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Reuven Nardy Collection, Girl with a heart in hand #5120
& Cavalier with heart in hand #5121, Rosenthal Germany,
1958, 8x6x17 each, designer: Raymond Peynet

DY w10 ,5120# 71117 QY 777,771 121X \DIX
,X"D 8X6X17,1958 ,1'IN11 701110 ,5121# T'1 17
DI TIIN™ :1XUN

Reuven Nardy Collection, Big Parrot - Kakadu Figurine,
Meissen Germany, 1900, 8x8x22

JT{7i7 I - 7171 217,771 11X DIX
8X8x22,1900 ,i1"IM11 [0"'N
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Reuven Nardy Collection, Woman Figurine,
Goldscheider Austria, 1930, 8x15x40,
Designer: Stephan Dekon

;WX 7117120 7771 121X DIX
,8X15X40 ,1930 ,/TMDDIX 1T T713
11771000 :1¥UN

Reuven Nardy Collection, Butterfly Figurines,
Rosenthal Germany, 1920-1960, 9x9x6 each,
25 Butterflies, Full marked series

,0MA27A MM, T 121X DIX
X3 9X9X6 ,1920-1960 ,i1"INI1 70111
fINYw MDA 10,0100 25

Reuven Nardy Collection, Clown with Pointed Hat,
#5129, 17x17x33, Pensive Clown, #5130, 17x17x25,
Lladro Spain, 1982-2000, Designer: Jose Punche

,5129# TTINA V112 DY 1¥'7 ,*T11 121X (DIX
17X17X25 ,51304 1WIN X7 ,17X17X33
X101 71710 :1XVUN ,1982-2000 , 7190 1NT7
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Miri Fleisher, The deceased, may she rest in peace, 2011,
5x5x25, Porcelain, glaze, gold luster, high fired

,2011,D17Wi1 M7V INTINA ,Ap™72 N
7M1 1AMy a7 W0OXT7 , J1N1T72,]17X710 ,5X5X25
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Emily Cage, Oh My! 2011-12,
Performance, installation, photographs
Artistic advisor and video: Anat Katz

,2011-12 Oh My! ,"amj7 *7'nx
D'7'D0 MIAM,1¥" N1 DIN71000
Y73 TV IXT TITIV1 THINAX Ylun

Yochai Matos, Makumba #1 from "White Magic",
2011-12, 9x5x17, Mixed media

/1117 NN TTON INN 1# T1N17XN 010N KA
TIANVA {71120 ,9X5X17 ,2011-12
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Osnat Raichman, Kitsch Fire, 2011, p8x20,
Wheel-thrown and hand-built, earthenware, terra
sigillata, porcelain, glaze, gold luster, raku fire

,08%20,2011 ,Kitsch Fire ,jn'¥™ MIDX
,AID7'1'0 ML AQINN T1'AX T ATV T
177 N2 ,ANTIDOX7 21110 17712

Anna Carmi, Miniature Sukkah - container for matches, ,0™1102 11DNXY7 {77710 - 71210 7¥ MI1DX1'N ,"ND MIX
2005-2011, 23x15x17, Glaze, overglaze, gold luster 177 IDOXT ,T7I121X , 071277 ,23X15X17 ,2005-2011
and decals, set crystals, peacock feathers D1ID T1IX111 D700 {7 Y11'W 07X 7T

18



21

Amnon Amos, Make Me a Princess, 2011,
8x6x30, Slip cast, altered, high fire paperclay,
silk print, gold luster, chocolate

,2011,712'0D1 7 MYV, 01NV NINX
,M11'0ND7 19 1T TI1W1 177X ,8X6X30
T7171¥ , 10T WOOKYT ,'WN D277 ,"777 1010
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Eleanora Orly Edlavitch, Legacy, 2011,
»30x50, Earthenware, slip cast, glaze, decals, gold
luster, STL printing, sugar flowers, hand work

,2011 ,Legacy ,'Y*A7TX 77X MINX7X
ADOXYT ,0'7XR7T, AT, IANYT 777X ,030X50
17T 1MAY 1010 'NAa L, STL noaTa,ant
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Vered Nissim, Snow-white-is-not-white,
2011-12, 185x155, Photo montage

,Snow-white-is-not-white ,0'0"1 TN
TN 1D12,185X155,2011-12

Guy Jana, Esti, 2011, p20x60,
Wheel-thrown & hand-built stoneware,
low fire, underglaze, decals and gold Luster

,$20X60,2011 ,"TIDX ,1IX'1 X"
,7121N1/0ND7 N0, 71001 TNT7
ANT VORI DY7R{7T,212IX "WAX
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ritualistic values were related to the times
in which it was created and to the place

it was committed to, whereas modern
art, which was based on the principle of
industrial reproduction, had therefore
given birth to a new viewer and a
universal art consumer. Benjamin targeted
photography and film, but the scope of
his argument can be extended to other
arts, such as video or the reproduction Jeff Koons, Puppy, 2004
of familiar works of art by contemporary
artists as a critique of traditional art.
Kitsch, camp and decadence, which were
perceived as seductive, maudlin bad taste,
were granted therefore a place of honor
in the visual arts, film, dance and music

of the second half of the 20th century.
For example, Jeff Koons (art), David
LaChapelle (photography), Jerry Killian
(dance), Walt Disney (animation), Pedro
Almodovar (film), Bill Viola (video art) and
many others deliberately used kitsch as

a fascinating raw material in their works.
It seems that modern art is not afflicted
with a malignant disease, as Greenberg
claimed in 1939, but with schizophrenia,
since kitsch, which had been banished by
intellectual artists, made its way through
the back door to the front stage of art and
today is considered a legitimate artistic
expression, equal in status with earnest,
contemplative artistic traditions.

4 Walter Benjamin, "The Work of Art in the Age of Mechanical Reproduction”, in llluminations, ed. Hannah Arendt, trans.
Harry Zohn (New York: Schocken Books, 1969). Shaul Arazi, A Free Gilad, 2011, 15x24x24 each, ,D10 7D 15X24X24 ,2011 ,'w21N . TV71 " TIX 7TIRY

Mixed media, low fire slip, glaze, decals D"7X{77T,MN1T73 717X 7NN, N271YN 177100
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series, such as architectonic ornaments,
stained glass paintings and church
sculptures that seemed to be produced
by a single factory. The secular character
of paintings in Gothic churches, such

as the seven liberal arts and sciences,
and, no less, the exterior ornamental
sculptures, were made by craftsmen
hired by the city's community leaders,
mainly wealthy bankers who competed
among themselves in the ornament's
sophistication and richness. The stylistic
plethora evident in the sculptures,
paintings and stained glass of these
churches, but also the bibles illuminated
by craftsmen who competed in creating
attractive and seductive ornamental
letters, generated popular culture and
the allure of kitsch. This was probably
what prompted the Renaissance to carry
the banner of balance, moderation,
sobriety, rationalism and logic. Indeed,
Renaissance art, which drew on ancient
Greece, erased the distinction between
high and low art, leaving penniless the
craftsmen who specialized in creating

a stylistically profuse atmosphere.
However, the chronicle of Western
history tells us that the reaction to
Renaissance rationalism soon emerged
with the Baroque, which extolled stylistic
profuseness, contrasts, mawkishness,

a transgressive imagination and the

art of seduction. In France, Italy and
Germany the Baroque sought to enchant
the viewer or listener, to excite his
senses and to enfold him within a maze
of stimuli, as manifested in the warm,
colorful music of Bach and Scarlatti, in
church paintings and sculptures of gilded
celestial angels, in the architecture of
the Versailles palace, of the Belvedere
and Schoénbrunn palaces in Vienna and
in their specially designed gardens.
Giovanni Lorenzo Bernini certainly
deserved his reputation as the Baroque
artist of convolution and splendor,
evident in many of his works, from his
fountain sculptures in Piazza Navona

in Rome, through the square and
colonnades in front of St. Peter's Basilica
in the Vatican and up to the sculpture
Ecstasy of St. Teresa in the Santa Maria
Vittoria church in Rome, which no doubt
represents the acme of Baroque art.

This is not the place for an iconographic
analysis of the sculpture, but even an
untrained eye will notice the golden rays
tending toward Theresa, toward the folds
of the garment draping her body and,
especially, the sensual delirium (orgasm)
radiating from her melancholy face, her
backward tilted head and her closed eyes
as Cupid's love arrows are rending her

heart.

Bernini, Ecstasy of St. Teresa, 1645-52

With their vast array of twists and
flourishes the Baroque and the Rococo
found no favor with modern artists of
the 19th and early 20th centuries.

The slogan "art for art's sake" widened
the rift between high art and popular art.
Certain currents in architecture, design
and the arts, which at times lasted
several years, instantly erased the artistic
pretentiousness of Baroque artists.

Cases in point are German Expressionism,
French Impressionism, Dada, Surrealism
and, in architecture and design, the
Bauhaus school, whose artists created
intellectual art for connoisseurs.

Notable examples are Marcel

Duchamp's art of the readymade,

the Abstract Expressionism of Jackson
Pollock, the Bauhaus vision of the
building as a machine and, later, in 1950,
Le Corbusier's modulor houses meant to
fit the human body.

These and many more, in music (John
Cage), dance (Martha Graham)

and theater (Henrik Ibsen, Samuel
Beckett) avoided the Baroque like the
plague, rejecting its ornate aesthetics,
which they considered mawkish
affectation rather than pure art. It was
Clement Greenberg who gave the signal
in his 1939 essay Avant-Garde and Kitsch?,
where he distinguished between art
that lacks historical consciousness, such
as kitsch, and art fully committed to its
own presence and its role as promoter
of culture. Like his leading colleagues
from the Frankfurt School?, who were
shocked ten years later by the place of
popular culture and even attached to it
the disparaging label "culture industry,"
Greenberg referred to kitsch as the
malignant disease of an affluent society
that was producing substitutes for
advanced, high art, which are designed
to excite and titillate like pornography.
Still, Greenberg, and presumably
Theodor Adorno (1903-1969) and Max
Horkheimer (1895-1973), too, did not
pay attention to Walter Benjamin's
contrary view in his essay The Work of Art
in the Age of Mechanical Reproduction®.
Benjamin argued that high art was no
longer relevant in the modern era, as it
was essentially traditionalist, and that its

2 Clement Greenberg, "Avant-Garde and Kitsch," Partisan Review 6, 1939. Greenberg's articles gradually became an

essential constituent of art criticism

3 Theodor Adorno and Max Horkheimer, "The Culture Industry: Enlightenment as Mass Deception," in Dialectic of
Enlightenment, ed. Gunzelin Schmid Noerr, trans. Edmund Jephcott (Stanford: Stanford University Press, 2002)
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Indispensable Kitsch

Ben Baruch Blich - Bezalel Academy of Arts and Design, History and Theory Department

Kitsch is the enfant terrible of the world
of art because, unlike other phenomena
in the history of art, it is neither a genre
nor a style. Defiant of aesthetic rules,
changing colors and shapes like

a chameleon, it disappears just as it
shows up. In antiquity it thrived on the
margins of canonic art, yet during the
Baroque and Rococo periods it took the
center stage in theater, music and the
visual arts, dislodging the sublime art of
the Renaissance. In modern art, kitsch has
"played" a double role since the mid-19th
century: on the one hand, as a symptom
of industrial and mass bad taste, on the
other hand, as a frequent guest of honor
in photography, film or the visual arts.
We can find its footprints also in areas
that are not pure art, such as industrial
design, architecture, fashion and even
culinary design. As art's enfant terrible
kitsch challenges the practice of high art
so insistently that it seems indispensable,
even though it is considered a cloying,
insipid mass phenomenon that appeals
to the lowest common denominator of
art consumers.

Why, then, does kitsch stir and agitate us
so much? Why does it repeatedly draw
so much attention? Does the problem

lie in kitsch itself and in its aesthetic

messages, or is kitsch a symptom of
decadent societies whose aesthetic
sensibility has declined? Although

| cannot offer detailed answers to these
questions here, | will outline the arena
of kitsch and show that it is not a minor,
and certainly not marginal, player.

Kitsch has been etched into the
consciousness of art since antiquity.
Ancient Greece has already distinguished
between high art and functional art,
between art that elevates the soul and
art meant to serve it. Low, functional
art, which catered to the masses (hoi
polloi), was decorative and seductive and
served the manufacture of glassware
and pottery used for wine, honey and

oil. Like today's packaging industry,
artists decorated pottery and glassware
with symbols and drawings meant to
"brand" and advertise the products and
their makers. These drawings differed
from the heroicillustrations of the gods
immortalized on pottery and glassware,
but whereas these were considered
refined art, the ornaments drawn on
commercial pottery were reproduced and
constituted an industry in itself. Athenian
citizens were aware of the special status
of functional art and did not need Plato's
philosophy to understand the distinction

between high art and popular art.

The philosopher famously loathed art,
claiming that it generates illusions and
removes us from the truth, the good
and the beautiful found in the world

of ideas. To point out the mythological
element of Plato's negative view on art
and to explain its origins, some thinkers?
refer readers to the Protagoras (320-322),
where the philosopher quotes the myth
on the inept distribution of resources
among earthly creatures when the world
was created. The legend tells that since
Epimetheus had nothing left for humans,
he could only steal the crafts of weaving
and blacksmithing from the gods.

But crafts and arts acquired by theft
stink, hence Plato's loathing, which,
however, is not sweeping. At times, in
the very same dialogues he disparages
art, he actually does praise artists and
ascribes to them a role as important as
the legislator's in the state (The Republic
500-501). Plato's hypocritical attitude
toward art is presumably related to

his loathing of popular functional art,
which used perspective and shading--
unacceptable in high art--and, as such,
it catered to low taste, like today's

ads. Still, Plato was partial to archaic
Peleponnesian art and even to ancient
Egyptian art (The Laws, 656-657).

His disciple, Aristotle, who continued this
line of thought, distinguished between
art capable of eliciting catharsis, such as
the tragedies of Sophocles and Euripides,
and popular art, such as the comedies of
Aristophanes, which cater to and flatter
the masses and, despite their wit, stir
the public's lower feelings with their
gibes at the other's physical defects.

In this context tragedy represents
uncompromising avant-garde theater,
which claims the public's sensitivity

and sophistication, whereas comedy
would be the equivalent of the modern
stand-up genre, which panders to the
public's lower feelings.

The opening whistle in the arm wrestling
match between, on the one hand, high
art and, on the other, low art and kitsch
was blown by Gothic art in the late
Middle Ages. Between the 12th and

the 15th centuries Europe underwent
social and economic changes, among
which the emergence of a new social
class, the craftsmen, who specialized

in the production and decoration of
various items, such as glassware, church
sculptures and, most importantly,
illuminated manuscripts. These were
talented freemen not subjected to
feudal authority and, as such, designed

1 Katharine Everett Gilbert and Helmut Kuhn, A History of Aesthetics (New York: Dover, 1972), p. 19
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holding a weapon. Edlavitch used the
kitsch aesthetic as a literally transparent
medium, first by choosing an already
existing figurine (taken directly from the
time when kitsch was mass-marketed in
Europe) and replicating it using a mass-
production technique; and second, in the
choice to glaze the white material (an
imitation of quality Chinese porcelain)
with a transparent glaze, thus the
figurines themselves become the blank
slate. When turning a figurine around,
we notice that she is carrying an
automatic weapon used for mass-killing.
The weapon is painted in gold, which
signifies its elevated and prestigious
status; yet there is no doubt that
Edlavitch is opposing the culture of
occupation and violence predominant in
society, as well as the masses who buy
the figurines.

It is no coincidence that kitsch is
considered typical of ceramics.

Kitsch, as stated, is intended for mass
production - and ceramics is clearly

a field of mass production. This certainly
applies to industrial production using
cast or press moulds. Such methods of
mass production were typical of the
medium of ceramics long before the
industrial revolution. We know that

press moulds for ceramics existed as

far back as the second millennium BC.
Furthermore, a ceramic work that is not
cast is usually the end result of a process
in which the ceramicist produces an
evolving series until he/she succeeds in
creating a satisfying object. The artist
will later duplicate the same object

with minor changes making it into

a series. Ceramics is thus one of the first
industrial forms of arts, which was often
used to convey messages to the masses —
for example in religion.

The fact that the ceramic work is
duplicated by its very nature makes the
debate on originality and reproduction
redundant. Each object is simultaneously
an original and a copy. Advanced technical
capabilities to produce large quantities
without damaging the quality, lead

to the creation of canonical ceramic
representations. Kitsch ceramic works
designed for the masses are perceived as
beautiful and pleasant - works that will
suit every home. Anyone who wishes to
decorate their home can purchase ceramic
pieces that suits their economic status.
These objects - a vase, a decorative plate,
a figurine of a deer or a crying clown — will
all suit a standard living room, irrespective
of the consumer's lineage, education and

political orientation. In this respect, kitsch
is equal and universal. Simultaneously,

a sub - culture of kitsch arose for the more
affluent population with a profound
understanding of the medium. These
series of industrial porcelain objects
display meticulous detailing, methods of
production and material. This high quality
kitsch can be seen in the private collection
of Reuven Nardy.

(Pages 10 —13).

In his seminal paper from 1939, "Avant-
Garde and Kitsch™, Clement Greenberg
argues that kitsch is founded on

a mature cultural tradition that it uses
for its own purposes. "It borrows means,
tactics, strategies, useful laws, and
themes, makes them into a method

and gets rid of the surplus. It draws its
life blood, so to speak, from this pool of
accumulated experience."

The works in the exhibition UberKitsch
leach like parasites onto the backs of well-
known ceramic and aesthetic traditions
and exploit the delineated shapes to
emphasize new themes. The familiar
forms - plates, figurines, fertility icons,
Faberge eggs - all serve as a platform
with historical ties on which a new
contemporary statement can be created.

4 Greenberg, Clement. "Avant-Garde and Kitsch." Hamidrasha Art school Periodical. Beit Berl. Vol 3, 2000, 15-34

(Translation Elinoar Berger)
5 Ibid
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UberKitsch / Super-Kitsch
Roy Maayan

Kitsch is traditionally perceived as

a creation of bad taste, with a cheap

and manneristic appearance. There

is a clear dichotomy between high

art and kitsch - low art. Kitsch is
intended for less informed consumers,
those who claim to understand art,

yet lack a refined sense of taste and

a critical eye; the mainstream, the
commonplace art consumer; pseudo-art
for mass production and for the masses.
Categorically, there can be no creation
described as high art and simultaneously
as kitsch. A kitsch artwork will forever be
defined as bad or low art.

Since the term kitsch was coined in
Germany, during the second half of

the 19th century, art historians have
attempted to clearly define the concept.
Thomas Kulka* suggests that two
conditions need to exist: "1. Kitsch
describes a subject that is usually
considered beautiful or emotional.

2. The subject or the object described as
kitsch is easy to recognize." It is clear that
these distinctions are relative and depend
on context and time, thus are subject

to interpretation, for, what is beautiful?
And what is easily recognized? Things
that are at one point in time considered
beautiful may become meaningless over

the years, and even ridiculous. A topic that
at a certain point in time is considered
mysterious and even subversive, can
become outdated and manneristic.
Donald Kuspit? also argued that "to be
modern means to sooner or later become
kitsch, that is to say, cliché - meaning
that it has become common property.”
Therefore, every image, once entered
into the world, is destined to become
worn-out, and thus kitsch. Subsequently,
says Kuspit, "Once becoming cliché, the
subject and object seem... totally open,
accessible to all: they reveal themselves
openly, and tempt us into believing

that they contain not a single trace of
mystery or strangeness - that is, they are
free of internal contradictions - and that
experiencing them is not painful because
no effort is required to know them." But
themes that are considered trivial are
often a misrepresentation of triviality,
when in fact they suggest, and sometimes
even explicitly make statements that are
difficult to digest. These themes, with
their sharp critique, wait like a snake
under a rock, ready to strike the calm
observer who mistakenly thinks that

he is witnessing a work of kitsch.

Kitsch is characterized by repetition,
redundancy, glam, bold and bright colors

1 Kulka, Thomas. What is Kitsch?, From lyun, Vol 31, books 1-2, 1982
2 Donald Kuspit, By Kitsch Possessed. Jiri Dokoupil's Satirical Art, in: Arts Magazine, December 1991, vol 66, No 4, p. 35

3 Ibid

and on the thematic level it exemplifies
over-sentimentally, seduction, and
representation of the pleasant and
beautiful sides of life while clearly
excluding the dark and painful aspects.
These elements create a language that
does not suffer from the modernistic
kyphosis stemming from the idea of art
pauvre, or its message, but contrarily,
celebrate the redundant and the
excess. The works in the exhibition
UberKitsch use the very aesthetics that
are usually ridiculed by trend-setters
and connoisseurs, and raise critical,
subversive or ironic issues - which can be
ideological or form related.

Kitsch itself, as a negative definition, may
be difficult and complicated to identify.
Kitsch can pose as art, displaying
seemingly high aesthetic and material
values, in order to be considered higher
than it is, more esteemed and even more
expensive. Only the sharp and skilled
consumer of art will be able to detect
that the works are actually over-used

and sentimental representations.

The exhibition UberKitsch offers

a reverse model - the works could be
mistakenly interpreted as kitsch while
they are actually artworks that deal

with themes that are not necessarily
beautiful, and they are certainly not easy
to identify as they are hidden by the
pleasing kitschy aesthetics.

Many artists use aesthetics identified

as kitsch as a transparent medium. This
aesthetic has become so recognized that
various artists use its properties or parts
as the basis for their creation. Despite the
intense color and excess, the "kitschy"
base may be considered a white canvas,
or white noise. Thus, the scholarly viewer
who encounters the clear and identifiable
aesthetic treats it as background and
looks for additional messages.
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photo 1

The ceramic artist Eleanora Orly Edlavitch,
created porcelain figurines associated
with cast mass production (photo 1). The
delicate female figures, dressed in their
best and brightest garments, wearing
wide-rim hats, which traditionally held

a bouquet of flowers or a pet —are now
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