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2012 ,07N13 X5H
72 5y 1w pPorIpN
175 AOIR
Untitled, 2012
Acrylic and oil on canvas
Private collection
176x190
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2013 ,07N13 X5H
72 5y 190 yax1 1w ,p PPN
228750 ,79p31 K ‘D10 AOIR
Untitled, 2013
Acrylic, oil and spray paint on canvas
Collection of Prof. Eyal Winkler, Tel aviv
170x190




_ 3

2013 ,n7N10 R5H
72 5y 190 yax1 1w ,p PPN
175 AOIR
Untitled, 2013
Acrylic, oil and spray paint on canvas
Private collection
186x162
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2013 ,N7N10 R5H
72 5y 1001 P07
175 AOIR
Untitled, 2013
Acrylic and oil on canvas
Private collection
140x160
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2012 ,07N13 X5H
72 5y ppx
2°2875n 7710 71 77793 (O
Untitled, 2012
Acrylic on canvas
Collection of Hezi Cohen Gallery, Tel Aviv
180x200
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2010 ,n7M1D X5
72 5y PPN
228750 ,79p31 K ‘DD AOIR
Untitled, 2010
Acrylic on canvas
Collection of Prof. Eyal Winkler, Tel aviv
100x70
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2012 ,07N13 X5H
72 5y ppx
228750 ,79p31 K ‘DD AOIR
Untitled, 2012
Acrylic on canvas
Collection of Prof. Eyal Winkler, Tel Aviv
151x120
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2010 ,07N13 K55
72 5y >0 yax1 1w ,pPoIpN
2228750 ,7%p31 R “B17D OINR
Untitled, 2010
Acrylic, oil and spray paint on canvas
Collection of Prof. Eyal Winkler, Tel aviv
180%200
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2013 ,N7N10 X5H
72 5y 1001 PP
Untitled, 2013
Acrylic and oil on canvas
40x50
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2012 ,07N13 X5H
72 5y pPompN
175 AOIR
Untitled, 2012
Acrylic on canvas,
Private collection

168x200
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2013 ,n1M3 RH5
72 5y 1w PPN
Untitled, 2013
Acrylic and oil on canvas
82x107
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2013 ,n1M3 RH5
72 5y 1w PPN
Untitled, 2013
Acrylic and oil on canvas
153x200
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2013 ,N7N10 X5H
72 5y 1001 PP
Untitled, 2013
Acrylic and oil on canvas
87x85




2012,n7N10 R5H
72 5y 1001 PPo7IpN
175 AOIR
Untitled, 2012
Acrylic and oil on canvas
Private collection
120%150
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2012,n7N10 R5H
72 5y >0 yax1 1w PP PN
175 AOIR
Untitled, 2012
Acrylic, oil and spray paint on canvas
Private collection
120x150
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2013 ,07N13 X5H
725y P px
175 AOIR
Untitled, 2013
Acrylic on canvas,
Private collection
140x%165
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2013 ,n7N10 R5H
72 5y >0 yax1 1w P70 IpN
175 AOIR
Untitled, 2013
Acrylic, oil and spray paint on canvas
Private collection
183x208
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2013 ,n7N10 R5H
72 %Y "nwyn yax v ,po o pR
175 AOIR
Untitled, 2013
Acrylic, oil and industrial paint on canvas
Private collection
158x170
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2012 ,07013 X55
72 5y p7opX

Untitled, 2012
Acrylic on canvas
190x134
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2013 ,07N13 X5H
725y P px
175 AOIR
Untitled, 2013
Acrylic on canvas,
Private collection
134x170




2013 ,07N13 X5H
725y P px
%3850 172 711 7793 qOIR
Untitled, 2013
Acrylic on canvas
Collection of Hezi Cohen Gallery, Tel Aviv
120x150




2012 ,07N13 X5H
72 5y ppx
175 AOIR
Untitled, 2012
Acrylic on canvas,
Private collection
180x130
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2013 ,07N13 X5H
725y P px
175 AOIR
Untitled, 2013
Acrylic on canvas
Private collection
132x180
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2013 ,N7N10 X5H
72 5y *100 Yax1 1w P70 pN
Untitled, 2013
Acrylic, oil and spray paint on canvas
150170
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2013 ,07N13 X5H
725y P px
175 AOIR
Untitled, 2013
Acrylic on canvas
Private collection
153x200
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2013 ,07N13 X5H
725y P px
175 AOIR
Untitled, 2013
Acrylic on canvas
Private collection
120%150
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2013 ,07N13 X5H
12 %y 1w
175 AOIR

Untitled, 2013
Oil on canvas
Private collection
160x107
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2012,07N10 X5Y
72 5y **190 yax1 P72 pR
Untitled, 2012
Acrylic and spray paint on canvas
91x108
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2013 ,n1M3 RH5
72 5y 1w PPN
Untitled, 2013
Acrylic and oil on canvas
128x178
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2013 ,n7N10 R5H
72 5y >0 yax1 1w P70 IpN
P71°71°3,7722 hnawn AoIR
Untitled, 2013
Acrylic, oil and spray paint on canvas
Collection of the Bacharach family, New York
187x210

m
“Hh\himia;'iﬁ _




_ 31—

2013 ,n7N10 R5H
72 5y 190 yax1 1w ,p PPN
175 AOIR
Untitled, 2013
Acrylic, oil and spray paint on canvas
Private collection
115x145
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2013 ,n7N10 R5H
72 5y 1001 PO
175 AOIR
Untitled, 2013
Acrylic and oil on canvas
Private collection
115x156




2012 ,07N13 X5H
72 5y ppx
175 AOIR
Untitled, 2012
Acrylic on canvas
Private collection
120x147
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2013 ,n7N10 R5H
72 5y 1001 PO
175 AOIR
Untitled, 2013
Acrylic and oil on canvas
Private collection
80x100
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2013 ,n01N12 K5
72 5y pPopX
Untitled, 2013

Acrylic on canvas
77x103
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2012 ,07013 X55
72 5y 1001 PPo7IpX
Untitled, 2012
Acrylic and oil on canvas
158x180




2013 ,07N13 X5H
72 5y namyn npoIow
175 AOIR
Untitled, 2013
Mixed media on canvas
Private collection
181x151




2013 ,n7N10 R5H
72 5y 190 yax1 1w ,p PPN
175 AOIR
Untitled, 2013
Acrylic, oil and spray paint on canvas
Private collection
188x135
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Elad Kopler

Born in 1974, Ramat-Gan, Israel

Lives and works in Bat Yam, Israel

1997-1998
Architecture and Design,
Ort Tel Aviv

2000-2004
B.E.D, Hamidrasha School of Art,
Beit Berl College

2005-2006: MLA. program of
the Bezalel Academy of Arts and
Design in Tel-Aviv

Solo Exhibitions

When Despair Becomes Plausible,
Tavi Dresdner Gallery, Tel Aviv
Passages, Hamidrasha Gallery,
Beit Berl College

Twilight, Hamidrasha Gallery,
Beit Berl College; curatorial team
guided by David Ginton

Ship of Fools, Kibbutz Be’eri
Gallery, Kibbutz Be’eri; curator:

Ziva Yelin

After the Heat Wave,
Tavi Dresdner Gallery, Tel Aviv
Black Clouds, Habres+Partner

Gallery, Vienna

No Man’s Land, The Artists’
Studios, Tel Aviv;

curator: Vered Gani

“Artist Room” Project, Artplus
Hotel, Tel Aviv;

curator: Dana Golan

Elad Kopler: Temperatures,
Rappaport Prize for a Young
Israeli Painter, Tel Aviv Museum
of Art; curator: Tal Lanir

(catalogue)

2002

2003

2004

2005

2006

2007

2008

Biographical Notes

Selected Group Exhibitions

A Day Will Come: Artists for Arab-
Israeli Coexistence, Umm El-Fahm
Gallery-Rosenfeld Gallery

Wounded, Hamidrasha Gallery,
Tel Aviv

Graduates Exhibition, Hamidrasha
School of Art, Beit Berl College

Artik 7, America-Israel Cultural
Foundation Award Winners
Exhibition, Ramat-Gan Museum
(catalogue)

Summer Exhibition, Braverman
Gallery, Tel Aviv

Shoshelet (Dynasty), Sapir College
Gallery, Shderot

Bezalel 100/Terminal 1, Ben-
Gurion Airport

Graduate Program Exhibition,
Bezalel Academy of Arts and
Design, Tel Aviv

Bezalel-Glasgow, Bezalel Gallery,
Tel Aviv

Bezalel in Istanbul, Istanbul

Biennial

Secret Art, Exhibition presented
by Bank Hapoalim and
Kimmel-Eshkolot Architects Ltd,
Tel Aviv Port

Under the Sun, Gilit Fisher
Gallery, Tel Aviv

By the Way, The Heder Gallery,
Tel Aviv

Above and Beyond, The Kibbutz
Gallery, Tel Aviv

Seven Sculptors, Tavi Dresdner
Gallery, Tel Aviv

Postpop, Israeli Cartoon Museum,
Holon; curator: Yuval Caspi
(catalogue)

In Silence, Rothschild 69 Gallery,
Tel Aviv; curator: Noam Segal
Young Artist Award Winners
Exhibition, Haifa Museum of Art;
curators: Tami Katz-Freiman

and Tal Yahas

2010

2011

2012

Etchings, Scratches and Scars,
Petach Tikva Museum of Art;
curator: Drorit Gur Arie

White, The Inner Room, Tavi
Dresdner Gallery; curator: Elad
Kopler

NOIR, Bineth Gallery, Tel Aviv;

curator: Ben Zur

International Sculpture Triennial,

Poznan, Poland

Placing Time, Theatrical
Exhibition in the Public Space;
curators: Yael Tsabari,

Hila Cohen-Schneiderman

The Coming Community, Haifa
Museum of Art; curators: Yeala

Hazut, Lee Weinberg (catalogue)

Other Space, Feinberg Projects,
Tel Aviv

Scholarships and Awards

2004

Excellence Award Scholarship,
Hamidrasha School of Art,
Beit Berl College

2005, 2006, 2007
America-Israel Cultural

Foundation Scholarships

2006
Award for Excellence, Bezalel

Academy of Arts and Design

2007
Young Artist Award, Ministry of

Science, Culture and Sport

2012

Rappoport Prize for a Young
Israeli Painter, Tel Aviv Museum
of Art



his fascination with painted stage backdrops.”

To a large extent, this deadening theatricality
finds its equivalent in the still landscapes of the
Dead Sea.

This eschatological nature is not lacking in
vitality, which comes from the bustle and din of
the falling bits and pieces of shapes in the flattened
abstract landscapes, depicted in a foot-of-a-slope
perspective. But when this sliding of fragments
and pieces encounters a horizontal surface (and
somehow stops at the painting’s borders), it finds
no rest but only a muddy plane of thick and boggy
paint, a thin iceberg liable to break, a glassy slab
threatening to shatter to pieces. The viewing
habits of painterly precedents instruct us to see
stable ground, but the eye which lingers on the
painting feels the solid bottom and walls becoming
liquid, transparent, like mirrors invaded with the
landscapes of the world, or like receptors of energy
from it, like in a daydream or a nightmare.® This
architecture is turned against itself, developing
an auto-immune process (a particular version of
Georges Bataille’s “anti-architecture”),* calling
onto the stage not only fragments of architectural
shapes but also more whole elements, which
react to the structure of the painting itself and
sometimes look like the pillars of a building
whose construction has been discontinued, like
the gliding ribs of a ruined gothic church, like the
posts of a flimsy hut, like electricity poles whose
wires have been torn off, like the masts of a sail-
less boat, like relics of technological reception
and transmission equipment.

2. Ibid., ibid.

3. The appeal to world and nature from within an extra-
galactic fictional space recalls the world of the animation film
WALL-E (2008, director: Andrew Stanton), which describes
the return to Earth and life in it after it had been abandoned
for a space colony following an ecological catastrophe; in
Kopler, however, such allusions are not linked with surrealist
scenes as is customary in contemporary art, for example in
the painting of Matthias Weischer, which certainly comes to
mind when viewing Kopler’s early paintings.

4. See: Denis Hollier, Against Architecture: The Writings of
Georges Bataille (Cambridge, MA: MIT Press, 1992)

Obsolete energy-conducting and communi-
cation devices, abandoned supporting beams of
the meta-cultural-texture (archi-texture): the
central pillars of the technological culture are
knocked to the ground, depicted as dry, bare,
afflicted; even the trees, which functioned in
the landscape of modernist painting as a vow of
allegiance to the healthy link between nature and
its painted translation, now look more like sticks
than giants of the plant world.® Vilém Flusser once
wrote that the moment a branch is changed into
a stick — is the moment nature becomes culture.
The thin long sticks in Kopler’s paintings are a
broken reed on which to erect the entire cultural
project: no longer a stick with which to make
one’s way through the thicket of the forest, but a
conductor’s baton at the end of its tether, which
has stopped controlling the orchestra of dialectic
equilibrium between nature and culture. The stick
is not a stick, the tree is not a tree, the ground is
hurtling down a cliff, the wall no longer serves as
protection from the storm that rages outside, the
pillar no longer supports the building of culture;
instead, the stick is a tree or tiles and the walls
are parts of collapsible and semitransparent glass
menageries, which also become the surface of the
earth and the plateau of the sky.

5. Georges Perec wonderfully describes how the tree image
functions as the limit of the “symbolic”, as that which exceeds
language, as the “wild nature” which is not contained in the
language of culture and therefore has become the object of
its desire: “Sometimes you spend hours contemplating a
tree, describing it: [...] As your perception gets sharper, more
patient and more versatile, the tree shatters and then reforms.
[...] there is nothing for you to understand, just something to
look at: when all is said and done, all you can say about this
tree is that it is a tree, [...] because of the unsuspected and
unimpeachable obviousness of the bark, the branches and the
leaves. [...] you will never be master of the tree. All you can
ever wish for is to become a tree in your turn”; Georges Perec,
A Man Asleep, trans. David Bellos and Andrew Leak (Jaffrey,
NH: David R. Godine, 1990), p. 153-154.

6. Vilém Flusser, “On Being Subject to Objects”, for Artforum
http://www.flusserestudios.cl/FLUSSER-WEB/flusser%20
archiv/mecanografiado/english/on-being-subject-to-objects.
pdf
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In the ruins of an apocalyptic landscape, the
no-nature and no-culture bodies concave their
spaces in order to populate them with a primitive
culture — but at the same time they plant around
it the remains of communication towers, like
signals from a post-technological galaxy.Ne 2625 33]
In this place there is no life but there is liveliness,
it lacks light but its face radiates. The viscous
color of the sky makes it impermeable and airless;
its darkened cobalt-blue evokes the storm and
stress of the sky of Romantic painting — but that
is precisely why it is also captivating. Sometimes,
when the blue deepens and darkens (“The darker
and the deeper blue gets, the more it calls man to
infinity,” said Wassily Kandinsky),” it recalls the
ominous heavens in the paintings of Franz Marc,
a member of the “Blue Rider” group; at other
times, when it is swept with dusty and steamy
tones in the desert heat, we can read in its light
the words of Bataille, who writes about the sky
of a different bloody scene: “One must also bear
in mind the typically torrid Spanish sky, which
never has the color or harshness one imagines: it
is just perfectly sunny with a dazzling but mellow
sheen, hot, turbid, at times even unreal.”® Kopler’s
sky and ground also feature numerous shades of
red (twilight? The rise of an impending plague
of “blood and fire”?), which are reflected in the
bodies of water, color the rivers, flow in swarms of
stains — but which due to being integrated in the
surrounding colorful jigsaw puzzle look chilled,
like footsteps of a cold-blooded creature, like
traces of congealed blood, like scars scorching the
painting with frostbites.

That which has been congealed, frozen,
fossilized or severed is juxtaposed in Elad Kopler’s
paintings with bodies that protect, and hold, or
strike, so that not everything that is portrayed
as the curbing of movement is supposed to be
interpreted as a blessing. Formations of repose and

7. Wassily Kandinsky, Concerning the Spiritual in Art, trans.
M. T. H. Sadler (New York: Dover, 1977), p. 81.

8. Georges Bataille, The Story of the Eye, trans. Joachim
Neugroschel (San Francisco: City Lights, 1987).
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order can also herald disaster and annihilation,
just as a movement of unraveling and dismantling
may be the sign of life and redemption. In the
fragile point of contact between the two — in
every moment of connection or separation,
between the emergence of quiet and order and
the tendency to take them apart — there is a
possibility of disaster or redemption, pain or
cure. Kopler’s landscapes are both utopian and
dystopian, but not because they offer moments of
destruction and construction at one and the same
time, but because each of them encompasses both
hope and despair. A main artery in the vitality
of painting will always be channeled to routes,
paths, openings, gates, ladders, conductors to
an elsewhere — yet these are also almost always
blocked. The place from which they have not
reached an elsewhere, that is, the painterly space
(with the almost backward poverty of its means),
is both hell and heaven, an ancient and at the
same time perfectly contemporary place, whose
endless planes suddenly fold into enclaves, caves
and crevices which hide in them secrets from
what has gone past and what is yet to come.



contemporary art, but also alludes to moments
in early modernism that tried to unite conflicting
and clashing drives: on the one hand, avant-
gardist trends attracted to the abstract, the non-
real and the text’s autonomist economy — and
on the other hand past fixations still trapped in
the dictates of mimesis and wading in landscapes
and interiors. In the painting discussed here, the
division into pictorial planes, the location of sub-
sections within them and the images of a trail
and of a group of tree trunks (like a forest or a
wood in winter) seem to have been painted in the
mold of landscape painting established in several
foundational moments of modernist painting,
especially in the Fauvist regions — for example in
works by Maurice de Vlaminck, André Derain, and
even the later Georges Braque. Memories of the
landscapes of early German Expressionism may
also come to mind when we look at the images of
bare trees, gothic in their long slenderness, which
chill the space with a shudder of neurotic tension
and infuse it with a wintery gloom.

This painting, however, also has an
addendum unmoored to any historical anchor,
which it even emphasizes by drawing a light-
colored and razor-sharp line that passes among-
revolves around the trunks, besieging them,
standing out against the smooth and dark
background. The outline of this “enclosure”,
very clearly sketched around the trees, forms a
geometric polygon which may be perceived as
a tribute to the Cubist tradition, in particular to
Cezanne (who wanted to capture the world’s
landscapes with basic geometric shapes). But since
this tribute has something compulsive, flagrant and
detached from the landscape’s organic alignment
about it, it is incriminated with artificiality or
even foreignness to that world-structure to which
it bows. This geometric shape maneuvers in the
space of the painting and highlights its instability,
mainly because it looks like a support designed to
prevent the skinny trunks from collapsing. This
holding relies on a very basic, low-budget, even
childish technology (the shape evokes rubber
band skipping, an old children’s game). We can
say that this holding technology, in trunks that

simultaneously serve as the vertical supporting
pillars of the composition, is very similar to
the technique of the medium of painting: it is a
holding designed to re-evoke the form of Kopler’s
painting’s native landscape, which is no other
than the landscape of early modernist painting;
but more than that, it is a holding on to the slim
doorposts of Kopler’s painting, the concrete givens
embodied in an architectural structure, whose
horizontal axis is outlined by the naked trunks.
This painting belongs to a small and unusual
group among the paintings Kopler made in the
past year: the fact that it is divided into a relatively
small number of sub-sections creates a sense of
structuring, since the parts are presented as the
painting’s constructive element. In most of the
recentpaintings, by contrast, the space disintegrates
into so many sub-territories, that their details
consequently look like a deconstructive feature.
On the other hand, no painting presents the
weakness or vulnerability of the spatial structure
so explicitly, through a single unequivocal image,
which illustrates the need for support. But despite
these differences, and perhaps because of them, it
is interesting to talk about this unusual painting
as heralding Kopler’s other recent paintings, for
it underscores the illusion (of the imaginary) they
contain, in two different ways: firstly, by deceiving
us into believing for a moment in the painting’s
stability, due to its reliance on historical precedents
and on a structural syntax; and secondly, by
presenting an image, an illusion, that exposes the
holding and supporting device and with it also
the instability of the foundations. In this juncture,
therefore, the deception is exposed — this time as
a conclusion, conceptually. In the other instances
it will already be visible and revealed for all to see.
Other paintings also delude us into believing
that they are casting their anchor in the direction
of early modernist, mainly Fauvist masterpieces.
What in Kopler’s work looks like abstract
landscapes, for example, could have taken refuge
in landscapes with boats by Vlaminck; and when
bare tree branches extend in his painting from
emaciated tree trunks as if to stab the space, they
can easily be associated with early Expressionism.
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But then these memories of utopian landscapes
from the beginning of modernism dissolve or
crumble into an avalanche of shards, covered in a
fallout of shreds, strewn with demolished houses
whose ruins are scattered everywhere. Moment
by moment, another element in the illusion that
anchors the painting in a stable syntax and in
significant milestones in the history of modernism
shatters, and thus it also becomes clear that these
anchors are hooked into the mother-stations of
modernism only in a schematic, and therefore
external way.

Brushstroke marks (moving every which way)
are grouped together like islands distinguished
from their neighbors by their differing coloring.
Their patchy juxtaposition is not backed up by any
matrix or strategy, except the tendency to present
a painting-texture of bits and pieces a moment
before, or a moment after, the entire space has
been torn into shreds. Images that for a blink of
an eye looked like houses or buildings planted in
the landscape appear a moment later as hollow
structures and as accumulations or assemblages of
disconnected walls, in which a sediment of slivers
and shape-fragments has collected. These square
floodgates are also flimsy aids to the momentary
holdingofshapesandbits of shapes thatceaselessly
disintegrate and stream onwards. Next to them can
be seen unsound bridges, cracked boats, rickety
scaffoldings, faltering tripods, abstract geometric
shapes (with no narrative context) and even
traces of brushstrokes, occasionally abandoning
their chaotic movement in favor of “Cezannian”
marks that respond to the horizontal and vertical
lines of the painting’s frame — more and more
improvised ways to hold on to something and to
protect something in the sweeping movement
rushing towards disintegration and destruction.
The colorful variegation characterizing the
paintings, their kaleidoscopic sparkle, the colorful
virtuosity they display and the beauty they are
bestowed with — are only further ways to deceive
the eye so that it holds on to their appearance
and never lets go. This aesthetic suggestiveness
and the shapes that ground the painting to its

fundamental lines, to the horizontal and vertical
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axes of its structure, offer a parallelism between
all these bodies, momentarily holding everything
that is disintegrating and faltering around them,
and the act of painting itself. Similarly, it is also
openly said that with its simple means, which lack
any technological sophistication and are almost
destined to failure, painting is a way to hold on
for a moment to a world that has been destroyed,
to stop its annihilation for a brief instant. And still
painting is a momentary stronghold of order and
pleasure in a destructive process whose ruinous
decree it cannot revoke, and in which it even takes
an active part.

Some of the images of empty and square
houses feature black windows, which look like the
eyes of the dead.™> 273 Other building parts look
like details of architecture and imaginary machines,
which usually housed the science-fiction-like
landscapes in Kopler’s earlier paintings. Now it is
time to crossbreed them all the more forcefully with
abstract shapes, to dismantle them into a current
that torrentially floods everything still standing in
the frozen and silent landscapes of yesteryears. A
large part of the present landscapes have reference
points in reality, even topographical waypoints —
mainly the landscapes of the Dead Sea, with its
aridity and its almost surreal glow, the ridged hills
of the Judea desert, the caves in the clefts of the
rock, the sinkholes, the lake of death and its dense-
still water, the houses of an isolated settlement
in the desert (Ein Gedi?), ruins of buildings and
machines crossbred with gnarled stones, phosphate
factories signaling their foreignness to the
primeval landscape and their industrial-chemical
toxicity.Ne 28 32 341 However, these nature views
and facades of world sites are born out of refugees
from bionic moonscapes and from assemblages of
robotic figures and stage-set fixtures. If we look
carefully, we will realize that the artificiality and
the syntheticness of the landscape come from the
paintings’ flatness and skin-deepness, which make
them look like landscapes painted on a screen.
Walter Benjamin: “Majesty of the allegorical
intention: to destroy the organic and the living —
to eradicate semblance. One must note the highly
revealing passage where Baudelaire writes about
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“The magnetic attraction which a few basic
situations continually exerted on the poet
is one of the symptoms of his melancholy.
Baudelaire’s imagination is occupied by
stereotyped images. He seems to have been
subject to a very general compulsion to
return at least once to each of his motifs. This
is doubtless comparable to the compulsion
which repeatedly draws the felon back to the

scene of his crime.”
Walter Benjamin, “Central Park™

The shades of pink, green and light blue that
dominate one of Elad Kopler’s paintings from the
past year seem to have been taken from the palette
of Henri Matisse.N 19 It looks as if this landscape
picture, ensconced in a sugary-exotic colorfulness,
has adopted the displacement of the painted place
into the “no-place” or the utopian site to which
the Fauvist painting had exiled itself a long time
ago. For a moment it also looks as if the painting’s
fan of colors is characterized by a material
lusciousness which covers the painting with a
layered veneer; but as the gaze lingers, it turns out
that it lacks the Matissian saturation, seemingly

1. Walter Benjamin, “Central Park”. Selected Writings, Vol.
4; Vols. 1938-1940. Edited by Howard Eiland and Michael W.
Jennings (Harvard UP, 1996), p. 172.

soaked with geological tissues of material paint.
Instead, Kopler executes the paint layers with
quick and lean brush-marks, thus aligning himself
with contemporary painting, which identifies
with the concrete givens of its language, both
textual and contextual, the chosen print tones
and the schematic structure of the composition
betraying his affinity with applied graphics and
media products: with their syntheticness, non-
materiality and flat two-dimensionality; with the
McLuhanian coolness of their digital screenness.

Despite Kopler’s insistence on the pedantries
of postmodernism, however, we cannot ignore the
factthatat the same time he enhances the presence
of lusher characteristics. While sheltering under
the broad umbrella of contemporary mythological
tycoons (the fierce flatness of the pink-magenta in
his above mentioned painting, for example, brings
to mind Jeff Koons’ 1995-2000 Balloon Flower
(Magenta), a work that has turned this loud
plastic shade into a trademark), he still persuades
us to relate his painterly richness mainly to that
of Matisse — and perahaps it is thanks to painting
like Kopler’s that today we can also read Koons’
sculpture (which finds its anchors outside the
art field, in the realm of the serial production of
commodities) in this context.

Kopler’s painting does not only find the

median between the cradle of modernism and
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E.K. I think that the science fiction paintings
I did four years ago came from a boyhood love of
mine: some boys like science fiction, and some
girls like fairies. In both cases it’s about fantasy.
But I don’t think I’'ve completely abandoned the
concern with “futurology”: it’s still there but in a
less emphasized way, it’s assimilated into abstract
painting. My wish to introduce this subject into
painting per se led me to abstraction and to the
preoccupation with formalism.

T.L.. The Ilatest works go towards open
landscapes, whereas the earlier ones focused on
more closed environments.

E.K.  Right. ’'m a painter who is very influenced
by life experiences. In the last three years I've
traveled a lot to the Dead Sea area, at least once
a fortnight. This environment stunned me. It’s a
real spectacle! It’s hard for me to verbalize the
experience, so I just paint it. Although I don’t
sit in front of the landscape and paint it, I retain
the experience within me and it serves me for
working in the studio. Today I’'m also not ashamed
to say things like “the landscapes are in me”,
something that Cezanne said. Everything gets
mixed together: the open landscapes, the desert,
the urban anxiety... Who needs science fiction?

T.L.  Theyareverybeautiful, theselandscapes...
They have strong brushstrokes and warm colors.

E.K.  Butthey’re definitely not pastoral, they’re
disturbing. Ellie Armon Azoulay once wrote
about my works: “terribly beautiful”. I liked that,
because it’s not a nice girly pink but a disturbing
pink...

T.L. ... a little “sweet”.
E.K. But what’s this “sweet”, it’s kind of
disgusting. That’s what I'm looking for: a clash

between beauty and stridency and heaviness.

T.L. A dissonance.

E.K. Yes, a clash, always a clash between
two forces. This is how things work for me. it’s
a great dissonance, a dissonance that is there in
my existential experience. I don’t know if it’s
because I'm an anxious person, or if I'm simply
sensitive and exposed. Everything becomes mixed
together. Until now I dreamt a lot that I was
swimming in swimming pools and in the sea, and
you know, Freud, Jung, water and emotions. So
this week I dreamt that I was falling into the sea
and swimming with a whale. With a whale! These
are intensities of emotion of a different scale, and
in my painting there is also an over-acting, over-
doing, “over” everything, but at the same time —
and this is what happened this year — there’s a
need to know how to edit all this “over”, and this
is the dissonance. In the new paintings I’'m not
afraid to disintegrate, I don’t feel a need to “hold”
things.

T.L.  All through the past year, as I followed
your work, you kept worrying that there wouldn’t
be enough works for the exhibition because
tomorrow you might die.

E.K.  Yes, death has been very present in my
life since childhood, and I want to believe that
the preoccupation with death is present in the
paintings. After all, death is always present in life.
When I come to the studio and paint, death is
also present, and I don’t think there’s a subject in
the world that occupies artists more than death.
This week I heard this rabbi who passed away,
Froman, who said that death is a consolation, a
coming to terms. It’s a break, the limit that defines
life. Without the limit and the threshold of death,
there wouldn’t be life. One of the illnesses I carry
with me since childhood is nostalgia, which is the
illness of death. I can find myself at night scrolling
for hours through memories from the past, details,
stairs, where there was a hole in the wall, and a
socket...

T.L.  You talk about these memories through
structures: not feelings, not people, only buildings
and environments.
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E.K.  That’s how it is. In my paintings there are
no people, only environments, only space. Maybe
that’s how I become nothing. It’s like going out
to nature in order to merge with it: it probably
also returns to the fragmentation of the I. I can
go into places and only look at what things look
like — this is my freakiness. I can go with you into
a bar, and there’ll be people and conversations
and you’ll be talking to me and T’ll be looking
at the building. I don’t know why it’s like that.
Even in the house I grew up in, which no longer
exists, I remember each and every detail down to
the last crack in the wall. Ever since I was little I
remember myself holding on to the visual, lying
at home for hours on end and staring at the light
beams that filtered in with the dust. ’'m scared
not to remember what things look like. it’s typical
of nostalgia: when you forget what things look
like there’s a terrible fear that they’d get lost,
stop being part of you. Actually maybe it’s not the
environments that I’'m trying to remember but
temperatures, the temperatures of an experience.
When you remember the environment, its
visibility, you remember the temperature of a
reality, a kind of equivalent of the experience.
And that’s what I'm trying to do in the paintings,
create temperatures.
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always felt that the power of a painting is summed
up in one brushstroke — but I'm not there yet,
because it doesn’t work with a “swoosh” but with
layers upon layers of freshness. I'm starting to
accept it (maybe in thirty years it will happen),
but it’s still part of my attempt to shed skin
layers. A teacher at Hamidrasha, or at Bezalel,
I’ve forgotten who, once told me that his teacher
used to say that a painting shouldn’t sweat. Like
in Jean-Michel Basquiat, for example, simplicity
with complexity. I try to preserve the simplicity,
which is movement, and tone, and image. Tsibi
Geva once said that in Basquiat you never get the
same brushstroke twice, you never get a line that’s
repeated. I thought about it differently: I thought
that Basquiat painted like a child, he just painted,
without thinking about what people would say.

T.L..  The color scheme in your works is
unusual, and in the past year the palette has really
changed.

E.K.  Yes, I've heard that from several people.
Largely speaking, color work is not a central part
of our art studies, neither at Hamidrasha nor at
Bezalel. After my MA studies at Bezalel I realized
I was on my own: you don’t have the teachers
anymore to accompany you, with all this endless
talk about what’s right and what’s wrong. So I
decided to just paint, and in color. I went into
a small studio which was at my grandmother’s
house, where I grew up, and I painted every day
for hours and hours for a long time, at the end of
which I had a body of works that was enough for
my first solo show.

T.L. You studied both at Hamidrasha and at
Bezalel, but your works look different from the

norm in these institutions...

E.K.  Look, at Hamidrasha and at Bezalel they
teach you to make “clever” works — but what can
I do, I never managed to fully internalize the idea
of conceptual art. I was always attracted to color,
to beauty, to the sublime. During my studies I still
thought it was kitsch, but in the last few years I've

achieved a balance. Before studying art I studied
architecture and I mastered the principles of
Renaissance perspective, so in my first significant
paintings I implemented this technique. Later, in
the past two years, I understood something about
my painting, for example — the need not to paint
from a fixed perspective but in a more complex
way, to see the eye rather than the hand. After
all ’'m concerned with the gaze more than with
technique, so things have come full circle. And the
truth is that actually this move is related to the
way of thinking of Hamidrasha and Bezalel.

T.L.  Youcan see in the background layers from
the past, consciously or unconsciously: there’s
something of Zaritsky in these paintings. You can

see the memory.

E.K. Yes, I gathered that from both you
and Tsibi. There is a return to Zaritsky, and to
Streichman... It wasn’t done consciously, but I'm
very glad about it. It’s important to me, because in
my years at art school we skipped “New Horizons”,
and I'm free to go back to these painters. In all
my works, both in painting and in sculpture, it’s
always patch upon patch, piling upon piling: it’s
all attempts to arrange things one on top of the
other.

T.L.  We talk a lot about current affairs and
you are a socially engaged person. Do you think it
manifests itself in the painting?

E.K. I am very susceptible and open to the
environment and the society I live in. After all,
apart from being an artist I'm also a teacher and
a human being. But one shouldn’t think about my
painting politically, but rather let the thinking

work associatively.

T.L.  I’'m not talking specifically about Israeli
politics, but about an understanding of global

social processes.

E.K. My works are neurotic, they fall apart
in front of your eyes... It’s a falling apart of the
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I, of the form, of the environment, a general
disintegration. It’s funny, because everything is
painted but everything is falling apart.

T.L.  So the falling apart is related to your
preoccupation with formalism?

E.K.  On the personal level, I've realized that
the best way to grapple with yourself is to take
the I apart. On the level of the Israeli society —
there’s really no need to put too much effort into
it because it’s falling apart in front of your eyes.
So in this sense I hope that one can see some
connection between the fragmentation in the
work and the environmental disintegration.

T.L.  We talked about fragmentation in your
work and about social disintegration, and I'm
wondering if it’s not related to your biography.

E.K.  Yes, it’s also biographical, but in a
completely open way. Because I’'m not a painter
who verbalizes the experience of painting to
himself: 'm not conceptual, and my thinking is
chaotic. But there is also order in this chaos: I'm
associative, so the painting is also associative.
Whatisapersonal story? How are these landscapes
related to my biography? When I give lectures at
schools, to high school kids, at the end of the talk
they always ask me why my paintings deal with
the end of the world, and why they are depressive
and pessimistic, and if I am a sad person, and
other naive questions like that... So if you agree
with the children that these are sad paintings...

T.L.  ..Idon’t think they’re sad.
E.K. Pessimistic?

T.L. Depends. I think that in the last few
months less so. But pessimism is a reductive
definition. In any case, there is something in this
gloominess and in your biography that may have
consequences.
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E.K. My experience is completely fragmented,
how can it be otherwise? I don’t know anything
else. Luckily it also fits with contemporary
painting, which deals with fragmentation. But I
hope that this is not just a personal matter but
also a formalist one, painting that deals with
deconstructing the possibilities of the gaze
— digital, expressive, end of the 19th century,
modern, post-modern, gestural: it creates a collage
of approaches to art making. It’s true that the
recent paintings are more “fragmented” or a little
more open, and I actually hope that they’ll go on
to disintegrate even more. The recent paintings
try to pour into the bowl additional approaches to
painting, If earlier I mentioned the perspectival
gaze and conceptual painting, then lately I’ve also
introduced approaches from the past. It’s like
a salad, my painting, isn’t it? I know that.. my
painting is bubbling, it’s painting that’s bubbling
inside. You can also say it’s expressive, instinctual,
things like that.

T.L. If not to your biography, maybe it’s
connected to the endless anxieties that haunt
you?

E.K.  Absolutely. At least once a week I dream
about some catastrophe: storms, floods, wars,
bombs falling on people, people running to hiding
places and shelters. It seems that this is what it’s
like, living today.

T.L. But most people don’t suffer such
anxieties.

E.K.  Most people don’t paint either.

T.L.  Your painting has changed recently. I see
amove from the very mechanical, kind of science-
fictional landscapes of four years ago towards
abstraction, gestures, intense colors. Something
in the past year has completely opened and
totally changed, and this is also what is shown
in the exhibition. In the process of working on
the exhibition we realized that it would be more
interesting to show only the new paintings.
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SWIMMING WITH
A WHALE:

A Conversation with
Elad Kopler

TAL LANIR

Tal Lanir: Your paintings keep changing.
You change and revise in a kind of process of self-
teaching, of trial and error.

Elad Kopler: There’s this thing where I tell
myself that T want to get past myself, like on a
football pitch. This is my strategy: as if 'm playing
Chess with myself, and I say — now I’'m going to
do this and this and this to myself... But in painting
T'm not trying to get to any point: the painting is
this changing, out of which it’s formed. I just hope
that in the end it produces interesting works. I’'ve
always liked seeing the process, in myself and in
other artists. Sometimes in the finished work all
the vitality of the creative process gets lost, and
I try to keep it alive and associative. My way of
exposing this associativity is through endless
change. The important question is when to stop.

T.L.  You yourself are a bit neurotic and
dynamic, and these jumps are fascinating because
they also create a dynamism, but an outside
viewer might find them very confusing.

E.K.  Ithink I'm one of those people who suffer
from ADHD, something that for years I didn’t
know how to deal with. In painting I’ve learned
to channel it, and these are the jumps; I've learned
to turn the disorder into a collage — both in my

personality and in my approach to art. In the last
few yearsI’ve developed ahobby: Iread philosophy
more and more — for example Derrida’s “Plato’s
Pharmacy”, which amazed me with its dialectical
thinking, or Merleau-Ponty’s “Eye and Mind”,
and now I’'m with Descartes. One of the things
that intrigue me most in philosophers is the
questioning, the constant attempt “to get past
themselves” or to go in through one point and out
through another. It’s a thinking that contradicts
thinking, and is of course a lot more interesting
than the attempt to give definitive answers to
things. For me, painting and philosophy are mind
games. I try — not just in painting, but in life as
well — to let the river flow, and when it flows you
don’t get fixated on conclusions. I don’t know
what painting is supposed to look like: it has to
keep flowing. But it’s true that artists stop every
now and then and try to produce some kind of an
image. I do that too, otherwise it’s impossible.

T.L.  There is an internal contradiction in your
works. On the one hand you keep returning to
them and changing them, and on the other hand,
the initial move and the changes are done very
quickly.

E.K. I once said to a friend, an artist, that I
would like to do a painting in one “swoosh”. I’'ve
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Foreword

Elad Kopler’s work has gone through significant
changes and processes in relatively short
periods of time. Despite being a young artist, his
paintings already display the development of a
unique language, centered around a formalism
subject to processes of fragmentation. While his
early paintings relied on classical Renaissance
perspective, his new paintings, shown in this
exhibition, examine different painting values, and
are characterized by a multiplicity of changing
perspectives in fragmenting environments,
creating a dissonance between seductive beauty
and views of neglect and disintegration. His
painting seems to embody a real falling apart on
various levels of contemporary existence, in the
artist’s internal world and in the worlds of his life
and ours.

I would like to thank Ruth and Irit
Rappaport for their continued support and
encouragement of Israeli art through the
Rappaport Prize, which was founded in 2006 by
the late Baruch Rappaport and by Ruth Rappaport.
My thanks also go to the members of the jury, Ruth
Rappaport, Irit Rappaport, Anat Matalon, Doron
Sebbag, Naomi Aviv and Ellen Ginton. Special
thanks go to Elad Kopler, for the privilege of being
introduced to his complex private world and for
his great involvement. I would like to extend
my heartfelt thanks to Tal Lanir, the curator of

the exhibition, for her sustained and dedicated
involvement; to Ellen Ginton for her support and
advice; and to the loaners, who agreed to part with
the works in their possession for the duration of
the exhibition.

Our thanks go to Michal Sahar, for the
design and production of the sumptuous and
meticulous catalogue; to Sarit Shapira for the
enlightening essay she wrote for the catalogue;
to Daphna Raz for the complex editing; and to
Michal Sapir for the English translation. We
are also deeply grateful to Avraham Hay, whose
documenting photographs became essential
partners in Elad Kopler’s constantly changing
work, and to Liat Elbling for the additional
photography. Warm thanks go to Shuli Kislev,
the Senior Deputy Director; to Raphael Radovan,
the Project Management Officer; to Tibi Hirsch
for hanging the works; to the professional
and dedicated staff of the Registration and
Conservation departments; to the skilful lighting
technicians; and to the people at our Public
Relations, International Relations and Education
departments, who faithfully represent the
museum.

Suzanne Landau
Director and Chief Curator
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