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Wounded Land (detail) 2020—-2021. Fragments of maps, gauze bandages, fabric, plaster, ink and thread.
Photo: Udi Katzman
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White Land, 2001. Censored aerial photo of the Lost Forest, 50x50.
Archives: Panorama — Imaging Technologies. Photo: Mike Ganor
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Surgical Operation, 2004. Performance at The Anglican School, Jerusalem. Operating on an OCHA Closure map

of Jerusalem. Photo: Romi Kaplan
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Sea of Death, 2010. Performance at Kalia Beach, the Dead Sea. Photo: Jim Hollander
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Masada, HerStory, 2018. Performance at Masada, Judean Desert. Photo: Gal Mosenson
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The Green Thread, 2011. Performance near the Damascus Gate, Jerusalem. Sewing an OCHA closure map.
Photo: Yair Tsriker
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Operating on an OCHA closure map of Jerusalem, 2004. Still from the movie DADA-JERUSALEM, 2014.
Photo: David Atzmi
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Shredded Land, series, 2010. Paper Workshop, Bezalel Academy. Map in process.

Based on OCHA closures maps, 2004. Photo: Ariane Littman
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The Olive Tree, 2011. Performance at the Hizme checkpoint, Jerusalem. Photo: Rina Castelnuevo
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Grafted Land, 2016. Fragments of maps, gauze bandages, plaster, fabric, red pigments and
green thread, 165x135. Based on Palestinian maps of the Holy Land. Photo: Avi Hat
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Grafted Land, 2015. Installation at the Delaware Center for the Contemporary Arts, Wilmington, Delaware.
Photo: Carson Zullinger
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totally included within Israel, it is revealed in all of its liminality. The current
text is nourished by the relationship that Ariane and I have developed since
our first encounter in 2010, in her Jerusalem studio, where I arrived following
the recommendation of Galia Bar Or, then the chief curator of the Mishkan
Museum of Art, Ein Harod, which I had visited as part of my research on
border art. The following year, I invited Ariane to participate as a keynote
speaker in the international conference that I organized between Geneva and
Grenoble on “Mobile Borders,” a concept that I was just starting to develop.
This context has proven fertile for both of us, creating as it does a nexus
between science and art that has continued to grow stronger over the years.
Today, Ariane Littman is acknowledged as a major border artist: who has
better attuned to the dialectical role of cutting and suturing that is played by
boundaries? Her nuanced interpretation of the complex notion of the border
is highly evocative for both art connoisseurs and for contemporary scholars
engaged in understanding what they call the “everywhere border” When
the functions attributed to borders are disseminated into spatial networks,
as technologies “pixelize” what used to be a simple line, it becomes difficult
to convey updated representations of this political tool. In this context, the
dialogue with artists such as Ariane Littman proves highly fecund for both
creators and theorists, raising more questions rather than solving the existing
ones, and expanding the possibilities for both scientific and artistic research
and creation

In Ariane Littman’s works, the consciousness of the wound and the
pain that it causes is answered to by the will to mend and repair. Even if
aesthetics does not have the power to heal, it can certainly point at trauma
and suggest a way to overcome the pain without denying the scar. In contrast
to the Renaissance artists who put their talent at the service of the powerful,
Ariane Littman has charted her own remarkably independent artistic trajectory,
drawing together subtle political insights and a highly original visual language,
in which her body remains a powerfully humane cornerstone.

Prof. Anne-Laure Amilhat Szary holds a PhD in geography, and teaches at Université
Grenoble Alpes, France. She specializes in political geography, and is especially interested
in the comparrative study of American, European and Middle-Eastern borders.
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a surgeon on OCHA closure maps of the West Bank and Jerusalem produced
in 2004. Piecing together bits of paper with extreme care, she re-arranged the
elements as if putting together a huge puzzle. In doing so, however, she did not
aim to offer a political solution, but rather to underline the absurdity of the
ongoing separation between Palestinian and Israeli territories that are so tightly
woven together. In her first public intervention, titled “Surgical Operation”
(2004), she ironically opposed the vocabulary of military interventions and
tentatively attempted to heal the territory through the mending of its map - a
gesture that would become a recurring motif in her work, most notably in
the Wounded Land series (2004-present).

The years 2008-2009 represent another crucial point in Ariane Littman’s
career, marked by her decision to turn away from her direct engagement with
violent Israeli-Palestinian encounters and by her daughter’s accident, which
created a brutal clash between the different dimensions of her life. As the
bandages she had initially explored in her art-making now became a concrete
part of caring for her injured daughter, she began to increasingly implicate
herself personally in her work. One after another, her conscientiously filmed
performances turned to construct a highly personal aesthetic universe, in
which the whiteness of the flowing bandages and the beautiful lights stand
out in contrast to the somberness of the deadly topics.

Her more recent work has unfolded in a manner that brings together
the elements of her personal universe, as made evident most notably in the
Grafted Land (2015-2017), where the original design almost totally disappears
below plastered bandages. The artist tries to mend it by sewing the fragments
with a green thread, but also stitching it as if she were using skin grafts like
the ones her daughter needed after her accident: As if the “Green Line”
demarcating Israel’s pre-1967 borders could reunite those it tears apart on
a daily basis. At the same time, the more recent Twin Embryos (2017-2018)
may be one of her most political productions to date: concentrating on the
territory of the West Bank and underscoring its contours, she discovers that
it resembles the shape of a human embryo. As embodied on the map, form
is a testimonial to indefiniteness: neither conceived as a separate entity nor
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Grafted Land, 2015. Installation (detail). Metal table, fragments of maps, fabric, gauze bandages, plaster,
wax, red pigments, green thread and surgical tools. Map: 180x120. Based on Palestinian maps of the Holy Land.
Photo: Carson Zullinger
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Wound-Weaving Art:
Empowerment through Empathy

Anne-Laure Amilhat Szary

The first maps drawn during the Renaissance were works of both art and
science. Their creators sought not only to represent the respective location
of topographical elements, but also to convey the sentiments of their
contemporaries towards these territories. Rivers and mountains cohabited
with sailing boats and dragons in visual images that were made to be observed
and admired, not only used by merchants and military strategists. These maps
were sometimes shaped in the form of a silhouette, most often a female one,
in order to enhance to the organic structure of the nations that were defining
themselves politically during this period in Europe. In many ways, Ariane
Littman’s work resonates with these beautiful 16™-century maps, while also
questioning their underlying premises by means of its powerful aesthetic
and political resonances.

Indeed, over the years Ariane Littman has built a remarkably coherent
body of work, whose underlying themes unfold in each of her “cycles” in new
and surprising ways. The Second Intifada in 2000 constituted a turning point
in her artistic trajectory, imposing the political agenda of that moment upon
her inner quest for identity. A combination of alienation, guilt and anger
was translated into a sense of commitment as she took up a camera and
began documenting the erection of the separation wall around Jerusalem,
while assuming the risky position of an independent photojournalist. It was
Littman’s explorations around those newly defined borders that first led her
to experiment with performance art, while intervening with the precision of
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but also by means of touch. At this point, she set out to create the bandage
works, which exceeded the limits of the map as an object.

She now turned to action in the landscape itself, with all that was
circumscribed and marked within it. For instance, she dressed a dead olive
tree with sterile gauze at the Hizme checkpoint north of Jerusalem (2011),
or was “mummified” at the Dead Sea, itself the site of an ecological disaster
(Sea of Death, 2010).

She traveled throughout the country to various landmarks in the landscape,
engaging in acts of human compassion, such as dressing the memorial
of Alexander Zaid, a gesture that challenged its monumentality (After
the Watchman, Sheikh Abreik, 2018). The gesture of dressing echoed the
ephemerality that pervades the performance and the film, which she created
and edited later on as an independent cinematic work.

The exhibition “Wounded Land” included a video work that Littman
filmed at Masada (2018), which challenges the familiar view of a seemingly
marginal narrative included in Josephus Flavius’ The Jewish War. This is a
story about women whose actions subvert the heroic message associated
with Masada, shifting the emphasis to survival and the force of life - as given
expression in the film through the powers of creativity, movement, music and
independent thought. Following the outbreak of the COVID-19 pandemic,
Littman engaged in the creation of an additional film, The Muse (2020), which
was filmed not far from Masada, in a landscape of desert cliffs and precipices.
This was the site where her daughter Kalia had been injured, becoming her
mother’s muse. At the heart of the exhibition “Wounded Land” is thus an
intergenerational experience of time; with the awareness of the scar, new
beginnings come into view.

The “Wounded Land” still lies prostrate here, like a giant battlefield map,
abody containing the residues and layers in the country's soil and at its core.
There is a link between the Hebrew words kravot (battles) and kravayim
(internal organs). In the depths of the Hebrew language, this deep proximity
(kirva) echoes the body and the scarred space of the battlefield map.

Galia Bar Or, PhD, the art director and curator of Social Bauhaus Haifa (until 2019)
and the director and curator of the Mishkan Museum of Art, Ein Harod (until 2016),
has curated dozens of exhibitions in Israel and abroad (Germany, Japan and elsewhere),
and published numerous books and catalogues in the fields of history and art.
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green thread, 172x125 (each). Photo: Avi Hai
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Wounded Map Series, 2009—-2012. Fragments of OCHA closure maps, gauze bandages, fabric, plaster and green
thread, 92x77. Photo: Udi Katzman
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alluding to a state of emergency, with dark spaces illuminated by red lights,
she “operated” on closure maps of Jerusalem. Nurses in white bandaged and
sewed together fragments of maps with green stitches, while “doctors” carried
maps on stretchers. The soundtrack included news reports of suicide attacks
and siren alerts, as the names of the young victims from the attack at Café
Moment were read out loud. In this complex soundtrack, one could also hear
mentions of IDF’s targeted killings, hunger, and children, alongside a female
narrator from a seemingly different time and place, whose voice was imbued
with longing for a distant home, in view of her present life in the shadow of
separation from all that was once familiar and close.

From this point on, Littman’s performances became an inseparable part
of her complex art language, imbued with vulnerability, temporality, and
materiality that seemed to emanate from the depths of both body and soul.
The personal and the political have become inseparable in her work. In the
beginning was the concealed forest that had been dedicated to her grandfather;
its exploration revealed the tip of an iceberg of non-transparency, involving
official activities conducted by the state at the heart of a private, intimate
sphere. This exploration was followed by the Second Intifada, Café Moment
and performance works. In March 2009, Littman’s daughter was severely
burnt during a Scouts field trip. She subsequently spent many days in the
hospital, wrapped in a sterile white bandage - a form of materiality that
came to be identified with her mother’s artwork. From this point on, the
personal and political sphere at the center of Littman’s work became imbued
with another layer of meaning. While her concern with geographical space,
marked by cartographic codes, echoed a social and political clash and schism,
her engagement with wounds and rehabilitation, bandaging and sewing was
imbued with elements of compassion and healing.

Gradually, Littman’s work delved into the depths of feminine empowerment
that knows no bounds. Her engagement with healing opened onto the liminal
space of the other, as she explored histories that had yet to be given a voice,
as well as local mythologies and narratives. At the same time, she developed
new practices that allowed for recognition not only by means of the gaze,
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Littman’s work originated in her discovery, in 1991, that the forest which her
family had donated in memory of her grandfather, Joseph Aaron Littman, had
become a military site surrounded by a barbed-wire fence, to which access
had been forbidden. She first exhibited The Forbidden Forest at Bograshov
Gallery in 1992. A decade later, when she studied aerial photographs of the
country, she discovered that, although the forest still existed, all that remained
on the photographs were the marks of military erasures. She chose to exhibit
these censored photographs as conceptual ready-mades, stained with white
before being retouched and distributed as seemingly intact bird’s-eye views,
which are in fact an act of camouflage.

White Land metamorphosed, as mentioned, into Border Land and Wounded
Land, while the sacred become scarred. In the two decades that have elapsed
between this early map-work of the land of Israel and the most recent work
(2001-2021), life and art intersected on Littman’s maps, exposing white stains
in increasingly wider circles: in the body and mind, in the family, in society,
at the checkpoints throughout the occupied territories, in the landscape and
its flora. These are stains caused by abuse and injury, denial, concealment
and camouflage. Erasure has a psychological dimension to it: as Littman has
noted in relation to scars deep within us all, which we attempt in vain to erase
in the course of life: “Scars are always there, in the work”

Among the most severe suicide attacks that took place during the Second
Intifada’s “Black March” in 2002 was that at Café Moment in Jerusalem, owned
by her brother-in-law. This time, she did not respond to the traumatic shock
with ready-made works, but rather chose to leave the studio and experience
the conflict “through the body,” documenting it on both sides of the border
as a photojournalist. The path leading on to performance was short. The
harsh feelings of hurt, loss, frustration and absurdity accumulated like layers
of sediments into her map works, which took a new performative turn. For
example, in 2004 she invited the audience to a “Surgical Operation” at the
Anglican School in Jerusalem (2004), which she transformed into a field
hospital (in the past, this site had in fact served as a hospital, and Littman used
some of the remaining medical equipment in her work). In an atmosphere
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Wounded Land (detail), 2020-2021. Fragments of maps, gauze bandages, fabric, plaster, ink and thread. ol 54
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Wounded Land, 2020-2021. Fragments of maps, gauze bandages, fabric, plaster, ink and thread, 340x170.
The Holy Land Road Map of Israel-Palestine, Freytag and Berndt (2016), Corona “Traffic Light Map,” National
Emergency Portal (2021) and the Black Flag Protest Map (2020—-2021). Photo: Udi Katzman
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The uniqueness of the current exhibition at Art Cube Artists’ Studios (2021)
lies in the cyclical closure it involves, as Littman has once again returned to
present a work-map of the land of Israel. According to her, this act seemed
significant to her in the context of the current COVID-19 pandemic and the
closure of the country’s borders. Completed shortly before the exhibition
opening, Wounded Land was positioned at the center of the exhibition
gallery. Spread out upon a table like a battle map, this 3.5-meter-long work
is composed of a life-size map - the Holy Land Israel-Palestine Roadmap
(Freytag and Berndt 2016), which Littman dressed in layers of sterile gauze
bandages and industrial plaster. The map that is created is a living one, a
body. One sees the shape of an embryo, which is at once part of the body of
the “motherland” and also something separate from it; the vulnerable body
being tested by time. The signs of time are visible in the schisms, scars, and
residues that accumulate atop each other. Like the strata of an archaeological
dig, two additional maps are similarly dressed in gauze: the COVID-19
Traffic Light Map posted on Israel’s National Emergency Portal, and the
Black Flag Protest Map (2020-2021). This material expanse, which offers
a ground of support, is imbued with a layered experience of time, which is
inscribed into the maps — archival residues embedded in the land and its
political, cultural and social core. Ariane Littman has embroidered the map
with colorful threads: the color green is used to define the borders, including
Judea and Samaria and the West Bank (“the embryo”). The pink, blue and
black embroidery threads mark the roads, bridges and intersections serving
as the sites of anti-government demonstrations. Her last touch on the map,
the red stains, are the result of the latest escalation between the Hamas and
Israel and the widespread civil unrest throughout the country, and particularly
in mixed Jewish-Arab cities.

The trajectory traversed by Ariane Littman is clearly evident in the dialogue
of distance and closeness between White Land and Wounded Land. White Land
included a series of photographs arranged as a multiple-part puzzle of the
land of Israel. This was a puzzle never to be completed, on which the erasures
introduced by military censorship appeared as the white stains of blindness.
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The Art of Map-Making:
Scars, Erasures, Sewing and Bandaging

Galia Bar Or

Twenty years have elapsed since Ariane Littman created her work White
Land (2001), which served as a gateway to her ongoing engagement with
map-making, while marking a milestone in the history of Israeli art. Since
that point in time, her cartographic works have centered on Jerusalem and
its surroundings, giving rise to a unique expressive language in series such as
“Border Land” (2000-2009) and “Wounded Land.” At the beginning of the
Second Intifada (early 2000s), for example, her cartographic art focused on
roads and checkpoints in and around Jerusalem, signifying the blind spot
beyond the checkpoint and the lack of an encounter between the populations.

It seems to be no coincidence that Littman has since turned to a local
context, moving away from the general cartographic context of Israel that
had preoccupied her in that early series. Her concern was not with the
conceptual image of the “land,” but rather its relation to urban maps. “Land,”
in this context, is a territory, a terrain, a country and a disputed battleground
that has extorted a high price over the generations. This is the personal and
existential sphere inhabited by a woman, an immigrant, a mother, an artist,
a citizen. Throughout her professional trajectory, these spaces have been
assimilated into one another in her art-mapping as a lived experience.

The preoccupation with place over a 20-year period is highly significant. It
involves an engagement with the absent-present in the map, which dwells in
the body and the soul. For there is no separation between the exterior space
and the intimate interior space; outer and inner spaces are intertwined and
reflected in each other.
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