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Untitled, 1982. Watercolor, 11x11 cm

N"D 11X11 ,0'N 'W2X .1982 ,N1NID N117
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Untitled, 1980. Watercolor, 11x6cm
N"0 6x11 ,0'N 'VIX .1980 ,NNID N17
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Untitled, 1962. oil on canvas, 40x31 cm
N"D 31X40 ,T2 7V |NW .1962 ,N1NID N77
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Untitled, 1965. oil on canvas, 80x65 cm

N"D 65X80 ,T2 7V |NW .1965 ,N1NID N77
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Untitled, 1978. Watercolor, 24x33 cm
N"0 33X24 ,0'N 'W2X .1978 ,N1NID N17
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Untitled, 1978. Watercolor, 18x32cm
N"D 32x18 ,0'N 'V2X .1978 ,N1NID N117
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Untitled, 1980. Watercolor, 16.5x15 cm

N"0 15X16.5 ,0'N 'VIX .1980 ,N1NI1D N77
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Untitled, 1980. Watercolor, 24x33cm
N"0 33x24 ,0'N 'VIX .1980 ,NNID N77
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Untitled, 1965. Acrylic on paper, 21x25 cm
N"D 25Xx21 ,71M 7Y J'7TIN L1965 ,NNID N77
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Untitled, 1965. Acrylic on paper, 15.5x30cm
N"D 30X15.5 ,1" 7V P'7"PN L1965 ,NINID X717



Untitled, 1977. Watercolor, 33x22 cm

N0 22x33 ,0'N 'V2X .1977 ,N1NID N7
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Untitled, 1985. Watercolor, 24x20cm
N"D0 20x24 ,0'N 'VIX .1985 ,NNID N77



Untitled, 1982. oil on canvas, 80x55 cm

N"D 55X80 ,T2 7V |NW .1982 ,NINID N7
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Untitled, 1982. Acrylic on paper, 26.5x19 cm

N"D 19X26.5 ,1" 7V P'7"PN 1982 ,NINID X717
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The Jerusalem Post 1982 .]an 1'ND

“It was inevitable that a painter should eventually come up with the
solar collector panels at the ubiquitous dud shemesh as a theme.
Isabelle Weisz, trained at the Ecole des Beaux Arts in Paris, has not
made the sun heater her main theme, but its panels appear in most of
her forceful paintings. Weisz employs a brutally formalized style to depict
roof tops and what we see through our windows, painting in the bounded
areas with an equal bold hand.

Occasional use of collage seems unnecessary. While neither her chalky
color nor her rather better sense of composition has yet asserted itself,
she is clearly an artist with more up the sleeve of her smock.”

The Jerusalem Post Magazine. Meir Ronnen.1982
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Untitled, 1982. oil on canvas, 80x70cm
N"D 70X80 ,T2 7V |NW .1982 ,N1NID N77
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Untitled, 1979. oil on canvas, 100x60 cm
N"D 60X100 ,72 7V |NW .1979 ,NINID N77
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Untitled, 1982. oil on canvas, 60x70cm
N"D 70x60 ,T2 7V |NW .1982 ,N1NID N77
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Untitled, 1982. oil on canvas, 80x80 cm
N"D 80X80 ,T2 7V |NW .1982 ,NINID N7
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Untitled, 1982. oil on canvas, 90x90cm
N"0 90X90 ,T2 7V |NW .1982 ,N1NID N77



Untitled, 1977. Pastel on paper, 17x12 cm
N0 12x17 ,01M 7Y 7009 .1977 ,N1N1D X117
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Untitled, 1989. oil on canvas, 48x53cm
N"D 53x48 ,T72 7V |NW .1989 ,N1NID N77
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Untitled, 1986. oil on canvas, 34x39 cm
N"D 39X34 ,T2 7V |NW .1986 ,N1NID N717
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Untitled, 1987. oil on canvas, 80x130cm
N"0 130x80 ,T2 7V |NW .1987 ,NINID N77
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Untitled, 1989. oil on canvas, 69x78cm
N"D 78x69 ,T2 7V |NW .1989 ,N1NID N77
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Untitled, 1989. oil on canvas, 84x80 cm
N"D 80Xx84 ,T2 7V |NW .1989 ,N1NID N77




Untitled, 1989. oil on canvas, 80x70cm
N"D 70X80 ,T2 7V |NW .1989 ,N1NID N77




Untitled, 1990. oil on canvas, 80x80 cm
N"D 80X80 ,T2 7V |NW .1990 ,N1NID N77



Isabelle:

So beautiful when young,

So beautiful throughout the years;
Your noble gestures,

Your gentle colors,

Lively, sometimes sharp;
Exploding, reassembled,

Loud, screeching,

Touching the very depths of being;
A window on the world—

The world framed in your window;
The ocher mountains of Israel;
Presence, absence,

The tremor of being;

Your look, your soft look,

Loving, deep,

Just being there

In the moment,

Smashing and reconstructing;
Old doors

Old walls, flaking,

Mildewed, scratched,

The blanket of time,

Which cleanses

And, always there, interrogates us;
Witness of obstacles,

Of adventures in the city—

The gesture that returns,

Warm, so very present,

The pictures in the living room:
You are there—

Present, absent, present ...

Marcel Chetrit, September 11, 2014



Untitled, 1989. oil on canvas, 59x59 cm
N"D 59X59 ,T2 7V |NW .1989 ,N1NID N77
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Untitled, 1989. oil on canvas, 60x100 cm
N"D 100X60 ,T2 7V |[NW .1989 ,NINID N77
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Untitled, 1989. oil on canvas, 50x70cm
N"D 70X50 ,T2 7V |NW .1989 ,N1NID N77



Untitled, 1989. oil on canvas, 30x45 cm
N"D 45X30 ,T2 7V |NW .1989 ,NNID N77
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Untitled, 1989. oil on canvas, 80x100cm
N"0 100X80 ,T2 7V |NW .1989 ,NINID N77

53



Untitled, 1989. oil on canvas, 70x107 cm
N"0 107x70 ,T2 7V |DW .1989 ,NINID N77
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Untitled, 1989. oil on canvas, 55x65cm
N"D 65X55 ,T2 7V |NW .1989 ,N1NID N77



Untitled, 1989. oil on canvas, 100x80 cm
N"D 80X100 ,T2 7V |[NW .1989 ,NINID N77
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Untitled, 1989. oil on canvas, 95x60cm
N"D 60X95 ,T2 7V |NW .1989 ,NINID N7



Untitled, 1998. oil on canvas, 70x90 cm
N"D 90X70 ,T2 7V |NW .1998 ,NNID N717
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Untitled, 1989. oil on canvas, 80x70cm

N"D 70X80 ,T2 7V |NW .1989 ,N1NID N77
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Untitled, 1992. oil on canvas, 90x70 cm
N"D 70X90 ,T2 7V |NW .1992 ,NINID N77
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Untitled, 1992. oil on canvas, 76x101cm
N"D 101X76 ,T2 7V |DW .1992 ,NINID N77



Untitled, 1997. oil on canvas, 80x40 cm
N"D 40X80 ,T2 7V |NW .1997 ,NINID N717
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Untitled, 1993. oil on canvas, 62x53cm
N"D 53x62 ,T72 7V |NW .1993 ,N1NID N77




Untitled, 1998. Watercolor, 24x32 cm
N"0 32X24 ,0'N 'W2X .1998 ,N1NID N17
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Untitled, 1995. Watercolor, 42x27cm
N"D 27X42 ,0'N 'W2X .1995 ,N1NID N117




Untitled, 1995. oil on canvas, 80x85 cm
N0 85X80 ,T2 7V |NW .1995 ,N1NID N77
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Untitled, 1994. oil on canvas, 130x130cm
N"D 130x130 ,T2 7V |NW .1994 ,NINID N77
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Untitled, 1998. oil on canvas, 99x79 cm
N"D 79X99 ,T2 7V |NW .1998 ,NNID N717
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Untitled, 1997. oil on canvas, 90x90cm
N"D 90X90 ,T2 7V |NW .1997 ,NNID N717
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Untitled, 1997 oil on canvas, 80x100 cm
N"D 100X80 ,T2 7V |PW .1997 ,NINID N77
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Untitled, 1997. oil on canvas, 70x90cm
N"D 90Xx70 ,T2 7V |NW .1997 ,NNID N77
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Untitled, 1997. oil on canvas, 70x88 cm
N"D 88Xx70 ,T2 7V |NW .1997 ,NINID N717
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Untitled, 1997. oil on canvas, 70x80cm
N"D 80x70 ,T2 7V |NW .1997 ,N1NID N77
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Untitled, 2000. oil on canvas, 79x99 cm
N"D 99X79 ,T2 7V |NW .2000 ,NINID N77
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Untitled, 2000. oil on canvas, 98x80cm
N"D 80x98 ,T2 7V |NW .2000 ,NNID N77




Untitled, 2000. oil on canvas, 60x100 cm
N"D 100X60 ,T2 7V |NW .2000 ,NINID N77
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2000 "I' ,0019 0701772 AN A'ND

“Dozens of paintings now at the Jerusalem Artists house are about
landscape, urban and otherwise... The most painterly work is by Isabelle
Weisz, which makes an albeit unresolved abstraction of a ruin and some
trees....”

Meir Ronnen, Jerusalem Post, June 2000



Untitled, 2000. oil on canvas, 100x100 cm
N"0 100X100 ,T2 7V |NW .2000 ,NINID N77
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Untitled, 2003. oil on canvas, 70x80cm
N"D 80x70 ,T2 7V |NW .2003 ,NINID N77
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Untitled, 2009. oil on canvas, 80x100 cm
N"0 100X80 ,T2 7V |NW .2009 ,NINID N77
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Isabelle,

Belle dans ta jeunesse,
belle au long des jours,
ton geste généreux,
couleurs tendres,
vivantes, acides parfois,
éclatées, recomposées,
bruyantes, crissantes,
touchantes au tréfonds de |’étre.
Fenétre sur le monde,

le monde dans ta fenétre.
Ocre des montagnes d’lIsraél,
présence, absence,
vibration de l’étre,
regard, ton regard doux,
aimant, profond,

étre 13,

dans l’instant,

briser et reconstruire,
vieilles portes,

vieux murs décrépis,
rouillés, grattés,
couverture du temps,

qui décape,

et qui, pourtant la, nous questionnent,

témoin des obstacles,

des aventures de la ville

ce geste qui revient,
chaleureux, si présent,

ces toiles dans le salon,

tu es 3,

présente, absente, présente...

Marcel Chetrit, September 2014



Untitled, 2001. oil on canvas, 95x75 cm
N"D 75X95 ,T2 7V |NW .2001 ,NINID N77
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Untitled, 2001. oil on canvas, 60x70cm
N"D 70X60 ,T2 7V |NW .2001 ,NNID N77
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Untitled, 2002. oil on canvas, 100x90 cm
N"D 90X100 ,T2 7V |[NW .2002 ,NINID N77
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Untitled, 2002. oil on canvas, 100x90cm
N"0 90X100 ,T2 7V |DW .2002 ,NINID N77
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“In the Spring of 1996 | came with a camera to Hebron, intending
to meet my son, who was, at that time a soldier serving in the
Golani brigade. Regrettably, | was unable to meet him, but instead
encountered the shuttered store doors, which bewitched me.
| have been fascinated for some time by the colors and outcry of
these doors, so pervasive in the “territories”. | decided to
photograph them, not necessarily for their inscriptions and
graffiti, but for their impression and forcefulness.

The exchanges of vivid and striking colors, by Jews and Arabs
alike, express more than anything else the violence prevalent in
the daily life of this city.

| have attempted, on a number of occasions, to paint these doors, but was
unsuccessful. The Jewish- Arab conflict did the work for me, leaving up to
me only to make photographic records. This Exhibition Carries no political
message.”

Isabelle Weisz, December 1998
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Untitled, 1998. Inkjet print on paper, 70x100 cm
N0 100X70 ,1™ 7V I'T NPATA L1998 ,NINID N7



Untitled, 1998. Inkjet print on paper, 70x100 cm

N"D 100X70 ,1™M 7V I'T NPATA L1998 ,NINID N7
88



Untitled, 1998. Inkjet print on paper, 70x100 cm
N0 100X70 ,1™ 7V I'T NPATA L1998 ,NINID N7
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Untitled, 1998. Inkjet print on paper, 70x100 cm

N"D 100X70 ,1™M 7V I'T NPATA L1998 ,NINID N7
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Untitled, 1998. Inkjet print on paper, 70x100 cm
N0 100X70 ,1™ 7V I'T NPATA L1998 ,NINID N7
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Untitled, 1998. Inkjet print on paper, 70x100 cm
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Untitled, 1998. Inkjet print on paper, 47x100 cm
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Untitled, 1998. Inkjet print on paper, 70x100 cm
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Untitled, 1998. Inkjet print on paper, 70x100 cm
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Untitled, 1998. Inkjet print on paper, 70x100 cm
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Isabelle Weisz: Lens as a Paint Brush

When you discover Isabelle Weisz’s photographs, you immediately sense the osmosis of
photography and painting. The artist uses her lens as a paintbrush and you actually see
lines of color, creating the impression of a painting.

HaModia: What was your journey to utilizing photography as a tool to express yourself?
[LW.: It was lengthy. | started painting in France, where | worked as a psychologist.
Beginning in 1972, when | made Aliyah, | started teaching drawing to children, while
continuing my own painting. After many years of painting, | started feeling a need to go
outdoors; and in 1996, when my son was on IDF reserve duty in Hebron, | felt an urge to
go there and capture the surroundings with my camera. Later, in Acco, | discovered the
technique of superimposing photographic images. | was drawn to this medium but only
the second intifada motivated me to continue in this direction. | could sense the violence,
the brutality | had packed into my photos.

HaModia: What is unique about your art?

[.W.: | connect the painting and the photograph through the colors and the structure. | see
things that sometimes elude others, because they do not have the necessary perspective.
It is as if the pictures create themselves. | know that the non figurative aspect of my photos
reminds one of abstract painting, but that is involuntary, | am coerced into this approach.
HaModia: Where do you find your inspiration?

[.W.: | stroll through the streets of Hebron and Acco, pausing in the places where I'm
drawn by my eyes. | react to the momentary inspiration with no advanced thoughts. My
photographs attempt to explain the prevailing interactions between Jews and Arabs. This
struggle pushes me towards photography. My photos capture the Israeli reality in a brutal
way, they represent it’s violent dynamic. They are graphic, descriptive. They represent this
factuality and approach it like waring brush strokes. | am looking for a way to merge the
photos with the paintings on the walls.

HaModia: What aspect of you is reflected in your photos?

[.W.: The most colorful, the picturesque. My photographs are highly personal. They
translate my style in the form of a struggle of brush strokes. | really don’t see myself as
a drafted artist. My photos represent my holistic connection with Israel and with Judaism
without distorting the plastic side of reality.

HaModia: What message do you relay to your audience and what is their response?

[.W.: The graphic nature of my photos helps to convey the reality. My photos are displayed
in galleries in Jerusalem and abroad. When | have exhibitions of my work, | see that they
move the audience, be it Israelis, French speakers or others. | witness very powerful
positive reactions.

HaModia: Do you have pending plans?

[.W.: Of course. | hope to continue doing the things that give me satisfaction.

Naomi Greenberg, 2011
Translation : Shai Solomon
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“These are paintings more than photographs, even though | added
nothing. It was only my eye that made the selection of colors. Only
the artist’s eye can see these colors, the pre-existing paintings.

Here, too, | thought that these closed doors could swing open one day.
They could open to dialogue between Arabs and Arabs...and between
Jews and Arabs.”

Isabelle Weisz, September 2011

Untitled, 1998. Mixed Media on paper, 71x106cm
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Untitled, 2005. oil on canvas, 101x76 cm
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Untitled, 2004. oil on canvas, 30x25cm
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Untitled, 2004. oil on canvas, 30x25 cm
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Untitled, 2004. oil on canvas, 30x25cm
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Untitled, 2005. oil on canvas, 100x100 cm
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Untitled, 2004. oil on canvas, 80x60cm
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Untitled, 2003. oil on canvas, 90x100 cm
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Untitled, 2001. oil on canvas, 65x66cm
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Untitled, 2004. oil on canvas, 90x60 cm
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Untitled, 2004. oil on canvas, 54x44cm
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Untitled, 2006. oil on canvas, 100x70 cm
nN"0 70X100 ,72 7V |NW .2006 ,N1NID N77
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Untitled, 2004. Watercolor, 29x33cm
N"D0 33x29 ,0'N 'VIX .2004 ,NNID N77

113



dimension, despite its expression of “interiority,” the painting is not self-contained; rather, it is a
struggle that openly takes place before our very eyes. This is the source of its mysteriousness. In
terms of the painting’s content, it appears to strive to interact, offer itself, volunteer, share, to be
honest and open, and most importantly expose itself, always “en route” to a certain “somewhere.”
Weisz’s complex and cumulative iconography, oscillating between figurative and more amorphous
or “abstract” images, is posited in an increasingly larger number of paintings out of openness
to interpretation that leads it to the verge of the loss of meaning. As soon as an image appears
more than once, you can rest assured that it will re-appear in additional paintings. The unfulfilled
potential of deciphering the icon, motif or image, Weisz appears to be thinking, remains unfulfilled
in the painting as well. Hence, she appears to be saying through her work: “It is not up to you to
finish the task.”

“Painting is a commandment,” is a hefty and surprising statement when it comes from a fledgling
artist, which should be considered with all seriousness. | am gladly stressing this expression of
Weisz’s. The recurring motifs let show an underlying ambition propelled by dissatisfaction with the
goals set, more than an intention to once more enjoy their beauty and comeliness. This impression
becomes suddenly clear as a result of a prudent return to the point of departure. At most, in
these quiet quarters her painting expresses repose, consolidation, gathering strengths for what
is yet to come. The tight knit epic (Weisz is neither wasteful nor frivolous), that she has left for
us clearly shows that her art is manifestly innate. Her gaze is subjective, but not psychologistic
or individualistic; spiritual but not mystical. Her paintings are enshrouded with secrets but share
their content generously and do not condescend over the viewer, or remain aloof from the world
as a whole. In Weisz’s world the external mystery is not an objective fact, as it relies on, or is
conditioned by, the internal mystery. They are interdependent: sometimes the subject can rest in
the shadow of an actual tree standing in the actual outdoors, in the same way that sometimes he
finds repose from nature internally, within himself. But according to Weisz, humans are most often
a window that is burst open / shut tight, on the cusp, between two abysses, between two realms
of mystery, wondering also who is that “third person” living inside of him, looking this way and that
way, into both sides of the void.

As one examines Weisz’s paintings one is overtaken by an immediate sense of zeal, acceptance
or understanding, even if the painting defies explanation. In my view, this is an important and
uncommon aesthetic achievement which is both and at the same time far from being an “object.”
This is why it does not display stylistic uncertainties, “painting of a painting,” or a private language
in the sense that is a mannerism. For example, the natural presence of the abstract and the
figurative, the expressive and the formalistic, in the transitions between one to another throughout
her works and/or, as it often happens, in shifts from one canvas to another. Isabelle Weisz'’s
painting act brings to mind “modesty” but it is founded on the pretension and strict wish to paint
as though one performs a religious commandment.

When we look at these paintings it is hard to imagine that they came from the young and quiet
woman gazing at us from the photos taken in Paris of the 1960s. The woman who will become
an Israeli artist, mother and housewife; whose manner is bespeaks pleasantness and modesty,
nothing else; who does not say much or share her secrets. Isabelle Weisz is without a doubt an
active volcano that clenched its teeth and traversed an entire universe. And yet, from the very little
she has left us, we can do the guesswork and create new worlds by accepting the invitation of
her serious “wink.”

Albert Suisa, September 2015



monumental series that | shall call here The Lagoon and The Mountain.

The cyclical motion of the color black that parallels the cyclical repetition of themes in her paintings,
compels me to describe Weisz as a “tenebrist,” but not in the usual sense of a style of painting
abounding with shadows and light-shade games, but more in the sense of an artist that descends
to the netherworld or travels in realms of desolate darkness. Some of Weisz’s unfinished paintings
bare the application of her base colors, a repetitive dark bed of blots of black, purple and very dark
turbid brown, a little bit of green and rusty red. Weisz’s black functions as a color very seldom, as
it usually forms a mass, a dark wet bog, mental states in which it is hard to distinguish between
hues, which nonetheless attest to an enormous effort to gaze directly and discover the light that
the color black had absorbed. Weisz appears to invert Plato’s cave: the interior brightens up and
accommodates reason, whereas the exterior is pitch black. Hence, in her landscape paintings
close objects are an eruptive, turbid density, whereas distant objects brighten up and expand both
mind and knowledge.

Black, is sometimes camouflaged, on other occasions looking through the lattice, always lurking
in Weisz’s painting in a crouching position, ready to expand, as the red waves signal it to go
ahead. Red and black are not a standard coupling of opposite colors here, but the other way
around: these colors maintain a sinister connection. That is why as long as red appears in her
paintings without any reference to black, or the other way around, we can be calm. But as soon
as they appear together, they create the tension of co-conspirers in a plot that would drag the
composition to a dangerous position. Finally, the black remains standing all alone before the
infinite skies, and like Kazimir Malevich’s Black Square (1915), which is often doubled or trebled in
the painting, the color black is an epidermis, a shell posing as blindness, a painting gesture open
to infinite interpretation, underlain, perhaps by what Ludwig Wittgenstein defined in his Tractatus
Logico-Philosophicus as “What we cannot speak about and must pass over in silence.” And yet,
Weisz’s obsessive repetition on the black blot motif appears to resist this claim. Indeed, here the
black appears to “absorb” the light and turn it into material energy, a scientific fact infused with a
sinister kabbalistic-mystical motif.

Watch over yourself, for the evening bodes well

It’s just not clear from whom and how.

For the wind, which does not speak,

Caresses your shoulder and not for nothing.

By moonlight and lamps the city is illumined

Watch over your life, your sense, watch over yourself.

Isabelle Weisz - Epilogue

Evening came. Its beauty not yet surpassed.
Evening came. It already replaced the sky.

From what has been said up to this point and what will be said below we may surmise that
contrary to the consensual euphoric arbitrariness in the world of art regarding the artwork, Weisz’s
painting does not strive to be finished, absolute, self-sufficient. As for its material dimension, |
would say that there are a few indications — the surface, quality of colors, impatient technique —
that her painting does not even strive to exist at all costs. The prudent and pre-meditated act or
the action that erupts later on, are more important than the painting itself, certainly more than its
body, the “object” borne out of the fulfillment of a “commandment.” Her paintings are not hallowed
artifacts but they do convey a living testimony of the spirit. Whereas in relation to the conceptual



effort on the part of reason, but this does not mean that its consequences are purely rational. At
the same time, in paintings of particularly stormy struggles, or when they appear in the dimness of
titanic eruptions, a extinguished lamp is an ambivalent object representing both death and hope,
a potentiality or an idea of light, “light sown for the righteous” (Psalms 97:11). It appears that the
extinguished lamps are simultaneously an anxiety from lack of “inspiration,” and perhaps also of
helplessness against and expectation for the inner light to shine through and light up the painting
and the world from within.

The Palette Paintings from the chapter The Palette

Tell me, innocent girl, whence do you know,
That life was made not to teach us wisdom,
That is was made to take our sense away?
Tell me, how? Why? Who told you that?

Tell me, whence? Who gave the secret away?

See page 79

See page 45 See page 49

Indeed, the dialogue between the constitutive painting of 1963 and the masterpiece of 1965,
testifies like a thousand witnesses that Weisz has a unique artistic language that she employs as
she charges at her work. However, over time it is clear that she hankers for the most elusive and
instinctive language of painting: the language of color, where emotion reigns supreme. Weisz’s
color palette emerges as a site of a mighty clash on a single patch, one spot of light, in a sea
of darkness or a desolate realm that spreads across both canvas and soul. Sometimes, this is a
struggle between that which shines and that which is shone on, between the natural darkness
of the night and the inner darkness of the soul. This struggle draws on the very same ambivalent
boundary between the sea of infinite abstraction and finite, well-defined figurativeness at the
center of the window.

This does not mean that Weisz intentionally drifted toward the abstract, and certainly not “officially,”
as an “experiment.” When she writes, “ | came to learn how much structuring painting requires,
and how easily it could have been given out for free, were it only emotional,” we come to see
that as far as she is concerned the struggle takes place in painting between that which “requires
structuring” one the one hand, and that which is “given out for free” on the other hand; that is,
the point where painting is nothing but the expression of emotion free from the reign of organizing
thought. She aspires to paint with emotion and truth alone.

Nevertheless, | believe it would be correct to say that insofar as Weisz'’s inner personal narrative
is concerned, her painting journeys toward climactic images: motion renewed in several parallel
series, each of which seems to progress toward the site of encounters between masses and
colors. The canvas abounds with events in the visible space of themes and landscapes. But in
the implicit dimension of the color palette, the main axis along which Weisz’s painting progresses
is a spectrum of hues of a single primary color — red mostly, sometimes blue — which interact
with three to four additional neutral colors that tend toward warm and dark hues. But they must
be taken into consideration in tandem with another prominent feature of her work, which is the
unigue and massive, and | would say even decisive, use of the color black on its many hues, as a
color that supports her painting and preserves its inimitable beauty. Starting with the black frame
that projects both inwardly and outwardly the somber, grayish character of the view of the roof,
as it peeks from underneath the red and brown hues of the house and its chimneys in the 1963
painting; moving over to its constant trickle into of her landscape series of works and its complete
domination over the pitch black monochromes; and ending with its decidedly symbolic role in the
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same continuum with the abstract function of the soil, air and sky, whose semantic role in the
painting has deep roots and firm grounding.

This process is most evident in the order of appearance of the lamplights. As they are still close
to their usual artificial environment they “grow” as though already forming an integral part of
the painting: a plant among its fellow plants, a firefly from another world, as if the human idea
of lighting up the nocturnal space is a graceful miracle that extends beyond the banality of the
obvious. At first they appear as an object in the “world”; slowly, “nature” entwines itself and unites
with them, and finally they become the most conspicuous “thing” in the painting as a new “figure”
or an abstract shape. Here they bend down along with the sky above a withheld convocation of
heavy “eruptions,” there they drown in a sort of close-up of an enormous outburst of one of those
eruptions, never shedding light on anything, which is for the better; for they are the very “light” of
light.

We are led to realize that Weisz’s landscape, even when displaying an allegedly external view, or
when it displays a wholly internal world, is a constellation of a visual field emanated or displaced
unto other fields in the realms of the mind, emotion and spirit. And so, relying on their united
re-emergence with nature’s conductivity, Weisz’s painting abstracts away the functional figures
of which it is comprised, moving back and forth in a timeless time towards a colossal struggle
about to take place in materials, modes of existence, primeval forces, earth, water and sky, a
primordial state of mind; to a place where light and darkness are one and only the wind hovers
restlessly above the painting’s two-dimensional void. Now, the absence of a human figure in
Weisz’s painting is juxtaposed against the transformed presence of the human qualities in nature
and finally assumes a clear meaning. Like the painting itself, everything is about conductivity,
motion from one essence to another, metamorphosis; this is how we, humans, though we feed off
the world, do not form an inseparable part of its material foundations, but are rather conducted
from one sphere to another, serving as conduits of something else to another “place.”

Paintings from the ghapter That which
That which Shines and that which is Shone on Shines and that which is Shone on

Watch your tired soul, watch yourself

Watch over your life, your sense, watch over your life
Your hair, watch your skin, watch your beauty,

Watch over your kind heart, embrace it with your hands.

See page 72 See page 58

In retrospect, a close examination of the two constitutive paintings, as well as their immediate
and later counterparts, will reveal that Weisz exercised from the very beginning a unique and
instinctive sensitivity to light. The first painting tenebrously alternates between light and darkness,
whereas the second painting is lit by its interiority, which strikes against the back of the colors.
Light which is initially internal-emotional or rational and symbolic, and later takes on the most
common light-conducting objects and assorted modern lighting devices, which slowly abstract
themselves until they become conduits of the ancient and most enduring metaphor of all types of
human knowledge: light as representation of the truth.

The extinguished lamps perhaps represent the phenomenon of the conceptual failure inherent to
a reality in which Being always appears as a chaotic, dark agglomeration, which is impenetrable
despite the fact that the visible and impeccably structured matter is lit in a “natural” light and in
the light of historical and scientific technology. However, it emerges that the truth, in any sphere of
knowledge, even mysticism, is never given to us; rather, it must be discovered and shone on with
the light of reason. Thus, it appears that even the painting in question is an honest and instinctive



pole; sometimes several panels are placed in an infernal stain of light in a sea of darkness, and at
other times they appear at the heart of a graceful pastoral scene as an optimistic expectation from
nature to restrain the dark. We also come across them as intelligent creatures demonstrating great
boldness to look straight at the inevitable task of mourning alongside life’s gushing inertia, or at
the hidden morbid element of nature and life, as in the images of genteel cemeteries with gardens
and Edenic water fountains of symbolist painters. This idea is expressed in one or two paintings,
movingly and heroically as the solar panels blend completely with the opague windows, while
living flowers amass at their sills as a reminder of the house’s fragility. Another painting presents
the panels like an open Book of the Dead grazed and covered by exceedingly lively blooming violet
petals and reddish embers.

We could have said that the solar panels symbolize contradiction and double entendres: on the
one hand they generate positive energy and are ecological, but metaphorically, their execution of
this task is macabre, as they swallow as much light as possible into their black innards. But from
the moment Weisz ties them to the European chimneys that emit black coal and pollute the air
with the wood burnt at their base, and once we recall the saying “Man is the tree of the field,” the
association sends shudders down our spine.

Paintings from the chapter And other Conduits
| '

And other Conduits

Watch your tired soul, watch yourself

Watch over your life, your sense, watch over your life
Your hair, watch your skin, watch your beauty,

Watch over your kind heart, embrace it with your hands.

See page 75 See page 69

Lights, utility poles, solar panels and antennas are almost steadfast “landscape” items in Weisz'’s
paintings. Yet, this does not mean that her landscapes are urban. What is more, we can say
that she is not that interested in such landscapes. The way they are placed or cultivated in her
paintings appears to indicate that the realistic “order of things” in which they were embedded was
slightly shifted and linked with another symbolical sphere, as though Weisz wanted to shake them
and place them between reciprocating worlds that ceaselessly pose us new riddles. The function
in the same way that the tempestuous flower bouquets or the flower vases that silently await,
isolated from their natural surroundings and generate inside the house a meta-photosynthesis
which is nothing other than the meaning they impart to the painting, between blooming and
wilting. What they share with the painting is the fact that like the painting itself, they are conduits
of something invisible.

The terminological chain begins to unfurl in the viewer’s mind with ever growing speed: light waves,
sound waves, electricity, energy, radio, radiation, electromagnetism, input-output, and so on; they
are all expressions that verge on the intangible. In any event, it seems that from a metaphorical
perspective the “invisibility” of the thing of which they are conduits now comes to the forefront
thanks to a transformation in the conduits themselves, which brings them closer to immateriality.
Like the window, the things in themselves must undergo processing and deconstruction of
their figurativeness in order to be the things of the painting, without becoming wholly abstract
or detached from any “meaning.” The familiar image of the solar panel or antenna is suddenly
transformed beyond the signification of their own existence and become an “intentionality” that
aims to pierce through existence itself. For, in our mind, the copper wires do not conduct electricity,
or the antenna poles receive and conduct the sound waves in the same way that clouds “conduct”
water and rain. In order to let the “sound” in the sound wave and the “energy” of electricity speak,
Weisz performs a subtle diversion away from didactic symbolism in order to place them on the
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out a threatened, mysterious interaction with two bizarre tower-like structures — more solar panel-
chimney hybrids in the painting’s left-hand side — ascending from a hot black surface that grows
increasingly redder like boiling lava the higher it rises. Another eruption, from the same year,
seems to pick up from where its predecessor had left, trapped between blacks and whites in the
four corners of the canvas: superimposed on one another, one nurtures or infects while the other
seals or blocks, respectively. The towering wave of dark-greens that flanks the cluster of bright
yellows and greens is very dramatic, like war between light and darkness. And again, an eruption
from 1986 displays a formal scheme, an interim seal of a mighty clash of masses that harks back
to the 1982 eruption, only this time it is brought to conclusion or nipped at the bud. Another, very
exciting eruption from 1989 is brought about by a new, unexpected spatial conception, which
appears to suck the viewer that descends from above into the gargantuan whirlpool that sinks
into a black abyss, into the black window square that Weisz repeatedly places in many of her
paintings. This continues until the ultimate eruption, also from 1989: horrifying, magisterial and
mysterious, the sighting of a burning bush or the beginning of an apocalyptic vision; or is it an
unexpected image of a heart-wrenching cry, a preposterous yet astonishing attempt to “paint” the
very “voice” of Edvard Munch’s The Scream. An ever growing number of eruptions continues to
surface, as a driving and driven force, at times hidden, at times excited and peeking underneath
the layers of color, in nearly all of her paintings.

Paintings from the chapter Solar Panels

Solar Panels

Behind iron bars and barrels

The sea breathes, big and strange as a hospital.
Darkness came, lit by lamps and letters.
Darkness came, lit by words and embers.

See page 41 See page 73

As we have said, Weisz traded the European roof chimneys for Israeli solar water heaters. Taking
a closer look we will immediately see that Weisz is not at all interested in the common sight of
Israeli rooftops (symbolistic in Jerusalem, compositional in Tel Aviv), nor in their function in the
Israeli landscape. In fact, she is preoccupied to the point of obsession with the solar panels in
themselves as a shape and color and an irregular image. Moreover, sometimes she is interested in
the very construction or architecture of the structure that holds together the panels and the water
heater, as she does in the fabulous painting where she draws a comparison with the arches of
an antiquated building, creating an orgiastic dialogue of water and sky that correspond with the
natural light and the blue streetlights in the picture. There are two or three more paintings where
she adopts a positive outlook on this technological landscape, which can be just as wild as the
great outdoors: solar panels, antennas, power cables and lighting poles that confound a small
veranda or a sequestered yard at the back of a house. In the majority of paintings where they
appeatr, the solar panels have a very important and less appealing function than those examples.
Quick preliminary sketches for the oil paintings clearly point out the panels’ designated role in the
compositions.

In fact, the solar panels are a charismatic, mysterious and rather confused image in Weisz'’s
paintings. In terms of their ambivalent shape and function they recall and emphasize the conceptual
clash that windows embody. Sometimes they function as dark voids in the very back of the
painting’s perspective as enigmatic reminders seen through a window, or as a beautifully sad tune
played in captivating scenery. Sometimes they function as a strictly technical restraining device in
the composition, appearing to gesture to the light that its eruption is too merry and enthusiastic to
allow it to carefully walk between the raindrops. Sometimes the solar panel is laid at the bottom of
an optimistic sunlit painting, lashing out its tongues and rising like a smoky thicket around a lighting



landscape.” This aspect, and the manner of the windows’ appearance in the painting, are all the
more striking if we take into consideration the fact that barring one or two oil paintings and a brief,
meticulous series of drawings, these windows hardly ever reflect in Weisz’s work actual, realistic
landscapes, as they display a symbolic undergirding for the “interior,” a bold expressive statement
that does not cross the window’s threshold. The sights of the soul, emotion and passion appear
to be knocking on her windows, at times actually squeezing or prodding, knocking or throwing
themselves from another world at the pane of the fresh Israeli window and its security aids: the
drape and the blind. But sometimes the struggle is so fierce that the color at the window does not
simulate the night or real “darkness.” Rather, it appears to represent the blocking or dehydration
of the concept of “window,” becoming a burdensome oxymoron, “a blocked window,” which
suffocates instead of ventilating.

Paintings from the chapter Eruption

See page 33 See page 110  See page 68 See page 102

Eruption

The dangers are many, they number one hundred
And they rest, perhaps, in a prowling circle

Beginning in 1982, retaining the window motif, Weisz appears to set out on a new quest to engage
with each and every grid, window, “promise,” each one of those painting themes framed by the
explicit grid in the paintings from 1963-1965. First, the abstract tree from the bottom right-hand
side of the 1965 picture immediately becomes one of Weisz’s favorite themes. We must bear in
mind that we know this is an “abstract tree” only after the fact and from Weisz herself (in the quote
above), and from the reconstruction of the “image” in later drawings and aquarelles.

And so, another “eruption” painting from 1982 is somewhat reserved, with moderately
expressionistic stains of black and grey, wrapping and rising around none else but the very same
chimney from 1963 -1965. Here, however, Weisz prepares a typical syntactic surprise, a double
acrobatic “wink” as she calls is: underneath the same chimney we find two characteristic Israel
water heating solar panels looking like two black windows, square eye sockets. Only Weisz could
choose to place a chimney above them, instead of the water heating tank that comes in tandem,
creating a portentous syntactical hybrid of the chimney with the solar panels that will ultimately
take its place. The eruptive, tense effect is achieved here by making a clear division of the canvas
into “eruptive” sequestering/demarcating color/painting surfaces, and their counterparts which
“absorb” painting technique; or perhaps it is an unquestionable fingerprint of Weisz’s that we will
encounter in many of her works. The viewpoint this time is flagrantly symbolistic, exercising a
voyeuristic oblique gaze.

In 1984 we encounter another terrifying eruptive mass, a sinister gesture rising from a (red?)
source at the bottom of the painting which swirls like a morbid mushroom upward and to the left.
This wild, boggy simmer exerts claustrophobic control over two thirds of the painting, sending
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in one of the works a green tree twists across the window against the background of a struggle
between black stains that are juxtaposed against white and grey stains, which form flames of
white fire entwined with black fire. A tied up red drape is hanging to its right, emphasizing the
struggle of the green tree against the strokes of white and black flames further in the background.
And in an adjacent window, a surprising yet clearer context appears: underneath the tree that
rises up like smoke we notice a burning red roof that sends tongues of fire that graze a pasted
newspaper clip of a report about the Buchenwald death camp. The flames of the newspaper clip
now appear like bloodstains, and the two voids, the adjoining peculiar black windows, bring to
mind nothing less than the image of crematoriums. “Could we have forgotten about that?!” Weisz
appears to be saying to the series of sunlit, luminous Mediterranean window aquarelles. The
latter, the “mixed” windows, are too close chronologically to the 1982 aquarelle for us to doubt
the surreptitious interrelationships between them. The window, Weisz shows us, is not only an
ontological component of human “places of residence”; the window is also the opening through
which the world, or simply the “thief,” can intrude in the dead of the night. In the same way, the
painting, according to Weisz, is not only a window that opens up into the world but also a reminder
that if the world wants to break into you, a locked door will not make any difference.

Concurrently with the reworking of the “old” European window, from memory, Weisz reformulates
the organs of the lIsraeli window, which is more tangible than the comforting and optimistic
Mediterranean window that opens into the refrain of Alterman’s poem: “This should be a welcoming
summer’s evening.” Initially she achieves that with its light and soothing colors, and the blinds that
are ready to be shut at any moment, with the summer clothes ready for an outing, the eternal
lamp, “that will shine until we rest and fall asleep”. Hence, the painting and the musical notes and
the lost Yiddish language and its fine scents, all linger about for us to savor them. If one strolled
along these summery diurnal and nocturnal windows one could actually feel Weisz’s heartbeats
as she painted them, gentle emotional undulations between delight and serenity on the one hand,
and longings and anxiety on the other hand; between green, blue and red plants and promising
stains of ochre, and the restraining black, which always lurks in a window corner. This should be
a welcoming summer’s evening...

And so, ever so slowly, or intermittently, Weisz’'s window becomes the scene of multiple struggles
and eruptions, a threshold beleaguered by sundry forces with breathtaking intensity. Dark masses
rise and swirl upward narrowing the perspective to focus on the skies, which emerge as patches of
air and light. The window frame becomes the score of a grand, sprightly and somewhat unsettling
composition, hanging between intoxicating power and suppressed dread. Notice the group of
blue lights making an effort to prop their heads out of the stormy thicket above the black panels,
festooned with a thick black flick-flack, and above, the utility poll stretches its cables like a sling,
shooting and lashing out. There is also a strangely-looking lamp bouquet, surging like a fairy
fantasy from the dark, emitting exceptional light, as the wild bouquet of red flowers symbolizes
the sweetness of temptation if only they would not have made the impression that a gust of
insanity took them by a storm, forcing them to pluck their petals and let them fly in all directions.
But sometimes the window is courageously open to these modes of being, and Weisz appears to
prepare herself to come out that very window into the eye of the storm. This dynamic continues
on and on, until it reaches the complete hallucination of a window that opens up from the inside,
from pitch black darkness to the blinding, dazzling light of the world.

As we have said, the window assumes the function of a dialectical organ: it mostly reflects inward,
into the house, instead of overlooking to the outside. And even if the windows are not completely
opaque like many other conceptual windows in the history of painting (Fresh Widow, Marcel
Douchamp, 1920), they only show us something that we may call, following Weisz, “an internal



paintings from 1972 onwards continue to show her propped against the window. Contrary to the
European, categorical, meditative and conceptual window of her earlier work, the window is now
Levantine, a sunlit spectacle. These scenes extend an invitation to repose, mainly by means of the
view seen from the window and the stains of landscape shimmering on its pane. It is only natural
that these works should be lightweight, quick, highly musical aquarelles, a noontime allegro lit
by warm, bright colors within a moderate spectrum, in which the bars on the window become a
vivacious ornament, and windowsill props — vases and plants — become a palette of joyous colors.
Sometimes they become an actual watercolor scene that unfolds in the yard and becomes flooded
with sunbeams and bright blue; other times it is seen from the beloved armchair huddling in the
shade before the window, in more saturated acrylics. In brief, Weisz hastily basks in the abundant
light, at this stage mostly from its interiority. For a while the window stops reflecting landscapes, as
it becomes a stage, a liminal zone, an object and the thing in itself. But other times the works will
also become interior paintings, which are not unequivocally associated with the actual window,
but continue to signify “window,” a window before a window. And always, next to the house
window, peering in, one will find the shade, the chair, table tip, flower vases and the lighting,
candle and electricity, which need not project anything, since everything here is awash with light
without source. They come together to form a broken thread, another motif that rises and falls
between the dark patches and sudden eruptions that continue to recur, a thread to be woven,
each according to his own imagination, in Weisz’s grand windows symphony.

Hence, without a doubt, in Weisz’s personal experience the transition from “over there” to “over
here” was made with the window and through it. In 1982, a decade after the move from Paris to
Israel, as she safely resides in Jerusalem, Weisz revisits the very same window from 1965, with the
same tree, and the rooftops landscape of Clermont-Ferran with their chimneys and the mountain
looming large. This is a small aquarelle whose general outline seems to copy its predecessor — this
time with different technique and format. Two additional miniature aquarelle drawings, predating
the small painting, leave no room for mistake: there is a formal (or symbolical) return, which is
highly mysterious nonetheless, to realms tucked deep in the heartland of private memories, or to
the symbolical landscape that is home to memory. Yet, the graceful palm-size miniatures, attest
to a hidden intimate element that we have no access to. The psychological principle put forth
in the Bible, “for each time | speak of him, | shall continue remembering him,” (Jeremiah 31:20),
works here perfectly, not only with positive outcomes, however. This is an ambivalent “surprise
checkup” of memory: it is doubtful whether we will discover its content and nature; and yet, we
might successfully discern some of its artistic manifestations.

What is so disturbing about the return from 1982 to the 1965 window is that the vibrant abstract
and tempestuous tree of 1965 has now become an ordinary skeleton of a tree with charcoaled
appearance. The mountain in the background has also turned black, as did all of the tree’s images
in later “reproductions” of the 1965 moitif. In addition, in another miniature variation on this theme
the majority of red roofs have turned into black monochromes, leaving an indelible impression that
we are witnessing a mourning ritual expressing heavy grief.

The windows symphony begins to take a complex turn. From here on many more bleak windows
will follow, this time aided by the power of oil painting, which, in my eyes, is Weisz’s eruptive
conflict zone. It could be that a small series of Weisz’'s in “mixed technique” expresses this
explicitly, and not incidentally. Since “mixed” may be taken in the sense of that which is trapped
in between structured planning and spontaneous emotion. This series includes barred grids of
expressive windows pasted with foreign newspaper clips: finance, politics, history, a lost language
and even “art criticism.” The texts level their accusations while the artist engages in performing her
commandment. The window, like art itself, is not only openness to the world, but perhaps also the
home’s Achilles’ heel. The window can be a warfront or the threshold of a Pandora’s Box. Thus,
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and not anywhere else, compel us to think that Weisz sought to undermine the very arbitrary
nature of linear progression and factuality and pithily declared: “There is no ‘earlier’ and ‘later’
in painting.”

3. Complete absence of human figures from the portions of Weisz’s oeuvre presented here,
comprised mainly of oil paintings, but also of watercolors and a small group of acrylics. This
absence is an important detail, especially in light of the fact that for a very long time, in France
and also in her first years in Israel, Weisz dedicated a long series of works to drawings of a
female figure seated on a chair or armchair, her hands crossed or performing a certain craft.
Another series, which was discontinued, contains typical drawing class exercises depicting a
nude pregnant model.

4. By and large, in almost all of the abovementioned drawings the figures’ faces are either not
drawn at all or hastily sketched on paper with detectable hesitation. Often they were visibly and
almost childishly erased and scribbled on, as though Weisz was saying to herself, “This is just
not something you draw, period!” Both phenomena as one, the human face and the “erased”
faces, appear only in her drawings, a fact meriting further attention. Since, in the world of art,
as we know, drawing is considered closer to the artist’s initial nature and explicit intentions,
whereas oil paintings generate a certain “distance” between artist and artwork.

5. And finally, Weisz’s inattention to the convention of signing her name on her canvases:
the collection of works appearing in this catalogue covers approximately one third of her entire

output. And yet, this tendency is markedly noticeable, and becomes yet more conspicuous in
consideration of her entire oeuvre.

Paintings from the chapter The Window

]

See page 23

See page 83 See page 108

See page 31 See page 35 See page 60

The Window

The wind now sends out a hand and without a sound
Suddenly, a window is slowly opened in the dark.

In Israel, Weisz does not explore the local landscapes seen from her window, in the manner of
the forefathers of Israeli painting. Intriguingly, she picks and chooses from the locale what she
considers necessary for her painting, based on an idiosyncratic symbolism of sensitivities. Here,
too, the window frames her gaze at rooftops. Europe’s chimneys and utility poles are replaced by
solar panels, televisions antennas, Israeli utility poles and, most of all, the lampposts that hover
above. The latter almost become a fetish of Weisz’s painting, haughtily demanding to leap beyond
their conventional image. In addition, there is always an inviting “something” or “someone,” either
winking or irritating. And yet, very often the native inhabitants of her paintings push the envelope
of their conventional image. Repetition, focus, and quite often the abstraction or transportation of
the image to a different setting infuses it with anticipatory, challenging excess, which demands an
answer to a question.

As | have said, the young Weisz adopts the window immediately and in perpetuity. Her Israeli



harmoniously: impressionism, cubism and lyrical abstraction are all there thanks to the application
of two techniques on a single canvas: stain painting and direct painting, which is retrospectively
symbolistic. A year earlier, between painting these two works, Weisz wrote in her diary: “These days
| very much feel like painting what | see out my window, my green tree and my green mountain.” As
we shall see, the urge to paint, should be thought of in this context according to her own definition
of the act of painting as a “commandment,” a duty linked to the urge to act on a necessity, like
an internal imperative underlain by both passion and the “joy of fulfilling a commandment.” In this,
Weisz provides an axiological definition of the very act of painting. This wish should be, in my
opinion, attributed to a few later paintings of a small and modest format made by using various
techniques - oil, aquarelle, and charcoal drawing — which support and continue exploring the
“mother” paintings of the window. They may be considered as a deconstruction of the paintings
from 1962-65 or as preparatory works, not etudes. Since, as | shall explain below, Weisz did not
care to date her paintings, intentionally, as though wishing to say that as far as she is concerned
there is no “earlier” or “later” in painting.

Back to Clermont-Ferran, and Onward

But on the streets, but on the streets on a balmy night,
On a balmy night that drifts like laughter and a whisper,
Sky and sea run on two feet

As do the sunset that parted from the world

As do the flags and the new language

The men, the women, their wine, their bread. S page 28
At this point of our exploration of Weisz’s oeuvre we should reflect on a key event in her biography.
In 1972 she moves with her family from Paris to Israel, making Jerusalem her new home.
Concurrently with her return to the window, which she posits as an inherent working premise,
starting in the late 1980s and the early 1990s, in Israel, Weisz puts the finishing touches to
the vocabulary of the artistic language she will use from that point on to her last brush stroke.
It doesn’t take long to notice that her work method resembles the quadriga, a horse carriage
harnessed to its horses abreast, as opposed to the more familiar carriage that is harnessed to
lined up horses. Weisz worked intensively on several themes in parallel or in consecutive cycles.
Her themes demonstrate, sometimes in retrospect by usually from the very beginning and lucidly,
an intricate web of interrelationships. And in Weisz’s words: “The painter’s work also begins with
the same strokes, same rhythms, with the same colors ‘many times’ before a painting forms — by
assuming a certain shape, ‘unevenly’ through repetitive motions — and becomes connected with
its predecessor.”

My assessment of Weisz’s iconology takes into account four and a half crucial facts, which produce
a network of contexts and infuse her work with meaning and depth:

1. Avoiding, one may describe almost categorically, naming her works, either directly or
indirectly. The absence of “name” here is absolute. That is, it does not even appear as a
reference or basic information in Weisz’s records outside of the painting either. To the best of
my understanding, the designation “Untitled” appearing underneath the works in her catalogue
is not the standard designation that an artist provides; rather, these are our default options as
editors, which might as well have been replaced with “No name found.”

2. The almost complete absence of references to the work’s dates, not on the painting itself
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visible by signifying the interaction between the two frames almost imperceptibly with two white,
broken lines, which travel between the “window” frame at the upper left-hand corner, and the
frame of the “painting” itself. The temptation to interpret this painting psychologically is immense
— a seventeen year-old girl paints a window expressing neither seduction nor escape, neither
reticence nor a quest for liberty, or even a tension between feminine privacy and the masculine
public sphere. We, however, will remain content with the awe inspiring illumination present in her
work at such an early stage.

The city is dark. No man knows what nation is.

No nation knows what man and woman are. ,
See page 10
We will now turn to consider two paintings that support directly their predecessor and facilitate
its “interpretation.” In these works Weisz explicitly refers to the lines of the internal frame as
dialectical: once as a formal boundary between the abstract and the figurative, and once as an
actual picture frame, almost three dimensional, which, of course, echoes the actual “window” and
Alberti’'s metaphorical window, implicit in the first, constitutive painting.

In 1965, two years later on, the next picture that Weisz paints is, again, a window. But while
the staggering impact of the former painting is built up gradually the longer it is observed, the
newer work strikes the viewer with a powerful and immediate sense that one is standing before a
masterpiece. This time the format is larger, and the window frame is pushed outside the bounds
of the picture, as the urban landscape seen through that window occupies the entire canvas. This
is purportedly because of the artist’s vantage point. But taking into account the previous painting,
we suspect that this vantage point is pre-meditated, calculated, which Weisz employs in order to
eliminate the window frame and grant the picture’s “frame” the full scope of its arbitrariness, which
in itself derives from the limits of perspective. The frames of the windowpanes divide the painting
into three uneven parts. Down below, just outside the window, the painting is already imbued
with the windowsill, which divides the picture’s bottom part into more “windows” or “frames.”
These self-sufficient “window” frames, are highly evocative of an instinctive perception that Weisz
develops in that period, which focuses on the picture’s seemingly infinite inner grid. Indeed, this
is a symbolic feature that will resurface in many of her works as a representation of the infinity of
interiority alongside the infinity of exteriority, of the Parergon.

In addition to the dialectical dialogue between the frames of the two paintings, the later work also
heeds the dialogue between the abstract and the figurative, or rather, between the shapeless
interiority of things and their formal external appearance. Let us pay attention to an abstract
composition that is bold as much as it is heartwarming. In the bottom right-hand part, the picture
presents a “tree” (as we will learn late on), which demonstrably sustains the conceptual and
emotional dialectic that Weisz had established in the former painting. The abstract introduced
into the former painting in line with formal convention as placed “outside” the figurative, has now
penetrated into the second painting, becoming figurative and “internal.” Hence, the painting is
indeed a window that opens up into reality, but this is a defenseless window, which is boundless,
multi-dimensional and of multiple channels, a painting in which “reality” shifts and assumes a
different meaning each time anew.

A quick glance also reveals a few patent modern styles it impressively blends together most



came to Israel in 1972 after studying art and psychology in Paris, a highly uncommon step for a
female member of this extraordinary community, should be examined with particular care also in
the context of her artistic output both in France and in Israel. But at this juncture | would like to
cite Natan Alterman’s poem in segments, as a poetic articulation of the underlying plot of time and
space that must, | believe, be embedded in her work.

Vigil Song

Watch over yourself, watch your strength, watch over yourself
Watch over your life, your sense, watch over your life

From a wall collapse, a roof ablaze, a shadow dark

A sling stone, knives, sharp nails

Watch over yourself from all that burns and cuts

From things like soil or skies

From silence, that which lurks and attracts

From that which kills, well-waters or flames of a stovetop

Natan Alterman

The Windows of Clermont-Ferrand See page 8

In 1963, at the tender age of seventeen, Isabelle Weisz nee Posnanski draws a painting depicting
a window ripped open in the heart of the world, hanging by a thread in the picture’s top part,
its panes opening into the view of Clermont-Ferrand’s houses and rooftops (the view seen from
the window of a unique tower-shaped building her family used to live in). In this early painting
we already come across qualities and artistic statements that are remarkable in consideration
of the fact that they came under the hand such a young artist. And yet, the admiration for talent
is overshadowed by the surprise at the somberness and seriousness that permeate the picture;
that is, the painter’s maturity beyond her years. The viewer senses the sudden flash of inspiration
and astuteness at work. It is a painting of great “passion” intertwined with meticulous planning,
as well as melancholy. This constitutive painting foregrounds the theme of the window frame in
and of itself: black brushstrokes devoid of clearly demarcated contours that melt into the picture’s
inner Parergon?'; and yet, it brings to mind an actual, figurative picture frame in three dimensions;
as though the painting itself displays a landscape painting hanging on a crumbling wall inside a
house. But in actual fact, from the painted “frame” and from the three sides of the “window” we
sink into an abstract space, a rugged chaos painted meticulously and passionately with murky
paint strokes that create the appearance of an external house wall, gnawed and dilapidated; yet
the landscape it displays to the viewer is inverse, appearing to be the reflection of a landscape
from the outside on an external windowpane. Hence, this “window” seems to be folded into itself,
like an eye looking inwards onto the reflection of a landscape on the coronea, instead of looking
outward at the view itself.

This painting comports with Leon Battista Alberti (1404-1472), who defined the art of painting
as a window open to reality, a concept with enormous impact on the perception of art since the
Renaissance to this very day. In the discussion below we will discover that Weisz had special
personal interest in this perception in general, and in the image of the window in particular. In the
painting in question she pushes the boundaries of Alberti’s definition by duplicating the boundaries
of the painting as a “window,” creating an infinite cycle of reciprocity between painting and window.
As | have noted, the painting is conspicuously framed by its double boundary lines, consisting
of the window frame on the one hand and by a picture frame on the other hand. And so, the
boundary line is simultaneously identical to and different from each frame. Weisz makes this idea

1 The Parergon is allegedly any “addition” to the work of art — frame, decoration, ornament or wrapping — which frame it.
According to Jacques Derrida’s The Truth in Painting, the Parergon is neither external nor internal to the painting, as it is both its
boundary and frame, as well as the duration and silencing of what is “said in the painting.
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| came to learn how much structuring painting requires, and how easily it could have been
given out for free, were it only emotional. | thought to myself that painting is a commandment.

Isabelle Weisz, 1964

These days | very much feel like painting what | see out my window, my green tree and my
green mountain.

Isabelle Weisz, 1964

“I thought to myself that painting is a commandment”
By: Albert Suisa

The dangers are many, they number one hundred
And they lurk, perhaps, in a prowling circle

Writing about the work of Isabelle Weisz, the artist who cannot be next to me right now to express
her views and opinions in response to my commentary on her work, is a task | approach with fear
and trembling. If only she could stand here as a living portrait before the painting, practicing the
awing silence of painters, | said to myself. Now, only the living painting remains between us, this
miraculous “free gift” that Weisz’s living spirit here and now gives away to the world, long after she
has gone to the great beyond. And the words also remain, the written “utterances” that Isabelle
Weisz had left in her diaries, so rare and succinct and at the same time scrupulous and significant,
in light of the fact that nearly all her paintings are “untitled” or without a “name.” “Not words but
hills,” as she phrased it. | permit myself to say that from what | have come to learn from Weisz’s
artistic modesty, | would guess that she preferred not to hear others singing her praises.

| fell in love with Isabelle Weisz’s paintings immediately when | first saw their photographic
reproductions. But when | stood before the actual works in her Jerusalem home | instantly began
absorbing their richness: | read them like a book, listened intently to their music, to the grand
symphony they orchestrated, but most of all to the painted and sung poetry of her work. And once
| was allowed to spend again several hours alone with her paintings a few days later, | noticed that
since | first looked at them | have been going about my business humming a well known tune, a
song whose beat is sad and mad as much as it is pining and consoling. It was “Vigil Song” (Shir
Mishmar) by poet Natan Alterman. | had a sudden epiphany. | felt like a longtime intimate friend
of Weisz’s paintings. Thanks to this epiphany | was able to build a poetic bridge over the chasm
between my ability to “explain” her paintings and the limits of my audacity to “interpret” her world.

| would endeavor to say with yet greater clarity: an exhaustive discussion of her work should take
into account from the outset the highly complex historiographical, spiritual and cultural background
of French Jewry after the Holocaust and the Second World War, of Isabelle Weisz nee Posnanski’s
upbringing. In the 1950s and 1960s French Jews experienced enormous confusion which blended
with cultural renewal and exceptional community organization. The early years until her aliyah to
Israel were spent in close contact with Jewish intellectual circles affiliated with the training centers
for Jewish spiritual leaders such as Ecole Gilbert Bloch or Ecole des Cadre d’Orsey, institutions
affiliated with thinkers such as Rabbi Yehuda Leon Ashkenazi (Manitou), thinker André Neher, poet
Edmond Fleg and philosopher Emanuel Levinas. Thus, for example, the fact that Isabelle Weisz



Associations
To paint is, firstly, the ability to “wink” in compilicity, in resonance with what you
feel like painting, to have a certain understanding of it.
Marguerite Duras’ statement about writing, (in an interview with Bernard Pivot)
“you create within yourself a different view of reality” seems to me to be true
also for painting- the painting is always side-by-side with the visible, with
reality, and is conceived from the depths of the painter’s personality.
Marguerite Duras speaks about a “running script”, almost distracted, “to
grasp the words more than to say them”. When asked about her style, she
responded: “I do not deal with that... | think of words many times, then the
sentence attaches itself to them”.
Similarly, the work of the painter is also to repeat these traces, these rhythms,
these colors, “many times” before, in a “distracted” manner and through
repetitive brush strokes- a painting emerges, re-taken from its predecessor.
In the course of this work the painter tries to “grasp” something of the “ridges”
in the landscape, hills rather than words.

Isabelle Weisz
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Untitled, 1986, Pencil on paper, 46x19cm
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= Ein Hod gallery, 2009
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|Isabelle Weisz

| thought to myself that painting is a commandment



