based
on their observations, they very convincingly recorded specific sites in Italy.
The credibility of these landscape paintings was achieved through the way they
painted light — at dawn, noon or twilight. Together with the accurate portrayal
of hills, paths, plants and buildings, these painted landscapes had added value
in that they conveyed human emotions such as hope, despair, sadness or
happiness through a realistic rendering of light.

The Renaissance is known as the era of geographic discoveries; some explorers
travelled to the Near East and reached Egypt and the Holy Land. Upon returning
to Italy, they published their findings and experiences. These were a source of
vital information for painters who wished to depict the landscape of the Holy
Land, the sites in which Jesus lived and performed his miracles. However,
since Renaissance artists never made it to the east, their depictions of the Holy
Land are actually renderings of Italian landscapes. Every contemporary lItalian
conceived of the symbolic message conveyed by depictions of Christian saints
or New Testament scenes as if they had taken place on their own land. The
'Holy Land' in these paintings was a familiar Italian site.

Painter Nurit David refers to these characteristics of Italian fifteenth century
paintings. In a series entitled Landscapes (fig. 30; color section 5), she created
a strange, magical merging of local Israeli landscapes in which she 'planted'
segments of landscape paintings from the Renaissance. These complex
landscape paintings were best described by the artist herself:

Landscape - like the body of the monster in Mary Shelley's Frankenstein...
is constructed from parts of the bodies of paintings that refer to the Holy
Scriptures. The ancient text is etched in parts of the paintings | borrow from
the great masters. Landscape is made of these patches... The landscapes
contain the cycle of life, death and resurrection.#

Most Israelis are familiar with the sites Nurit David documents in her landscapes;
however, among the paths, hills and plants typical of the Jerusalem area and the
Judean hills, one finds, here and there, foreign trees and hills with fortresses on
them that do not belong to the local site. Identification of the 'planted’ landscape
segments reveals that the original paintings they were copied from carry a

symbolic Christian message and usually deal with holiness and death. The
pastoral appearance of the Jerusalem hills we expect disappears completely.
It is replaced by a feeling of strangeness, created by the lack of proportion
between components of the local landscape and those planted in it. They are
either magnified in size or minimalized in a way that makes it impossible to
convey a convincing spatial illusion, based on a single vantage point. Within
the arid, barren landscapes of the Jerusalem hills, the artist planted segments
of green, luscious landscapes that look Italian (or sometimes north European).
The strange, surrealistic fabric of the two sites — the European within the
Israeli — brings back a little of the traditional Christian concept of the Holy Land
to secular, arid Israel.

Gestures as signifiers of human emotions

Alberti assigned great significance to gestures and claimed that when
documented in painting, they testify clearly to the "movements of the soul" or,
in other words, gestures reflect human emotions:

These movements of the soul are made known by movements of the body...
[A] sad person stands with his forces and feelings as if dulled, holding
himself feebly and tiredly on his pallid and poorly sustained members. In
the melancholy the forehead is wrinkled, the head drooping, all members
fall as if tired and neglected. In the angry, because anger incites the soul,
the eyes are swollen with ire and the face and all the members are burned
with colour... In gay and happy men the movements are free and with
certain pleasing inflections.16

Alberti claimed that a credible depiction of human gestures would convincingly
express the figures' emotions and consequently would "move the soul of the
beholder when each man painted there clearly shows the movement of his own
soul."' This principle has been referred to by artists throughout the history of
Western painting since it was first formulated by Alberti. It is no wonder that
familiarity with images of human gestures by Renaissance artists is embedded
in the imagination of contemporary artists. These basic, universal human
gestures, documented in painting and sculpture by Renaissance artists carry
symbolic aspects that convincingly convey emotional states. These gestures
are quoted visually by contemporary artists who pay homage to them.

Israeli (and other) artists place most of these visual citations into contemporary
environments. While Renaissance artists depicted human figures in
environments that fit the painted narrative, i.e., Biblical or New Testament and
mythological scenes, their placement in contemporary Israeli artworks is an act



24. Shai Kremer, Kalia, 2009,
color photograph, courtesy of
the artist and Julie M. Gallery,
Tel Aviv.
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25. Nahum Gutman, Post in
Jerusalem, 1948, watercolor
on paper, collection Gutman
Museum of Art, Tel Aviv.

26. Erhard Schon, Portraits,
1535, print.

26a. Side wiew of Schon's
print.

A different version of a dialog with Alberti's window can be found in paintings
(or photographs) that show interiors with an open window on one of their walls.
The images depicted in them not only adhere to the concept of painting as 'a
window to reality' but extend it: through the window located in the painted (or
photographed) space, we observe another real space that opens from it.

Shai Kremer's choice to focus his — and our — gaze on the ruins of Israeli army
barracks carries a clear, direct political message. Yet, beyond this message, in
works such as Kalia (fig. 24) and IDF Building Next to the Turkish Railroad Station
(color section 14), the photographer places us inside an abandoned space; we
face an open window. The landscape seen through it can be conceived as an
object of longing. Such a depiction of landscape, seen through a window or a
gap in a wall, separates two spaces: a compressed inner space (where we,
the viewers are located), through which we observe a different space — open,
with endless depth. In certain cases, the inner space may arouse a feeling of
claustrophobia; consequently, we conceive it as a symbol of confinement or
captivity. We perceive the spacious landscape seen through the open window
as an object of longing that may signify freedom. At the same time, our vantage
point may suggest that, as we gaze through the window from a protected place,
we are looking at a site that projects danger or fear of the unknown.

More than sixty years before Kremer, Israeli artist Nahum Gutman used the
window motif in one of his drawings. Post in Jerusalem (fig. 25; color section 23)
shows the Old City of Jerusalem, seen through an opening, cluttered with iron
beams and a net of torn barbed wire. Gutman made this sketch in 1948, during
Israel's War of Independence. From an accessible everyday site, the Old City
became a site that could no longer be visited. Gutman's image is suffused with
nostalgia that caused contemporary viewers to feel sweet pangs of longing for
something unattainable. The drawing has a sad quality; the landscape that only
yesterday was within the artist's reach, is now blocked and he can only observe
it from afar, yearning for it.

La 'doice prospettiva' — 'Sweet Perspective'

Alberti's perspective method was used by Renaissance painters to create
convincing illusions of virtual depth of space to the extent that viewers find it
hard to distinguish between the actual and the virtual (painted) space. By the
end of the fifteenth century, perspectival methods were extended to fit specific
issues of painting on ceilings. One of the extended perspective methods is
called anamorphic perspective. The artist creates a distorted image and
determines a specific vantage point, so that in the spectators' eyes the image is

'fixed'. Anamorphic perspective was used in small scale visual images as well.
These usually conveyed religious political and pornographic messages. The
intended distortion of images does not allow spectators who look at them from
a frontal vantage point to fathom their meaning. Indeed, they can decipher the
hidden meaning only by holding the sheet of paper sideways and then looking
at the image. Erhard Schon's (1491-1592) Portraits (fig. 26), seen from a frontal
vantage point, looks confusing; it shows landscapes, populated by human
figures in various activities. When we view the print from the side (fig. 26a), we
discover portraits of four European rulers: King Charles V, Ferdinand of Austria,
Pope Paul Il and Francis I.

Another type of anamorphic perspective is a distorted round image. One cannot
decipher its meaning unless a cylinder made of reflective material is placed on
it and reflects the image. The round surface of the cylinder 'fixes' the distorted
image and reveals the hidden image (fig. 27). Leo Contini uses anamorphic
reflection in his contemporary versions of wine cups, used in the Jewish blessing
on Sabbath eve (fig. 28; color section 12). The artist engraved distorted images
(and lettering) on the silver saucer; these, in turn, are 'corrected' by the shiny
silver cup, its surface acting as a mirror.

Artist Buky Schwartz took anamorphic principles one step further by
implementing them in video works through which he creates trompe [I'oeil
effects. In Video Construction (fig. 29), Schwartz shows the lower part of his
body moving around, into and out of a triangle, made of thick black lines standing
on a vertex. The video is shot in an interior space; we see its floor and one wall.
When watching the video, spectators can see the absurdity of the triangle; it is
hard to understand exactly what it is made of, whether it is perpendicular to the
wall, and so on. Consequently, the artist's entrances and exits into and out of
the triangle seem illogical and impossible.

The triangle's three sides would never meet in reality. It is only towards the end
of the video that the artist explains how he created his trompe ['oeil effects. He
picks up a black stick that was leaning against the wall, and throws it out of the
picture frame. Two of the triangle's sides now remain. He then approaches the
wall and peels off a strip of black tape. The remaining face of the triangle is a
tiny black strip, glued to the lens of the video camera. We now understand that
the triangular shape was never actually a triangle; the artist created three lines
and showed them from a single vantage point that he assigned in advance.
Each line is made of different material and is of different size. The vision of an
equilateral triangle is created by the video camera that in this work takes on
the traditional role of the human eye — that of the artist as well as that of the
spectator.

27. Anamorphic drawing with
a cylindrical mirror.

28. Leo Contini, Anamorphic
Reflection Kiddush Set (1),
silver; collection of the artist.

29. Buky Schwartz, Video
Construction, 1978, video
work, 1:16 minutes.



19. Filippo Brunelleschi,
Crucifix, 1412-1413.

20. Filippo Brunelleschi's
death mask.

21. Jan Rauchwerger, Still Life
with Three Cups, 2001, oil on
canvas, collection of the artist.

The etching that accompanies the short story, Breakfast with Brunelleschi,
shows images of a Crucifix made by the artist-architect (fig. 19), next to his
death mask (fig. 20).

Jan Rauchwerger's Still Life with Three Cups (fig. 21; color section 8) shows
the artist's love and reverence for Renaissance masters; he is surrounded
by reproductions of their works in his studio and has taken them for granted
as testified by the coffee cups that lie next to a reproduction of a Piero della
Francesca painting.

Introducing a copy of an artwork from the past into a contemporary work, is
called a visual quotation. This is a conscious process when artists refer to
artworks by past masters, as they choose a specific artwork to be the object
of reference. An homage is also a conscious process because it incorporates
a declaration of appreciation, respect and esteem by one person to another.
When artists proclaim that their work is 'an homage to...", they are consciously
expressing their esteem for another artist. Such processes become much more
significant and complex when artists imbue their references with new ideas and
consequently formulate a personal statement that carries a completely new
meaning. When viewers are familiar with the original artwork to which the artists
refer, their appreciation is much deeper and more complete. The more familiar
they are with the original, the greater the suggestive context of the new work.

A significant innovation by Renaissance masters was their desire to faithfully
depict nature. To achieve realistic precision, they studied the human figure and
its anatomy. In order to imitate nature, they needed to formulate exact rules
for a scientific method that would allow them to render a credible and precise
impression of depth in painting. This was followed by the desire to endow painted
and sculpted figures with credible expressions and gestures so that the viewer
would identify with them. These principles were formulated and examined by
Leon Battista Alberti (1404-1472), a humanist scholar, scientist, mathematician,
architect and author of three treatises on the arts: De pictura (on painting), De
re aedificfatoria (on architecture) and De statua (on sculpture).

Dialogs with Alberti's theories

Alberti published On painting in 1436; his book is the first modern treatise on
the theory of painting and greatly influenced Renaissance art. In this treatise,
Alberti aimed to provide artists with the basic means to create images that
would reflect reality. Familiar with optics, he formulated a scientific method
called perspective, based on mathematical rules that would ensure a match

between the work of art and human vision. The chapter Alberti dedicated to
this 'scientific' method was meant to instruct artists on how to render a credible
illusion of spatial depth in painting with the aid of harmonic geometric rules.
Perspective construction in painting purported to present viewers with an
imitation of reality that would reflect a world of order in space, acting according
to the rules of nature through geometrical means.

'Window to reality'

Alberti claimed that imaginary rays from our eyes are directed toward what
we see (fig. 22). Consequently, he perceived painting as a plane that cuts
the pyramidal construction of the rays. Painters were to copy nature onto this
plane. Consequently, the plane of a flat surface on which they paint — a piece of
paper, a wooden panel or canvas stretched on a wooden frame — are allegedly
‘transparent’, or, perhaps, a 'glass panel' through which spectators behold
nature. A painting, according to Alberti, is a window through which reality is
revealed both to artists and to the spectator. Alberti's innovation brought forth
the creation of a new kind of painting in which human figures, objects, landscape
or architectural backgrounds are arranged according to identical pre-conceived
scales. They are thus proportional and convey nature in the 'right' way.

Alberti's notion of painting as 'a window to reality' was commonly accepted and
applied to Western painting from the time he published his treatise until the
beginning of the twentieth century, when Cubist artists completely undermined
his concept. They claimed that a canvas is not transparent, that it does not
constitute the illusion of a 'glass panel' and that since it is tangible, it should be
referred to as such. The Cubist approach was, in most cases, responsible for
paintings in which any aspect of illusionary depth of space has disappeared.
In the twenty-first century, where one preoccupation of the visual arts is to
examine its own medium, artists have returned to contending with and creating
a dialog with Alberti's rules, including his concept of painting as 'a window to
reality'. Windows rendered in a variety of ways appear in the works of artists in
Israel and abroad.

Hadas Hassid's discourse with Alberti's concept of the window is imbued with
subtle humor and absurdity (fig. 23; color section 6). She 'copies' nature using
a meticulous artistic technique through typical Renaissance artistic means: a
credible, 'correct' rendering of reality through the use of color and chiaroscuro.
Using colored pencils, she depicts a ‘window', literally, an internet site of the
Windows operating system on her personal computer. Indeed, this is a window
to a certain reality. However, it is a virtual reality, as its flat space lacks any sign
of real or even illusionary spatial depth.

22. Painting according to
Alberti.

23. Hadas Hassid, Internet
Page, 2011, colored pencils on
paper, courtesy of the artist
and Julie M. Gallery, Tel Aviv.



15. David Ginton, David and |,
1973, photograph.

16. David Ginton, The
Backside of a Painting:
Portrait of a Man after Andrea
Previtali, Pupil of Giovanni
Bellini (recto), Memento Mori
(verso), 1502, 2005, oil on
canvas, collection of the artist.

17. Deganit Berest, Untitled,
1973, AP print, Museum of
Art, Ein Harod collection.

during the Renaissance. The limited ability to introduce these through formal
studies caused many lsraeli artists to develop them auto-didactically. The
artworks of Renaissance masters were a fertile source of compositional
solutions for their paintings, of ways to systematically arrange formal elements
and of a wide range of representations of human figures expressing varied
human emotions that were intensively studied and examined in the fifteenth and
sixteenth centuries. Israel's geographical location — far from the European art
centers — as well as the attempt to create a bridge to Western artistic traditions,
caused Israeli artists to express their affiliation with Italian Renaissance visual
culture in direct, straightforward homage to its masters. After they studied and
were introduced to the works of Renaissance masters, their admiration was
mainly expressed in their wish to view the original works, not only reproductions.
For nearly all of them, the journey to Italy was a unique, significant experience
in their creative process.

Young David Ginton is photographed standing besides the huge shadow of
Michelangelo's David (fig. 15; color section 4). Leaning against a wall, he looks
small, uncomfortable, amazed. The fact that the artist's name is the same as
that of the work adds to the aspect of appreciation and wonder.

Years later, Ginton created a series of works in which he exhibited the findings
of a project in which he examined the back sides of paintings (fig. 16). His works
reflect his conclusions concerning the artistic concepts of late 20th century
art in general and the dialog of Israeli art with Western art in particular. The
textual information that usually appears on the back of paintings includes
artists' signatures, various dedications written by hand, museum stickers, dates
of certain exhibitions — and more. Ginton's Hebrew hand-written text informs
us that the painting was "painted by David Ginton, pupil of Raffi Lavie." It
appears beneath the English text: "After Andrea Previtali, called Cordeliaghi,
pupil of Giovanni Bellini (1430-1516)." Bellini is a prominent representative of
Renaissance Venetian painting; Ginton imitates Previtali's self-description, thus
continuing the Italian tradition of artists and their pupils, in its Israeli expression.

Deganit Berest also travelled to Florence to view this Renaissance icon. She
shows herself standing next to a reproduction of David, in a similar pose to that
of the famous statue (fig. 17). She not only imitated his posture; she presents the
object of her admiration and herself in identical size. Michelangelo's David is a
classic example of colossal sculpture, a concept borrowed from antiquity and
revived during the Renaissance. Berest's pose signifies defiance; in addition,
she expresses her preoccupation with gender, a principle that will appear
frequently in her future work.

The significant achievements of Filippo Brunelleschi excited the imagination of
the young Igal Tumarkin; the first chance he had, he travelled to Florence to view
the master's works. Tumarkin found significance in the fact that Brunelleschi did
not live long enough to witness the completion of his most ambitious project,
the dome of the Florence cathedral. In 1996, during a visit to Paris, Tumarkin
was hospitalized. Avigdor Poséq tells us that while convalescing in the Parisian
hospital, the artist felt emotional identification with Brunelleschi.”

18. Igal Tumarkin, artist book Florentine Meals with Brunelleschi, Savonarola, Leo X, 2000,
etchings, printed and published by the Jerusalem Print Workshop.

Tumarkin wrote three short stories, published (with three etchings) in 2000 by
the Jerusalem Print Workshop (fig. 18; color section 20).8 The artist meets three
personages in Florence: he breakfasts with Fillipo Brunelleschi, he dines with
Pope Leo X,? and meets with Savonarola,'0 in a day dream. The three renowned
figures of the Italian Renaissance serve the artist to convey the messages of
his short stories. He confronts Brunelleschi with Donatello; at the end of an
imagined conversation between the two, Tumarkin reaches the conclusion that
"I [then] understood why there were so few admirers of this large-headed, small
person. He was much bigger [greater] than all of them put together." 1

Indeed, Tumarkin's identification with Brunelleschi reflects the way he regards
himself vis-a-vis the people of his own country. Savonarola, whom he labels
"this wicked man," reveals himself after Tumarkin dozes off in the courtyard of
the San Marco monastery. After viewing Fra Angelico's'? frescoes, Tumarkin is
reminded that Savonarola was burned at the stake in that very square, adjacent
to the monastery. He sees Savonarola as representing functionaries of clerical
establishments who condemn art and creative thought:

| wake up, covered in sweat. Hebron, Mecca, Me'a She'arim, Teheran!...
Come, let's see you [Savonarola] as a host. Like a madman | leaped at the
man in the shadows. He disappears into thin air.3



12. Filippo Brunelleschi,
Ospedale degli Innocenti,
1419, Florence

elements. One such building is the Katzman House (fig. 10), built on Ahad
ha'Am street. Its original plan (fig. 11) is similar to the fagade of the Ospedale
degli Innocenti (Hospital of the Innocents — the foundling hospital) in Florence,
designed by Brunelleschi (fig. 12). During construction, it was probably decided
to endow the edifice with some 'local' characteristics. Consequently, the round
arches were replaced with pointed ones that gave the building a local, oriental
appearance.

The clearest link between the Katzman House and the Florentine Ospedale
are the medallions situated between each pair of arches. On the fagade of the
Ospedale they contain images of swaddled infants, made by the della Robbia
family of ceramicists (fig. 14). The four medallions on the facade of the Katzman
House show three biblical prophets and King David (fig. 13). These ceramic tile
decorations of men of renown projected a clear Zionist message to passers-by:
a connection between the glorious past of the people of Israel with the present,
in which the biblical prophesies materialize and its Jewish inhabitants acquire a
'Hebrew' government, like in King David's period.

14. Della Robbia Family
Workshop, Swaddled Infant,
medallion on the facade of
the Ospedale degli Innocenti,
Florence.

13. Bezalel Ceramic Workshops, the prophets Isaiah, Jeremiah and Elijah and King David,
medallions on the facade of Katzman House.

Schatz's utopian vision disappeared from the Israeli art scene, together with
the Bezalel workshops, at the end of the 1930s. During the late 1940s and
throughout the 1950s, Israeli art was governed by abstraction. Painters and
sculptors then dealt more with the formal aspects of their works and were not
preoccupied with themes or visual interpretations of constitutive texts. At the
end of the 1960s, there was a widespread tendency among lIsraeli artists to
return to the classical sources of Western art, to examine them and applaud
their achievements. Later, from the early 1970s, Israeli art returned to universal
trends and dealt once again with subject matter. Consequently, in some of
its aspects, it forsook abstraction and focused on figurative representations.
Contemporary European and American art dealt mainly with visual quotations,
with homages and other references to exemplary artworks of the past. This
trend was also found in Israeli art.

Beauty, harmony and striving for perfection

One of the reasons for the interest in visual quotations of the Renaissance — as
well as other styles and periods in Western art — among Israeli artists, is the fact
that most of them showed a growing familiarity with theories, abstract concepts
and cultural traditions that were not close to Israeli artists of earlier generations.
Their familiarity with academic publications in the fields of art history, philosophy,
history and theories of literature, poetry, sociology, psychology and cinema,
brought into Israeli art concepts from Christian and Greek-Roman iconography
on a scale that had not existed before. All these elements contributed to the
production of artworks based on contemporary universal values that in certain
cases were appropriated into themes, issues and subjects that had a unique
Israeli (Jewish and non-Jewish) character.

In reviewing the history of Israeli art, Dalia Manor claims that during the 1980s,
many Israeli artists underwent a transformation in their creative process. At the
same time, she explains, the new art shunned all traditional elements of Israeli
art; consequently it can be defined as expressing doubts about the 'here and
now' prior to the 1980s. The new Israeli art, according to Manor, offers us a
perfect artifact, meticulously made:

The new forms aim at classical equilibrium as well as symmetry... The
process reveals a striving to overcome the borders of [Israeli] time and
place and to reach the status of an exemplary artwork, coming close to
ancient emblems of classical beauty.®

In many respects, Manor views Israeli art of the 1980s as a process of
approaching ideas of the Italian Renaissance, of merging material beauty with
ideal beauty and expressing it in beautiful images and a harmony between all
formal elements of a work of art.® Indeed, in this period of the late twentieth
century, many Israeli artists dealt with a personal affiliation to Western culture
and the attempts to understand it, to examine it and to express their personal
appreciation, respect and debt to it by creating references, by conversing with
its principles, and by making individual interpretations for it.

Homages of identification and yearning

With the exception of a few, though significant, attempts, Israeli art viewed itself
as directly related to the stream of thought of Western (European and American)
art. References to other artistic traditions, like those created in Islamic countries,
were few. Art schools in Europe, the United States, and Israel in the second half
of the 20th century did not concentrate on teaching the techniques and classical
principles of Western sculpture and painting, most of which were formulated



6. Photograph of Mattathias,
1894, sculpture by Boris
Schatz (location unknown).

7. Benvenuto Cellini, Perseus
and Medusa, 16th century,
bronze, Loggia dei Lanzi,
Florence.

The spirit of the Italian Renaissance nurtured not only Schatz's utopian ideas;
he adopted the style and implemented it in his own sculptures and reliefs.
Mattathias (fig.6), his famous sculpture, created during his Paris period, shows
the assertive leader of the Jewish revolt against the Greeks as he treads on the
corpse of a Greek soldier (wearing a helmet), calling on his people to rise up
against their enslavers. Schatz uses a prevalent motif in Renaissance sculpture:
the visual expression of ideas such as 'good trampling on evil' and symbolically
overpowering it.

Renaissance sculptors used mythological figures in their depiction of allegorical
themes such as the 'victory of good over evil' or the 'victory of democracy over
tyranny'. Perseus and Medusa (fig. 7) by Benvenuto Cellini (1500-1571) shows
the heroic Perseus, who has just vanquished the monstrous Medusa, standing
proud with the creature's severed head in his hand. Perseus' heroic deed was
accorded political aspects; it symbolized the victory of democracy over tyranny
or the victory of the Medici family, rulers of the city-state of Florence, over their
enemies. Schatz depicted Mattathias in a similar manner.

The spirit of the Italian Renaissance is also apparent in another Schatz
project, a series of visual memorials to Zionist leaders and other prominent
public figures of Jewish Palestine. The memorial project involves one of the
most significant aspects of the rebirth phenomenon: the creation of a national
epic by the nation's new cultural heroes. The commemoration of men of
renown (uomini famosi) — new national heroes — represents the first step in
a phenomenon that was never prevalent in Jewish cultural history because of
its secular aspects: honoring statesmen, scholars, scientists, artists and other
public figures is a modern, secular concept, born in 15th century Renaissance
Italy. The humanistic approach regarded the contributions of men of renown
as an example to be imitated by the public. Their lives served as educational
models of a moral life, esteem for good citizenship, patriotic feelings and the
fulfillment of a social vision. Commemoration epitaphs in Renaissance art
were accompanied by visual representations of these famous men. Schatz's
commemorative plaques emulated Renaissance models and were modified to
suit the commemoration of Zionist cultural heroes.

Schatz's memorial plaques were designed in the spirit of Renaissance tombs.
They include a portrait of the famous man and an epitaph that details his
contribution to renewed Hebrew-Jewish culture. The plaques commemorate
figures such as Eliezer ben Yehuda, the reviver of the modern Hebrew language,
and other Zionist leaders, first and foremost, Theodor Herzl. A number of these
reliefs were reduced in size and produced in silver plated bronze. One such
plaque is Herzel: If you will, it is no dream (fig. 8). Schatz had great respect

for his colleagues at the Bezalel School; he regarded them as exemplary
visionaries. Shmuel ben David (1884-1927), one of Bezalel's beloved teachers,
died young. Artist Haim Glicksberg tells us in his memoirs what happened on
the eve of the artist's death:

A few people gathered near the house, whispering among themselves... By
the sofa, on the floor [| saw] the body, covered by a sheet, a loaf of Sabbath
bread on it. In the evening (at the end of the Sabbath) they brought the
body to Bezalel. Some people sketched. Late that night, professor Schatz
came, wearing a white caftan, its sleeves rolled up, his beard all ruffled. He
knelt down, bent his heavy forehead and anointed the face of the deceased
with oil. He took some plaster from a bowl and put it on [ben David's] face
until it was completely covered.3

From Glicksberg's testimony we know that Bezalel students drew the deceased
on his death bed. Moreover, we are told that Schatz made a death mask of
ben David, an action that is not at all Jewish since it is in clear violation of the
biblical commandment, 'Thou shalt not make thee any graven image'. A few
days later, in the courtyard of the Bezalel School, Schatz erected what would
today be called an 'installation’, which he documented in a photograph (fig. 9):
Next to ben David's last painting, he laid the artist's death mask and surrounded
it with olive branches, and put the artist's palette, paints and brushes next to
them. Schatz's homage to his colleague is a visual memorial to a famous man
who passed away. It is based entirely on humanist Renaissance rituals and has
nothing in common with the Jewish commemorative tradition.

Another aspect of Renaissance art in Schatz's ideas can be seen in his
admiration for fifteenth century Italian architecture. He envisioned Israel's future
public edifices as designed strictly in ltalian Renaissance architectural terms,
integrating the basic forms created by Brunelleschi. Some of the buildings he
describes in Jerusalem Rebuilt contain narrow, tall windows alternately with
round ones, separated by small colonettes. In the courtyard of one building,
he envisions statues and statuettes in "chrome colors" in which one can detect
"nature's harmony as best expressed in the good sculptures of the fifteenth
century."* Walls of the buildings are decorated with reliefs, made of majolica
and mosaics. The buildings' flat roofs were also typical of Islamic architecture
that Schatz saw all around him in Palestine at the beginning of the 20th century.
However, the spirit he assigned to these edifices is more Western and their
general compositions are more ltalianate than Islamic.

Schatz's utopian vision materialized in Tel Aviv during the 1920s. Several Tel
Aviv architects designed eclectic buildings that included basic Renaissance

8. Boris Schatz, Herzl: If you
will it, it is no dream, silver
plated bronze, Gabi Dabara
collection, Herzlia.

9. Death mask and last
painting of Shmuel ben David,
1927, photograph.

10. Joseph Minor, Katzman
House, 1925, Ahad ha'Am
Street, Tel Aviv, before it was
destroyed.

11. Architect's design for
Katzman House.



scholars of their own accord. Together with the artists, the Renaissance art field
included theologians, aesthetes and the early art historians who collectively had
an enormous impact on future generations.

The modern period witnessed the founding of nation states; the concept of the
Renaissance served most of the thinkers who contributed to their establishment.
Most modern national concepts involve certain aspects of rebirth. The nation
states were created — and are still being created today — on the basis of the
revival of a kind of ancient past in their cultural history: nations reborn in light
of the wonders of the inspiring achievements of the particular national past.
One modern political movement whose creation is based on a process of
national rebirth is Zionism. Various significant aspects of Zionism are based
on the concept of a 'Jewish renaissance'. Consequently, from its beginnings,
Israeli art has followed Western, European artistic traditions and demonstrated
a significant connection to the artistic principles, renovations, inventions and
developments of Italian Renaissance artists. Boris Schatz (1867-1932), founder
and head of the Bezalel School of Arts and Crafts in Jerusalem (1906) viewed
the wonderful heritage of Italian Renaissance art as a worthy model to follow.
His contributions to the realm of the visual arts followed in the footsteps of
Renaissance artists. He strived not to copy their works; rather, he wanted to
base his innovations on their magnificent achievements by extending them
and by accommodating them in a unique way to Jewish visual culture that was
renewing itself in Jewish Palestine at the beginning of the 20t century.

The influence of Renaissance art concepts on Israeli artis a familiar phenomenon
to all those who deal with its history. Still, it is taken for granted, since the Israeli
affinity is not unique to this culture alone: an affinity to Renaissance art is typical
of many other contemporary nations and countries.

The main aim of this exhibition is to put together a group of Israeli art works that
explicitly express their affinity to Renaissance art concepts. The variety of Israeli
references, interpretations, variations and ‘conversations' with Renaissance
art works that have become familiar icons of Western culture, reflects this
phenomenon and allows one to understand the subtleties of Israeli artists'
creative processes in their relation to Renaissance art. Most of the works in
this exhibition are known to the public from previous shows; however, they were
shown in different contexts. Their grouping in this exhibition focuses and clarifies
the context of their affinity to Renaissance masters, who established significant
artistic conventions — formal as well as those related to subject matter. Over the
last five hundred years, modern art has dealt with these artistic conventions
incessantly, a phenomenon that applies to Israeli art as well. In spite of the small

number of works exhibited here, the exhibition conveys significant aspects of
the affinity of Israeli art to the art of the ltalian Renaissance.

‘A Daydream': Boris Schatz, Bezalel and the Italian Renaissance

In Europe of the 1860s, there was a new interest in Renaissance art,
especially in the works of Donatello (1396-1456), master sculptor of the early
Renaissance. The contemporary artistic style was labeled 'Neo-Florentine'
or 'Neo-Renaissance'. At the end of the nineteenth century, Boris Schatz, a
Jewish sculptor of Russian origin was living in Paris; where first he studied and
then created his early sculptural works. Schatz was a fervent Zionist; it was
only natural for him to choose the 'Neo-Renaissance' style as a model for his
personal style as well as for implementing his ideas of a new 'Hebrew-Zionist'
art (fig. 3). The aspect that must have attracted him most was the European
'return to past glory', reflecting the 15th century Renaissance concept.

The Renaissance principles of reviving the culture of antiquity suited Schatz's
Zionist ideas. He strived in a similar way to create the image of 'the new Jew'
in Jewish Palestine. Schatz expressed his ideas in Jerusalem Rebuilt — a
Daydream (1923) (fig. 4), a utopian vision of the future state of Israel (in the year
2006) in which the visual arts play a significant cultural role. Schatz revives the
Renaissance bottega — studio — where the master creates original artifacts and
his assistants make copies of them for sale to the public. In his book, Schatz
tells of a visit to a Jerusalem bottega during a trip he takes with his mentor and
spiritual leader Bezalel ben Uri, the biblical artist who designed and executed
the Tabernacle utensils. The two enter the studio of Menashe ben Yehoshafat,
"one of the great masters of sculpture in the Land of Israel." In a vast hall, they
see hundreds of plaster casts:

More than two hundred assistants work here, in the studio of master
Menashe, this, not counting other workers who labor at the foundries
and the terra cotta and majolica’ factories. All of the master's artworks
are made exclusively by him or under his supervision, signed by his own
hand.2

The Bezalel workshops that Schatz established in Jerusalem functioned in
a similar way: senior Bezalel teachers designed patterns for decorations in
various media. These, in turn, were copied by assistants and adjuncts onto
artifacts that were sold to collectors in Jewish Palestine, Europe and America
(fig. 5; color section 3).

3. Bezalel (Lilik) Schatz,
Portrait of Boris Schatz, the
Artist's Father, 1930s, etching,
Alec Mishory collection,

Tel Aviv.

4. Zeev Raban, Title Page
of "Jerusalem Rebuilt — a
Daydream," by Boris Schatz,
Jerusalem, 1923.

5. Bezalel workshops, The
Hebrew University, 1925,
bronze plaque, Gabi Dabara
collection, Herzlia.
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Alec Mishory

What is the connection between the Italian Renaissance and the lobby of the
Tel Aviv Museum (fig.1)? — Filippo Brunelleschi (1386-1466), the greatest early
Renaissance architect. The black lines and squares around the massive columns
on the floor of the hall represent a visual citation of one of Brunelleschi's major
architectural elements: the basic unit according to which he assigned the size
of all the other elements in the interior design of the Church of San Lorenzo in
Florence (fig. 2).

Western culture has taken many such examples from the formal lexicon of the
Italian Renaissance since it was first conceived in Italy in the fifteenth century.
The term Renaissance implies permutations in various cultural disciplines
such as the visual arts, literature and education, which govern most areas
of life — culture, society, economy and state. Renaissance thought and its
visual expression are the source of modern thought. The accepted term for
this historical period is French; it means 'rebirth'. The term in ltalian is more
precise and detailed: Rinascimento del'antichita — 'the rebirth of antiquity'.
This is how fifteenth century ltalians defined their own period: the rebirth of
the culture of ancient Rome after a thousand years of 'middle ages', also a
term they coined. Renaissance artists strived to create a new artistic style that
would differ from both classical and medieval models, but would also imbibe
from both. Renaissance art did not imitate the art of ancient Rome; it was based
on its exalted achievements while diligently working toward elaborating them
and making them correspond to fifteenth century needs.

During the Renaissance period, the visual arts — painting, sculpture and
architecture —became part of the Liberal Arts. This new approach had significant
repercussions on the way people conceived both of the creative process and the
social status of the artist. In 15th century ltaly, artists not only lived and worked
in the company of scholars, scientists, poets and authors; they were considered

1. The lobby of the Tel Aviv
Museum.

2. Filippo Brunelleschi, interior
of the Church of San Lorenzo,
Florence.
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