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70x70 ,T2 7y 1nv ,2015 ,1 *n-'7n2 ninx

A Nurse in Tel-Hai 1, 2015, 0il on canvas, 70x70
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90x120 ,72 7y 10w ,2020 ,n'773KN NIV

Tania Feeding a Patient, 2020, oil on canvas, 90x120
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100x125 ,72 7y 1w ,2016 ,1 nTTA

Ringworm 1, 2016, 0il on canvas, 100x125
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100x80 ,72 7y 10w ,2020 ,1a0a1

X-Rays, 2020, 0il on canvas, 100x80
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100x90 ,72 7y 10w ,2022 ,77a01 DMy

Guard-woman and Tower, 2022, oil on canvas, 100x90
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70x70 ,T2 7y 1nv ,2017 ,1 n27av *nn

Tiberias Hot Springs 1, 2017, 0oil on canvas, 70x70
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100x125 ,72 7y 10w ,2016 ,2 NTTA

Ringworm 2, 2016, 0il on canvas, 100x125






8




i0

<

11

50x40 ,yy 7y 1nv ,2015 ,2 y'7pn n9?d

The Dome of the Rock 2, 2015, oil on wood, 50x40
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20x30 ,yy 7y ¥ ,2022 ,2 1an 21y

Protection Kit 2, 2022, 0il on wood, 20x30
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70x70 ,72 7y 10w ,2016 ,17?yna T°7 ana¥n nan DINKa
Nurse Hannah and a Family by the Spring, 2016, 0il on
canvas, 70x70

.14

70x70 ,72 7y 10w ,2017 ,2 n712av *nn

Tiberias Hot Springs 2, 2017, 0oil on canvas, 70x70
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70x70 ,T2 7y 1n¥ ,2021 ,237X1 DINX

A Nurse and a Rabbit, 2021, oil on canvas, 70x70
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100x100 ,72 7y 0¥ ,2021 ,nXBIN2 17X DINX

Nurse and Lion at the Clinic, 2021, oil on canvas, 100x100
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90x110 ,72 7y 10w ,2021 ,ADTIXD N70¥NI N7ID

Tania and the Dress from Odessa, 2021, oil on canvas,
90x110
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70x70 ,72 7y 0¥ ,2016 ,07°XNINN1 DINX

Nurse and Bathers, 2016, 0oil on canvas, 70x70

.21

70x70 ,72 7y 10w ,2016 1IN NINK

Nurse and Ploughman, 2016, 0oil on canvas, 70x70

.22

70x70 ,72 7y 10w ,2017 ,n17yan nnx

Burning Nurse, 2017, 0oil on canvas, 70x70

.23

70x70 ,72 7y 0¥ ,2016 ,(T?7T) A1TIDIYXI DINX

A Nurse and Alexander (Zaid), 2016, oil on canvas, 70x70
.24

70x70 ,T2 7y 1nv ,2020 ,17?ynn 1?7 Ax2INa 217

A Bear in the Clinic by the Spring, 2020, oil on canvas,
70x70
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of Bia de' Medici, 1542-1545,
Uffizi Gallery, Florence
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Malka's Kindergarten 1951, Holon.
3-year-old Haya in the front row
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Lucio Fontana, Concetto
spaziale, 'Attese’ ("Spatial
Concept, ‘Waiting'™), 1960,
Tate Modern, London
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0On Our Shoulders, 2016, oil on canvas, 70x70 .49
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70x120 ,72 7y 1w ,2022 ,yIn nTY? Blue Skirt 1, 2008, 0il on canvas, objects and
Foreign Girl, 2022, 0oil on canvas, 70x120 needlepoint, 70x90
.57-56 .50
100x120 ,72 7y 10w ,2017 ,3 n17'7Ky1T? 130x89 ,72 7y 0¥ ,2007 ,4 m2aIX
Jezreelites 3, 2017, oil on canvas, 100x120 Rabbits 4, 2007, 0il on canvas, 130x89
.59-58 .52
110x130 ,72 7y 1nv ,2014 ,D7T21 Ann ,7ny) 130x89 ,71 7y 1nw ,2007 ,5 m21X

Naomi, Tama and Jugs, 2014, oil on canvas, 110x130 Rabbits 5, 2007, 0il on canvas, 130x89
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60x80 ,T2 7y 1nv ,2014 ,72°n

Michal, 2014, 0oil on canvas, 60x80
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120x60 ,72 7y 10w ,2001 ,3,2 ,1 AKX
Orah 1, 2, 3, 2001, oil on canvas, 120x60
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160x60 ,72 7y 10w ,2002 ,3 ,2 ,1 D?1X7 D?7D1dN
Short Pants 1, 2, 3, 2002, 0il on canvas, 160x60
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80x120 ,72 7y 10w ,2006 ,An1 TN

Dormant Varda, 2006, 0il on canvas, 80x120
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40x12x7 ,AA1TD 1NN 7y 1Y

Alexander Zaid Vases, Herzl and the Roaring Lion,
2012-2022, 0il on glazed clay, 40x12x7

.63-62

120x100 ,7a 7y 10w ,2011 ,2 ,1 D77a7

Flags 1, 2, 2011, 0il on canvas, 120x100
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25x15 ,navn pag 7y 071¥0 71077 ,ANANEX?T ,2000 ,1 D77 D7YXND
Hard Beddings 1, 2000, diaphragm, photographic image on
cutting board, 25x15
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35x25 ,(D°n770 13) yy 7y 10w ,2013 7701

Racheli, 2013, 0il on wood (a trowel), 35x25
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70x90 ,Ta 7y 1113y 10w ,2008 ,Nwi7? 1D

Meerkats, 2008, oil and pencil on canvas, 70x90
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45x45 ,71 7y 10w ,2013 ,1 XaX 7v avnnnn

Daddy's Handkerchief 1, 2013, 0il on canvas, 45x45
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45x45 ,72 7y 111@°y1 10w ,2014 ,2 XaX 7w avnnna
Daddy's Handkerchief 2, 2014, oil and pencil on canvas,
45x45
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80x60 ,T2 7y 1nw ,2013 ,n'7'nw

Sarale, 2013, oil on canvas, 80x60
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22x50 ,yy 7y 10w ,2014 ,n13a7 m7np

White Dresses, 2014, oil on wood, 22x50
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22x50 ,Yy 7y 10w ,2001 ,npi yxn

Hard Bedding, 2001, oil on wood, 22x50
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19Nl nY ,1997 ,2 ,1 XaXY7 N1DDN IX DDIN NP?IYD DX DXD
116x40 ,07°077721K ,Ta 7y

Do You Punish Them or Tell Dad 1, 2, 1997, oil and
tempera on canvas, objects, 116x40
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120x95 ,71 7y 1o ,2001 ,7X1 naw aTy?

Good Girl and Shadow, 2001, 0il on canvas, 120x95
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100x120 ,7a 7y 10w ,2002 ,7¥1 XDX ,nT7?

Girl, Mother and Shadow, 2002, 0il on canvas, 100x120
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120x95 ,72 7y 10w ,2001 ,An?In n2w aT7?

Good Girl Lifting, 2001, oil on canvas, 120x95
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120x158 ,72 7y 10w ,2017 ,2 nnn axa7n .n

H. Dead Pioneer 2, 2017, oil on canvas, 120x158
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50x50 ,Ta 7y 10w ,2020 ,nnn nx17n .n

H. Dead Pioneer, 2020, 0il on canvas, 50x50
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50x50 ,Ta 7y 1w ,2020 ,17°70n

The Flute Player, 2020, 0il on canvas, 50x50
.111-110

30x80 ,71 7y 10w ,2014 ,x nnny nx17n naww

Shoshana Dead Pioneer A, 2014, oil on canvas, 30x80
30x80 ,71 7y 1w ,2014 ,2 nnnw ax17n naww

Shoshana Dead Pioneer B, 2014, oil on canvas, 30x80
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110x160 ,72 7y 1nv ,2014 ,1 nnn axa7n .n

H. Dead Pioneer 1, 2014, oil on canvas, 110x160

>

.101

100x80 ,7a 7y 1n¥ ,2023 ,naDXN

Gatherer, 2023, oil on canvas, 100x80

.103-102

50x120 ,72 7y 10w ,2014 ,AnA73X?TI MIXA7N

Pioneers and a Diaphragm, 2014, oil on canvas, 50x120
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Women Friends and Forest, 2020, 0oil on canvas, 100x120
.105

18x24 ,0°M17X0 ,0°D{7772IX ,1773 7y ¥XIA ,1999 ,7 ,3 127 18D
White Book 3, 7, 1999, gouache on paper, objects,
photographs, 18x24
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18x24 ,0°m7xn ,0?D7772IX ,1771 7y ¥X1A ,1999 ,10 ,1 127 18D
White Book 1, 10, 1999, gouache on paper, objects,
photographs, 18x24
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49x90 ,72 7y 10w ,2014 ,0°01T1 mX17n 7y

Of Pioneering Women and Bears, 2014, oil on canvas, 49x90
100x120 ,72 7y 0¥ ,2013 ,ATIDI7X1 DN

Ruth and Alexander, 2013, oil on canvas, 100x120
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100x130 ,72 7y 1nw ,2017 ,nyT

Spreading Seeds, 2017, oil on canvas, 100x130
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100x80 ,Ta 7y 1n¥ ,2019 ,2 n7nynn

Gymnast 2, 2019, oil on canvas, 100x80
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100x80 ,7a 7y nw ,2019 ,1 n7nynn

Gymnast 1, 2019, oil on canvas, 100x80
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60x80 ,7T2 7y 1nw ,2016 ,N1I¥X

Wake, 2016, oil on canvas, 60x80
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125x100 ,72 7y 10w ,2018 ,01?T13n 7y D2Imy
Guards on Podium, 2018, 0il on canvas, 125x100
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110x130 ,72 7y 1nv ,2020 ,2 D amp

Guards 2, 2020, oil on canvas, 110x130
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Black Eucalyptus, 2020, oil on canvas, 90x70
.119

90x130 ,bj72721X1 T2 7y 0¥ ,2017 ,(1372) 1ynn
The Awakener (Brenner), 2017, 0oil on canvas and object,
90x130
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Female Guard 1, 0il on canvas, 49x90
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Fields and Scythes, 2012, 0oil on canvas, 80x140
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Maya and Jug, 2014, oil on canvas, 80x60

80x60 ,T1 7y 10w ,2014 ,721 ny

Omer and Jug, 2014, oil on canvas, 80x60
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Shamir at Tel-Hai, 2009, oil on canvas, 80x100
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Harvesters, 2018, oil on canvas, 100x120
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Zion in Gan Hatm, 2012, oil on canvas, 100x120
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is a memory that poses questions and affirms
hope. Rather than illusions or the trumpeting
of violent breakage, we find trust in the ability
of humans to build, and faith that wounds and
pain cannot diminish responsibility for life.

Utopia as Journey

Was the pioneering vision, the source of Haya
Graetz-Ran’s inspiration, utopian?
Is it an expression of manifest dystopia?

The thought and creation of the pioneers
of the Second Aliya display a complex attitude
towards the utopian vision and the dystopian
nightmare. The two great mentors of the
pioneers, Yosef Haim Brenner and Aharon
David Gordon, expressed their opposition to
utopia visions, and not just for the reasons
espoused by Marx, who viewed utopianism
as a flight from reality. Rather, Brenner
claimed that utopias arise from a false claim
purporting to understand human nature,
based on an assumption that any such nature
is not expressed in the actual history in which
we live. Utopians believe that the utopia, the
social edifice to be constructed, will reveal the
true heretofore concealed human nature and
reject historical reality. The utopian regime
is supposed to realize the human nature that
had been oppressed. It was Brenner’s claim
that the assumption of utopian thinkers that
they know human nature is false. Man is
always broken and indefinable and one should
not construct a framework that would erase
this fractured state. Gordon too agreed with
Brenner that one cannot know human nature,
but for a different reason. Gordon believed
man was infinite and that any attempt at a
definition becomes a tyrannical technique.
Even the Christian definition of man as a
loving being is liable to metamorphose into
the Inquisition.

The concept of utopias arose during the
period of great travels and the discovery of
heretofore unknown continents. But the
journeys to such Utopias appeared in the

imagination as journeys to closed and secluded
places that have not been contaminated by the
ills of surrounding society. It seems that in
the immigration of the pioneers an emphasis
is placed on the journey, not as a journey to a
clear and definite land and social form, but as
a creation ultimately intended for those who
are not yet here — who, once they arrive, will
certainly change the edifice that had been built
in poverty and haste. It was not easy to sustain
this tension, and the prices paid were often
excessively heavy. It seems that the pioneers
viewed utopia as important for direction, as a
journey, and as a means to discovering what
may be amended.

These elements, which are revealed in the
biographies of the pioneers, are clearly manifest
in the works of Graetz-Ran.

Myths and Their Dissolution

According to Plato’s utopia, that early
depiction of the State and its laws, the
enlightened State drove away the storytellers
and the creators of myths. Its justification
was that myths include both irrational aspects
and aspects that undermine and cast doubt.
However, a society that banishes its artists is
quickly transformed into an enslaved society,
and possibly also an enslaving one. At the
same time, a society that loses its ability to
critique its own narratives is ensnared by
lies and erases both its reason and its ability
to critique, and is therefore also at risk. The
struggle against the false elements in myths
is supposed to serve the ability of men to
govern other men, and the struggle for a
human narrative that comprises tensions and
contradictions is one and the same.
Graetz-Ran's desire to look ironically and
critically at the conventional narratives and
foundational myths of Israeli culture stems
from an internal rebellion against a culture of
victimization that swiftly awards itself with the
right to victimize others. She wishes to restore
the human dimension to the narrative.
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Holding On to the Hammer

At the time of the Second Aliya, funds were
raised among Jewish laborers in the diaspora
in order to provide the laborers in the Land of
Israel with tools and money. In Pinsk, a young
man had prepared a hammer, which he had
planned to use for work in the Land of Israel,
but he knew that he would only be able to
immigrate some time later.

When the wagon that collected work tools for
the Land of Israel came by, he submitted the
hammer with anguish, so that the tool should
not lie idle and would commence the building
of the land. I met him when he was an old
man. With glowing eyes and a mysterious wink
he whispered to me that he had been reunited
with his hammer when he came to Israel, and
has since then never gone anywhere without
it. He proudly pointed to the belt from which
the ancient hammer was suspended. I believe
this story can illuminate something in the
paintings of Haya Graetz-Ran and her use of
tools. In her art, Graetz-Ran’s trowel becomes
a surface on which she paints (Pioneer Woman,
2022, p. 98). This is an expression of the same
sense of pride. Pride over art and the sense of
contribution to peers and place. Pride that is
mixed with the pain of the price to be paid.

Let us hope that the paintbrush and the
plough shall not be silenced.
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and, among other things, wrote the following:

At times there may in fact be reason to eat
expensive food, but there never is use of
expensive clothing. The more expensive

the clothing, in fact, the more carefully
it must be protected; and the less it is
then used, the less use it will be, creating
only problems for its owner: its fabric can
easily be ruined and affords only little
warmth. Black cloth is most appropriate
for the garb of penitence, and lamb's

wool best for the brides of Christ, who in
their very habit may be seen, or reminded
to be, clothed in the Lamb, who is their

Bridegroom.1

We see the extent to which concepts and social
organization are intertwined. That is why Haya
Graetz-Ran is attracted to the convent and learns
from it. It is not Christian theology that she seeks
there, but a place to observe the ways of life.
Both the personal and collective vows of
abstinence were simultaneously a critique of
the established churches and an assumption
of duty. The monks and nuns became tools in
the hands of the Church, but were never simple
instruments. The monks, the monasteries
and the monastic orders represented a model
of living that was both a visionary dream and
a critique: a dream of sanctity and spirituality
that critiqued the temptations of materiality,
and posited a life style of discipline subject
to principles and beliefs against the worldly
and the profane. With the passage of time,
the monasteries too succumbed to the social
diseases of the Church and participated in the
governmental corruption that characterized the
hierarchical ecclesiastical establishment. Yet
even then, they were imbued with a tradition of
sanctity.

1 Abelard, P. & Lombardo, S. (2007). Abelard and
Heloise: The Letters and Other Writings. Hackett
Publishing, pp. 236-237.

In contrast to Jewish tradition, which
limited feminine expression to the family and
excluded women from spiritual creativity and
self-expression, Christian traditions included
women who gave strong expression to their
ideas and feelings — and among them, in
certain periods and places, one also finds some
of the descendants of the Jews of Spain who
were forced to convert to Christianity. Feminine
monasticism endowed Christianity with unique
feminine figures that are absent from Judaism,
at least as a clear tradition. Christian nuns and
holy women created deep spiritual creations,
despite the fact that nunneries were often
headed by men. In her work, Haya Graetz-Ran
is drawn to the central place accorded feminine
spirituality alongside a spiritually-orientated
austerity.

In contra-distinction, in Jewish history,
feminine images are seen through the prism
of family and through the writings of males, so
that women are mostly silent. Not so during the
pioneering period. Here we find that feminine
rebellion attains a variety of expressions. Not
the liberation of women, but the demand for
their liberation. Women write, create, rebel,
mourn and even commit suicide in a tempest
of spiritual turmoil.

Such a spiritual tempest is reflected in
Graetz-Ran’s painting H. Dead Pioneer 1 (2014,
pp. 112-113). The painting was made on the
basis of a post-mortem photograph showing the
corpse of Shoshana Bogin lying on a stretcher
with eucalyptus leaves spread over her body
and surrounded by her living friends. Such
photographs, a type of modern death-mask,
were common in those days.

The friends photographed with her are
witnesses. They are not an halachic quorum
of men (Minyan) nor the male members of the
burial society (Hevrah Kadisha), but a group
of women; not the traditional wailers and
mourners, but friends sharing a prayer that
went unanswered. Shoshana Bogin committed
suicide. Her writings indicate unique mystical
moods. She wanted to volunteer for the Jewish
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Legion along with many other women from
among the laborers, but the British army
refused to recruit them. Shoshana Bogin then
reached the final abyss of her life.

Haya Graetz-Ran painted Shoshana Bogin on
her deathbed and replaced Bogin’s face with the
painter’s own visage. The figure of Bogin is one
of the figures of pioneering women struggling
with the challenges of their lives, which appear
as a central motif in Haya Graetz-Ran’s oeuvre.

This tension between the idea and the
moral collapse of some of its bearers, between
the grievous conditions and the culture of
consumption, between true adventures and
the myths that they give rise to — all this is
felt in Haya Graetz-Ran’s paintings and their
encounter with those looking at them.

The Incarnations of a Photograph

My one-time protégé, the photography
researcher, Prof. Drora Spitz, told me once of the
difference between contemporary photography
and the way it was experienced in previous
times. In the past, in the days of photographic
film, each photograph went through a dark
room, the anxiety before revelation, and
ultimately a shocking and sometimes painful
revelation, while today every photograph is
immediately revealed and then disappears in the
cloud.

Haya Graetz-Ran chose to take the opposite
path in her oeuvre: her paintings and creations
return to protracted time, based on the slow
revelation of the paintbrush, but drawing
inspiration from the various incarnations of
photography. Her works rely on the conception
of the long furrow. As opposed with instant art,
she presents the painting process, as a renewed
revelation of the foundations of photography
rather than as a rebellion against it.

This is an appropriate context to emphasize
the difference between the realistic paintings
one finds within the creations of the Israeli
kibbutz and the realism that characterized
painting in Stalinist Russia. In contra-

distinction to the increasing monumentality
and shallowness of Soviet painting, the kibbutz
paintings are dark and confessional. They rebel
and preserve expressions of human pain on the
one hand, while finding some room for humor
and playfulness on the other hand. This blend
of qualities does not characterize recruiting

art, propaganda art, but rather constitutes
rebellious art, which presents human figures
that do not become stereotypes.

In many respects, art preserved the sanity
of the enterprise and the society in which it
operated, as can be seen in such portraits as
those created by Haim Atar, the founder of
Mishkan Museum of Art at Ein-Harod Meuhad.
Atar refrained from painting group scenes
and only painted portraits, so as to allow the
individual a place in collective existence. This
can also be seen in the group pictures and
caricatures of Yohanan Simon, in both his
figurative and abstract paintings. The power
of art lay in its ability to expose their abysses.
Alienation and loneliness, the searching for a
path, and losing one’s way, all found expression
in the art that accompanied the pioneering
narrative. The pain of unrealized aspiration
and unanswered calls did not extinguish the
desire to maintain the struggle, even though
young people often collapsed under the weight
of the undertaking, the daily hardships and
the memory of deep historical traumas. The
burning drive to not succumb collided with the
objective difficulties and the inability to build a
sane system for living.

This clash is evident in Graetz-Ran’s
paintings and the cry that arises from them.
The artist joins this unique chain that rejects
the option of hiding human suffering behind
screens of empty apologetics and fake cheer,
and claims that one should contend with
the pain without masks. Haya Graetz-Ran’s
portraits are neither momentary press photos
nor fake icons, but a Sisyphean labor that
ultimately manages to steal the live woman
and transpose her from one generation to
another. Rather than shining souvenirs, here
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H. Dead Pioneer 1, 2012,
pencil on paper, 37x52
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LONGINGS FOR YESTERDAYS AND TOMORROWS THAT EAT AWAY

AT THE PRESENT

Muki Tsur

The Shadow Image in the Life of the Pioneers

Yosef Haim Brenner, the author who taught and guided the
pioneers of the Second Aliya as a spiritual innovator, wrote
the most acerbic indictment of the idyllic narrative of the
Land of Israel in his article “The Genre of the Land of Israel
and its Idolatrous Accouterments”. Brenner believed that
without a spiritual austerity that respects the fragmentation
revealed in the mind and in concepts, it will be impossible to
find the strength to cope with the heavy price demanded by
the Zionist project. He viewed this as a necessary condition
without which a true building will never be accomplished.

The strength of any great enterprise is measured
by its ability to express the human predicaments
that it is meant to solve. This is the plight of the
émigré, the plight of the revolutionary, the plight
of whosoever is uprooted from his own world
and seeks an outlet. The Zionist institution at
that time created an idyllic narrative that covered
and attempted to suffocate the bitter truth. The
idyll literature of the Zionist enterprise collapses
in the face of internal critique, the struggles
with censorship, the aspiration to truly express
the pain that accompanies the enterprise and
constantly judges it. This “shadow image”
was also present in the lives of the pioneers,
and included orphaned loves and longings
for yesterdays and tomorrows that eat away
at the present. These shadows, waiting to be
recognized, are not shown in the photographs
of the period, which present a bright and
illuminated facade aimed at attaining practical
goals: the recruitment of resources and people.
The work of Haya Graetz-Ran draws on this
deep tradition of ruptured pioneer culture,
except that she does this at another time.

Austerity?

Graetz-Ran’s art studio is located within the
heart of the workshop area of Kibbutz Sha’ar
HaAmakim. One finds the artist’s convent
among defunct work tools, somber workshops
and wild vegetation. Graetz-Ran uses the place
as a lighthouse in the search for modern and
old art, a shelter from the corruption of art by
money and advertising.

One of the greatest questions with which the
pioneers struggled was the issue of austerity.
The arguments continued to rage in both
moshavim and kibbutzim up until the fifties.
Some claimed that austerity was not an ideal,
but a mere justification for the existing state of
affairs, and once conditions changed, the idea
would fade away.

In the unique 12th century correspondence
between the philosopher Pierre Abélard and
the abbess Héloise d'Argenteuil, a moving
correspondence between lovers and partners,
Héloise asks Abélard to provide instruction for
the women’s abbey. Abelard agreed to do so



1=t

1=

the narrow rectangular frame. The image is
broken, incomplete, and makes an impression
of a tearing or loss, and therefore evokes
feelings of discomfort. The images have the
appearance of classic icons of martyrs.
“Something in the sad and pale expressions,
the dainty brushstrokes around the eyes in
blue, brown and light-blue shades, sends the
viewer hundreds of years back”, writes Naomi
Aviv (2002),® while Galia Bar Or (2010)°® adds
that “many of her works take photography as
their starting point. It is as if a family album
has been opened onto new spaces, receiving
the spirit of a painting but preserving the
vulnerability of the photographic subjects: it is
as if the painting documents the heroic effort to
survive under the new conditions prevailing in
the Land of Israel, and instills additional depth
in the daily struggle of the figures exposed
to the Middle Eastern sun and a demanding
society that presses people into service”.
Graetz-Ran contemplates the heavy personal
price that women paid with their bodies in
realizing the pioneering-Zionist ideology and
the demise of that ideology. This establishes a
connection between the historical past and the
present, between reality and illusion. The fully
staged photograph and the paintings created on
its basis evoke the words of the curator Hagai
Segev in regard to the “Pioneering Women and
Bears in Afula” exhibition:” “None of the details
appearing in Haya Graetz-Ran's paintings are
arbitrary. These paintings are not intuitive ones,
but calculated images that tell the story of Israel
and the people who were active within it at its
inception, presented within a contemporary,

5 From the text of the exhibition, "Levanot” [White
Girlsl, the Beit Uri and Rami Nehoshtan Museum,
Kibbutz Ashdot-Yaakov Meuhad, 2002.

6 Excerpted from the text recommending the awarding
of a prize, 2001.

7 Hagai Segev, "Giborot Shene'elmu" [Heroines that
have disappeared] in "Haya Graetz-Ran: Al halutzot
vedubim beafula" [On Pioneering Women and Bears in
Afulal, Afula: The Municipal Art Gallery, Curator:
Ruth Kalimi, 2013, p. 4.

critical and sober context that offers a
penetrating vision into a complex reality.”

The first main painting, H. Dead Pioneer 1
(2014, pp. 112-113), isolates the dead pioneer
and positions her directly on the exposed linen,
which appears as an empty space that is being
penetrated and consumed by the corpse. This
creation is the first in which Graetz-Ran used
raw linen. In conversation, the artist told me
that she “was looking for a material capable
of expressing asceticism, a coarse material
that contrasts with earlier works in which the
paint was applied to highly treated fabrics”.
The empty space is not identified with any
particular time and place. When one examines
the piece closely, one realizes that Shoshana
Bogin’s head has been replaced by the artist’s
own visage. This is the first self-portrait
painted by Graetz-Ran.

In 201y, Graetz-Ran returned to this series
and painted an additional painting with her
self-portrait (H. Dead Pioneer 2, 2017, p. 88).

In this painting the artist is portrayed supine,
in the same position that emulates Shoshana
Bogin in her post-mortem photography, but this
time, contrary to the previous painting dated
2014, the figure does not rest on empty space,
but on the soil, in a ploughed field, in which a
small tree appears to the left of the background.
The brown shade of the exposed linen becomes
the color of the earth, and the space that
represents the eucalyptus leaves scattered over
her corpse.

The letter H appearing in the name of the
series represents the painter’s first name,
Haya; the painter was born in 1948 — the year
in which the state of Israel was founded. The
word Haya, which represents life in Hebrew,
contrasts with the repetitive scene in the
images, which depicts death and lamentation.
The sharp contrast sets up an oscillation
between the artist’s autobiography and the
narrated and photographed male narrative
of the collective Zionist story. This sets up a
double tension: Between the dream and its
dissolution as experienced by the pioneer

Shoshana Bogin and the dream and its
dissolution as experienced by the artist.
Neither of these two women accepted the
general narrative; each of them created a
different narrative for herself, a feminine,
personal, revealing and intimate narrative.
Both feel the woes of the world and attempt
to change existing reality: Shoshana Bogin
through her act of suicide and Haya Graetz-
Ran through her artistic acts. In this sense,
the encounter with both at the exhibition
allows us to hear the feminine voices that
have been absent from the narrative of the
pioneering ethos.
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Who staged this photograph, and for what
purpose? It was taken by an anonymous
photographer from Jaffa, perhaps a Christian
who staged the scene under the influence
of Christian iconography, as the photograph
echoes many well-known Christological
scenes, such as the Deposition of Christ,
the Pieta and the Death of the Virgin Mary.
This is particularly salient in the way that the
photographer has surrounded Bogin with head-
covered women who seem to be lamenting and
mourning her death. The real death is coupled
with a symbolic death: the fleeing moment
captured in the image, which is immortalized
forever. The curator Guy Raz wrote the
following about this photograph: “Evidently,
this was a photographer who was aware of the
history of sacred-Christian art, and felt that his
own photograph was a work of art”.?

The immigrants who arrived during
the Second Aliya understood the value of
photography, and especially that of staged
photographs, for documenting the history of
Zionism and pre-State Israel. They viewed
photography as a tool in the Zionist struggle.
The photograph staged after Shoshana Bogin’s
demise presents her death as that of a martyr:
her face is calm, her head lies on a bed of
eucalyptus leaves and a laurel of eucalyptus
leaves lies on her abdomen, and she is
surrounded by her loving friends. All these
depict the physical and spiritual realization
of the Zionist vision, while romanticizing the
physical and mental price of this vision.

Bogin was a woman with a “turbulent spirit”,
and her suicide was probably connected to her

3 Excerpted from Guy Raz, Tzalamey ha'aretz mereshit
yemey hatzilum vead hayom [Photographers of
Palestine Eretz Israel/Israel (1855-2000)], Tel-
Aviv: Mapa and Hakibbutz Hameuchad, 2003, p. 59. For
additional readings: Moti Zeira "Shoshana yaldat
lapidot ayekh" [Shoshana - Lapidot Girl - Where
Are Youl, Shdemot, issue 111 (1989); Lea Peretz,
"Tableau Vivant", Studio, issue 124 (June 2001); Guy
Raz, "Jeanne d'Arc vaahota" [Jeanne d'Arc and her
Sister], Studio, issue 124 (June 2001).

unrequited love for Noah Naftulski, one of the
more well-known pioneers of the Second Aliya.
Her psyche was revealed in her diary, which
was found in 1989 by the scholar Moti Zeira.*
In addition to the Christological and Zionist-
Pioneering symbolism that we described in
regard to her last image, the posture of the
body and the tranquil features resting on a
bed of eucalyptus leaves are reminiscent of
Hamlet’s Ophelia as she floats down the river,
a moment before she drowns, in John Everett
Millais’ classic painting Ophelia (1851-1852,

p. 181). Millais was one of the founders of

a group of English artists known as the Pre-
Raphaelite Brotherhood.

Memento Mori

The photograph depicting Shoshana Bogin’s
corpse belongs to the tradition of post-mortem
photographs depicting people after their death.
These photographs were intended to serve as
mementos for the grieving family. Memorial and
post-mortem photography was popular in the
19" century and involved placing the dead in a
supine or sitting position, and the family would
surround them to create a last family portrait
with the deceased. Post-mortem photographs
were influenced by the Pictorialism style and
by Romanticism, and they provide a prominent

4 Dr. Moti Zeira of Kibbutz Giv'at-Haim Ichud found
Bogin's diary in 1989, after he deduced that Rachel
Katznelson had kept it for the purpose of her own
books. The contents of the diary were included
in an issue of the periodical Shdemot that was
dedicated to Bogin (Zeira, "Shoshana yaldat
lapidot ayekh" [Shoshana - Lapidot Girl - Where
Are Youl). Katznelson wrote the following about
Bogin: "They only wanted to keep away from this
eccentric girl that shamelessly talked about
everything in public, and feverishly read her
notes to everyone, as if she cared nothing for the
attitude of the other girls and guys towards her"
(the quote was taken from: "Velayeladim, meayin
lakahta otam kohot?" [And for the Children, Where
Did You Find the Strength?] In Zeira, "Shoshana
yaldat lapidot ayekh" [Shoshana - Lapidot Girl -
Where Are Youl, p. 60).
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sense of staging, dramatization and theatricality.
One of the photographs that inspired the post-
mortem photography movement was Henry
Pitch Robinson’s staged 1858 Pictorialism-style
image, Fading Away. This staged photograph,
comprising a number of negatives placed on
top of each other, depicts a young woman
surrounded by her family members as she is
dying of consumption. Robinson is considered
to be the father of staged English photography,
and one can see considerable similarity between
Bogin’s photograph and Robinson’s famous
image, both as regards the subject — a dying or
dead young woman surrounded by those close
to her — and as regards the staged and dramatic
postures of the figures.

Post-mortem photographs also served as
Memento Mori — items intended to remind
the viewers of their own mortality. The Latin
words “Memento Mori” mean “Remember
that you are destined to die”. In her book
On Photography, the author and philosopher
Susan Sontag showed how a photograph is
but a segment of reality, but its ethical and
emotional content is determined by the
culture and context of the viewers. By its very
nature post-mortem photography expresses
conflicting wishes: to demonstrate the
idea of death and to capture the essence of
something that was and is no more; while at
the same time to deny death. The purpose of
the portrait is to present a certain feature of
the photograph’s subject, or his or her “main
essence”, in contrast to the corpse, which
does not indicate the personality, emotion or
character of the deceased. At the same time,
the post-mortem photograph also expresses
the impressions and insights of the society in
which the image was captured. Viewers can
learn about the history and ethnography of that
society from the photograph, and the various
forms in which the family, the social unit,
chooses to describe itself. Guy Raz comments
that the word “postcard” was imprinted on this
copy of the photograph, indicating that it may
be sent overseas.

A Process of Image Distillation

In this series, Graetz-Ran directly alludes to
the photographed image of the pioneer and
her friends. She processes the photograph by
transferring it into the medium of painting,
first with pastel drawings and finally with an
oil painting. The process begins with a series
of pastel drawings on Fabriano paper, which
present variations that alter, truncate, isolate
and crop the images in the photograph. The
large drawings display a research process that
allows us to trace the stages of the artist's work,
commencing from H. Dead Pioneer 1 (pencil
on paper, 2012, p. 139) and Wake (pencil on
paper, 2012), and ending with the distillation
of this work in the central painting in the
series, the oil painting H. Dead Pioneer 1 (2014,
pp. 112-113).

“The processing of the subject through
preparatory drawings helps me instill and
purify the idea,” said the artist in a conversation
with me. “My focus on the personal story
of pioneering women, through personal
confession diaries or photographs in which
I found hints of psychological distress, arose
from my need to remove the veil that had
covered the painful truth and reveal a different
reality than what was told for many years, in
most cases from a masculine point of view”.

The photographs that serve as the basis and
inspiration for Graetz-Ran’s paintings were
carefully selected. Each of them, including
the one that depicts the deathbed of Shoshana
Bogin, documents the personal and national
existential and psychological condition at the
time that it was taken, while at the same time, it
is meant to correspond with the existential and
psychological state of the artist’s mind in the
present.

The two additional oil paintings in the
series are Shoshana Dead Pioneer A and
Shoshana Dead Pioneer B (2014, pp. 110-

111). Both paintings focus on the mourning
friends, whose truncated figures are wearing a
headdress, and only parts of their bodies enter
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and independent line over many years. She
developed a style of painting that was both
realistic and meticulously planned down
to the smallest detail, leaving no room for
improvisation, laden with hints and symbols,
hiding more than it reveals, both tempting
and barbed at one and the same time. In her
most recent works, it seems that she is also
withdrawing from this identifying style, as
increasing parts of canvas are left exposed,
thereby emulating defenseless or unprotected
physical skin. A contemporary example of the
pioneering place of Graetz-Ran within the
Israeli feminist painting scene is provided by
the recently published book Simla, simla, shiva
leantea ["Dress, Symbol and Return to Antea"],
which provides a survey of the interpretations
that have been given dresses in Israeli arts. One
cannot but survey the scope of her previous
works, and especially the “Levanot” ("White
Girls") series, in light of the description
provided therein: “the dresses of little girls as
elements of temptation; the vulnerability of
women because of the large opening at the
bottom of their dresses; a bridal dress which is
(still) the dream dress for most women,; the lack
of confidence that most women suffer from in
regard to their appearance; the dressed/exposed
woman and the male gaze.”®

By positioning the vulnerability of pioneering
women at the center of her work, and by
consistently engaging with this issue, Graetz-
Ran functions as an essential pioneering voice
in Israeli art. At the core of many of her works,
we find an engagement with self-identity,
self-portrait, family circles or figures that she
identifies with or feels connected with, and her
painting opens a way for both self-healing and
“gender healing” — a double consciousness that
emphasizes the power of a work of art to teach,
to illuminate, to remind, and to change.

5 Rita Mendes-Flor and Naomi Tanhauser, "Hasimla
hamigdarit" [The Gender Dressl,Simla, simla, shiva
leantea ["Dress, Symbol and Return to Anteal,
Jerusalem: Agripas Gallery, 2022, p. 15.
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PERSONAL PIONEER'

Raz Samira

Living Image, Dead Pioneer

Almost one hundred years separate the photograph Shoshana
Bogin (Who Committed Suicide) and Women Pioneers/
Friends, A Post-mortem Photograph (Jatfa, 1918, e.95)

and the painting H. Dead Pioneer 1 (2014, pp.112-113).
hundred years of political, social and gender upheavals in
the Land of Israel. A hundred years of transitioning from
the public to the private, of national history, of dreams

and their dissolution. A hundred years of silencing and of

artistic endeavor.

The first time that Haya Graetz-Ran’s paintings
and drawings were exhibited together was at a
Mishkenot Shaananim Dwek Gallery exhibition
titled “Yizraeliyot” ["Women of Jezreel Valley"].
The creations presented in that exhibition

gave us a peek behind the scenes of the artist’s
thinking and creative process. The series of
large drawings and the paintings in a variety of
formats constitute a single whole that slowly
coalesces and leads to the central piece of the
subject and the series: H. Dead Pioneer 1 (2014).
The subject of pioneering women has become
a central theme of Graetz-Ran’s work in recent
years, and in this series Graetz-Ran focuses

on the figure of Shoshana Bogin, a pioneer
immortalized by the camera of an anonymous
photographer following her death in 1918,
when she was only 21 years old. The staged
photograph enfolds both the personal story of

1 This article is an expanded version of the text
accompanying the "Yizraeliot" [Women of Jezreel
Valleyl exhibition, which displayed Graetz-Ran's
creations curated by Raz Samira in 2014 at the
Mishkenot Shaananim Dwek Gallery.

the pioneer woman Shoshana Bogin and the
story of the “Second Aliya” — a Zionist-Pioneering
immigration movement in the 1920s.

The photograph is staged in the “Tableau
Vivant” (a living tableau) style, in which people
attired in appropriate costumes present a
particular theme drawn from art, literature or
history. In this photograph, the body of the
pioneer woman Shoshana Bogin lies in the yard
of the Jaffa hospital to which she was brought
after committing suicide by self-poisoning.?
Her eyes are closed, and her face is turned
towards the camera. Her body is covered with
a white sheet, a wreath of eucalyptus leaves
lies on her abdomen, her feet are exposed
and her friends, who are also pioneer women,
stand around her in a half circle, most of
them wearing a white headdress. Some of the
pioneers are facing the camera, while others are
looking at the deceased Bogin.

2 Shoshana Bogin, a member of the Second Aliya,
immigrated alone from Russia at the age of 15. She
worked in Petah-Tikva, at the Kinneret farm and in
Ben-Shemen.
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impulse, as a testimony to an unknown future.
Eventually, she sewed one of these letters,
containing the sentence “Hayale'h, try to be
good to me, because you can’t buy a mother’s
heart with money” on an apron that was used
by her mother and which served as the basis
of her work Mother's Aprons 1, 2, 3 (1998). On
two additional aprons with a similar design,
she sewed a photograph of the cypress grove
leading up to the cemetery at Tivon (where she
lives) and a portrait of her mother as she lay
dying. This was Graetz-Ran’s first installation
to incorporate a white canvas as base, the very
white that would serve her later in the series
“Levanot” ("White Girls").

Graetz-Ran became known in the mid-
nineties with works that were quite alien to
the Israeli art scene at the time. These works
were unique in their classic appearance, their
careful figurative structure, their deep color
palette and their many-layered brush-strokes
in tempera and oil. Some of her works were
built as triptychs emulating closed boxes
hiding signs and hints of a closed world, even
a secretive one; and the texts that accompanied
some of these works reveal a fragment of the
experience of the forbidden and the permitted,
the “Dos and Don’ts” that have been imprinted
on her. These works included such sayings and
quotations as “don’t go too far”, “don’t invent
anything, tell nothing but the truth”, "Do you

"o«

punish them or tell Dad", “it is still necessary to

” o«

suffer”, “everyone hides ugliness and you hide
your beauty”, “are you happy to receive guests”,
“he should have kissed the soles of your shoes”,
“are you smearing or cleaning?”. The artist

had heard some of these utterances from her
mother, while others appeared in a “housewife’s
quiz” that was published in Dvar HaShavua

during that period.!

A New Direction in Art

Graetz-Ran’s departure for Paris in 1999, for an
artistic residency at La Cité internationale des
arts de Paris, may be seen as a turning point in
her work. She visited museums and galleries,
became closely acquainted with masterpieces,
visited cathedrals and churches and also enjoyed
direct encounters with the traditions of western
art. The distance from Israel and the sense of
freedom she felt, gave rise to a new urge to find
her authentic artistic identity anew. “In gray and
rainy Paris, [ pined for the bright Israeli light,”
she relates. “While I was there, [ realized that I
must abandon the heavy tempera and oil paints,
and release myself from the dark and somber
background base. I had to find a new direction
in painting.” Once she returned to Israel, Graetz-
Ran began working on her “Levanot” ("White
Girls") series, which was a turning point in her
oeuvre: Large canvases displaying girlish torsos in
shades of dazzling white and light gray, alongside
small works on used bread-cutting boards
showing signs of cutting and burning — objects
that are identified with feminine labor — on which
are painted childish headless body sections and
the faces of the pioneers of the Jezreel Valley. In
addition to the significant expression of gender,
these works also embody the pain of Israeli
reality during that period: the years of the Second
Intifada that gave rise to paralyzing fears and
anxiety over the fate of sons, and in the case of
Graetz-Ran, the fate of her sons who served as
reservists at that time. When these works were
present at the Beit Uri and Rami Nehoshtan
Museum, Naomi Aviv wrote of the chilling duality
between the gendered and the actual:

In all the works included in the “Levanot”
exhibition, Graetz-Ran continues to generate

1 The "Housewife's Quiz" was published in 1956 in
the Dvar Hashavua weekly, in the aim of choosing
the "Best Housewife in the Land." Graetz-Ran's
mother also participated in the competition, and
the questions appearing in the quiz served as the
heading of some of Graetz-Ran's works.
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a variety of acts of truncation and dissection
of the photographed and then painted image.
There is something in this compulsion to
truncate, cut, isolate, emphasize, and constantly
repeat variations on the same subject — that
magnifies the sense of violence permeating
everything: within the works and outside
of them, in the biographies of the persons
photographed, in the period, in the background,
in the reality of the time, and despite the many
differences, in today’s political reality as well.?
This pioneering series marked the trajectory
that would engage Graetz-Ran in the coming
years, focused on a penetrating and consistent
attempt to reformulate the place and role of
pioneering women in the Zionist enterprise.
She does this while busting the well-known
hyper-masculinity myth, as a testimony to
the violence and the physical and emotional
abuse experienced by women, which were
inherent in that myth from the outset. The
series of paintings that followed “Levanot”
("White Girls"), including "Yeladot Tovot"
(“Good Girls"), “Halutzot” ("Women Pioneers"),
“Shomrot” ("Female Guards"), “Nof Lelo Ofek”
("A Landscape Without a Horizon"), “H. Dead
Pioneer” and “Achayot Belavan” ("Nurses in
White"), all continued and even expanded the
same critical vision, and echoed historical
photographs taken from photo albums and
archives. It seems that extending the canvas
via figurative paintings that open out to
motherland landscapes such as plowed earth,
fields of wheat and cypress groves — is intended
to establish an idyllic pioneering backdrop for
relationships centered around a complex or
silenced feminine experience.

2 Naomi Aviv, "The First Cut Is the Deepest", Haya
Graetz-Ran, Levanot, Kibbutz Ashdot Yaakov Meuhad:
Beit Uri and Rami Nehoshtan Museum, unnumbered
pages.

Israeli Feminism

-

The centrality of Graetz-Ran’s pictorial trajectory
is particularly salient in the context of the Israeli
art discourse since the nineties, which has not
always been capable of embracing direct and
blatant expressions of feminism. Graetz-Ran is
among the few artists who were born around
the time that the Israeli State was founded, who
wished to illuminate the other face of the Zionist
enterprise, from a feminist point of view. The
exhibition "The Feminine Presence", which was
exhibited at the Tel Aviv Museum in 1990, was
defined as an exhibition by women artists. This
aspect, which is quite unexceptional, was even
emphasized in the catalog of that exhibition,
stating that: “These artists have nothing in
common, except for the fact that they are women
and they are Israeli artists.”® The exhibition
“Meta-Sex — Identity, Body and Sexuality”
curated by Tami Katz-Freiman and Tamar Elor
four years later included the works of 15 female
and 2 male artists. Katz-Freiman discussed the
feminist discourse of that period, and was quick
to profess that there was no radical manifest
aiming to change the world at the basis of the
exhibition, and that “this is not the combative
feminism of the seventies. No one is interested
any longer in raising the banner of rebellion or
the flag of revolution.”*

Graetz-Ran did not participate in these
retrospective exhibitions, and it seems that
it was rather her activity outside the power
circles of local art and the fact that she was
never affiliated with any particular school or
teacher, which allowed her to seclude herself
in her studio and adhere to her own unique

3 Alan Ginton, "Hanohehoot hanashit" [The Feminine
Presencel, Hanohehoot hanashit: Omaniyot
yisraeliot bishnot hashivim vehashmonim [Israeli
Artists in the 70s and 80s], Tel-Aviv: Tel-Aviv
Museum of Art, 1990, p. 11.

4 Tami Katz-Freiman, "Introduction",Meta-Sex 94:
zehut, guf, miniyut [Meta-Sex 94: Identity, Body,
Sexualityl. Mishkan Museum of Art, Ein-Harod and
Bat-Yam Museum, 1994, p. 8.



HAYA GRAETZ-RAN: COVER STORY

Yaniv Shapira

A comprehensive exhibition of Haya Graetz-Ran’s oeuvre

at Mishkan Museum of Art, Ein-Harod is an opportunity to
discover the “grand trajectory” of her art for the first time.
Even in her early Tempera works in the mid-eighties, which
focused on her self-identity as a child and adolescent within
the family unit, we already sense intuition and attention to
some kind of deep inner frequency. These typical aspects of
her work, are also present in her later series of oil paintings
that open out to the Israeli collective space and delineate the
portrait of a period. The weaving of earlier and later elements
of both the personal and the collective in a single tapestry
makes it possible to track the development of Graetz-Ran’s
pictorial language and characterize her unique voice within

the local artistic field.

Dos and Don'ts

From an early age, Graetz-Ran knew she would
be a painter. In an attempt to find a starting
point she testified that “My pictorial trajectory
had already begun even before I started
painting”. Events and experiences that were
etched into Graetz-Ran’s consciousness in the
course of her childhood became charges that she
must process and defuse, accumulating in her
soul as raw materials for future works. To the
same extent, she also cherishes the moment that
her father saw a drawing she made — a charcoal
portrait on paper — and framed it, which filled
her with confidence in her intended role.

Her high school art classes with the sculptor
Zvi Aldubi were another significant chapter
that shaped her path to painting by exposing
her to the works of such great masters as
Leonardo Da Vinci, Michelangelo, Raphael
and the pre-Raphaelites, which impressed her

deeply. Aldubi often asked her to change slides
and analyze them for the class. On her part,
Graetz-Ran would wait for those moments
when she felt confident in her ability to see and
analyze what others were unable to see. During
adolescence, she drew inspiration from such
local artists as Ruth Schloss, Moshe Mokady,
Moshe Prupes and Yohanan Simon.

This introduction may serve as a key to the
contemplation of the artist’s early development,
but it can in no way predict the future
explosion of expression and criticism that
erupted from her oeuvre over the years. One
can learn about the sources of that explosion
from various interviews with Graetz-Ran
over the years, in which she described the
complexity of relationships within her family.
These relationships were partly documented
in personal letters that her mother used to
hide under her pillow. Graetz-Ran has kept
these letters out of some sort of prophetic
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invigorate the fading Zionist symbols or rather
put them to death? Will the blood infusions and
treatments succeed, or are they doomed from
the outset? Are the nurses agents of good, or to
the contrary, horrifically, of evil?

The paintings clearly refer to Michel
Foucault’s well-known power structures:
orphanages, prisons, hospitals. Their
understanding relies on a biographical
memory of establishments of education, and
of communes. Through the way that she
constructs her artistic scenes Graetz-Ran
manages to evoke a sense of something dark,

a looming catastrophe, something that crawls
under the surface of seeming medication,
convalescence and treatment. Above all, these
paintings are conducive to a sense of physical
discomfort. Their juxtaposition creates a
science-fiction world: a world of intelligence,
science, measurement and technology, but one
in which the motivations of the heroines can
never be determined. Are we witnessing scenes
of love, compassion and relief, or rather the
obverse: an absence of humanity and warmth,
love and compassion, friendship and goodwill?

Graetz-Ran makes brilliant use of the
feminine body in her paintings, as a body
that inescapably carries a burden of treachery
and deceit: It is a body that is almost
inherently imbued with beauty, gentleness
and temptation, but is in fact also loaded with
a destructive potential. It is not for nothing
that the central cultural icon in the world
constructed by Graetz-Ran is "the nurse” rather
than “the physician”. The depicted nurses are
reminiscent of such images in horror films,
of which Nurse Ratched in the film One Flew
Over the Cuckoo's Nest is a typical example. The
nurse, decked out in her rigid white uniform,
is a multi-layered symbol. Her uniform marks
her as part of a more extensive power structure.
She is not a specific, autonomous subject,
with identifying details, personal tastes and
distinctive personal characteristics. Rather, she
is backed by the State with its mechanism of
ideology and coercion. Should she encounter

refusal or disobedience she has immediately
available power at her disposal. She is not
alone. She follows orders.

Graetz-Ran captures this dualism, this more
or less repressed violence lurking under the
compassionate demeanor. She aims at the sense
of distortion, not only towards the past, but
also, and especially, towards the present. Thus,
she presents us with the children undergoing
scalp ringworm treatments as part of the “great
machine”, which is the State, decked out in
institutional uniforms (Ringworm 1, 2016, p. 7),
as well as patients, with their gowns, which
are familiar ad nauseam (Tania and the Dress
from Odessa, 2021 pp. 18-19). In the narratives
relating to the scalp ringworm children, Graetz-
Ran chooses to address a controversial event in
the history of Israel, which has created a strong
backlash over the years. Other, more consensual
narratives, also seem to become disruptive in
the paintings, as if their inhuman, problematic
side has gaped open. The Tiberias Hot Springs,
the Tipat Halav natal clinics, the public clinics —
what exactly happened at such sites?

Some of Graetz-Ran’s paintings present us
with unsolved mysteries: why does the nurse
who stands in front of the guard tower wear
blood spattered gloves? (Guard-woman and
Tower, 2022, p. 9). Where has the bear at the
entrance to the clinic come from? (A Bear in
the Clinic by the Spring, 2020, p. 24). Why is it
necessary to inject blood into still statues? into
toy soldiers? How have the nurses themselves
become soldiers? Graetz-Ran creates a head-
on collision between discourses, between
archetypes, between concepts. All these are
positioned within a cruel, extremely visual,
game, in which the composition is carefully
engineered and structured. The brushstrokes
are neither meaningless nor random. The
entire edifice is a structure that is rooted in the
real, and is wholly non-abstract.

One of the paintings in the series is called
A Nurse and a Rabbit (2021, p. 15). I believe
that this is a key painting in the Graetz-Ran’s
oeuvre. Prima facie, there is no rabbit in the

painting: what we see is a Tipat Halav natal
clinic nurse measuring the length of a child.
The rabbit is only hinted-at in the painting, in
another dimension. A rabbit is a well known
motif in Graetz-Ran’s paintings, hinting at a
memory of a traumatic experience that she
went through as a girl, when she discovered
one day that her mother had served her beloved
bunny-rabbit to her and her sisters as a meal! It
seems that this scene encapsulates something
deep that is revealed in all of Graetz-Ran’s
paintings: The jarring clash between the girl’s
innocent consciousness and the world’s violent
intentions, and ultimately, the expectation

that we acquiesce to the oppressive world
order. Additional elements found in the series
are also an inseparable part of Graetz-Ran’s
repertoire of forms: blood, cutting boards, stiff
and starched uniforms, machine-like life-
systems, animals and forests.

Graetz-Ran’s oeuvre is an infinite
transformation of taboo: dealing with it,
forming it, displaying it for all to see, yet at the
same time: mockery, irony and parody. Graetz-
Ran's ability to bring contrasts together is also
revealed along the vector of time: her paintings
blend the past, the present and the future into a
single Future and Hebrew dystopia.

Over the years, Graetz-Ran has managed
to create her own unique modus of painting;

a style that is immediately identifiable in
this series too. The scenes are painted on
coarse linen with a typical monochromatic
background, evoking old photographs in
shades of sepia, as if the entire painting is
covered with a yellowish patina. From this
background, Graetz-Ran’s style emerges in
its exceptional uniqueness, sui generis in
contemporary Israeli art.
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(PREPARE FOR THE ADVENT OF) HAYA GRAETZ-RAN'S SOVEREIGN DYSTOPIA

Ketzia Alon

In her series of innovative and ground-breaking paintings
“Nurses in White”, Haya Graetz-Ran offers us the next stage
in her development as a painter. In these paintings, which
were made between the years 2016 and 2022, Graetz-Ran
makes intelligent use of her phenomenal painting ability, and
chooses to paint a number of distinctly unrealistic scenes
alongside well-known historical-realistic Israeli scenes:

The infamous scalp ringworm treatments, the Tower and
Stockade operations, the image of a nurse with her iconic
cap treating a row of patients lying in their beds, and more.
The juxtaposition of these two artistic modes is not self-
evident and creates a jarring dystopian universe. This is
“Haya Graetz-Ran’s Sovereign Dystopia”.

In the unreal scenes, Graetz-Ran creates a
new hyper-real space that does not have any
obvious realistic source. In fact, she pits a
number of “realistic sources” against each
other and creates conflict between them. We
identify the painted elements in a clear and
tangible way, first and foremost the nurse, but
the juxtaposition of the elements misleads
us: Avraham Melnikov’s famous Roaring Lion
statue is presented in a diminutive form,

as a baby within an incubator (A Nurse in
Tel-Hai 1, 2015, p. 5), wherein a uniformed
nurse injects it or takes a blood sample. A
“Tower and Stockade” period tower is seen in
the background of another painting, while a
nurse hoists a pair of blood-spattered surgical
gloves in the foreground (Guard-woman and
Tower, 2022, p. 9). Alexander Zaid’s famous
statue is immersed in a scalding sanitation
tray, gingerly held by a nurse (A Nurse and
Alexander (Zaid), 2010, p. 23). A nurse is
injecting some toy soldiers with fire from a

flame-thrower (Burning Nurse, 2017, p. 22).

A dome-shaped nurse’s cap is presented on

a cutting board under the ironic heading of
"The Dome of the Rock" (The Dome of the Rock
3, 2014, p. 174). A diaphragm is presented on
a cutting board under the heading “Protection
Kit” (2022, p. 12). The image of a patient,
wrapped in a white sheet, reminiscent of a
shrouded corpse, is floating in the air (Tiberias
Hot Springs 2, 2017, p. 14). Pseudo-medical
procedures are presented in a setting of
instrumental veterinary (X-Rays, 2020, p. 8);
female labor and Sisyphean toil seem to

erupt from a non-human world (Nurses in a
Laboratory, 2010).

The clash of realistic materials with mythic
ones creates “impossible” scenes with a strong
symbolic and allegoric dimension: femininity
versus masculinity, phallicism versus
womanliness, Zionist myths from the days
of the founding of the State with an unclear
tuturistic fragrance. Are the nurses striving to
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Subject to the medium they are studying,
Haya Graetz-Ran and Michal Heiman merge
with the figure of the heroine, whether through
adoration or through distant observation. A
dyadic existential space is created, which is
projected in the work of the two artists onto the
figure of the mother: dominant, adored, absent,
hated, humiliated, smart and the hero of the
generation.

The New Gender Construction oi the
Zionist Myth

Simone de Beauvoir wrote: “La virilité est

une construction sociale qui a tout d'une
structure fragile”, i.e., “Masculinity is a social
construction with a fragile structure.” There

is a linguistic difference between English and
French. English distinguishes “Masculinity”
and “Femininity”, while French has two words
for “Masculinity”: “Virilité” and “Masculinité”
and only one word for femininity: “Féminité”.

Virilité means masculinity in its culturally
constructed sense as focused on a number of
values: physical strength; courage; combative
heroism; desire to dominate other men; and
ultimately sexual prowess. On the other hand,
the word Masculinité denotes masculinity in its
biological sense. One can therefore legitimately
say that the qualities denoted by Virilité may
also apply to women.

According to de Beauvoir, the two concepts,
Virilité and Masculinité, express different
modes of male dominance: The one signifies
the hierarchy of men among themselves, while
the other denotes their unshakable control of
women. All men have controlled or control
women, but at the same time, every man always
has a more masculine man that dominates
him. Male dominance can only exist relative
to weaker figures: women, other men, and
the male figure that has been marked as weak
throughout the generations — the homosexual.

Graetz-Ran traces these constructions
of masculinities in her work, and rather
than rile against masculinity, she strives to
strengthen the feminine voice and presence,
which were concealed and omitted from the
Israeli story since the inception of Zionism
and the control of the establishment by men,
which continues to this very day. De Beauvoir
wrote the above during a period in which
she had an open relationship with Jean Paul
Sartre, which was considered a subversive and
extreme-feminist act at the time. Graetz-Ran
deconstructs these constructions in various
elegant and sophisticated ways and suggests
a new and different reading of the myths
and symbols of nation and gender. Thus for
example, in her painting Nurse and Lion at the
Clinic (2021, p. 17), Graetz-Ran diminishes
Avraham Melnikov’s Roaring-Lion statue and
eliminates the grandiosity of the enormous
upright statue that roars at the heavens. The
lion represents the cultural construct of Virilité
with its associated characteristics: the courage
of the fallen, their mettle in battle and even
their sexual prowess. The lion raises its head in
a roar that expresses power, and perhaps also
anger or pain. In the original statue, the lion
faces the east and the rising sun, but in Graetz-
Ran’s painting it faces the dark western skies.
But the deconstruction does not end here: The
diminished lion enjoys the care of a pioneer-
nurse full of compassion, tenderness, patience
and love. She wraps its virile characteristics
with her own characteristics, her femininity.

Graetz-Ran Constructs a new Studium that
strives to break through and exist in parallel
with the literal meaning of the painting. The
work expresses a feminist world of values by
creating an anti-model with obverse features to
those of the myth: smallness and diminution,
cowardice and even absence of sexual prowess.

“There are artists that walk with the spirit of
the times, and others that walk their own path,”
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said the curator Yaara Raz Haklai in another
context.”® In their daring and subversiveness,
in their blatant expression and elegance, the
creations of Haya Graetz-Ran retell us the story
of women in the Land of Israel.

15 Taken from the text written by the curator Yaara
Raz Haklai for the exhibition "Gan Shmuel Bypass"
by the artist Dalia Amotz, presented at the 2021
Israel Festival of Photography.
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new woman,” wrote Yocheved Bat Rachel, but
the greater the expectation — the greater the
disappointment. On the one hand, a violent
and harsh physical encounter with the place,
the climate, the mosquitoes, the hunger, the
fever, the miserable living conditions and the
strange food. On the other hand, the estranged
attitude of the people of the First Aliya,
land-owning farmers who mostly preferred
employing Arab workers, and even when they
employed the women they became hired hands
for Jewish land owners. A sense of collective
and personal despair arose among the women
pioneers, who in many cases were also subject
to sexual exploitation. These combined issues
often led to thoughts of suicide or of a return
to another kind of despair: life in Exile. “We
did not aspire to emulate the men,” wrote
Yocheved Bat Rachel, “we wanted to take an
active part in the building of the Land of Israel.
We are building the farm alongside our male
comrades, why then should we not participate
in its management? The work arrangements
are managed solely by the men. There is no
greater wrong.”

The “Women Pioneers” and “Nurses” series
also focus on the pioneering worker-women
and their role within the ideological narrative of
the pre-State years and in particular during the
period of the second Aliya. Graetz-Ran seeks
to make historical amends and includes them
and their contribution in the historiographic
discourse, both at the level of their work-life
and on the cultural-artistic level.

Thus, it is not by chance that Graetz-Ran
chooses to use a perforated and burnt cutting
board, a used diaphragm, and eucalyptus
laurels, as a symbol of victory or death. All
these are timeless tattoos of suffering seared
into the feminine and collective consciousness.

Graetz-Ran’s research is revealed to be on the
verge of subversive violence. In her painting A
Nurse in Tel-Hai 1 (2015, p. 5) she challenges the
historiography of the Zionist establishment, its
symbols and what amounts to the intentional
exclusion of the voices and heroism of women

throughout history. In the painting, a nurse

is shown in a medical mask and cap, as she
either injects or draws blood from Avraham
Melnikov’s iconic Roaring-Lion statue, which
was erected in 1934 in commemoration of

the eight pioneers killed in the battle of Tel-
Hai in 1920. Graetz-Ran’s painting conveys a
double message. On the one hand, it depicts
an attempt to resuscitate the ideology that is
metaphorically represented by the lion, which
has lost its luster over the years; on the other
hand, it provides a critique of the exclusion of
the feminine narrative from a considerable part
of the Zionist story. The nurse is attempting to
resuscitate and reformulate that history.

This work and other works by Graetz-Ran
poke a finger into the ideological wounds of
Israeli society, reminding us of Saint Thomas
poking his finger into the wounded body
of Jesus in Caravaggio’s virtuoso painting
The Incredulity of Saint Thomas (1601-1602,

p. 44). The theme of that painting is that of
gathering first-hand evidence, rather than
uncritically accepting information provided by
an authoritative source. During the same period
that he painted The Incredulity of Saint Thomas,
Caravaggio was also briefly incarcerated

for having published some brazen poetry
lambasting a rival painter who was preferred
over him for the execution of a certain project.
It is thus tempting to suggest that Caravaggio’s
painting is a critique of the outdated judicial
system of that period. It is even more tempting
to view Graetz-Ran’s works as a critique of the
historiography of Israeli culture, which delves
so deep that it undermines the very structure
that serves as its base.

Shoshana and Haya, Haya and
Shoshana

Suicide was a widespread phenomenon at the
time of the Second Aliya. In his book No Coat
of Many Colors, The historian Muki Tsur called
it “the mosquito of despair” and described it as

iga

a sense of “no escape” that usually arose from
the accumulation of a number of factors: the
sense of a person that he has become a burden
to others, unrequited love, a sense of existential
disappointment and failure as regards the social
revolution, the national revolution and the
gender revolution that the pioneers had been
hoping for. Many preferred to take their own
lives rather than return to their countries of
origin.”®

Haya Graetz-Ran deals with this
phenomenon in a series of works that associate
it with the suicide of Shoshana Bogen. The
series is based on a photograph taken by an
anonymous photographer, probably a Christian,
which displays the corpse of Bogen in a wake
before her burial. The photograph shows the
corpse of Bogen lying on a wooden stretcher,
covered in a white sheet, with eucalyptus leaves
spread over her body. She is surrounded by her
women pioneer friends.

On the basis of this original photograph,
Graetz-Ran created a number of different
paintings that focus on different parts of the
original frame, and instead of the image of
Shoshana Bogen, the artist implanted her own
image. Her work Wake (2016, p. 114) displays
Shoshana’s or Haya’s legs under a eucalyptus
laurel. The paintings Shoshana Dead Pioneer
A, B (2014, pp. 110-111) present her friends
with truncated heads and bodies, respectively.
In another painting, H. Dead Pioneer 1 (2014,
pp. 112-113), Graetz-Ran replaced Shoshana’s
head with her own, and the background of the
painting and the eucalyptus branches have
been left unpainted, as part of the untreated
canvas. Haya wears the figure of Shoshana the
pioneer, or Shoshana the pioneer is wearing the
image of Haya. The images create a timeless
connection between the two. When Shoshana

Bogen’s diary was discovered,** Graetz-Ran
found the following passage within it, in which
Bogen describes how God reveals Himself to
her and discloses her second name, “Haya”:
“You were born with two names: The first
Shoshana and the second Haya. You have
seemingly lived as Shoshana for twenty years,
but, after all, you have borne death within

you. This flower wilted at birth, and your body
bore you. Following twenty years of my great
experience I am giving you your second name
— Haya. Living. To live. But do not completely
discard the Shoshana, just as you have not
discarded the Haya. Pluck the rose and raise it
high. If Shoshana is before you all your life —
death. And here silence to rest has come to my
soul” (photo of the original letter on p. 43).

One cannot ignore a similar research path
taken by the artist, curator, theoretician and
activist Michal Heiman, in her work Third:
Animation No. 2 (unknown photographer/Rachel
and Michal) (2008). This is a video work from
the series “Recumbent Women”, in which
she investigates the recurring phenomenon
of women lying down in photographs taken
from family albums and in photographs of her
spiritual mothers. Among the photographs was
one of Rachel the poet who is seen reclining on
her bed at Bugrashov St. in Tel-Aviv.

This somewhat provocative choice aroused
Heiman’s curiosity. For the video, Heiman
designed a room similar to Rachel’s, but the
figure reclining on the bed in the same position
as Rachel’s in the original picture is Heiman
herself, who opens her eyes and is resurrected.
The repetition of the poet’s postures and
gestures, and the caption “photographer
unknown” that appears in the video piece,
delineate a connection between Heiman and
the history of the photograph.

13 This issue is discussed at greater length in
Muki Tsur's article "Longings for Yesterdays and
Tomorrows that Eat Away at the Present" in this
Cataloque, pp. 134-138.

14 The diary is currently kept at the Gnazim
Institute of the Hebrew Writers Association in
Israel at the Beit Ariela Library, where it can be
perused.
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Chapter 2

The Woman Pioneer - The Excluded
reminine Yoice

A parade of young pioneers, marching in
threes, ideologically disciplined and bearing
black flags that flap in the wind. A strong
dissonance is felt between the festiveness of the
event, prima facie a parade with a nationalistic
flavor, inspired by the Hashomer Hatzair
parades in which Graetz-Ran participated in her
youth in Holon, and the red or blue flag that
has been replaced here with an ominous black.
Do these works depict a docile society,
operating as a flock? Do they reflect the artist’s
concern for the future of the Israeli State?

Diaphragm, Ethos and Waiting
Space

In the installation Hard Beddings 1 (2000, p. 64)
in the series “Hard Beddings”, a diaphragm

is glued to the upper part of a used wooden
cutting board. The diaphragm is similar to the
one that the artist found in her mother’s drawer
in the 1950s.

The use of a concealed object that is publicly
exposed, expresses Graetz-Ran’s protest against
silencing, taboos and speech prohibitions.
Under the diaphragm the artist has placed
a portrait photograph of the young mother,
and beneath it the text: “SeXYSeXYWoman”.
The ring-shaped diaphragm that appears in a
number of the artist’s works seems almost like
an object of memorabilia or a Victorian trinket
of the type known as “Lover’s Eye” in which a
miniature image of a lover’s eye is placed in
an open or concealed part of the ornament.
This combination of such a personal object
with the portrait photograph of the mother,
and the deeply scored work surface that serves
as the base of the work, is liable to create
confusion. At first glance, we may deduce that
the connection between these three objects

hints at torture and sexual harassment, but

a deeper look reveals Graetz-Ran’s oeuvre as
straddling the thin line between personal story
and collective narrative, thereby generating a
magnetizing force. This understanding opens
up new interpretative possibilities.

The series of works entitled “Hard Beddings”
links the diaphragm work with two additional
works made from debris and defective objects.
In the work entitled Hard Beddings 2 (2000,

p. 153), the artist’s mother is painted onto a
rusty can that the artist found discarded on

a Parisian street, alongside a snippet of text
taken from a 1959 edition of the weekly Dvar
HaShavua: “mother’s in a good mood”. This
sentence hints at the seared memory of the
daily ambience in the artist’s childhood home.
In Hard Beddings 3 (2008, p. 166), the mother
is depicted on a cutting board. The mother,
wearing an elegant attire and high heels, is
standing on the sands of Tel-Aviv and her face
is turned to the blinding Israeli sun. The three
works create a fabric of memory, pain and
shame — relationships between the daughter
who is still a young girl and the mother, which
has left wounds that have failed to heal.

The painting Pioneers and a Diaphragm
(2014, pp. 102-103) is a gesture to Gustave
Courbet’s L'Origine du Monde (1866, p. 41).
Courbet’s creation depicts the feminine genitals
in an open way in a view from below, instead
of the usual frontal perspective. Graetz-Ran’s
creation presents a diaphragm, an object that
is usually concealed from the male gaze, since
it is used discreetly by a woman before a sexual
encounter. Here it is flaunted for all to see,
enlarged relative to the bodies of the women
in the painting. The direct presentation of the
diaphragm is a metaphor critical of the white
Zionist male narrative.

An ambivalent attitude towards the mother
is expressed in the work of many artists, such
as the French-American sculptress Louise
Bourgeois, who is frequently occupied both
with the image of her mother and with herself
as a mother. Sometimes her mother appears as
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a huge and threatening spider, and sometimes
she is the industrious and adored seamstress
that receives tribute in many of the fabric works
created in the last period of the artist’s life.

The mothers of Haya Graetz-Ran and Louise
Bourgeois haunt their works over the years,
both directly, when they appear in the paintings
of Graetz-Ran and the sculptures of Bourgeois,
and indirectly, in thematic contexts of the
mother figure.

The Israeli screenwriter and director Ronit
Elkabetz was also engrossed by the figure of
her mother. The chapter “Fourth Notebook:
The Story” in the documentary television
series Black Notebooks (2022) describes
Elkabetz’s attraction to the image of her mother
simultaneously with her revulsion towards her
and towards her relations with Elkabetz’s father.
Graetz-Ran and Elkabetz both use the hidden
aspects of their relationships with their mothers
as tool for the construction of visual and
narrative tension. Their life story, the sentences
said and left unsaid, charge the paintings of
Graetz-Ran and the cinematic creations of
Elkabetz with a heavy charge that the observer
must investigate and discover.

This ambivalent attitude was also evident
in European art in the sixties, a period
characterized by experimentation with the
boundaries of art. A classic example of this
trend is Lucio Fontana’s well known painting
Concetto spaziale, Attese ("Spatial Concept,
"Waiting'") (1960, p. 41). Fontana sliced up the
canvas and placed a box behind it so as to create
a narrow slit with a black box space beyond it,
“a transitional space” that enfolds a fabric of
uncertainty while at the same time positing
an artistic and medium-wise certainty. The
artist tests boundaries while simultaneously
setting new ones. The boxes and cells in
which Graetz-Ran placed her early tempera
paintings bring us back to Fontana’s box and
the black nothingness revealed by the cut,
which manifests that latent conceptual moment
in which all exists and nothing happens. The
hand that penetrates the box through the slit

in the torn fabric knows not what it will find; it
expects, is disappointed or enjoys, is attracted
and repulsed, like the artist in her relations
with her mother.

Between Skepticism and
Timelessness

The pioneer working women who immigrated
to the Land of Israel during the days of the
Second Aliya chose to participate in three
distinct revolutions: the Zionist-national
revolution that strove to establish a Jewish
home in the Land of Israel; the socialist
revolution that gave birth to the Kvutza and
the Kibbutz; and the gender revolution that
transformed the women’s status — the creation
of the new Hebrew woman who toiled the
land alongside her peer, the male pioneer. The
aspirations of female pioneers were based on
the tremendous ideal presented by Herzl in the
final decades of the 19th century.

In her documentary film “Halutzot”
(“Women Pioneers”) (2013), the director
Michal Aviad portrays the stories of five
women pioneers who settled in Kibbutz
Ein-Harod during the period 1920-1948, and
exposes their feelings and the turmoil of their
souls.

On the basis of their diaries, Aviad describes
their shock when they discovered the harsh
local reality and the arid Israeli landscape,
so different from the landscapes of their
countries of origin in Europe. “Are you
willing to sacrifice your face, your body, to this
parched land?” asks herself Eva Tabenkin.*

“I knew that it was only here that I would
be able to realize my belief in a society that
would not allow discrimination against
women because of their biological qualities.
I wanted to participate in the creation of the

12 This quotation, and the quotations from Eva
Tabenkin and Yocheved Bat Rachel below, are taken
from Michal Aviad's documentary "Halutzot" ("Women
Pioneers") (2013).



ig9

the series “Levanot” (“White Girls”), shows

the image of a girl dressed in a romper” and

a camisole that has slipped from one of her
shoulders. The girl is standing with her hands
behind her back, in a chided pose indicating
punishment, uncertainty or disciplining. The
repetitiveness of the images in the painting
intensifies these feelings and the questions they
evoke about her upbringing.

Childhood in a Hurtiul Light

On her return from Paris (2000) Graetz-Ran
shifted her medium to oil on canvas, which
allowed her to grapple with light and color

in a new way. Following this transition, the
artist focused on the two series “Yeladot
Tovot” (“Good Girls”) and “Levanot” (“White
Girls”), which are painted on large canvases
dominated by white. These works arose

from her need to contend with double
standards and the educational conceptions
that were applied in the education of her
contemporaries, the children of the 1940s
and 1950s. The investigative procedure and
the desire to associate her personal story
with the identity of an era sent Graetz-Ran

in search of similar narratives. She appealed
to friends and acquaintances for childhood
photographs taken on festive occasions,

in which they wore the “whites” that were
customary then. These led to the series
“Yeladot Tovot” (“Good Girls”) and “Levanot”
(“White Girls”), that include images of
headless girls in white dresses, their legs
exposed beneath short trousers or skirts,
some of them displaying wounds. The staged,
somewhat constrained, posturing at the
behest of a male photographer evokes a sense
of unease. The focus on the central part of

7 Rompers comprise a combination of short pants and
a shirt cut from a single cloth to create a whole
garment. They are frequently seen among athletes,
babies and dancers and were a widespread item of
clothing among children during the pre-State era.

the body corresponds with a rebellious and
violent act of the artist in childhood, when
she cut her head out of a family photograph
that was supposed to be sent to an uncle in
Argentina as a representation of “the perfect
family”.®

The works in the “Levanot” (“White
Girls”) series extend beyond the whiteness
and beauty into the hurtful glare of blinding
light. When first presented at the “Don’t Go
Further” exhibition at the Jerusalem Artists
House, a visiting girl wrote in the exhibition’s
book: “Your paintings are like a box of sweet
chocolates that is filled with rocks and zhug”.

The works radiate a kind of quiet emptiness,
a concealed act of commemoration or “a
bowed-over commemoration” in the expression
of Prof. Dana Arieli Horowitz.’

The research process that gave birth to
the “Levanot” (“White Girls”) series (1990s
to 2009) also led to the creation of the series
“Halutzot” (“Women Pioneers”) (2009-2017),
“Shomrot” (“Female Guards”) (commencing
from 2008) and “Achayot Belavan” (“Nurses in
White”) (2016-2022).

Base and Texzture as Social
Commentary

The bases used in Graetz-Ran’s oeuvre serve

as the “topography” of her paintings. Over the
years we find new personal elements woven
into picture frames, such as quotations from
the history of art; used cutting boards and other
utensils taken from the home kitchen, that

8 Graetz-Ran considers this photograph to be her
first work of art and has kept it throughout her
life. A copy of it hangs on her bedroom wall and
another copy in the toilet at her studio - two
mundane places where she enjoys remembering the
childhood experience that so deeply affected her.

9 Dana Arieli Horowitz, "Haphantom hanatzi: arim
germaniot mitmodedot im avaran" [The Nazi Phantom:
German Cities Coping with their Pastl, Bezalel
Journal of Visual and Material Culture, Vol. No. 14
(September 2009).
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“female territory”; and utensils originating in
building sites, an essentially “male territory”,
including trowels on which the artist paints,
all become part of the work (Valley View on a
Trowel, 2010).

The spatial concept in the work of Graetz-
Ran has evolved over the years, even though the
space has remained a minimalist, empty space.
In her early works, only the figurative aspects
were in focus, while the background remained
abstract. Occasionally, it was filled with the
landscape of her home: the green hills of Tivon
and the water tower, as in Girl, Rabbit and Flag
— A Tribute to Bronzino (1997, p. 160). In the
landscape pictures of the Jezreel valley that she
painted over the years, the painted background
reflects her moods and feelings. In her
article on the exhibition “Women Painting
Landscapes” (2017)'° Dr. Ruth Marcus noted
that Graetz-Ran’s landscapes are mental
landscapes of emotional turmoil, rather than
real landscapes. The Valley landscapes are
painted on a series of used trowels, wherein
they are spread flat and truncated as pieces of
a disappearing landscape, reflecting a reality
in which newly constructed interchanges
are encroaching on the landscape originally
identified with the image of the plowing
farmer.

In the series “Levanot” (“White Girls”),
however, there is an absolute erasure of all
markers of place. The memory of the observer
must rely on the clothing worn by the girls
in order to fill in the time and place. This is
also the case in her series of large paintings
entitled Short Pants (2002, pp. 70-71), where
the viewer gazes directly at the exposed legs,
while the empty whiteness of the background
provides an associative space that challenges
the interpretation of the work, thereby inviting

10 "Women Painting Landscapes", a group exhibition
at the Joseph Zaritsky Artists' House in Tel-Aviv.
Curators: Dr. Ruth Marcus and Ruty Chinsky-Amitay,
2017, on behalf of the Association for Women's Art
and Gender Research in Israel.

the observer to participate in the artist’s own
difficulties with the thematic content. “It’s

not worth talking about”, one of the artist’s
mother’s key sentences, encapsulating an
enormous veil of concealment, finds expression
in the empty backgrounds as well.

Commencing from the 2000s, Graetz-Ran
began using treated fabrics, both as the base for
her painting — linen coated with a white ground
— and as the content of the painting itself:
coarse untreated linen.

Thus, in the series “Nurses” and “H. Dead
Pioneer”, segments of cloth remain exposed
between patches of paint, swallowed up by
them, and obviously misleading the observer.
This technique also serves her in the painting
Wake (2016, p. 114) as a political-medium-act
in which the coarseness of the fabric can be
perceived as a violent erasing of time, a limbo
without past and future. The eucalyptus leaves
created by the exposed canvas surfaces remind
us of the fields of thorns in earlier paintings, or
the dry ivy leaves in the window boxes attached
to the Renaissance-style tempera paintings.

The branches and dry leaves that recur in
Graetz-Ran’s oeuvre echo the crown of thorns,
Ziziphus spina-christi according to tradition,
which adorned the head of Jesus on his last
journey, thereby undergoing a transformation
from local thorn-bush to religious-existential
bramble. In a radio interview conducted with
Graetz-Ran by historian and radio-broadcaster
Yitzhak Noy, Noy described Wake as giving
off “an effluvium of death”. “I smelled the
odor of death rising from the Shoshana
Bogen painting,” said Noy, “and this has never

happened to me in any other form.”

11 Taken from a radio interview that Yitzhak Noy
conducted with Haya Graetz-Ran and the curators
Dr. Galya Bar Or and Dr. Smadar Sinai in his
program Shabat Olamit [Universal Sabbathl, some
time before his demise. ("Hashomrot bashura
hashnia" [The Guards in the Second Rowl, Shabat
Olamit, Reshet Beit, 19 March 2022).
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The artist utilized the tempera painting
technique in order to create a riveting
integration between iconic figures taken from
the landscapes of her childhood in the Land of
Israel and well-known figures from Raphaelite
art and the inspiration of the Italian Old
Masters such as Agnolo Bronzino. In her works
Girl, Rabbit and Flag — A Tribute to Bronzino
(1997, p- 160) and Blue Bird (1995, p. 158),
it seems that Graetz-Ran has given her own
face to the Portrait of Bia de’ Medici (1542-1545,
p. 37), and has transplanted the figure into her
own local space: the landscape viewed from the
window of her home in Kiryat Tivon, Israeli
vegetation and a water tower. The figure holds a
small Israeli flag, reminiscent of the flags held
by children in the religious festival of “Simchat
Torah”, which the artist remembers from her
childhood in the city of Holon.

In Blue Bird Graetz-Ran has taken even
greater artistic license and has added elements
from her personal life. In the background,
one can see buildings and figures taken from
the childhood pictures of her youngest son,
Ilay, and the frame surrounding the picture is
decorated with symbols copied from “scribbles”
in her own school notebooks, which have been
preserved since childhood.

Under the influence of her brief but
intensive sojourn at the Monastery Sainte
Claire in Jerusalem, the works of Graetz-Ran
embraced Christian adornments during the
period 1996-1998. The artist had come to the
monastery in order to grapple with the dreams
of her youth, to sketch outlines and ideas for
future works in the silence of the monastery,
to decipher the secret of communal silence
and find the affinity between that silence and
the silence of the pioneers, to which she was
exposed in confessionary diaries found in both
personal and collective archives.

The ecclesiastical triptych paintings in
which she merges Renaissance figures with
typical images from the Land of Israel and
with utterances of her mother, serve as the
conceptual and stylistic basis for the series of

paintings that she would create in the coming
years. From the outset, Graetz-Ran’s creations
were characterized by a topographic structure:
Graetz-Ran constructs a base from whole
wooden structures serving as a sort of mini-
vitrines, into which she inserts dried plants
of symbolic significance such as roses or dry
ivy leaves, which were placed upon the dead
according to Christian custom. Her two works
It is Still Necessary to Suffer (1997, p. 159) and
Everyone Conceals (1997, p. 159) are narrow
and vertical, comprising three separate parts.
The upper part includes glass covered vitrines
into which rose petals and ivy leaves have
been compressed; the middle part includes a
painting and a quote related to Renaissance
art; and the lower part presents a photographic
image. The photograph incorporated in It

is Still Necessary to Suffer is that of a man,

her mother’s great unrequited love, which

to her, justified her daily suffering. Another
photograph depicts an unknown housewife
wearing an apron and wielding a broom.

This is the origin of Graetz-Ran’s subsequent
separation of her paintings into a number of
narrative spaces, both two-dimensional and
three-dimensional.

Another series of tempera works is entitled
“Malka’s Kindergarten” (1996, p. 152), and
draws its inspiration from a group photograph
of children in the private kindergarten of
Graetz-Ran’s neighbor Malka, whereas Graetz-
Ran herself is one of the children appearing
in it (Malka’s Kindergarten 1951, p. 39). In her
paintings, she deconstructs the photograph
into a number of parts — a deconstruction
fueled by her medium-milieu-narrative search
and study:

I became particularly engrossed in this
photograph. Like in many others of my
works in this period, I return to the 'scene
of the crime' and confront the traumatic
early childhood memory of helpless boys
and girls subject to the whims of an

unprofessional and abusive kindergarten
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teacher. In the works that are built as
icons and painted on wood, I focused on
the girls' expressions that radiate anger,
resentment and vulnerability. My smile,
the only one in the photograph, seems to
be covering up the sense of fear that was

always with me.

The year 1999 was the year that Graetz-
Ran’s artistic oeuvre took a turn, as she was
accepted to the Résidence d’Artistes program
at the La Cité internationale des arts in Paris.
The political changes taking place during the
Second Intifada evoked her desire to come
into contact with social wounds and express
the sense of violence that percolates through
Israeli reality. These desires and feelings were
given first expression in the series “White
Books” created by Graetz-Ran during her Paris
residency. This series is based on books of
art that she found or purchased in the city’s
markets. Graetz-Ran glued the pages of the
books together, thereby converting them
into rigid objects. Sometimes she dug out a
niche within them, where she sequestered
miniatures that were of symbolic significance
to the work, and sometimes she pasted and
exposed drawings or photographs of the
landscape of the Jezreel valley and the Galilee,
which she had brought along with her as
“provisions”. She then added sentences in her
own handwriting or left significant passages
from the text of the book exposed. In the work
called “The Fire of Mountain Etna” (“Le Feu de
L’Etna”), which is also the name of the book,
the artist erased the entire text using white
paint and placed a glass vial with a drop of her
blood in the pane.

Below the window, she wrote a sentence
that had appeared in a performance of the
artist Marina Abramovi¢: “With a sharp knife
cut deeply into the middle finger of the left
hand. Eat the pain.” Graetz-Ran applied Marina
Abramovi¢’s instructions to her own body and
drew her blood in order to express her own
suffering (White Book 3, 1999).

The image of the Roaring Lion of Tel Hai
is glued to another work, White Book 1 (1999,
p. 106), and the entire volume is pierced with
deep sharp incisions, while the verso page
presents a typical Israeli landscape of cypresses.

The Parisian residency allowed Graetz-Ran
to discover classic European cultures, but also
evoked her longings for the dazzling light
of Israel, which corresponds with the new
issue to which she now directed her gaze. She
expressed all this in her series “Yeladot Tovot”
(“Good Girls”) and “Levanot” (“White Girls”),
which were based on photographs of girls who
are her contemporaries, the generation of girls
born around the time of the founding of the
State of Israel.

Versions and Repetitions in the
Paintings of Graetz-Ran

Repetitiveness characterized Graetz-Ran’s
paintings from the outset. The painting Mother
1, 2,3 (1998, pp. 154-155), which depicts

the artist’s mother on the basis of a youthful
photograph, provides different versions of the
mother as one moves from left to right, through
differential manipulation of the background
and the mother’s expression. The mother

is smiling in the left image, and her smile
gradually fades in the images to the right.

The halo surrounding her head also dwindles
and shrinks to the left bottom edge of the
painting, a kind of gradual psychological
waning, which is the artist’s way of hinting at
future things to come.

Groups of selected images repeatedly appear
in her paintings over the years, in different
versions. Repetition and Sisyphean efforts are
almost unavoidable features of the search for
truth through paintings based on photographic
reproductions. There is a certain measure of
obsessiveness in the desire to peel the scab
from the wound and attempt to learn from the
various versions, representing perspectives that
may lead to new insights. Thus, for example,
her painting Orah 1, 2, 3 (2001, pp. 68-69) from
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On entering her studio, in the days that
she does not teach, Graetz-Ran carries out
a repetitive daily ritual: She plays a CD of
ecclesiastical baroque music, sitting at some
distance from her easel, observing, preparing
the paint jars and commencing a renewed
dialogue with her work. Haya Graetz-Ran,
an autodidactic painter, expresses her sense
of ideological, social and personal crisis by
corresponding with photographs taken from
archives and with private albums dating back to
the beginning of Jewish settlement in the Land
of Israel. She manifests the suffering inherent
in them, a vision of family life from a feminist-
womanly perspective, and the feminine-pioneer
struggle interwoven with personal narratives.
The figure of her mother is present in many
of her earlier works, and the transitions from
actual mother to ideological mother, in the
image of the Zionist-pioneering worldview
into which she was born and raised, bind
her oeuvre into a collective social narrative.
Some of her other works can also be read as
expressing queer sexuality, rife with visual
and textual hints of events in her personal
narrative, which relate to her interpretation of
life as a work of art.

The Beginning: Watercolors and
Thematic Rigidity

Haya Graetz-Ran’s artistic journey began with
watercolors. Her early aquarelles attest to her
innate aptitude and a strong desire to adopt
traditional painting techniques; a combination
that led to the development of a distinct
language that differs from the customary
open language of watercolors. She created her
images utilizing a Lasur' technique, which

1 Lasur colors are water or oil-based colors used
to stain and glaze wood. This type of paint
creates a coat that peels off with time. Advanced
Lasur paints do not peel and are characterized by
either a matte or glossy finish according to the
paint type.

is more common in Raphaelite oil paintings,
to produce layers upon layers like in an oil
painting approach.

Why did Graetz-Ran choose to begin her
work as an artist with watercolors? This
leaves no room for error or textural flexibility,
especially when used as an oil painting
technique, as Graetz-Ran did, applied in layers
and a thick texture, with no fluidity. Thus, the
early works of Graetz-Ran are drawn in precise
lines; their abstract backgrounds and their
light embody European shades of gray-dark
brown, far from the blinding light that floods
the Land of Israel. The choice of watercolors
at the beginning of her artistic career reflects
fastidiousness and self-discipline. Apart from
the constrained space of her home studio,
where she painted in those early days, this
choice arose from Graetz-Ran’s aspiration to
“tame the beast”, and perhaps from a desire for
self-policing that echoes one of the fundamental
admonitions of her mother, which eventually
became the name of an exhibition of her works
presented in the 1990’s: “Don’t go further”.?

A morbid grayness may already be discerned
in two of her earlier watercolors: Domestic
Dresser (1981, p. 157) and Pioneers in Holon
(1981, p. 157), which were exhibited in her
“Earth, Wind and Water” exhibition (1985).>
The paintings depict objectified, flat amputee
women, who are presented as portable tailor
dummies. Both the subjects and the grayish

2 "Don't Go Further I",curated by Haim Maor, was
exhibited at the Jerusalem Artists House (1996),
and "Don't Go Further IT", curated by Nogah Migdal,
was exhibited at the Apter Barrer Arts Center at
Maalot (1997).

3 The "Earth, Wind and Water" exhibition was
exhibited at the Wilfrid Israel Museum of Asian
Art and Studies in Kibbutz Hazorea in 1985. The
exhibition's curator, Gavriel Maanit, also served
as the museum's chief curator and director during
the period 1970-2008. Maanit was the one who
insisted that Graetz-Ran should become familiar
with the classic tempera painting technique and
study it.
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color palette express the hardship, the suffering
and the alienation of the period: A post-
apocalyptic wasteland, a holocaustic landscape.
On the one hand, pioneers are depicted as
zombies, while on the other hand the painting
shows a chest of drawers from which figures
extrude as if from a family album, as portable
objects. Even at this early stage of her artistic
development, Graetz-Ran’s creations are already
charged with historic potential.

In the painting So It Is Written (1997,

p. 156), one can already sense the thematic
sophistication from which the tempera
paintings depicting the image of her

mother will eventually spring, as well as the
ecclesiastical paintings and ultimately the
“Levanot” (“White Girls”), “Halutzot” (“Women
Pioneers”) and “Shomrot” (“Female Guards”)
series. The composition is organized in the
form of a collage. Based on a photograph taken
from the family album, the artist’s mother and
a friend can be seen at the center. The two are
surrounded by an assemblage that includes
the Biblical image of the two spies bearing a
bunch of grapes, which was a popular symbol
at that time; a page taken from a personal
memoir; two miniature classical paintings

of the three Graces; and a Rennaissance still
life. In retrospect, it seems that Graetz-Ran is
already priming her audience for the issues
that she will address in her tempera paintings,
including her forays into three dimensional
space via the treated objects that she attaches
and incorporates in her paintings.

In her solo exhibition “A Third Childhood”
(1980),* Graetz-Ran presented a series of family
portraits in watercolor. This exhibition became
the turning point in her artistic life. “In this
series I relied on my parents' private family
album, which reflects the yearning to become
part of the Israeli landscape, to remove all
marks of Exile and religion,” relates the artist.
“These were photographs of relatives that had

4 Graphic Gallery 3, Haifa.

‘gone’ in the Shoa and had always remained
ariddle. My parents’ generation refrained
from speaking of its past and left us with no
resolution.”

Tempera Paintings: Israeliness
and Renaissance-ness

Towards the end of the 1980s Graetz-Ran
shifted from watercolors to the tempera
painting technique, which involves long periods
of waiting for the many layers to dry out. This
significant shift brought an additional plunge
into the depth of this Sisyphean method and
the artist’s mental need to come into contact
with challenging contents from her personal
life while at the same time discoursing with
the great masters of art history. These works
exhibit integrations of symbolism and pathos,
of two dimensional paintings and three
dimensional excursions, along with the use
of textual utterances garnered from personal
letters and applied as an essential element in
the construction of the painting.

“One measure of organic egg; remove the
thin membrane surrounding the yolk; one
measure of Dammar (Windsor + Newton); two
measures of boiling water”. This page, hand-
written by Graetz-Ran, was taken from a small
personal notebook in which she wrote exact
recipes for the preparation of the tempera.

All her recipes were based on a recipe that
she received, in the course of a single brief
visit, from the painter Hanna Kay at the end
of the 1980’s.® Ever since this visit she has
been concocting, as if in a painting laboratory,
various illustrated recipes for the preparation
of paint and painting medium and various
techniques for storing tempera paste.

5 These statements were made by Graetz-Ran in an
interview with the author.

6 The painter Hanna Kay, a former resident of New
York and Tel Aviv, currently creates and exhibits
in galleries and museums in Australia. She studied
art in Israel and in Vienna and obtained a Ph.D.
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Introduction: Haya Graetz-Ran - Artist and Nun

The works of Haya Graetz-Ran presented in this exhibition
encompass four decades of fervent creation, arising from

the artist’s desire, from a young age, to become an artist

and hermit. A study of the oeuvre that Graetz-Ran has
developed over the years reveals a wide and ever-changing
range of techniques and ideas that express a complex and
riveting connection between the ideological mother and the
biological one — commencing from her early watercolors,

and her tempera and oils works, through the ideological
series focused on female pioneers, guards, and finally nurses.
Linear time is nullified in Graetz-Ran’s oeuvre: Historical
narratives projected into the present, and heralding a possible
future, transform her work into a meta-temporal dimension,
which is one of the reasons for her significance in the realm
of Israeli art. Her oeuvre reflects a long and torturous road
full of complexity, pain and suffering alongside beauty and
clarity up to the very threshold of madness and ascending
the bleakest peaks: layers upon layers of personal and artistic
transitions. Haya persists on her path, which combines
personal experience with a critique of the dominant
ideological ethos. Graetz-Ran is like a rose among thorns
who embraces hardship and suffering rather than gloss over it.

through the milky windows illuminates the

Chapter 1 space, which is divided into a number of

1710 ,1957 ,017X0 ,y7A nnavn
Graetz Family, photograph,
1957, Holon

Between the Medium and the
Message: Technique and Narrative

Every morning, at the same hour, Haya Graetz-

Ran enters her expansive studio at Kibbutz
Sha'ar HaAmakim. The dim light that enters

functional areas: a large library, confession
diaries and catalogs; an old cabinet full of
found objects, disturbing collages of newspaper
clippings, murals on the walls and a carpet that
establishes an island in the middle of the space,
as an area for sitting and contemplation.
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with national narrative in her works. Sharon
Toval, the exhibition’s curator, points out the
complex and riveting association between the
biological mother and the ideological mother in
Graetz-Ran’s works — personal lives shown in
private photo-albums blend with photographs
taken from public archives, in a determined
attempt to peel, as he puts it, the scab from

the wound, and contend with the pain without
masks.

Time — past, present, future —is a leading
motive in the artist’s creations. Periods and
times are intertwined, and historical events,
frozen in time and space, are transformed
to create a new elusive reality. This reality,
which Ketzia Alon called a “Future and
Hebrew dystopia”, strives to strip the masks
from masculine myths and from an imagined
idyll and to break various types of taboo. This
reality, which appears before us in the works of
Graetz-Ran, is an inspiring denouncement of
the local ‘Lieu de Memoire™, those living and
developing commemoration sites, both tangible
and conceptual, which are required for nation-
building and the fostering of a national ethos.

.
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We would like to express our deep appreciation
and gratitude to Sharon Toval, the curator of
the exhibition, for his meticulous research and
impeccable curatorship, which unfurls forty
years of fruitful, varied and rich creation in

a sensitive and comprehensive manner; and
for his editorship of the book accompanying
the exhibition. We would also like to thank

the museum’s chief curator Yaniv Shapira for
his devoted and professional support; and the
scholars and researchers who wrote the articles
and illuminated a diversity of engrossing
aspects in Graetz-Ran’s oeuvre: Muki Tsur, Raz
Samira and Ketzia Alon.

1 Pierre Nora, "Between Memory and History: Les
lieux de mémoire",Zmanim: A Historical Quarterly
45 (1993),4-19, pp. 4-5.

We would also like to extend our thanks and
appreciation to those involved in the production
of the exhibition and its accompanying book:
To Guy Saggee for the book’s production and
design, to Shlomit Ouziel for linguistic editing,
to Shakhar Pelled for the English translation,
to Boaz Lanir, Avi Hai, Uri Singer, Ran Arda
and Gershon Yakir for the photographs, to Gabi
Maanit for the construction of the exhibition’s
accessories, to Alon Wohlfeiler-Kahaty for the
video incorporated in the exhibition, to brother
Olivier from the Benedictine monastery at Abu
Gosh for the equipment that he loaned to us,
and to “Paam Shnia” of Kibbutz Mizra and “Yad
Aheret” of Kibbutz Ein-Harod Meuhad, for the
furniture that they loaned the exhibition.

We are also grateful to all those who lent
their works to the book and the exhibition
and to the generous donors who made it
possible to set up the comprehensive exhibition
and publish the book: The “Ilanot Shel
Zahav” foundation, the “Bishvil HaOmanut”
foundation, the “Meimran” Foundation and
private donors who have chosen to remain
anonymous, and to the Mishkan Museum of
Art’s incomparable team.
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PREFACE

Orit Lev-Segev

It is our pleasure to present this retrospective
exhibition of the artist Haya Graetz-Ran: works
created over the past forty years. Graetz-Ran has
been moving along her unique path within the
realm of Israeli art, followed by a loyal audience
of admirers and devotees. Her exhibition
“Don’t Go Too Far — Works 1980-2022” and
its accompanying book join the ranks of
exhibitions displayed at the Mishkan Museum
of Art, Ein-Harod, in recent years, which have
sought to present trends that extend beyond
the mainstream of Israeli art and that offer
alternative views on prevalent Israeli myths.
The museum has placed particular emphasis
on the recognition of the significant works
produced by artists with a feminist voice, who
addressed gender-based iniquity and religious
exclusion. Of particular note among the group
and solo exhibitions in this spirit were: “Aviva
Uri: Retrospective” (2002), “Meira Shemesh:
Beauty Queen” (2004), “Ruth Schloss:
Retrospective” (2006), “Idit Levavi-Gabai:
Hour of Lucidity” (2011), “Matronita: Jewish
Feminist Art” (2012), “The New Barbizon:
Back to Life” (2017).

In her oeuvre, Graetz-Ran deals with history
and society, and especially with the place of
women within them. Her works, based on
historical photographs depicting Israeli society,
view the Zionist ethos from a feminist and
contemporary perspective that brings the
feminine narrative absent from that ethos to
the foreground. Her critical pictorial series
“Halutzot” ("Women Pioneers") focuses on the
bodies of young girls dressed in the skimpy
attire characteristic of the period, who exude
a sense of liberation and control — an abrasive
Israeli-born femininity that strives for equal
partnership in the founding of a new religion.

These figures are replicated in a harmonious,
uniform and disciplined musical cadence and
presented as translucent and disconnected
torsos: headless, faceless and rootless.

In her "Yeladot Tovot" (“Good Girls") series,
Graetz-Ran focuses on the lower half of a child-
girl’s body. The hem of the girl’s skirt is raised
in delicate provocativeness, as expected of a
“good girl”, but the threatening shadow of a
stalking/lurking/prying wolfish figure appears
alongside the central figure.

The artistic shriek of Haya Graetz-Ran
prefigured the “Me Too” revolution that has
recently transformed global society, and
she may be deemed as one of its first and
courageous voices.

In his article, the historian Muki Tsur
describes the value of austerity and the
legitimating of feminine spiritual expression
as guiding motives in Graetz-Ran’s oeuvre. It is
for this reason that he compares Graetz-Ran’s
studio to a convent: a space that provides a
conceptual framework of discipline, rituals and
asceticism, but also fosters spiritual feminine
creativity and the finding of an independent-
critical voice. In his article, Yaniv Shapira too,
points out Graetz-Ran’s urge to purify her
authentic artistic identity, and defines her voice
as a pioneering one.

In her article in this catalog, the curator Raz
Samira describes the use of staged photographs
during the period of the Second Aliya, which
presented bright, idyllic and luminous images
that were intended to serve as a tool in the
Zionist struggle. It is this staging mask that
Graetz-Ran strives to remove. Layer after layer
she unravels the prevailing narrative and
removes it, and layer after layer she adds her
own personal story, which becomes intertwined
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It was the rape, the hunger and the fear that drove our
families away to warmer lands.

The little ones were devastated by the displacement for
a long while.

People barely carrying their own bodies wanted to
distance themselves from their lands of origin.

Breathe, forget, hope that the heat and the salt
will heal the skin. Someone placed a sack at their door,

sunflower seeds. Sudden bliss. Something to swallow
and also put your head on.

In the cold of the night, the body will awaken. Women
will conceive. Innocents and lovers will peel Valencia
oranges and feed each other.

"Sunflower Seeds" / Shulamit Apfel
From Imagine You Are a Star, poems, Petel Publishing, 2017
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