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Inward Gaze

Rotem Balva, Rolling,
2002, video, 1 min

51 sec, looped

Collection of Herzliya
Museum of Contemporary Art

Shibetz Cohen,

Beth Yad Labanim,
Herzliya Museum,
2008, graphite on paper,
150%x150

Courtesy of the artist and
Julie M. Gallery, Tel Aviv

Shibetz Cohen,

Beth Yad Labanim,
Herzliya Museum,
2008, graphite on paper,
150%255

Courtesy of the artist and
Julie M. Gallery, Tel Aviv

Noa Zait, Untitled,
1998, c-print, 76x104
Collection of Herzliya
Museum of Contemporary Art

Irit Tamari,
Screensaver, 2014-
2015, cut and fastened
photographic prints,
350x1,050

Tal Frank:
Tiebreak

Tal Frank, First Set,
2015, mixed media,
1,100x600x110 / Second
Set, 2015, mixed media,
700x650x20 / Third Set,
2015, mixed media,
60x250x200

Supported by Outset; the
Yehoshua Rabinovich
Foundation for the Arts, Tel
Aviv; Artport; Erotex; and
ST-ART

Cliff Evans:
Citizen: The Wolf
and Nanny

Cliff Evans, Citizen:
The Wolf and Nanny,
2009, single-channel
HD video,

6 min 30 sec, looped
Supported by Fondation
d'entreprise Hermes,
France

Ella Kandel:
Collapscension

Ella Kandel,
Collapscension, 2015,
installation, airplane
fragments and mixed
media

Courtesy of Gordon Gallery,
Tel Aviv

Shay Zilberman:
True to Original

Shay Zilberman, True
to Original,

2014-2015, installation
Courtesy of the artist

and Inga Gallery of
Contemporary Art

Julien Salaud:
Stellar Cave IV

Julien Salaud, Stellar
Cave IV, installation
Supported by the Institut
Frangais, Paris

Catalogue List

Aziz + Cucher:

In Some Country
under a Sun and
some Clouds

Aziz + Cucher, In Some
Country under a Sun
and Some Clouds,
2012, video installation,
4-channel HD video
projection with
surround sound, 13 min
6 sec, looped
Composer/Sound Design:
Larry Buksbaum
Choreography Consultants:
Pedro Osorio and

Maya M. Carroll
Performers:

Maya M. Carroll,

Pedro Osorio,

Kayvon Pourazar,

Asli Bulbul, Julian De Leon,
Cynthia Cortes di Lena,
Alex Escalante,

Amanda Loulaki,

Fabio Tavares da Silva
Costume Design:

Beto Guedes

Green Screen Production
and Post-Production: Bravo
Studios, New York

Digital Compositing
Assistant: Umut Ozover
Production Assistant:
Martin Parsekian

Uriel Miron:
Playing for Time

Uriel Miron, A Bone's
Throw 1 (Shake), 2013,
painted beech wood,
132x233x590 /

A Bone's Throw

2 (Rattle), 2013,
painted beech wood,
295x337x316 /

A Bone's Throw

3 (Roll), 2013,
painted beech wood,

145x124x192 /

Playing for Time, 2015,
painted beech wood,
307%x290x702

Uriel Miron,
Unraveling, 2012,
installation,
manipulated plastic
chairs, dimensions
variable

Uriel Miron, Untitled,
2015, ink on paper,
52x73 / Untitled, 2015,
ink on paper, 53x70/
Untitled, 2015, ink on
paper, 54x72 / Untitled,
2015, ink on paper,
48x77 / Untitled, 2009,
five screenprints,
28.5x24 each, from
Uriel Miron'’s artist-
book, A Spider's
Cradle, screenprints
after poems by

Dan Pagis (Jerusalem
Print Workshop, 2009)

All works are courtesy
of the artists, unless
otherwise indicated.



5  See Henri Bergson, La_
pensée et le movement (Paris:
Les Presses universitaires de
France, 1969).

6 Ibid., p. 15.

7 See Henri Bergson,
Matter and Memory, trans.
Nancy Margaret Paul and W.
Scott Palmer (London: George
Allen and Unwin, 2011), pp.
232-298.

8  Henri Bergson,
"Introduction,” The Creative
Mind, trans. Mabelle L.
Andison (New York: Citadel
Press, 1974), p. 21.

delaying both the work process and the object's viewing
by transforming it into a line.” Essentially, a line is one-
dimensional - and therefore, by definition, not a material
entity - and imaginary. Consequently, transforming an
actual, material object into a linear form amounts to a
transformation of the real into the imaginary. Miron’s
works strive to cross the line between material and space
and between space and time in order to become, to the
greatest extent possible, non-material, non-spatial entities
in pure time, such as Henri Bergson called the durée
(duration).5 Space is therefore a representation of duration,
metaphoric of time. “When we wish to conceive of time,
it is space which responds to our call,” Bergson writes.’
Time, he maintains, is not a multiplicity of instantaneous
positions but is rather a moving continuity of material
extensity, which is change itself. To be able to conceive of
the abstract notion of time, it is translated in our mind into
a succession of instants, an artificial multiplicity which is an
attempt to resolve the contradiction inherent in unchanging
duration, which is whole and undivided and cannot have
any such instants.’ Focusing on the relationship between
artist, object, and viewer, Miron’s project is engaged with
both the artist’s moves and those of the viewer. The long
process of work on each piece (approximately two months)
is characterized by a calculated use of trial and error to
distill the artist’s thought and express it in matter. The work
is only finalized by the viewer’s presence. "Let us say then,”
Bergson proposes, “that in duration, considered as a creative
evolution, there is perpetual creation of possibility, and not
only of reality."8

In the same spirit, the exhibition reflects a state of
consciousness and creativity that exists between times,
between worlds and within them: the past is stretched
into the present, conjoining with an evolving, near future.
The temporal joins the timeless, nature is bound up with
culture, concept becomes matter, and the inanimate

transforms into a living organic body.
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2 Asculpture of a
monumental dinosaur
skeleton, which Miron
created from a pile of plastic
chairs, was presented in the
exhibition "Natural History
Museum™ (2009) at Petach
Tikva Museum of Art, curated
by Revital Ben-Asher Peretz.

3 These sculptures were
preceded by a similar project
by Miron, Seating (2009).

4 Gaston Bachelard, The

Poetics of Space, trans. Maria
Jolas (New York: Orion Press,
1994).

The four sculptures installed by Miron in the large hall

are in dialogue with surrealist notions and aesthetics.

They bring to mind Salvador Dali’s Soft Construction with
Boiled Beans (1936) or his images of forms supported by
narrow stilts. They also correspond with Alexander Calder's
surrealist sculpture, since they invite one to approach
them, circle, and even enter them. The plastic chair which
served as "origin" for their design was left behind. The
sculptures are made of wood, painted white, concealing
the material's organic origin; the joints between the units
were carefully sanded and finished, although they remain
conspicuously present. When speaking about it with Miron,
he refers to the great impact left on him in his childhood
by the giant dinosaur skeletons in New York's Museum of
Natural History.’

Unraveling is an installation presented in a
greenhouse, which is placed in the museum'’s yard. The
plastic sculptures® within seem to grasp at the greenhouse
walls in an attempt to break through them. In his book
The Poetics of Space, the philosopher Gaston Bachelard
draws an analogy between natural elements and those
that are part of man’s living environment.* Miron’s
greenhouse may be seen as an object that straddles both.
As a natural environment, it is a regenerative microcosm
where organisms grow; at the same time, it is a man-made,
degenerative living environment full of plastic clones that
can never generate life. The plastic objects make up a subtle,
dual arrangement in which the artificiality of skeletal plastic
is contrasted with the life and regeneration of young plants.

The title Playing for Time, which the artist gave to a
group of large-scale sculptures, attests to his yearning for
the dimension beyond the rational - a liberated, childlike,
creative super-reality controlled by the imagination. Time,
which is an abstract concept, is depicted in his works as a
real material presence, elastic and malleable. As an image,
the stretched plastic chair conjures Salvador Dali's melting
timepieces. To quote Miron's own words, “l systematically
and deliberately avoid envisioning the final form of the
piece while I am making it, in order to allow it to come
into being through an organic and open-ended process.”
Miron explains that the title, Playing for Time, refers to

one of his main interests in recent years, “extending and
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1 Uriel Miron in an e-mail
correspondence with the
authors.

model was a white plastic chair, are a Janus-faced entity
combining natural and supernatural elements as mechanical
parts or pieces of a chassis — but also as bones and joints
left from giant primordial animals. Miron himself presents

the rudiments of his praxis in evolutionary terms:

I refer to natural selection and the demands of survival
that operate on the time-scale of one generation, at
the level of the individual organism rather than that of
an entire species. The mutations that arise in a given
individual should promote its immediate survival,

but cannot look ahead or foresee future conditions
and preserve only those traits that will benefit future
generations. In this respect, evolution by means of
natural selection cannot be said to have a "direction”
or a "goal." The direction that appears to have been
taken by the evolution of a given species is, in fact,
only a direction in retrospect - an accumulation

of ad hoc solutions that continue to succeed over
time. This so-called "direction" is not only purely
retrospective, but also almost entirely dictated by the
past: mutations and variations occur at random and
are either preserved or exterminated according to the
degree to which they either promote or hinder the
individual organism's ability to survive and produce
offspring. The kinds of mutations and adaptations a
given organism can "perform," however, are highly
dependent on its current shape and structure (also
arrived at through past mutations). Thus, the past
"dictates" the future to a certain degree, although
without foreseeing it. Seen this way, the genetic
makeup of each individual organism represents an
unbroken chain of evolutionary events linking it
directly to the first DNA molecule that ever existed,
and each organism encapsulates its own, specific four-
billion-year-old genetic history. It is my aim to work in
an analogous manner: the past - personal, private, or
even accidental - of a particular formal kernel (a given
fragment of plastic chair, for example) provides the
starting point from which the piece develops by means
of a sequence of ad hoc decisions. In this manner, the

past of the artwork extends into the present.’
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Uriel Miron, born 1968
in Tel Aviv; Lives and
works in Tel Aviv.

Uriel Miron:
Playing for Time

Curated by Aya Lurie and Tal Bechler

Uriel Miron's one-person exhibition at Herzliya Museum
of Contemporary Art spans three bodies of work created
in recent years: the first, installed in the large hall, is

a group of four large-scale, white, wooden sculptures
(2013-2015), whose unique shape is at once amorphous,
minimalistic, and relatively abstract, like a drawn line
extending into the exhibition space; the second is the
sculptural installation Unraveling (2012), comprised

of manipulated generic plastic chairs - a project
originally created for Super bien! greenhouse for
contemporary art, Berlin; and the third is a series of
works on paper - drawings and screenprints. To a large
extent, the white plastic chair is the point of departure
for the three bodies of work; its presence in the works is
conspicuous, and it may be regarded as a key thematic
element. A common, generic, white plastic chair undergoes
a series of material transformations and diverse formal
distortions, which prevent it from fulfilling its designated
function. This significant metamorphosis cuts through
the familiar domestic space to a remote surreal space.
Manipulation of the artificial plastic chair reveals in it
organic, zoological, and botanical (bones, joints, plants,
insects) or paleontological (parts of ancient skeletons of
extinct animals) contexts and potentials. The white wooden

sculptures presented in the large hall, whose origin and
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2 The religious
repetitiousness and the ritual
elements in the work invite a
Freudian reading referencing
Freud's text “Obsessive
Actions and Religious
Practices.”

conflict areas around the world. Comprised of eight video
screens, the work depicts figures, dressed in western

and oriental clothes, engaged in repetitive movements,
enacting the desert’s tendency toward ambivalence and
undecisiveness; one is uncertain whether the figures are
reclining, helplessly bending forward on the ground,
praying with religious fervor, or dancing. Sometimes they
do none of the above, and at other times they perform all
of them at once.’ The figures’ movement (choreographed
by Maya Lipsker-Carol) is Gaga, a movement language
developed by the Israeli choreographer Ohad Naharin.
Above the figures, some of whom are enveloped in the
American flag, helicopters hover, and behind them there
are occasional Hora and Dabke dance circles. While the
figures do not gaze directly at the viewers, they interpolate
them to confront the impossibility of defending the Word
in the desert - an impossibility immanently tied to the
impossibility of speech. Their silent, mute gestures expose
the viewer's impossibility to respond. As a dialogue without
dialogue, their relationality mimics the structure of an
announcement without announcement, now displaced,
sadly, to the political discourse. The soundtrack, composed
by Larry Buksbaum, enhances the repetitive character of
the dancers’ movement and the desert landscape, whose
topography suddenly changes as the work progresses

(7 min 50 sec). Following something that looks like a series
of empty gestures performed by the figures, the desert
changes into parched, arid land, as if stating that nothing
has changed and everything remains as it has ever been.
There is nothing new under the sun. All that remains is the
desert’s fissure, into which the work suddenly disappears,
exposing the impossibility of a visible change and rendering

it as a broken announcement.
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1 Tami Katz-Freiman writes
about the allegorical aspect
of this work as reflecting

the biographical tension
between Anthony Aziz's
Lebanese origins and Sammy
Cucher’s Israeli ones. See Tami
Katz-Freiman, “From Body
Politics to Conflict Politics:
Aziz+Cucher Come Out of the
(Biography) Closet,” In Lisa D.

Friedman (ed.), Aziz + Cucher:

Some People (Indianapolis,
IN: Indianapolis Museum of
Art, and Berlin: Hatje Cantz
Publishing, 2012).

desert. It may well be that the announcement of Hagar’s
pregnancy was in fact given to the angel, and that Hagar
was the bearer or receptacle of the epiphany. A tensional
relationality between the announcement and its promise,
its immanent desertization, constitutes the basic structure
of any announcement, certainly the Annunciation to the
Virgin Mary, where it seems that the excess of the desert
has been fatally erased or, rather, inundated by over-
excessiveness, upon the erasure of the desert from the
scene of the Annunciation as it has been displaced to
Nazareth. The displaced Annunciation is already a repetition
of an empty announcement; even if the desert as such

has been expulsed as a kind of exteriority in terms of

the Annunciation’s topography, the desert’s essence has
been incorporated into the Annunciation itself as it keeps
recurring in its absence. Nonetheless, one is ostensibly
left with the Word in the desert that according to Gospel
of Luke is transformed into God’s Word (“Be it unto me
according to thy word.” Luke 1:38). The desertization of
the announcement and the abstraction it entails turn the
desert into that which it attempts to evade. As a trope of
ambivalence, the desert assumes the absence and muteness
that acts of abstraction resolutely invoke in terms of their
religious, aesthetic, ethical, and therefore also political
aspects. What happens when Anthony Aziz and Sammy
Cucher flee to the desert, fleeing without being able to
escape or secure an announcement? What is the political
essence manifested in the desert’s fissure presented

by them?

Aziz and Cucher’s work resonates the imaginary
narrative of the desert while displacing it to a political
realm, enunciating “there is nothing new under the
sun.” The work, whose title is a quotation from a poem
written by Wistawa Szymborska, describes the inability to
announce or bear tidings. The work unfolds by a gesture
of reiteration of semi-religious acts in a semi-desert-like
expanse. However, Aziz and Cucher’s desert is already not a
mere desert but an abstraction of a desert (which is, itself,
an abstraction of something else). The part of their work
that engages with the Israeli-Palestinian conflict can be
read in terms of autobiographical characteristics' and is

part of an extensive video project that critically observes
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Az1z + Cucher:
In Some Country
under a Sun and
Some Clouds

Curated by Nimrod Reitman

... The Word in the desert

Is most attacked by voices of temptation,
The crying shadow in the funeral dance,

The loud lament of the disconsolate chimera.

- T.S. Eliot, “Burnt Norton,” from Four Quartets

An escape to the desert holds a promise for an
announcement. The primacy of the desert, given in terms
of its aridity, vastness, its seeming archaic topographic
structures, creates, one may think, an ability to welcome
an other - be it a he or a she - bearing an announcement:
the annunciation of the word in the desert. For its part,
the desert, constituting an abstracted space, even a space
of abstraction, relentlessly uncovers the broken promise
which an escape to the desert resolutely entails - the
inability to receive an announcement, let alone be a
harbinger of an annunciation or announce (and enunciate).
The characteristics of the announcement received in

the desert are given in terms of the desert’s gesture of
excessive muteness. The contours of such an excessive,
pregnant promise can be traced already in the primal
scene of withdrawing to the desert. When Hagar flees into
the desert, carrying Ishmael in her womb (Genesis 16), an
encounter with the angel yields the annunciation of her
pregnancy. Aware of her gestation, Hagar responds to the
excess content of the announcement with surprise - it is
an announcement without announcement, let alone an
annunciation. Indeed, annunciations are not given to those
who exile themselves to the desert, but rather to those
who welcome the expulsed refugees, sketching something

that looks like a human oasis in the desertedness of the
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intertwined and death is but a transitional stage in the
universe’s never-ending cycles of life. The artist’s interest in
biochemistry and ethnology finds expression in his work,
which is also influenced by primitive cultures, trances and
shamanism - particularly practices in which animals are
an integral part of rites of passage. His work may be read
in relation to Ernst Cassirer’s definition of man as animal
symbolicum.1 According to Cassirer, man - contrary to
animals, which perceive the world instinctively, through
their senses - makes sense of the world through symbolic
forms. He describes man as entrapped in a network of
symbols and meanings of his own making.

The upward-turned gaze in Salaud’s cave encounters a
universe of entities which hover in the dark, in a twilight
zone between dream and reality, touching on the dark,

enigmatic, mystical aspects of reality.

Thanks to Tal Bechler for writing this
text and for her research assistance.
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Julien Salaud:
Stellar Cave IV

Curated by Aya Lurie

The Stellar Cave created by Julien Salaud invites the
viewers into a space that encompasses a combination of
nature and culture, shamanism, mysticism, and beauty, all
of which are in dialogue with body culture in contemporary
art. He has created scenes that recall renaissance frescoes
and prehistoric wall paintings by interweaving threads,
held down by nails, into deer and other local wild animals
as well as unearthly beings. These figures seem to have
been captured by the web of threads, which defines

not only their movement but also its limits. Inspired by
medieval aesthetics and traditional craftsmanship, the
installation was produced during an artist class held by
the artist at the Herzliya Museum of Contemporary Art
with Israeli art-school graduates and the artists who

are part of the museum’s educational staff, reflecting
Salaud’s dialogue-oriented artistic temperament. The cave
is illuminated by a projected ultraviolet light, endowing
the work with a fantastic, futuristic appearance. The richly
symbolic hybrid images - combining animals, plants, and
ornamental forms - offer a spectacular vision.

Salaud’s works pursue different aspects of
metamorphosis, which to his mind is an underlying
evolutionary principle that propels and enables the
development of new life forms and countless forms

of existence. According to this view, life and death are
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Untitled, 2015, collage,
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paper, 21.5x14.5, from
the installation True to
Original (photo: Shay
Ben-Efraim)

again, each time re-encoding the details perceived and

processing the images into a semblance of coherence. The
various perception routes outlined through the panorama
by the viewer’s gaze generate diverse syntactic, subjective

image sequences, which continue being woven as long as

the gaze lingers.
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makes their origin unclear while recontextualizing them
in universal, intercultural settings. Like the travelogue
of a flaneur or nomad, depicting his memories and
impressions, the artist’s journey resonates with his moves,
indicating points of severance and connection among
the “treasures” he has gleaned from the originals he has
visited. This gathering may be regarded as another practice
of the nomad artist - that is, marking his territory or his
ownership of the settings and objects he has come across in
his journey.” “The flaneur,” writes Groys, “does not demand
of things that they come to him; he goes to things. In this
sense, the flaneur does not destroy the aura of things; he
respects them. Or rather, only through him do they come
into being again."6

Zilberman'’s work process is underpinned by a series
of reproductions. The landscape portrayed is a blown-up
reproduction of a collage, which was made by cutting
and pasting fragments of readymade photographs which,
themselves, are reproductions of a photographed original. In
addition, over the panorama presented to the viewer hangs
another layer of small, framed collage works. This long
chain of reproductions detaches the image’s representation
from its origin, thereby situating the work between then
and now, and between place and no-place. The eyes of the
figures are covered, releasing them from their concrete
existence and allowing the viewer to project his or her
own personal world onto them. In addition, this covering
effect undermines our viewing, raising questions as to what
transpires beneath the surface.

On the wall perpendicular to the panorama hangs
a single collage showing a jacket-clad male figure with
feathers covering his face. This is the French philosopher
Jean-Paul Sartre (1905-1980), who pursued the meaning of
the gaze and claimed, “... in order for me to be what | am,
it suffices merely that the Other look at me. ... If there is an
Other, whatever or whoever he may be; whatever may be
his relations with me, and without his acting upon me in any
way except by the pure upsurge of his being - then | have an
outside, | have a nature"” (emphasis in original).7

The panorama on the wall presents an inquisitive field
of vision by not allowing the viewer’s gaze to see all of it

at once. The viewer is required to draw nearer and away
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Zilberman's work, the surface is metaphoric of the tension
between nature and culture. It comprises a myriad

of details, which are balanced by open landscapes, a
monochromatic palette, and the images’ almost seamless
integration into the landscape. At first sight, the landscape
and the figures inserted within it seem coherent and
whole. But a second look reveals the underlying aesthetics
of disruption, which decontextualizes elements by
detaching them from their origins.2

Zilberman has been developing his own language
steadily and methodically. The process by which he
"composes words"” entails numerous attempts at
combining images together until they reach a point of no
return. He ascribes great importance to his work process.
He quickly scans book pages, locates the ones he deems
most appropriate - depending on paper type and texture,
as well as the image size and position - and then defaces
and appropriates fragments from them. Finally, like an
adept surgeon, he joins them together, creating a whole
new, alternative reality. The materiality and condition of
the printed papers, attesting to their former existence,
are evident in the final image, expanding its meaning. The
collage-making acts may be understood as challenging
power relations within the cultural and social order.’ The
surreal landscapes and hybrid figures may be read both
as responding to a social and environmental state of
affairs and as a reflexive contemplation on photography
as a practice.

While the size of Zilberman’s works usually reflects
the original size of the books from which the collaged
images were culled, his current exhibition comprises, for
the first time, a site-specific work whose size corresponds
to the museum space in which it is installed. Here, the
collaged landscape grew “organically” and reached life-
like dimensions.

Boris Groys claims, in his book Art Power, “The utopia
of an eternal universal order has been replaced by the
utopia of constant global mobility.”* The nomadic theme
finds expression in various aspects of this work process,
also portraying the artist’s journey as a contemporary
flaneur wandering among a multitude of images. The

images are cut and combined with others in a way that
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Shay Zilberman:
True to Original

Curated by Tal Bechler

In recent years, the media of choice of Shay Zilberman,
an Israeli graduate of the Ecole des Beaux-Arts in Paris,
have been hand-made collage and etching. On the paper
surface he interweaves figures and fictional scenes, whose
protagonists he culls from diverse, feverishly collected
sources: travel albums, architecture and landscape books,
encyclopedias, and contemporary and old magazines.
Zilberman has no use for Internet search engines as sources
for his images. Instead, he insists on searching for them
only in printed media and readymade photographs. The
boundaries of his search corpus are thus outlined as an
alternative expression of current reality’s excess of images.
In the past, Zilberman used materials he found in photo lab
dumpsters as the basis for graffiti images he sprayed around
urban spaces. The templates he cut for this series of sprayed
images may be seen as precursors of the collage technique
he currently employs. The work exhibited at the Herzliya
Museum of Contemporary Art portrays a disconcerting,
fictional natural landscape with fantastic hybrid creatures,
such as bird-people, recalling the illuminated manuscript of
the Birds' Head Haggadah (c. 1300).1

Collage is a technique which was used extensively
in the early twentieth century and has found new life
in contemporary art. It is often identified with an urban

reality characterized by schism and overcrowding. In
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"dangerous” space leaves room for a myriad of interpretive
projections associated with a variety of aspects of life - be
they affective, artistic, or professional - all related to the
idea that the road to success or happiness often involves
risk-taking and experiencing the biggest fear of all: the fear
of crashing and failing.

The rawness of the materials and the battered look
of the wreckage do not detract from the installation’s
calculated, precise aesthetics. While Kandel’s style is
unique, it also shows the influence of various international
artists, such as Peter Buggenhout, who uses found debris
in his works and in 2009 exhibited a work recalling a
battered airplane at the Herzliya Museum of Contemporary
Art (The Blind Leading the Blind, 2008). Kandel’s work is
also influenced by Eva Hesse and Mona Hatoum. Like
them, she works with found materials and reassembles

them in new manners which evoke both emotional and

intellectual responses.
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Ella Kandel:
Collapscension

Curated by Ghila Limon

Collapscension is composed of old airplane fragments
collected by Ella Kandel in salvage yards and the Herzliya
airport. After gathering the airplane pieces, Kandel
produced maquettes and digital models in order to
simulate and plan in advance the final appearance of this
work, which was designed as a site-specific installation.
The airplane debris seems to have crashed into the ceiling
during an unsuccessful takeoff. Hence the work’s title,
Collapscension - a portmanteau word which combines
collapse and ascension.

The work explores a state of consciousness which
comprises a sharp conflict between a longing for or
expectation of transcendence, love, or spiritual uplifting
and a possible outcome involving failure, disappointment,
or disillusionment. The stronger the sense of ascension is,
the greater the danger of collapse. As the artist points out,
attempts at taking off entail giving in to danger yet breed
the movement and the courage to act. The work challenges
the viewers to take active part in an experience which
removes them from their “safety zone.” They are required
to move across a seemingly dangerous space, with airplane
debris hanging over their heads, which seem about to
fall down. In consequence, on arrival at the other side of
the space, they may feel a sense of relief and satisfaction

for having lived up to the challenge. The crossing of this
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corporate logos... All these and more are mixed together in
this work, resulting in an experience which is aesthetic yet
also chaotic and alarming.

Evans's works in general and this one in particular blur
the boundaries between personal, familial, supposedly
sheltered space and a public realm whose boundaries are
breached. This is his way of pursuing the disturbing notion
that we are constantly under surveillance, being filmed and
photographed - on the street, in shops, in parking lots, and in
the virtual spaces we roam with a misguided sense of privacy.
Information about us is constantly being accumulated in the
databases of authorities and corporations, and used for a
variety of military and commercial reasons, both legitimate
and illegitimate, in ways that we cannot fathom. Yet we
constantly choose, of our own free will, to share private
moments of our lives with huge, anonymous crowds through
posts, blogs, or tweets.

As Evans recounts, the “environments and situations
comprising Citizen are ... a pastiche of information and
noise gleaned from online news and entertainment sources.
This information is subjectively fused with my obsessions,
preoccupations, memories and misunderstandings about
the social reality that surrounds me. And this fusion is
placed within impossible landscapes and architecture - alien
places of nostalgia. ... The temporal composition is heavily
dependent upon cinema and the tracking shot, while the
spatial arrangements of multiple stories occurring at once are
taken from Renaissance religious painting and comic books.”

Repeated watching of Evans’s video, which is indeed
underpinned by its reiterated, looped screening, undermines
unconscious elements in one’s psyche and produces vertigo,
anxiety, and unease. It raises questions such as what are
our fantasies, and what are the tragedies and catastrophes
we fear? How would we like to be seen, and what do we
see? Are the authorities and economic powers that govern
our world, such as the corporations represented by logos in
Evans’s collage, to be likened to the wolf or nanny? Do they
protect or threaten us? Are we able, as citizens, to tell them
apart - and if so, could we resist, or at the very least affect

their practices?
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Cliff Evans:
Citizen: The Wolf
and Nanny

Curated by Neta Gal-Azmon

Cliff Evans’s childhood was passed in a secluded little
commune, with limited media access. He recounts that he
used to spend most of his time wandering through the
woods, and that his first acquaintance with the art world was
through some films and comic books. He then went on to
study cinema and video at the School of the Museum of Fine
Arts in Boston, where he began his artistic career.

This unique biography has naturally affected Evans'’s
outlook on life, as well as his artistic imagery, the contents
with which he engages, and his means of expression. His
videos depict colorful, scenic landscapes while portraying an
ominous, apocalyptic future. They may be read as scathing,
humorous criticism directed at utopian ideologies that
promise humanity a bright future. Evans himself says he
does not presume to be a political artist and has no didactic
intentions, yet would like to encourage his viewers to take
a critical look at the power structures that shape their lives
and affect them. The works’ visually rich, rhythmic, dynamic
energy is hypnotizing. The viewer is drawn in and, much like
Alice, finds himself falling into Wonderland.

Citizen: The Wolf and Nanny was created, like
Evans's other videos, from thousands of images meticulously
gleaned from online sources and then joined together in ways
that decontextualize them. Thus they invalidate hierarchic
structures familiar from a variety of fields (including
the military, economic, social, and leisure spheres) and
construct a narrative that follows a new thematic and formal
configuration. The result is a kaleidoscopic collage which is
both enchanting and menacing, based on quick transitions
between utopia and dystopia, conflation and collapse.

Sputniks, natural landscapes, tourists, tracking dogs, a
nanny pushing a stroller, laborers, missiles, a pack of wolves,

architectural structures, security personnel, huge mosquitoes,
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transformations, which alter the object’s customary visual
configuration, result in new images: a horizontal alignment
of baseball bats becomes evocative of an Israeli forest
consumed by fire; clusters of ping-pong rackets emulate the
fallen leaves of autumn; and a tennis court is turned into a
decorative carpet overgrown with wild vegetation.

Both alluring and disturbing, the parallel world that
Frank creates invites the viewer to dive in and succumb to
its compelling beauty. Yet under the surface, behind the
lure of beauty, lies a muted violence evocative of solitude
and alienation. This universe, which seems governed by
an unlikely logic, manifests itself in a number of isolated
episodes, like distinct instances frozen in time. Each of these
sculptural constructs unveils the three-dimensional frame
of an engineered nature, where the strange and familiar
coexist. They are informed by the awe and disorientation
typical of the fictive world of animated films - with good
reason, as Frank’s work process often conflates the real and
the virtual. Each of these sculptural mise-en-scénes began
as a digital simulation of the object using 3-D imaging.

This digital rendering unleashes the familiar object from
realistic constraints, allowing for unlimited freedom toward
the construction of a new reality. Breaking away from the
constraints of physicality, reality and functional value, the
virtual images are re-translated into art objects, this time
through actual manipulation of matter.

Frank’s sculptural environments are platforms for
simulation and imitation, scenes that trace a supposedly
concrete reality. Yet in every such creative process, the
artist leaves a conspicuous flaw in the work itself, a mark
that exposes the medium’s failure inherent in realizing the
mimetic project. It is a crucial moment in the work, since
the traces of failure equally constitute, paradoxically, the
mark of success. It is a moment in which the viewers realize
that the sculptural environment they behold is, in fact, an
assortment of objects, a visual construct through which the
artist formulates questions that go beyond the object and
pertain to concepts of beauty and aesthetics, domination

and force, life and death.
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Tal Frank:
Tiebreak

Curated by Sally Haftel Naveh

Tiebreak, a solo exhibition by Tal Frank, draws its
inspiration from the paraphernalia of competitive sports
while offering an image of an elusive, parallel world.
Consisting of three autonomous installations, Tiebreak
encompasses a shared iconography that forms a sequence
of narrative episodes in between the mundane and the
fantastical. A fictive reality, it draws on the realm of
sports as a signifier of a contemporary culture of leisure - a
repertoire of imagery that includes ping-pong rackets,
baseball bats, a tennis court and more. These objects are
introduced into staged, sculptural mise-en-scénes evocative
of natural landscapes. Yet once integrated into these

new environments, the items are denied their primary
functionality as sports gear; in their new narrative and
formal context, there is no room for the competitiveness
and rivalry of the sports from which they were culled. The
trace of their former physical impact is re-inscribed as part
of a new sculptural process, in which it is for the artist to
set the rules and exert power.

The act of re-appropriating found objects is at the center
of the ambiguous world of Tiebreak, whether through their
integration as actual readymades or as subjects of formal
representation. Either way, once recontextualized. Frank
pushes the material, formal and thematic limits of the object
by way of the subtle sculptural shifts she applies. These
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Irit Tamari,
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2014-2015, cut and
fastened photographic
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According to Pliny the Elder, in a painting contest between
Zeuxis and Parrhasius to determine the greater artist, the
former depicted grapes so realistically that birds flew down
to peck at them. In response, Parrhasius invited him to see
his own painting. Proud of his success, Zeuxis reached out
to pull aside the curtain from the painting, but the curtain
itself turned out to be the image painted. Realizing his
mistake, Zeuxis declared Parrhasius the winner, saying,

"1 have deceived the birds, but Parrhasius has deceived
Zeuxis."’ Tamari’s work introduces into this artistic
equation the internal discourse of photography, raising - as
do the works by Rotem Balva and Shibetz Cohen on
view alongside it - questions about artistic representation
itself. The work’s title, SCreensaver, taken from the digital
context, raises further questions about present-day distance
between the illusory and the real, and between image

and matter.
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white cubes of the galleries.’ A large, dominant concrete
wall, about twenty meters long, was built in the building’s
new entrance hall. Exposed concrete was a key feature of
Brutalism - a modern architectural style prevalent in post-
WWII Europe, engaged in rebuilding its ruins, until the early
1970s.° Brutalist construction was quick, industrialized,
functional, relatively inexpensive, and devoid of any
ornamental excess. It advocated exposure of building
materials and methods as a form of expression both ethical
and aesthetic. Israeli architects who adopted Brutalist
notions during the same period endeavored to use it as

an expression of the unique local identity of the State of
Israel at a time of national struggle and hardship. At the
time, concrete was associated to a great extent with the
local modernist ethos and ideology. It was regarded as
expressive of the essential characteristics of Israeli society,
such as informal directness, pragmatism, resourcefulness
and non-religiousness. Greatly appreciated, it was equally
criticized as stressing qualities such as aggressiveness,
erasure of differences, superficiality and disengagement
with tradition and the past.

Irit Tamari’s Screensaver, which provided the
impetus for this exhibition, was created as a site-specific
installation. She meticulously photographed the concrete
wall at the museum’s entrance and then printed its
segments, one by one, at a 1:1 scale. She cut these prints
and reattached them, creating a curtain of many folds,
with which she covered the photographed wall. A line of
light shows beneath the “curtain,” as if it were covering a
window. This work not only refers to the iconic significance
of the concrete wall in the architectural and museal context,
but also to the very notion of artistic representation - that
is, the signified-signifier relationship that underpins any
work of art and the manifold relation it bears to reality.
The work evokes phantoms such as Jorge Luis Borges’
cartographer, who charted a map of the empire that was
so detailed that it was on the same scale as the empire
itself and covered it entirely; Alberti’s illusory Renaissance
window, likening his ideal notion of painting to a landscape
so realistically rendered that the viewers mistaken it for
an actual window on the world; and Pliny the Elder’s

familiar story of the painting competition and the curtain.
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guided tour are heaped in the corner of the frame, waiting
for their owners. Until 2000, the entrance to the museum
was through Beth Yad Labanim, and this is where the
photograph was taken.

In 2000, the museum was re-inaugurated after having
been remodeled and enlarged by architects Yaakov Rechter
and his son Amnon Rechter (the remodeling also included
a separate entrance to the museum, setting it apart from
the commemorative part of the building). It was redefined
as a museum whose focus was on young, contemporary art,
both Israeli and international. Rotem Balva’s video Rolling,
filmed in 2002, was originally screened on monitors placed
at various locations around the museum.” The film shows
the artist rolling through the renewed museum’s empty
galleries. In an e-mail exchange, Balva explains, “Action
transpires just prior to identity or physiological, historical,
or sociological context. The original display of the video
traced an action which took place in the museum’s empty
spaces. It was shown at the spots where the camera was
positioned while I was rolling around. The work was
screened on eight monitors, which were placed on the
floor, and the viewer saw different parts of the action
while wandering through the museum. The viewer’s
movement around the museum connected these fragments
to the circuitous route of my own rolling.” In this way, the
artist’s action traced the architectural circulation route
through the renewed museum, connecting its historical
and contemporary parts while reproducing the viewer’s
own route. Her performative act declares the up-to-date,
contemporary artistic language of the venue while
affirming, through a Sisyphean act that involves physical
and mental aspects, the key part she plays in it as an artist.

In 2008, Shibetz Cohen produced, inside the museum
building, his introverted, solemn graphite works, Beth
Yad Labanim, Herzliya Museum. The artist pressed
white cardboard sheets to the building’s exposed-concrete
walls and copied their unique texture onto the paper by
repeatedly tracing it with graphite. Exposed concrete
was one of the original building’s key features, which
the architects preserved in the remodeling. They used it
not only in the building’s outer envelope, but also as an

architectural element and statement of values within the
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O'Doherty’s foundational
text, Inside the White Cube:
The Ideology of the Gallery

Space, (Berkeley: University of
California Press, 1999).

2 Zvi Efrat, The Israeli
Project: Building and
Architecture, 1948-1973 (Tel
Aviv: Tel Aviv Museum of Art,
2001) (Hebrew).

3 Ruti Direktor, “Herzliya
Museum as a Parable,” in
Osnat Rechter (ed.), Yaakov
Rechter: Architect (Herzliya:
Herzliya Museum of Art;

Inward Gaze:
Herzliya Museum of
Contemporary Art

Curated by Aya Lurie

Participating Artists: Rotem Balva,
Shibetz Cohen, Irit Tamari,
Noa Zait

The group exhibition Inward Gaze comprises four works of
art created at the Herzliya Museum of Contemporary Art at
different times. In each, the museum building and dominant
architectural details within it play a central role. On view

in the museum’s entrance hall, the exhibition directs an
inquiring gaze at its unique building, which has undergone
structural and functional changes over the years. In doing
so, it also explores the notion which underpins artworks
made in direct response to the building in which they are
exhibited - that is, engaging in a dialogue with the venue’s
museal and architectural contents.'

Herzliya Museum, founded on a collection of old
paintings donated by Herzliya resident Eugene da Villa in
the early 1960s, was originally located in an apartment
on 15 Bar llan Street in the city. The museum’s current
residence, designed in the Brutalist style by another
Herzliya resident, Yaakov Rechter (together with Moshe
Zarchi and Micha Peri), was opened to the public in 1975.°
It was built as a combination between a commemorative
building (Beth Yad Labanim) and a museum and cultural
center.’ The modern museum building, which recalls
a fortress or bomb shelter, is characterized by formal
and conceptual gravity and modesty. Noa Zait’s 1998
photograph captures an ordinary moment in the museum’s

routine. The bags of school children who have just started a
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New York, for their continued support.
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