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Self-Portrait, 2005, 0il on canvas, 60x50 cm
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7NN UNA UIN 1" 35%45 ;71 7Y 1IY,2008 , YW1’ 1831 1200
The Square in Kfar-Yehushua, 2008, oil on canvas, 45x35 cm, private collection, Herzliya



Elie Shamir
Idyll

White light falls
on a huge land.

In its womb, my father has been buried for three days.

Lift your eyes and see:

beyond the screen of haze,

a solitary eucalyptus

stands.

Empty pens cast a dark shadow
on drying cow-dung.

A crooked electricity pole,

holds out.

Next to the oak

Thai women gather onion in silence.

Goldens the onion skin
against azure Carmel
wonders.

And in the light,

here close,

within a little orchard,

a plumb tree

and maidens.

Ayelet and Yasmin from Nazareth
pick the ripe fruit.

In front, among the thorns, kneel
Lilach Dafna and Shira

with two kids.

Stormy movement of the weeds
over black clods.

Red fruit gleams

amid the leaves.

Blink of an eye,
late afternoon,
shadow of twilight
and evening.
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,2012 (NPT "NV DY NIXINA 7T MY N112) I '
20N TYINT TNOT N7 fUIN DT 150%150 ;71 7V 1Y

Idyll I (Shamir girls and Yasmin from Nazareth with two kids),
2012, oil on canvas, 150x150 c¢m, collection Ygal and Sheila Sonenshine, USA



n"T 100x 70 1™ 7Y 70U ,2011 ,(N1NTA "NV OY NIXIN 'RUM 1Y M) I ' mr
Idyll II (Shamir girls and Yasmin from Nazareth with Two Kids), 2012, pastel on paper, 70x100 cm 21i20



n"U 76x56 1" 7Y 0M-yaX1 7008 ,2012 IR
Idyll I, 2012, pastel and watercolors on paper, 56x76 cm
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Nn"" 61x50 ;72 7V 1Y ,2011

Idyll IT (Shamir girls and Yasmin from
Nazareth with Two Kids), 2012, oil on canvas, 50x61 cm
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n"u 237x175 719V 11w ,2012,n711A
Farewell, 2012, oil on canvas, 175x237 cm
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INIYY U0 UIN N"T 303x204 ;71 7Y 1V ,2002 1171M'Y MYy2an IXRYIT 7Ry 0Tjyn TMya
On previous page: Jezreel Valley from Shimron Hills, 2002, oil on canvas, 204x303 cm, private collection 29128



TNIYY UNININ,AQU 1T QUIN 2”0 310%200 ;71 7Y 19¥ ,2006 ,0NNXA TN DI TRYIT Jny
Jezreel Valley from Um El Fahm, 2006, oil on canvas, 200x310, Doron Sabbag Collection O.R.S. ltd., Tel Aviv



Tel Kasis, 2012, oil on canvas, 160x240 cm 1”0 240x160 ;71 7Y 1MV ,2012 ,0'0{7 N 31130






Landscape with Cut Down Cypresses, 2012, oil on canvas, 117V 11¥,2010,0'M12 O'W112 0OY 91

120X200 cm, private collection, Herzliya  1"7X7n ,"u1a fUIN,N"T 200x120 33132
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n"U 100x65 1M1 7Y 7UU08 ,2012

On previous page:
Shay and Yael at the Grove,
2012, pastel on paper, 65x100 cm

;017X NY1IN1 Mpnon
Nn"U 240x160 ;11 7V 1Y ,2012

Combing in the Eucalyptus Grove,
2012, oil on canvas, 160x240 cm
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n"u 100x70 ;11 7Y ¥ ,2012 ,MI3T
Sheds, 2012, oil on canvas, 70x100 cm 39i38



n"u 90x75 ;11 7Y 1MW ,2012-2010 ,N1 XAX
Father Resting, 2010-2012, oil on canvas, 75x90 cm
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21"0 100%66 1™ 7Y '7UUA ,2012,(2NTN 1N) 711 1MX¥ND MXY-1iIrT
Self-Portrait Painting Landscape (Golden Age), 2012, pastel on paper, 66x100 cm

(Un3) N"T 270x180 ;11 7Y 1MW ,2012,(2NTN 11N) 711 A1N¥ND MXY-171T
Self-Portrait Painting Landscape (Golden Age), 2012, il on canvas, 180x 270 cm (Detail)






n"U 270x180 ;11 7Y 11IV¥ ,2012,(2NTN 71N) 711 IMX¥N0 "MXY-171T
Self-Portrait Painting Landscape (Golden Age), 2012, oil on canvas, 180x 270 cm
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Nn"T 35x45 71 7Y 19V ,2011 1NN 11T - XAX
Father - Last Portrait, 2011, oil on canvas, 45x35 cm




n"T 100x65 1™ 7Y 7003 ,2012 ,N13307 NNNN "IN XAR
Father and | Under the Shed, 2012, pastel on paper, 65x100 cm
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1T 320%206 ;12 7Y 11¥ ,2011 YAV 77122 "IN XAX
Father and | - Life Size, 2011, oil on canvas, 206x320 cm



n"" 150x105 ;711 7Y 11V ,2012 ,727y2 T1ua'7p
Foggy Eucalyptus, 2012, oil on canvas, 105x150 cm 49148



NIXIN X'waTT 1M NINIT fUIN,N"T 150X100 72 7Y 1Y 2011 ,AWUNN1 1WA
A Bridge and a Grove, 2011, oil on canvas, 100x150 cm, Yossi and Daniela Lipschitz Collection, Herzliya



1N-NN7,"U13 UIN ,N"T 270x180 ;11 7V 11¥ ,2009-2008 ,7Ny7 Uy 1Y
To the Valley, 2008-2009, oil on canvas, 180x270 cm, private collection, Ramat Chen 51150



n”u 70x100 7" 7Y 7UU0A ,2010 ,gRY7 WY 1'wn n1na
Farewell to Lullaby to the Valley, 2010, pastel on paper, 100x70 cm
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N"T 39%20 ,U NN ,2008 ,j7ny'7 vy 1y
Lullaby to the Valley, 2008, etching, 20x39 cm



13 fUIN,N"T 150X105 ;71 7Y 1V ,2012 97w nTYA NIN
Oak in the Field, 2012, oil on canvas, 105x150 cm, private collection
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n"" 70x50 ;11 7Y 1MW ,2012 ,i7712X 'Y 127 QY IRYIT gny
Jezreel Valley with Sheikh Abreik Tomb, 2012, oil on canvas, 50x70 cm



U0A OUIN U 180x130,71 7Y 11V ,2012 X172 Y11 OY OMIX NYIN

Oak Grove with a Bedouin Shepherd, 2012, oil on canvas, 130x180 c¢m, private collection







n"" 120x90 ;71 7Y 11¥ ,2012 ,211AXA 17T NIN
An Old Oak in Spring Time, 2012, oil on canvas, 90x120 tm 59158



N"U 40x40 772 7Y 1Y ,2012 X7 NIN
Oak in the Summer, 2012, oil on canvas, 40x40 cm



n"T 70x100 7" 7Y U0 ,2012 5N MXY-1g1T
Self-Portrait at Winter Time, 2012, pastel on paper, 100x70 cm
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n"u 65x50 1M 7Y 700D ,2012 ,WN OY PTIVD
Studio with Fire, 2012, pastel on paper, 50x65 cm
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n"U 50x70 ;72 7Y 1IW ,2012-2009 ,]'U171'X NYIAVU DY 'WUn
Meshi with an Engagement Ring, 2009- 2012, oil on canvas, 70x50 cm




Nn"0 70x100 ;72 7Y 1Y ,2012 ,9¥2 NTMVY nanl
Noga Planting Onions, 2012, oil on canvas, 100x70 cm



Nn"U 30x30,72 7Y 1Y ,2012 ,511N2 T1Ua'7X
Eucalyptus in the Winter, 2012, oil on canvas, 30x30 cm 6564



Nn"U 40x30 ;71 '7Y 1Y ,2011 ;7T Myaa
Zaid Hills, 2011, oil on canvas, 30x40 cm



703 fUIN,N"T 70x50 ;71 7Y 1w ,2012 ,JNT122 1YX N7
Young Olive Tree in the Orchard, 2012 oil on canvas, 50x70 cm 67166



Nn"U 40x30 ;71 7V 11V ,2012 ,0WA1 TIUA"IN
Eucalyptus in the Rain, 2012, oil on canvas, 30x40 cm



QAN TN 'Y 21T QUIN,I"T 122X122,72 7Y 1IY,1995 ,(011180 NT1INNA 1M1 U70X) nnavn jgnT
Family Portrait (Achilles Chooses the String of Pearls), 1995, oil on canvas, 122x122 cm, Dubi Shiff Collection, Tel Aviv 69168



n"u 65x50 1™ 7y 7008 ,2012 "TIUTNN UIn
View from the Studio, 2012, pastel on paper, 65x50 cm



Father and | - Life Size, 2011,
oil on canvas, 206x320 cm

Father and | Under the Shed, 2012,
pastel on paper, 65x100 cm

Shamir composed a melancholy poem, an elegy to the golden age that is no more.
The painting is also a lament for the artist's father and for the things he represented
- the center of the painting is taken by the farmer's wagon, a fourth object if you will,
that serves as a firm platform and basis for the figures as well as for the painterly
composition. This is the wagon on which Hillel Shamir was carried for burial in the
village, and its presence notes his absence, like an empty chair.® It only remains
to look at the painting and ponder: does not Elie Shamir in the self portrait appear
many years older than his actual age and almost totally resemble his father? Has
Shamir merged father and son into one image?

The element of the enigmatic self portrait draws us back to the preceding painting,
Father and | - Life Size (2011), in which Elie and Hillel are portrayed side by side. It
is @ monumental painting depicting the full height of each of them dressed from
head to foot in working clothes, and in the background the studio of the painter (the
white building to the right) and the calf shed of the father. They are standing like two
cypresses in the family farm - their feet are planted in the ground with their heads
striving upwards; like the axis mundi they are the connection between the top and
bottom poles, between the domains of the idyll and the reality of the elegy. That is
how the son wants to remember his father — the two of them standing on a dirt path
forking into two paths - each of them destined to take a different road. Life goes on.

The pendulum of the oeuvre of Elie Shamir still swings between the pole of the idyll
and that of the elegy. It does not lean to one side or the other but rather inspires
serenity in the elegiac picture and spreads melancholy over the idyllic occurrence -
merging the two poles. And thus while these paintings represent the absence of the
golden age they celebrate life at the present points of time and place. The harvest
of Elie Shamir in this chapter of time has been sown and shaped under the aegis
of the existence and absence of his father, who might yet reappear in the painting
of the son. These were chapters of the father.

18 For the significances of the empty chair see Mordechai Omer, Present-Absent: The Empty Chair in
Israeli Art, The Genia Schreiber University Art Gallery, Tel Aviv University, 1991.

71:70



the pyramidal arrangement of the figures in the painting by Ingres is bounded by
the gable of a Greek temple whereas in the Shamir painting it is demarcated by
the sloping roof of a farm building. Other components of Shamir's Golden Age were
gleaned from the painting Las Meninas; the most outstanding one is the way the
portrait-figure of the painting artist is positioned. But even more important than that
is the covert component: the subject of the Spanish painting is the images of King
Felipe IV and his Queen who are, with some difficulty, seen in the small mirror at the
center of the composition, above the head of the Infanta Margarita. All the figures
in the painting face them (in our, the viewers', direction), and this also applies to
Shamir's painting - the frontal positioning and the similar facing of the painter and
most of the figures (except for the animals) betray the subject of his painting, namely
his king and queen - the landscape. By virtue of this connection Shamir has titled
this painting Self Portrait Painting Landscape, and appended to it The Golden Age.

Consequently, the golden age is the time of nature and of landscape, of the “Shamirian
Place” as it has become embodied in the Jezre'eli myth, serving as an idyll - in
accordance with the way it is defined in this painting. Indeed? Let us address this
painting once again. The key to The Golden Age could possibly be the three objects
portrayed: the guitar, the sickle, and the mirror. Within the context of the painting
these three serve as symbols of vanitas,® that is to say, symbolic still life meant
to remind one of death and of the transience of things in the material world, in the
spirit of “vanity of vanities, all is vanity”,” in the words of Koheleth. Namely, music
is destined to cease and is necessarily temporary; the mirror is @ symbol of vacuity
and in this painting neither the young girl nor the longed for landscape are reflected
in it, only a dark detail of an empty lifeless cowshed; and the sickle (which is not a
traditional vanitas symbol) which apart from being a reaping tool (i.e. clipping, cutting
off, amputating) also brings to mind the absence of the socialistic (and communistic)
breeze that blew in the expanses of the Valley in its golden age days. The painting
thus reveals itself to be less idyllic and more elegiac. In this painting

16 Vanitas is a genre of still life painting which includes symbols such as skulls, timepieces, musical
instruments, candles, mirrors and glass vessels, books, flowers and fruit in the process of rotting,
in order to signify their earthly transcendence and as reminders of death. This genre flourished
in Dutch and Flemish painting of the 16th and 17th centuries.

17 Ecclesiastes, 1, 2



Diego Velazquez, Las Meninas,
1656, oil on canvas, 318x276 cm,

Prado museum, Madrid

detail: Self-Portrait Painting
Landscape (Golden Age),
2012, oil on canvas, 180x270 cm

Father - Last Portrait, 2011,

oil on canvas, 45x35 cm

painting Lullaby for the Valley. This is a separation-from-a-painting painting, but it is
also a separation from a place, from the people of the place, and from its inherent
idyllic possibility.

The Song of the Valley contributed to the formation of the “myth”, which in effect is the
special standing of the Jezre'el Valley in the Hebrew history and culture nurtured by
the halutzim of the collective agricultural settlement with the fruit of their labor and
their (usually literary and poetical) works of art. That was the time of a markedly
socialist-Zionist pioneering building, the time of a return to a physical connection
to the soil of Eretz Israel and to nature, and the birth of a new Jew. This was the
Jezre'el Valley Golden Age.

The Golden Age is the additional name of the painting Self Portrait Painting Landscape
(2012) - a large and impressive painting, and one of the most complex scenes
Shamir has painted to date. This is @ marvelous example of the artist's pursuit of
and unyielding striving for a masterpiece. As stated in the title, this is a self portrait
of the artist engaged in painting a landscape: Shamir is positioned to the left of the
composition beside the easel and facing to the front, in the direction of the figures
gazing at him and at the landscape behind them that he is supposedly painting.
Apart from the artist there are nine figures in all including six young women, two
young men, and an infant - as well as three animals, a bitch, a goat, and a she-
ass — each figure engaged in a different activity: a maiden stroking the dog, another
feeding the goat, a young mother holding her baby girl, a damsel holding a mirror
and combing her hair and another playing a guitar (the latter two are sitting on a
farmer's wagon), a young girl holding an uprooted plant, a boy dressed as a cowboy
and another one riding the she-ass. The event is taking place right inside the Shamir
family's farm in Kfar Yehoshua, against a background of trees and farm buildings.
A pastoral fraternity between man, nature and beast, harmony between the arts of
music and painting - a substantial idyll.

This work is chiefly indebted to two exemplary paintings by two different great artists:
Apotheosis of Homer by the French Neoclassicist Jean-Auguste-Dominique Ingres;
and Las Meninas (The Maids of Honor) painted by the Spaniard, Diego Veldzquez.
The general composition in Shamir's painting relies on the Apotheosis of Homer -
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The face of Hillel Shamir remains unseen since he is portrayed from the rear, but
it can be imagined that in this stance, facing the expanse of the Valley with bowed
head, he was gazing familiarly at his living spaces and breathing in deeply the
local air infused with the smells of the cowshed and the clods of earth.

Shamirindicated the state of health of his father in another painting, father at Rest
(2010-2012), which he signed a year-and-a-half after first placing it on the easel, and
after his father's death. This was painted with rapid brushstrokes, the opposite of
its relaxed subject - the father is portrayed against the background of two calves
the moment he had set his spade aside and was resting, sitting down on the edge
of the crib. This is a seemingly siesta moment (see the sculpture by David Polus of
Laborers at Rest in Tel Yosef, a nearby kibbutz in the Jezre'el Valley), but the artist
stresses that as a rule his father did not allow himself any respite while doing
agricultural work, and that this uncharacteristic moment is the result of tiredness
caused by his illness. And the weary came to rest." The artist cherished this repose
of the laborer, one of the last ones in the life of Hillel Shamir.

An additional glance back would lead one to surmise that the painting Lullaby for
the Valley might have anticipated and portended this melancholia, which would
increasingly affect Shamir’s later works: this painting, which has much in common
with the painting The Nativity by Piero Della Francesco (Collection of the National
Gallery, London) "portrays Giora Koppel (a farmer and a friend of the artist) playing
the Lullaby to the Valley on an accordion and sung by a choir of five women. After
this musical moment of the mute painting, the Valley will shut its eyes and the
darkness of night will subdue the richness of its colors. Yes, this too is a parting. An
etching based on this painting is an expressive version with a somber aspect that
darkens the vitality of the painting. Shamir leaves no room for doubt that we are
dealing with separation: a painting in pastel colors titled Separation from Lullaby for
the Valley (2010) confirms this. The painting depicts a self portrait of Shamir reflected
in a round mirror with, behind him on an easel (and upside-down of course), the

14 The opening words of the poem Song of the Valley by Natan Alterman.

15 For the painting Lullaby for the Valley and the birth pangs connected to the painting by Della
Francesco see: Elie Shamir, “The Book and its Cover - the Story of a Painting”, The Valley: On
the Way to Kfar Yehoshua, Tel Aviv Museum of Art, 2009, pp. 38-42).

| would point out here that while the Nativity painting signals a beginning, the Lullaby painting
alludes to an ending (light fading, day ending, etc.).

Farewell to Lullaby to the Valley,
2010, pastel on paper, 100x70 tm

Self-Portrait Painting Landscape
(Golden Age), 2012,
oil on canvas, 180x270 cm

Jean Auguste Dominique Ingres,
The Apotheosis of Homer,
1827, oil on canvas, 386x512 cm,
Louvre museum, Paris.



Caspar David Friedrich, The Wonderer

above the Sea of Fog, 1818, oil on canvas,

98.5x75 cm, Kunsthalle, Hamburg

Father Resting, 2010-2012,
oil on canvas, 75x90 cm

To the Valley, 2008-2009, oil

on canvas, 180x270 c¢m, private
collection, Ramat Chen

In contrast to the Idyll paintings Shamir later painted the Separation (2012). This is
the artist's saddest painting to date, where the son is separated from his father and
follows him on his final journey.?® The painting portrays the artist's father bending
slightly, supported by the branch of a tree, while still wearing his work boots and
facing the harvested wheat field, like one who sowed in sorrow and reaped in joy.
Shamir portrays a rear view of his father, still standing on the land of the family
farm and facing the Jezre'eli horizon with his back to Kfar Yehoshua. This manner
of depicting a person from behind is chiefly familiar in the paintings of the German
romantic artist Caspar David Friedrich, e.g. in The Monk by the Sea (1808-1810, The
Old National Gallery [Alte Nationalgalerie], Berlin) and the Wanderer Above the Sea
of fog. The aim of the rear view position in these paintings was to enable the viewers
contemplating them to imagine themselves being the figure portrayed standing
and facing the splendor of nature, and to invoke in them the feeling of the sublime.
According to Edmond Burke the sublime is conceived when the spirit of man is filled
to the full and is captivated thereby," and Immanuel Kant adds that the feeling of
the sublime is achieved when the mind is confronted by something perceived to be
so immeasurable that the possibility of conceiving it is rejected.” In the painting by
Shamir, the spiritual-sublime moment is converted to a country-earthly one of two
separations and one return: the parting of the son from the father, and the parting
of the father from his familiar local landscape, from “his country, his homeland, and
his family”, as if in accordance with the Bible portion “Get thee out of thy country, and
from thy kindred, and from thy father's house (Genesis, 12, 1). This is a separation
from his land but also a return to it from the aspect of “dust to dust, ashes to ashes”.

10 This final ultimate event is intensified sevenfold since Shamir is painting while under the influence
of direct observation, a realist in need of the presence of his subject, who happens to be his father
but who has departed forever (even though the artist still possesses his image in his repertoire
of drawings, sketches, and photographs).

11 Lawrence Alloway, Topics in American Art Since 1945, WWW Norton & Co., New York, 1980,p.34

12 Immanuel Kant, The Critique of Pure Reason, The Bialik Institute, 1960, quoted in: Andrew Edgar,
Peter Sedgwick (Editors), Key Concepts in Cultural Theory, Resling, 2007, pp. 249-250.

13 Hillel Shamir was bornin Nahalal, but as a child at the age of one was already in Kfar Yehoshua
with his parents, who were among its founding members. Kfar Yehoshua was established by a
group that took shape in Nahalal.



There are several versions of this painting (as well as several watercolor and pastel
sketches) in various sizes and differences in rhythm and composition, and apart
from these paintings the artist composed a poem bearing the same title.? In his
poem, “Lift your eyes and see” declares Shamir. standing on the ground, to his father
lying buried there “for three days". The son implores him to see the sight that he
portrays in a pastoral fashion in the poem and in the painting — an ideal picture in
the nature of “under his vine and under his fig tree”, which as such has no future.
Shamir understood that the idyll is transient and therefore qualified his painting
with the wording of the last stanza of the poem: “Blink of an eye / late afternoon /
shadow of twilight / and evening,” Nevertheless, this is still an idyll.

Shamir has painted another idyllic work, Combing Their Hair in the Eucalyptus Grove
(2012) in two versions together with several pastel drawings. Here, too, we meet
only women - two young maidens, one of whom is combing the other's hair. The
subject of this painting is indebted to numerous predecessors in the history of art,
among which we will only mention, La Toilette (1859, Private Collection), by Camille
Corot; Three Women Combing Their Hair (1875-1876, Phillips Collection, Washington
DC), by Edgar Degas; and Bather and Maid (Approximately 1900, Barnes Collection,
Philadelphia), by Auguste Renoir. Shamir's two women combing their hair conform
to the nymphal order that generally characterizes such images - they are young,
look delicate, have flowing hair, are grooming themselves, and are ensconced in
nature. The maiden who is standing is even wearing a kind of semi-transparent
white blouse, as befits a nymph, and her distant gaze testifies to peacefulness.
But this painting does not completely fulfill the idyllic spirit. The surroundings are
far from arcadian - the light is blinding, the forest is strewn with hewn tree trunks
(and remember the painting Landscape With felled Cypresses (2010), a gravel path
marks its border on the left, and in the distance utility poles “depress” the event to
a more mundane level, to which the two nymphs are alien. Furthermore a source
of natural water is missing in the painting (usually a spring within the forest), that
exists in artistic peacefulness of this kind as a symbol of a natural gushing out, of
abundance, and of femininity. A fly in the ointment.

9 Shamir wrote the poem “Idyll" after completing the paintings, but the moment in time of the
narrator of the poem is the third day after the father's death. See this poem in this catalog on
p.18.

Combing in the Eucalyptus Grove,
2012, oil on canvas, 160x240 cm

Camille Corot, La Toilette,
1859, oil on canvas, 1779x92 cm,
private collection, Paris

Farewell, 2012, oil on canvas, 175x237 cm



Idyll | (Shamir girls and Yasmin from
Nazareth with two kids),
2012, oil on canvas, 150x150 cm,
collection Ygal & Sheila Sonenshine, USA

Idyll I, 2012, pastel and watercolors

on paper, 56x76 cm

paintings On the Way to Being Sacrificed (1985),° Father (1987), Father in the Landscape
with Fire (2004), Father with Blue Skies, Self Prortrait Painting Three Generations (2006),
and Portrait of Father (2011), in order to confirm the standing of his father in Shamir's
paintings. We would also mention the last pencil drawings that the artist made of
his father lying on his sickbed in Rambam Hospital, including “death mask” drawings
after his father died. The father's death was immediately reflected in the son's work,
turning it into a pendulum swinging to-and-fro between idyll and elegy. This essay
addresses the artwork of Shamir in the periods before as well as after the death of
his father. These are, therefore, Chapters of the Father.

The departure of the father of the family gave rise to two paintings as different as night
and day - /dyll and Farewell. Firstly, the idea and preparations for the painting /dyll
(2012) began to take shape, whether we believe it or not, during the shivah mourning
week of the Shamir family. In this idyll portraying five maidens (Elie's three daughters,
their cousin and their friend) - two are picking ripe fruit from a tree depicted in flickering
plum-red coloring and the other three are kneeling beside two doe kids. Hence the
fulltitle of the painting Shamir Daughters and Jasmine from Nazareth with Two Doe Kids.
Israeli art was familiar with such sights, usually as part of a wider worldview - as for
example the “Bezalelian” utopian paintings (on Jewish and Zionist topics) by Zeev
Raban, E.M. Lilien, Meir Gur Arie and Yaacov Eisenberg; Eretz Israeli idylls (exotic
Orientalism) like those of Reuven Rubin, Nachun Gutman, Moshe Castel, Pinchas
Litvinovsky and Israel Paldi; and depictions of the exemplarity of the kibbutz in the
paintings of Yohanan Simon, Leo Roth, Shraga Weil and others. Indeed, Shamir's
painting portrays an idyllic picture, a lingering moment of peaceful village life saturated
with harmony between man, nature and beast, a fit subject for Friedrich Schiller's
definition of the serenity of the idyll: “A poetic description of innocent naive mankind
leading a happy life [...] man in the status of innocence, that is to say, in a state of
harmony and peace with himself and with the world outside.™

6 The painting On the Way to Being Sacrificed portrays the artist's father and his parents and
not the artist and his parents, as noted in the book of the exhibition published by the Tel Aviv
Museum of Art.

7 Concerning the idyllin Eretz Israeli art see: Gideon Ofrat, “The Idyll", On the Ground, Vol. 2, Art
of Israel, Jerusalem, 1993, pp. 513-530.

8 Friedrich Schiller, On Naive and Sentimental Poetry, Sifriat Hapoalim, Hakibbutz Hameuhad,
Tel Aviv, 1985, p. 58.
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The term history comprises the words his and story, which together testify to the
personal component of historiography, to the presence of the subjective author. If
you will, the dual-path history of Elie Shamir's artwork is his story.

During the past few years Shamir's paintings have conquered new heights. Among
them are the two monumental panoramas Jezre'el Valley from Shimron Hills (2002)
and Jezre'el Valley from Um-el-Fahm (2006), nothing the likes of which have been
previously seen in the history of local art, as well as the paintings family Portrait
(Achilles Chooses the String of Pearls)(1995) and Lullaby for the Valley (2008-2009), both
of which are in the nature of complex narrative scenes containing groups of passive
figures in the landscapes of the Valley. The totality of Shamir's works has been
summarized in the comprehensive exhibition, Valley: On theWay to Kfar Yehoshua,
held in 2009 in the Tel Aviv Museum of Art.> As a result of this exhibition Shamir was
publicly acknowledged as the Jezre'el-Valley-Painter, the spokesman of the valley
in the domains of Israeli art. Nevertheless, this exhibition was merely a part-way
mark since it would appear that during the following four years the artist succeeded
in extending his borders and rising above previous pinnacles of his artwork.

Regrettably, these new summits rose side-by-side with a great calamity: in 2011 his
father, Hillel Shamir, died at the age of 82. He had been a member of the generation
that, for his artist son, signifies the essence of the Israeli, the halutz, and the settler,
who embodied the values of conquest of labor, and of agricultural labor in particular,
and the close ties to the place. As such, he had been both the source and the spiritual
father of Elie's paintings and had often appeared in them. It would suffice to recall the

5 | would mention that a group of Shamir's paintings from 1980 to 1985 has almost never been
previously exhibited, and that in the Tel Aviv Museum exhibition it was only very partially
represented. The paintings in this group are characterized by a very dark color range of black-
brown tones celebrating the Genesis harmony between man and earth. These paintings portray
nude figures sucked onto the surface - as though planted in clods of earth and have taken on an
“earthly” appearance. The figures are engaged in agricultural activities such as collecting bulbs,
and are sometimes seemingly engaged in ritual rites; this is not extraneous to the primeval-
productive aura of these paintings - the historian Gideon Ofrat termed these figures “Gods of the
Valley” (Gods of the Valley of Elie Shamir, Kav, Issues 6-7,1984, pp.60-63.). This group of paintings
deserves a comprehensive exhibition and study because it still remains virgin territory.



The Square in Kfar-Yehushua,

2008, oil on canvas, 45x35cm,
private collection, Herzliya

Elie Shamir: Chapters of the Father

Ron Bartos

In 2008 Elie Shamir painted the work The Square in Kfar Yehoshua. It depicts the center of
the square where, against the background of the red roof of the community center, stand the
memorial statue to the fallen in the War of Independence, a monument by the sculptress Batya
Lishansky, and the unique water tower — two of the emblems of Kfar Yehoshua. This painting
exemplifies the entire oeuvre of Shamir by dint of the two histories that have nourished it.
The first is the local history of Kfar Yehoshua and, from a wider aspect, of the Jezre'el Valley
and the State of Israel. The second is the artistic history, namely the history of art. And here
in this work appears the omphalos of Kfar Yehoshua - the “Shamirian place” - which, as far
as the artist is concerned, is like an omphalos of the world. Not in vain did Shamir give his
article on the design of the village the title "All Roads Lead to Kfar Yehoshua".! There, opposite
the water tower? the statue by Lishansky was erected in 1953 (also the year the painter was
born). It was in the nature of an appropriate expression of the two-histories idea in the works
of Shamir: the sculpture is a monument dedicated to the memory of the fallen sons of Kfar
Yehoshua as well as @ monument to the War of Independence - an incomparably significant
all-Israeli event2 It bears witness to those same sons, as Dr. Claire Lachmann described
the statue: “The figures spring up by the power of despair to defend, to save, to sacrifice
their lives if necessary, in order to prevent destruction and to found a world where only good
exists.* These values of man and place are embodied in works of art as a link in the history
of Israeli art that found its way into the artwork of Shamir, where it is entrenched like an
omphalos stone planted in the village. If that rings true, then in Shamir's work this depends
on that - the Jezre'eli-Israeli history and the history of art are not separate entities but are
rather integrated within each other and seemingly become of one piece. Consequently, any
reading of his work obliges one to consider both of them.

1 Elie Shamir, “All Roads Lead to Kfar Yehoshua”, Cathedra, Issue 111, March 2004, pp. 165-180.

2 The water tower of Kfar Yehoshua was built in 1929. Its pillars form an octagonal base and its body is
circular with vaulting, architectural influences of the Italian Renaissance.

3 Provided that, according to the definition by Adam Baruch monument creation is the authentic tradition of
Israeli sculpture, and Shamir's decision that in describing a monument one is also selecting in addition
local-artistic history.

4 Claire Lachmann, Batya Lishansky, Massada, Tel Aviv, After 1959, unnumbered pages.
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In the memory of my father
Hilel Shamir
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