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Hence, a re-evolution of the real is defined in the place of those
revolutions that endless revolve back to reproducing the same system in
the name of the normative ideal. Hence, it is a proposition of a different
order, a different dimension. Creation inhabited in order that creation
can continue. As if perception expanded, adapting itself infinitely to the
horizon of a definitive space. It is an autonomy that creates autonomy.

Without dimension. Without creed. Without dogma. An invisible,
but so-present law. Like a still unknown dialog with nature. A gesture
that withdraws and leaves behind a different trace: Barely seen, already

vanished. It is not a matter of looking, but of learning to see.

Just as an artist finds it difficult to comprehend a work of her own and

can never recognize it because it is live... Endlessly inventing itself,

discovering itself, modifying itself. In a beyond that is destroyed or lost...

Like an emanation, a source, a joyous surge. A bit of soul in the gaze
because we each have our own.

Plasticity is the beginning of awakening, Plasticity is resilience.

In such poetics, ideas can be revealed, they create and recreate themselves
forever.It is enough to move within these multiplanes. And this plural is
unique. Wisdom can smile. As if freedom can and continues to be the
work of imagination.

Translated by Rachel Stella
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BIOGRAPHICAL NOTES

Born in Israel, 1981; lives and works in Tel Aviv

BFA and MFA, Ecole nationale supérieure des
Beaux-Arts, Paris

Studied at Hunter College, New York

Lived and worked in Berlin

Recipient of the Rappaport Prize for a Young Israeli Artist

Selected Exhibitions

“School Days,” Tilton Gallery, New York

Site-specific installation, “The Rear: The 1st Herzliya
Biennial of Contemporary Art,” Herzliya Museum of
Contemporary Art, Herzliya, Israel

“Tape 10,” Tape Modern, Berlin

“Podrostok,” Sox, Berlin

Site-specific installation, “Formally Speaking II: And

What Shall We Do with Painting in the 21st Century?,”
Haifa Museum of Art

Site-specific installation, “Antimatter,” Peach Tikva

Museum of Art

Raw Art Gallery, Tel Aviv (solo exhibition)

“Multiplane(s): Recipient of the Rappaport Prize for a Young
Israeli Artist, 2013,” Tel Aviv Museum of Art (solo exhibition)
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The emptiness is maculated with a kind of gaiety, a vertigo of color. The
eye ceaselessly stimulated, in a mode of re-composition and association;
then suddenly choosing, abandoning, and then the sensation of ultra-
precision.

Likewise the transparencies giving volume to the space in an
inconceivable way, the play of superpositions without direction: the frame
outside the frame initiating a visionary perspective. Rare is the work of
art that recounts its fabrication with sincerity, that is indeed a totally
authentic undertaking. It results from inspiration, an ethic demanding

a different mode of perception.

Its invention proceeds not from derivation of such genres as Installation
or Abstraction, but is rather the revelation of a work that occupies space
with a different enthusiasm. This work is unique each and every time: it
cannot be repeated because it is not just a matter of structure. It contains
things other than its presence, a praxis that circumvents representation
and history. An Informel that makes sense in a new manner, with its own
language. This language is a deconstruction of language. Primarily it is

a work that cannot be reproduced, or only partially, and thus cannot be
apprehended. Even photography cannot resolve its fractality.

The references are multiple, all present and apparently contradictory.
Like an art that celebrates art. Like an energy that celebrates energy.
Color and movement as in Fauvism, Expressionism, Lyrical Abstraction,
Gestualism, Tachism but also alluding to simply geometry, to layers in
suspension, to new form, signs, as in more formalist movements such as
Constructivism and Installation art.

An artistic space/time continuum that undermines the very ideologies
of these movements. It happens in the retina and in the mind, the gaze
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always broken as is the mental image that accompanies it. Streams of

associations replaced by choices in the simple immediacy.

Suddenly historical movements are reduced to a feeling that can be
perceived in astonishment and immediacy. You just keep moving.
Renewal cannot be the same as the past. These varied influences make
no attempt to hide, rather they are graphed beyond consciousness, like
a moment of authentic unconsciousness, of rest or vivacity. Passages,
impasses, transgressions, relays.

The classical arts religiously confounded Beauty and Goodness in
grandiose representations while abstract art always accounts for
freedom just as this work testifies to the joy of being free. It is beyond
preciousness, a vital proposition. Here the issue is existence, the
possibility of happiness, that of being able to deconstruct—what
Derrida described as the end of the monolithic ideal, that centrality
that is always ignoble because dogmatic.

Nor are we limited to colorful lyricism, although it colors everything in
a sign of hope. But it reads as the acknowledgment that it is impossible
to represent a world that can no longer produce images. Only movement
remains. This color is the expression of an interior life. The infinity of

passionate virtualities.

The joy of motion, of enlarging small space, of de-harmonized geometry,
in all its cacophony, a revelation that never submits like a body using

its force , including the strength to remain a witness. The revolution of
composition exists here in a different manner; the revolution of the art of
composition is a composition that can never be recomposed. Isomorphy
is therefor beyond structural resemblances.
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IVA KAFRI: THE POETRY
OF THE MULTIPLANE
RAPHAEL NADJARI

Cut, staple, scar, break, tear off, opacify, scratch, tear up, color, blow up,
compose. Undo matter, cameo color. Stain, pour, blot, tap.

Throw, displace, carry, transport, frame, snap, unframe, dismount, throw
again, catch, suspend. Climb up and down the ladder... Draw, trace,

emboss, engrave, fragment, contour, sprinkle. A watered silk effect.

Color of unrecognizable hue, its language in layers and the impression
suspended beyond the too thought-out, beyond the correctly thought,
the known, too known.

Movement: the hand that decides or the gesture we thought we knew
how to make, that we try to follow, as if it were the movement itself that
was carrying us through. The minuteness of the detail, the little gestures
that suddenly strike the mind because the handmade contrasts with
machine made materials: the plastics, the layers, the patterns that are
traced, formed, matrixed. Gigantism is undone.

An impression of the intensely bizarre, disorder within a space that no
longer makes sense. The art beyond one’s grasp even as it takes shape
in the mind: too big, too small, too simple, too complex. A testimonial
to the time dedicated, accounting for an impression: that of another
dimension.
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Un espace-temps artistique qui défait I'idéologie de ces mouvements eux-
mémes. C'est un peu comme cela mais vraiment pas tout a fait comme
cela. Ca se précipite dans l'iris et dans l'esprit, le regard est toujours brisé
ainsi que |'image mentale qui va avec. L'association des filiations est
remplacée par des choix dans une immédiateté simple.

De ces mouvements passés, on retient soudainement |'étonnement et la
spontanéité. On ne cesse de se déplacer. Un renouveau qui ne peut étre le

méme que par le passé.

Aucune de ces influences ne se cache, c’est comme écrit au dela du
conscient, comme un moment d'inconscience authentique, de repos ou

de vivacité. Passages, passations, transgressions, relais.

Les arts classiques confondaient religieusement le beau et le bien dans
des représentations logorantes, |'art abstrait rend toujours compte de la
liberté, mais cet ouvrage rend compte de la joie d'étre libre. C'est au dela

du précieux, on patle ici du dispositif vital.

On parle ici de 'existence, de la possibilité du bonheur, celui de
déconstruire — ce que Derrida décrivait comme la fin de l'idéal
monolithique, centralité toujours infime car dogmatique. Il n'y a pas ici
non plus que de lyrisme coloré, qui colore le tout, dont I'impression rende
Pespoir. C’est plutdt, 'aveu de I'impossibilité de représenter un monde

qui ne peut plus produire d’images.

Seul reste le mouvement. Cette couleur est I'expression de la vie
intérieure. Linfini des virtualités passionnantes. La joie de pouvoir,

du déplacement, de I'agrandissement de |'espace petit, de la géométrie
desharmonisée, cacophonante, une révélation qui ne se soumet jamais,
comme un corps utilisant sa force pour rester aussi un témoin.
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La révolution de 'isomorphie existe ici d’une autre fagon, c’est-a-dire la
révolution de I'art de la composition; elle est une composition que I'on ne
pourrait recomposer. C’est donc une définition de la révolution dans le
réel, et non plus de celle qui ne cesse en rupture, de reproduire le méme
systéme en pire parfois au nom de 'idéal normatif. La proposition ici est
d’un autre ordre, d’une autre dimension. On habite ce que I'on peut de

toutes ses fOI‘CCS; on crée pour que ¢a puisse se créer.

Comme si la perception devenait soudainement plus large, une adaptation
. . \ b . b . 3 . b .

infinie & ’horizon d’un espace fini. On sautonomise pour qu’existe
encore 'autonomie. Sans dimension. Sans croyance. Sans dogme. Une loi
invisible mais si présente. Presque comme un dialogue avec une nature
encore et toujours inconnue. C'est un geste qui se retire et qui laisse
derriere lui une trace différente: A peine entrevu, déja disparu. On ne

regarde plus, on apprend toujours a voir.

Comme un artiste qui peine a comprendre son propre ceuvre et ne

la reconnait jamais car elle est vivante. Elle ne cesse de s'inventer de

se découvrir, de se modifier. Dans un au dela de ce qui est détruit ou
perdu...Comme une émanation, une source, un surgissement joyeux.
Un peu d’dme dans le regard, car a chacun, la sienne propre.

La plasticité est le début du relévement. La plasticité c’est de la résilience.
Dans cette poétique, les idées peuvent se révéler, elles se créent et se

recréent toujours. Il suffit de se déplacer dans ces multi-plans. Et ce

pluriel Cest son unique. La sagesse peut sourire.

Comme si quelque chose pouvait et continuait toujours a se libérer.
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IVA KAFRI: POETIQUE EN MULTIPLAN
RAPHAEL NADJARI

Découper, agrafer, scarifier, briser, arracher, opacifier, gratter, déchirer,
colorer, bomber, composer. Défaire matiere, camaier couleur. Tacher,

écouler, tapoter, frapper.

Jeter, déplacer, porter, transporter, encadrer, décadrer, casser, déposer,
jeter encore, rattraper, suspendre. Monter et descendre I'échelle...
Dessiner, tracer, peindre, embosser, graver, fragmenter, délimiter,

éparpiller. Moirer.

La couleur qu'on ne reconnait plus, son langage en couches et cette
impression qui reste au dela du trop pensé, du trop bien pensé, du

connu, trop connu.

Le mouvement, la main qui décide. Ou le geste que I'on croyait savoir
faire. Ou celui qu'on essaie de suivre, comme si ¢'était le mouvement
lui méme qui nous entrainait. La minutie du détail, des petits gestes
qui soudain frappent l'esprit par la précision manuelle qui s'oppose aux
matériaux machinés, plastiques, graphites, calqués, formés, matricés.

Le gigantisme est défait.

Impression d’intense insensé, de désordre, c'est 2 n'en plus comprendre
l'espace. C'est a se demander ot est I'ceuvre, alors qu'on en compose
infiniment dans son esprit, insaisissable, trop grande, trop petite, trop
simple, trop complexe. Le témoignage du temps passé s'étale devant nous,
rend compte d'une impression: celle d'une autre dimension.
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Le vide est taché, dans une sorte de gaité, de vertige de la couleur. L'ceil
est sans cesse stimulé, en mode recomposition, en mode association, et

soudain un choix, un abandon, et puis ce sentiment d’ultra-précision.

Et puis les transparences, en jeux de moirage qui donne du volume a
l'espace d'une fagon inconcevable, car I'échappée n'est plus dirigée; le
cadre hors cadre crée l'impossible champ.

Rare sont les ceuvres qui témoignent de leur fabrication enti¢rement avec
sincérité, c'est-a-dire une démarche totalement authentique. Il y a donc la
en présence une inspiration, une éthique qui exige une autre perception.

Ce n'est pas l'invention de I'Installation ou de I'Abstraction qui est

en jeu ici mais la révélation d’un ouvrage qui occupe l'espace dans un
enthousiasme différent. L'ceuvre est unique toujours et a chaque fois, elle
ne peut jamais étre la méme, et pas seulement structurellement. Il y a la
autre chose que sa présence, une démarche qui déjoue la représentation
et |'histoire.

Un informel qui fait sens d’une nouvelle facon, avec son langage propre.
Ce langage est une déconstruction du langage. C'est d'abord une ceuvre
qu'on ne peut reproduire, ou seulement partiellement; on ne peut en
rendre compte. Méme photographiée, sa fractalité ne peut étre résolue.

Les références sont multiples, toutes présentes et en apparence
contradictoires. Comme un art qui célebre I'art. Comme un énergie
qui célebre I'énergie. De la couleur et du mouvement comme dans le
fauvisme, |'expressionnisme, |'abstraction lyrique, le gestualisme, le
tachisme mais aussi de la géométrie, des couches en suspensions, de
nouvelles formes, du signe, comme dans I'informel, le constructivisme,

1e . .
|'installationnisme.
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which she has lived in recent years. These images are not depicted in a
personal or biographical manner. They undergo a process of reduction
and abstraction by means of duplication and printing on transparencies.
The images thus become a texture, or possibly—a fragment of memory;,
and are combined in the work via a collagist act. One may also regard
the representations of wild virgin nature as a key to understanding the
“libido” of the work itself, which stems from an erotic, instinctive, and
unconscious place. The incorporation of Egyptian or African sculpture
and patterns from Orientalist fabrics all indicate the curiosity and the
fascination with the mystical, ritualistic facet of the work of art.

Another inspiration for Kafri’s work is a reproduction of Modo de

volar (A Way of Flying) from Francisco de Goya’s series of etchings “Los
Disparates” (The Follies, aka “Proverbios,” Proverbs, 1815-1823) hanging
on her studio wall for many years.

Francisco de Goya, Modo de
volar (A Way of Flying),
1816, etching and aquatint,
24.5x35, collection of the
British Museum, London

L1816 M1VY 717,772 1po'y s
,24.5x35 ,/TOIMUNPX OV 21¥N
N5 70727 NIRMNM AOIK

When she came to work in the gallery at Tel Aviv Museum of Art, the
photographs of the sabra hedges, the sea, the grove, and Goya’s human
creature with bat wings all traveled from the studio and were hung on
the museum’s wall according to a random syntax, as motivation and

as inspiration for the evolving work. Goya’s etching reveals a fantastic-
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nocturnal, beastly and monstrous aspect of man through representations
of bat-like human figures which hover in the darkness. The contrasting
black arising and bursting forth from Kafri’s phosphorescent-floral
world accentuates to what extent her work remains tangled, enigmatic,

and unresolved.

Notes

1. Susan Sontag, “Against Interpretation”, Against Interpretation and Other
Essays (New York: Doubleday, 1966), p. 14.

2. 'The link between the Perspex paintings and the technology of the multiplane
camera was addressed in Kafri’s conversation with Raphael Nadjari held in
preparation for the exhibition.

3. Clement Greenberg, “Avant-Garde and Kitsch,” Partisan Review VI, no. 5
(Fall 1939), pp. 34-49.

4. Clement Greenberg, “Towards a Newer Laocoon” (1940), in The Collected
Essays and Criticism, Vol. 1: Perceptions and Judgments, 1939-1944
(Chicago: The University of Chicago Press, 1986), p. 36 (originally printed in
Partisan Review, July-August 1940); see Greenberg’s elaboration on the
expansion of the notion of painting and deviation from the transparent
picture plane.

5.  See: Rosalind E. Krauss, The Originality of the Avant-Garde and Other
Modernist Myths (Cambridge: MIT Press, 1985).
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from the beginning of the 20th century to its end: from European
abstract (e.g., Wassily Kandinsky and painting’s affinity with music and
the spiritual), through amorphous Surrealism (e.g. Paul Klee), Russian
Constructivism (Kazimir Malevich), Tachism, and American Abstract
Expressionism (Robert Rauschenberg, Willem de Kooning, and Cy
Twombly), to Post-Minimalism (Ellsworth Kelly and Blinky Palermo)
and the spectacular installations of the 1990s, which addressed the
elusive boundaries between painting and sculpture (Katharina Grosse and
Jessica Stockholder). These influences locate Kafri’s work in-between two
antithetical poles which demand constant regulation: one is spontaneous,
wild, and immediate; the other—planned, reasoned, and measured. The
work is not performed in one shot or in a spurt of creativity; instead,
it consists of various painterly situations, made of many parts, which
are constructed and deconstructed until the last minute before their
presentation.

Kafri’s discussion of painting’s autonomy and its ability to stand
on its own right without an explanatory narrative echoes Clement
Greenberg’s assertions about purist modernist painting. According to
Greenberg, the avant-garde poet or artist creates something valid solely
on its own terms, something given, independent of meanings, similars,
or originals.’> Kafri’s work, whose thrill is associated with the invention
and organization of the spaces, surfaces, colors, and forms in the painting,
echoes the avant-garde artists mentioned by Greenberg in this context,
among them: Pablo Picasso, Piet Mondrian, Georges Braque, Kandinsky,
and Klee. In Greenberg’s terms, one may describe Kafri’s painting as
“metamorphosed” painting, which deviates from the “transparent picture
plane” and functions as a three-dimensional event, yet continues to issue
from the discipline of painting.* Has Kafri taken Greenberg’s vision of
purist painting too far, to the extent that she has eliminated the sharp
distinction between kitsch and avant-garde? Are her paintings indeed
“purist” or “silent” and hostile?’

1

Kafri’s choice of an abstract, autonomous language that does not rely
on descriptive or conceptual traditions differentiates it from the local,
the political, and the social. This choice is also reflected in the personal
biography of the artist, who left Israel for Paris at a young age, and began
studies at the Ecole nationale supérieure des Beaux-Arts with such artists
as Dominique Gauthier and Jean-Marc Bustamante. Paris gave her the
freedom to engage in painting, but her big break came in New York.

The decisive moment of her work will be recounted here as the tale of
Jackson Pollock’s drip paintings (it all began with a chance leak from the
brush...), when the brushes “breached” the borders of the canvas onto the
wall and the floor, in an “accident” of sorts, which was followed by the
realization that the space itself may play a key part in the painting.

Alongside the abstract language of the painting, Kafri incorporates
a few figurative images. Some are photographs of nature and the
environment, others—"random” artworks captured by her camera.

There are also many close-ups of work processes in the studio, in which
she exposes various new compositions which do not reveal themselves

at first sight. These photographs may attest to the nature of Kafri’s

work and the intricate process leading up to the abstract piece. Kafri

has photographed since an early age, and by now possesses an infinite
archive of photographs. The camera serves her as an extension of the eye,
rendering memory a visual-material baggage, before it is transformed,
resumes being a form, and is inserted into the work of art. Furthermore,
Kafri is reluctant to extract a hermeneutic narrative from the images, and
they refuse to take a “conscious” part in the work, preferring to float,
hover, or drift in keeping with the work’s changing nature.

Despite the stubborn interpretation-eliminating painterly ritual,
one cannot keep “silent” upon encountering Kafri’s paintings in view
of their photographic images. The landscape images—the sea, a field
of sabra hedges, thistles, a Eucalyptus grove, and cypress trees—were

taken in Israel rather than in Paris, Berlin, or New York, the cities in
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the dimensions of the painting are drawn from it and in relation to it.

The painting leaves traces in the space. A scribble, a strong downward

brushstroke, an attached yellow rectangle whose edges are concealed by
a black circle, a transparency cut with intentional curvature, a confident
line, a broken line—all the painterly and collagist gestures are channeled
into the painterly arena. The movement of the artist’s body dictates the
dance of the painting. The body’s participation is also vital to the process
of observation. The viewer must pave his way in the painting, which
offers pleasure and detachment, by following the material and form,
and identifying possible compositions. This process demands prolonged
observation and dissociation from the verbal-exegetic dimension. In
Kafri’s case, hermeneutics is replaced by an erotics of art.! Her painting
does not propose a change of narrative (whether political or social),
but rather entry into a nonverbal field, which is externalized by its
colorfulness, yet remains withdrawn. Its essence and reality lie in the
materials and forms.

In the current exhibition, Kafri incorporates transparent Perspex
boards on which she constructs her paintings. These surfaces function
as both independent paintings and as transparent walls in the space.
Painterly and architectural elements, they divide the space anew, offering
a range of fresh perspectives and compositions. The boards” transparency
enables the viewer to perceive the material applied to the surface as if
it were freechand drawing in a space ostensibly detached from the hard
surface. The viewer’s gaze shifts from the two-dimensional Perspex
paintings to additional painterly gestures scattered in the space, bringing
them together and trying to close the gap to generate the whole. Unlike
the installations she created in recent years, which comprised a single

painterly-sculptural array consisting of multiple fragments scattered in the

space, in the current show Kafri explores painting’s ability to function as
an autonomous object. She proposes entry into a five-part composition
which may be taken apart and reassembled.
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The title of the exhibition—"Multiplane(s)”—hints at a tectonics
of a stratified, multi-layered work whose parts are all fixed, yet it remains
open to renewed readings and views. At the same time, the title is also
an allusion to the multiplane camera developed by Walt Disney Studios
animator Ub Iwerks in 1933, which was intended to create appearance
of depth and motion in a flat, still picture in early cartoons by moving
overlapping layers of artwork painted on glass plates.

Multiplane camera used in animated
films, Walt Disney Studios, 1937

218%1x  multiplane nn¥n oy mmay
1937 2077 oM

Kafri takes the title of this early cinematic technique as the title of her
show, perusing painting’s ability to generate movement and depth via an
array of transparent screens painted on either side. The paintings float-
hover, their flexibility attesting to their liquid state. Unlike the animation
technology, which generates an illusion of movement and depth by
moving painted screens, in Kafri’s work the act is reversed. Rather than
a passive figure that absorbs moving images, the viewer is an active
wanderer, chancing into a tangle of painterly situations.

The attempt to lay a “hermeneutic” net which would locate Kafri’s
work within the genealogy of modern and contemporary painting soon
leads to a dead end. Her work echoes myriad inclinations and styles
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INTERPRETATION-ELIMINATING
PAINTERLY RITUAL
ANAT DANON SIVAN

Iva Kafri’s painting takes place in the space. It begins by entering an
empty space, into which the artist “pours” colorful wallpaper, acrylic

and spray paints, printed transparencies, Perspex boards, and other
industrial materials. It continues with a performative act which demands
concentration, dedication, and prolonged seclusion in the space, at

times month-long, and even longer when possible. Usually there are no
preliminary studies, sometimes a mere sketch of the general lines, which
is also erased or changed when the process begins. In the studio the artist
merely practices “etudes,” “warming up before the grand performance”;
she paints on random boards and transparencies, photographs, cuts and
pastes, contemplating whether something will be introduced into the
work or not. This work process generates a tension and disquiet in the
artist (as well as the curator). There is no telling what will happen at

the decisive moment: will a miracle of creation occur, or perhaps total
collapse? Kafri’s painting takes its place in a narrow, fluid interstice, which
expands with every act or breath of the painterly gesture.

Kafri’s painting “speaks” to us in a language without words. The
painterly act emphasizes its physicality and materiality. Despite the
industrial appearance of the materials comprising the work—plastic,
adhesive tape, and fluorescent wallpaper—Kafri’s praxis remains largely
stormy and romantic. Painting’s predicament at the onset of the new
millennjum leads her to cross the known boundaries and expand the
traditional language: to replace the blank canvas with a space, including
all of its elements: walls, floor, ceiling, and the void between them. The

space functions as a point of departure, setting the entire work in motion;
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FOREWORD

Iva Kafri, recipient of the 2013 Rappaport Prize for a Young Israeli Artist,
creates poetic, abstract painting installations. In her unique, original work
she explores the architecture of the painting, expanding its boundaries by
means of diverse materials: adhesive tape, wallpaper, transparencies, spray
paint, and Perspex, combined with acrylic. These generate lines, stains,
and shapes which infiltrate the space, constituting a three-dimensional
painterly event that oscillates between destruction and chaos, on the one
hand, and a festive phosphorescent vitality, on the other. In the current
exhibition Kafri combines Perspex boards painted on either side, which
function both as partitioning “walls” and as autonomous paintings, inviting
the viewer to wander among them and conduct a fascinating intra-artistic
dialogue with multiple perspectives. Kafri breaches the boundaries

of traditional painting, allowing the viewer to penetrate a spectacular
painterly realm. Her work is influenced by the tradition of 20th-century
modernist painting: Abstract, Surrealism, Tachism, and Geometric
Minimalism. It examines the feasibility of painting at the beginning of
the 21st century as a creative, performative, and spontaneous process
which overflows from the picture plane into the space.

The exhibition has been made possible through the generosity of the
Rappaport Foundation, founded by Ruth and the late Baruch Rappaport
in 2006 with the aim of supporting both young and established Israeli
artists. Among the most important artistic initiatives, the Rappaport Prize
is awarded annually to two Israeli artists residing in Israel—an established
artist and a young artist. The 2013 Rappaport Prize for an Established
Artist has been awarded to David Reeb, and his exhibition is presented
concurrent to Kafri’s show. We would like to extend our gratitude to
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