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Uzi

Maayan Sheleff

In the summer of 2007, during a stay in Weimar, Yochai Avrahami learned about the beginnings 
of the Bauhaus movement and the establishment of the Bauhaus school of modern design and 
architecture in the city. At the same time he also learned that Uzi Gal, inventor of the Uzi sub-
machine gun, had been born in Weimar as Gotthard Glas. Embarking on a detective-like mission, 
he began to trace Uzi’s past, the house in which he grew up, the places where he worked and 
studied, and his branching family ties. The point of departure for the process was the idea that the 
Uzi weapon, known for its clean, modern design, inherited the Bauhaus “genes.”

The Uzi sub-machine gun, introduced to the IDF in 1949, gained a reputation in the service of the 
paratrooper and commando units, especially during the Sinai Campaign and the Six-Day War, 
and was used prevalently in the Israeli army until the 1970s. It became reputed as a reliable, 
compact, easy to operate weapon, and thanks to these qualities it was also marketed to scores 
of army, police, and anti-terror units throughout the world. It was adopted, simultaneously, by 
terrorist and crime organizations, and became a symbol of the Israeli arms and security industry, 
starring in many American movies.

Avrahami constructs a historical narrative which is possibly real, possibly fictive, by means of a 
selective editing of facts, feelings, and views voiced by people involved in Uzi Gal’s life in various 
periods. He moves between different sites in Germany and Israel, perusing archival materials. He 
examines etchings created by Uzi’s artist father, as well as old family photos, along with maps 
and aerial photographs. Avrahami’s point of view is, at times, dry, like that of an “objective” 
interviewer, at times emphatic, and at yet other times—intervening and guiding. A fragmented 
story is spun from the various people and places, which at some points seems to touch upon 
historical facts, and at others becomes confused and subjective. The life of the Jews in Germany 
before the Nazi rise to power, kibbutz life in those years, the relationship between the native-born 
Israelis and the refugees who had fled Nazi Europe, the degree of knowledge about or denial 
of the occurrences in Europe—all momentarily emerge from the stories. In the midst of all these, 
the period’s architecture, design, and art play a major role, functioning as a tool with which to 
establish associations between the spheres of art and warfare.

In Haifa, Avrahami interviewed Iddo, Uzi Gal’s son, who told him that Uzi’s father, Erich, had 
been a pilot in the Prussian Air Force. During World War I he served as a commando officer, 
and later as a pilot in one of the first flight squadrons specializing in intelligence-gathering 

לחשוב על איזה דימוי להכניס 
לכאן
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In 1956, after his second wife, Shoshana, passed away, Eri left Yagur for Acre, where he met and 
married Ziva. Ziva told Avrahami how they purchased a large stately house from a Palestinian 
family at the heart of the old city of Acre, and set up print, painting, and photography workshops. 
In those years Eri documented the life of the new immigrants in the city, and presented his 
photographs at an exhibition marking a decade to Acre’s occupation. They continued to live in 
Acre until the Six-Day War, but following tensions with the Palestinian population they left for 
Haifa, where they lived until Eri’s passing in 1973.

The last stop in Avrahami’s detective quest was the ruins of the “Taas” (IMI—Israeli Military 
Industry) factory on Hashalom Road, Tel Aviv, where Uzi worked. The factory, established in 
1948 and deserted in 1995, was preceded by hundreds of small factories which operated 
throughout the country, and were known by the name “Taas Underground.” The best-known 
weapon manufactured in the plant was the Uzi sub-machine gun. Yair, a tool operator who 
worked with Uzi in the factory, recounted that the building and its surroundings remained 
deserted since, because chemicals, intended for plating and coating weapons, infiltrated the 
ground and polluted it for many years. 

Five departments, the likes of which may be found in factories or art schools, define different 
wings in the space of the exhibition “Uzi”: Weaving, Architecture, Print, Metalwork, and 
Photography. The material, formal, and narrative elements comprising the show were borrowed 
from the different stops in Avrahami’s historical-biographical inquiry. Consequently, the installation 
appears as if it were constructed with an internal architectural regularity, which dictated its 
design. The main materials in the installation are metal-framed plywood boards taken from the 
deserted “Taas” factory, forming a recurring element which defines and divides the space.

The display mode recalls the aesthetics of official institutions, such as military and historical 
museums, or public schools. The screening and sound modes conceal themselves as analogue, 
conveying a low-tech feel. The projectors serve as lighting fixtures, as in an odd audiovisual 
spectacle, while historical testimonies can be heard through old dial phones. The exhibits, 
which in some instances serve as artistic illustration for the speakers’ stories (some of whom are 
represented by puppets in their image) link the personal narrative of Uzi and his family with the 
collective Zionist narrative: the Print Department, for example, features a copy of a printing press 
built by Uzi and his brother as a gift to their father when they studied in Tietz. Installed above 
the entrance steps to the Metalwork Department is a small awning which functions as a type of 
storage facility for the exhibition. A view from the second floor onto the awning below reveals a 
heaping of the partitions dividing the space. Above them is an eagle statue bearing Erich Glas’s 
portrait, projecting photographs of pre-1948 Palestinian villages on the partitions, allegedly taken 
by Erich. The sculpture is made of Polyurethane casts of craft tools which “constituted” the story of 
his life.

photography. After sustaining an injury, he began painting the atrocities of war, was discharged, 
and began studies at the Bauhaus school in Weimar. As a young artist he aspired to reach the 
highest technical proficiency of the German Old Masters, and therefore focused on etching, 
lithography, woodcuts, and linocuts—areas which required an exceptional level of precision. 
He married Maria, a Christian whose family had Jewish roots. Several years after their son was 
born, the couple divorced, and Erich moved to Berlin. Maria stayed in Weimar with Gotthard, 
and raised him with the help of her partner, Etta. They lived on Am Horn Street, not far from the 
Goethe Park, very close to Haus am Horn, built for the first Bauhaus exhibition in 1923.

Meanwhile in Berlin, Erich continued his academic studies; he studied under Hermann Struck 
and Max Liebermann, and befriended Surrealist-Expressionist artist, Alfred Kubin. In 1933 he 
fled with his new family to Palestine and settled in Kibbutz Yagur, where he changed his name to 
Eri. The young Gotthard studied at the time in a boarding school in England, until one weekend 
in 1936, when he came home for a visit to Weimar, Etta’s brother, an SS officer, recommended 
that Maria get him out of Germany. He was sent to Palestine, to his father in Kibbutz Yagur. In 
Yagur, Uzi attended the Ludwig Tietz Trade School established at the heart of the kibbutz by 
Aliyat Hanoar, taking in Jewish youth who had fled Germany. Constructed in Bauhaus style by 
architect Erich Mendelsohn,1 the school also functioned as a small center for arms manufacture, 
where Uzi performed his first experiments in developing his sub-machine gun. The Bauhaus school 
in Germany, which had been moved to Dessau in the meantime, was transformed during the war 
into a school for the SS command, and its white walls were painted in camouflage colors in fear 
of bombings.

Ruth, a member of Kibbutz Yagur until the early 1940s, who worked in the Kibbutz’s weaving 
factory, told Avrahami about the weaving patterns designed by Bauhaus graduates, and about 
the design revolution introduced by the Bauhaus in the 1930s. She reported that Erich (Eri) had 
been a painter, a photographer, and an art teacher in the kibbutz, and also active in the Hagana, 
one of whose major underground headquarters was in Yagur. Gabi, who guides tour groups 
visiting the kibbutz in the footsteps of the Hagana, showed Avrahami the arms caches and guard 
posts. He recounted that as part of his involvement in the Hagana, Eri was presumably recruited 
to take aerial photographs for the “Village Files,” documenting rural Palestinian settlements for 
intelligence purposes, although the aerial photographs which remained a family possession 
show mainly Jewish Tower-and-Stockade settlements. In pursuit of the Arab village photographs 
taken by Eri, Avrahami arrived at the Hagana Archive, where he found the testimony of Moshe 
Goren, who had studied art with Eri as a child, and later joined the Hagana and became Chief 
Reconnaissance Officer. According to the testimony, Goren realized the strategic need for aerial 
photographs, and recruited Eri to the Hagana. In his Ramat Gan home, however, Goren denied 
that he had recruited Eri, but noted that in his art classes Eri told them he had been an aerial 
photographer during World War I, and that he had flown over the Middle East.

At the Hashomer Museum (The Jewish defense organization ‘The Guard’) in Kibbutz Kfar 
Giladi, Avrahami met Batya, the Museum’s Director, who had also studied with Eri as a young 
girl. Through her memories of Eri as an art teacher she contemplates the link between military-
historical museums and art, and the manufacture of weaponry as a work of art.
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space, alongside neglect and desertion. The debris—leftovers of “fighting,” such as cartridge 
cases, alongside old work tools and other commodities—was transformed into casts, which, in turn, 
gave rise to creatures resembling prehistoric animals, old-new inhabitants of the unique habitat, 
dust-covered fossils that came to life. The creatures were activated by means of nylon strings, 
and were filmed in the sites next to satellite photographs from Google Earth, moving like organic 
robots. The work was shot from afar with a hand-held camera in a manner reminiscent of both 
nature movies and films in which militias document their actions.

Simultaneous to the gathering of materials from various sites, in some of his works Avrahami 
appropriates the “works” of others which are not considered contemporary art, such as aerial 
photographs, family photographs (and in the current project also old etchings), or copies 
and simulates such works, thereby further blurring the distinction between the investigating 

documentarist and the artist. His act of gathering and replication is a type of contemporary 
archeology which also alludes to the recycling existing in the art world.

Similarly, in The Negotiations Continue5 Avrahami created a transient structure from inexpensive 
materials while appropriating and imitating documentary materials. The work presents a long 
corridor-like space, covered with green tarp, a material frequently used in Israel in the army, 
in various institutions, in temporary residential structures, protest encampments, etc. Pamphlets, 
banners, maps, pictures, and statistical data relating to minibus-taxi traffic in Israel and the 
Occupied Territories, their freedom of movement or lack thereof, were hung along the corridor, 
calling to mind exhibitions in schools or in official public institutions. Models of waiting minibus 
taxis were installed in a circle at the end of the corridor, blocking the viewer’s progression.

The engagement with movement and its policing is also manifested in another piece, Friend or 
Foe,6 in which Avrahami presents an Apache assault helicopter, fully armed, yet wounded and 
bleeding, thereby representing the duality underlying the position of Israeli society, which presents 
itself as victim and aggressor at the same time. The relationship between victim and aggressor is 

In his work Avrahami addresses the political by constructing and deconstructing narratives 
and shifting between points in time. He uses the language of non-artistic disciplines to create 
the illusion of historical credibility and to blend reality with imagination. Thereby he examines 
the multiple, intricate levels of that which in the national canonical narrative is perceived as an 
objective truth. In recent years his works have been spawned as site-specific. He gathers his 
materials from given settings, thus enabling them to dictate the work’s evolution. At times, they are 
readymades, at others—casts of objects which he gathered, and at yet other times—construction of 
machines and implements simulating and imitating objects existing in the non-artistic space. Thus 
his sculptures and installations reflect the local reality, becoming a type of material demonstration 
for a political-historical narrative.

As part of the project “Autobiography of a City,”2 Avrahami invited the public to board a 
“tourist bus” in Jaffa. At each stop along the route passengers were given an ostensibly-touristy 
explanation pertaining to the landmark in question, which, in fact, addressed various issues and 
conflicts associated with Jaffa, including architecture and gentrification, tourism and colonialism, 
racism and football. The texts were written by the tour’s guide, actor and filmmaker Scandar 
Copti, creating a fictive Jaffaesque folklore, ironically alluding to Jaffa’s image as a picturesque-
touristy site and to the clichés of the socio-political discourse of coexistence. In addition, a 
video was screened inside the bus, in “Sammy and Susu” style,3 starring Copti and a marionette 
awkwardly operated with nylon strings. The film showed how the doll, which Copti entitled “Son,” 
was born out of leftover fabrics and debris gathered on the Jaffa beach, and how Copti teaches it 
to fertilize olive trees with concrete leftovers from the Peres Center for Peace, and to cast replicas 
of tourist souvenirs from Jaffa in the sand, such as bagels and shells.

Also created with reference to specific sites, Avrahami’s Rocks Ahead4 continued to implement the 
technique of imprinting-casting in sand. He built sculptures from replicas of waste found in a site 
on either side of the Separation Wall near the Qalandiya Checkpoint: the runway in the deserted 
Atarot airport in the West, and the quarry at the foot of the refugee camp in the East. The places, 
which mirror one another in a type of symbolic inversion, represent different ways to dominate 
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The Collection Houses

Tamar Berger

One may enter the story through the dwarf, Tiplet, whose father purchased the old house of 
Maria, ex-wife of Erich Glas, later known as Eri Glas, in Weimar, next to the Bauhaus’s Haus 
am Horn, the house where their son, Gotthard, aka Uziel, aka Uzi Gal, inventor of the Uzi 
sub-machine gun, grew up, years after Erich Glas left his wife and son and Germany and went 
to Palestine, and Tiplet’s father continues to work the vegetable garden outside the house, just 
as it was then, back in the 1930s, and his son raises rabbits and sells them, among others, to 
the director of the memorial site at Buchenwald concentration camp, Dr. Volkhard Knigge, who 
invited Yochai Avrahami and his family for dinner in his home, and inquired whether they would 
eat rabbit, a meal which never took place.

This way, for instance.

One may also enter the story through the deserted Taas factory on Hashalom Road, Tel Aviv, 
across the street from Avrahami's home, a factory in which the Uzi sub-machine gun, among 
other arms, was manufactured after its invention by Uzi Gal, aka Uziel, aka Gotthard Glas, son 
of Eri Glas, aka Erich Glas, who was an officer in the Prussian army and an aerial photographer 
during World War I, and studied at the Bauhaus and lived in Weimar with his first wife, Maria,

closely linked to his current work as well, which draws affinities between European Jews during 
the Holocaust and the emergence of the “fighting undergrounds” (resistance movements) and the 
weapons industry in Israel.

Avrahami’s works thus address the narrative’s fragility through the brittleness of the material. 
Employing inexpensive, transient materials and manual techniques, he constructs a world typified 
by a unique, quintessential language. The ephemeral nature of his objects, as well as their 
constant oscillation between different contexts and between the macro and the micro, elicits a 
sense of transience and lack of control, on the one hand, but also humor and irony, on the other.

Endnotes

1. Erich Mendelsohn, an internationally renowned architect, immigrated to Israel from Germany after the Nazi accession to power. He lived 
concurrently in Israel and England. He designed several architecturally significant buildings, among them Haim Weizmann’s House in 
Rehovot, the Schocken House and the Anglo-Palestine Bank building in Jerusalem.

2. “Autobiography of a City” (curator: Eyal Danon) is an ongoing project launched by the Israeli Center for Digital Art, Holon, in 
collaboration with the Ayam—Recognition and Dialogue Association.

3. “Sammy and Susu,” a popular children’s TV program in Arabic broadcast between 1968-1974, in the early days of Israeli television, was 
constructed as a dialogue between the human figure, Sammy, and the doll, Susu, accompanied by stories, short films, brainteasers and 
games.

4. Rocks Ahead was produced as part of “Liminal Spaces,” a joint project of the Israeli Center for Digital Art, Holon and the International 
Art Academy, Ramallah. It was presented, among other venues, at the 2008 Taipei Biennial (curators: Vasif Kortun and Manray Hsu) and 
ARTLV 09, the 1st Tel Aviv-Jaffa Biennial (curators: Edna Moshenson and Ma’ayan Sheleff).

5. The work was presented at the Herzliya Museum of Contemporary Art as part of the exhibition “The Negotiations Continue,” 2004 
(curator: Dalia Levin) and at the 9th Istanbul Biennial, 2005 (curators: Vasif Kortun and Charles Esche).

6. The work was presented in the exhibition “People, Land, State” at the Israeli Center for Digital Art, Holon (curator: Galit Eilat).
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the Holocaust); construction is destruction (Zionism which arose at the price of the destruction 
of Palestinianism); technical jargon (about the Uzi, for example) becomes a nostalgic text; a 
weapon is an aesthetic object (the Uzi as a modernist object); the acute critic (Avrahami) is 
also a curious participant in the discourse.

The undermining of the sign’s stability does not neutralize its meaning. This is the crux of the 
matter. Moreover, the different, at times contradictory, meanings are not accidental. They 
come together to form a charged picture—not an argument or a phrase, but rather a suggestive 
depiction of Israeliness. A depiction which takes long stops along the way to ponder the 
interrelations between art and reality, and modernity, and the relationship between the civilian 
and the military, and memory.

An act of organization takes place alongside the deconstruction. The type of organization 
opted by Avrahami is distinctively identified: the arrangement of museum display, the epitome 
of sorting and joining. Five departments: Weaving, Architecture, Print, Metalwork, and 
Photography—possibly the Bauhaus, possibly the old (and new) Bezalel School, possibly a 
display of kibbutz branches, and mainly an abstraction of all these, teamed with a museum 
staging which, due to the nature of the exhibits, alludes primarily to the Israeli military 
museums.

The place where Bauhaus, Bezalel, and the kibbutz meet is that of Zionist modernism, 
of the consecration of labor and functionality and autonomous art, or better still—of the 
rhetoric of all of these. These themes are also deprived of their ostensible autonomy and 
automatism. Avrahami pits them one against the other, neutralizing fettered meanings, further 
complicating the picture of our reality. He draws or highlights hidden analogies (Jewishness 
and Palestinianism, military and civilian, historical knowledge and aesthetic knowledge), 
exposes contradictions (the destructiveness of the Zionist enterprise, education in the service 
of militarism, art reincarnated as destructiveness, and destructiveness reincarnated as art), 
ironically criticizing the improvised, heaping, propagandist display modes prevalent in such 
military museums.

The display flaunts its displayness—sculptures, mannequins, models, maquettes, films—thereby 
positioning itself in the art department. At the same time it emphasizes its documentary 
background: parts of the comprehensive research work are presented unaltered, the films 
present interviews with real people who took part in real events, memory plays an important 
role (memory vs. commemoration, which is the object of critique and manipulation here).

Art and display are intertwined with historical reality. Avrahami shows how the arts and crafts 
schools intersect with the military museums (which are a branch of the army). Bezalel, he 
tells us (or the Bauhaus, one of the peaks in the transformation of the modernist theory into 
practice) is a weapons cache. At Bezalel-Bauhaus they make chairs and kettles, as well as sub-
machine guns. Nothing is purely civilian here. Everyone is recruited.

The story presented here thus squarely stands on the ground of reality. But it does not offer 

who raised their son in the house next to the Bauhaus’s Haus am Hon, and left his wife and 
four year old son and went to Palestine, bequeathing to his son the modernist genetics of 
the Bauhaus whose signs are (presumably) discernible in the efficient, minimalistic weapon 
exhibited, for example, at the Collection House Museum, also called the IDF Museum, on 
Yafo-Tel Aviv Road, one of many military museums scattered throughout Israel, and a part 
of an enterprise displaying the country’s military past, also including milling machines and 
caches, such as the large cache in Yagur, the kibbutz to which Erich Glas arrived, and whose 
neighboring Mount Carmel he depicted in the background of one of the etchings in his book of 
destruction and resurrection entitled Nights, and where his son grew up, studying at the Ludwig 
Tietz Trade School, founded by German Jews in order to take in refugee youth from Germany, 
and which was designed by Erich Mendelsohn, a modernist German Jewish architect—a site in 
which no contractor takes any interest because its soil was polluted by the chemicals used to 
coat the arms manufactured there.

Yochai Avrahami is well aware of the symbolic, addictive, fantastic, at times comic, power of 
these stories and their likes, and he gathers the materials comprising them—all of them reality 
materials—concocting them with a catching passion.

The current exhibition is one possible collection of stories centered on army and state and arms 
and economy and Zionism and modernity and Holocaust and art and reality and memory and 
oblivion. A dynamic cabinet of curiosities; fascinating, funny, at times wacky.

It is only one possible collection, because one may start this rhizomatic wandering anywhere, 
and may follow it anywhere. Not because of some ostensible arbitrariness. Quite the opposite. 
The power of this project—project is, perhaps, the most suitable word for it—lies in the clear 
recognition of the power of reality and the powerful affinities between its constituent elements.

Yochai Avrahami’s enterprise constantly deconstructs and rearranges and deconstructs once 
again. In a dialectical (or better yet—multilectical) act, he severs old ties. Thus, in this chronicle, 
things are sometimes other things as well, even their opposites. Virtually no signifier has a 
single, solid signified: the school is also an arms factory (the Bauhaus which spawned—and 
this is one of the major links here—the Uzi sub-machine gun; the Tietz Trade School in 
Kibbutz Yagur where weaponry was manufactured); art is craft (the Bauhaus, Bezalel), 
utopia is dystopia (the modernist utopia of the Bauhaus encounters the modernist dystopia of 
destruction; the kibbutz is a military site); the kibbutz (e.g., Yagur) is an arms cache; houses are 
ruins (from the artificial ruin initiated by Goethe in the park in Weimar, through Mendelsohn’s 
Tietz Trade School building, gradually losing its original character, to the deserted Taas 
plant in Tel Aviv, and the ruins of Palestinianism—the specter hovering over Israeli existence); 
schoolchildren are fighters (the Tietz Trade School); the Jewish refugee is a Prussian officer 
(Erich Glas); the Jewish child has a relative in the SS (Gotthard Glas’s mother, Maria, lived 
with Etta, whose brother was a member in the SS); the excluded exclude and displace others 
(Jews, Palestinians); the victim (Erich Glas; his son Uzi) is a victimizer (Uzi Glas, who was sent 
to Palestine due to his Judaism, and became the inventor of weaponry); the local is foreign (Eri 
is Erich; Uzi, the ultimate Sabra, is Gotthard; Mt. Carmel serves as backdrop for the story of 
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itself. It is Avrahami who comes and exposes and presents the associations generating it. He 
creates an alternative narrative, replete with contents; a firm and abiding true story which is 
not comprised of coincidences, nor is it an invention (the aspect of interpretation, if it exists, is 
practically irrelevant). This is why the testimony is so important here, and with it—the memory 
(it is not accidental that most of the interviewees are elderly people, who carry a rich enough 
baggage of memory). This is the reason this story is quintessentially political.

But the story is not one; it is multidirectional. In this respect, it introduces a fascinating comment 
about causality: not a negation of causality, but a demonstration of how it spawns a range 
of possibilities. In other words, there is no denial of reality here, but quite the opposite—an 
enrichment of its possibilities and an introduction of a great complexity, along with its 
significant ethical implications.

Thus, this project does not introduce one key sentence, a bottom line, a general argument. The 
spectator, the reader, is invited to oscillate between various possibilities and spin more and 
more stories, local stories and master-narratives, based on the flood of information given her. 
No single, strong and distinctive impression offers itself either: pain, irony, anger, compassion. 
There is a measure of all these here.

Still and all, one—technical, relatively marginal—fact tempts me to adopt, crown, and make it, 
nevertheless, the final, bottom line: the deserted Taas factory on Hashalom Road, Tel Aviv. 
A dilapidated building, a ruin, yet another ruin, whose surrounding ground, contaminated 
with the arms industry waste water, is good for nothing, serving as a metonymy (there are no 
metaphors in this project) for the heavily polluted soil of the entire country.

Biographical Notes 

Born in Israel, 1970
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