Fish, 2007, pencils on paper, 70x100cm



After Charlie (The Storm), 2011 pencils and spray on paper, 110x150cm Bread, 1998, acrylic on canvas, 65x65cm
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Hangzhou landscape #2, 2012, pencils on paper, 39x53cm Beast, 2009, oil on wood, 29x29cm



Deconstruction, 2008, pencils on paper, 100x75cm

Adam and Eve, 2009, oil and pencils on wood, 60x57cm
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Aliens, 2011, pencils on paper, 110x150cm Hangzhou landscape #5, 2012, pencils on paper, 39x53cm



"

Cinderella (after Giotto, Saint Francis Giving His Mantle to a Poor Man), 2013
Spicy Sandal, 2013, pencils and collage on paper, 150X105¢cm pencils and collage on paper, 150X105cm



Around the Fire, 2011, pencils and spray on paper, 110x150cm Tragedy V, 2011, pencils and spray on paper, 110 x 150 cm



Black Sun, 2014, pencils, spray and collage on paper, 150X105cm

Game, 2007, pencils on paper, 150X100cm
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Monkey, 2010, oil on wood, 122x93cm
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Confessions, 2011, oil on wood, 122x93cm A Couple, 2010, pencils on wood, 122x93cm



The Magicians, 2013, pencils and collage on paper, 150X105cm Strolling under a cloudless night, 2013, pencils and collage on paper, 150x105cm



Father and Liam, 2007, oil on wood, 150x105cm Self Portrait with Liam, 2008, oil on wood, 150x105
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Vladimir Putin, 2012, oil on wood, 122X81cm Mark Zuckerberg, 2011, oil on wood, 120X80cm



Still life for Rosh Hashanah, 1996, acrylic on canvas, 70x120cm Still life, 1996, acrylic on canvas, 75x120cm



My Heads



Central station still life #2, 1995, acrylic on canvas, 75x120cm Central station still life #1, 1995, acrylic on canvas, 75x120cm



Putin, 2013, pencils on paper, 150X105cm Bibi and Sara, 1999, oil on Formica, 60x45
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Utagawa Kuniyoshi, Matano Goré Kagebisa thrown by Kawazu Saburé Sukechika in
their sumé wrestling match before Yoritomo umpired by Ebina Gempachi, 1858
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voluminous bodily depiction, Japanese artists
who were exposed to the European painting
tradition through Dutch books began to
incorporate more detailed, three-dimensional
portrayals of the body. Utagawa Kuniyoshi
developed a particular interest in the imported
traditions — considered esoteric knowledge in
his time — and amused himself in his attempts
to depict the bodies of his characters performing
movements that seem to erupt from the pages of
his drawings. One such example can be found
in a print depicting a historic sumo tournament
held in the twelfth century, in which a new
method of throwing and grappling was first
demonstrated.? On the left is the surprised
referee, indicating the winner with his fan, while
the majority of the painting is occupied by the
wrestlers’ bodies, with the folds and contortions
of their enormous physiques and the tension
accumulated in their toes and fingers. In his
rendition of the wrestling match in Tragedy |,
Kuperman preserved the dramatic gestures of the
original woodblock, but the background colors
and the reference to the battlefield have made
way for a white space, and the defeated warrior
is portrayed with translucent skin dotted with
bluish arteries, imbuing him with a dimension
of vulnerability. Furthermore, the thrusting
warrior on the right is replaced by an enlarged
depiction of a modern plastic doll with a hollow
expression. This substitution turns the heroic
combat scene into a bizarre and even risible

fall that underscores the helplessness of the
sumo wrestler in relation to the childlike figures
surrounding him.

One of Kuniyoshi’s works that has particularly
triggered the interest of scholars due to the
integration of motifs appropriated from
European anatomy books is his illustration to
the story “In the Old Palace in Soma”.’> The

plot involves a noblewoman trying in vain to
avenge her father’s death by recruiting ghosts and
demons. The print depicts the terrifying moment
when the father’s spirit suddenly bursts onto

the scene from the right as a giant skeleton. The
terror evoked by the original print stemmed not
only from the dramatic incident described above,
but also from the innovative three-dimensional

(that is to say, Western) representation of the
skeleton emerging from the darkness into the
palace, which is depicted in the traditional
flattened perspective; it thus expressed, on some
level, the viewers” anxieties about the West’s
penetration into Japan. Against this backdrop, it
is no surprise that Kuperman, whose work deals
with questions of anatomical depiction and the
rendering of voluminous and flattened bodies,
chose to cite Kuniyoshi’s skeleton in his work
After Charlie (The Storm). The occurrence in this
work also seems like the summoning of spirits
from the underworld. A mummy or figure that

is all sinewy muscles is depicted in the lower
corner, and a dragon hovers in the smoke wafting
from its head; across from it a carp leaps from the
waves and on its head stands Kannon, goddess

of mercy, holding a jug. These Asian motifs are
well-known symbols frequently seen in tattoos.
Thus is achieved an interesting synthesis of the
skin motif and the sense of vitality embodied by
these symbols, and the skeleton and the mummy,
which symbolize death and the body’s decay.

Kuperman’s interest in Japan dates back to his
studies in the Philosophy Department at the
University of Haifa, under the tutelage of Yoel
Hoffmann. Hoffmann’s research focused on
Zen Buddhist stories, specifically the genre of
the koan — enigmatic proclamations designed
to shake the listener out of his rational
perception of existence into an awareness
beyond mind and matter, defying definitions
that distinguish the “self” from the “world.”
This kind of awareness identifies no cause

or effect, no beginning and no end, nor any
determined and permanent essence. Of this
awareness, which for the purposes of this
discussion we shall call “Zen,” Hoffmann wrote:
“matter is emptiness, emptiness is matter.”
Although there is nothing in Kuperman’s
work of the minimalism associated with the
arts cultivated in Japanese Zen monasteries,
something of the absurdity of Zen stories is at
the basis of his works. I refer to the absence
of a logical and orderly process in favor of
the presentation of a state of affairs that does
not seem to comply with the obvious and the
accepted. One cannot separate it into distinct

styles, point to a linear or chronological order of
cause and effect, or even identify a single space in
which the depicted event takes place. The scenes
in “New Mythologies” are presented as highly
significant events, but also as hallucinations
deliberately devoid of a logical interpretive key.
Any interpretation must, therefore, emerge from
a paradoxical insight.

In the sixties and seventies, it was customary

to speak of “Japanese art” in the same breath as
“Zen.” There was an overarching expectation
that a Japanese artwork must necessarily be
minimalist and refined, and the fact that

many Japanese works over the centuries were
characterized by bold colors and dramatic
poignancy stood in the way of those who sought
to generalize that country’s visual culture. It
was in this context that, in 2009, the artist
Tenmyouya Hisashi (b. 1966) curated the
Basara Project,” a moniker given to samurai
who preferred loud dress and an ostentatious
lifestyle. In this project Tenmyouya stresses
that, throughout its history, Japanese aesthetic
has been characterized by blunt, subversive and
ostentatious elements, yielding works that are at
once both splendid and troubling — the complete
opposite of the serenity associated nowadays
with Zen. Thus does the new discourse about
the Basara enable us to recreate a historical
continuum linking Japan’s contemporary

visual culture to that of its past. We can thus,
for instance, connect anime and manga, both
of which are characterized by a bold graphic
approach, or the art of tattoos, which is
characterized by powerful masculine motifs and
is particularly associated with the dark world of
the Yakuza (the Japanese mafia), to the art of
centuries past, such as the colorful woodblock
prints, paintings of religious scenes, and the
dress and depiction of samurai battles. One

can argue about the historical accuracy of
Tenmyouya’s claims, but not with the fact that
he gives voice to a generation that feels that the
culture of post—\WWII Japan has castrated the
combative and masculine aspects that had been
an integral part of it over the years (the artist
Murakami Takashi is the foremost proponent
of this claim), and calls for rediscovering

these voices, mostly on the margin of Tokyo’s
contemporary urban culture.

Kuperman relates that the concept of the Basara
exhibition influenced his “New Mythologies”
series, both in terms of visual inspiration and in
the legitimization to juxtapose different registers.
Many of the paintings depicting tattooed
warriors, strange immortal beings, and dramatic
scenes have merged in his imagination with
baroque scenes integrating Japanese plastic dolls
he collects and displays in his home. The manly
messages, along with the delightful materiality
invoked by the Japanese works, contribute

to Kuperman’s ongoing attempt to challenge

his own painterly language. His delving into
the visual solutions provided by the Japanese
artists to these questions constitutes, by and
large, the basis of the series “New Mythologies”
presented here. That is, there is no attempt

to create something “Japanese” or to make a
statement about Japanese aesthetics. Such an
endeavor is impossible by its very definition,

as so trenchantly expressed by Oscar Wilde:
“The whole of Japan is pure invention. There is
no such country, there are no such people [...]
If you desire to see a Japanese effect, you will
not [...] go to Tokio [sic].”® Kuperman uses
imagery appropriated from Japanese art as a
palette and as a source of aesthetic inspiration,
in order to express an inner world that cannot be
reached by plane. Like mythology, it is a world
of multilayered imagery, and familiarity with

its visual roots offers only one possible way of
deciphering it.

1. Black rain, consisting of large muddy drops, fell on the
Japanese cities of Hiroshima and Nagasaki after the atomic
bomb was dropped by the United States in 1945.

2. Utagawa Kuniyoshi, The Grand Sumo tournament at
Akazawa Mountain, 1858.

(see illustration in the Hebrew version)

3. Kuniyoshi, /n the Old Soma Palace Princess Takiyasha
Summons Ghosts Using Witchcraft, 1844—1848.

(see illustration in the Hebrew version)

4. Yoel Hoffmann, Where Did the Sounds Go: Zen Stories
and Haiku Poems (Tel Aviv: Massada Press, 1980), p. 8.

5. Tenmyouya Hisashi, Basara, Japanese Art Theory Crossing
Borders: from Jomon Pottery to Decorated Trucks (Tokyo:
Bijutsu shuppan-sha, 2010).

6. Oscar Wilde, “The Decay of Lying,” in Intentions, 1891.
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The series “New Mythologies,” which Ruven
Kuperman has been creating since 2007,

is composed of groupings of figures drawn

in colored pencil on paper. In this series,
Kuperman has chosen to incorporate into

his large, delicate paintings figures from both
contemporary popular Japanese culture and
from its pre-modern culture. Kuperman
appropriates Japanese characters and breathes
new life into them by means of an unusual
layout that yields new meanings. The new
compositions take on additional meanings
through the technical skill evident in the
paintings, which hover between three-
dimensionality and two-dimensionality,

thus positioning the figures in a liminal space
of constant metamorphosis. In this essay,

I wish to consider the Japanese iconography
of the figures featured in the series as a means
of deconstructing and reconstructing the
enigmatic compositions, thereby offering

a possible interpretation.

Kuperman’s sources of inspiration for the
portrayal of the figures in this series are, as
mentioned above, avowedly Japanese, alluding
to characters from comics (manga), televised
animation, photographs of Butoh dancers,

as well as nineteenth-century woodblock

prints depicting actors, demons, and warriors.
The taut balance between the figures drawn
from different artistic styles and cultures serves
as the basis for the various compositions, which
seem to transcribe scenes from an unknown
mythology. The unresolved tension between
the familiar and the foreign moves the viewer’s
eyes through the composition in an attempt to
construct some logical narrative, a sequence of
events that would explain the positioning of the

various figures in an empty, dream-like space.
Such a grouping of figures can be identified,

for instance, in the painting Tragedy IV, which
consists of a Noh theater actor wearing a horned
demon’s mask, a pink-haired manga princess and
a pair of tragic-countenanced lovers. The figures’
rich attire situates them in different historical
eras: the Noh theater was formed in the fifteenth
century, while the aesthetic associated with
manga is contemporary. Yet, the figures are tied
to one another in an enigmatic cycle of cause
and effect: the demon thrusts a wand through
the strings of the electric guitar clutched by the
distraught girl, the suggested sexual arousal in
her flouncing skirts turns into the lower half

of a woman with closed eyes, whose head rests
on the chest of a man with a samurai hairstyle.
An elongated cloud of smoke erupts from the
man’s eyes, connected to the demon’s head,

from whence extends the arm holding the wand
towards the body of the manga girl. The narrative
implied by the picture does not offer a closed
interpretation with a starting point, causality and
result, but the co-existence of different states of
spirit and consciousness.

I chose the phrase “states of spirit” because the
Noh actor on the right embodies an expression
of destructive jealousy, which manifests itself in
homicidal impulses. The figure is drawn from the
play Rokujo, whose plot is based on an episode
from the classic Japanese novel The Tale of
Genji. This eleventh-century novel deals with the
complex relationships of a handsome prince. In
one of the best-known chapters, the Lady Rokujo
— one of the prince’s lovers — discovers that, in
her sleep, the jealousy seething within her turns
into a demon that leaves her body and violently
assaults the other women in his life. In the play,
the demon is portrayed with a mask bearing two
horns, metallic eyeballs and vicious fangs. Genji
then awakens from his slumber to discover that
the woman lying at his side is dead. The Noh
play, whose essence constitutes a religious ritual,
sublimates the emotions of jealousy and violence
into remorse and redemption. The painting
Tragedy IV neither seeks to create a variation

on the original work nor to offer a solution or
salvage the process suggested in it, but rather

integrates the character into a new narrative

by placing the manga girl at the center of the
composition, thereby turning her sexuality into

a motivating force, which creates an oscillating
motion between the demon’s mask on the right
and the man’s sad face on the left. The cyclical
motion between the figures constitutes an axis
for the passionate-psychic reflections taking place
among the various characters in the picture.

However, in most of the paintings, it seems

that the character driving the imaginary plot

is actually a male figure exuding power, such

as a colorfully dressed samurai waving a sword
or tattooed Yakuza mobsters. The samurai
figures mostly allude to the woodblock prints

by the Japanese painter Utagawa Kuniyoshi
(1797-1861). Kuniyoshi was a popular painter
who produced thousands of graphic sketches for
the prosperous woodblock-print industry that
flourished in Japan in the nineteenth century.
Among his most famous series of paintings is
“One Hundred and Eight Heroes from the novel
“The Water Margin’.” The Water Margin is a
popular fourteenth-century Chinese novel that
describes a group of justice-seeking strong-armed
men on the margins of society, and Kuniyoshi’s
series of prints illustrates dramatic brawls
between the muscular, tattoo-laden ruffians and
their cruel enemies or various monsters.

Garbed in theatrical colorfulness, showing off
tattooed muscles or dramatically brandishing a
sword — many of the warrior figures populating
Kuperman’s “New Mythologies” make reference
to various warriors from The Water Margin.
Such, for instance, is the painting Black

Sun, which includes a samurai in a thrusting
motion with a defeated man at his feet, his
hands clenched. But unlike the struggles
depicted by Kuniyoshi, which heroically show
intimate wrestling, Kuperman has created a
disconnect between the combating bodies and
has constructed the space surrounding them
using news photos. Thus, the battle between the
combatants takes on meanings beyond graphic
amusement and addresses issues of current war.
The title of the painting invokes Japan — Land of
the Rising Sun — and the nuclear bombs dropped

on it by the United States at the end of World
War 11, after which black rain fell.! However,
the bombardment depicted in the background
of Black Sun is taken from the Israeli news
from 2014 — photos of the bombardment of
Gaza during Operation Protective Edge. The
associative connection between the different
worlds of meaning aestheticizes and dramatizes
the war, which, on the one hand, alienates the
nearby events and, on the other, emphasizes the
gap between the experience of war as a struggle
for survival and the observation of war as shown
on television.

The gap between one’s physical experience and
the attempt to express it in painting is central

to Kuperman’s work; it deals with the human
body in various ways, and many of his artworks
display a subtle sensitivity to anatomy. In the
portrait paintings created at the beginning of
the millennium, the blood vessels throb through
the translucent skin in a way that constructs the
human figure as a unique personality, on the one
hand, and on the other, quite literally as flesh
and blood. The identicalness of body and flesh

is also apparent in the recurrent allusions

to food in the works created by Kuperman
during his residency in Hangzhou, China.

These works combine seemingly tantalizing
photos of meat dishes with actors in resplendent
Chinese opera costumes. The integration of
quasi-touristic images lends a macabre dimension
to the drama implied in the picture — a drama
that, like the pseudo-Japanese pictures in the
“New Mythologies” series, blends an enigmatic
array of characters from different eras and
different registers in the history of European and
Asian art.

In other words, elements of European painting
are evident in Kuperman’s works, even in those
composed entirely of Japanese iconography,
because the sensitive portrayal of an exposed
human body revealing the anatomy of the
muscles and blood vessels is a quintessential
characteristic of European art. In contrast,

for most of its history, Japanese art has been
characterized by a flat and generic depiction
of the human body. Lacking a tradition of
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Some of them evoke a sense of reckoning, closure or a demand for
realization. The excursions, like grunts, erupt uncontrolled, lacking
conceptual unity that is at once didactic and comprehensible.
They are grounded in experience (yours, Ruven); the accumulated
act of an unfiltered eye that has amassed input and output, source
and imitation, and an additional reproduction, until the sense of
the original and of history has been lost, and loss itself has become
its familiar, stable and comfortable state of being.

Standing before your paintings, I hear music playing, like that
accompanying a traditional Kabuki theater, replete with internal
order and codes of meaning. But you play it in reverse, draping it
with layers of sound: street sounds, natural effects and the sizzle
of the frying pan. At first, that same music may sound like a heap
of noise with a dominant beat, debilitating our ability to see or
hear anything else. This may even provoke an instinctive rejection
or the desire to cover and protect one’s ears. But should he (the
Other) agree to open his hearing ducts, then a bold array of
loom threads woven simultaneously in several different directions
will reveal themselves and float up into the hearing ducts, like
electrical signals in a human brain, telling in sub-sounds of rustles
of data weaving a rich carpet awaiting a journey.




LETTER TO RUVEN,
PROPOSAL FOR A JOURNEY
ILIT AZOULAY

When prestige touches mud, not because it has stumbled upon it,
but because there is no longer any difference between the spleen
and its encasement, and when vision has already been exposed to
the evil secret lurking under the skin, even nausea will not help us
come to terms with the shameless humiliation of the abolition of
hierarchy you have created here.

Had I been a religious person, I would have said that you act in
the name of some demonic calling that shouts in your ear: “Tame
culture and all its customs, undress it so that no more applause

is heard, because the audience is part of the play and, as such, is
allowed to build and destroy, to reduce culture to prostitution, to
go on stage and massacre, to stain the kimono in the oil in which
an internal organ has been fried, wrapped in rice dough like royal
silk.” The animate becomes inanimate, the symbol becomes the
very thing, what was once nourishment becomes a photograph of
food, in turn becoming a clipping of “bad photography,” which
sometimes serves as the apparel of a ghost and, at other times, as
internal or external organs or as suggested scenery.

Nudity in your work always transparently externalizes the “inner
plumbing,” like a backstage that refuses to stay behind the
curtains. By the same token, the theater is realistic; it places both
raw materials and final product on the table, without concealing
the seam or synthesizing the two. For all you care, the mind can
do the work on its own and not find respite for even a moment
in a single suggested serving, a bulimia of information with this
world existing in any case even without the other, without any
passerby stopping or noticing it. Should said passerby feel that
these dioramas were intended specifically for him, this would of
course be nothing but an illusion.

True, they are all frontal, served at their best and at the most
effective angle directly into the mouth, like pornographic
photographs of food that tantalize the sphincters, eliciting a
positive response. But these are, in fact, only brief excursions into
action-packed scenes, whose need to be displayed constitutes their
natural breath, and whose behavior is, therefore, automated, and
so devoid of the need to encounter him (the Other).
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Self Portrait, 2012, oil on wood, 122X81cm Fishing, 2013, pencils, spray and collage on paper, 150X105cm



The Goddess, the warrior, his shadow and the dragon, 2013, pencils and collage on paper, 150X105cm Triumph over the Dragon, 2013, pencils and collage on paper, 150x105cm



Red Detachment, 2014, pencils and collage on paper, 150X105cm

The masses followed by its ghosts, 2014, pencils, spray and collage on paper, 150X105cm



Music, 2010, oil on wood, 61x58cm







point whether it's truth or fiction, whether these things actually
happened or were but a dream.

There, in the lands of frost, when dawn breaks, it does not
completely banish the preceding night, preserving it within itself —
daylight sustains the darkness. There the sun is eternally shrouded
in cloud and the road is foggy and cold, always cold. But one must
keep marching, peel away the mask, advance to a brighter place,
where one can meet oneself.

THE MIDDLE EAST

Israel. Those who listen, and even those who don’t, hear different
stories here. What was a river there becomes a desert here, and in
the desert you wander forty years and climb the mountain before
descending it, then go up again, and so on. There are also heroic
tales about a one-handed fighter and another about a man with

a long, long beard, who used to go out onto the porch when the
sun was shining, and it was unclear whether he was a seer or just
seeing things. And the sun, always the sun, even the night cant
conceal its heat. Suddenly things have distinct black shadows; the
shadows draw borders and, all at once, everything is bounded and
demarcated. The light’s cruel precision banishes the illusion, the
same chilly dream that persisted hitherto.

Branded in Kuperman’s painting is the terror of the encounter
with the blazing, blinding light. Accustomed to warm wrappings,
the body is suddenly so exposed that even the skin cannot protect
it. The light burns the flesh, dissolves it. Without the epidermis
everyone looks alike, equal to one another, or perhaps not. If we
look closely, we'll notice that one has the eyes of someone who has
seen a lot in life, who has seen both “here” and “there,” while the
other has fresh eyes, born here but wanting to devour the world
in its entirety. The painting itself also has a body with white skin.
Kuperman usually refuses to tan it. Although it has never been
colored, it seems to be smeared with a layer of suntan lotion: the
sun cannot penetrate it and cast its murky shadows upon it. The
painted medium reflects memories of snow-capped mountains.

The dual relationship between darkness and light, warmth and
cold, here and there, haunts the viewer. What is best? What shall
we choose? There is free will. We are free to choose, but according
to what? What is the standard? Into this multiplicity, this chaos,
sneaks a slight longing for Moldova; there within the grayness
was some communist clarity, an absolute knowledge of necessary
and needless, of permitted and forbidden. Kuperman is quick to
push away the yearning and its objects, establishing an alternative
to it. Motion and change are the dynamic expressions of the

contradiction, but Kuperman does not content himself with the
recognition of motion; he sets it as his goal to expose the unity
arising from the multitude of contrasting phenomena. In his
painting, Kuperman offers a non-dichotomous clarity, a harmony
of conflict — the paintings are not built upon an external harmony
of stability, but upon an internal harmony composed of internal
contradictions. The compatibility does not negate the tension and
the contrast, but is, rather, created from within them. This may be
the lesson of this place — that justice is not to be found in a static
state and in complementary contrasts, but in the struggle itself, in
constant contrast.

EAST ASIA

Japan. Here, in the Land of the Rising Sun, everything in nature
has a god (Kami): there are gods for light and darkness, for the sun
and the moon, for fire and water, for joy and sadness, and there
are gods of rocks and rice and more. Japanese mythology tells of
the sun goddess Amaterasu, who shut herself up in a cave after

a bitter fight with her brother, during which the brother injured
her favorite animal — the winged pony. During Amaterasu’s stay
in the cave, darkness suffused the world. The goddess of joy tried
to entice Amaterasu to come out of the cave by drumming and
dancing in the nude. After one of the rays of the sun (the sunrise)
peeked from the cave to see what all the noise was about and

was trapped in its own reflection in the copper mirror that the
goddess of joy had placed at the entrance to the cave, the other
gods managed to pull Amaterasu from the cave, and she agreed to
return her light to the world.

And indeed, why should there be only one god? And why so
many restrictions? Thou shalt not commit adultery?! Thou shalt
not covet thy neighbor’s wife? Shinto is a religion of nature. It
allows almost everything and, therefore, sustains contradiction.
Those among Kuperman’s paintings that depict Japan are just like
Japan itself, little isles of impossible contradictions. They contain
a unity of contradictions, which encompasses the tension between
them. In this place, Kuperman has found the perfect synthesis

of “here” and “there.” On the one hand, Japan enables law, order
and control, and on the other, violence, passion and chaos.
Kuperman’s painting allows us to see the world anew, not to take
it for granted, to be a child once more. Through the eyes of the
child who bathed in the Moldova River, we can see that monkeys
talk, pigs dance and fish can fly.

By tomorrow it will surely be different. Kuperman, and everything
there is, actually, is in motion, and nothing ever remains the same.
Even if we keep entering the same rivers, different waters will still
wash over us. You cannot enter the same river twice.



FROM EAST TO EAST TO EAST:

OF DEAD DOGS, WINGED HORSES,
DANCING PIGS, WISE MONKEYS AND
HAIRY HUMANS

URI GERSHUNI

Ruven Kuperman is in perpetual motion, and so are his works.
Sometimes the motion stems from will, a thrust, a curiosity
burning within, and sometimes it’s an involuntary motion,

almost forced. The important thing is to traverse some distance.
The distance may be crossed in short, measured steps or in leaps
and bounds, it can be traveled on main roads or preferably on
unwalked trails, or one can sail away, and so on. Only one variable
never changes: the compass, always pointing east in the direction
of the rising sun.

EASTERN EUROPE

Moldova. There the elders know to tell how, one night, Dragos,
the first Prince of Moldova (before it even had a name), attempted
to gallop across the wide river on one of his exhilarating,
exhausting hunts for the wild aurochs... He and his horse barely
made it to the other side and, sadly, his faithful dog Molda, who
was fatigued from the journey, drowned in the gushing rapids. The
dead dog lent its name to the river and to the entire region. Some
say that on cold nights, one may still hear Molda's ghost howling
at the wind.

The events of that cold, dark night have been incised as a memory
into Kuperman's act of painting. They have instilled in him
courage, a ceaseless drive towards the new, towards discovery. At
times, it seems that when Kuperman paints (be it on canvas or
paper, with brush or pencil), he is riding a horse. His movement,
like that of the horse, is free and noble, but always attentive to its
master holding the reins.

The darkness of the night sharpens one’s vision, but doesn’t always
allow us to distinguish truth from fiction, reality from fantasy.

At night, when the universal wisdom galloping on its horse has
long been asleep in the stall, another force shakes off slumber and
spreads its wings, an intuitive force driven by passion and instinct.
During these hours of grace one may soar higher and higher,
obliterate the boundaries set by daylight, and who cares at that







Tragedy Ill, 2010, pencils on paper, 120 x150 cm Tragedy |, 2008, pencils on paper, 100 x150 cm



The Musicians (after Caravaggio), 2014, pencils on paper, 105X150cm The autonomy lesson (after Rembrandt), 2014, pencils on paper, 105X150cm
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Hangzhou landscape #4, 2012, pencils on paper, 39x53cm Kiss, 2008, oil on wood, 80x120cm
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Roni and Molda (v nvn), 2014
pencils and collage on paper, 150x105cm
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