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Girl Sitting, 2011, oil on canvas, 110x80 ,72 7Y 11V ,2011,N2WU1 NIV
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Girl Sitting, 2011, oil on canvas, 90x70 , 721 7Y 11¥ ,2010,N2Y1 NIY]
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Girl Sitting, 2005, oil on canvas,130x100,721 7V 19V ,2005 ,NAVU1 N1Y1
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Girl Ironing, 2006, oil on canvas,120x90,71 7V 11V ,2006 ,NX¥N31 N1yl
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Girl Sitting, 2008, oil on canvas, 130x100,72 7V 11w ,2008 ,N2W NIV1
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Girl Sitting, 2000, oil on canvas, 160x120,72 7V 11V ,2000 ,NAW NIV1
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Girl Sitting, 2011, oil on canvas, 130x100,71 7V 12¥ ,2011,N2WUN NIV
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Girl Ironing, 2000, oil on canvas, 160x120,71 7Y 1MW ,2000 ,NXN2N NY1
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Untitled, (280 days of sun 212 days of clouds
60 days of rain)
2005-6, oil on canvas, 195x285

0'111yn 0" 212 Wnv "M 280) ,NNd 877

195x285,71 7V 12w ,2005-6 ,(QWA M 60
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Untitled, (150 days of sun 80 days of clouds 50 days of rain), 2009-10, oil on canvas, 175x135

175x135,72 7Y 1I¥ ,2009-10,(0WA "' 50 0111V 07 80 WNW M 150) ,NIN1I 877
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Untitled, (285 days of sun 82 days of clouds 60 days of rain), 2008-11, oil on canvas, 180x120

180x120,71 7Y 10V ,2008-11,(0WA M 60 0"111yN 0 82 WNW "1 285) ,NIMI N77



Untitled, (279 days of sun 311 days of

clouds 30 days of rain)

2008-9, oil on canvas, 195x285

01yn 0 311 Wnw M 279) ,Nmd 877

195x285,71 7V 11V ,2008-9 ,(0Wa M 30
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Untitled, (280 days of sun 311 days of

clouds 70 days of rain)

2009-10, oil on canvas, 195x285

01yn 0 311 wnw "M 280) ,Nnd X797

195x285,71 7V 1Y ,2009-10,(0WA M 70
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Untitled, (No. 011), 1995, oil on canvas, 140x170,72 7Y 19¥,1995,(011 ‘On) ,N1m2 N7
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Untitled, (No. 014), 1999, oil on canvas, 170x190,72 7V 11¥,1999 ,(014 ‘On) ,N1M3I N7



Untitled, (No. 015), 1999, oil on canvas, 140x190

140x190,721 7Y 11¥,1999,(015 ‘On) ,NIMI 77
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Untitled, (No. 016), 1996, oil on canvas, 170x190,72 7V 11¥,1996 ,(016 ‘Un) ,N1MI N7



Untitled, (No. 017), 1999, oil on canvas, 170x190
170x190,721 7Y 11¥,1999,(017 ‘On) ,NIMI N77







Untitled, (No. 018), 2000, oil on canvas, 170x190

170x190,72 7Y 11¥ ,2000,(018 ‘On) ,NIMI N77
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Untitled, (No. 09), 1995, oil on canvas, 170x190,721 7y 1IW¥,1995,(09 ‘On) ,NIM3J X797



Untitled, (No. 021), 2000, oil on canvas, 170x190

170x190,721 7Y 19v,2000,(021 ‘On) ,NIMd X797
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Untitled, (No. 022), 2000, oil on canvas, 170x190,72 7y 19W,2000,(022 ‘On) ,NIM3J X797
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Untitled,(No. 020), 1999, oil on canvas, 170x190,721 7y 1w ,1999,(020 ‘On) ,NINI X799



Untitled, (250 days of sun 230 days

of clouds 14 days of rain)

1996, oil on canvas, 180x320

230 wnw M 250) ,N1MI 77
(owa M 14 0ayn om

180x320,71 7V 1MV ,1996
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Eran Shakine
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When Horizontal Turns Vertical

When Jackson Pollock spread a canvas sheet on the floor it was a revolution.

Up until that point, Painting was done on an easel (painters used an easel so that their eyes
were positioned at the center of the painted platform canvas).

| am referring to the Renaissance and even earlier. Placing the format on the floor or table
was always left to the craftsmen.

By placing the canvas on the floor, it loses something of its artistic importance and becomes
part of nature. Thus the laws of gravity affect the painting process that in turn becomes a
part of them. The force of gravity is unique and important to the world in which we live.

In the Far East, calligraphy artists worked for centuries with the paper laid horizontally on the
floor or table. So did the Tibetian sand painters and Aboriginal artists.

When a canvas is set on the floor the artist is poised at an affixed distance between the
painting and himself. The distance is determined by the artist's height. There is no way to
increase it without using aids such as a ladder. | have been painting on the floor for years,
learning to fill in the shortening of perspective, not seeing the entire painting until it's in its
last stages and stretched on the wooden frame.

The canvas can lay on the floor for many months, sometimes years.
It is not stretched when every few days | add another layer or spot.

The canvas goes through a natural process of contracting and pulling which creates the
texture- the topography of the paintings. Sometimes | only look to see what has changed,
like a gardener or farmer coming to see his crops growing, trimming a leaf or tilling the
ground, like it was created on its own. Every addition detracts from it.

Many times | can't help myself and | touch it, through some sort of desire to leave a mark.
Like children on a field-trip writing their names on the walls of the site they are visiting. | was
here, name and address. Like on the walls of the water pit at Masada there are engravings
of people’s names from thousands of years ago.

In the end of the day, there are very few people who sleep standing up; most of us sleep
horizontally.

Eran Shakine 2011

61:60



“Good help is hard to find.." says Shakine, quoting a common phrase and charging it
with ironic tension. In the housemaid series Shakine creates a visualization of this “help”
by using formal means. The face is drawn in a fine, delicate line, the profile is soft and
warm, the posture, the way the hair falls on the back and the ironing hand, all endow the
housemaid with a certain reality, a “reality” which is sometimes overlooked in everyday life.
It seems that Shakine’s refined portraits are created in reference to Modigliani's portraits of
women, their elegance, melancholy and sorrow emanating from every corner. Shakine's
housemaids are rarely presented in full body. Their limbs are boldly severed while the
composition accentuates the “functionality” of their position in the domestic space.
The figures are “sitting on air”, with no hold in the pictorial world, like in the material world,
coming and going, as if on an assembly line. Shakine paints them delicately, in a soft blur,
while using a reduced palette. Thus he builds the figures as “Icons” rather than portraying
a specific portrait.

The large abstract paintings are based on biographical experiences as well.

“The invasion of the substantial to the painting” did not occur only as an early biographical
experience, but also as a current event. In the past, Shakine used to make large scale
paintings on open rooftops which functioned as his studios. On these rooftops the wind
blew, the rain dropped and at times Shakine found himself shoveling the snow in order
to “find the hidden painting”. Shakine chose to leave the imprints of natural forces on the
canvas, in order to substantiate the materials that choose to “enter” the canvas, to wallow
in it, and invade it. Historical layers blend with climatic layers, various feelings mix into one
pictorial solidity. The captions of the paintings expose the natural processes which were
involved in their creation: “185 days of sun 87 days of clouds 48 days of rain” or “326 days
of sun 84 days of clouds 34 days of rain”

Shakine’s work offers us a complex catalogue of young Israeliness. Spirituality, Western
culture, Jewish motifs expressed through humor, social sensitivity, a long forgotten echo
of the rhetoric of status, a socialistic background, faded romanticism, recreation of the
domestic and longing for intimacy are all components of a fascinating formal catalogue,
extremely Israeli.



2. "The Artist Who did not Look Back”, A conversation
between Michael Gedaliovich and Eran Shakine,
Maarav Website, December 2007.

3. Zeev Levy, Otherness and Responsibility, p. 179.

4. Ibid, p.107.

The visual image is essential and necessary, much like actual “sustenance’, precisely
because it is a component of the Israeli identity-personal and collective- and not only due
to being a subject of viewing.

This unique approach to the subjects of creation sheds new light on Shakine's own words
in a conversation with Michael Gedaliovich: “Israeli art does not have a continuity of artistic
layers such as those of the French or English. | will always feel this absence. That is why |
say that all choices first and foremost come from an emotional place and only later does the
intellect take its stand. Sometimes it is a matter of seconds, sometimes days. In my previous
works, as in the new ones, | can clearly detect references to other artists. Pierre Restany once
said about me that each work contains the entire history of art, and that is true”?

It would seem that from the recognition of the absence, the lacuna, Shakine chooses to
create Israeli “artistic layers” on his own, to paint, sculpt and draw the entirety of components
from which the identity emerges: the essence of existence in time is captured here as a
visual memory.

Searching for the visuals of reality and reforming them as a work of art is, of course, not
only returning to the similar and not just a figurative creation. The “reproduction” on canvas,
paper or bronze, is an attempt to move into a different perspective space, from which one
can (perhaps) take action in the newly created reality. As in every singular work, so Shakine’s
broad action is a reformation and a solution for the basic conflictive situation of me-Israel.
In his current exhibition a paradigmatic process occurs, marking the contemporary Israeli
zeitgeist. The series is comprised of two elements which at first glance seem distant from
each other: the grand, abstract works and the housemaids' portraits.

By giving a “face” to the housemaids’ on one hand, and to transcendence on the other,
Shakine is striving to create an ethical and transcendental unification. In this place,
Emmanuel Levinas' deep philosophy seems more than adequate: “The role of Judaism
according to Levinas is tied to the definition of choice, of realizing the responsibility
towards humanity, that is, to increase the consciousness of responsibility towards the
other"? In a famous mesmerizing philosophical move, Levinas binds ethics to theology.
Coupling these series of paintings, on one hand a long progressive series, completed over
many years but exhibited for the first time (the abstract series), and on the other, the initial
output of the current creation (the portraits), is an attempt to follow this weltanschauung.
This acknowledges the connection between Judaism and Israeliness.

Thus, it is not only the thematic relationship between the two that comes to light. It is
also the formative connection which expresses a sub-current gushing forth from the two
simultaneously: “the event of the other - is nothing but a chance to recall another more
original event: the establishment of subjectivity as creation”* writes Eli Schonfeld. The
primal, chaotic, abstract creation has a distinct affinity to the “event of the other”, to the
portrait of the housemaid staring straight forwardly at us.
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Eran Shakine's Israeli Perspective

Dr. Ketzia Alon

The title of this essay, “Eran Shakine's Israeli Perspective”, refers to a creative orientation
and to the establishment of a wide artistic stance. This stance is recognizable in Shakine’s
portfolio starting with his early work of the Eighties and up to his current show at Zemack
Contemporary Art Gallery. It does not refer to an ethnic origin, place of birth or a biological
ontological essence. | would like to propose a reading of Shakine's scope of work- his
paintings, drawings and sculptures- as a conceptual pattern that perceives his creative
engagement through a series of actions of marking and appropriating a collective language
and transforming it into something personal, engraved in a signature of individuality.

Shakine's work is drawn from the tension that lies between the image-flooded reality of the
large collective and the private, singular situation that is imprinted with a personal finger
print. His creative amalgam is, in a way, the answer to two constitutive questions, which are
bound together in a Gordian knot: who am |, and, what does my eye see?

The essential motivation is the pressing matter of who | am and thus, what am | made
of. The passion propelling his creative production is the aspiration to create an artistic
embodiment of “Israeliness”, deriving from the desire to view Israeliness beyond its material
culture.

What are the ideas that can be represented by matter? It seems that Shakine is motivated
by a need to turn the apparent of this specific life, in Israel 2011, into a plastic form.

The answers to these questions are ensconced in the works themselves. In the pool
series- the green, rectangular pools, the dark colored goats which sink into the rich texture
of the canvas, in the contradicting- ironic- humoristic exhibition “Sabbath Match”, and in
his current series- the John and Yoko drawings that are soon to be exhibited in several
galleries around the world, in the abstract large scale, monumental paintings and in the
heart rending housemaids portraits.

The ingredients of Israeli existence are first transformed into a visual formative icon, and
then intensely emptied into the artistic medium. Shakine typically chooses an archetypical,
loaded image such as the “pool”, the “goat” or the “housemaid”, and through a series of
works, examines the “Dionysian essence” which it contains and the fortitude entrapped
in the delineated creative realm. It is not in vain that these are large long series and not a
single icon. Shakine chooses to dissolve the point at which the image becomes an action-
border, beginning or end, and thus seeks to emphasize the formal abundance in the
viewed existence.

“The objects in the world are not primarily theoretical, representational subjects, rather,
as Levinas characterizes them, sustenance”’, writes Eli Schonfeld in reference to Jewish-
French philosopher Emmanuel Levinas' words. Thus in Shakine's work, the subjects
of the painting tumn into lively objects, bursting with vitality- “food” for their creator.

1.

Eli Schonfeld, The Wonder of Subjectivity, p.45.
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