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Dinner at the Club (Prologue) 

 

Last week my friend, Henie, invited me to join her for dinner at a private members’ club 

in central London. I first met Henie few years ago on one of our many short trips to visit 

my wife's family. A mutual friend made the introduction then. When we relocated to 

London permanently, Henie was very helpful and kind, and beside our mutual love of 

art we soon found out that we also share a love of wine, and so we started to meet 

every now and then at the club, to talk about art, politics and history. Sometimes, after 

a few glasses of wine, Henie would share memories and tell me about her life. Last 

week, Henie invited me for dinner at the club, which I was happy to accept.  

 

Upon arrival, I learned that one of her friends from the club, a lady named Fatima, 

would be joining us for dinner. I am usually happy to meet new people and enjoy 

intense conversations, but this particular one that evening had left me feeling 

uncomfortable. A short introduction revealed that Fatima was born and grew up near 

the city of Sidon in south Lebanon, less than 70 kilometres from where I was born and 

grew up, a small place called Kibbutz Yiftach in the north of Israel, practically 200 

metres from the border with Lebanon. In an ideal world, we were neighbours, but in 

the reality of the past decades of this geographical area, this proximity is far more 

complicated than this text can elaborate.  

 

Fatima was a young girl when the first Lebanon - Israel war broke out in 1982 and her 

experience and memories of that war have left her with scars and anger toward both 

Israel and Israelis. I grew up in a very ideological environment, with strong Zionist ideas 

with an emphasis on the connection with the land, and I was raised to believe that 

Israel must be strong in order to survive. At the age of 18 we all joined the army and 

were ready to sacrifice a lot. We were taught that the Israeli army is the most moral 

army in the world and that we should be proud to wear the uniforms and serve and, if 

necessary, die in order to protect this “miracle on earth” which is the Jewish state, the 

only place on the planet where Jewish people are safe. With a constant flow of 

references to the Holocaust which are embedded in our identity from young age, we 

are taught to put the country first and ourselves second. Our idols are war heroes who 

sacrificed their lives and died while fighting to protect the motherland. For Fatima, Israel 
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represents something very different. Five minutes into our mutual dinner at the club in 

London I had an uncomfortable feeling and confusion towards the position I was going 

to take in response to Fatima’s accusations about the crimes against humanity and 

genocide (in Fatima’s words) committed by Israel from its early days, through the first 

war with Lebanon and into the present.  

 

I would say that my political views are on the left of the discussion within Israeli society. 

In fact, a friend once joked that if I tried to move further to the left, I would shortly hit a 

wall. After my military service as a sergeant in a combat unit, I left the Kibbutz, moved 

to Tel Aviv, studied art and was constantly dealing with the issue of Israeli identity and 

my position within it. I decided that I did not want to be part of the reserve forces of an 

occupation army, which often got me into trouble; every time my unit was called back 

into service, I had to make up an excuse and was twice threatened with being thrown 

into jail for not showing up without official approval to do so. In Israel, many people 

consider me as an anti-Zionist and a traitor and in many ways, it is my feelings towards 

this place that have led me to emigrate and start a new life far away from the Israeli 

reality. But as Fatima kept repeating her accusations, I felt obligated to defend my 

country, my people and myself. I agreed with her claims that the use of power and 

weapons were out of proportion and felt empathy towards her pain and anger when 

she very openly shared the horrors she and her family had experienced during the war. 

The devastation and loss of innocent life are a real tragedy, but I felt that I am expected, 

as an Israeli, to apologise for all those terrible things, and I was not going to.  

 

Instead I decided to share with Fatima my own memories and scars from this ongoing 

conflict; My father was called into the reserve forces shortly after the war started in 

1982, three years before I was born. He and his unit were very unlucky, and their jeep 

suffered a direct rocket hit while he was driving; luckily it hit the engine, which took 

most of the force from the explosion, and the four of them were only injured and 

evacuated to hospital. My childhood friend, Noam, never knew his father, who was 

killed in an explosion somewhere in Lebanon few months before Noam was born. As 

a young boy I remember the terror in my mother’s face every time the siren alarm would 

suddenly disrupt life, and the fear that someone had crossed the nearby border and 

was on his way to kill me and my family, or that a rocket would hit our house and we 

would all have to take cover or run to the nearest bomb shelter. When it was my time 
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to go to the army at the age of 18, I truly felt it was my turn and duty to protect my 

family, my home and my people, and in 2006, when the Second Lebanon War broke 

out, I lost friends who served with me and were just unlucky in this terrible reality.  

 

What should have been a nice, calm dinner at a private members’ club in London had 

quickly escalated into a mini simulation, with Fatima on one side of the table, me on 

the other and Henie sitting between us as if she had been forced to play the role of the 

UN and prevent any unwanted escalation. I acknowledged Fatima’s pain and agreed 

that many things were wrong in Israel’s part in this conflict, but I was not going to 

apologise.  

 

After sharing the bill, Fatima left to attend some other appointment, and as we walked 

out, I really wanted to smoke a cigarette. Henie felt uncomfortable and followed me 

outside; she apologised for putting me in this situation and I said that there was no 

need to apologise at all, and I even thanked her. She asked if I was upset and I 

answered that I was just confused because I have criticised Israel myself quite often 

in the past, and even more so since I left it behind and moved to London, but tonight, 

after a long time, I felt I needed to defend it. 
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Part One: Man is But an Imprint of His Native Landscape 
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Sentimental Melody 

 

In his book The Israeli Mind, Dr Alon Gratch describes how most Israelis who leave 

Israel take it with them wherever they go; he gives an example of his brother who 

returned to Israel after living in New York for more than thirty years, and quotes him 

saying; “The question is not why I returned to Israel, but rather why I was never able 

to leave it”.1  

 

However, for Gratch and his family there never was a return plan or fantasy, as his 

wife, and later his kids, were unequivocally Americans. Furthermore, he consciously 

chose not to speak Hebrew to his kids when they were growing up. But, as he then 

recalls; “when they were little and I would sing them a lullaby at bedtime, I somehow 

returned to the beautiful “Kinneret Sheli”. The song, composed to the poem of the early 

Zionist poet Rachel, so idealises the object of her longings, the Sea of Galilee, that it 

is questioned whether it only existed in a dream”.2 As the sole freshwater lake in the 

country, the Sea of Galilee was one of a handful of vacation destinations for me as a 

kid, and thus, in my child’s mind, both real and magical. But the poem, along with the 

brilliantly sentimental melody to which it was put, amplified the latter.  

 

Gratch then goes on to give a description of the Israeli landscape with a certain 

sentiment, which I very much relate to:  

 

In reality, the lake (the Sea of Galilee) is nicely situated, but with the exception 

of a magnificent little church on its northern shore is nothing to write home about. 

The same is true of Israel's physical landscape as a whole. Like most countries, 

Israel has several truly beautiful spots, but it is mostly arid, flat, perhaps rocky-

hilly here and there, mostly yellowish, with bits of green in some areas. Other 

than the Sea of Galilee, water-wise it has about three large creeks – all referred 

to as rivers in Hebrew – and a Dead Sea. It has a few dusty-dry, sparse forests, 

and three or four mountains in the pre-1967 borders. It has several delightfully 

ancient town centres and religious sites, a few Mediterranean-beach treasures, 

                                                 
1 Alon Gratch, The Israeli Mind; How the Israeli National Character Shapes Our World (New York; NY; St. Martin's 

Press, 2015), pp.82-83 
2 Ibid., p. 83 
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and a smattering of attractively modern and contemporary buildings and villas. 

And it has many fascinating archaeological sites. But it houses no Alps, hilltop 

medieval villages, Renaissance palaces, Black forest, Salzburg, nor the English 

countryside, the Grand Canyon, or San Francisco. On the whole, its towns and 

cities are poorly designed, cluttered, polluted and architecturally challenged.3  

 

But despite all of this, or, I would suggest, because of it, Israelis’ attachment to the 

physicality of their land is as strong as it gets. 

 

 

 

 
Roei Greenberg, Mural (View of The Sea of Galilee), Hotel Genosar, Tiberias, 2016 

                                                 
3 Ibid., pp.83-84 
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Divinely Promised Land 

 

“Man is but an imprint of his native landscape”4 is the most famous line penned by 

Shaul Tchernichovsky, Russian-born Hebrew Zionist poet and namesake of many 

streets in many towns in Israel. The line comes from a poem in which Tchernichovsky 

talks about how the impressions from a person's youth – when "his ear is still fresh, 

and his eye not yet sated with sight" – to a great degree determine his life. It is his 

native landscape that is the constant reference for a man's experience and which he 

seeks to rediscover.5 However one interprets this line, it is hardly a coincidence that it 

was written in Hebrew by a Zionist poet.  

 

Although Tchernichovsky was born in Russia, the idea of a deep connection with one’s 

native landscape was embraced by the Zionist movement early on and is embedded 

in every Israeli mind from childhood onward through the popular culture of “tiyulim” - 

an emotionally laden Israeli version of nature hikes, which permeate grade- and high-

school field trips, family outings and military foot excursions. To walk the land is to 

know the land, and knowing the land suggests entitlement, to own the land.6 “We were 

taught that by walking through the desert we occupy its mountains and valleys with our 

feet. The roads and desert paths will become Jewish when an Israeli vehicle passes 

through them.”7 The connection of the Jewish people to the Holy Land is not an Israeli 

invention, and although the Jews have been de-territorialised since the destruction of 

the Second Temple in 70 CE, one of the most distinctive features of the Jewish religion 

is the territorial claim to a singular, divinely promised strip of property. A claim that is 

in my opinion very problematic, but nonetheless embedded in the minds and 

perception of Israelis for many generations, and therefore it is hardly a surprise that 

many creative Israeli narratives, from pop and rock music to literature and poetry, are 

full of longing for the geography of Israel, which is generalised as landscape. 

 

                                                 
4 Shaul Tchernichovsky, Selected Poems (New York: Jewish Education Committee, 1944) 
5 Ibid., p.84 
6 Zali Gurevitch, On Israeli and Jewish Place [Al Ha-Makom, Hebrew] (Tel Aviv: Am Oved publishers, 2007), pp.47-

58 
7 Meron Benvenisti, The Slingshot and the Baton: Territories, Jews and Arabs (Hebrew) (Jerusalem: Keter 

Publishing House, 1988) 
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Dreaming of Misty England 

 

“Photography isn’t looking: It’s feeling. If you can’t feel what you’re looking at, then 

you’re never going to get others to feel anything when they look at your pictures.” (Don 

McCullin)8  

 

Recently, I went to see the Don McCullin retrospective at Tate Britain. I quickly moved 

through the rooms which divided his work chronologically, from his early work 

photographing poverty in the streets of London and other cities in northern England, to 

his career as a humanist war photographer in many famous war scenarios of the 

second part of the 20th century. I am not going to, but I could probably spend the entire 

length of this dissertation discussing the title of “humanist war photographer” given to 

McCullin, or adopted by McCullin, which suggest an approach to photojournalism as a 

way of making a change and influencing the world to be a better place9. A rather naïve 

approach in my opinion, especially when a privileged white Englishman is assuming 

the position of a humanist in the post-colonial era, as a temporary guest in various 

conflicts.  

 

The question of one's position as an insider or an outsider has always been important 

to me; I believe that a photographer’s biography plays a key role in the way his or her 

images should be read. To some extent, what the retrospective does is to emphasise 

how all conflicts and human suffering look the same, but it is not able to go deeper and 

suggest how these images will make the world a better place. On the contrary, the 

accumulation of huge amounts of black-and-white photos of a similar size and framing, 

and in a way subject matter, makes me, as a viewer, indifferent to any specific suffering 

by people in any specific place.  

 

In the last room of this extensive show were a group of black-and-white photos of open 

spaces and trees which McCullin photographed around Somerset, where he has lived 

for the past few decades. Those stood out from the rest of the images in the show for 

the fact that there were no people in them. They were grouped under the title 

                                                 
8 Don McCullin, interview with John Tusa, BBC Radio 3, Aug. 15, 2012 
9Jean-Claude Gautrand, 'Looking at Others: Humanism and Neo-realism', in Michel Frizot, The New History of 

Photography (Cologne: Könemann, 1998), p. 613. 
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“Landscape”, followed by a text which was something along the lines of “after decades 

of photographing war, McCullin sentenced himself to a life of peace”. McCullin is 

quoted as part of the explanatory text: “when I was working in war zones full of 

suffering, I was dreaming about misty England”.10 In his Perspectives on Place: Theory 

and Practice in Landscape Photography, J.A.P Alexander suggests the following 

reading of McCullin's landscapes:  

 

McCullin’s pictures of the English countryside have a kind of paradox: they 

simultaneously portray the land as bleak and visually appealing. His work 

conveys something of the anguish that resides within him and the ghosts that 

haunt him from his frequently harrowing career as a photojournalist and combat 

photographer.11  

 

 

 
Don McCullin, Dew Pond by Iron Age Hill Fort, Somerset, 1988 

 

 

                                                 
10 Don McCullin, Tate Britain, 5 February – 6 May 2019 
11 J.A.P. Alexander, Perspectives on Place: Theory and Practice in Landscape Photography (London: Bloomsbury 

Publishing, 2015), p.50 
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What strikes me most is the way those landscapes are so different from the rest of the 

images in the show: they are tranquil and empty of people. In contrast to the war 

images of suffering and horror, these landscapes seem to me as if they exist in a 

parallel universe. There is something sacred about the way McCullin portrays the 

English landscape, suggesting a place to get away from the reality of the world, a place 

of solace. I thought that McCullin is very lucky to feel this way towards the place he 

calls home...  
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Space and Consciousness 

 

“Memory and its representations touch very significantly upon questions of identity, of 

nationalism, of power and authority. Far from being a neutral exercise in facts and 

basic truths, the study of history, which of course is the underpinning of memory, both 

in school and university, is to some considerable extent a nationalist effort premised 

on the need to construct a desirable loyalty to and insider’s understanding of one’s 

country, tradition and faith.” (Edward W. Said)12 

 

 

 

 
Roei Greenberg, Landscape Painting on Wall, Dining Hall, Kibbutz Yiftach, 2015 

 

 

 

                                                 
12 Edward W. Said, “Invention, Memory and Place”, in: Landscape and Power edited by W.J.T Mitchell (Chicago: 

London: Chicago University Press, 2002), p.242 
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I was born, grew up and lived in Israel all my life. My relationship with the landscape 

starts at the place where I grew up, a small kibbutz located in the north of the country. 

To me it was always, and still is, one of the most beautiful places in the world. It is 

located in the Galilee mountains, surrounded by nature and situated right on the 

Lebanese border, which meant that the land was always restricted for movement, as 

it was brutally divided. The ongoing conflict along this border played a key role in my 

perception of landscape and the ambiguity it represents. Imagine a place surrounded 

by nature, but if you want to take a walk, you can only go east or south, as the border 

crosses the land on the west and north. A place that stands for freedom and 

exploration, but that at the same time is a place which is potentially threatened and 

needs to be protected.  

 

My kibbutz was far from the Israeli cultural and artistic centre; I was raised on values 

of equality and hard work and did not have a background in either photography or the 

arts. My first experience with photography was at the age of 17 on a school trip to 

Poland to visit the Holocaust sites. As both of my father’s parents migrated to Israel 

after they had survived the war in Europe and the concentration camps in Poland, and 

as this was the first time I had been abroad, I took my parents’ ‘point and shoot’ film 

camera, as I felt the urge to document this journey.  

 

Shortly afterwards I bought my first camera and started documenting pretty much 

everything, gradually focusing on what I felt most strongly about: my native landscape. 

A year later I had to put photography on hold as it was my time to join the army. After 

a mandatory three years of service and another couple of years travelling around the 

US, Europe and Africa with my camera always by my side, I got to a dead end with 

photography, when taking pretty images in random places simply was not satisfying 

any more. I then moved to Tel Aviv and enrolled in an art school. It was the first time I 

had come across traditional processes and critical approaches to the photographic 

medium. My interest in landscape did not stop, but my position toward it shifted 

dramatically while revisiting the familiar landscape as my research into the subject 

evolved.  
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One book that had a tremendous impact on me was Erased from Space and 

Consciousness; Depopulated Palestinian Villages in the Israeli-Zionist Discourse by 

Noga Kadman.13 As an Israeli tour guide, Kadman focuses on the history of the Zionist-

Palestinian conflict while looking at the different layers of this, even those that are not 

immediately visible. The study examines the Israeli discourse regarding the Palestinian 

villages, emptied in 1948, and examines their place in the Israeli consciousness after 

they were largely destroyed and erased from the landscape. Kadman points to the 

Judaization ideology underlying the erasure, an ideology whose results are evident in 

Israel’s physical space and in the consciousness of its citizens.14  

 

The book emphasises the neglect and marginalisation of these villages in the 

information given to tourists at historical sites and national parks in Israel, and portrays 

this fact as a political act, driven by ideology, that tells a one-sided narrative of history, 

and in doing so erases others. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                 
13 Noga Kadman, Erased from Space and Consciousness; Depopulated Palestinian Villages in the Israeli-Zionist 

Discourse (Jerusalem: November Books, 2008) 
14 Ibid., p.38 
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Crossing the Road 

 

Tel Kadesh is a national park in the Galilee. On the sign welcoming visitors at the park 

entrance, visitors can read about the remains of the ancient Canaanite City of Kedes, 

the ruins of which are preserved and celebrated in the park. Across the road, in what 

is now a grazing field for cattle, are the remains of the Arab village of Kedes, which 

was conquered in 1948 by the Israeli forces.15 Located less than a kilometre from 

where I grew up, Kibbutz Yiftach was established in the same year, 1948, in order to 

populate the Galilee and to protect the new borders of the newly born state of Israel; it 

also carries the name of the battalion that fought over this specific piece of land.  

 

The National Park was the subject of countless visits and school trips for me and my 

friends, and upon reflection I realised that we never physically crossed the road, nor 

did we know much about the remains of the little stone house and the fruit trees 

surrounding it. As suggested by Kadman, the recent history of this place was ignored, 

while at the same time, across the road, its ancient history was celebrated.16 This 

realisation was a turning point for me.  

 

I decided to cross the road, to point the camera at the same familiar landscape I used 

to photograph in my early years, while falling in love with photography, but to look at 

them again. I started using a large-format camera in order to record as many details 

as possible, as if to mimic a forensic approach to what, with my “new eyes”, had been 

transformed into a potential crime scene. Repositioning myself and my camera meant 

confronting the narrative I was raised on, and, to some extent, acknowledging my 

responsibility as an Israeli in this ongoing conflict.  

 

 

 

 

 

                                                 
15 Walid Khalidi, All That Remains: The Palestinian Villages Occupied and Depopulated by Israel in 1948 

(Washington: DC; Institute for Palestinian Studies, 1992), pp.484-485 
16 Noga Kadman, Erased from Space and Consciousness; Depopulated Palestinian villages in the Israeli-Zionist 

discourse (Jerusalem: November Books, 2008) 
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Roei Greenberg, Grazing Area, Tel Kadesh, 2013 

 

 

 

In one of my visits to Tel Kadesh, on an early winter Sunday morning, halfway up the 

hillside, I positioned my camera lens down onto the broken stone building, whose 

remains are scattered in the foreground of the frame with the old fruit trees and newly 

planted vineyards in the background. As I was waiting for the first morning light to shine 

and highlight the scene, I saw a man walking up the hill towards me. Initially, I thought 

he was probably the owner of the cattle and had noticed me in his grazing meadows, 

which made me uncomfortable. I soon found out he was not, but this encounter left me 

with even more of an uncomfortable feeling; It turned out that this man was an Israeli 

Arab and (whether true or not) told me that his father was born in the village of Kedes,  

on the ruins of which we were standing, and since his father passed away he had 

visited here once a year, maintaining the hope of one day returning to work his father’s 

land and build his home there.  
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The man left me as the sun came up and I was able to capture the scene that I was 

hoping to, but I left unsatisfied and confused... My parents’ home and the kibbutz is 

located on the same land that his father used to call home, so what does it mean if he 

will ever return to inhabit it? Without sounding overly dramatic, this is an existential 

question. Even though someone else used to call this place home, this was my home, 

and I could not imagine giving it away, nor was I willing to, as it is not likely that this 

small strip of land could be shared....  

 

Could it possibly be shared? This allegedly simple question was not even on my mind 

until recently, and even from a distance of time and place I find this very hard to 

imagine. The two narratives are not just opposing, but in order to validate themselves 

are constantly and purposely trying to erase one another. However, as Kadman’s work 

suggests, the return of the emptied villages back to the consciousness of Israelis is 

essential for a genuine confrontation with the roots of the conflict in the present, and 

for laying the groundwork for future reconciliation.17 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                 
17 Ibid., p. 10 
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Part Two: The Presence of Absence 
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Crooked Path 

 

"The real voyage of discovery consists not in seeking new landscapes, but in having 

new eyes."18 (Marcel Proust) 

 

 

Roei Greenberg, Stone Carved Trail, Ein Zeitim, Galilee, 2013 

 

 

One of my photographs became a key work in defining my position towards the Israeli 

landscape and the way it should be read. At first glimpse, this is a photo of a path into 

the woods, which is partly lit by the warm early morning light. The soft light invites the 

viewer to walk down the path and into the woods, to the centre of the image where the 

path is no longer visible. Although the sky is not visible, and the horizon seems to be 

declining from right to left, I believe this image to be pleasant and satisfying to look at. 

                                                 
18 Marcel Proust, The Prisoner: In Search of Lost Time, Volume 5 of In Search of Lost Time [A la récherche du 

temps perdu], translated by Carol Clark (London: Penguin Publishing Group, 2019), Chapter 2 
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A second viewing of the same photograph, accompanied with some context, the 

reading, I suggest becomes more complex as the act of erasing becomes apparent: 

the photo was taken at Ein-Zeitim Park in the Galilee, a name which was appropriated 

from the Arab village Ayn al-Zaytun that was conquered by Zionist forces on 1 May 

1948 during Operation “Yiftach”. The village houses were burned down or blown up by 

the occupying force on 2 and 3 May.19 The pine trees were later planted on the vast 

land as part of a cover-up, and the elimination of the right of return for the people who 

were forced to flee and become refugees.20 The stones forming the path in the woods, 

were taken from the remains of the demolished houses.  

 

This was a place I used to visit often as a child, and as it is not far from my Kibbutz it 

was a camping destination on school holidays. In my child’s mind it was a place of free 

roaming, climbing trees and bonding with nature. The duality, I hope, exists in the work. 

The warmth and empathy of childhood memories, upon the encounter with context, 

reveals an additional layer of symbolism which is embedded in the place but requires 

prior knowledge.  

 

In “Invention, Memory and Place”, Edward W. Said describes a visit to a site in the 

Galilee, where one of the emptied villages used to stand: 

 

 One has to rely on landscape reading, because little else remains. What is most 

readily visible to the first-time visitor is the JNF (Jewish National Fund) trees 

planted on the site… pine and other trees that have grown over the past four 

decades in a manner that makes it seem as if perhaps that is all that was ever 

there.21  

 

The “absent photograph” suggests how we should experience a place, taking into 

account not only what is visible, but also the absence in the landscape that can only 

be experienced imaginatively. As Michel de Certeau writes: “We are struck by the fact 

                                                 
19 Khalidi. 
20 Carol Bardenstein, “Threads of Memory in Discourses of Rootedness: Of Trees, Oranges and Prickly-Pear 

Cactus in Palestine/Israel”, Edebiyat 8, no.1 (1998): 9 
21 Edward W. Said, “Invention, Memory and Place”, in Landscape and Power, edited by W.J.T Mitchell (Chicago: 

London: Chicago University Press, 2002) p.257 
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that sites that have been lived in are filled with the presence of absence… The site is 

haunted by countless ghosts that lurk there in silence, to be evoked or not.”22 

 

It became clear to me that the question of context is crucial: the photographic medium 

is limited, and without proper contextualisation could hide just as much, if not more, 

than it reveals. In his essay “Safety in Numbness”, theorist David Campany ascribed 

the term “late photography” to still photography of the aftermath of past events of 

historic proportions. 23 Campany points to the problem of such an approach, which 

embraces the slow gaze and often emphasises aesthetics in highly charged places. 

“This slow stare might amount to a numbness or an ideological paralysis of viewers, 

forcing them to overlook the narrative of the events before the aftermath and confining 

them to the aesthetic experience of the late photographs”.24 Although Campany refers 

to the work of photographers who deal with more contemporary or recent events, I find 

his claim and criticism valid when thinking of my own work. It is a conscious decision 

to lure the viewer with the aesthetics of my photographs, which might allow certain 

viewers to overlook the context.  

 

 

 

 

 

 

 

 

 

 

 

 

                                                 
22 Michel de Certeau, “Practices of Space”, in On Signs, ed. Marshall Blonsky (Baltimore: Johns Hopkins University 

Press, 1985), p.143 
23 David Campany, “Safety in Numbness: Some Remarks on the Problem of Late Photography”, in David Green 

(ed.), Where Is the Photograph? (Brighton: Photoworks, 2003), p.124. 
24 Ibid., p.132 
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Collective Tragedy 

 

“In the experience of identification and catharsis of tragedy, two emotions change: my 

compassion for the fate of the other becomes a fear of what may happen to me; And 

the subjective feeling is intertwined and processed into a universal idea of the human 

condition.”25  

 

In his article “The Compassion And The Fear”, Gideon Efrat, an Israeli art critic, 

suggests a reading of Israeli photography from the past few decades through a filter of 

melancholy that he links to the trauma of the 1973 Yom Kippur War and the constant 

reality of war and terror as a result of the Palestinian occupation since 1948.26  Efrat 

suggests that the Israeli experience portrayed in the work of Israeli photographers 

should be read while considering the term “collective tragedy”.27 When Efrat uses 

tragedy in the Aristotelian sense, he suggests that Israeli photography obscures the 

ideological contrast between the protagonist and the antagonist: the Israeli and the 

Palestinian, the occupier and the occupied, the oppressed and the oppressor, are both 

victims.28  

 

This harsh terminology used to describe territorial discourses within Israel requires 

knowledge of history and geography, as well as local politics, in order to address such 

charged topics in the work of art. This may be the reason why, by leaving Israel and 

migrating to London, wishing to leave it all behind, I encountered a long period of 

creative block.  

 

 

 

 

                                                 
25 S.H. Butcher, Aristotelian Theory of Poetry and Fine Art (New York: Dover Publications, 1951) 
26 Gideon Efrat, The Compassion and The Fear”: Israeli Photography 1973-2013 (Hebrew), Gideon Efrat text 

archives: https://gideonofrat.wordpress.com/2013/03/22/2013-1973-החמלה-והפחד-צילום-ישראלי/ (accessed 10 
December 2018) 
27 Ibid. 
28 Ibid. 

 

https://gideonofrat.wordpress.com/2013/03/22/%D7%94%D7%97%D7%9E%D7%9C%D7%94-%D7%95%D7%94%D7%A4%D7%97%D7%93-%D7%A6%D7%99%D7%9C%D7%95%D7%9D-%D7%99%D7%A9%D7%A8%D7%90%D7%9C%D7%99-2013-1973/
https://gideonofrat.wordpress.com/2013/03/22/%D7%94%D7%97%D7%9E%D7%9C%D7%94-%D7%95%D7%94%D7%A4%D7%97%D7%93-%D7%A6%D7%99%D7%9C%D7%95%D7%9D-%D7%99%D7%A9%D7%A8%D7%90%D7%9C%D7%99-2013-1973/
https://gideonofrat.wordpress.com/2013/03/22/%D7%94%D7%97%D7%9E%D7%9C%D7%94-%D7%95%D7%94%D7%A4%D7%97%D7%93-%D7%A6%D7%99%D7%9C%D7%95%D7%9D-%D7%99%D7%A9%D7%A8%D7%90%D7%9C%D7%99-2013-1973/
https://gideonofrat.wordpress.com/2013/03/22/%D7%94%D7%97%D7%9E%D7%9C%D7%94-%D7%95%D7%94%D7%A4%D7%97%D7%93-%D7%A6%D7%99%D7%9C%D7%95%D7%9D-%D7%99%D7%A9%D7%A8%D7%90%D7%9C%D7%99-2013-1973/
https://gideonofrat.wordpress.com/2013/03/22/%D7%94%D7%97%D7%9E%D7%9C%D7%94-%D7%95%D7%94%D7%A4%D7%97%D7%93-%D7%A6%D7%99%D7%9C%D7%95%D7%9D-%D7%99%D7%A9%D7%A8%D7%90%D7%9C%D7%99-2013-1973/
https://gideonofrat.wordpress.com/2013/03/22/%D7%94%D7%97%D7%9E%D7%9C%D7%94-%D7%95%D7%94%D7%A4%D7%97%D7%93-%D7%A6%D7%99%D7%9C%D7%95%D7%9D-%D7%99%D7%A9%D7%A8%D7%90%D7%9C%D7%99-2013-1973/
https://gideonofrat.wordpress.com/2013/03/22/%D7%94%D7%97%D7%9E%D7%9C%D7%94-%D7%95%D7%94%D7%A4%D7%97%D7%93-%D7%A6%D7%99%D7%9C%D7%95%D7%9D-%D7%99%D7%A9%D7%A8%D7%90%D7%9C%D7%99-2013-1973/
https://gideonofrat.wordpress.com/2013/03/22/%D7%94%D7%97%D7%9E%D7%9C%D7%94-%D7%95%D7%94%D7%A4%D7%97%D7%93-%D7%A6%D7%99%D7%9C%D7%95%D7%9D-%D7%99%D7%A9%D7%A8%D7%90%D7%9C%D7%99-2013-1973/
https://gideonofrat.wordpress.com/2013/03/22/%D7%94%D7%97%D7%9E%D7%9C%D7%94-%D7%95%D7%94%D7%A4%D7%97%D7%93-%D7%A6%D7%99%D7%9C%D7%95%D7%9D-%D7%99%D7%A9%D7%A8%D7%90%D7%9C%D7%99-2013-1973/
https://gideonofrat.wordpress.com/2013/03/22/%D7%94%D7%97%D7%9E%D7%9C%D7%94-%D7%95%D7%94%D7%A4%D7%97%D7%93-%D7%A6%D7%99%D7%9C%D7%95%D7%9D-%D7%99%D7%A9%D7%A8%D7%90%D7%9C%D7%99-2013-1973/
https://gideonofrat.wordpress.com/2013/03/22/%D7%94%D7%97%D7%9E%D7%9C%D7%94-%D7%95%D7%94%D7%A4%D7%97%D7%93-%D7%A6%D7%99%D7%9C%D7%95%D7%9D-%D7%99%D7%A9%D7%A8%D7%90%D7%9C%D7%99-2013-1973/
https://gideonofrat.wordpress.com/2013/03/22/%D7%94%D7%97%D7%9E%D7%9C%D7%94-%D7%95%D7%94%D7%A4%D7%97%D7%93-%D7%A6%D7%99%D7%9C%D7%95%D7%9D-%D7%99%D7%A9%D7%A8%D7%90%D7%9C%D7%99-2013-1973/
https://gideonofrat.wordpress.com/2013/03/22/%D7%94%D7%97%D7%9E%D7%9C%D7%94-%D7%95%D7%94%D7%A4%D7%97%D7%93-%D7%A6%D7%99%D7%9C%D7%95%D7%9D-%D7%99%D7%A9%D7%A8%D7%90%D7%9C%D7%99-2013-1973/
https://gideonofrat.wordpress.com/2013/03/22/%D7%94%D7%97%D7%9E%D7%9C%D7%94-%D7%95%D7%94%D7%A4%D7%97%D7%93-%D7%A6%D7%99%D7%9C%D7%95%D7%9D-%D7%99%D7%A9%D7%A8%D7%90%D7%9C%D7%99-2013-1973/
https://gideonofrat.wordpress.com/2013/03/22/%D7%94%D7%97%D7%9E%D7%9C%D7%94-%D7%95%D7%94%D7%A4%D7%97%D7%93-%D7%A6%D7%99%D7%9C%D7%95%D7%9D-%D7%99%D7%A9%D7%A8%D7%90%D7%9C%D7%99-2013-1973/
https://gideonofrat.wordpress.com/2013/03/22/%D7%94%D7%97%D7%9E%D7%9C%D7%94-%D7%95%D7%94%D7%A4%D7%97%D7%93-%D7%A6%D7%99%D7%9C%D7%95%D7%9D-%D7%99%D7%A9%D7%A8%D7%90%D7%9C%D7%99-2013-1973/
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Exhausted Medium 

 

“when one is taken out of one’s country one feels estranged, unsettled, uncanny: one 

no longer know one’s way around.”29 (Jean Luc Nancy) 

 

My photographic practice was very much evolving in response to my surroundings. I 

felt I was out of my depth when thinking of the English landscape as potential subject 

matter. It was the question of legitimacy within my native landscape that eventually led 

me to leave Israel, but the lack of legitimacy I felt towards the English landscape 

paralysed me. How can I copy a practice from a place I was very familiar with – its 

physicality and nuances – and transfer it to a place I know almost nothing about? As 

an Israeli I felt it was my duty to address territorial issues while in Israel. What gives 

me the right to even attempt to do the same here? What does it mean to be an outsider, 

and what position am I taking while looking at landscape as an outsider? And maybe 

the most difficult question is, then: why landscape?  

 

It was not the first time I have asked myself this question. I have always struggled with 

calling myself a landscape photographer. For most people landscape is the most banal 

of genres, which also suffers from misconception, largely because of the huge number 

of pretty views that fill calendars and coffee-table books that are used to market tourism 

to exotic destinations and that decorate the walls of homes, offices, libraries and 

hospitals – all of these can easily be labelled as landscapes. I have always been 

cautious about taking the title of landscape photographer – I would rather say 

something along the lines of: I am an artist, or artist photographer, or even just a 

photographer.  

 

Like other fields of photography (still life, portraiture...), landscape photography has 

appropriated the terminology of the traditions of other disciplines, notably painting. 

Although it seems that the urge to represent our surroundings is so deeply rooted, as 

if it was a primal human instinct, landscape as a specific area of painting was not 

defined until the late sixteenth century, with the Dutch word “landschap”.30 And 

                                                 
29 Jean Luc Nancy, The Ground of The Image (New York, USA, Fordham University Press, 2005), p.54. 
30 Simon Schama, Landscape and Memory (London: HarperCollins, 1995), p.10 
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although the land was depicted in a variety of contexts, it performed a supporting role, 

providing a setting for allegorical narratives rather than being a primary subject matter. 

The popularity of landscape painting reached its height in the eighteenth- and early 

nineteenth-century Romanticists. The legacy of their idealised depictions of the land 

has persisted over the centuries and has extended into popular stereotypes and 

misconceptions of what landscape art looks like.31  

 

 

 

 

 

 

 

First Search Result for “Landscape Painting” on Google Images (20/5/2019) 

@Unknown Artist 

 

 

 

                                                 
31 J.A.P. Alexander, Perspectives on Place: Theory and Practice in Landscape Photography (London: Bloomsbury 

Publishing, 2015), p.10 
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In the first page of “Imperial Landscape”, W.J.T Mitchell opens his text by claiming nine 

theses on landscape, all relevant for the contemporary discourse of landscape and its 

representation, but there is one in particular that may also explain my feelings toward 

the title of landscape photographer: “Landscape is an exhausted medium, no longer 

viable as a mode of artistic expression. Like life, landscape is boring; we must not say 

so.”32 But perhaps a more useful way of thinking about landscape is through Mitchell’s 

assertion that “landscape” should be thought through its form as a verb (to landscape) 

rather than as a noun (the landscape).33 “To landscape” implies an intervention with a 

terrain or a space within it, an intervention could be as dramatic as altering the land 

(landscape architecture or gardening), but it could also be the more subtle, but 

nonetheless brutal, act of framing a space into a picture, to make a conscious decision 

about what will make it into the frame and what will be left out.  

 

 

 

 

Roei Greenberg, Oasis, Old Kalya, North of the Dead Sea, 2016 

                                                 
32 W.J.T Mitchell, Landscape and Power (Chicago: London: Chicago University Press, 2002) p.5 
33 Ibid, p.1 
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On the Road. Again 

 

While contemplating my options, I started to feel the familiar sense of suffocation from 

daily life in the city. I love London and its public transport system, museums and variety 

of cultures, and have been constantly exploring new parts of the city. But nonetheless, 

creatively the urban space was limiting.  

 

In Non-places: Introduction to an Anthropology of Supermodernity, Marc Augé 

describes how an increasing proportion of our lives is spent in supermarkets, airports, 

in front of TVs, computers and travelling on public transportation. This invasion of the 

world by what Augé calls “non-places” results in a profound alteration of awareness: 

something we perceive, but only in a partial and incoherent manner.34 In The 

Overexposed City, Paul Virilio describes how the city has become a mechanism of 

control and surveillance. His writing is a view from above the city looking down onto a 

net of communication and surveillance surrounding and controlling it like a spider’s 

web. By defining the city as a controlled and “overexposed” environment, which we 

want to escape from, Virilio suggests that leaving the city, even for a short trip, means 

to escape from it, and from the technological means of control it contains,35 to the 

“outside”, which I would like to think of as the rural.  

 

Along with longing for my home and family, I was longing for my practice which I had 

had to leave behind when leaving Israel. Far away from the familiar Israeli periphery, 

it became clear to me that I would need to leave the city, and I found a glimpse of 

excitement, shadowed by fear, in the idea of confronting the English countryside. To 

go on the roads, to become familiar with the geography as well as the English 

sentiment, on a journey again, but this time into the unknown and unfamiliar, as an 

outsider.   

 

In A Field Guide To Getting Lost, Rebecca Solnit quotes the twentieth-century 

philosopher Walter Benjamin: “Not to find one’s way in a city may well be uninteresting 

and banal, but to lose oneself in a city – as one loses oneself in a forest – that calls for 

                                                 
34 Marc Augé, Non-places: Introduction to an Anthropology of Supermodernity (London: Verso, 2008) 
35 Paul Virilio, ‘The Overexposed City’, in: The Lost Dimension (New York, USA, Semiotext(e), 1991), p.52-53 
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quite a different schooling”.36 In Solnit’s words, to be lost is to be fully present, and to 

be fully present is to be capable of being in uncertainty. “One does not get lost but 

loses oneself, with the implication that it is a conscious choice, a psychic state 

achievable through geography.”37  

 

According to Solnit, the word “lost” comes from the Old Norse “los”, meaning the 

disbanding of an army or soldiers falling out of formation to go home.38 As I was once 

a soldier, this idea allows me to think of my current situation as if I was falling out of 

formation. On a journey, wishing to embrace the notion of “getting lost’” as a state of 

mind: not interested in a specific place but rather in the encounter with the rural, hoping 

to revive my practice while searching the English countryside for similarities to, and 

differences from, the place I had left behind.  

 

 

 

 
Roei Greenberg, Scenic Route, Timna National Park (Israel), 2016 

                                                 
36 Rebecca Solnit, A Field Guide to Getting Lost (Edinburgh: Canongate Books, 2017) p.6  
37 Ibid.  
38 Ibid. 



 

28 

The Break 

 

As a young student in Israel, I was taken by the idea of the American road trip, the 

endless roads and vast open spaces pictured by Joel Sternfeld in his work American 

Prospects,39 or the excitement from the encounter with the unfamiliar as portrayed by 

Stephen Shore in Uncommon Places40. Both were inspired by the seminal work The 

Americans,41 by Robert Frank, and belong to a generation of post-war American 

photographers that conceptually explored the notion of the journey.  

 

 

 

 
Robert Frank, U.S. 285, New Mexico, 1955/56 

 

                                                 
39 Joel Sternfeld, American Prospects (New York: Times Books, 1987) 
40 Christy Lange et al., Stephen Shore (London: New York: Phaidon, 2007) 
41 Robert Frank, The Americans, introduction by Jack Kerouac (New York: Aperture, 1978) 
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Joel Sternfeld, Beverly Hills, California, May 1979 

 

 
Stephen Shore, U.S. 97, south of Klamath Falls, Oregon, July 21, 1973 
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My problem was that there are no vast open spaces or endless roads in Israel, and 

there were very few places I was not familiar with. Due to its physical restrictions and 

borders, as well as its small scale, it takes five hours to cross Israel from north to south 

and one hour from west to east. Therefore, any attempt of getting lost in the land and 

the idea of a journey on such an epic scale would be ironic.  

 

 

 
Alec Soth, Cemetery, Fountain City, Wisconsin, USA. 2002  

 

 

The encounter with the work of another American photographer, Alec Soth, and his 

approach to the journey in Sleeping by The Mississippi,42 had helped me to define the 

framework of my own journey and approach. Soth, like Shore, Sternfeld and other 

practitioners before him, was going on a journey and using a large-format camera, but 

his approach, I found, was intimate and spiritual. Soth often uses metaphor to describe 

his work and insist on the subjectivity of his gaze, in opposition to the tradition of the 

documentary photography genre. He followed the Mississippi river in his car, driving 

from place to place towards locations he had vaguely researched, and using the river 

as a route.  

                                                 
42 Alec Soth, Sleeping by the Mississippi, 4th edition (London: Mack Books, 2017)  
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With Soth’s work in mind, I was able to find “my own Mississippi” in the physicality of 

the Israeli periphery and boundaries… 

 

 
Map of Israel's borders and route 90 (left).  A topographic illustration of the Great Rift Valley (right) 

@Google images 

 

 

The Great Rift Valley, or “The Syrian-African Break” in Hebrew, is a continuous 

geological faultline caused 35 million years ago by the movement of tectonic plates. 

This topographical phenomenon which crosses contemporary Israel carves out the 

Jordan River, the Sea of Galilee, the Dead Sea and the Red Sea, and shapes the 

physical borders of Israel, with Lebanon and Syria in the north, with Jordan along the 

eastern front and with Egypt in the south. Route 90 is the longest single road in Israel, 

at 470km, and it follows the valley floor of the “Break” from north to south, border to 

border. Although the term “break” describes the physical features of the phenomenon, 

it also became a metaphor for my feelings about my national identity and my “native 

landscape”. 
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Roei Greenberg, Road Sign Facing Highway 90, Hula Valley, 2016  

 

 

 
Roei Greenberg, Syrian Tank (1967), Banias National Park, 2016 
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Part Three: Resisting the Exclusion 
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Private Land 

 

“A world without frontiers is an ideal that has always appeared to the more sincerely 

humanist individual as a world from which all forms of exclusion have been abolished. 

And the contemporary world is often presented to us as a place where the old frontiers 

have been erased.”43 (Marc Augé) 

 

In his comment on globalisation, Augé does not claim that such an ideal really exists. 

Instead, frontiers and exclusions are still very much part of globality, they just wear 

different forms.44 I have been in London for almost a year now, far away from the Israeli 

space, where the idea of exclusion is far from being abolished and frontiers are far 

from being erased. This has been a time when England has been undergoing serious 

social and political challenges, as the result of the Brexit crisis is still unclear (to date). 

The island’s identity, as well as (ironically) the issues of its old frontiers, is being 

continually questioned. This was a sentiment I am familiar with, but even though this 

is going to affect my future life in this country, I feel as if it is not really my problem. I 

have had a distance from the subject matter that I did not have in the past, which allows 

me to have a different perspective, that of an outsider.  

 

The outsider position, I soon realised, was constructed in the physicality of the English 

landscape itself. What I imagined as an alternative to the controlled urban space, in 

reality was controlled by a vast web of boundaries and fences, whose purpose was to 

keep me out. As soon as I set off to the countryside, it became clear that the idea of 

the endless roads and vast open spaces, as well as the idea of physically getting lost, 

were only possible in my imagination. The rural landscape I encountered was brutally 

divided by fences and hedges, and any attempt to photograph a certain scene 

depended on whether I could stop the car or find access to an area of interest. This 

was an experience of looking which I found limiting and frustrating.  

 

On one occasion, I got very frustrated while driving a narrow country road confined by 

stone hedges on both sides: I could not find a place to park my car, so I pulled into a 

                                                 
43 Augé, p.IX 
44 Ibid. 
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side road. As I was preparing my camera, a truck stopped nearby, and a man opened 

the door and approached me. He asked me what I was doing, and I answered that I 

was about to take some photos. He then said, in an accent I could hardly understand, 

“This is private land; you're not allowed to be here”. I asked if he would kindly allow me 

to spend a few more minutes on the premises, and before I even completed my 

question, he repeated the same line: “This is private land, you're not allowed to be 

here,” in a way that did not leave much room for discussion. 

 

 

 

 

 

 
Roei Greenberg, Untitled, “you're not allowed to be here”, Dartmoor, 2019 
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Improved Landscape 

 

The frustrating encounter was not entirely negative, as soon afterwards it occurred to 

me that such a sentiment is important to my future practice, and that the farmer’s words 

could also make a good title... It also made me realize that in order to be able to 

confront such a constructed landscape, I will first have to understand something about 

its history and the way it was formed.  

 

Brief research had led me to the Enclosure Acts, a series of Acts of Parliament that 

empowered the enclosure of open fields and common land and created legal property 

rights to land that had previously been held in common.45 The process of enclosure 

began to be a widespread feature of the English agricultural landscape during the 

sixteenth century, and by the nineteenth century unenclosed commons had become 

largely restricted to rough pasture in mountainous areas. Under enclosure, the land is 

fenced and is the property of one or more owners.46 What had once been common 

land, collectively used by the rural communities, was now distributed among private 

landowners, and while some farmers lost an important source of income, landowners 

were able to increase their profits by cultivating their fields on an industrial scale.  

 

In Patriotic Islands: The Politics of the English Landscape Garden, Marie-Luise Egbert 

mentions that this process was also known as “Improvement”, a term which derives 

from the fact that land enclosed can be cultivated more effectively and promises 

greater yields.47 In An Archaeology of Capitalism, Matthew Johnson suggests that 

enclosure brings about a shift from the physical experience of walking through the open 

landscape to an emphasis on the visual, where the eye, or gaze, is drawn by the lines 

of the new enclosures, which simultaneously exclude people from large areas of the 

landscape.48 Johnson links the enclosed English landscape to capitalism by claiming 

                                                 
45 James M. Rubenstein, The Cultural Landscape: An Introduction to Human Geography, (USA: Pearson 

Publishing, 2011) 
46 Ibid. 
47 Marie-Luise Egbert, “Patriotic Islands: The Politics of the English Landscape Garden” Erfurt Electronic Studies 

in English, 5(December 2002) available at: http://webdoc.sub.gwdg.de/edoc/ia/eese/artic22/egbert/egbert.html 
(accessed 2 April 2019)  
48 Matthew Johnson, An Archaeology of Capitalism (Oxford: Blackwell, 1996) p.74  

http://webdoc.sub.gwdg.de/edoc/ia/eese/artic22/egbert/egbert.html
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that capitalist societies prioritise vision over all other senses, and that the land itself is 

therefore viewed as a commodity.49  

 

 

 

 

 

 

 

 
Thomas Gainsborough, Mr and Mrs Andrews, oil on canvas, estimated 1750 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                 
49 Hannah Kate Sackett, The Remaking of the English Landscape: an Archaeology of Enclosure (Unpublished PhD 

thesis, University of Leicester, 2004), available at: http://hdl.handle.net/2381/30803 (accessed 1 April 2019) 
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The Picturesque 

 

Thinking of landscape as capital, or as “commodity for the gaze”, as Johnson phrases 

it, goes hand-in-hand with the concept of the Picturesque, which I had previously 

thought to be a visual style, or simply an artistic movement. Although both are relevant, 

I found that the Picturesque actually has more to do with perceiving the land with a 

very particular subjectivity, or as Malcolm Andrews puts it, “depoliticising” the 

landscape: “The complicated relationship between the land and the social, political and 

economic conflicts of interest of those who use it are replaced with an illusion of social 

harmony in the picturesque image.”50 

 

 

 
Joseph Mallord William Turner, Bolton Abbey, oil on canvas, 1809 

 

 

The concept of the Picturesque is attributed to William Gilpin, who articulated it in the 

1780s as an attempt to bridge Edmund Burke’s ideas about the sublime and the 

beautiful.51 Gilpin, who is known for his travel guides, created the entwined relations 

between the Picturesque and travel, or more accurately tourism. The increasing 

accessibility of travel (at least for the upper classes) coincided with Gilpin’s idea of 

                                                 
50 Malcolm Andrews, Landscape and Western Art (Oxford: Oxford University Press, 1999) p.166 
51 J.A.P. Alexander, Perspectives on Place: Theory and Practice in Landscape Photography, (London: Blooms 

bury, 2015), p.64 
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Picturesque consumption. In his guides, Gilpin, who illustrated them with his own 

sketches, often topographically inaccurate, directed travellers toward a particular way 

of appreciating the scene and steered them away from places that did not afford such 

views. In response to criticism of his inaccuracies he said: “I am so attached to my 

picturesque rules, that if nature gets wrong, I cannot help putting her right”.52  

 

It might be strange to suggest a comparison between the Picturesque and Marc Augé’s 

non-places, but I could not help thinking that the Picturesque image has done to the 

countryside what globalism has done to the urban space in Augé’s theory, emptying 

the landscape of any place-specific characters and following its “aesthetic rules”, 

forcing all places to look alike. Since Gilpin’s early Picturesque guides, the acquisition 

and collection of “personal” visual records have become synonymous with tourism, and 

with the birth of photography, as well as the growth of capitalist societies and the middle 

class: travelling has become part of life. The contemporary postcard, which is an echo 

of Gilpin’s ideas, continues to be consumed and collected, and to proliferate idealised 

landscapes of the countryside.53  

 

 

 
William Gilpin, Observations on the River Wye, 1789 

 

 

 

 

                                                 
52 William Gilpin, Observations on the River Wye (1782) (London: Pallas Athene, 2005) p.17 
53 J.A.P. Alexander, p.66 
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Resisting the Picturesque 

 

My interest in ‘place’, as in opposition to the ‘non-place’, led me to the work of writer 

W.G Sebald. In The Rings of Saturn, Sebald, who described himself as a collector, 

does not so much tell a story but rather collects and retells other stories.54 Blending 

autobiography, travel memoir, historical fact, fiction, image and text, He offers a 

complex intertextual investigation of the landscape, geography and history of Suffolk.55 

By ascribing context to specific places, Sebald resists the notion of collection as pure 

consumption of views or postcards. Seeing, he reminds us, is not an uncomplicated 

matter but is fraught with questions of perspective, context and purpose. 

 

An interesting example of a photographic work that critically address the Picturesque 

and the tradition of English landscape representation is a project by artist Keith Arnatt 

titled A.O.N.B. (Area of Outstanding Natural Beauty).56 The classification “AONB” 

arrived as a result of the legislation that created the National Parks of England in 1949. 

Arnatt’s studies of the Wye Valley, which was designated as an AONB in 1971, appear 

to be a somewhat ironic response to the title. Taken in monochrome under fairly 

ordinary lighting conditions and showing unspectacular subject matter, Arnatt’s 

pictures stubbornly resist conventional notions of beauty and representations of this 

part of the country.57 His images of the same Wye Valley that 200 years earlier had 

been one of the first subjects for Gilpin’s Picturesque guides mock the notion of 

ascribing importance to particular parts of the country and giving them greater status 

over less fortunate parts of the landscape.  

 

 

 

                                                 
54 Ibid, p.127 
55 Christina Kraenzle, “Picturing Place: Travel, Photography and Imaginative Geography in W. G. Sebald’s The 

Rings of Saturn”, in: Searching for Sebald, ed. Lise Patt with Christel Dillbohner (Los Angeles: The Institute of 
Cultural Inquiry, 2007), p.126 
56 Keith Arnatt, I’m a Real Photographer: Keith Arnatt, Photographs 1974-2002 (London: Chris Boot Ltd, 2007) p.28  
57 J.A.P. Alexander, p.62 
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Keith Arnatt, A.O.N.B, Photograph, gelatine silver print Wye Valley, 1982–4  

 

 
Keith Arnatt, A.O.N.B, Photograph, gelatine silver print Wye Valley, 1982–4  
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Ansel Adams, Clearing Winter Storm, Yosemite Valley, California, 1937  

 

 

Paul Hill, Divided Field, Ilam [White Peak Dark Peak] 1988 
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Compared to the United States, where the Yellowstone National Park was established 

in 1872 as the first of many other territories across the US to acquire similar 

significance, Britain was slower to adopt the idea of national parks.  

 

In the history of photography, Yosemite National Park in California has become 

synonymous with the work of Ansel Adams, who was an activist for the conservation 

of the park, as expressed in his highly celebratory images of the area.58 In comparison, 

the work of British artist Paul Hill, White Peak, Dark Peak, focuses on the Peak District 

National Park, which was one of the first parks included in the 1949 legislation.59 Hill’s 

photographs do not exhibit the drama, nor the harmony, of Adams’s sublime views. 

Instead, they invite a more pensive and intimate examination of the place, often 

returning to specific locations over the years. The perspective in some of Hill’s images 

is unconventional for landscape photography, often looking down on or across a valley 

and excluding the horizon. Various types of lines dominate the compositions of many 

of these images: dry-stone walls, footpaths and tracks. These lines are perhaps a 

reminder of the ecology of the landscape and its interactions, where different species 

and interests overlap and conflict.60  

 

The Peak District in Hill’s work has been at the heart of a historical conflict between 

the working class and their struggle for the right to roam versus the rights of landowners 

to have exclusive use of the land. A chain of events in the early 1930s led to what will 

be recorded in history as “The Mass Trespass of Kinder Scout”: an act of wilful trespass 

by ramblers at Kinder Scout in the Peak District on 24 April 1932.61 The trespassers 

were protesting about their exclusion from “some of the best countryside England has 

to offer.”62 Though controversial at the time, this trespass arguably led to the passage 

of the National Parks legislation in 1949 and the implementation of the so-called "right 

to roam" that years later became protected by Parliament in the Countryside and 

Rights of Way Act 2000.63 

                                                 
58 Liz Wells, Land Matters: Landscape Photography, Culture and Identity (London: I.B. Tauris, 2011) p.140 
59 Paul Hill, White Peak, Dark Peak (Manchester: Cornerhouse Publications, 1990) 
60 J.A.P. Alexander,  p.63 
61 Giles Wilson, The Walk That Changed Britain, BBC News Online, April 26, 2002,  

http://news.bbc.co.uk/1/hi/uk/1953035.stm (last visited May. 20, 2019) 
62 Ibid. 
63 Jerry L. Anderson. “Britain's Right to Roam: Redefining the Landowner's Bundle of Sticks”, Georgetown Journal 

of International Environmental Law, 19 (3) (2007). Available at: http://works.bepress.com/jerry_anderson/7/ 

http://news.bbc.co.uk/1/hi/uk/1953035.stm
http://works.bepress.com/jerry_anderson/7/
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Roei Greenberg, Untitled, “you're not allowed to be here”, The Peak District, 2019 
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Fruitful Intervention 

 

Back on the road, after driving for what seemed to be a very long time without being 

able to stop the car, I was able to park in a small bay just outside a large reservoir with 

a small island in the middle that was covered with vegetation in various autumn colours, 

which, against the dark grey clouds, reminded me one of Constable’s paintings that I 

had recently seen at Tate Britain.  

 

A wooden gate covered with barbed wire made it clear that I was not allowed in, and 

at that moment, with the idea of ‘resisting’ in mind, I decided to embrace the exclusion 

and to include it in the image I was about to capture. Instead of positioning myself as 

close as possible to the gate in order to allow the view of the camera to overlook it, I 

decided to step backward and to position the gate itself in the centre of the frame. This 

allows me to divide the composition into two sections: the far part, which was the water, 

trees and the autumn colours that made me to stop there to begin with, and which I 

was not allowed to access. And the near part, which was the foreground of the image, 

and included the asphalt slip road and the marks left by my car, the wildly growing 

grass, inaccessible for the goats, one semi-rotten satsuma that had probably been 

thrown out of a car a few days earlier and the gate itself.  

 

The use of the large-format view camera enables me to have both the foreground and 

background in sharp focus, in the same forensic manner I used to apply in the Israeli 

landscape. By the time I finished setting up and was ready to press the shutter, the 

sun had disappeared behind a cloud. I decided to wait until the sun would show up 

again to highlight the foreground against the dark clouds in the back and, looking up 

at the sky, I could tell it might take some time.  

 

While waiting, I went back to the car and grabbed a banana and a bag of oranges that 

I had bought earlier in a petrol station. Eating the banana and looking at the back of 

the camera, not sure what to do with the skin in my hand, I thought it would be 

interesting to place it on the gate and see what it looked like. I then placed the bag of 

oranges on the barbed wire, partly entertaining myself while waiting. Suddenly the sun 

showed up between the clouds and I ran back to the camera, loaded the film and 
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clicked the shutter release. By the time I removed the banana skin and oranges from 

the fence, the sun had gone back behind the clouds and as it didn’t seem likely to 

appear again any time soon, I gave up photographing the scene without the fruit, 

packed my gear and drove away. 

 

 

 

 

 

 

 
Roei Greenberg, Untitled, “you're not allowed to be here”, East Sussex, 2018 
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After processing the negatives and looking at the photos from this mini-expedition on 

country roads, I felt that the most accurate result was that image of the gate, even with 

my “fruitful” intervention – or maybe because of it? The presence of the banana and 

the oranges, their foreign colours and the way in which they were placed, seemed like 

a successful attempt to insert my own foreign presence. I thought that such minor 

interventions might be interesting to repeat in the future… When I presented the image 

and my thoughts to my tutor, Peter Kennard (famous for his own intervention with his 

take on Constable’s Haywain with Cruise Missiles), he referred me to the work of 

Richard Long, who, in 1967, “made” the work of art that secured his inclusion in the 

history of early conceptual, environmental and performance art, A Line Made By 

Walking.64  

 

 

 

 

 
Peter Kennard, Haywain with Cruise Missiles 1980 (After John Constable) 

 

 

 

                                                 
64 Dieter Roelstraete, Richard Long: A Line Made by Walking (London: Afterall Books, 2010) p. 2 
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Richard Long, A line made by walking, 1967 

 

 

 

 
Richard Long, Dusty Boots Line, The Sahara, 1988 
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English Experience 

 

A Line Made by Walking is essentially known as a black-and-white photograph of a 

line of trampled-upon grass made by repetitively walking up and down a field: soon 

after Long had left, there was only a photograph as lasting evidence of his “action”.65 

A document of absence, of a line made by deliberate idling, which brings to mind the 

idea of the flâneur and Benjamin’s assertion that the idleness of the flâneur is a 

demonstration against the division of labour and that the fruits of idleness are more 

precious than the fruits of labour.66 With a very simple act, Long has managed to 

combine the mobility of photography and its “documentary” nature, to allow himself the 

freedom of being what he will later call a “walking artist”.  

 

But the act of walking should not be dismissed as innocent. In Wanderlust: A History 

of Walking, Rebecca Solnit refers to some of Long’s later work in a way that highlights 

its problematic nature:  

 

He has gone to Australia, The Himalayas and the Bolivian Andes to make his 

work, and the idea that all these places can be assimilated into a thoroughly 

English experience, smacks of colonialism. It raises once again the perils of 

forgetting that the rural walk is a culturally specific practice, and though it may 

be a civil, gentle thing in itself, imposing it values elsewhere is not.67  

 

When considering England's history of land ownership and exclusions, as well as the 

struggle of ramblers to gain access to vast parts of the landscape, the act of walking, 

as idle as it might be, is nonetheless extremely political. 

 

Coming from a place that once was a British colony, where the act of walking is very 

much connected to ideas of ownership of the land, what are the implications of me as 

an Israeli, “walking” the English countryside? Are my presence and my interventions 

outside those places “I am not allowed to be in” simply a neo-colonialist act?  

 

                                                 
65 Ibid.  
66 Walter Benjamin, The Arcades Project (trans. Howard Eiland and Kevin Mclaughlin), (Cambridge, MA and 

London: The Belknap Press, 1999) p.427,453.  
67 Rebecca Solnit, Wanderlust: A History of Walking (London and New York: Verso, 2002) p.272 
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Epilogue 

 

At the heart of this writing is the question of legitimacy. Questioning my own legitimacy 

in relation to the land was important when confronting my “native landscape” in the 

past. But far away from it... what gives me the right to represent landscape in England?  

 

This work follows my journey as I begin to “walk” the land and become familiar with its 

physicality, but it is also a theoretical journey of reading and writing, confronting the 

history and traditions of landscape representation in a place where land ownership and 

exclusions go back hundreds of years.  

 

Landscape is not the land or the space or the topography, but rather the relation of 

powers involved in the process of its representation. The relations between 

landowners, wealth and power have shaped the form and perception of landscape 

throughout this island’s history, and are still very relevant to the contemporary 

discourse. 

 

When thinking of the exclusion embedded in the English landscape, the sentiment of 

my past work seems to be relevant in my current situation. Embracing the position of 

the outsider to highlight injustice, and potentially as a way to resist exclusion, could be 

a way to proceed as I further confront my new subject matter.  

 

My work here has just begun.  
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