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2008 Bla

Yair Barak, Blank, 2008
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2007 ,1953°1 "IND UTIN ,001D71'D11 1N
Mario Garcia Torres, An Undisclosed Month in 1953, 2007
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{€) The effects that can be produced by personal reference
can also be seen in the following example, reported by Jung

(1907/ 52):
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err Y., in spite of having known Herr X. for a long
en having business dealings with him, forgot his
name over over again, so that several times he had to
enquire what it om other people when he wanted to
correspond with Herr X.
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1986 ,ij702 ,LAWN 17N ,TND7 (11’2
Joseph Kosuth, Word, Sentence, Paragraph, 1986
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1971 ,01¥™ ,JN0A17 YN
Moshe Kupferman, Drawing, 1971
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1972 JINTIN D117X 71NN ,]N10A17 Nwn
Moshe Kupferman, from a sketch album, 1972
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1975 ,A™1 7V 1TV ,|N10017 niwn
Moshe Kupferman, Work on Paper, 1975
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1977 ,JI{7°'NN "N 711N ,LO T1'AT
Deganit Berest, from Erasure Drawings, 1977
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1977 ,J{7'NN "MY™ 71NN ,LD1 N'1AT
Deganit Berest, from Erasure Drawings, 1977
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1977 717NN "NIY™ 71NN , LD 74T
Deganit Berest, from Erasure Drawings, 1977
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1977 ,J{7'NN "MY™ 71NN ,LD1 N'1AT
Deganit Berest, from Erasure Drawings, 1977
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1977 ,J{7'NN "MY™ 71NN ,LD1 N'1AT
Deganit Berest, from Erasure Drawings, 1977
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2004 WIT{7i X701 *A7T .7 X7 DT
Idris Khan, Every... Page of the Holy Quran, 2004
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1971-73 ,0"7W1-11TN7 ,i{i7°NN DD 7NN, LY YWIT
Joshua Neustein, from Erasure Films, London-Jerusalem, 1971-73
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2013 711X 1'AN ,ATI771 T7R
Allora & Calzadilla, Shape Shifter, 2013
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1993-94 ,121¥ MNTON 7NN ,JIDNIIX "IXY
Larry Abramson, from the series tso“ob’d, 1993-94
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1993-94 ,1121¥ MNTON 7NN ,JIDNIIX "IXY
Larry Abramson, from the series tso“ob’d, 1993-94
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1993-94 ,1131¥ fNTON TINN ,JIDNIIX "IXY
Larry Abramson, from the series tso"ob’d, 1993-94
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1993-94 ,1131¥ fNTON TINN ,JIDNIIX "IXY
Larry Abramson, from the series tso"ob’d, 1993-94

57






2008 ,0'M1TX 2,0'71N) 25,711 1X*
Yair Barak, 25 Blues, 2 Reds, 2008
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2008 ,WIX71 DIX{7 ,i711 KT
Yair Barak, Carte Blanche, 2008
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1970 ,iT2i1 0770 TINN N0 1"7'NX
Emilio Isgro, from Rules and Recognition, 1970
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1993 17DXNT 7W D7D 72 TINN MDY T711 M2
Gary Goldstein, from All the Sculptures of Donatello, 1993
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1994 ,NVYNI FIMDXI 7V IAT I1Y7TN 71NN MDY T711 M)
Gary Goldstein, from Medaglie d'oro al valor aeronautico, 1994

63




1988 ,NX1 N7 17'21Ni NAXA 7NN ,]"OWT711 M)
Gary Goldstein, from The Truth that Leads to Eternal Life, 1988
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1994 ,{7XIX* D'X17X TINN ,]"DYWT711 M
Gary Goldstein, from Alois Janak, 1994
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2012-13 ,aa o0 ue INAN M1 Nj7
Keren Benbenisty, from a a o ue, 2012-13
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2012-13 ,aa o0 ue TINN ,"MY1111 Nj7
Keren Benbenisty, from a a o ue, 2012-13
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2012-13 ,aa 0 ue JINN "MY1111 N7
Keren Benbenisty, from a a o ue, 2012-13
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2012-13 ,aa 0 ue JINN "MY1111 N7
Keren Benbenisty, from a a o ue, 2012-13
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2013 ,(D1aN) NYNY 179w [N
Jonathan Hirschfeld, Samson (Rubens), 2013
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2013 ,(D1aN) NYNY 179w [N
Jonathan Hirschfeld, Samson (Rubens), 2013
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2014 ,(0'1"Ni NVAY) 72X 2T, 79w [
Jonathan Hirschfeld, Funeral Wreath (the Seven Species), 2014
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2014 ,(11¥IX "N1A) 7, 77971 11T
Jonathan Hirschfeld, Garland (Flowers of Israel), 2014
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2013,V niwnw 172w nanr
Jonathan Hirschfeld, Samson V, 2013
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2000 ,The Long Count (I Shook Up the World) 71mn 2a»n 710
Paul Pfeiffer, from The Long Count (I Shook Up the World), 2000
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2013 112 T{7*NN 1IN0 1721 171X
Anila Rubiku, from Effacing Memory, 2013
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2013 ,]112' Nj7*NN 71NN 7' 2N 17X
Anila Rubiku, from Effacing Memory, 2013
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2013 ,]112* Nj7*NN 717NN 7' 2N 177X
Anila Rubiku, from Effacing Memory, 2013
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1996 ,(FNINXY7 1'AX"771 1IXIN N7*NN) TN X77 71 1'KN
Meir Gal, Untitled (Erasing Tel Aviv Museum of Art), 1996
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2000-1996 ,(MDLDI7 MIX N1"171,01W™M7 17N N7'NN) 77X W 1INIX 117X WIIN 78,71 7'KN
Meir Gal, Don't Call Us, We'll Call You (Erasing the Drawing Center, Anna Kustera Gallery), 1996-2000
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2000-1996 ,(TMINXY7 1L7121IVAN 1IXTIN NFTNN) T'7X TN INIX AT7X TN 7X 71 1'KN
Meir Gal, Don't Call Us, We'll Call You (Erasing the Metropolitan Museum of Art), 1996-2000

91



2000-1996 ,(D"1'MD M{7°NN) T'7X TW{TNI 1INIX 17X "IN 7X 71 'R0
Meir Gal, Don't Call Us, We'll Call You (Erasing Sotheby's), 1996-2000

92



2011 ,Missing Mies ,j711 1'X°
Yair Barak, Missing Mies, 2011
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2006 J1T7' "NV ,|NT72 DA DI
Hans-Peter Feldmann, Two Girls, 2006
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2003 ,0'W1A¥{1 TIX '7 12Vl 71NN ,7X0 MIX
Anri Sala, from Dammi i colori, 2003
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TIIXDAN N7 Y11'j7 2003 — 1'712 ,27011" 1926

1971 ,01wM

34.5X49.5 1M1 7V D01 [N

TIIXDATMY Y117 ,]N02A17 NDIX

Moshe Kupferman

1926 Jarostaw, Poland - 2003 Kibbutz Lohamei Hagheta'ot, Israel
Drawing, 1971

Pencil and graphite on paper, 34.5x49.5

The Kupferman Collection, Kibbutz Lohamei Hagheta'ot, Israel
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1M10NI7 Nwn

1972 TN DI117X 71NN

17.5X25 ,2™1 7V j7NN1 1Ay

TIIXDANANT7 Y117 ,]N10A01{7 NDIX

Moshe Kupferman

From a sketch album, 1972

Pencil and eraser on paper, 17.5x25

The Kupferman Collection, Kibbutz Lohamei
Hagheta'ot, Israel

42

1n1A017 NUn

1975, 7V My

49.7x70 11 7V 7NN1 D'AN3 ,11NAY

TNXDATAN7 Y117 ,]N10A17 ADIX

Moshe Kupferman

Work on paper, 1975

Pencil, graphite, and eraser on paper, 49.7x70

The Kupferman Collection, Kibbutz Lohamei Hagheta'ot, Israel
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1'IX"7N1 T3V 1N ;1949 ,M7N" N1 7711
1977 ,77"'NN "M TINN

X" 56.5X76.5 1M1 7V 0'N YIX1 DY

1 IR, 1T 1M72 N0IR

Deganit Berest

Born in Petach Tikva, Israel, 1949; lives and works in Tel Aviv
From Erasure Drawings, 1977

Pen and watercolor on paper, 56.5x76.5 each
Collection of Gordon Gallery, Tel Aviv
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1'IX77N1 12191 'N ;1973 ,1NWin NN 171

2008 ,Blank

20X45 112X 1M1 7V DINA'A N7 ,VIX D17XT1
21X N 712 M7 INRT M1TTRA

Yair Barak

Born in Hod Hasharon, Israel, 1973; lives and works in Tel Aviv

Blank, 2008

Color photograph, pigment inkjet print on
archival paper, 20x45

Courtesy of the artist and Julie M. Gallery, Tel Aviv
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D0 1'oAa 1Mn

D'D17'0j701 T1IV1 N ;1975 1i7'Df7N ,0217j71101 171

2007 ,195371 "IND UTIN

1/5 ,TNXD NTI1Y

10,1712 2"7'0 \DIX

Mario Garcia Torres

Born in Monclova, Mexico, 1975; lives and
works in Mexico City

An Undisclosed Month in 1953, 2007
Sound work, 1/5

Philippe Cohen Collection, Paris

39

o7 N1'a

11T721 771771112 T2IV1 N ;1945 1K 177101 T711
1986 ,i1j702 ,LAVYN 17N

160X223 ,'RIW1 IX'1 111711, 71 TIn°n

1UIX7T1 DD DX

Joseph Kosuth

Born in Toledo, Ohio, 1945; lives and works in
New York and London

Word, Sentence, Paragraph, 1986

Vinyl cut, fluorescent lights, and transformer, 160x223

Private collection, Tel Aviv
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1NIDNIIX "IX7

1'IX77N1 12191 'N ;1954 171X DT 10T 171
1993-94 1Y N TON 7NN

X" 25x25 , 71TV MY 717V 1NY

1UIR7T VIR NDIX

Larry Abramson

Born in Durban, South Africa, 1954; lives and
works in Tel Aviv

From the series tso“ob’a, 1993-94

Oil on canvas, two works, 25x25 each
Ha'aretz Collection, Tel Aviv

57,55

NDNIIX "IX7

1993-94 ,111X MMTUN TINN

X" 40x28 ,7NITIAV MY ITT'V 11 7V N1Vl |nw
1IXN YOI NDIX

Larry Abramson

From the series tso”ob’d, 1993-94

Oil transfer on newsprint, two works, 40x28 each
Ha'aretz Collection, Tel Aviv

59

711w

1'IX7N1 TW1 N ;1973 1NN T71

2008 ,0'MTTX 2,0'71ND 25

160X110 ,"11'2IX 1" 7V DINA'Q N7 V1Y DI7XT1
1IX7T D712 M7 RR0 T2TTRA

Yair Barak

Born in Hod Hasharon, Israel, 1973; lives and works in Tel Aviv
25 Blues, 2 Reds, 2008

Color photograph, pigment inkjet print on
archival paper, 160x110

Courtesy of the artist and Julie M. Gallery, Tel Aviv
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7711

2008 ,WIX71 DIX{T

45X60 ,'11"IX 1M1 7V DINA'A N77T VAN DI7X7

1'IAXT7M N 717 M7 INRO MR

Yair Barak

Carte Blanche, 2008

Color photograph, pigment inkjet print on archival paper, 45x60
Courtesy of the artist and Julie M. Gallery, Tel Aviv
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11771 T21V1 "N ;1978 ,DXAI'AN'11 1711

2004 WAT7 X7 A7 7D

136X170 ,i1TAN7 DATA 702 T VIX DI7XT

1TN7 N M7 M721 IRRT MR

Idris Khan

Born in Birmingham, 1978; lives and works in London
Every... Page of the Holy Quran, 2004

Digital color photograph, Lambda print, 136x170
Courtesy of the artist and Victoria Miro Gallery, London
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771""1"11 T11V1 *N ;1940 ,1719/'1M2 ,i701T3/1°%171 171
1971-73 ,0"7W1-1TN7 ,1{7°NN "DD

7T 1:21 ,IX"T117 N1 12770 NN 16

IR MR

Joshua Neustein

Born in Danzig/Gdansk, Germany/Poland, 1940;

lives and works in New York

Erasure Films, London-Jerusalem, 1971-73

Black & white 16 mm film transferred to video, 1:21 min
Courtesy of the artist
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TT7i71 7R

— MTT77 1001 ;1974 ,i1"2777'91 17711 — MI17X 12'7')
17"171DIX1A ,IXIN71D1 D' T1IV1 0N ;1971 71217 IR 1711
2013 ,71171¥ 1"'NAN

254x187.3 ,71 7V D71TIN D'WNIWN T1'D17 11 AT

™0 ,7Mj7 701W M741 DINKA TNATTRA

Allora & Calzadilla

Jennifer Allora - born in Philadelphia, 1974;

Guillermo Calzadilla - born in Havana, Cuba, 1971;

live and work in San Juan, Puerto Rico

Shape Shifter, 2013

Used sandpaper sheets on canvas, 254x187.3

Courtesy of the artists and Galerie Chantal Crousel, Paris
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1994 ,jTNIX* D'X17X

17x12x3.3 020 7V TN"A1 117 bY 'IX71{7

MR MR

Gary Goldstein

Alois Janak, 1994

Collage, felt-tip pen and scraping on book, 17x12x3.3
Courtesy of the artist
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011 7013 TTT2VI N ;1977 1703 71771
2012-13 ,a a0 ue JINN M7120 YIX

17102 73 28x44 ,0'DU{7L1 DUAIX 'DAT N{7'NN
TI'INNT 17X

Keren Benbenisty

Born in Herzliya, Israel, 1977; lives and

works in New York and Paris

Four double-spreads from a a o ue, 2012-13
Erased offset prints and texts, 28x44 each double-spread
Courtesy of the artist
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771771111 1'IXT711 TV N ;1979 07w TN
2013 ,(D1aN) wnY

20X30 ™17V N11VN 17120

1'IX771 ,JNYA 11D (DIX

Jonathan Hirschfeld

Born in Jerusalem, 1979; lives and works in
Tel Aviv and New York

Samson (Rubens), 2013

Mixed media on paper, 20x30

Collection of Tanya Fishman, Tel Aviv
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T7aw (I

2013 ,(D121) NwnY

20X30 11 7V NAVA 17'12D
1'IX77T1,INYA 11D NDIX

Jonathan Hirschfeld

Samson (Rubens), 2013

Mixed media on paper, 20x30
Collection of Tanya Fishman, Tel Aviv
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NIDX 1"7'DX

1IX7'N1 T11V1 'N ;1937 ,i1'7'X'0 ,NN7'X¥111 1711

1970 ,MdM 077>

51X31X7 MIX{TID T TA77°XIX 7w X 110 Nj7'Nn

171 NINN ,JNINKRT 1IX°71 IXTIN (01X

(2000) 1IX7'N YW 1ILIXT

Emilio Isgro

Born in Barcellona, Sicily, 1937; lives and works in Milan
Rules and Recognition, 1970

Erasing volume X of Enciclopedia Treccani, 51x31x7
Collection of Tel Aviv Museum of Art, gift of Vera
and Arturo Schwarz, Milan (2000)

62

1LY T712 M2

1'IX"7N1 TA1V1 'N ;1950 ,'0ID ,7'Iw11 1711

1993 170XNT 7w 070001 7>

18X12.5X2.2 100 7V DN YIX1 (04170 ,Dj72'D , 117 bY
R MR

Gary Goldstein

Born in Nashville, Tennessee, 1950; lives and works in Tel Aviv
All the Sculptures of Donatello, 1993

Felt-tip pen, correction fluid, rapidograph, and
watercolor on book, 18x12.5x2.2

Courtesy of the artist
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Gary Goldstein

Medaglie d'oro al valor aeronautico, 1994
Rapidograph on printed book, 29.5x20.5x1
Courtesy of the artist
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Gary Goldstein

The Truth that Leads to Eternal Life, 1988
Felt-tip pen on book, 16x11x1.3

Courtesy of the artist
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Anila Rubiku

Born in Durres, Albania, 1970; lives and

works in Milan and Tirana

Effacing Memory 1-12, 2013

12 erased prints (drypoint and etching), 37.8x28.8 each, AP
Courtesy of the artist
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Anila Rubiku

From Effacing Memory, 2013
Video, 11:41 min

Courtesy of the artist
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Meir Gal

Born in Jerusalem, 1956; lives and works in New York
Untitled (Erasing Tel Aviv Museum of Art), 1996
Color photograph, 97x97

Ha'aretz Collection, Tel Aviv
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Meir Gal

Don't Call Us, We'll Call You (Erasing the Drawing Center,
Anna Kustera Gallery), 1996-2000

Black & white photograph, 73x73

Private collection, Tel Aviv
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Jonathan Hirschfeld

Funeral Wreath (the Seven Species), 2014

Oil and ball-point pen on paper, 110x70
Collection of Rafi Kurtzberg, Rishon LeZion, Israel
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Jonathan Hirschfeld

Garland (Flowers of Israel), 2014

Oil and ball-point pen on paper, 110x70
Private collection, Tel Aviv

79

T7aw I

2013,V niwny

100X70 ,1™1 7V NAMVN 17100

1'ax771  RawArt "M721 AR MR

Jonathan Hirschfeld

SamsonV, 2013

Mixed media on paper, 100x70

Courtesy of the artist and RawArt Gallery, Tel Aviv

81-80

100 710

72177111 T11V1 *N ;1966 ,'X1iT 1717111712 1711

2000 ,The Long Count (I Shook Up the World) 11mn
{77 5:57 ,1/6 ,IX"T'1 1NN

1'IX771 ,'D1Q DX

Paul Pfeiffer

Born in Honolulu, Hawaii, 1966; lives and works in New York
From The Long Count (I Shook Up the World), 2000
Video installation, 1/6, 5:57 min

Private collection, Tel Aviv
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Hans-Peter Feldmann

Born in Dusseldorf, 1941; lives and works in Disseldorf
Two Girls, 2006

Treated photograph, 92.5x60

Gift of Dan and Cary Bronner to the Association of
Friends of the Israel Museum in Germany, on permanent loan
to the Israel Museum, Jerusalem
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Anri Sala

Born in Tirana, Albania, 1974; lives and works in Berlin
Dammi i colori, 2003

Video, stereo sound, 15:25 min

Courtesy of the artist and Galerie Chantal Crousel, Paris
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Meir Gal

Don't Call Us, We'll Call You (Erasing the Metropolitan
Museum of Art), 1996-2000

Black & white photograph, 73x73

Private collection, Tel Aviv
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Meir Gal

Don't Call Us, We'll Call You (Erasing Sotheby's), 1996-2000
Black & white photograph, 73x73

Private collection, Tel Aviv
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Yair Barak

Born in Hod Hasharon, Israel, 1973; lives and works in Tel Aviv
Missing Mies, 2011

Color photograph, pigment inkjet print on
archival paper, 70x100

Courtesy of the artist and Julie M. Gallery, Tel Aviv



From now on, crossing out will not only
carry the burden of the problematics put upon
it by Heidegger, but also of those suggested by
Derrida: the relations between origin and trace,
speech and writing, memory (knowledge) and
forgetfulness, identity and difference, logos
(the father) and writing (the son), and the
privileges and prerogatives accorded by Western
metaphysics to the voice (in comparison with
writing), to presence (in comparison with
absence), to origin (in comparison with trace),
to the intelligible (in comparison with the
perceptible), or its logocentrism as Derrida
would designate it. From his point of view, rather
than a proposition, it is an imperative of urgency
to use concepts only under erasure and to expose
any privileged concept to a chain of substitutions.

Writing under erasure is therefore a
hyphenated writing of detours, fissures and split
signs, an unstitching that upsets the boundaries
between inside and outside. The written lines
become endless trails of traces, pauses and
distinctions. This is an exercise in rewriting the
old language, an exercise that interweaves small
hesitant steps of corrections and corrections
of corrections of the usage of a concept, while
"letting go of each concept”; an exercise in
writing a text which is forever only a moment in
an endless conversation.

From an ethical and political point of view,
writing under erasure is an exercise in giving up the
desire to appropriate and to hold on to a meaning,
and stabilize and control it; an exercise in non-

hierachical thinking of opposites; an exercise in
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keeping guard against any affirmative, defining
and classifying expression. The boundaries and
circumscriptions of a world written (under
erasure) are perforated and unstitched, its
identities change, its signatures are temporary
and its definitions are split. Such writing is not
only a practice or a strategy of using (in spite
of everything) language where it has failed; it
is not only an acknowledgement of limits, or a
preparedness to fail and to evaluate the failure, to
rid oneself of the will to power and of the desire to
control, while recognizing these acts of exclusion
and expropriation. It is rather a way of being-in-
the-world, or standing before the world, a way that
rejects disciplining, policing and fixation; a way
that opensup time and again a crackiinto difference,
into the other, into what is missing or has been
removed and into what is about to come, while
defending the right to transgress and deviate; a
way that denies and deconstructs yearnings for the
origin, for a lost presence, for pure identity, for a
single unified meaning, while shaking up all these
desires. This is an exercise in trembling writing and
speaking, an exercise in moderation and humility.
Blanchot would compare these writing and
speaking to a ceaseless murmur or rustling.
Examined against the background of its
time, one cannot but think of this writing as a
movement of ethical and political resistance in
a world overshadowed by the disastrous attempt
to completely and irrevocably erase the other, by
the growing technological capability to delete
everything with a click — and, in an instance, to

also delete the erasure itself.



close up any gap between the definition and the
defined, between the depiction and the depicted,
between the classification and the classified, or
between the signifier and the signified; to close
in on itself and, in this way, to quickly heal any
wound caused by a weakness or by speculative
or linguistic impossibility. It is as if the crossing
out is stuck between the tight lips of language,
pushed onto the gap and opens it up from within.
Whenever Derrida would identify the desire of
language to close in on itself, to fix a finite and
closed identity within the logics of identity,
to stabilize and seal a meaning, he will offer an
opening and a counter-movement of différance
and will force the concept, the definition or the
sign to rewrite themselves differently.

Crossing out establishes itself as a fissure
in language and repeatedly opens it up to a
difference — to the "outside," to what is about
to come, to that which is not identical to itself,
to the absent or present-in-its-absence other.
Différance, trace, remainder, dissemination,
supplement, arche-writing, arche-trace - all
of these are different names given by Derrida

to the non-Odyssean movement of difference.

Appearing also in his own writing, this
movement assumes the form of transgression,
deviation, withdrawal from any hold, ceaseless
retreat (retrait), conceding time and again that
representation is never complete, definition is
never exhaustive, meaning is never precise and
thus is always in need for different words and
for continuous dialog with a context. Like the
replacement of difference with the deliberately
"misspelt” différance, crossing out compels
the concept to acknowledge its indispensable
changing relations with its other, and admit
that meaning is always embedded in a nexus of
differences and in the signifier's changing relations
with other signifiers; compels it to recognize its
own dynamism and changeability. Writing under
erasure insists on accuracy emphasizing the fact
that repetition of a word is also a structure of
difference, as its connotations forever change in
different contexts and times. Writing in general
is therefore a trace-structure, in which everything
already/still bears the trace of that which is not
identical to itself — since discourse is a chain of
traces (the French word "trace" also denotes a

track, a spoor, or a trail inviting one to follow it).

10  See: Heidegger, Fundamental Concepts of Metaphysics, ibid., p. 306.

11 The Latin verb differre, explains Derrida, has both meanings. See: Jacques Derrida,
"Différance", Margins of Philosophy, trans. by Alan Bass (Chicago: University of Chicago
Press, 1982).

12 Derrida, Of Grammatology, op. cit., p. 23.
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and nothingness). Henceforward, (another)
way of thinking, speaking, writing (and
reading) opens up — a more convoluted way but
also more precise (specifically since it rejects
the demand for a purportedly more accurate
reductionism); a more honest, cautious, rich
and courageous way, first of all, in its willing-
ness to acknowledge its own limitations-limits,
to subject itself to self-criticism and mostly in
its alert awareness to its own power of erasure,
omission, disremembering and concealment.
With attentive fear of any gesture of destruction
and reconstruction, Heideggerian-Derridean
erasure refrains from offering a new language
instead of the old one, and refuses the easy
temptation to invent a new concept or to replace
one word with another. Such a replacement,
argued Heidegger, only effaces the difliculty
and enounces an "overcoming" and a new
beginning.'” Instead, the erasure inscribes
its struggle against itself (and its inevitable
failure) in itself, trying to rewrite the all too
familiar old language and inherit its concepts
in another way: by twisting them around
without destroying them, by undoing and re-
interweaving them without relegating them to
oblivion or annihilation. But first all, it strives
to shake them up in order to expose additional
layers beneath the epidermis of a concept, an
institution, a definition, or an identity.

This erasure therefore makes room for
differences, nuances, and otherness. It is a
necessary discursive twist, a struggle it is

committed to. From a Derridean point of view,

105

it is incumbent on a (responsible) inheritor, who
doesn't wish to destroy his orherlegacy but rather
further develop it in his or her way, to choose
how to sustain it: to accept it, but simultaneously
reassess it. As an inheritor (and also a critic) of
the Heideggerian legacy, Derrida, who was also
influenced by Ferdinand de Saussure, made up
his mind to write under erasure each and every
philosophical concept of the Western heritage. In
doing so, he sought to undermine the nostalgia
for the origin, for the lost presence, for the
transcendental signified (which he located even
in Heidegger), and for metaphysical assumptions
(which he found also in Saussure). Against
Heidegger, he would argue that beingness and
being, the ontic and the ontological, always
derive their ("original" and other) signification
through their relation to a difference and to what
he would call the "différance” - the latter term
signifying a movement of difference, distinction
as well as deference.!! Heidegger's erasure,
added Derrida, was therefore "the final writing
of an epoch. Under its strokes the presence of
a transcendental signified is effaced while still
remaining legible.""?

With his move, Derrida actually asks "what is
a sign?" and challenges its accepted signification
in Western thought as something non-temporal,
the essence of which is determined in terms of
presence. Writing under erasure offers a way out
of the will to power, of the desire to fix, close up,
impregnate and saturate the sign once and for all.
The gesture of erasure frustrates this will from

within language by disturbing the latter's desire to



of the concept under erasure, of the rooted
Western assumption that a concept stands for
itself, in itself. Placing a word under erasure
indicates a will to be precise and to clarify that
the said word might be different from what is
suggested by its representation, to deflect it from
its representation by the concept and protect
its otherness and deviation. In this way, it also
reminds us that in any given moment there is
more to things than what language is capable of
representing, and that there are other options to
speak about "what is there." The demand-desire
of the logocentric discourse to reduce itself to
the notions of concept and representation, to
fixate itself on and derive its meaning from these
notions therefore is answered by erasure, which
can be seen as a defying movement of deviation
from... (or "otherwise than," as Emmanuel
Levinas puts it).

However this is not merely a reining and
limiting erasure and a movement of rejection
and negation. Writing under erasure allows
Heidegger and Derrida to deflect and bend
language (and thought) while acknowledging
itslimits. Heidegger proposes to see crossing out
as the site of an event that signifies the effaced
trace of being. The sign of erasure wishes to
hold on to the trace and to defend the remnants
of the event. As such, it becomes a regulator
signaling that there is always something at the
origin of the presence that stands overtly in
front of me and calls my attention to the fact
that the occurrence of presence is always rooted

in turning and opening up to what appears. The

106

erasure regulator also signals what is about to
be concealed in this turning, or rather will be
present in its concealment.

The relations between being and nothing-
ness or between presence and presencing
and absence, disappearance and oblivion
become evermore convoluted in the course of
Heidegger's erasure: now they are by no means
mutually exclusive opposites, since nothingness
is not a negation, obliteration or annihilation
of being, but rather another presence or
appearance of (the hidden or withdrawn) being.
Thus rather than reducing the possibilities of
presence, it supplements presence with new
and hitherto unknown possibilities. The sign
of erasure stands for more than mere evasion of
haughty demands for definition and the striving
for saturated and fixating representation, as it
becomes a haven which preserves that which
is not as yet (or no longer) exposed by simple
representation. In this sense, it corresponds
with the ancient Greek notion of aletheia, which
Heidegger interpreted as "unconcealment.”

Heidegger's gesture of erasure acts like
a chain reaction or an avalanche that brings
about a collapse as well as a breakthrough. Its
implications are felt in our way of thinking
about the essence of things, about the question
of representation, about the distinction between
essence and existence, and about presence-
absence and being-nothingness relations as
well as in the nexus of remembering-forgetting,
and in what it embraces (not only concerning

words such as being and beingness, nihilism



only the cultural situation, emphasizes Jiinger,
for what is at stake is "the whole."” Responding
to that essay and to the questions it raises
concerning the human condition at that time,
Heidegger argues that, following the line drawn
by Jinger, one must renounce any attempt to
define nihilism. It is precisely this speculative
readiness that will make possible, according to
Heidegger, the scrupulous and meticulous effort
needed for thinking over this issue. Heidegger's
renunciation is expanded to include abstention
from trying to define "being" and "nothingness."
Against this backdrop, Heidegger crosses out
the word "Sein" (Being) — Sein - a gesture that
corresponds, among other, with Nietzsche's
critique, which likens human concepts to a
columbarium and man's conceptual world to
a complicated cathedral that man erects on
flowing waters in his desire for a regular and
rigid new world.

Derrida explains that Heidegger decided
to write down, cross out and leave legible the
word being, since he deemed it inaccurate yet
necessary. Thus the word must be erased, but not

completely abolished or concealed. Heidegger's

9

erasure gesture manifests itself explicitly and
openly, as it intentionally leaves traces of the
erasure and vestiges of the erased. To paraphrase
Maurice Blanchot, we are dealing with an erasure
without erasure, since the word under erasure
remains as its own trace.

Heidegger's erasure makes language and
thought declare publicly, openly and explicitly,
their boundaries and limitations, their inability
to wholly define or represent. Hence, they evade
their obligation to answer the question of "what
is" — which, according to Derrida, initiates
Western philosophy. Thus writing under
erasure — a practice that Derrida will elaborate
and apply to any linguistic sign and concept of
the Western metaphysical heritage — embodies
an attempt to deconstruct this question and
to undermine the initiation and foundation of
Western philosophy, to refuse to be initiated
into its stronghold. The gesture of crossing out
offers a way out of this fundamental question
and a possibility to break out of its fixating and
entrapping hold. It serves as a brake (and a stop
sign) that calls for a pause and urges to suspend

the instantaneous and habitual perception

Ernst Jiinger, "Uber die Linie" ["Over the Line"], in: Anteile: Martin Heidegger zum 60.

Geburtstag [Parts: To Martin Heidegger on his 60th Birthday] (Frankfurt am Main: Vittorio

Klostermann, 1950), pp. 245-283.
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to rethink it along different successive lines
and slopes and abysses — wishes to hone our
harkening and sensitivity to any lingual gap
signaling veiled linguistic exclusion, ellipsis,
or erasure of pain and suffering (debarred
from the reigning discourse), or pointing to an
injustice forced to represent itselfin alanguage
not its own. He has tried time and again to
locate these erasures and exclusions, which
often are permeated with the hustle and bustle
of discourses or buried in the wide expanses
of the silence surrounding them. Equipped
with a sharp scalpel, he has mapped everyday
discursivesituationswithinvarying contexts of
contemporary political, social, economic and
cultural reality, and, examining their syntax,
hasidentified what s at stake. His aim in doing
so has been to mark the threshold or double-
bind of these situations and their apparatuses
of arbitration and judgment that invariably
erase and conceal other linguistic options. In
our neoliberal age, where everything can be
talked about and everything can be induced
to speak, Lyotard doggedly tracks things that

are omitted from what is being said, or buried

in the represented, in an attempt to pinpoint
the deaf and blind spots of tribunals where
suffering is supposed to be heard and justice
should be served.

In his writing, Jacques Derrida also deals
with different aspects of the notion of erasure.
Already in his earlier work of the 1960s, he
thematized it through concepts such as the
"trace," the "différance,” the ashes, or the
supplement, and later on also through the idea
ofliving with specters, or hauntology. However,
above all, Derrida thematizes erasure by means
of a practice he has elaborated in his book Of
Grammatology,® namely the practice of writing
under erasure (sous rature) and maybe also
beneath or through erasure.

This practice appeared for the first time
The Fundamental
Concepts of Metaphysics (1929).” Subsequently,

in Martin Heidegger's

it reappeared in his "Zur Seinsfrage" (1955),
written in response to Ernst Jiinger's essay "Uber
die Linie" (1950) that dealt with crossing the line
of consummate nihilism, a problem which must
be considered against the background of the

prevalent thought of its time. At issue here is not

Martin Heidegger, The Fundamental Concepts of Metaphysics: Worls, Finitude, Solitude, trans. by

William McNeill and Nicholas Walker (Bloomington, IN: Indiana University Press, 1995).

S Theterm first appeared in Lyotard, Le Différend, ibid.
6  Derrida, Of Grammatology, op. cit., p. 19.

7

8

Martin Heidegger, "On the Question of Being", in: Pathmarks, trans. and ed. by William

McNeill (Cambridge: Cambridge University Press, 1998), pp. 291-32.
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oppose this erasure, and especially urges one
to learn to identify and nip it in the bud, the
minute the destructive desire rears its head, or
the minute a nullifying language is constituted.
In another sense, it also thinks of erasure as
an ethical gesture that opens up to, allows for
and makes a space or a room for the other; as a
gesture that opens up to what was left "outside,"
harboring and protecting the other and us (first
and foremost, from ourselves). It strives to set
this ethical-political erasure against its violent
and destructive counterpart.

Continental philosophy oscillates simul-
taneously between these gestures of erasure —
the one that seeks to conceal and blur differences
and layers, and the one that consistently insists
on accuracy and on opening them up. In the
world "after Auschwitz," continental philosophy
is anxious, haunted, as it were, by its own
gesture of erasure. Time and again, it endeavors
to learn anew (in every context possible) the
erasure’s syntax of exclusion, which destroys its
own semantic grammar, attempting to identify
traces of such an erasure in our thought,
language and discourse, and often wondering
how to undermine and violate any erasure
measure intent on leaving no trace. Thus it
repeatedly tries — in its own ways, namely by
philosophical writing, reading and proceed-
ings — to raise awareness to implicit gestures
of exclusion and veiled actions of concealment
and disremembering; an awareness, first and
foremost, to its own gestures and actions. Alert

to these (erased) folds that have escaped its
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mind and language, it extols precisely those
spaces, enclaves and pockets that ward off and
thwart the possibility of absolute effacement.

Against continuous contemporary efforts
to violently erase differences and nuances and
in the shade of the (technological-political)
capability to completely delete everything with
a click, continental philosophers persistently
argue (each in his or her terms) that an absolute,
final, traceless erasure is impossible. One's
moral and political obligation therefore is
to endeavor ceaselessly and in each context
afresh to locate, reconstruct and protect these
traces. In a world whose means of erasure are
incessantly perfected and distances are getting
shorter, these trails of traces are thin threads of
resistance. It is thus an imperative of urgency
that philosophers answer to, each in his or her
own way by thinking erasure in terms of his or
her sensitivities and through problems that he
or she is preoccupied with.

Jean-Frangois Lyotard, the philosopher
who introduced the term "postmodernity”
into cultural critique, thinks of erasure and of
the possibility to resist it using the concept of
différend,® which denotes incommensurable
(linguisticallyandstructurally) heterogeneous
genres of discourse. The gap between such
genres assumes moral and political meaning
whenever attempts to wipe it out, to ignore
it, or to exchange it with litigation, involve
erased suffering that finds no expression in
the dominant discourse. Lyotard — who in his

writings keeps returning to "Auschwitz" trying



A World Under Erasure

Ronit Peleg

"[The word] is effaced while still remaining legible,
is destroyed while making visible the very idea of
the sign. Inasmuch as it de-limits onto-theology,
the metaphysics of presence and logocentrism, this
last writing is also the first writing."

- Jacques Derrida, OfC-irammatoIogy1

"Everything must efface itself, every thing will
efface itself. [...] This is in accordance with the
infinite demand of effacement that writing takes
place and takes its place.”

- Maurice Blanchot, The Step Not Beyond2

In a world "after Auschwitz," as Theodor W.
Adorno called it and in the shadow of an
attempt to efface not only the actual victims
of the

death named "Auschwitz" and its

potential witnesses, but also the traces of the
extermination itself, of the witnesses, of the
victims' names (their proper names as well as
their collective name), of death itself and its
dead, of all kinds of discourses that might have
spoken about that death;* in a world governed
by an increasingly perfected capability to
totally efface everything and to nullify itself
with one push of a button - in such a world,
continental philosophy is ceaselessly thinking
and rethinking erasure in every possible
sense of the word and within different, yet
interrelated, simultaneous gestures. In one
sense, it thinks erasure as a dangerous gesture
of ruination and forgetfulness, annihilation,
cancellation, and destructive nullification.

It calls upon one to be alert to, beware of and

1 Jacques Derrida, Of Grammatology, trans. and introd. by Gayatri Chakravorty Spivak,
(Baltimore, MD: Johns Hopkins University Press, 1976), p. 23.
2 Maurice Blanchot, The Step Not Beyond, trans. and introd. by Lycette Nelson (Albany, NY:

University of New York Press, 1992), p. 3.

3 Theodor W. Adorno, Negative Dialectics, trans. by E.B. Ashton (London: Routledge, 1973).
See: Jean-Frangois Lyotard's discussion in idem, Le Différend (Paris: Les Editions de Minuit,

1983), pp. 100-106.



stained with the blood of many women. Shame,
he writes, has "left a stain upon him. So deep
a stain, indeed, that his old dry bones, in the
Charter Street burial-ground, must still retain it,
if they have not crumbled utterly to dust!"'?

And what about the birthmark? "Its presence
had been awful; its departure was more awful
still. Watch the stain of the rainbow fading out of
the sky, and you will know how the mysterious
symbol passed away."'?

He who chose to bear his ancestors' disgrace
through the work of art, light-years away from
their path, created a visual language well aware of
the residues and traces left by an erasure. These
always sweep the political with them. You can
erase the sign and the signifier, Hawthorne tells

us, but who will remove the shame?

12 Ibid, p. 10.
13 Hawthorne, "The Birthmark," p. 22.
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and his desire to conquer her body as a virginal
territory on which to spin his desires—echoes
the Imperialist nature of the American enterprise,
America as an invention, and its modeling as a
projection of the imagination. The birthmark on
Georgiana's cheek, on the other hand, is a mark
of Cain attesting to her being human, indicating
her natural identity as indelible.

"But the medium of the mark," Benjamin
goes on to say, "is not confined to this temporal
meaning; rather, as comes to the fore so
unsettlingly in the case of blushing, it also at
the same time possesses a meaning that tends
to dissolve the personality into certain of its
most basic components [Urelemente]."'® The
manifestations of the birthmark on Georgiana's
cheek are indeed experienced in her soul as
depth phases of the absolute mark. Her body
learns to shudder at her husband's gaze, when her
actions and the psychic processes that awaken
in her following the revelation of the mark as an
indication of disgrace, reverse the relationship
between the gaze and its object. Georgiana
ostensibly puts on Aylmer's glasses when she

observes herself. Aylmer's intention to "whiten

10
11

Ibid., p. 223.
Hawthorne, The Scarlet Letter, p. S.
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her face" (Hebrew expression also meaning to put
her to shame, make her lose face), to calibrate his
scientific-artistic efforts to both sign and mark,
and constitute the absolute erasure—erasure of
the woman—is thus obtained.

The autobiographical kernel of this and
other stories by Hawthorne does not eliminate
the need to contemplate the issues of erasure
and signification in his work. Hawthorne
was born in Salem, Massachusetts, to an old
puritan family in New England, a descendant
of William Hawthorne who was notorious for
his persecution of the Quakers, and of his son
John Hathorne, a magistrate in the Salem witch
trials (1692), who ordered the burning of many
women, charged with practicing witchcraft, at
the stake. In the autobiographical introduction to
his novel The Scarlet Letter, "The Custom-House,"
Hawthorne reveals "the divided segment of the

writer's own nature,"!!

charging his memories
with the moral aspects associated with puritan
qualities, both good and bad. He describes
his great grandfather as a cruel oppressor, and
his son, John—as someone who inherited the

passion for oppression, one whose hands are



the very same hand, at the range of erasures
effectuated by the human, all-too-human, element
as it comes to negate otherness.

Let

momentarily to linger on the distinction

us put Hawthorne's story aside
between sign and mark, a distinction which is
crucial to the discussion of the charged painterly
semantics in the story. In "On Painting, or Sign
and Mark’—one of Walter Benjamin's early
essays about art, which was attached to his
letter to Gershom Scholem dated October 22,
1917—he wonders about the foundations of
the painterly medium, the qualities uniting and
distinguishing the medium, beyond the obvious
divergence between different schools, noting
two distinctive spheres: the sign and the mark.
The sphere of the sign comprises diverse fields
which are characterized by the various meanings
assumed by the line, including the geometric line
and the line of script (which are not discussed in
the essay), the graphic line, and the line of what
Benjamin calls the "absolute sign." The graphic
line of drawing lends its ground an identity,
signifying it by eliminating its status as white

ground; the "absolute sign" stands in a fixed

relation to something, and its spatial positioning
charges it with metaphysical meaning—e.g. the
sign of Cain, the sign that the Israelites put on
their houses during the Tenth Plague, and in this
context we may also add Nathaniel Hawthorne's
"Scarlet Letter," the mark of shame A (Adultery,
Artist), imprinted on the body of his protagonist,
Hester Prynne.®

The sphere of the mark differs diametrically
from that of the sign, since "the sign is imprinted;
the mark, by contrast, emerges." The mark,
Benjamin further notes, is always absolute

" and

because "its sphere is that of a medium,
due to its unique appearance, the fact that it
is seen principally on living beings: blushes,
birthmarks, Christ's

engagement with language introduces painting

stigmata. Benjamin's
as "the medium of the mark" (Malerei in
German). In these terms, Hawthorne's story
re-converts the birthmark from an absolute sign
into an absolute mark according to the point of
view from which it is observed.

Aylmer—who at the beginning of the story
claims to be innocent, regards Georgiana as an

object for his scientific studies, his self-modeling,

Walter Benjamin, "On Painting, or Sign and Mark," in The Work of Art in the Age of Its

Technological Reproducibility, and Other Writings on Media, trans. E. Jephcott, R. Livingstone,
H. Eiland, and others (Cambridge, MA: Harvard UP, 2008), p. 222; see also: Walter Benjamin,
Gesammelte Schriften (Frankfurt am Main: Suhrkamp Verlag, 1977), vol. 11, pp. 603-607.

Benjamin, "On Painting," p. 222.
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question of the beautiful in art and in nature,
and the status of science and art in a world at
whose end the transcendental always lurks. Its
appearance indicates the circulation of blood in
Georgiana's body, when the cyclic flow of blush,
paleness, and crying makes for exposure of her
stormy emotional world and the contradictory
currents in her personality. It is not accidental
that Aylmer is disgusted by its red color, which
represents the female body and its sexuality.
The perception of the mark as an embodiment
of the

introduces erasure as an act of control over the

heterogeneous and multifaceted
incontrollable, as a sign possessing changing
signification abilities.

To alarge extent, Aylmer is the precedent of
Captain Ahab, the mad protagonist of Herman
Melville's Moby Dick. His (mostly failed)
scientific studies remain in the shadow of the
ideal of progress, in the flux of striving for the
exclusivity of reason, and subordinated to the
faith in man's ultimate control over Nature (in
the future) —while at the same time embodying
the spirit of the Platonic, irrational artist who

transpires between a world of universals and

the external world. Georgiana, his wife, is
contemptible to him as a false reflection of the
ideal of beauty, one of those eternal, abstract
entities that lies beyond the material world.
His desire to remove the defect emphasizes the
gap formulated by Plato between art and truth,
eliminating the reasonable quality attributed to
him at the beginning of the story as the core of
his personality.

Aylmer—who is guided by the simple
scientific logic of "the long dynasty of the
alchemists, who spent so many ages in quest of the
universal solvent by which the golden principle
might be elicited from all things vile and base">—
is transformed from a scientist to a sorcerer. The
poisoning—or healing, as he would have it—
potion which he created for Georgiana classifies
him as an artist also by the very distinction
outlined by Plato between the medical remedy
(pharmakon) and art, which are infused with
similar bipolarity, as they claim to possess healing
capacities, but also the potential to cause damage.’

Thus, the dance of erasures in the story
sweeps the tiny birthmark shaped like a pygmy

human hand, while concurrently pointing, with

Goethe [...] stressed the desirability of a coexistence of opposite psychological principles

and warned against the dangers of attempting to 'separate out' any single aspect of the psyche";

see Elizabeth R. Napier, "Aylmer as Scheidekiinstler: The Pattern of Union and Separation in
Hawthorne's "The Birthmark'," South Atlantic Bulletin, 41:4 (Nov. 1976), pp. 32-35. See also
JW. Goethe, Elective Affinities, trans. Victoria C. Woodhull (Boston: D.W. Niles, 1872).
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appear on the surface. Moreover, the seed of evil
which sets the story in motion involves visibility
(and the desire to hide the visible), vision, and
the question of the gaze or the different points of
view carried by the sign.

"One day," the narrator tells us, "very soon
after their marriage, Aylmer sat gazing at his
wife with a trouble in his countenance that grew
stronger until he spoke. 'Georgiana,' said he,
'has it never occurred to you that the mark upon
your cheek might be removed?"® With a few
verbs—sat, gazing—Hawthorne sketches the
detachment fundamental to this marriage, the
violation of the equation occurring at a sleight
of a gaze, transforming two equivalent variables
into an observing subject and an observed
object, and more distinctively (as we shall learn
later on)—into an artist facing his work of art.
Raising the mark into Georgiana's sphere of
consciousness reverses its meaning; that which
she previously regarded as a charm, and her
lovers—as a magical endowment, becomes a
visible mark of imperfection.

The mark in the center of her left cheek turns

out to be an independent, misleading entity. As in

3 Ibid, ibid.
Ibid., p. 11.

a watercolor painting, it appears and disappears
in keeping with Georgiana's mood and emotional
range. In its "usual” state it is deeply interwoven
with the texture and substance of her face; when
she blushes, it gradually becomes less distinct,
and when she turns pale it becomes visible once

* or, if

again as "a crimson stain upon the snow;,"
you will, as an image on a blank canvas or paper.
Hawthorne created a fascinating visual dialectic
which is seen in myriad manifestations: the
somber, smoky rooms in Aylmer's laboratory
are converted, as in a site-specific installation,
into the magical abode of the object of erasure.
Hanging curtains juggle in an interplay of light
and shade, and their heavy folds enact a domestic
utopia whose essence is invisibility, control,
and concealment. Aylmer's identification with
Cypriot sculptor Pygmalion, who endeavored to
create his Galatea, the ideal woman, brings to the
surface—the professed space of both the written
word and the painting—the issue of creation.
The birthmark, one of the most quintessential
signs of natural creation, becomes a saturated
mark which channels thereto the multiple polar

affinities simmering in the story—between the

S Ibid,, p. 16."In the early German alchemical tradition, a man like Aylmer would have been

called a Scheidekiinstler (literally, an 'artist of separation'). The term is in origin a technical one,

referring to the chemical process of distillation, but Goethe in his Wahlverwandtschafter

(Elective Affinities)—a tale employing motifs surprisingly similar to those of Hawthorne's

'Birthmark'—suggested that the word could be used to draw an analogy between the

world of chemistry and that of human personality. In Goethe's usage, the term came to express

a preoccupation with phenomena of attraction and repulsion [...] in the psychological domain.



The Birthmark: Reading Erasure

Dalit Matatyahu

It is still there, "as deep as life itself,"" a sign of
excess imprinted on the body upon its creation.
An overgrowth of blood vessels or pigment
prepares the ground for the emergence of the
birthmark, which folk wisdom regards as a sign
of the mother's fears or unfulfilled wishes, an
indication of the indelible. Nevertheless, there
were those who tried to remove it, as recounted
by Nathaniel Hawthorne in his short story, "The
Birthmark." The protagonist of this tale, Aylmer—
"a man of science" who is described, ironically,
as a genius in his field, "an eminent proficient in
every branch of natural philosophy"”—sets out to
conduct an experiment whose physical goal is the
erasure of the birthmark on his wife Georgiana's
cheek, and its spiritual goal is restoring the ideal

of beauty now blemished.

At the beginning of the story, Aylmer
performs a ritual procedure which must not
be underestimated: "He had left his laboratory
to the care of an assistant, cleared his fine
countenance from the furnace-smoke, washed
the stain of acids from his fingers, and persuaded
a beautiful woman to become his wife."> Aylmer
replaces the laboratory setting with the domestic
setting, a conversion which involves erasure of
chemical material stains imprinted on the skin of
his hands. His positioning as a clean slate to his
future wife turns the spotlight on the mark which
he is about to encounter on Georgiana's cheek,
and spins a narrative underlain by a quintessential
painterly semantics: stains of color alternately
appear and disappear, shifting between bodies,

and becoming fixed as meaningful images as they

1 Asphrased by Georgiana, the protagonist of Nathaniel Hawthorne's short story, "The
Birthmark"; see Nathaniel Hawthorne, Young Goodman Brown and Other Short Stories,
ed. Stanley Appelbaum (Mineola, N.Y.: Dover, 2012), p. 13.

2 Ibid, p. 10.
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stage, both the writing and the erasing hands
ceremoniously put on gloves. This procedure
emphasizes the aspect of concealment, since the
hand is now 'masked' and is robbed of its personal
features, just like Dr. Strangelove's leather-gloved
uncontrollable hand. Writing and erasing as a
ritual? As a traceless crime?

In Deganit Berest's group of Erasure
Drawings (1977) [pp- 43-46] ap image of a
sandglass had been repeatedly drawn and
effaced until the artist arrived at the "right”
form. The erasure masks rather than deletes
the rejected images and the (painting) process
is shown after the fact: Berest presents all
the "wrong" forms, drawn and then covered-
erased by her, with the selected unerased form
among them. There is no explanation for the
distinction made between the faulty forms and
the right one, but her treatment of accuracy
as a sine qua non condition sheds light on
the crystallization of an idea during the work
process as well as heightens the fictive aspect
present in any exposition, artistic or not. The
group of works under discussion is also linked to
Berest's years-long occupation with distortion
and with the inert predetermined tendency of
things to go wrong. Lending visibility to this
process involves the painting and revising of a
faulty image. Assuming that what appears on
the paper is what Berest wanted us to see, the
visibilization of the trial and error history as a
charting process, beginning with the primary
imprecise form through its partial erasure and

the abortive attempt to conceal it, positions art
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in an aporetic state of undecidability between
truth and falsehood.

Anri Sala's video Dammi i colori (2003)
[pp- 96-97] borrowed its title from a scene in
Puccini's Tosca, where the painter Cavaradossi
askes to be given colors to complete his
altarpiece depicting Mary Magdalene. Here,
erasure becomes a semblance, which serves
interested parties bent on hiding the grim reality.
The video documents Sala and artist Edi Rama
driving around the city of Tirana. Rama, then the
mayor of Tirana (and currently Albania's Prime
Minister), shows Sala his project of revamping
the city. In an effort to rescue it from the gloomy
squalor of the past, he ordered the demolition
of structures illegally built after the fall of
Communism, initiated garden restorations and
had the city's decaying and dilapidated buildings
re-painted, street after street, in particularly
lively colors. Rama explains in the video that
the renovation of Tirana as a colorful patchwork
has instilled in its citizens optimism usually
associated with the quality of life in democratic
regimes. However, it is precisely the sorry state
of the buildings that is highlighted in the video
sequences by the night lighting effect, which
enhances the radiant colors. By laying bare and
presencing the strange means of covering, the
film heightens the manipulative, deceptive aspect
of the erasure. Above the painted cityscape and
the debate about different interpretations of
"reality” and "utopia,” looms the question of
whether the new regime has actually made a

difference in the life of the citizens.



This [is] a set of forces that determines what is
visible and what is invisible, what is permitted
to enter the field of vision of culture and what
remains sheltered in darkness, repressed from
consciousness.”® The painting, its erasure and
the impression that effaces the actual image
bring to the present an event of the past. The
erasure presences the trace and its denial
subjecting both to a prolonged inspection.

Idris Khan's Every... Page of the Holy
Quran (2004) [P- 491 calls to mind an erased-
deciphered parchment palimpsest. As suggest-
ed by the work's title, it consists of all the
Quran's pages stacked up on top of each
other creating, as it were, a single page (the
individually photographed pages of the book
were superimposed layer after layer). In this
way, the whole Quran transforms into an image,
wherein the text-image creates an erasure and
the erasure creates a text-image. This superfluity
blurs the image through and within itself. The
text is condensed into one single powerful,
pulsating image — but although the whole book
can be seen at once as a picture, it forfeits its

"bookness" by becoming unreadable.

Joshua Neustein's Erasure Films made in
Jerusalem and London between 1971 and 1973
[pp- $0-51] are replete with repeated actions of
writing and erasing (with a rubber), which are
recorded on film. The result can be defined as a
cinematic drawing, which can be perceived as a
palimpsest bearing the traces of a layered time
continuum. It seems that the mere depiction
of a cinematic continuity, which presents such
actions as an uninterrupted event, disrupts the
separation barriers I have endeavored to outline
here, as it would any attempt to verbally articulate
a gesture. What we see is a simultaneous process
of writing and erasing, where one hand writes
and another hand chases the writing and erases
it. The content of what is written and erased is the
variable element of the works: in one of them, the
alphabet letters are erased; in another — captions
relating to art (such as "Art Beauty," or "Erasure
Fame"); in yet another - self-characterization
statements like "I am a Zionist girl," or "I am
a friendly girl"; and lastly, charged forms and
symbols are deleted from the vocabulary of
modern art — a square, a triangle, the Star of

David, the Cross, and the dollar sign. At a certain

ones. Thus he did not see the village as representing a past worthy of any attention other than as

alandscape detail in which he had no interest.

30 Talitamir, "Tsuba: Abstraction and Blindness," in idem (ed. and curator), Larry Abramson:
tso~ob 'd (Tel Aviv: Ha'Kibbutz Art Gallery, 1995), n.pag.



celluloid laminate serves as a protective layer
for the thin and fragile paper, Freud goes on
to say that "the perceptive apparatus of our
mind consists of two layers, of an external
protective shield against stimuli whose task it is
to diminish the strength of excitations coming
in, and of a surface behind it which receives the
stimuli [...]."”” Comparing the waxen slate to the
unconscious, he demonstrates the movement
between the conscious and the unconscious
(the disappearance-swallowing up of emotions
and thoughts and their reemergence) through
the contact alternately made and severed
between the device's layers. Each "erasure"
relieves the conscious from previous signs
making room for new impressions. Later on,
Derrida was to deconstruct Freud's metaphor,
arguing that the paper (viz. the conscious) is
incapable of retrieving signs that are forever
sealed in the bottom layer of the waxen slate
(the unconscious).*®

As segments of a given time continuum, the
canvas and paper surfaces of Larry Abramson's
tsoob’d series (1993-94) [PP- $4-57] are, in

themselves, palimpsests, the painted images

of which are erased, transferred onto other
surfaces and travel between them. Moreover,
in all of the series's 38 works, Abramson
repeatedly paints a place that was erased, seen
from a certain vantage point — the landscape
of Tel Tsuba and the abandoned houses of the
Palestinian village of Suba. The Palestinian
ruins have become a part of "nature," a part of
Israel's landscape, and as such they are visible-
invisible in these landscape paintings.”’ The
image replicates over and over again one
moment photographed with a telescopiclens, as
the artist wishes to "visibilize" and "re-visibilize"
it time and again. Onto the still wet surface of
each finished painting, Abramson pressed a
sheet of Hadashot newspaper (which was closed
during the work on the series) and then peeled
it away. In this way, parts of the painting were
smudged or erased and transferred onto the
newspaper sheet partially effacing its text. "In
a country where politics penetrates into the
landscape,” noted Tali Tamir, "seeing itself
turns into a political question. The politics
of visuality deals with correlations between

time, consciousness, and the field of vision.

27  Sigmund Freud, Complete Psychological Works of Sigmund Freud, Standard Edition (London:

Hogarth Press, 1976), p. 230.
28 See Dillon, op. cit.; and Galpin, op. cit.

29  Every summer, Yossef Zaritsky (1891-1985) used to paint the landscapes of Tsuba, but the
village's houses are absent from his watercolors, which abstract the landscape and speak of

painterly values such as translucency, patches of color (embodying the local light) and "lyrical"

sensitivity to linear rhythms. In his striving for a universal language of painting, Zaritsky

abstracted-denied the narratives of the landscape and the stories it tells, including the "Zionist"



Funeral Wreath (the Seven Spices), both from 2014
[pp- 76-77] Hirschfeld toned down Kupferman's
time-transcending image and partially covered
it with a memorial wreath - the quintessential
sign of a ceremonial commemoration apparatus
with predetermined memorial days. Hirschfeld
hides the Kupfermanian image with his wreath
of Israeli flowers, but also displaces the wreath
and conceals the world in which it exists. His
drawings - in which ballpoint-penned lines
are erased with shellac resin and hence are
charged with artistic ambiguity and sensitivity
[pp- 74-75] _ reference the (reverse) process of
deciphering ancient palimpsests with the aid
of chemical solvents. Brian Dillon points out
that this practice, common in the 19th century,
was among the reshuffling processes that laid
the foundations for Freud's conceptualization
of the unconscious. Dillon quotes Thomas de
Quincey, who in 1821 said "there is no such thing
asforgetting possible to the mind" and described
the submersion of experience in memory in
terms of a text erased and overwritten. "Like
its written counterpart,” argues Dillon, "the

‘palimpsest of the human brain’ will one day

reveal its secrets to the chemical wash of
involuntary memory;" and concludes: "Erasure,
it turns out, is just a particularly profound form
of preservation."*

In his essay "A Note Upon the 'Mystic
Writing Pad™ (1925), Freud himself spoke of
the relation between the conscious and the
unconscious in terms of writing and erasing,
comparing them to the mechanism of a
common children's toy. The said toy consists of
three layers: firsta dark board covered with wax,
then a translucent grayish sheet of thin paper,
and lastly a piece of celluloid. Pressing a stylus
against the top layer leaves visible signs on
the celluloid and when the two covering layers
are lifted the signs are "erased” and seemingly
disappear. The signs become visible due to the
close contact between the grayish paper and the
waxen slab during the notching, but once the
over covers are raised — namely: the contact is
severed — and the markings vanish, they do not
reappear when the upper sheets are restored to
their place. However a closer inspection of the
wazxen slate may reveal traces of the seemingly

erased indentations. Informing us that the

26  See: Brian Dillon, "The Revelation of Erasure," Tate Etc., 8 (Autumn 2006); www.tate.org.uk.
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Art Has Its Own Ways: Palimpsest

The word "palimpsest” is evocative of time
past and present, of what has been changed in
the course of time and bears testimony to the
change. Before the printing revolution and even
before the introduction of industrialized paper
production, the word stood for the recycling
of scarce parchments or wax-coated tablets. By
scraping off the text, such surfaces were made
available for reuse. The practice entailed, at least,
three stages: the initial writing; the erasure; and
the rewriting. Already Roland Barthes noted
that in art wiping off always results in a "perverse
palimpsest," since it does not aim at making
room for a rewriting, but at presencing the multi-
layered process in itself. Thus an undecidable
fluid relation is maintained, wherein the erasure
becomes rewriting and vice versa.

The enunciable in Moshe Kupferman's
drawings assumes the shape of a palimpsest-like
erasure that preserves traces of the erased and
is tantamount to the presencing of a present
time, conscious of the past, which replaces

an inarticulable testimony** Thus things are

drawn and erased, and nothing stands forever.
The arbitrary grid structures and sets off the
movement on the paper, but it, too, is covered
and concealed in the process of making the work.
Things — the grid, the line, their interrelation —
are inscribed on the paper. They are embedded
and exist in it, indecisive and insecure of their
staying power, while being erased by other things.
Thus their continued inscription and erasure
constitute an aporetic state, which is quelled only
with the completion of the work: "I go over every
fragment endless times until I feel that things
hold together."*

In the three drawings shown in the exhibition
[pp- 40-42] " completion is achieved by means
of erasure; the unruly erasure lines revoke or
dishevel-contradict the grid, leaving it with
imprints and movement-gestures that melt down
and penetrate through the layers all the way to the
naked paper upon which they were constructed.

Kupferman's ethical stand, as reflected in
his daily painterly routine, serves as a point
reference for Jonathan Hirschfeld, who links it
to the themes of memory and memorialization.
In his works Garland (Flowers of Israel) and

23 Cf.Roland Barthes, "Cy Twombly, Works on paper", The Responsibility of Forms: Critical Essays
on Music, Art, and Representation (New York: Hill & Wang, 1982), p. 16S. Barthes also spoke of

Cy Twombly's use of superimposition (ibid).

24  See: Yona Fischer (curator), Moshe Kupferman: Works from 1962 to 2000 (Jerusalem: The Israel

Museum, 2002), p. 340.

25 'until [...] no single fragment, nothing, can impair the totality, the work's wholeness." Ibid, p. 19.



[pp- 90-92] 'in Barak's Missing Mies (2011) [p- 93],
the form of the erased building dictates the shape
of the mark of erasure, which carefully follows
the edifice's outlines preserving its memory as a
white silhouette. In Gal's serial proposal to erase
centers of power of the art scene, the erasure
is standardized and therefore is independent,
political and resolved. The erasure of Sotheby's
New York, in which the blotting out mockingly
refers to the Greek temple-like shape of the
auction house, is the exception that proves the
rule. In contradistinction to Gal's strategy, it
seems that the erased in Barak's work manages
to undermine the erasure, since the "concealed”
details only highlight the building's principle
features and thus enhance, as it were, the purist
vehemence of modernist architecture. Serving
as a scheme for marking a scheme, the white
silhouette is easily identifiable as that of one
of the masterpieces of modernist architecture,
Ludwig van der Rohe's Farnsworth House - a
schematic glass-walled oblong structure with
spaces open both to the interior and to the
surrounding landscape, in keeping with Mies's

attributed aphorism "less is more." At the time,

before the house was designated a National
Historic Landmark, it was the subject of legal
skirmishes: Mies sued his client for nonpayment,
and the owner, who upon moving to the house
covered its glass walls with curtains, countersued
him claiming that it was uninhabitable. In its
erased-contained presence in Barak's work, the
house therefore represents the ideational-idealist
aspect of modernism. With his silhouette that
preserves the spirit of an erased house, Barak
reflects on the will to erase this heritage and on
the very possibility of erasure.

The effect of the white silhouette in Hans-
Peter Feldmann's poetic and fragile work
Two Girls (2006) [p- 93], s explicitly different.
There, the nature of the abstraction of the
silhouette directs the visible to the realm of the
incorporeal and enigmatic. The photograph
shows an encounter between a characterizable,
particular short-haired girl (in dark dress with
white collar, holding in one hand a scooter) and
the white silhouette of a generic girl, of as yet
an undifferentiated mold of a girl, who might
actually be absent from and yet present in the

scene and even casting a shadow.

22 According to his father, Muhammad Ali joined the "Black Muslims" at the age of 18, but
kept the information to himself before the match, fearing it might cost him his shot at glory.

After announcing that he had joined the Nation of Islam, Clay renounced his given "slave

name" in favor of Muhammad Ali. Later, as a media and popular culture darling, social activist

Aliharnessed his wealth and notoriety to air his famous statements. See: https://sites.google.

com/site/allmyfavoritequotes/sports-quotes/muhammad-ali-quotes.



grayish paint that was stripped or erased by it.
The abstraction in this case is the thing in itself,
the agent and traces of the erasure as well as the
memory of the thing erased.

An expectation-shattering and context-
shifting erasure anchors Paul Pfeiffer's The Long
Count (I Shook Up the World) (2000) [pp- 80-81]
to a small screen that, protruding from the
wall, asserts its presence in the room. A great
commotion is displayed on the screen: a large
(blood thirsty? justice-seeking?) audience
that fills the tribunes surrounding a boxing
ring watches attentively what is going on over
there. But there, in the ring all is very quiet;
one can hardly notice the movements of the
two phantom shadows of effaced boxers. The
title, The Long Count, calls to mind "The Long
Count Fight," namely: the World Heavyweight
Boxing Championship's rematch between Gene
Tunney and Jack Dempsey held on September
22, 1927. However, the work shows a different
moment and the heroes of another time in
this ancient ritual that has never been short
of spectators. The phantom shadows seen in
it are those of Sonny "Big Bear" Liston and
Cassius Clay, later known as Muhammad Alj,
both of whom were erased from another epic
fight that was held in 1964 and in which Clay
unexpectedly defeated the reigning champion.

A dramatic turn occurred at the beginning
of the fourth round. Back in his corner between
rounds, Clay complained that something was
burning his eyes. He managed to go through the

next two rounds, saying later that he only saw the
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shadow of the "Bear." After the fight, traces of a
coagulant solution were found on Liston's gloves
and his cutman confessed to having rubbed the
solution on his man's gloves. At any rate, Clay's
cry "I shook up the world," parenthesized in the
work’s title, widens the frame of reference beyond
the (in)corruptibility and integrity of such fights
of titans. Besides the fact that large sums of money
are involved in this sport, boxing is (as Clay was
quick to notice in his characteristic poignant
wit) "a lot of white men watching two black men
beat up each other." And indeed Clay shook the
white man's world: two days after the fight, the
new black champion, who was later nicknamed
"The Greatest," announced that he had joined the
Nation of Islam and converted to Islam. He became
known for his political struggle against racism and
social exclusion, and, as an icon of popular culture,
insisted that his voice be heard, saying: "I am
America. I am the Part you won't recognize, but
get used to me. Black, confident, cocky — my name,
not yours. My goals, my own. Get used to me."*
The phantom silhouettes of the black boxers
stand for the socially repressed, or the dark side
of American Liberalism, for that which the white
audiences refused to see. Pfeiffer's work seems to
infer that one thing leads to another: the erasure
of the black boxers also shakes up, in the end, the
alleged superiority of their white spectators.
Both Meir Gal and Yair Barak partially erase
from their photographs cultural buildings and
sites. Yet while white standard oblongs partially
hide art institutions in Gal's photographic series
Don't Call Us, We'll Call You (1996-2000)



obsolete. Having been disposed of, these things
were lost completely to memory.'” When Cinoc
retired, he decided to compile a dictionary of
some of the forgotten words. He did not wish to
rescue all that was lost, only those "simple words
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which still appealed to him.
Art Has Its Own (additional) Ways

In art, too, erasure is a self-signifying sign drawn
over and in that which already exists; it does not
wipe things out as if they never existed. However,
within the realm of visual art, as a spatial medium,
this multi-layered totality is presented all at once,
and has diverse simultaneous kinds and modes
of erasure. Apart from rubbing with an eraser,
all modes of erasure leave behind traces that
add and efface. Rubbing with an eraser damages
the surface leaving behind signs and residues;
crossing out, striking through, or various forms
of concealing-coating are enigmatic additions
that disrupt the existent. The meaning of these
actions is instable and contextual, since the
erasure draws one's attention to the blurry patch

as well as to the coexistence of the erased and

20
21

Tbid, p. 290.

the visible. The signs of erasure therefore are
phantom shadows of the erased, a presence that
replaces it, while conserving it and bespeaking its
disappearance.

Allora & Calzadilla's Shape Shifter (2013)
[p- 53] is misleading and even somewhat luring as
aseemingly abstract painting, namely: belonging
to an intra-artistic canonical idiom. However,
during the Cold Waryears, the apolitical purity of
abstract painting was associated with American
capitalism and imperialism.”' The work's title
also reverberates with mythical metamorphoses,
which are attributed to superheroes in the genres
of fantasy and sci fi literature and are rooted in
the American ethos. A shapeshifter is a being that
can transform or change identity at will, or (at
least) out of necessity. Voluntary transformation
is usually associated with liberation, whereas
involuntary shape shifting suggests restriction
and coercion, which sometimes lead to changed
identity and consciousness. These frames of
reference of course are contrasted with the
minimalist work hanging on the wall, with
this quasi-abstract composition made of used

squares of sandpaper stained with the bluish-

See, for example, Serge Guilbaut, How New York Stole the Idea of Modern Art: Abstract

Expressionism, Freedom, and the Cold War (Chicago & London: Chicago University Press, 1983).
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collection's records — which served as a basis
for the didactic texts of the catalogue/book
and which, under the hand of Benbenisty, were
metamorphosed into pages of visual poetry of
presence and absence — document the history
and log the journey of each item from Japan to
Europe and Britain. Most of the porcelains were
made specifically for the European market,
thus the design of many of them is Western
and only the decoration is Oriental. Like many
other cultural treasures, this collection is
also tainted with typical Western Orientalist
paternalism. Benbenisty erased-vandalized the
catalogue's exoticizing texts and images, which
attest to unequal power relations, turning them
into a sort of archeological findings. In some
cases, the photo of a piece has become that of a
broken shattered relic of one or two fragments.
At times, Benbenisty has deleted only the
decorative pattern and at other times has
blurred the boundaries between the item and
its background. The erased pages, the relics, are
bound in the original catalogue cover and are
displayed alongside vials containing the eraser

crumbs, or the ashes of the erased.

17 Perec, op. cit., p. 287.
18  Ibid, pp.287-288.

Methodical Digression II

Back to Georges Perec's novel, to the moving
story of another tenant, Cinoc, the pronunciation
of whose name was distorted as it underwent a
series of erasures during his family's migrations
in Central Europe. Reflecting acquiesce with the
overwhelming vicissitudes of life, these banal
erasures permeated man's memory and changed
it as well as the memory of things in the world."”

Cinoc's family was officially registered as
Kleinhof at the registry office of the County of
Krakow, but "either because the Austrian or
German officials weren't bribed sufficiently, [ ... ]
or because they came up against people who never
needed to try very hard to become somewhat
illiterate and hard of hearing when having to give
identity papers to Jews, the name had retained
nothing of its original pronunciation and
spelling. [...] Anyway it wasn't at all important
whichever way you wanted to pronounce it.""®
Cinoc, who came to terms with the uprootedness
of his name, worked as a "word killer" keeping
Larousse dictionaries up to date by deleting from

them all words and meanings that have become

19 "[...] he had disposed of hundreds and thousands of tools, techniques, customs, beliefs, sayings,

dishes, games, nicknames, weights and measures; he had wiped dozens of islands, hundreds of

cities and rivers, and thousands of townships off the map; he had returned to taxonomic

anonymity hundreds of varieties of cattle, species of birds, insects, and snakes, rather special

sorts of fish, kinds of crustaceans, slightly dissimilar plants and particular breeds of vegetables

and fruit; and cohorts of geographers, missionaries, entomologists, Church Fathers, men of

letters, generals, Gods & Demons had been swept by his hand into eternal obscurity." Ibid, p. 288.



off event. And yet, ironically, it seems that its
reproducibility only enhances the fact that the
rift created by Rauschenberg's gesture is still
valid today, maybe more than ever, in an art that
has renounced the heroic."

The precedent set by Rauschenberg is
present, albeit implicitly, in the background of
two other works shown in the exhibition. In
her work Effacing Memory (2003) [pp- 82-87]
consisting of 12 etchings and a video, Anila
Rubiku (in

professedly externalizes the arduous work

contrast to Rauschenberg)
that was involved in erasing the faces of
12 20th century dictators such as Hitler,
Mussolini, Stalin and Albania's Enver Hoxha.
Displayed separately, the etchings and the
video documenting their effacement maintain
a complex relationship. The effaced etchings
on display postdate, of course, the video
that recorded their erasure and the portraits'
residues are present in them as a moment frozen
in time. Simultaneously, the looped video
presences the act of erasure and its sounds
as a continuous present, which all at once

becomes a past since the pre- and post-erasure

portraits can only be seen in the videotaped
documentation. Excluding the presence of the
dictators' portraits from art and, by extension,
from culture in general, Rubiku counteracts the
portraitees' desire to immortalize themselves
through their art collections. Nonetheless, it
seems that the very act of erasure paradoxically
re-presences the dictators in the context of art.
Keren Benbenisty also performs a laborious
erasure in order to introduce doubt into certain
images and to expose their historically charged
narrative. In her work a a o ue (2012-13)
[pp- 6673] she erased the first catalogue to
document (in 1986) the Burghley porcelains,
one of the most important earthenware
collections of the Elizabethan era. The partial
erasure leaves behind traces of the catalogue's
images and texts and at the same time
represents an artisanal handwork that turns the
publication issued in multiple copies into one
off book, a sort of an original and simultaneously
a ghost of its own source. William Cecil, a
chief advisor to Queen Elizabeth I, started this
meticulously inventoried and well preserved

exquisite collection in the 16th century.' The

15 Garcia Torres's work itself became an object of another erasure performed by Jens Maier-Rothe,

Erasing a Sound Work by Mario Garcia Torres (2010), consisting of a (mute) speaker and a text

emailed to Garcia Torres (June 3,2010), explaining: "I am trying to figure out a way to retrieve

sounds from the post-Cagean silence. This is why I would like to erase your sound piece An

Undisclosed Month in 1953. Please let me know if you understand me and if you are for it."

16  The belated publication of the catalogue tells a fascinating social story. Until the late 1800s, the

rich and noble refrained from showing off their wealth, which was deemed vulgar. In the middle

of the 20th century, due to harsh economic realities, the collection was made accessible to the

general public and its cataloging became socially acceptable.



end of a pencil and erasing his own drawings,
Rauschenberg attempted to get as near as
possible to a "white on white" drawing. Still,
these erasures failed to produce the desired shift
and detachment from the hermetic, process-
centered work of Abstract Expressionism,
which has already legitimized erasure, blotting
and disappearance as tenable means of marking.
Thus, Rauschenberg concluded that the object
of erasure must be something already accepted
as"art”" —namely: he recognized the importance
of the object of erasure as something that might
impart fundamental meaning to his action.
This insight led Rauschenberg to the studio
of Willem de Kooning, a prominent Abstract
Expressionist, who chose to challenge him
with hard-to-erase drawing in charcoal, oil
paint, crayons and pencil. It took a month
and 40 rubber erasers to complete the work.
Although the original image was deleted and
disappeared, the end result is far from a blank
sheet of paper. Rauschenberg left behind an
enigmatic field of undecipherable smudged
markings (remainders of the drawing) and
signs of erasure (traces of the manual work),
some of which were possibly done by de
Kooning himself. Still, the erased piece of
paper would not become the famous iconic
artwork that it is until, upon consultation with
Jasper Johns, Rauschenberg decided to insert a
label into a window cut into the work's board
mat and have the drawing placed in a gilded
frame. In reference to Rauschenberg's strategy

of erasure, Johns also coined the term "additive

127

subtraction,” to distinguish the gesture of a
"drawn" erasure from a mere act of destruction,
and dubbed it an artistic practice. Within
the history of self-reflective art, this work of
Rauschenberg should be classified as dialogic
or intertextual: both because de Kooning
agreed to and cooperated with the obliteration
of his drawing and because the difference
established by Rauschenberg's act emphasized
and exposed an element that already existed
in de Kooning's drawings. Still, the act
produced a visibility and a meaning hitherto
unknown - a physical rather than metaphorical
lack, the product of an intense (un)doing.

The sound work An Undisclosed Month in
1953 (2007) [p-38] refers directly to Erased de
Kooning Drawing. Furnishing it with another
invisible dimension, its maker, Mario Garcia
Torres, presents us with the alleged rustling
sounds made by Rauschenberg while erasing
the de Kooning drawing, as if this recording
actually represents the accompanying sounds
of the hidden physical effort that brought forth
this one oft work. Similarly to Rauschenberg's
erased piece of paper, the rubbing sounds in
Garcia Torres's work derive their meaning
from a given knowledge about something that
preceded them, namely, from a hidden source,
which in the case of Rauschenberg exists only
as a trace. But unlike Rauschenberg's work,
Garcia Torres's is a fabrication posing as a
trace or an indexical record. Moreover, as a
potentially endlessly replicable sound file, it

also undermines its very own existence as a one



that would reassemble his entire existence:
everything his memory had recorded, all the
sensations that had swept over him, all his
fantasies, his passions, his hates would be
recorded on canvas, a compendium of minute
parts of which the sum would be his life." This
desire of Valene - "the painter who painted the
building," as he is described in one of the book's
appendices'’ - is echoed in the novel's leitmotif,
namely: the feasibility of encapsulating the
narrative in its entirety in one single scene.
Similarly to what happens in the written
version then, things are supposed to unfold in
the mold of the Parisian building, where this
artist lived for over 55 years. However, the
medium of painting’s mandatory starting point
is the format. The over six feet long "practically
blank" canvas, we are told in the epilogue, was
eventually found in Valene's room after his
death, with "a few charcoal lines [...] carefully
drawn, dividing it up into regular square boxes,
the sketch of a cross-section of a block of flats
which no figure, now, would ever come to
inhabit."* Have the things been erased before

they were even painted, or did Valene aspire to

13
14

Ibid., p. 577.
Ibid., p. 500.
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the impossible? Is it possible at all to assemble
man's complete life experience in one book or
one painting; and if not, could it be that before
his death Valene came up with a possible outline

of such a representation?

Art Has Its Own Ways: Rauschenberg

as a (Dialogic) Source

Any deliberation on instances of erasure in art
should start with Robert Rauschenberg's work
Erased de Kooning Drawing (1953) [P-12], With
all due respect to the pioneering engagement
of Dada and Surrealist artists in erasure and
to their visual erasure poetry, Rauschenberg's
work is the major modernist precedent for
presenting erasure as a presence in itself, which
does not refer to a metaphysical lack. Therefore,
this erasure is considered a constitutive event of
conceptual art.

In the course of two years preceding
the making of Erased de Kooning Drawing,
Rauschenberg made a number of works that
explored the limits of the medium as well as

the definitions of art. Drawing with the other



In his Rules and Recognition (1970) [p- 61];
Emilio Isgré used black marker to delete the
best part of the text of the Italian Treccani
encyclopedia’s 25 volumes. By drawing a thick
blackline over most of the text and by leaving only
the entries readable, albeit bereft of a definition,
like the grin of the Cheshire cat, Isgré has alluded
to the deletion of the knowledge system. His
strenuous action brings to mind an earlier famous
erasure, that of Marcel Broodthaers's homage to
the poet Stéphane Mallarmé. Broodthaers erased
the lines of Mallarmé's poem "Un coup de dés"
highlighting its distinctive layout and spatial
arrangement, namely: its meaning-constituting
formal properties. In the encyclopedia, too,
the erasures create a pattern of lanes and white
canyons — akind of reversal-negative of the spaces
between the blackened word blocks, or a trace of
the erased whose format dictates the pattern of
the erasure signs. However, the erasure of the
encyclopedia’s contents was not done for formal
purposes. Instead, it is meant to induce subversive
reflection on the conventions of knowledge
concerning reality. Isgré himself referred to the

presence of the erasure as stimulating cognitive

11

reactions, describing it as an "unmistakable
linguistic sign. Not so much a void to be filled,
[...but ..

stimulates

.] a presence, a compact solid, that

and simultaneously rejects any

projection on the part of the reader.""!

Contrary to the above mentioned examples,
which consist essentially of interventions
in the given content of a book, in his Carte
Blanche (2008) [p- 0] Yair Barak removed the
insides of a book leaving only its cover. It is as
if the "erasure” of the book's depth dimension
accentuates its existence as an object in the
world - a thing, even a fetish, bearing a title
and a number and catalogued and shelved in
its proper place as an object of distribution and

changeable ownership by anonymous readers.
Methodical Digression I

Before looking into image erasures, I'd like to
summon to the discussion the story of painter
Serge Valene from Georges Perec's Life: A User’s
Manual.'* The book's blurb tells us that it "was
in the final months of his life that the artist

Serge Valene conceived the idea of a painting

Emilio Isgré as quoted by Gio Ferri, "Visual Poetry," in Ahuva Israel (ed.), The Vera, Silvia and

Aturo Schwarz Collection of Contemporary Art (Tel Aviv: Tel Aviv Museum of Art, 2000), p. 122.

12
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Georges Perec, Life: A User's Manual, trans. by David Bellos (London: Collins Harvill, 1987).



understanding its use by the ‘author' of Zero &
Not (beginning with Cathexis in 1981) as a kind
of conceptual 'architecture’ — a ready-made order
that, while anchored to the world, provides, as
a theoretical object, a dynamic system. This text,
though, is also just a device: a surface, a skin. There
is another syntax, also anchored to the world,
which is the architecture of the rooms which also

orders this work.®

The cable may be subsumed under the category
of things that anchor the work to the world,
but describing Freud's essay as a ready-made
dynamic template, which is anchored to the
world, does not explain why the artist chose
this particular Freudian text that deals with
repression in everyday life. Could it be that, as
Nancy Princenthal has suggested, in using the
text as a purely visual material and by obscuring
its meaning, Kosuth indicates (ironically)
that "you can repress Freudian theory but that
won't make it go away"?? Or may be, as Robert
C. Morgan contends, putting language under
erasure is actually meant to expose certain

traces which are indelible?'° Could it be that the

erasing-presencing light forced on the Freudian
text makes it an indelible trace, which Kosuth
links to his own radical conceptualism?

Erasure of text in art calls for a consideration
of the book format, in which texts and images are
juxtaposed in a given context. As a given surface
fraught with connotations, the book format is
particularly amenable for acts of erasure. Gary
Goldstein's altered book, Medaglie d'oro al valor
aeronautico (1994) [P-63] assumes the form of a
festive program issued for a ceremony of medal
awarding for aviation excellence. The book's
pages have a fixed layout: photo of an awardee in
the left along with his name and his CV. Goldstein
deleted whole chunks of the text creating abstract
geometrical compositions of black oblongs,
whose different sizes correspond to the extent of
the information provided on each laureate. The
opaque erased oblongs float-hover in the white
void of the page. Their hovering refers, somewhat
ironically, to the awardees' aviation skills,
while implying that the unanchored floating
also relegates their portraits to nonbeing and
therefore undermines their presence and vitality

as well as their transient glory.

Joseph Kosuth, "A Preliminary Map for Zero or Not", Art After Philosophy and After: Collected

Writings, 1966-1990, ed. by Gabriele Guercio (Cambridge, MA: MIT Press, 1991), pp. 221-222.

pp- 126-129 and Galpin, op. cit.
10
Magazine, 62 (January 1988), p. 48.
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See: Nancy Princenthal, "Kosuth at Ground Zero," Art in America, 74 (December 1986),

Robert C. Morgan, "The Making of With: Joseph Kosuth and the Freudian Palimpsest", Arts



erasure. It seems that the answer to this question
is inconclusive, and, at the same time, it is quite
clear that not every erasure in art intends to break
down the work's meaning and its contexts. Surely,
a deconstructive reading of a work of art is not
contingent upon the artist's intention. However,
as demonstrated by British artist Richard Galpin,
a very thin (creative) line separates deconstructive
reading from identifying a deconstructive strategy
in the work.® Erasures in art put the "reader” into a
state of uncertainty, and often also represent such
states. In any case, art has its own ways.

In his Word, Sentence, Paragraph (1986)
[p-39] and Zero and Not of the same year, Joseph
Kosuth has deleted a text from Sigmund Freud's
The Psychopathology of Everyday Life (1901).
The Freudian text discusses the ways in which
repressed conflicts and desires emerge from
the unconscious and find their expression
in everyday behavior. Depicting various
parapraxes (forgetfulness, slips of the tongue),
Freud, who did not believe in accidental
phenomena, concluded that the unconscious
is a-temporal; impressions inscribed in it, in

their different stages and in their consequent

6

metamorphoses, are reconstructible in later
stages and in changed circumstances.

In Word, Sentence, Paragraph, the work shown
in the exhibition, Kosuth used two methods to
place under erasure a case history reported by
Carl Gustav Jung: some sentences are stricken
through by a dazzling neon light bar, while the
diagonal electric cable dangling from the neon
tube goes through other sentences. Whereas the
case description remains quite legible through
the blinding light and fully readable under the
electric cable, its interpretation and analysis are
obscured by the light (a contradiction in itself).

In his text "A Preliminary Map for Zero &
Not," Kosuth writes:

We have a cluster of contingencies: a text, which
represents an order of arbitrary forms which make
a systematic sense (believable while they teach
belief). The words are meaningful, contingently,
in relation to the sentence, and the sentence to the
paragraph. The paragraph from The Psychopathology
of Everyday Life by Sigmund Freud, is meaningful
in relation to exegesis of Freud's work. The use

of Freud's work, in this context, is contingent on

See: Richard Galpin, "Erasure in Art: Destruction, Deconstruction and Palimpsest" (1998), in:

http://www.richardgalpin.co.uk/archive/erasure.htm.

7
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Galpin recognizes the workings of a deconstructive strategy in Kosuth's Zero ¢ Not, ibid.



as well as steers us towards the philosophy of
language and the deconstructive way of thinking,
which also suggests a typographic erasure sign.”
Already German philosopher Martin
Heidegger established the under erasure
strategic practice when he crossed out the word
Sein (Being), letting both deletion and the word
stand. The word was crossed out since, in its
common usage, it was deemed semantically
inaccurate and incompatible with Heidegger's
concept of Being. Nevertheless, in the absence
of a suitable replacement, it was still necessary,
and thus was left legible. Moreover, it is in this
undermined state that the word regains some
of its accuracy. Heidegger points to the fact that
words are charged with particular meanings in
various contexts, meanings that can be removed
by the act of crossing out.” Following Heidegger,
Jacques Derrida would place under erasure the
very system of signification, to which we are
bound in our permanent existential condition
as linguistic creatures in need for a preexisting
repertoire of words, some of which are laden with
meanings that not necessarily fit our intentions.

Vis-a-vis this given, Derrida depicts language

as a game the object of which is to presence the
hidden traces of an endless set of signifiers that
have neither inherent single stable center-origin,
nor unequivocal meaning.

Placing a word under erasure, namely
crossing it out without concealing it, is
contradictory in its essence. It combines two
incompatible, yet not mutually exclusive,
deletion and

situations readability

wherein the sign itself is undecidable. Thus
it constitutes an aporetic opposition that
transcends the binary division of logocentrism.
This undecidability is, according to Derrida, a
necessary precondition to any free decision;
otherwise, we are dealing with programmed
compliance with predetermined imperatives.*
On this basis, deconstruction is applied to a
text. It dissects the text in order to examine its
structuring and its structure. Instead of focusing
on the overt argument, it entails a reading
between the lines with a keen eye for the hidden
meanings, already inherent in the words, and
for the structure or texture of the text.’

When looking at erasures in art, one cannot

but ask whether effaced images are always under

See: Martin Heidegger, The Fundamental Concepts of Metaphysics: World, Finitude, Solitude

(Bloomington, IN: Indiana University Press, 1995). In 1956, in a letter to Ernst Jiinger ("Zur

Seinsfrage" [The Question of Being]), Heidegger referred to the problem of definitions in reply

to his addressee's request for "a good definition of nihilism." See: Spivak, op. cit., p. xiv.

An aporia presents the terms of contradiction as neither polarly opposed nor as resolvable,

dialectically or transcendentally. Instead, it strives to thwart any presence as if in a state of a

nightmare or an obsession. See: Raphaél Zagury-Orly and Stéphane Habib, "Introduction” to
Jacques Derrida, Circumfession (Tel Aviv: Resling, 2007), p. 14 [Hebrew].
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See below, Ronit Peleg, "A World Under Erasure," pp. 110-103.



Images Under Erasure

Irith Hadar

Contemporary art is saturated with visible signs
of erasure. Various erasures are present in it, in
themselves, revealing what was in earlier times
a hidden stage in the creative process. Unlike
looking at works, whose completeness and
meaning are predicated on concealing some of
their parts, the contradictory presence of the
erased and the erased-visible relations are required
for contemporary gaze as a meaning-providing
factor. This presence and these relations are the

subject matter of the exhibition.
Text as an Object in the World
Lexical definitions of the term "erasure” — such as

the removal of writing, recorded material or data;

effacement by rubbing out, wiping off, crossing

off; cancellation; writing off; the place or mark,
where something has been erased; the act of
erasing; an erased word, sign or mark; deletion;
obliteration; blotting out, expunging' — imply
nullification. However, idioms such as erasing of
criminal charges and writing off debts indicate
that dialectically it could also imply an Aufhebung
or sublation, namely a beneficial negation or
repair — a prerequisite for renewal.

Due to their generalizing aspect, lexical
definitions are an undeniably useful tool, whereas
common designations of things and their contexts
direct us to concrete, specific, variable meanings.
However, awareness to semantic fluctuations (of
accumulation and depletion) yields insights into
the contingency of language. The rather charged

phrase "under erasure” deals with language

1 See, for example, http://www.merriam-webster.com/dictionary/erasure.

2 Derridean critical deconstruction focuses on one of the premises of Western philosophy — its

logocentrism or metaphysics of presence, which sees in logos-language-thought a being qua

presence, a center from which emanate all discourse and every meaning; which perceives

language in terms of correctness, meaning and purity; and which, to use Dror Pimentel's words,

has "a place for the one but not for the other." See: Dror Pimentel, The Dream of Purity: Heidegger
with Derrida (Jerusalem: Magnes Press, 2009), p. 251 [Hebrew]. See also: Gayatri Chakravorty
Spivak, "Translator's Preface” to Jacques Derrida, Of Grammatology [1967] (Baltimore, MD:

Johns Hopkins University Press, 1976), pp. xv—xvii.
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Museum, Jerusalem; Tanya Fishman, Tel Aviv;
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insightful catalogue text; to Dalit Matatyahu,
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for the catalogue; and to Raphael Radovan
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realization of an exhibition at the museum is
always a complex task, whose success is aided
by many members of the Museum staff. My

sincere thanks to each and every one of them.

Suzanne Landau

Director and Chief Curator



Foreword

What will the great erasure dictionary look
like? As with language banks, it would be
safe to assume that the dictionary will not
be "erased,” but rather strive to formulate in
words that which was and is now gone, that
which is present as an absence. This quandary,
whose object is modes of erasure in art, is
the thematic basis of the exhibition "Under
Erasure," which explores the status of erasures
in art as a means that questions the positive-
metaphysical presence of anything historical
and current, remembered and discussed,
linguistic and political.

In Michel Gondry's labyrinthine film Eternal
Sunshine of the Spotless Mind (2004; script:
Charlie Kaufman), the idea of voluntary erasure
of tormenting memories of love twists and turns
like a M6bius-strip. Extracted from an Alexander
Pope poem about the love letters from Eloisa

to Abelard, the title refers to forgetfulness as
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consolation. In the course of the film (which
moves freely back and forth in time), however,
visions, which are Rashomon-like excerpts of
the relationships between the characters, flicker
before us, coming directly from their minds: the
relationships which had been, those that could
have been, those that may evolve in the future.
An array of options regarding the history of
erasure thus unfolds before us, juxtaposed with
the topmost question: Is erasure possible at all?
And what is left afterwards?

Modernist avant-garde envisioned a world
that will start over, without memory, as a
cultural clean slate from which the traces and
patterns of the past have been erased to make
room for the new. Examination of the erasure
processes in the exhibition and the catalogue
essays introduces erasure as an act and a sign
which present traces, undermining the ability

to make the erased disappear altogether.
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