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180%120 ,T1 7V fINIYW1 DINA'D ,2014 ,Push & Pull IV

Push & Pull IV, 2014, pigment and wax on canvas, 180X120
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30x28 717V DINA'NT VYW ,2013 ,(XAD DI7W "INX) DN NT00 IR 127 X
White Light, from the series Water (After Shalom Sebba), 2013, wax and pigment on canvas, 30x28
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Yohanan Simon, In the Shower, 1952, oil on canvas, 95X65.5,
collection of Tel Aviv Museum of Art
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Paul Cézanne, The Bather, ca. 1885, 0il on canvas,
127X96.8, collection of the Museum of

Modern Art, New York
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Paul Cézanne, The Large Bathers (Les Grandes
Baigneuses), 1900-1906, 0il on canvas,
210.5%250.8, collection of Philadelphia
Museum of Art
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Yohanan Simon, Youth in the Negev, 1956, oil on canvas, 96.5X130,
collection of Mishkan Museum of Art, Ein Harod
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80%120 ,1"1 7V DINA'N1 {717 ,2020 0710 A

Ladder, 2020, glue and pigment on paper, 80x120
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190%260 ,]12'D0T,T1 7V NANVA 17'10D ,2021 , 7171 710D A
Big Blue, 2021, mixed media on canvas, 190X260
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100%50 ,71 7V TI111YN {17100 ,2021 ,JINTD X77

Untitled, 2021, mixed media on canvas, 100X50
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160%147 , 11 '7V T1271VN 1j7'10D ,2021 NI X77

Untitled, 2021, mixed media on canvas, 160x147




230x%220 ,71 7V NINYN 177100 ,2021 ,JINID X77

Untitled, 2021, mixed media on canvas, 230X220
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150%140 ,71 '7V T1271VN 1j7'10D ,2021 NI X77

Untitled, 2021, mixed media on canvas, 150x140




60x50 ,T1 7V TI111VN {1j7'12D ,2020 ,0'N1 WX

Head in the Water, 2020, mixed media on canvas, 60x50
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110%100 ,T1'7V TIANIVA {1j7'12D 2020 ,i1IND

Sahne National Park Il, 2020, mixed media on canvas, 110x100
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150%123 , 71 7V NA71yN 1j7'100 ,2020 Il mIno

Sahne National Park Il, 2020, mixed media on canvas, 150x123
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,2021 NI X77
120%165 ,71 7V T1111VUN 17100
Untitled, 2021,

mixed media on canvas, 120165
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170%190 ,71 '7V T1A11VN 1j7'10D ,2021 NI X77

Untitled, 2021, mixed media on canvas, 1770x190
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100%84 ,71 7V TI11VN i1j7'12D ,2020 ,JINIID X77

Untitled, 2020, mixed media on canvas, 100x84
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DN NDIX ,200x480 ,]12'DAMD ,T1 7V AMYYI DINA'A ,2015 {7171 FI¥NIAN

Bathers in Green, 2015, pigment and wax on canvas, triptych, 200x480, private collection
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125%110, 71 7V N271VN 1j7'100 ,2020 1l 1IN

Queue Il, 2020, mixed media on canvas, 125x110
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DI NDIX ,150X130 ,71 7V T1111VN i1j7'10D ,2019 Il 01"1 10t

Intermediate Time Il, 2019, mixed media on canvas, 150130, private collection
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90x120 ,T1 7V NANIYA 1j7'10D ,2020 ,71¥N

Bathing, 2020, mixed media on canvas, 90X120
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145x160 ,T1 7V TII71VN 1j7'19D ,2019 ,"111 DY

Male Nude, 2019, mixed media on canvas, 145X160
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160%200 ,71 '7V T1111VN 1j7'10D ,2019 ,NI1D X77

Untitled, 2019, mixed media on canvas, 160X200
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120x107 ,71 7V NIANIVA {17190 ,2020 , 3371 "1INNA

Behind the Back, 2020, mixed media on canvas, 120x107




,2015 T 13Y TIN7{7N

,200X160 , 71 7Y TANVN 1j7110D
W' 1D - StArt noIx

Public Showers, 2015,

mixed media on canvas, 200X160,
collection of StArt by Serge Tiroche
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,2019 ,71T1IAV N7V
,170%205 ,71 7V {7111 LINAA
D7V, 7RWT IRTIN NDIR

Desk, 2019, pigment and glue

on canvas, 170x205 , collection of

The Israel Museum, Jerusalem










134x107 ,T1'7V NANVA 71j7'10D ,2019 NI'"ND

Seminar, 2019, mixed media on canvas, 134x107
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130x150 ,T1 7V NANIVA 17100 ,2019 ,0™1"1 AT

Intermediate Time, 2019, mixed media on canvas, 130X150
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140x100,T1 7V TIIN1VAN 17100 ,2019 ,100 DY WX

Man with Book, 2019, mixed media on canvas, 140x100
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200x160 ,T1 7V NIMYN 1j7'100 ,2019 Il mamwn mo7ni

Joint Decisions Il, 2019, mixed media on canvas, 200X160
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200%209 ,T1 7V TIANVA 17'12D ,2019 ATNA TN

Room Measurements, 2019, mixed media on canvas, 200X209
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180x408 ,]12'DA'T , T2 7Y NIAVVN 11j7'19D ,2019 ,7173{7 NTVI

Admissions Committee, 2019, mixed media on canvas, diptych, 180x408
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T1171VN 1j7'10D ,2021 NI X77
180%250,]12'0A"T ,T1 7V
Untitled, 2021, mixed media

on canvas, diptych, 180x250
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T11M1VN 1j7'10D ,2020 ,0710
,180%250,112'DA'T, 71 7V

TTIT W Y NDIX

Ladder, 2020, mixed media on
canvas, diptych, 180x250,
collection of

Shira and Ishay Davidi
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90x120,71 7V T1111VN 177100 ,2020 ,0710 DV WX

Man with Ladder, 2020, mixed media on canvas, 90x120
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,2014 (277 12vn) DY

, 117V Myw1 bInaa
,200%320 ,112'0A™T

1DI0 NDIX

Painters (Beyond the Wall),

2014, pigment and wax on

canvas, diptych, 200x320,

private collection







11085, 71 7V T1I11VN 1j7'12D ,2020 , 71N TAIX f1j7*TNN WX

Woman Holding a Blue Box, 2020, mixed media on canvas, 110x85
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140x100 ,7T1 7V TIAN1VAN i1j7'19D ,2020 ,i717 T 7{7*TNN WX

Woman Holding a Green Box, 2020, mixed media on canvas, 140X100
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,2020 NI X77
180%200 ,71 7V N111VN 117100
Untitled, 2020,

mixed media on canvas, 180x200
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TTIT WM AW NDIX,160X140 ,T1 7Y TIANIYA 1777190 ,2020 71D X7

Untitled, 2020, mixed media on canvas, 160x140, collection of Shira and Ishay Davidi




120%80 ,1™1 7V T1111VN 17120 ,2020 ,JINID X77

Untitled, 2020, mixed media on paper, 120x80
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110%80 ,T1 7V T1111VN i1j7'12D ,2020 ,JINID X77

Untitled, 2020, mixed media on canvas, 110x80
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2'NI AN (DIX,110X100 71 7V TIIM1VN 177100 ,2020 011 0

Day’s End, 2020, mixed media on canvas, 110x100, collection of Hagit Tamir




,2021 ,(077T1 DM2A V1IX) DITR Y
184x202 ,T1 7V TIAN1VN {7100

Red Painting (Four Men and Buckets), 2021,
mixed media on canvas, 184x202
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111 {7711 72N QDIX ,160X180 ,T1 7V T1111VN 1157100 ,2019 ,Fire on the Mountain

Fire on the Mountain, 2019, mixed media on canvas, 160x180, collection of Michal Barak Nevo
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TN 'Y TIAKT DU QDI ,170x190 ,T1 7V T1111VN 1j7'120 ,2020 *1"7X

Alibi, 2020, mixed media on canvas, 170x190, collection of Mishkan Museum of Art, Ein Harod
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DN NDIX,180%165 ,T1 7V NIANVA 1j7'10D ,2021 0171 "Xl

High Noon, 2021, mixed media on canvas, 180x165, private collection
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DIN NDIX,150%170,T1 7V NANVYA 1j7'10D ,2018 ,0™17W 11

Twilight, 2018, mixed media on canvas, 150170, private collection
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100%110,T1 7V T1I11VA 11j7'10D ,2020 ,i1D™
Guitar, 2020, mixed media on canvas, 100x110
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180%160 ,T1 '7V T1111VN i1j7'12D ,2019 , NI X77

Untitled, 2019, mixed media on canvas, 180x160
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,2021 7NNV 0'W1 Y
, 717V T1301VN 717100
194181 ,]12'0A™T

Two Naked Women, 2021,

mixed media on canvas,

diptych, 194x181







DN NDIX ,130X104 ,T1 7V DINA'A1 VY ,2015 7T X77

Untitled, 2015, wax and pigment on canvas, 130x104, private collection
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Scholarships and Awards

1992

1993

2000

2002
2003

2008
2012

2014

2015-16

2019

Study grant, Young Artists Competition in the Visual
Arts, The Reuben and Edith Hecht Museum, University
of Haifa

Creativity Grant for Young Artists, Culture Unit,

The United Kibbutz Movement, Israel

The Sharett Scholarship, America-Israel Cultural
Foundation

Young Artist Award, Israel Ministry of Science, Culture,
and Sports

Buning Brongers Prijs, Amsterdam

Study grant, The Royal Dutch Art Institute in Rome (KNIR)
Kas Bank scholarship, Netherlands

Art Prize, Israel Ministry of Culture and Sport

Grant for publication of an artist’s book, Israel National
Lottery Council for Culture and Arts, Israel

Grant from the Yehoshua Rabinovich Foundation for
the Arts, Tel Aviv

Artist in the Community Prize, Israel Ministry of Culture
and Sport

Prize for the Visual Arts, Israel Ministry of Culture

and Sport

Support grant for art projects and artistic activity for
independent Israeli artists, Israel Ministry of Culture
and Sport

VIT' X7 07X ,1987 ,i70X Y117 ,0M1V1 NIA0W 1713 |10

Jonathan Gold, youth dormitories, Kibbutz Afek, 1987,
photographer unknown
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Biographical Notes

Born 1972, Kibbutz Afek, Israel

1989-91

1993

2000-02

2001-04

2004-07

Since 2007
Since 2010

Studied in the Department of Visual Arts, Tel Hai College,
Israel

Studied in the Departments of Fine Arts and Art History,
University of Haifa

Studied at Hamidrasha School of Art, Beit Berl Academic
College, Kalmaniya, Israel

Artist-in-residence, Rijksakademie van beeldende
kunsten, Amsterdam

Lived and worked in Berlin

Lives and works in Tel Aviv

Senior lecturer on art, Shenkar College of Engineering,
Design, and Art, Ramat Gan, Israel

One- and Two-Person Exhibitions

2001

2005
2006

2007

2008 -

2010

2014 —

2015

2016

2019

2021

“Ideal Types,” Rosenfeld Gallery, Tel Aviv;

curator: Diana Dallal (cat.)

Haswellediger & Co Gallery, New York

“Jonathan Gold, Gabriel Klasmer,’ Givon Art Gallery,

Tel Aviv

CTRL Gallery, Houston, Texas

“Members Club: Jonathan Gold and Reut Earon,”

as part of “From Floor to Ceiling,” ArtTLV, Beit Haamudim,
Tel Aviv

“Hover," Alon Segev Gallery, Tel Aviv

“Night Swim,” Minshar Art Gallery, Tel Aviv;

curator: Sasha Serber

“New Paintings,” exhibition celebrating the publication
of an artist’s book, Gallery Har-El, Printers and Publishers,
Tel Aviv

“Between Ethos and Myth” (with Assi Meshullam), Hecht
Museum, University of Haifa; curator: Sorin Heller (cat.)
“Checkers” (with Shai Azoulay), as part of Manofim
Jerusalem Contemporary Art Festival, Rosenbach
Contemporary, Jerusalem; curator: Karmit Galili
“Admissions Committee,” Hamidrasha Gallery, Tel Aviv;
curator: Avi Lubin

- “Filling a Bucket,” Mishkan Museum of Art, Ein Harod,

Israel; curators: Yaniv Shapira, Neta Gal-Azmon (cat.)

Selected Group Exhibitions

2000 -

2001

2002

2005

2007

2009

2012

2014

2015

2016

2018

“Parquet: Contemporary Israeli and European Art,’
Sommer Contemporary Art, Tel Aviv

“Self-Portrait in Israel,” Bezalel Gallery in Tel Aviv

“Where are the Children?,” Givon Art Gallery, Tel Aviv;
Mishkan Museum of Art, Ein Harod, Israel;

curator: Noemi Givon

Recipients of the Buning Brongers Prize, Arti et Amicitiae,
Amsterdam

“Die neuen hebrder, 100 jahre kunst in Israel” [The New
Hebrews: 100 Years of Art in Israel], Martin-Gropius-Bau,
Berlin; curators: Doreet LeVitte Harten, Yigal Zalmona
(cat.)

“Togetherness: The ‘Group’and the Kibbutz in Collective
Israeli Consciousness,” Helena Rubinstein Pavilion for
Contemporary Art, Tel Aviv Museum of Art;

curator: Tali Tamir (cat.)

“BoysCraft,” Haifa Museum of Art, Haifa;

curator: Tami Katz-Freiman (cat.)

“The Rear: The 1st Herzliya Biennial of Contemporary Art,’
Herzliya, Israel; curator: Joshua Simon (cat.)

“Herzliya 2009: The 2nd Herzliya Biennial for
Contemporary Art," Herzliya, Israel;

curators: Adi Englman, Meir Kordevani, Toony Navok
(Picnic Magazine)

“The Brighter Shade of Pale,” Artists’ Studios, Tel Aviv
“Termites: Gilad Efrat, Jonathan Gold, Ami Faytchevitz,”
Dan Gallery for Contemporary Art, Tel Aviv;

curator: Ravit Harari

“Profile is Aggression, Too: From the Haaretz Collection,’
Minus 1 Gallery, Tel Aviv; curator: Efrat Livny (cat.)
“Under the Mountain: New Public Art Festival, Jerusalem
(cat.)

“A New Horizon for New Horizons,” Mishakan Museum
of Art, Ein Harod, Israel; curators: Gila Ballas, Dalia Danon,
Yaniv Shapira (cat.)

“The Kids Want Communism, | & Il,” MoBY—Bat Yam
Museum of Art, Israel; curator: Joshua Simon (cat.)
“Things to Come," Petach Tikva Museum of Art, Israel;
curator: Doreet LeVitte Harten (cat.)

“Art School: Hamidrasha Faculty of Arts at 70,"Helena
Rubinstein Pavilion for Contemporary Art, Tel Aviv
Museum of Art; curator: Avi Lubin (cat.)

“Erotic Salon,”Noga Gallery of Contemporary Art,

Tel Aviv; curator: Jossef Krispel

“Man and Beast and Other Animals,” Haifa Museum of
Art, Haifa; curator: Adi Shelach (cat.)
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painting invites me in, not to lose
myself in it, but to find myself anew,
because the characters in the painting
are tangible enough, human enough for me
to recognize them, maybe even identify
with them, but also abstract enough,
general enough, so that I do not get
swallowed by them. They allow me, as in
a good novel, to fill in the details, the
character, the narrative, but never all
the way. The characters maintain a gap,
a distance, a mystery, which make them

a work of art, and for a moment I, too,
become part of this art, and discover

a new self, which I did not imagine.

The same is true for the background,

the abstract, which is never arbitrary.
It envelops the figures, contains them,
allows them to reach depths, which they
had not imagined before. At the height
of Jonathan’s painting, the figures hover
over the background, but are also planted
in it, creating a mesmerizing movement
that the eye struggles to decipher, but
must accept. This is the spiritual,
metaphysical dimension that Jonathan is
talking about; a dimension that is at the
core of both his painterly search and
his life. This is where we meet, seeking
together how to hover—not in order to
escape the material, but to find its

invisible roots.



world has opened up between us—the
spiritual world, what is sometimes called
"New Age,” and Jonathan now suggests that

we discuss it.

What is the spiritual world for you? Giving the
ephemeral eternity?

I prefer the word “form” over “eternity.” I am a very
experienced painter in terms of the miles I have
traveled, and still, to capture a painting is to capture
something outside of yourself. I relate to metaphysical
explanations more than to psychological ones. Every
great work of art is underlain by a metaphysical
transformation. One of the great tragedies of art schools
is that they have been emptied of the spiritual. What’s
left once that is done?

So this is not a matter of eternity, but simply that

the painting is transcendental, external to you?

An experience of stepping out?

If the painting succeeds, and that is the satisfaction,

it is an experience of great authenticity, of being
momentarily one with things, which you are usually not
one with. In the case of the three skaters, for example, it
was like a force of nature. It’s like painting a wave. These
girls at that moment are in the zone. They are the wave

itself.

Is it related to the fact that there are no differentiated
faces in your works? Why do you barely paint facial
features?

Because I avoid psychology. I think it is irrelevant to

me. Through you, I am more open to it; previously it
threatened me. Still, I am not a psychological painter. I
paint extremely fast; I capture some general essence, and
that’s it. I add details just to make it work. If I portray

a bottle, it’s only to the point that you will recognize

that it’s a bottle. Maybe this is what makes my painting

very Israeli—its transience. 'm not good at going into
detail. It’s my character. Even when I travel to work on
projects in other places, in Rahat, for example, I don't
stay put; I travel there and back. I don't tend to linger, I

prefer motion, tension.

The tangible face might take you away from what
you're looking for, from that motion and tension?
The painting is quite simple. There is a general abstract
experience, which I sense in motion, and there is a very
petty particular human experience, and the painting
lies between them, in what is omitted. This is what I'm
trying to paint. These are also the painters I love, who
have great vitality in their painting; whose painting
moves with tremendous vitality, with sensuality.

I could have concluded here, but several
weeks after the interview, Jonathan
caught me a little unprepared when he
said that it was important for him to
know what I like about his paintings,
what they meant to me, what is it that I
relate to. He wanted me to write about
it in the catalogue: ”I would like to
see you in my paintings, not myself.” For
me, Jonathan’s character, his paintings,
and our friendship are intertwined. It
is no coincidence that our first meeting
took place in an exhibition of paintings
depicting buildings intended to house
human beings. Perhaps I also wanted to
dwell in them back then, as I eventually
did in Jonathan’s studio.

In Jonathan’s paintings I find the
same combination that I also look for
in life: a combination between home
and adventure, between earth and fire,

between stability and flight. Each
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inner world, while changing something in
language and its conventions. The artist
carves within language—the language of
literature or the language of painting—a
material, which, via an alchemical
process of sorts, deviates from language
and himself alike; a new material that
brings together the individual and the
whole within the creative spark. I ask
Jonathan about this encounter between
background and figure, which takes him

back to the question of bad taste.

Take Untitled.P-?* 1 painted the abstract first, before
there were figures. When I create the abstract first,

it comes out nice and tasteful. And then I introduce
this girl, and everything suddenly goes out of balance
and becomes tasteless, bad taste: the opposite of the
good taste of abstract. I love it that I don’t know if it

is successful. I have no way of solving this. There is a
problem here, which to me is the big problem of art—
and that is kitsch: the greatest things are kitsch, like the
opening paragraphs of In Search of Lost Time, with the
child and the mother. What a scene! You can't get more
kitsch than that. If Proust had not been a genius, we
would have gotten something trite. He took a huge risk
there.

So bad taste is a challenge to convention,

an attempt to create something new within it?

What is bad taste?

When I paint this figure, 'm almost like a teenager; it’s
the very opposite of abstract, and it’s a great pleasure.
paint a lot of women because I love women. But for it
not to remain a painting by a teenager in the bathroom,
you must create a human drama and a tension between

the figures. I don’t know if it does that or not.

What is the source of your attraction to kitsch,

to seemingly flat images?

I love the moment when the body intervenes in things,
even as a person. I love the drama. There’s a story here.
It’s not exactly bad taste. There is a great experience.
Take the painting of the three skaters (Untitled® ),
which is based on a photograph I took in Berlin. There
is a thing here, and the question is, whether you manage
to capture a powerful, lively scene, at once sexual and
human, and whether the painting will convey this
without being sentimental kitsch. I don’t possess Moshe
Kupferman’s restraint. Restraint is not my strong suit. If
I were Kupferman, I would have written “Heil Hitler” in
the works; I would have introduced the Holocaust into
the works, and not hold back like he did. Kupferman
takes an intimate moment and paints it, and that

moment touches you; that’s his restraint.

For Jonathan, the painting’s background,
as well as language and convention, are
good taste, whereas the figure brings with
it the sensual, along with kitsch and bad
taste. This brings to mind an adolescent
boy, a teenager as Jonathan calls him,
who has a hard time accepting the adults’
order and wants to express his own
private world, which he is partly ashamed
of, partly proud of. But the difference
between Jonathan and a teenager is

that Jonathan does not settle for his
private world; he insists on bringing

it into the adult world, to desecrate

and enrich it at the same time. I have
often tried to speak with him about our
mental world, about psychology, but he
feels uncomfortable with the world of
psychological concepts. In recent months,

a parallel, albeit different conceptual
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experience. For me, pure abstract can be nice, as with
Richter or Rothko, but every abstract painting I love

ultimately relates to something human.

I think of the first time I met Jonathan,
in an exhibition dedicated to paintings
of buildings, and how much his painting
has ostensibly changed since then. Now
there will always be a person in the
picture. On the other hand, what is a
house, if not a dwelling for a human
being? And what is the painting, if

not a space in which one can dwell, if
only momentarily? I reflect on Martin
Heidegger, who speaks about the work of
art as a tabernacle, a temple, in his
book The Origin of the Work of Art, and
I ask Jonathan about the relationship
between the figurative tabernacle, as he
depicted it at the time, and the abstract

tabernacle, which he is exploring now.

I'm looking for a space that can contain. For me, the
abstract is a structure, like building a house, a story.
Even when I painted architectural structures, I began
with the space around them. Take, for example, Sol
LeWitt, who writes the works instead of painting them
himself. When you read about him, you say, “Ihis is

an artist like Marcel Duchamp,” and the works are
moving and seemingly abstract. But in an interview
with him I read that the idea is to create a structure. He
has a general vision, which assembles into a concrete
structure. I relate to this very much, although it is
difficult to think of an artist who is farther away from
me. Think of music, which is the most abstract thing: in
the end, from a heap of meaningless sounds you reach a

logic, which triggers emotions.

I’'m trying to find the right verb for what you
describe. You have sensory data, which come from
the outside, and you manage to do what>—Collect
them? Concentrate? Contain?

It is difficult for me to explain this coherently; I am

a painter, not 2 man of words. The great challenge

in ancient media, like writing or painting, is that on
the one hand, you enter a territory, which already has
centuries of history, and on the other hand—you find
your place within it, your authentic place. Why are
people so moved by van Gogh, for example? Because he
takes the complex technical devices of Impressionism
and Georges Seurat’s Pointillism, and in the middle
of it all, he "puts on a show," like Mozart, like Jimi
Hendrix. He sets an intricate system in motion in a
very charismatic, fast, almost inhuman way, with great

concentration, which is encapsulated in the painting.

Jonathan is a man of images, but he
is attracted to words, while I am the
opposite of him: a man of words, who
is attracted to images. When I sit in
his studio, I try to grasp the words

as if they were an image, to let the
associations come up, and instead of
controlling the ideas—let them sweep me
away momentarily. In his studio, I also
started typing with eyes shut for the
first time, in an attempt to let go of

the external vision in favor of a more
intrinsic vision. This reminds me of
Roland Barthes, who speaks of the tension
between the inner, overly personal voice
of the artist, and the general, all

too general language. A good author,
according to Barthes, is the one who will
bring the two poles together in the work

of art, and thus deviate from his closed
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Over the years I have developed a painting method,
which is congruent with this perception. I work in
a general, abstract manner, until I feel that what has
been applied to the canvas can carry the narrative, the
figurative painting, which is a narrative that I know,
that is clear to me. I draw it from very ordinary sources:
Instagram, a TV series about a dog, or an image of my

daughter drying off. The image evokes something.

What does it evoke? What kind of images

do you choose?

I have noticed that many of the images I choose

are marked by "bad taste”; they are a kind of kitsch,
something that challenges my taste. The big moment

is the combination between the figuration and the
background, and the big question is, whether they
really connect. This often explains why paintings end
up in the trash. Sometimes I start by drawing, and
hope something will come out of it, but for the most
part, the result is barren for me. I gain no satisfaction
from the act of drawing itself, from filling in the empty
spaces. The satisfaction comes when you establish
something. It’s like a house: in the beginning there is a
composition, something that can carry the rest of the
process. There is a lot of satisfaction in that. I frequently
do large scale works, two by two meters, and then there
is also a lot of physical satisfaction, because I never

sit still.

For Freud, satisfaction comes from the construction
of tension and then from its release: orgasm, but also
sports, art...

I really like Freud and his writing. He was a great art
lover, but his interpretation of art is limited, because

art scared him. Freud harnesses everything for what he
calls “pagan” or “primordial,” but deep inside he takes
much greater pleasure than this in art. He himself

comments ironically that art was not created to explain

the child’s behavior to Sigmund Freud. The word “art”
explains something to us; it introduces order. Factually
we know that man drew before there was language, at
least written language. Man created complex things for
a reason. There is a basic human urge to create, to make

music, for instance; it’s beyond the structure of culture.

"The limitation in Freud’s case is that for him,

every work comes in response to some trauma,

to something repressed. There is no fundamental
creative urge, only a necessity to which art clings.
You, on the other hand, say that there is an urge

to create and express, which is not subordinated

to anything else. What is the satisfaction you talk
about? How do you feel it physically?

These are very complex things, especially after you have
been painting for many years, and have already gone
through all the phases of creation, and there is also
something very ironic and even cynical about it. Because
you often feel great satisfaction, and the next day you
realize that everything you have painted is terrible.
Sometimes it’s the other way around: you are bothered
or apathetic, you are alienated from the work; you go
home feeling that you wasted the day, and the next day
you realize that you have done something great. So the
work of art is something that always surprises me, and
I converse with it. I envy artists for whom everything
seems effortless, at least on the surface, for example

an artist like Alex Katz, in whose work everything

is planned and amazing, but I think what furnishes

me with satisfaction is the place of the abstract, to
depict a space. A space for me is a place where I can
put something forth, say something. This is a very big

satisfaction for me.
Itis a space that always contains a figure,

not an empty space.

Absolutely. I can’t think abstractly, outside of the human
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Challenging Good Taste

Eran Dorfman in Conversation with
Jonathan Gold

I first met Jonathan Gold more than

a decade ago, in an exhibition he
presented at Alon Segev Gallery, Tel
Aviv, and we have since become friends.
With the outbreak of COVID-19 and the
closure of the public sphere, I sought
an inspirational place where I could
occasionally sit and write. When I asked
Jonathan if I could work in his studio
once a week, he did not hesitate for a
moment. Gradually our Thursday routine
evolved, which included conversations
about art, creation, spirituality,
literature, cinema, and television, and
in between them—work sessions: me on
the computer, and him on the canvases
hung on the walls. I thus became a
witness to Jonathan’s work process, to
the hesitations facing the canvas, which
abruptly gave way to determination, time
and again. Paintings were completed,
abandoned, discarded. Some works remained
hanging for weeks, gradually changing
form, waiting for a solution, which was
late in coming. Concurrently, I found
myself working on texts, which gradually
changed, absorbing the studio atmosphere,
the smell of paints and the sense of
danger in an unnecessary brushstroke,
which would disrupt the balance of the

whole. From time to time, I shared the

materials I was working on with Jonathan—
literature, philosophy, mythology—and

we immediately became immersed in a
conversation that spawned a painting on
his part and a written page on mine.

When Jonathan was offered the
exhibition at Mishkan Museum of Art, Ein
Harod, we thought it would be a good idea
to transfer an inkling of the spirit
of our relationship to the exhibition
catalogue. For the first time, we set up
an "orderly” meeting, during which I
would interview him, but Jonathan asked
me to challenge the format: ”I know what
I have to say; I want to hear you.” I
tried to find the balance between us,
to see where we meet conceptually and
emotionally, without forcing one world on

another.

What in art attracts you?

The thing that is so beautiful about art, about any art
form, is the possibility of self-exposure, before you ever
show the work to others. Anything that comes to you
from the outside and touches you, excites you, stems
from the artist’s exposure. There is a difference between
exposure and mere expression, because in exposure
something new is revealed to the artist that he did not
know about himself. Take, for example, the TV show
Big Brother—why is it not art? Because in a work of art
there is a back and forth movement between proximity
and distance. Obviously, there is gossip even in a work
of art, say War and Peace, but it is a part of the work, not
its real subject. It is a bit of a cliché to say this, but to
know what I'm painting, I have to paint. It’s a paradox,
because often I don't feel like painting, it requires

mental powers.
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intense human gathering produces a reality in which
everyone is exposed to everyone. In such a state of
affairs, the metaphorical nudity, like the concrete one, is
not a nudity of voluntary devotion, but rather a forced
nudity, and sometimes perversion raises its head out

of the perplexity. That the figures are depicted almost
without a background or in an abstract setting, without
an organizing structure, reinforces the absence of a
protective experience of a home, in its desired function
as an envelope sheltering the individual from the other,

from the group.

1 Gold in a conversation with the undersigned ahead of the exhibition.

2 Thelsrael Artists and Sculptors Association (as it is called on the
Membership Card) originated in the Jewish Artists Association
established in October 1920. Beginning in 1923, it staged numerous
group exhibitions, eclectic in their quality and artistic level. The
painting style of its members may be characterized as a figurative
Eretz-Israeli style.

3 Yigal Zalmona, cat. A Century of Israeli Art (Jerusalem: The Israel
Museum, 2010), p. 164 [Hebrew].

4 Tali Tamir, “Constellations: On Nearness and Distance,”
cat. Togetherness: The ‘Group’ and the Kibbutz in Collective Israeli
Consciousness, trans. Ishai Mishory (Tel Aviv Museum of Art, 2005),
p.214.

5 Gilles Deleuze and Felix Guattari, A Thousand Plateaus: Capitalism
and Schizophrenia, trans. Brian Massumi (Minneapolis and London:
University of Minnesota Press, 2018 [1987]), p. 170.
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prepared paints (as opposed to the glossy effect resulting
from the use of ready-made industrial oil paints),
reinforces this feeling. Similarly, the painterly work
likewise presents itself as an action/labor. It begins with
grinding and manually mixing pigments with different
types of adhesives until the desired hue and quality are
obtained; it continues with stretching canvases on large
wooden frames, and its core is the act of painting, which
is performed with large, wide brushstrokes. In this
context, one should add, that in Gold’s paintings there
is no localized occurrence or vanishing point, nor is the
gaze guided within the composition. The painting seems
to emerge “all at once.”

'The nudity, conspicuous in Gold’s paintings, may
be construed as an attempt to delve deeper, to see past
his protagonists’ outer envelope. The naked figures do
not convey serenity and integration with nature; on
the contrary—they evoke restlessness. In addition to
the somewhat brutal eroticism they display (echoing
Jewish collective memory which connects communal
showers and annihilation), they mainly emphasize
power relations, hierarchy, and the exercise of power
through social structure. In some instances, the nudity
seems narratively required and ostensibly justified by the
situation (as in the paintings of bathers/dressers), while
in others it is puzzling and enigmatic. In these cases
(as in the series of admissions committee paintings)
it appears like a Dionysian provocation, defying the
decency of public order. Either way, its pronounced
presence in the two major series mentioned above
suggests a thematic connection between them, despite
their apparent divergence. Each series, in its own way,
addresses a dialectic underlying a profound human
experience along the continuum between the aspiration
for authenticity and individualism and the desire to
belong to a collective, to be part of a group. In both
series, the individual confronts the group (or appears

as part of it) in a situation that calls for judgment and

criticism. The exposed, sweeping nudity, appearing in
its ostensibly “natural” context in the bathing paintings,
emerges as an expression of the primal, beastly,
primordial, that which, according to Gilles Deleuze’s
terminology, brings us positively closer to the animal
spirit.®

The admission committee paintings, on the other
hand, offer a reference to identity in its artificial
sense, as an artifact, as a false self. As such, it calls for
presentation of the representative, beautified, seemingly
civilized aspects of the self. In these situations, the
depiction of the self reflects a human need to belong to
a coveted group, to gain validity and recognition.

'The dominance of the nudity motif in both series
indicates their common denominator, as well as the
fact that each of them exposes the latent apparatuses
invisible to the other. In the concrete or metaphorical
group nudity scenes, which are a routine part of the
Israeli experience, the “admissions committee,” in all its
cruelty, plays a part from a very young age. Exposure
of the body in the concrete group context may be
associated with school trips, youth movement hikes,
and the military service. The less concrete complexity of
socialization processes, radicalized in these paintings,
begins early in life and occurs in every human setting.
The bestial, instinctive, and primal bursts into the

»«

seemingly “decent,” “cultural” situation of the actual and
symbolic admission committees in our lives as a mirror
image. Either way, the nudity in Gold’s paintings evokes
associations pertaining to boundaries and demarcation
and their absence. On the one hand, it is presented

in the context of “the committee” as a concept that
indicates an undisputed authority, in whose name and
through that authority (be it as it may) social dictates
are decreed, which give rise to an uncompromising,

at times intrusive, violent reality. On the other hand,
within the group itself, the nudity reveals the blurred

boundaries and often their collapse. It seems that every
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hence also advocated ‘art for art’s sake’, as well as the
need to express the individual’s uniqueness, rather than
the power and mission of the group.” This tension
between the individual and the group was one of the
pretexts for the schism, and the embarkment of the
New Horizons artists on their separate path.

Gold depicts groups at work (much like Yohanan
Simon, for instance, who painted family scenes set
against the kibbutz habitat), but he does not portray the
group or its members in an admiring light: his “story”
delves into a multi-participant gathering described as
banal, unglamorous, at times tense. The perspective
on communal life, whether professional or social, thus
acquires a critical or, at least, an ambivalent dimension.
In contrast to Simon’s monumental figures, which
radiate health, power, optimism, and harmony with
nature, Gold’s figures are schematic and flat. One can
imagine Gold observing the events from a distance of
time and place, already beyond the “age of innocence,”
equipped with the sober, painful knowledge about the
grim fate of the glorious kibbutz enterprise, where he
was raised and educated. Nevertheless, it seems that
the group, and the deep memories it has imprinted in
him, for better or worse, is etched deep in his heart,
activating him and making his soul rage, to this day.
“However far they roam, the original ‘natal group’ will
always follow, like a mirror-image reflected in the sky
and branded into its members’ minds.”*

The figures in Gold’s paintings usually gather
for the purpose of realizing a specific task. In this
regard, he attests to the impact of the collective Israeli
experience, which plays a dominant role, he believes,
also in this action and work context. His paintings
do not convey a sublime experience associated with
the solitary individual in the landscape (as in Caspar
David Friedrich’s renowned painting The Monk by the
Sea, 1808-10, for example), since the individual in his
paintings usually appears as part of a group, as Gold

puts it humorously: “Here one doesn't stand by himself
in a lake; we have the crowded Sea of Galilee.”

Gold’s brush seeks the “right distance” for a reflexive
engagement with these complex issues that have shaped
his personality. The art of painting, by its very nature,
makes for an intense, intimate exploration of charged
themes from a sufficient distance, allowing for the same
margin of safety at the service of the reflexive gaze.

His painting style ranges from the figurative to the
abstract. Thus, although one may attribute narrative
characteristics to his paintings (one may formulate some
insights about the nature of the activity before us, as
well as the setting in which it takes place), the human
figures and their environment are depicted with broad,
flat brushstrokes, almost schematically. Gold does not
dwell on a detailed depiction of facial features and

body parts, and unlike other painters, he draws away
from realism.

One may regard his decision to blur concrete
characteristics of his protagonists and portray them
in generic terms in the context of the kibbutz habitat,
which aspired to equality and blurring differences, and
emphasized practical purposefulness. In this approach,
Gold’s painterly style may be regarded as another
means of illustrating the mindset represented in the
works. The narrative space is identifiable, and at the
same time it is unraveled and open to interpretation
and active reading of the work. Despite the figures’
flatness, Gold’s paintings radiate a strong, energetic
physical presence, arising from the large-scale portraits
as well as the paintings of inanimate objects, whether
the houses or the buckets, which ostensibly complement
them. These fill the bulk of the canvas with intense,
sensual coloration. Gold’s bodies (human and inanimate
alike) constitute a narrative and compositional center
of gravity, from which the entire painting unfolds.

'The emphasized corporeality, further reinforced by the

particular coloration, which is obtained by using self-
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All in One

The Individual and the Group
in Jonathan Gold’s Oeuvre

Neta Gal-Azmon

'The individual seeking his place and identity in the
world, while conducting an ambivalent dialogue with
the group to which he belongs, is a central theme

in Jonathan Gold’s works. Even when he paints a
landscape or still life, Gold focuses almost exclusively on
the human figure. Like a researcher facing a detective
mystery, an anthropologist examining a remote tribe, or
a participant observer studying his own reference group,
Gold traces the point of departure, the ground into
which he was born and on which he was raised, which
outlined and established his adult identity. He usually
places his protagonists in domestic environments (at
home, in office spaces, or in public showers). In other
instances, the background to the occurrence remains
abstract, implied as an urban space or characterized as

a wild landscape, set against a social gathering. Either
way, it is the human story that is given center stage in
his work. The relationship between the human body
and its immediate, mundane physical environment,

and the complex interactions between the individual
and the group to which he belongs, or would have
liked to belong, are addressed in his paintings over

and over again, woven together. They articulate an
internal narrative, underlain, according to Gold, by a
comprehensive ideological view, which he defines as
“local secularism.” His identity as an artist, he attests,
was formed over the years out of keen awareness of his
definition of himself as a secular Israeli artist, and more

specifically—as a kibbutz-born secular Israeli painter.

I was born and raised on a kibbutz in northern
Israel. Life in a communal society has had a great
impact on my art, understanding that everything
must exist in relation to or in connection with

the society around me. It is no coincidence that
most of my paintings depict relationships within a
group, or an attempt by the individual to find his

place within modern systems.

In this context, it is interesting to examine Gold’s
lively dialogue with New Horizons, a group of painters
active in Israel between 1948 and 1963, from whose
members he draws great stylistic inspiration, he says.
His works indeed echo not only the group members’
strong tendency to emphasize the pictorial means, but
also their fascination with the abstract. In contrast to
the New Horizons artists, however, whose abstraction
related to the local landscape, Gold seems to direct

an implicit spotlight at Israeli culture, which he
interprets, as aforesaid, in terms of power and the toll
of belonging to the group. As opposed to the focus on
a neutral, morally indifferent nature, Gold charges his
brush with conflictual questions stemming from the
engagement with human beings and the hierarchies of
power they establish and nourish. In addition to the
stylistic influence of New Horizons on Gold’s work,

it seems that the heated conflict between the New
Horizons artists and the members of the Israel Painters
and Sculptors Association’—the canonical mainstream
of those years in Israel—is ingrained in Gold’s work,
evident in his treatment of the tension between the
individual and the group, and the relationships among
group members. In this context, it should be noted
that the founders of New Horizons resigned from

the Painters and Sculptors Association due to intense
artistic and other disagreements. They “wanted to
promote the influence of international art on visual

art in Israel... were intrigued by European modernism,
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The Hebrew term refers to house painters rather than artists.
Gold quoted in Reut Barnea, “Artist Jonathan Gold:‘Nudity always

"

raises expectations;’ Calcalist, 5 May 2019 [Hebrew].

“Small Habitation Units: Jonathan Gold and Yaniv Shapira in
Conversation,” Granta—Review of Local and International Literature,
03:“Close to Home” (October 2015, p. 4 [Hebrew].

Gold in conversation with Eran Dorfman, see p. 88 in this catalogue.
A work presented by Gold as part of the exhibition “The Kids Want
Communism” at MoBY—Bat Yam Museum of Art in 2016 (curator:
Joshua Simon) extended over an entire wall, depicting a queue of
job seekers, painted with the participation of the audience. In doing
50, Gold sought to draw attention to the mural tradition, while
emphasizing its social dimension.

Gold quoted in: Yaniv Shapira, “A New Horizon," trans. Daria
Kassovsky, cat. A New Horizon for New Horizons (Mishakan Museum of
Art, Ein Harod, 2016), p. 59.

Itis interesting to consider these works also in relation to Pablo
Picasso’s painting, Les Demoiselles d’Avignon (1907) and his treatment
of group relations, female nudity, painterly innovations influenced
by Cubism, and the relation to the space that functions as scenery.
Paul Cézanne, “Letter to Emile Henri Bernard,” 21 September 1906,
quoted in Jack Lindsay, Cézanne: His Life and Art (London: Evelyn,
Adams & Mackay, 1969), p. 339.
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Gold’s interest in group dynamics is reflected in two
other works which present young people in the great
outdoors, in what appears to be an end-of-year school
trip or a youth movement hike. The painting Fire on the
Mountain (2019)P-72 portrays a group of six half-dressed
teenage boys and girls sitting in an open landscape.
Some are leaning against each other, or intertwined,
but at the same time each is clearly self-absorbed.
Particularly noticeable are two figures sitting side by
side, their backs facing each other. The painting A/ibi
(2020)P- 73 depicts a scene in which five adolescent boys
and girls are gathered around a campfire in a nocturnal
desert landscape. The two men are lying asleep, while
each of the three women is busy with her own affairs.
In the absence of a distinct scenery, the background in
each of the paintings becomes a setting of sorts, which
places the occurrence outside of space and time, while
the yellow (day) and blue (night) coloration intensifies
the surrealistic appearance. The hints to a mountainous
desert landscape link them to another well-known cycle
of paintings by Simon, Youth in the Negev (1956),P- 1
which addressed the myth of love of the land. While
Simon points to the desert landscape as a tangled rocky
space devoid of direct Zionist contexts, for Gold the
focal point of these works is the teenagers, who are
presented from an ultra-modern point of view, as free
of idyllic motivation such as acquaintance with the
country’s geography or flowering of the wilderness, each
concerned with him/herself rather than with the other.”

In the past two years, another motif has infiltrated
Gold’s painting: different forms of admissions
committees, in which a person’ fate is in the hands of
others. He thus calls attention to the human tension
underlying power relations, hierarchy, and bureaucracy.
In the painting Admissions Committee (2019), Pp-52-53
the committee members are presented ironically, even
grotesquely. Seven figures are seated behind a long

tilted table. Some of them look in the direction of the

viewer, who himself becomes a “candidate”; others
are busy with their cell phones or staring into the air,
and one is even collapsed over the table, fast asleep.
The committee’s nakedness is exposed under the table,
where its members are revealed to be undressed, with
shoes only. Gold points to them as the little boy who
announces that the emperor is naked:
'The naked figures in my painting are not about
nudity per se. Nudity serves me as a metaphor;
it allows me to engage with human dynamics
directly. Once I undress the figure, the painting
takes on additional meaning, which reinforces

the balance of power and the tension.

'The groups of people in joint Decisions II (2019),P-5°
Untitled (2019),P-4° and Desk (2019)PP- 4445 are also
presented in full or partial nudity, which is not perceived
as erotic or pornographic, yet disrupts public order all
the same. In their staging, the theatrical scenes introduce
the figures as indifferent to their surroundings, but
engaged in a process of sorting or clarification.

About a month before his death, Cézanne wrote
to his friend, painter Emile Bernard, wondering: “Will
I ever attain the end for which I have striven so much
and so long?”, thereby expressing the frustration of
one who sought a painterly “truth”all his life. “I hope
so, but until it’s attained, a vague sense of malaise
persists, which can be dissipated only after I've reached
the port, that is, have realized something developed
better than in the past and thus proving theories which
themselves are always easy.”® The pursuit of perfection,
which motivated Cézanne to address the same themes
over and over again, is, to a large extent, similar to the
seemingly organized painterly structure that Gold sets
for himself. In Gold’s case, it is that frame that allows
him the radical, wild, unraveled interpretation; the
ability to cling to the partial, the disintegrating, and the

pervasive as values in and of themselves.
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referred to the influences of the New Horizons group:
As a group, I cannot find a real stylistic
manifesto there, but there is something far from
concluded in their passion to correspond with
the modern and to define the local. They offered
local art a reference point which cannot be

ignored.®

Accordingly, he adopts the abstract as an alternative to
the meticulous, lyrical, flickering work of such artists

as Yossef Zaritsky, Avigdor Stematsky, and Yehezkel
Streichman (but one that is closer to Avshalom Okashi,

Zvi Mairovich, and Pinchas Abramovic).
Individual. Togetherness. Group

One of the first works in the series Bathers, on

which Gold began working in 2015, is the triptych
Bathers in Green (2015), PP-34-35 directly relating to
Yohanan Simon’s famous painting, In the Shower
(1952).P-8 Gold’s fascination with Simon, who was
regarded as a quintessential kibbutz artist although

his work was centered on the personal point of view,

is understandable. In his time, Simon was criticized
for emphasizing rest over work, and family intimacy
over togetherness, in paintings such as Shabbat in the
Kibbutz, Children’s Hour, Rest-Time in the Kibbutz, etc.
In the same spirit, Gold rids himself of the restrictions
that Simon set for himself, replacing male nudity with
female nudity, intimacy and intersecting gazes with
introversion and differentiation of figures, and body
postures which create a uniform, organic composition
with a division into three separate panels. Nevertheless,
the likeness is clearly discernible: the three figures in the
central panel are portrayed dressing up, with attention
to the flip-flops and clothes (which replace the white
undershirts and towels) as a direct quote from Simon.

'The two seated figures in the left panel, busy looking at

the iPad screen, were “extracted” from Simon’s mural,
Youth in the Kibbutz, which depicts teenagers working
in the field and orchard, featuring two girls reading a
book in the foreground, while the solitary figure in the
right-hand panel, ostensibly busy drying herself and
wearing flip-flops, corresponds with one of the bathers.
In choosing to entitle the painting Bathers, Gold
removes it from its immediate kibbutz context toward
engagement with this subject in the context of Western
art history, specifically in Paul Cézanne’s well-known
series depicting nude women and men on a lake or
river bank.P-® Cézanne’s series has been subjected to
countless interpretations, but the artist himself disclosed
that he sought the perfect composition via body
postures, the location of the bathers in the landscape
and in relation to the layout of the trees and the
location of the lake. The fact that Cézanne depicts his
figures devoid of individual features is also significant.
They do not look at each other or at the viewer, and
their beauty ultimately lies in the painting’s defining
painterly values, its composition and coloration.

The echoes of Cézanne’s painting are also evident
in a group of solitary figures painted by Gold, including
Intermediate Time,P*® Intermediate Time ILP-37 and Man
with Book,P-4? all from 2019. Lacking a distinct identity
and unheroic, they are engaged in mundane acts such
as undressing and reading. They are mostly located in
an empty space, which reinforces their solitude vis-a-
vis the option of a group or a society, and the red, blue,
or green background further enhances the painterly
“climate.” Despite the obvious resemblance, observation
of Cézanne’s The Bather (ca. 1885)P-°—the adolescent
boy’s body proportions, his location in an ambiguous
setting, his downcast, pensive gaze—indicates that
Gold’s interest does not amount to the painterly
composition; he seeks to present the individual as an

alternative to the group.
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'This material and mental process has reinforced Gold’s
definition of himself as a painter, and he explored it in
his painterly practice. Following Shalom Sebba’s series
Elements from the early 1960s, Gold began working on
the series Water (after Shalom Sebba) (2013),P € spanning
15 variations centered on the element of water, through
which he sought to explore pure painterly values,

with emphasis on the two-dimensional and three-
dimensional, the depiction of volume by means of a line
and positive-negative color relations.

Two works from the series Painters, created in close
proximity, portray an image which compares the action
of the artist-painter with that of the house-painter.
Push & Pull IV (2014)P-# featured a figure holding
a paintbrush in her hand, painting a large wall. The
worK’s title, which offers an analogy to the painter’s act,
contains a hint or statement regarding this approach.

A similar, more elaborate scene is presented in the
diptych Painters (Beyond the Wall) (2014): PP-60-61 the
left canvas portrays two figures facing a large wall, one
standing on a plastic crate, placed on a narrow-legged
chair, and supported by the other figure. Her hand is
outstretched toward the wall and her carefully tilted
head are both identified with the painter’s practice.
'The canvas on the right, in contrast, is entirely abstract
and consists of wide, crude brushstrokes. A later work,
Ladder (2020),PP-36-57 echoes Painters (Beyond the Wall),
but now we are concerned with two naked figures, one
standing on the top of a ladder, busy painting the wall,
while the other figure, standing at his feet, is focused on
its cell phone. Discussing the decision to operate as a
“painter” in both senses of the term (house painter and
artist), Gold said:
I perceive the painter’s work in the studio as
something that belongs to a guild of professionals.
When painters meet, the questions that interest
them revolve around the type of ground

layer, pigments, and stretchers. As for the act

of painting, it is mainly technical, an act of
preparation and arrangement. I love the paint,

its physicality, its confrontation with the space. I
make my own paints, mix the pigment with glue
and wax. Everything requires preparation and
planning. It is an action that must be performed
quickly, and there is not much room for error. I
see before me kibbutz artists, like Yohanan Simon
and Aharon Giladi, who depicted their figures
similarly, without psychological characterization,

but with a very strong physical presence.’

'The relations between the figurative and the abstract
will be justified in Gold’s future works as part of
a principled approach which juxtaposes these two
painterly modes. Facing the blank canvas, he begins
by filling it with paint as an abstract expression, into
which the chosen image erupts. “What furnishes me
with satisfaction,” Gold describes the painting process,
“is the place of the abstract, to depict a space.” In the
same breath he testifies: “I can’t think abstractly, outside
of the human experience. For me, pure abstract can
be nice, as with Richter or Rothko, but every abstract
painting I love ultimately relates to something human.”
'The emergence of the abstract, along with the
growing dimensions of his works, are explained
by Gold, among others, as a response to the mural
tradition, with which he became closely acquainted
in his kibbutz—a prevalent practice in public art in
Israel, and in the kibbutz movement in particular,
since the 1940s.° These paintings adorned the walls
of dining rooms and other public buildings as part of
the belief in the power of art and its instructive role.
As the abstract trend in Israeli painting strengthened,
with the encouragement and influence of the New
Horizons artists, this trend also permeated mural art
at the expense of the mobilized figurative painting.

'This dialectic was adopted by Gold, who had previously
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Jonathan Gold’s Chronicles

Yaniv Shapira

Jonathan Gold was born in Kibbutz Afek and grew up
in a home steeped in culture and creativity. His father
held several public positions and was also a painter
responsible for the kibbutz holiday decorations; his
mother established a puppet factory on the kibbutz
in the 1990s. “As a child, I remember that my father’s
Passover decorations were especially dear to him,”
Gold recalls. “He would spread large canvases depicting
the Israelites oppressed with forced labor and their
exodus from slavery to freedom, and every year a
new scene was added and hung on the dining room
wall.” Experiences from the parents’ home, alongside
everyday life in the kibbutz—including communal
sleeping and shared showers in the children’s houses,
multi-day annual hikes, sing-alongs, and communal
holiday celebrations—are intertwined in his world.
Gold attests that he has been drawn to painting since
youth. At the age of 16, he left the kibbutz educational
system and began studying art at Tel Hai College. The
art department was headed at the time by artist Daniel
Peralta, whose work explored geometric shapes, color,
light and shadow as space-modelers, and these inspired
the young Gold. Following his mandatory military
service, Gold enrolled in art studies at the University
of Haifa, and later—at Hamidrasha School of Art, Beit
Berl College. In the early 2000s he lived for a few years
in Amsterdam, studied at the Rijksakademie as part of
an artist residency, and became closely acquainted with
the European art scene.

The kibbutz consciousness and the “beautiful
Israel” ethos, an affinity with the history of Israeli art,

and a view of painting as part of the grand story of

Western modernism serve as primary sources in Gold’s
painting. At the same time, his images are drawn from
immediate, contemporary and unexpected sources such
as Instagram, T'V series, or a random sight on the street,
which allow for radical treatment of traditional themes.
Observing his oeuvre as a whole through these prisms,
one may construe it as a dialectic of continuity and
rebellion, and the work in series—"Painters,”* “Bathers,”
“Group,” and “Admissions Committees’—as part of an
exploratory, productive process, allowing him to create
variations on a theme; to engage with several topics,
simultaneously and over time, as an ongoing, long-term

project.
Laborer. House Painter. Artist

Gold’s search for an artistic language of his own was
accompanied by a lengthy process of trial and error. His
adherence to traditional painterly values has placed the
search for color and surface, which would be consistent
with the explored narrative, at the center of this process.
In 2010 he began to install his own painting surfaces,
build the stretchers, and stretch the canvases on them,
make the ground layer and produce his own paints.
These were made of a mixture of glue, cold wax (cera
colla), and pigments, which together form a flat surface,
highlight the basic color qualities, and eliminate the
glossy quality typical of oil paints:
I found a recipe for making paints from wax,
which you emulsify with ammonia, and then add
pigment to it. I find it preferable to the plastic
appearance of the acrylic, but it also makes my
painting very limited: you can’t work on it in
more than three or four layers, because it starts to
fall apart. I have to approach the painting more
focused and make clear decisions. It is also more
lifelike: time is limited and the possibilities are

limited.?

98






Foreword

'This catalogue, published in conjunction with the
exhibition “Jonathan Gold: Filling a Bucket,” focuses on
Gold’s paintings from the past six years. It allows one
to review them in a sequence founded on internal logic,
the result of an exploratory and productive process that
weaves together the artist’s biographical roots in the
kibbutz, relationships between people, and the issue of
the individual’s place—and, in this case, the painter’s
place—as part of a system or a group.

From the very first glance, the exhibition stands
out in its intense, sensual coloration, unfolding with
every stroke of the brush on the large canvases, gripping
the mesmerized viewer, and leading him/her in on a
fascinating, multi-layered sociological journey that
focuses on select social issues. Gold is a total artist,
wholly immersed in the practice of painting, from
mixing the pigments to stretching the canvas. In an
uncompromising impulsive rebellion and artistic fervor,
he remains faithful to his artistic truth: shattering
conventions and nostalgia, and illuminating reality in a
critical light.

One of the prominent representatives of the
intermediate generation in Israeli painting, Gold
sustains a lively dialogue with the history of local
painting, which is inextricably meshed with the values
of place and society. His works echo such artists as
Shalom Sebba, Yohanan Simon, and Yossef Zaritsky,
forming a multi-generational discourse, one that
constitutes tradition and culture. The correspondence
with the history of Israeli art and the place of the
kibbutz in shaping Gold’s artistic identity are congruent
with the celebrations of the centenary of Kibbutz Ein
Harod, and it is only natural that his first museum-scale

solo exhibition is featured at Mishkan Museum of Art.

First and foremost I would like to thank Jonathan
Gold for opening a window to his artistic space and
for the fruitful collaboration. Thanks and appreciation
to Yaniv Shapira and Neta Gal-Azmon, the exhibition
curators, for their in-depth, thorough curatorial work
and their insightful essays in this catalogue, and to Eran
Dorfman, whose long friendship with Gold and their
ongoing conversations provide a glimpse into Gold’s
conceptual world and imagery.

Thanks to the Ilanot Shel Zahav Foundation
for its contribution to Israeli art in general and its
support of this catalogue in particular, and to the Israel
Lottery Council for Culture and Arts for the generous
assistance that enabled the publication of this catalogue.
Special thanks to the collectors, who were willing to
part with their works for the duration of the exhibition:
Michal Barak Nevo, Shira and Yishai Davidi, Hagit
and Mike Tamir, and the private collectors who wish to
remain anonymous.

Thanks to Moshe Mirsky for the impressive
design of the catalogue and for his good advice;
to Daria Kassovsky for the meticulous editing and
translation of the texts, and the attentive dialogue; to
Tziki Eisenberg, Dor Even Chen, and Elad Sarig for
the striking photographs of the works; to Reut Earon,
who accompanied the process from the very outset. Last
but not least, heartfelt thanks to the team of Mishkan
Museum of Art, who exerted themselves to bring the
exhibition to fruition: Judith Bejerano, Aya Bessor,
Hanita Bril, Meyrav Broyde, Zohar Doron, Rony Drori,
Henia Eitan, Tanya Friedman, Ofri Gardi Cohen,
Dvora Liss, Ion Nanu, Ayala Oppenheimer, Atar Peled,
Michal Salant, Doban Simchoni, Mor Tabenkin, and
Yaniv Shapira.

Orit Lev-Segev, Director
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