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Foreword

The exhibition “Code vs Code” explores the
operation of constraints and limitations that
artists choose to impose upon themselves. The
nine participating artists precede their work
with a formulation of rules and restrictions
pertaining to the qualities of their chosen
medium, acknowledging the liberating aspect
of constraint. How have constraint and
freedom come to be bound together?
Discussing the freedom afforded him by
a constraint in the form of the cumbersome
robot suit he wore for the film Bicentennial
Man (1999), a costume which restricted his
acting abilities, the late Robin Williams said:
“It's very strange. Everything from where your
feet make contact with the ground to the way
you move your hands, it's all dictated by the
suit. Once they encase you iniit, [...] you're kind
of freed by it. It defines who you are. Once you

realize that, then you try to push the limits of

what you can do in it.”

The freedom to opt for constraint as a
means to empower the “disempowered” when
confronting powerful establishments, set the
path for avant-garde artistic movements such
as Dogme 95, founded by Danish filmmakers
Lars von Trier and Thomas Vinterberg. The

"vow of chastity” binding the members of this

group distinguishes its films from the cinematic
yield of the commercial studios, establishing a
type of practice which does not require mega
budgets. The technical and ethical restrictions
self imposed by group members include
shooting in video and on location; recording
the soundtrack during the shooting; use of a
hand-held camera without a tripod; avoidance
of optical effects; rejection of genre movies;
refrain from “aesthetic” decisions based
on personal taste; and even prohibition on
crediting the director.

While the artists exhibiting in the current
show are not a group, they were grouped
together since each ties his potential
personal expression with confrontation of an
operational code or some concocted constraint.
Like the aforesaid suit which limited the actor’s
motion and forced him to seek alternative
modes of expression, the restrictions self
imposed by these artists extract new
possibilities from them, and the exhibition
presents the broad spectrum made possible by
this principle.

First and foremost, | would like to thank the
participating artists for agreeing to take part
in the show and for the fruitful cooperation.

Heartfelt thanks to Edna and Dan Mozes; Sara

and Ran Gorenstein; Noemi Givon of Givon
Art Gallery, Tel Aviv; Sharon Sofer, curator
of the Knesset Collection, Jerusalem; and
Amitai Mendelsohn of the Israel Museum,
Jerusalem, for their willingness to loan works
for the show. Thanks are also due to all
the individuals who made this exhibition
possible: to Irith Hadar, the curator of the
exhibition, for the underlying idea and its
realization in the exhibition and catalogue; to
the Museum’s Chief Curator, Doron Rabina;
to Aim Deiielle Liiski and Ghil’ad Zuckermann
for their enlightening essays in the catalogue;
to Naama Bar-Or for her good work; and to
Michael Gordon for the catalogue’s meticulous
design. Special thanks to Daphna Raz, the text
editor, for sensitively polishing and honing
the texts; to Daria Kassovsky for the attentive
English translation; and to Elad Sarig for
photographing the works for the catalogue.
Big thanks to Raphael Radovan, head of
curatorial services, and to all our colleagues
in the Museum team for their invaluable

contribution in making the exhibition a reality.

Suzanne Landau

Director
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video compilation, 5:54 min loop

Video excerpts focusing on the strokes
of light in Citri’s attic. Each such short
excerpt is a palindrome, symmetrically

folding between beginning and end.
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Covering the paper with graphite and
making cuts in it, until its surface appears
cracked.

D'JI71'N1 D' ,2014 113 71777 ,*QIX |71
TI121INN, 07N 171 11TV QDIX ,40%50 11 7Y
Yonatan Zofy, Broken Paper, 2014, graphite
and cuts on paper, 40x50, collection of Edna
and Dan Mozes, Rehovot
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Drawing the paper surface as seen during the
drawing process under particular lighting

DIY™M JIW7 171 TIX D7 01X 1T
42x56.5,71"1 7V 112"V ,2017-18 ,DIAN{T 12N
Yonatan Zofy, Drawing the Paper to Sleep:
Center Gaze Drawing, 2017-18, pencil

on paper, 42x56.5

WILDWD ,I'TIDN NYIANT ,ANY7YN AT
0T 1Y M 7Y 0N 1T713
.01 071911 1'1 (gradient)

Disguising emphasis, concealing indication,
blurring the paper’s clear-cut boundaries by
creating a gradient between the world and

the drawing.

,2017 ,J717A001¥™M 01X 7T

70x100 1'1 7V 11N

Yonatan Zofy, Frame Drawing, 2017,
pencil on paper, 70x100
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42x59.5 117V 1N2'V ,2017-18 1M1 "71¥
Yonatan Zofy, Drawing the Paper to Sleep:
Paper Margins Drawing, 2017-18, pencil
on paper, 42x59.5

oIY™M :IY7 177 TIX 27 11X I
42x59.5 7M1 7V 11NQW ,2017-18 ,1"1i1 111
Yonatan Zofy, Drawing the Paper to Sleep:
Paper Surface Drawing, 2017-18, pencil

on paper, 42x59.5
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Transfer (pencil pressing) drawing of a
black paste (graphite powder and canola
oil), tracing every brush stroke in Monet’s
painting. Without the colors (light
refractions), only traces of Monet's gestures
on the two-dimensional surface remain.

T113j7V1) AN 7V TNX'XDT 00X 21X (7
17117 1NW1 DA N7IX 2013 (7177212 13
1'IX7771,1"DWINIA 1 DIX ,100x70 171 7Y
Yonatan Zofy, Monet’s Reality Grip (after
Weeping Willow), 2013, graphite powder
and canola oil on paper, 100x70, collection
of Ran Gorenstein, Tel Aviv
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The contour of a pillow placed on the floor
is marked, and the resulting form is filled
forcefully and dynamically with a hard
pencil, until the surface of the paper is made
to look undulant and soft.

,(77712) 1179 QWA 712777 ,'A1X 1711
,100x70 ,11 7V D'N2111NA' 2013

TINNT WO, TINXRYT ' IX™771 [IXTIN (01X
(2018) "TIINX D™MN1A" WD NIXIA{7
Yonatan Zofy, Pencil Rubbing Exercise
(Pillow), 2013, pencil and graphite on
paper, 100x70, collection of Tel Aviv
Museum of Art, purchased through the
Voting for Art acquisition group (2018)
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Dozens of sailboats are drawn on graph
paper. The squares of the sails were pencil
filled in alternating pattern. The contours

of the hulls were drawn with diagonal lines
that cross the squares. An unplanned fading
of the grid is discernible in some of the
drawings.

W7 17X TNTOAN D'NIYM ,]MLYA7)7 TNAX
717V D' 1112 ,2000-10 ,JTINX VD7
X" 28x68 / 28x38 ,]'M7N N177 TNXIN IMXIWN
Efrat Klipshtein, drawings from the series

A Thousand Knots to One Storm, 2000-10,
graphite pencil on graph paper mounted
on melamine, 28x38 / 28x68 each
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A three-dimensional print of a light bulb
and its silhouette. The lighting software was
activated based on the light data at Elkalai’s

time and place of birth, locating the
sun-bulb and its cast shadow in Safed on
4 June 1986, at 3 PM.

,7'DD'701 1770 ,2017 ,7X 71711 U777 NOX
wI1,0"7WIN 7RI IXTIN NDIX ,7x12x11
TI'7XIWT NIINKY DIXAID711 7 M2'TI1

Asaf Elkalai, Shadow Bulb, 2017, brass and
plastic, 7x12x11, collection of the Israel
Museum, Jerusalem, purchased through the
Boxenbaum Fund for Israel Art
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In a dark studio, against a black backdrop,
the artist walks on a hidden conveyor belt,
facing a dolly-mounted camera. The camera
movement to and fro, back and forth,
creates an illusion of spatial movement.

<
Following You Following ,0"1"T 1'"ND"

{77 10:22 ,HD 1X*T" 2016 ,Me

Yasmin Davis, Following You Following Me,
2016, HD video, 10:22 min
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Raymond Queneau :1X1 11170 ™IN 29 7W fIX7N N'WI7 1
et al., Oulipo Laboratory (texts from the Bibliothéque Oulipiénne),
trans. Harry Mathews and lain White (London: Atlas Press,

Anti-Classics, 1995), p. xi
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Ernest Vincent Wright, 4 .(New York: St. Martin’s Griffin, 1996)
Carol Shields, 5 .Gadsby (Los Angeles: Wetzel Press, 1939)
.Dressing Up for the Carnival (London: Fourth Estate, 2000)
Velimir Khlebnikov, Collected Works (Munich: Wilhelm Fink, 6
Vladimir Markov, The Longer :1x1 7 .1968), Vol. |, pp. 202-207
Poems of Velimir Khlebnikov (Berkeley & Los Angeles: University
D1INT1,1Nn{7'T 171NV 8 of California Press, 1962), pp. 156-160
111007 11Y~1712,1X , 21711270 1'RY71 TIXN “1TYD 007
,(1993 121D71X) YN "MIT1 A7 73 ,]R7{70 IR 1DV
Dubravka Ugresi¢, :1x01 D'M1NT1'701 1177 9 .41-40 'Y
The Culture of Lies: Antipolitical Essays (University Park, PA:
1N10X7 ;Pennsylvania State University Press, 1998), pp. 20-33
Stephen J. Chism (ed.), From :1x1,0"M1NT172 7,000 N T 7Y
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Gilbert Adair, A Void, translation of Georges Perec’s La 2
,IX1 112N1N7 3 Disparition (London: Harvill Press, 1994)
Paul Schwartz, Georges Perec: Traces of his Passages :7¥N'7
(Birmingham, AL: Summa Publications, 1988); David Bellos,
Georges Perec: A Life in Words (Boston: David R. Godine, 1993);
Ross Eckler, Making the Alphabet Dance: Recreational Wordplay




Chi nasce muor oimé che passo acerbo
Colto vien ’huom, cosi ordin’ il Cielo
Mosé mori, Mos¢ gia car di verbo
Santo sia ogn’huom con puro zelo
Ch'alla méta giammai senza riserbo
Arrivhuom, ma vedran in cangiar pelo
Se fin’habiam ch’al Cielo vero ameno

Va I’huomo, va, se viva assai, se meno.
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Vladimir Nabokov, Transparent Things (New York: 12
McGraw-Hill, 1972), p. 48
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A to ZOtamorf: The Dictionary of Palindromes (Fayetteville,
[1768] 1bXY17 D™1Ax MW 10 NC: Fullcourte Press, 1992)
Simon :1X1 11 .48 'NV (1942 ,711NQ07 NMNINNA :1'IX"77)
Gerson Berstein, The Divan of Leo de Modena (Philadelphia:
The Jewish Publication Society of America, 1932), pp. 51-52
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The words “sharpening dullness” are
inscribed repeatedly, using a stencil,
until the entire paper is covered.

,2018 ,J11i1j7i1 1"V TTN7 , T'ON DTil
150x147 117V DY

Hadas Hassid, Sharpening Dullness, 2018,
pen on paper, 150x147
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Drawing of the fading process of
a felt-tip pen. The drawn line ends
when the pigment runs out.

717 LY ,2008 ,j717" WID 7¥ O'N 711X, T'DN UTil
D'7W1? 7KW TIDID NDIX ,91x300 117V
Hadas Hassid, The Life Span of a Green
Marker, 2008, felt-tip pen on paper, 91x300,
collection of the Knesset, Jerusalem
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Pencil copies of a computer screen,
representing the results of a web search
for the name “Hadas Hassid.” The content
and order of the drawings is determined
by the algorithm of the Google search
engine.
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Hadas Hassid, three drawings from the
series “Hadas Hassid,” 2014, colored
pencils on paper, 29.7x42 each
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. Per.1cil copy .Of a page from a Hadas Hassid, Side Effects that
patient |nforr’n'at|on leaflet for an Require Special Attention, 2010,
anti-inflammatory drug. pencil on paper, 19x14
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Hadas Hassid, Neither Sensitive nor
Spontaneous, 2012, felt-tip pen

on paper, 140x245

Constrained-angular line movement fills the
surface of the paper from edge to edge.
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Application of vertical strips of paint, which

are subsequently brushed, one by one,
from right to left and from left to right. An
additional layer of vertical strips is applied
thereon, repeating the first part of the
previous phase.

J7V7MTR 1998, T1NT11D X777 ANT7§7 (112) 78Ma)
TI117TX1,120x120 ,71 7V DINA'A1 DI INI7X
1'IXT7,TNINKT 71M72 11V

Gabriel Klasmer, Untitled, 1998, acrylic,
aluminum, and pigment on canvas,
120x120, courtesy of Givon Art Gallery,

Tel Aviv

;ALY TIIT'NY7 17001971 NDYWN NIX 770N T
TIXAWN 1711 TIVIIT TIX 3TN T3Vil TN7D
JNINKX TNXAWND T X1, 11310 ,0N'T7 TINXK

A grid divides the Formica surface into units;
the movement of the line is dictated by the
work’s title: one square forward, a turn, and
two squares back.

,MINX D'TYY "IV 1N'T7 TNX TUX , T'ON DT
84x84 ,i1j7""N112 7V 12V T17 bY ,2018

Hadas Hassid, One Step Forward Two Steps
Back, 2018, marker on Formica, 84x84
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Application of vertical ink strips in
varying rhythms on a paper sheet
placed in different directions.

,1997 ,J1J11D X77 ANT747 (113) 78111
TI11TX1,120%80 ™1 7V 1" T1 j7'7M{7X
1'IXT7T,TNINKYT 71M72 11922

Gabriel Klasmer, Untitled, 1997, acrylic
and ink on paper, 120x80, courtesy of
Givon Art Gallery, Tel Aviv
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Drawing on a sheet of paper wrapped
around a pipe, made by rotating a potter’s
wheel.

,1996 7117712 X77 QNT7i7 (*12) 781

11V32 7137 TX1,80%120 ™17V DA

1 IXT7T1,TNINKT M7

Gabriel Klasmer, Untitled, 1996, graphite
on paper, 80x120, courtesy of Givon

Art Gallery, Tel Aviv
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A kinetic sculpture is installed in the center
of the gallery, rotating around itself,

while projecting a square of blue light
containing technical data (e.g. HDMI, VGA,
No Signal) in search of a signal. The blue
light of the void illuminates drawings (in
pen and phosphorescent paint on paper) of
mechanical, light-emitting mundane objects:
an ATM and a photocopier. The absence of
signal exposes the drawings, revealing an
additional source of light within them.
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An autonomous architectural space is
compressed into a wall structure with
neither entrance nor exit, and is seen

through windows/two-way mirrors.

77 'N"IX YV ,2018 /171097 ,11NON NX
,DI'I'MI7X 77770 , 19X 'NMIX TTTDDT7R
245x325%30 ,]1VW1 11IX1 711111, 71107

Zac Hacmon, Capsule, 2018, wood, acoustic
ceiling panels, floor tiles, silicon, aluminum,
glass, fluorescent light bulbs, and clock,
245x325%30
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.2016 ,217'0X ;2016 , 711 101Y

A film composed of fragments, each
representing an operative feature of the
photographing and recording device. The
sequence indicates burning as a common
element: Recording without a Wind Shade,
2015; Decreased Frame Rate to One Frame
per Second, 2015; Loop, 2015; Increased
Aperture (f-stop), 2015; Lens Flare, 2016;
Automatic Focus, 2016; Burnt Highlights as
Marked by Camera Raw Digital Darkroom
Software, 2016; Shabbat Siren, 2016;
Epilogue, 2016.

J113717 TV IR YA7N 7Y N

TI{77T 12:43 ,J'X1V-TN X TN{7i1,2015-16
Ronit Citri, Hearing Flames video
compilation, 2015-16, one-channel video
projection, 12:43 min
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Efrat Klipshtein’s series A Thousand
Knots to One Storm (2000—10) was executed
on graph paper of a math notebook. To create
the ships appearing on the pages serially,
Klipshtein employed a sweeping constraint:
the diagonal lines comprising the image’s
contours, formalizing the hulls and ropes
and sketching the sailboats, cross the graph
paper’s squares exactly in the middle between
two dots on each square’s perimeter, whereas
the sailcloth, delimited with contours, is
drawn by filling in squares intermittently
with a “flat” frontal pattern which seems
to anchor the ships to the graph paper,
preventing them from sailing away. Over
time, the chosen constraint was reinforced
by an unanticipated external constraint,
set by “reality” or by nature: the exposure
of some of the pages in the series to light,
caused the fading of the squares and erasure
of the grid—the fastening anchor and the
constraint which formalizes the images. The
disappearance of the grid, however, did not
free the pages from their serial presentation,
nor let the ships sail off.

In No Signal (2017), Yoav Weinfeld
reverses the work of a video projector,
making it look for the image on the outside.
The projector rotates and projects the blue
light—the image of the “blank” screen which
signifies absence or a search for a source for
projection—in random beats on the hall’s
walls. In its progression on the walls, the

blue light “encounters” two drawings (ink

and phosphorescent marker on paper) with
images of light-emitting devices—an ATM

and a photocopier—which shine as they
encounter it.

Zac Hacmon’s Capsule (2018) is a
rectangular wooden structure with a
compacted space, delimited on either end
by two-way mirrors. The capsule, which
is deconstructed and reconstructed for
the purpose of display each time anew,
functions as an impenetrable autonomous
space, open only to a gaze through the
windows; these windows, however, allow
a gaze which crosses the space from one
end to the other, without the ability to
focus on detail. The hour shown by the
clock remains unknown. In the museum
space, this characterization is charged with
a reference to the nature of the hosting
establishment, since the white structure of
Capsule is reminiscent of the dryboard walls
set up in the museum as per the demands
of the display. Unlike them, however, in
Capsule, the wall surfaces remain bare.
Capsule sustains a not entirely open, hence
subversive, presence, like an enclave within
the web. At the same time, in the space of
the current exhibition, Capsule was selected
to function as a constraint, and two other
dryboard walls in the space were constructed
according to its exact dimensions. As a
reference to Hakim Bey’s treatise, the work’s
closed interior is a Temporary Autonomous
Zone (T.A.Z.) which allows the individual’s
action even when he is trapped in a web of
power networks.
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(2017), on the other hand, is a sculpture of
a light bulb and its cast shadow created by
means of another technological device:
architectural software which illustrates
light projections in various times and places
for the purpose of lighting calculations in
planned structures. The bulb was sampled
into the three-dimensional virtual space,
but the software’s lighting calculator was
coded using the artist’s date of birth, so that
the screen shows the location of the sun in
relation to the bulb and its shadow in Safed
on June 4, 1986 at 3 PM. The grading of
delicate layers of plastic—the light gradated in
the material—was subsequently determined
on a 3D printer which realized it in matter.
The life histories at the core of Georges
Perec’s Life A User’s Manual (La Vie Mode
d’Emploi, 1978) are gathered into a Parisian
apartment building with ten stories,
numbering ten rooms each. Each room
is a chapter in the book which unfolds the
present life of each and every tenant from
his past.?” A peek in calls to mind buildings
whose fagade was removed—a prevalent
view in post-WWII Europe. Scholar Paul
A. Harris, however, matched Perec’s novel

with an image from Saul Steinberg’s book of

drawings The Art of Living (1949), describing
an apartment building whose facade was
cut away, and we see its residents at a given

27 Georges Perec, Life A User’s Manual [1978], trans. David
Bellos (London: Vintage, 2008). 28 Paul A. Harris, “The Invention
of Forms: Perec’s Life A User’s Manual and a Virtual Sense of the
Real,” Substance, vol. 23, no. 2, issue 74 (1994), pp. 56-85, 62.
29 Perec, Life A User’s Manual, p. 191.

moment in their lives.?® Perec’s work was
often based on a visual image. It was he
who likened the building to a chessboard,
and posed a challenge to himself to solve
“the knight’s tour problem” (la polygraphie
du cavalier): how to move the knight so that
it will cover all the squares on the board
without landing on the same square twice.
This constraint concatenates the sequence
of stories and the book’s organization as an
echo of the structure of a chessboard which
is divided into quarters: every time the
knight touches on all the squares in a quarter
of the board, a new section of the novel
begins. Moreover, each room is, in itself, a
jigsaw puzzle, whose pieces are drawn from
pairs of lists of components to be found in
the rooms, while a mathematical structure
determines which components from each
list will be included in each room. These
rigid constraints are concealed in the book,
but their existence is hinted in the jigsaw
puzzle metaphor: “despite appearances,
puzzling is not a solitary game: every move
the puzzler makes, the puzzle-maker has
made before.”

Perec, however, hides, assimilates or blurs
the code underlying the book’s structure,
making sure his constraints will not signify
the world unfolded in it in a sweeping
manner. Furthermore, the instructions to
this “writing machine” conceal disruptions
and distortions which will reveal themselves
in the implementation phase, or, “as Perec
put it [...] : any ‘system of constraints’ must
contain an anti-constraint built into it,” giving

the system ‘some free play, as the phrase
goes ... one needs a clinamen.” It is the
clinamen, Calvino added, that enables “’the
poetic result’ of literature” which “depends
on something that ‘slip[s] in from another
level’.”" This disruption is manifested, for
instance, in the fact that the book has only 99
chapters, while the building has 100 rooms.
Harris commented that the room found at
the extreme bottom left corner was supposed
to hold chapter 66, but room 65 contains a
square biscuit box (fer-blanc, carrée) whose
lid features a little girl, munching the bottom
corner of a petit-beurre biscuit, and her bite,
which created an absence in the square (faire
un blanc dans le carré) caused the omission
of the next chapter.?> An immanent absence
is also found in the intertwined stories of
the figures realizing the metaphor of the
jigsaw puzzle in the book: Bartlebooth—

30 See Harris, “The Invention of Forms,” p. 63. “The clinamen
[displacement] is the Epicurean term for the unpredictable sway
of atoms that initiates their combination into forms”; ibid.,
p. 61. The Oulipians adopted this trope to describe the openness
to the deviation contained in the network of constraints.
31 Calvino quoted in Harris, “The Invention of Forms,” p. 61.
32 See Perec, Life A User's Manual, p. 318; see also Ido Bassok
and Sharon Rotbard, “Notes to the Hebrew Translation,” in
Georges Perec, Life A User’s Manual, trans. Ido Bassok (Tel
Aviv: Babel, 2005), p. 49, note #373 [Hebrew]. 33 Ibid., p. 497.
34 Themes such as remembrance and forgetfulness,
disappearance and absence, are present in Perec’s oeuvre
in relation to his life circumstances. They are discussed in his
“autobiographical” novel W, Or the Memory of Childhood
[1975]—trans. David Bellos (London: Collins Harvill, 1988)—
reincarnating as a constraint in The Disappearance (La
Disparition, 1969), which was written entirely without using
the letter “e”—the most common letter in French; see also:
Bernard Magne, “Georges Perec, Oubliographer,” Drunkenboat.
com/db8/oulipo. 35 Harris, “The Invention of Forms,” p. 58.

who wove his life around a unique project
whose arbitrary necessity is devoid of all
purpose, a project whose essence is the
painting of landscape images in nature,
their reconstruction as a jigsaw puzzle, their
reassembly and elimination via erasure; and
Winckler—the puzzle-maker who creates
and knows the jigsaw puzzle code—who sets
him a trap of false data by creating identical
pieces for distant points in the painting.
Bartlebooth dies in the last paragraph of Life
A User’s Manual, after nearly completing the
439th jigsaw puzzle and when “the black hole
of the sole piece not yet filled in has the almost
perfect shape of an X. But the ironical thing,
which could have been foreseen long ago, is
that the piece the dead man holds between
his fingers is shaped like a W.”** Bartlebooth,
who chose to erase his life’s work, refusing
to be remembered, fails to implement his
plan. The last jigsaw puzzle he died while
assembling, cannot be assembled.?*

As part of the constraint, the intimate
human stories of the building’s tenants
function as a part within the whole; they
do not precede the model or dictate it, since
it is the model that dictates the parts. Each
new story folds into the web, while each
story has an independent form all its own.
Code and form do not merge, and their
separate existence attests to the immanent
incoherence of things. Thus, Harris
emphasizes, Perec “ultimately reproduces
the real—not as a mimetic representation,
but as texture woven into the inner fabric of
its form.”




importance of selection. She demonstrates
the application of the method, by Lescure,
on Francois De La Rochefoucauld’s
(1613—1680) Moral Maxims, showing how
retaining the original syntactic structure of
the source text leaves traces of meaning in
it, and how substitutions activate embedded
options which were dormant in the original,
and thus open the work up to new meanings.?
The attempt to use existing texts as an object
of an arbitrary (principally infinite) process
of substitution illustrates the desire “not to
close the writing,”*' delegating to the reader
the responsibility for editing meaning, and
leading him to an emancipatory process.
According to Zoty, “drawing strives to free
the viewer from the prison which he himself,
as molded clay, forces on himself.”

In his painting Untitled (1998), Gabriel
Klasmer applied unbrushed strips over
the vertical strips, brushed to the right and
to the left, familiar from his palindromic
machine paintings.?? As such, as an additional

layer added over the brushed surface, they

exclude the painting in relation to those

which a writer must make before writing, essentially manifested
in Oulipo’s conscious use of the chosen regularity, as opposed
to Surrealism'’s aspiration for unconscious, uncontrolled action.
20 James, “Automatism, Arbitrariness, and the Oulipian
Author,” pp. 112-114. 21 See Roland Barthes, “The Death
of the Author” [1968], in Image, Music, Text, ed. and trans.
Stephen Heath (New York: Farrar, Straus, and Giroux, 1977),
p. 147. 22 See Levy, "Dead-End Painting,” p. 149. 23 See
“The N+7 Machine,” www.spoonbill.org/n+7; as maintained
by Le Lionnais, Oulipo “intends to do systematically and
scientifically, if need be through recourse to machines that
process information.” 24 Francois Le Lionnais, “Second
Manifesto,” in Oulipo: A Primer of Potential Literature, p. 30.

preceding it which face the challenge of
avoiding stratification. Nonetheless, the
top strips are a repetition of the action
underlying the painting, thereby presenting
an openness to a possibility of continued
work and mutability.

It is no wonder that the N+7 method
now has a publicly available computerized
application.” The simple, clear rule whereby
nouns are replaced in a given syntactic
structure establishes a mathematical
algorithm implemented by the Oulipians
via analogue means, which are now being
translated into digital computer language.
Oulipo members, who, to challenge writing,
committed not to sneer at the exemplary
value of all acrobatics,?* developed pre-digital
processes for the purpose of organizing
data on index cards which helped them
implement fixed orders, an act in a systemic
concatenation and jigsaw puzzling. But what
was made possible before virtual cyberspace
became a layer of reality, is no longer possible
in a space that has swallowed the anarchic
open web and subordinated it to the service
of mega corporations which construct
profiles of “people like us” to predict which
of their suggested options we will choose.
The feeling that there is no escape from code
and that everything is trapped in a web,
validates and reinforces the urgency of the
need to locate temporary sanctuaries—like
those little sections where only “we decide
which direction to take”—and operate in
them as part of a different regularity, “code

vs code.”®

Harnessing the technical qualities of the
medium to create images is the practice
underlying Ronit Citri’s and Yasmin Davis’s
videos as well as Asaf Elkalai’s sculpture.
Citri’s video compilation Hearing Flames
(2015—16) consists of images, each activating
a given feature of the photographing or
recording device, among them: recording
sound without a wind shade; decreased
frame rate; increased aperture; or activating
automatic focus. Using the camera aids, Citri
tries to observe that which is not subject
to gaze, and to realize in the film a space
in which “the nature conversing with the
camera differs from the one conversing with

the eye,” or, in her own words:

Juxtaposing the fragmentary images on a
single photographic sequence introduces
burning as a common element underlying
each of the photographed excerpts: the sound
of wind in the camera recording resembles
the sound of flames; the refractions of light
resemble sparks; increased aperture yields a
burnt image; the digital darkroom software
marks the burnt areas; and so on. The
video narrative oscillates between two fire

events in the Jerusalem Forest: the murder of

25 This was the topic of Hakim Bey’s treatise T.A.Z.: The
Temporary Autonomous Zone [1985] (New York: Autonomedia,
1991), with which the exhibiting artists are acquainted. Bey
notes that he drew, among others, on Michel de Certeau,
whose book, The Practice of Everyday Life (L’invention du
quotidien)—trans. S. Rendail (Berkeley: University of California
Press, 1984)—draws on the practice of the everyday possibilities
of moderate resistance of the order forced by dominant culture.
26 Ronit Citri in a text written for the exhibition, 2018.

16-year old Mohammed Abu Khdeir,
who was burned to death by a Jerusalem-
based optician in July 2014; and a fire
that threatened to damage the Holocaust
Museum at Yad Vashem in July 2011. The
camera moves from the place where the
youth’s body was found, along the road
passing through the forest, to the Givat Shaul
neighborhood, where the road by which the
body was found begins and ends. The work
concludes at the Yad Vashem observation
deck overlooking the forest (Epilogue),
offering a view of the spot where the youth
was murdered. The camera’s field of vision
allows for the emergence of new content in
the work; with the burning of the image,
the Israeli coniferous forest is replaced by a
snow-covered pine forest, while Givat Shaul
in the background, where the Palestinian
village of Deir Yassin once stood, disappears.
Looking through Yad Vashem’s glass railing,
overlooking the forest, the camera lens
captures the reflections of visitors to the
observation deck as ghost figures against
the backdrop of the Israeli landscape, as
the cypress treetops flicker in the wind like

flames knocking on the structure walls.?¢

The movement of the camera in relation
to the photographed object is the theme of
Yasmin Davis’s video piece Following You
Following Me (2016) which culminates in
a reversal between subject and object: the
photographed artist becomes a passive body,
while the camera undergoes a process of
personification. Asaf Elkalai’s Shadow Bulb
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they are also imprinted with various tiny
distortions and disruptions, caused by the
surface on which the paper was laid. In the
acrylic and ink on paper drawings—Untitled,
1997—the cadence of the verticals, set in an
either horizontal or vertical space, spawns a
checked image.

In Oulipo’s founding manifesto, Le
Lionnais outlined two fundamental channels
for the workshop’s activity: Anoulipism and
Synthoulipism. The first channel is analytical,
engaging in analysis of genres based, by
definition, on formal constraints, such as
sonnets, magic squares, lipograms (writing
which excludes the use of a certain alphabetic
character), palindromes (sequences that read
the same backwards as forward), writing
using a predetermined number of letters,
anagrams (shuffling or transposing letters or
words in a sentence), as well as plagiarism.
The work with such familiar genres was
deemed experimental writing assisted by
strata of the past. Synthoulipism, on the other
hand, was described as the invention of new
formal constraints which were subsequently
enforced on the literary composition. In both
cases, writing is performed while following a
dictate—whether forced by the chosen genre,
or one conceived by the writer. It is a scheme
of arbitrary constraints with no goal other
than its own realization. The choice and
invention, and the constraints they structure,
are conscious, orderly procedures; they may

15 See Francois Le Lionnais, “Lipo: First Manifesto,” in Oulipo:
A Primer of Potential Literature, ed. and trans. Warren E. Motte
Jr (Normal, Ill.: Dalkey Archive Press, 1998), pp. 26-28.

be known, but they are not always visible to
the reader (or observer) in detail."

As a reflection of the stance that seeks to
mark off an autonomous little section of the
world, the use of prevalent literary structures
or copying from existing works were not
intended to sabotage or eliminate the existing
structures, but rather to introduce them to
innovations. Calvino’s If on a Winter’s Night
a Traveler, for instance, is congruent with
the “novel” category, yet it still structures it
uniquely. It addresses writing and reading,
the abyss gaped between writer and reader,
intertwining chapters written in the second
person singular, as an address to the reader,
and chapters which are the beginnings of
“other” books, since the author begins to
read a story each time anew, but, for reasons
which are beyond his control, never finishes
it. Calvino thus wrote ten openings to
stories which differ either in plot or in the
writing modes, and mainly—differ from the
style identified with his writing. Moreover,
the very concept of writing a story which
consists of narrative potentialities appears in
the body of the novel itself as a wish which
the writer plans to realize via a constraint:

I would like to be able to write a book that is
only an incipit, that maintains for its whole
duration the potentiality of the beginning,
the expectation still not focused on an object.
But how could such a book be constructed?
[...] Today I will begin by copying the first
sentences of a famous novel, to see if the

charge of energy contained in that start is

communicated to my hand, which, once it
has received the right push, should run on

its own.”®

Yonatan Zofy’s Monet’s Reality Grip (2013) is
a transfer drawing in pencil and black paste

(graphite powder and canola oil), essentially

tracing every brush stroke in one of Claude
Monet’s Weeping Willow paintings. A
master whose gaze at the visible is color-
based, Monet’s image virtually disappears
in black-and-white, and what remains on
the paper are only the brush strokes, which
are the hand’s grip and the eye’s grasp of the
given piece of reality, and the traces of the
pencil, which refer exclusively to the white
paper rectangle. The throbbing expanses
in the series Drawing the Paper to Sleep
(2017—18) are a meticulous drawing of the

16 Calvino, If on a Winter's Night a Traveler, p. 177. In this
spirit, Raymond Queneau’s book Exercises in Style [1947],
which preceded the establishment of Oulipo, was founded on
the fugue structure—a major theme introduced successively
by the performing voices, unfolding in variations—which was
converted from music to literature. A short, banal story is told in
99 different ways. The 99th permutation, entitled “Unexpected,”
documents a conversation around a table in a café, at the end of
which it surprisingly turns out that one of the participants took
part in the occurrence described in the previous 98 variations.
17 Yonatan Zofy, in an email correspondence with the
undersigned during his work on the drawings; the following
unreferenced quotes were extracted from that correspondence.
18 See James, “Automatism, Arbitrariness, and the Oulipian
Author,” p. 112 [French]. 19 This argument which was later
adopted by the group’s objectors, introducing the need to
distinguish the particular type of mechanical automatism
enforced by the method from Surrealist automatism which the
Oulipians rejected outright. The distinction, which calls Freud's
eschewal of Surrealism to mind, was found in their aiming for
controlled work and in the crucial significance of the choices

paper’s surface and fibers, as seen during
the drawing process under specific lighting.
Despite their appearance, they contain no
abstraction: these are concrete, material
drawings in their reference to reality, which
present an existing situation pertaining
to drawing on paper. The drawing Zofy is
present as one who emphasizes the presence
of the paper, which is the drawn object as
well as the surface of that very same drawing.
“I cast the weight of my existence onto the
material with absolute faith,” the artist
explains, “so that every action and every
choice is a living representation of the state of
affairs, and every insight I have as an artist is,
in fact, a link between a visual occurrence on
the paper and a real situation in the world.”"”

During Oulipo’s fourth meeting (13
February 1961), Jean Lescure proposed
the creative use of a dictionary as part of
the constraint M+n. “The Mz#n method,
proposed initially in the more limited form
S+7, [...] consists of replacement of the words
(M; mots in French / T.N.) in an existing
(whether literary or not) text with other
words of the same genre which precede
or follow them in the dictionary.”® In the
limited version (S+7), accepted by Oulipo,
only the nouns are replaced (S stands for
substantifs in French; or N to denote noun—
hence its English name N+7). The application
of this method can transform a writer from
an omniscient author to a purely mechanical
function, an automaton of sorts'®—but Oulipo
scholar Alison James negates the feasibility
of an Oulipian automatism, stressing the




were concerned, subordination to rules,
formal limitations, and mathematical
constraints—writing which emerges from
the “building blocks of language”—promoted
voluntary and controlled work, while
liberating one from the tyranny of personal
handwriting and the traps of fixation,
custom, expression, and even chance.” They
regarded the so-called “Scream” literature,
for example, as trapped in the conventions
of personal expression, impulses, and
psychological enigma.

“Everything concerns the Oulipo,

including the Evian Conference and the

7 The multiple opinions, approaches, and applications gathered
under Oulipo over the years prevent a comprehensive summary
of its activity. The veteran members, including writers Georges
Perec, Italo Calvino and Raymond Queneau, indeed passed
away. In 2010, however, Oulipo numbered twenty members,
among them a dozen activists who participated in monthly
meetings and readings before an audience, contributed to the
group’s publications (La Bibliothéque oulipienne), and taught
at writing workshops. The Oulipo jubilee was celebrated that
year at several conferences [see: Michael Leong, “Rats Build
their Labyrinth: Oulipo in the 21st Century,” Hyperallergic.com
(May 2015)] and the publication of the Oulipo Compendium
edited by Harry Mathews. Oulipo’s activities have left an imprint
on the research of contemporary linguistics, in Structuralism’s
linguistic transformation, and in critical theory. 8 Le Lionnais
assertions, in one of Oulipo’s first meetings, refer to the
meeting convened in 1938 in the French city of Evian (to
discuss the Jewish refugees from Nazi persecution) and to
a rabbit stew (gibelotte) in white wine, which were set on a
single plane; see Levin Becker, Many Subtle Channels, p. 97.
9 In this context, Amotz Giladi mentions Sigmund Freud's work
The Joke and its Relation to the Unconscious [1905] which
exposes the unconscious mechanism underlying language as
a whole via play on words; see Giladi, “Coaxing Language,”
p. 262. 10 Georges Perec coined the title “Les Gnocchis de
I'automne” (The Gnocchi of Autumn) as a pun on Socrates’s
teaching “Gnothi seauton” (know thyself). 11 Lescure quoted
in Giladi, "Coaxing Language,” p. 259. 12 Italo Calvino, /f on

making of gibelotte,” and this concurrence
is possible only in a playful sphere where
unconventional rules and modi operandi
apply.® In contemporary practice, it turns
out, there are no “gnocchis de automne,”
representing the pleasure-taking aspect of
playfulness. Distortion today operates more
as self-irony, as in Hadas Hassid’s The Life
Span of a Green Marker (2008)—an image
created by fully exhausting the amount of
ink contained in a green marker, which
simultaneously conjures up faraway poetic
landscapes.

The members of Oulipo, whose studies
were centered on language, saw the potential
for unearthing reality, as objectively as
possible, in the signifier and in discourse.
“What interests me,” mathematician Jean
Lescure explained, “is that language—in
itself, by itself—wishes to say something.”""
And Italo Calvino added:

How well I would write if I were not here!
If between the white page and the writing
of words and stories that take shape and
disappear without anyone’s ever writing them
there were not interposed that uncomfortable
partition which is my person! Style, taste,
individual philosophy, subjectivity, cultural
background, real experience, psychology,
talent, tricks of the trade: all the elements
that make what I write recognizable as
mine seem to me a cage that restricts my
possibilities. If I were only a hand, a severed
hand that grasps a pen and writes... Who

would move this hand?”'?

Yonatan Zofy draws exclusively in graphite,
concocting unique techniques which are
inseparable from the image taking shape
as a result of their use. These techniques
are intended to deprive his hand of innate
cultural and psychological sensitivities, and at
the same time reinforce a direct and intimate
physical presence. In Pencil Rubbing Exercise
(Pillow) (2013), he created a quasi-mimetic
image without trying to imitate the object’s
appearance, when he sketched the contour of
a pillow on the paper and filled the delimited
shape with hard pencil drawing while
applying pressure, an act which resulted in

a Winter’s Night a Traveler, trans. William Weaver (London
Vintage, 1981), p. 171. Calvino, who was already a renowned
and greatly respected author, joined Oulipo in 1968 on the
invitation of Raymond Queneau. In the group, he found an
audience favorable to his ideas about the systematic and
mechanical dynamics of writing, which he had presented the
previous year in his lecture “Cybernetics and Ghosts” (1967).
Following Claude Levi-Strauss—who elaborated on a distinction
between the bricoleur (one who collects and composes from
the existent) and the engineer (who invents new tools and
materials), a distinction which he introduced in his book The
Savage Mind [1962], further stressing the necessary dependence
of both on the inventory of materials and tools and the databases
at their disposal—Calvino proposed to regard literature as a
combinatorial game which derives options from given materials.
13 Itamar Levy, “Dead-End Painting,” trans. Daria Kassovsky,
cat. Gabriel Klasmer: EFES/1, curator: Ellen Ginton (Tel Aviv
Museum of Art, 2014), p. 150. 14 In his doctoral dissertation,
Klasmer cites Maurice Merleau-Ponty, who observed that the
solution to one problem necessarily affects the entire system:
“Just when he has reached proficiency in some area, he finds
that he has reopened another one where everything he said
before must be said again in a different way”; Maurice Merleau-
Ponty, “Eye and Mind” (1961), trans. Carleton Dallery, in
Maurice Merleau-Ponty, The Primacy of Perception and Other
Essays on Phenomenological Psychology, the Philosophy of
Art, History and Politics, ed. James M. Edie (Evanston, lllinois:
Northwestern UP, 1964), p. 189.

ripples on the thin paper. The texture of
the paper and the luster of the graphite that
corresponds with the lighting, furnish the
depicted pillow with its quintessence and
glow.

Deliberate avoidance of spontaneity in
manual practice has characterized Gabriel
Klasmer’s work since the 1980s, when he
started building “painting machines”—a paint
brush operated by a conveyor belt—and used
them to draw straight, horizontal or vertical,
lines on the canvas. The “constrained”
painting (straight lines), forced by the
painting machine, was diagnosed by scholar
Itamar Levy in terms of Oulipo’s practice.™
Klasmer’s turning to painting, which does
not seek to convey the artist’s inner world,
but rather his operation within the medium,
proposed an answer to the question of
“painting after the death of painting,” as an
alternative way to confront painterly issues,
such as orientation and depth, color and
form, stain and line, movement, contour,
and physiognomy.™ All the drawings in the
exhibition were created with conventional
drawing materials, graphite or ink on paper,
but the image in them is formalized according
to the surface on which the paper was placed
and the way in which it was placed thereon.
Two of these images—Untitled, 1996—were
created by the touch of the graphite pencil
on paper attached to a potter’s wheel. The
resulting image is thus round when the paper
is placed on the wheel, and rectangular when
it is wrapped around a pipe. The images are
perfect in their mechanical regularity, but




independent presence, it centers the entire
presentation on itself as if it were its code,
while appearing trapped, heart-rending in
its solitude. These circumstances elicited
an irresistible temptation to read the drawn
text with its fragilely-rendered letters,
although concentration on reading the text
in a drawing on a wall was experienced as a
foreign act, out of place; as interference with
the observation process. While reading, I
learned that the written text, too, discusses
an obstruction or disruption embodied in a
given system, in reality’s routine. A closer
observation revealed additional distortions,
such as the drawn letters, which are not
as coherent and orderly as in the printed
original, attesting to the challenge of fidelity
to the original. The drawn story and its
drawing mode are reflected in one another as
in a hall of mirrors.

Diagnosing the work’s self-referentiality
is not enough, however; relating to the
obedient copying as a drawing procedure
also claims attention. The relinquishment
of personal expression for perfection of
execution, the choice of manual tracing, the
presentation of the textual outcome as a

drawn image, as well as the way in which it

is featured in the exhibition—all these keep
the work within the bounds of the drawing
medium, while concurrently undermining
the medium’s conventions. Drawing’s minor

quality greatly restricted its commitment

3 Alison James, “Automatism, Arbitrariness, and the Oulipian
Author,” French Forum, 31:2 (Spring 2006), pp. 111-125, 120.

to representation of the visible, while
furnishing it (certainly since modernism)
with a wide range of unique expressive
possibilities. Since the act of copying has
been embraced, however, constraint has been
present in drawing as a ubiquitous sign, as
a sign that signifies its signifier, or a signal
signifiant, as Alison James defined it.> Why
opt for a strict formalist dictate when all
the institutional restrictions have already
been lifted? In the context of contemporary
practice, this quandary spawns questions
about the concept of freedom, particularly
the freedom of choice, which are nourished
by the suspicion that under every discovery
of freedom, yet-undiscussed constraints
lurk.

The need to redefine the work’s autonomy
and procedures based on a rigid dictate, or
to condition its freedom by applying a
chosen constraint, presented itself after
I became acquainted with the work of
artists Asaf Elkalai (b. 1986), Yasmin Davis
(b. 1981), Yoav Weinfeld (b. 1987), Zac
Hacmon (b. 1981), Yonatan Zofy (b. 1983),
Ronit Citri (b. 1975), and Efrat Klipshtein
(b. 1971)—most of them, nascent artists.
Only when it became established as a
phenomenon were works by seasoned artists
brought in; artists such as Gabriel Klasmer
(b. 1950) and Hadas Hassid (b. 1969), whose
oeuvres as a whole are informed by the
poetics of constraint. Each of the aforesaid
nine artists precedes his/her work with
formulation of simple, clear-cut ground rules
pertaining to the qualities of the medium.

In each case, the potential of personal
expression requires confrontation of these
rules, which restrict expression, shaping the
work and highlighting the reflexive nature of
act and effect, which are mutually reflected in
one another. This procedure, which captures
the personal in tight medium-bound frames,
reminded me of the Oulipo (Ouvroir de
littérature potentielle; Workshop for Potential
Literature) members’ aspiration to refresh
writing by “coaxing” language.* Thus, the
works gathered for the exhibition have been
juxtaposed with consideration of Oulipo’s
concept of the liberating constraint and some
of its literary manifestations, which clarify
part of the riddle, examining the extent to
which the function and functioning of the
constraint changes in new contexts.

Indeed, the implementation of a
“liberating constraint” in the visual field
is not foreign to Oulipo, but my interest
here is constraint as a pillory which makes
for free praxis, switching from the visual

to its essential formulation in writing, and

4 As the title of Amotz Giladi's essay, “Coaxing Language:
Reflections on the Essence of Conventions,” Ho!: Literary
Magazine, 3 (February 2006), pp. 259-269 [Hebrew]. 5 In
Oulipo’s first manifesto from 1963, Francois Le Lionnais
noted the success of artist Auguste Herbin (1882-1960) in
implementing an alphabetical constraint: in the 1940s Herbin
played a major role in such associations as Abstraction-Création
and Salon des Réalités Nouvelles. As part of these he developed
a visual language whose characters are geometric forms, and
at the end of that decade he published the manifesto L’Art
non-figuratif non-objectif. In 1980, Le Lionnais also established
the workshop for potential painting, Oupeinpo (L’Ouvroir de
peinture potentielle), which is still active. 6 Roubaud quoted
in Daniel Levin Becker, Many Subtle Channels: In Praise of
Potential Literature (Cambridge, MA: Harvard UP, 2012), p. 97.

then back to the visual.® Beyond the time
line, a bridging is performed here between
the principle (formulated in the mid-
20th century) and its applications (in the
ensuing decades), and between these and
contemporary practice, based on parallel
instances, such as the attempt to avoid
“expression,” or the creative necessity for a
preliminary definition of an autonomous
sphere of action. In the present reality, in
which all aspects of existence are coded
in black boxes of algorithms, the only way
out of the tangle seems to lie in a “viral”
distortion of the code and its deflection to
create enclaves of rebellious regulation. In
an interview held about a decade ago, poet
and mathematician Jacques Roubaud, who
joined Oulipo in 1966, cited the following in
the name of one of the workshop’s founders:
“[IIn the world in which we live, we are
beholden to terrible constraints, and [...]
death is the only way out of the labyrinth.
The least we can do is mark off a little section
of it where we’re the ones who decide which
way to go.”® To some extent, this quote
indicates acceptance of some “grand order,”
and a decision to take action—be it radical
and subversive as it may—within it.

The writers and mathematicians who
in 1960 grouped together as Oulipo on the
initiative of writer Raymond Queneau—for
whom group members were akin to “rats
who build the labyrinth from which they
plan to escape”—and mathematician
Francois Le Lionnais, felt strongly about the
advantages of firm dictates. As far as they
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Trapped in the Network

Irith Hadar

Regular train lines without demand are
trapped in the British rail network due to
organizational constraints. They are kept
in operation—albeit with limited service—
since their shutdown involves a lengthy and
complex parliamentary procedure, running
without passengers, save a few railway
enthusiasts and ghost train hunters. It is
precisely the persistence of this independent,
futile movement within the system that
enables the entire network to meet the
requirements set forth by the law regulating
its operation.

I encountered this information about the
constraints of the train network—originating
in a New York Times article translated to
Hebrew for Haaretz daily (9 December
2016)—in a drawing (pencil on paper) by
Hadas Hassid, featured in her exhibition
“Ghost Trains” (2017)." Hassid used a
tracing light box to faithfully (1:1) copy the
article by hand, meticulously drawing the

photographic illustration that accompanied it

from observation. The small drawing, made
in fine graphite grayscale, was hung alone on
a broad white wall, thereby emphasizing its
status as a precious object and a focal point
for observation from a given distance.? In its

1 Jerusalem Artists House; curator: Yanai Segal. 2 The drawing's
installation corresponded with the work Stairs (2017) which
crossed the space from side to side.
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