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Self-Portrait through a Keyhole, 1967, oil on canvas, 27x22
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Anne, 1975, watercolor on paper, 43x33
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Cain, 1955, lithograph, 28x19, from a portfolio comprising 8 lithographs Cain, 1955, lithograph, 28x19, from a portfolio comprising 8 lithographs
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Double Self-Portrait, 1990, charcoal on Japanese paper, 53x45
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51x31.5 2™ 7V 7009 11,1990 ,011'V2 "NV P17

Nude Self-Portrait, 1990, pastel on paper, 51x31.5
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13x16.5 ,i113i1 DY T2 ™ 7V 711302 1T 1967 17110

The Window, 1967, brush and sumi ink on primed canvas paper, 13x16.5

33x25.8 2™ 7V U'™911,1993 ,{1j3'0MN7 |'TNN W'D
Yona Fischer Listening to Music, 1993, graphite on paper, 33x25.8
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32x39 ,i113i1 DY T2 1M 7V 7111302 N1'T 1967,y

Girl, 1967, brush and sumi ink on primed canvas paper, 32x39

26x35 ,M3i1 DY T2 1M 7Y 711302 1T 1979 MY P17

Self-Portrait, 1979, brush and sumi ink on primed canvas paper, 26x35
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Sam's Spoon, 21.11.1990, oil on canvas, 38x46 Samuel Beckett in Profile, Seated, 1972, etching on paper, 21x10.5, edition of 18
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38x65 , T2 7V 1MW 1978 1TINN :D7WI

Jerusalem: The Citadel, 1978, oil on canvas, 38x65

56x38 QM 7V U'911,1984 12710 DY [N
Anne with a Turban, 1984, graphite on paper, 56x38
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portrait painting is a symbolic move toward what will never be
understood — the signified, that is, the figure truly represented.
Drawing is writing and it is speech. Arikha proves this in his
self-portraits, as the horror reflected in some of his expressions
conveys the recognition of the dark abyss that awaits the eye—
hand—consciousness and the mouth that is unable to speak.

The duality of body and head is at its historical root the Cartesian
duality of mind and body (in the sense of consciousness and
self-awareness). Arikha, it seems, embraces this duality, and, like
the seventeenth-century rationalist philosopher, ponders the
possibility of the interaction of the two poles in the unity of the
self. As we know, in a letter to Princess Elizabeth of Bohemia,
Descartes suggested that the soul meets with the body in the
tiny pineal gland in the center of the brain. Avigdor Arikha has
another answer — the mind (head) and the body meet in artistic
representation, in the act of painting.

Ron Bartosh, "Avigdor Arikha: The Cogito of the Not-I". Erev Rav online journal.
September 15, 2010 (Hebrew).

Mordechai Omer, “The Shout of Reflection in Samuel Beckett and Avigdor
Arikha," Contemporary Israeli Art. Tel Aviv: Am Oved, 2006, pp. 343-351
(Hebrew).

3 |bid., 345-346.
4 Ibid., 346.

See Note 1, above.
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29x23.5,2MN1,1971,W2301 MY P17 OV NN
Mirror with Self-Portrait and Press, 1971, etching, 29x23.5
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What is it about the mouth? The mouth is speech. When
Arikha paints himself with his mouth open, he seeks to capture
the speaking voice in a visual representation. Gaze, thought,
speech — here we have the "holy trinity” of Avigdor Arikha's
experience as an intellectual artist, an investigative artist.

I do not, therefore, accept Ron Bartosh's interpretation of Arikha's
gaping mouth as a representation of "a shout.” In my opinion, the
artist does not seek to shout, but rather to address us, to speak,
to attempt to express the unspeakable (in the words of Ludwig
Wittgenstein and Samuel Beckett). Accordingly, when Arikha
blocks his mouth, he is not repressing a shout, but pausing his
speech, perhaps even examining the renowned silence of his
friend, Beckett, whom he often portrayed in his work and who
wrote a dramatic monologue called Not-I, about which
Mordechai Omer wrote in an article closely related to the

matter at hand.?

I am certainly aware of the Arikha's 1969 ink drawing, mentioned
above, in which the gaping mouth was defined as "shouting

one morning.” Omer elaborated on this drawing, citing Robert
Hughes, who referred to it as a moment of bad temper at seven
in the morning.® And yet, | insist on saying "speech” and not
“shout” because, as opposed to the 1969 drawing, Arikha's mouth,
in all his paintings, is not a torn mouth, not a shouting mouth,
but a slightly open mouth, like a speaking mouth, and perhaps
just a mouth that wants to say something. And while | certainly
agree with the late Omer that “the main point [of Arikha's self-
portraits] is to capture the nothingness immersed in the capture
of himself," | would like to emphasize this self-knowledge of the
artist as an effort to understand the relationships between head
and body and between speech and gaze.

25

Avigdor Arikha observes himself naked: sheer exposure, a
completely exposed truth, with no “"cover,” without even any
background details that could interfere and divert the gaze
from the essence: self-knowledge. Extrospection for the
purpose of introspection. And vice versa. Therefore, more than
representing a Cartesian argument in the style of Ron Bartosh's
interpretation — I paint, therefore | am" (“The painting painter
can cast doubt on anything but the fact that he paints.”) — the
nude speaking/silent self-portrait is contemplative.

Because all of Arikha's self-portraits entail a self-examination
that is very focused and entirely committed to the goal at hand.
See at the exhibition the drawing of the head alone- ' where
the eyes and glasses are a focal point of a brain-gaze seeking to
reveal the secret of what is perceived. The same is true regarding
the etching™? where Arikha sits next to the printing press, legs
crossed, paper in his hands on his knees, and the eyes — again,
the eyes — so penetrating, straining to understand something
unclear — the self. | admit that in some of the self-portraits, there
is something frightened in the eyes above the gaping mouth. This
is true of the drawings, etchings, and paintings from the early
1970s to the early 2000s. Still, these are not the horrified eyes
and screaming/astounded mouth of Caravaggio's decapitated
Medusa (followed by Yitzhak Livneh's), just as they are not the
horrified eyes and screaming mouth of Munch's renowned The

Scream.

Those familiar with Avigdor Arikha know that aside from being
an exceptional painter, he was a man of words both written
and spoken. For him, the puzzle of his experience, his existence,
was a challenge to the beholder, the painting/writing hand,
and the thinking/speaking head. According to Jacques Derrida,
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Why Did Arikha Paint Himself in the Nude?

Gideon Ofrat

In 1970, Avigdor Arikha sat down in a chair in his Parisian
apartment, carrying paper, a paintbrush, and ink, looked into the
mirror across from him, and drew himself without clothes. The
vibrating brushstrokes he used to deal with projections of light
and shadow make it difficult for us to identify the details of the
body (the legs, spread apart, expose nothing below the paper
placed on the thighs and cast a shadow over what lies beneath
it). On the other hand, Arikha's face, with its serious gaze, is more
precise in its detail.

In 1991, Arikha painted himself in oil on canvas, standing alone in
his underwear, his body exposed, sunglasses covering his eyes,

a pair of paintbrushes in each hand, looking at himself (in the
mirror, apparently) with a serious face. Once again, the brush's
treatment of the body is softer and calmer than the detailed
treatment of the face, with its sealed lips, tensed forehead,
flashes of glasses, and curly hair.

In the current exhibition, two nude Arikha self-portraits, both
from around 1990,PP-8 1 await us, one in pastel and the other

in pencil (the latter pairs the nude self-portrait with a clothed
self-portrait, intensifying our awareness of the removal of the
garment). The angles of the gaze are slightly different from each
other — in the pastel portrait, the body shifts slightly, while the
face, as always, looks directly into the invisible mirror. The nude
in the pencil portrait is drawn in profile. Yet in both portraits, the
very subtle distinction between the representation of the face

27

and the body is repeated — the precision, the relative intensity,
the severity of the face as opposed to the relative serenity of
the body — two somewhat distinct spaces.

Beyond the differences between head and body, | would like
to point out the differences between how each of these are
represented. Interestingly, this duality is not found in most of
the nude portraits of female models that Arikha painted from
the 1980s onward.

Clearly, for Avigdor Arikha, the head, first of all the head, is the
source of creativity, the decisive tool in his work and in his
existence in general. It seems that Arikha even removed his
clothes to confirm the victory of the head over the body.

This is because, for the artist, the head is the eyes. (And the
glasses intensify the gaze and sometimes block it. In Arikha's
Self-Portrait in Raincoat, Peering

[1989, pastel on paper] -1

the artist's hand is shading his
eyes.) The head is the thinking
mind (the state of reflection

recurs in a number of self-portraits
in which the hand holds the chin),
and the head is . . . the mouth —
the lips sealed or covered with

the palm of the hand or, many

Self-Portrait Shouting One

Morning, 7.11.1969, brush ] ] ) A )
and sumi ink on primed again, Arikha depicted himself in

times, wide open. For, again and

canvas paper, 46.1x38, his paintings with an open mouth,
private collection beginning with the 1969 ink

117122 PYIN MNY |17 . . .
drawing Self-Portrait Shouting

T2 ™ 7Y 71302 T, 7.11.1969
01D QUIN ,46.1X38 1311 DY One Morning.
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View from Hilton Hotel, 1972, brush and sumi ink on primed canvas paper, 39x49

39x49 1131 DY T2 1M 7Y 7111302 11T 1972 11077 11700 NN
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La Tour Eiffel, 1969, brush and sumi ink on primed canvas paper, 37.5x26.5

37.5%26.5 11131 DY T2 1M1 7V 7111302 II'T 1969 79X 7Tan
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and created graphic works and abstract lithographs. In this
series, Arikha portrayed the story of Cain and Abel in black

and white. He focused on Cain, describing him as a persecuted
victim who is ultimately murdered. Wrapped in a prayer shawl
(tallith), his figure represents the Jews, who were forced to wear
identification badges, similar to the Mark of Cain. This series
surrenders the influence of artist Mordecai Ardon (1896-1992),
one of Arikha's teachers at the Bezalel School of Arts and
Crafts in Jerusalem, especially in the emphasis on the painterly
language and the sharp transitions between light and shadow
and between figurative and abstract, while maintaining the

biblical story's symbolic quality.

The Doron Sebbag Art Collection, ORS Ltd has existed for three
decades. It numbers over a thousand works from different
periods, in a wide range of styles and techniques. Works from the
collection are reqgularly loaned to cultural and artistic institutions
and to major exhibitions. The exhibition "Avigdor Arikha: In
Between" presents a unique aspect of the collection. It focuses
on a single artist, offering a rare glimpse into his works, some

of which have been loaned to various exhibitions around the
world in the past, but have never been presented together as

a whole. Although this is a modest part of the overall collection,
it is nevertheless rich in content, introducing a highly poetic

and personal facet, attesting to a close and ongoing connection
between a collector of contemporary art and a revered artist.

Dana Golan Miller

" The collection also contains a portfolio entitled Au loin un oiseau (In the Distance
a Bird), with etchings by Arikha and texts by Beckett.
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Homage to Bada Shanren, 11.1.2001, oil on canvas, 41x41

41x41 72 7V 1w ,11.1.2001 ,171W f1TRA7 'TNN1N
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when daylight flooded the studio, and not at other times.
Back then he lived and worked in Paris, hungry for French
culture, but his heart was always in Israel. He read Haaretz
daily and was frequently updated on what was happening in
the country.

The works on view at Dwek Gallery, Mishkenot Sha'ananim,
were selected from the Doron Sebbag Art Collection, ORS Ltd, as
a cluster that crosses periods, countries, styles, and techniques,
indicating the long-standing relationship between the two.
Arikha engaged mainly in painting and illustrated many books
with whose literary texts he identified (including SY. Agnon's
novel Only Yesterday, H.N. Bialik's writings, etc).

The exhibition features paintings, drawings, and lithographs

by Arikha, including self-portraits, portraits of close friends

and cultural figures with whom he was in contact (e.g. Samuel
Beckett,™ '8 Yona Fischer,”' and portraits of his wife, American
poet Anne Atik Arikha (1932-2021), whom he often depicted in a
realistic style and from a distant point of view.PP-%1.20 Showcased
alongside these are paintings and drawings of landscapes in

Tel Aviy, Paris, and JerusalemPp-228.2% — the cities between
which Arikha divided his time.

Arikha was acquainted with many writers and poets, including
Irish writer and dramatist Samuel Beckett (1906—1989), who was
a close friend, and whose portrait he depicted several times. The
longtime friendship between Arikha and Beckett was mutually
enriching: Beckett wrote texts for books about Arikha, and Arikha,
in turn, contributed drawings and prints to his friend's plays and
novels.

One of the most outstanding works in the exhibition is a still
life painting, Sam’s Spoon (1990),>* portraying a small silver
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Hand, 1976, pastel on paper, 13.5x18.5
13.5x18.5 1™ 7V 7009 ,1976 7' 37

spoon resting on a white cloth napkin, revealed to be a shroud
on a closer look. Arikha received the spoon upon the birth of his
elder daughter, Alba, from Beckett, her godfather, who gave her
the present as is customary. It was his own christening spoon,
as indicated by the name, Sam, engraved on the handle. After
Beckett's passing, Arikha commemorated him in this poetic
painting, which is imbued with life and death associations.
Observing the painting, the viewer is shifted from the visible to
the latent. At first glance, the coloration appears monochromatic
and the composition looks simple, but a closer look reveals
Arikha's delicate, rich coloration and the complex geometric array.

The unique series of lithographs Cain (1955),PP-67 comprising eight
etchings, represents a lesser-known period in Arikha's oeuvre,
in which he divided his time between Paris and Jerusalem,
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Rain Hat, 2005, brush and sumi ink on primed canvas paper, 30x40

30x40 ,iMm3i1 0y 12 7™ 7Y 7113N2 N1'7,2005 ,0Wa ya13

Artist and Collector Meet:
Avigdor Arikha and Doron Sebbag

The bonds formed between art collectors and the artists whose
works they persistently acquire have produced, throughout the
history of art, a fruitful discourse, often charged, and at the same
time inspiring and thought-provoking, yielding texts, exhibitions,
and publications. When art collector Doron Sebbag talks about
his encounter with artist Avigdor Arikha (1929-2010), one can
sense an excitement, reserved for unique meetings between a
collector and an artist whom he holds in high esteem and collects

over many years.

The relationship between the two began in the early 1990s, on a
trip to Paris, which Sebbag took on behalf of Tel Aviv Museum of
Art, along with leading Israeli curator and art critic, Yona Fischer,
a dear friend of Arikha, who passed away this year. Sebbag
describes the repeated meetings with Arikha since then —
meetings that attest to a close and honest connection, founded
on deep appreciation for his art and the creative and poetic
process that characterized it — as fascinating and unforgettable:

We met whenever | went to Paris. We had dinners with him
and Anne, sat at home for hours, looked at his works and
talked about art and music. He loved classical music and

was a fascinating Renaissance man. When | wrote my thesis
on Edgar Degas, | identified a similarity between the two,
because Arikha's return from abstract painting to realism was
due to the closeness he felt for the Old Masters, for painting
en plein air. Arikha insisted that | observe his works only
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Avigdor Arikha, 1983 (photo: Avraham Hay)
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Avigdor Arikha
In Between

Works from the Doron Sebbag Art Collection, ORS Ltd

\" s m Doron Sebbag
DUINY TIOWN :
MISHKENOT SHARNANIM o ection
Aailed & gisilie



	coverAricha
	ORS-Aricha2-1Heb
	ORS-Aricha2-35
	ORS-Aricha2-1eng
	coverAricha

