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For additional
information about
Mundi_Lab, see
mundilab.net.technion.
ac.il

Herzliya Museum and
Beit Yad Labanim,
Herzliya, 1976

(photo: Keren Or)
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appearance will change on a weekly basis, depending

on the development of the explorations conducted.

Once a month a key event will be held, during which
group members will present their research to the public.
In addition, the group will hold in the museum and
throughout the city activities related to research projects
pursued by individual members or by the whole group.
Toward the end of the period in question a concluding
event will be held, during which the group’s findings
and insights gleaned from the whole process will be

presented and discussed with the public.
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Inward Gaze III

Exposures: Mundi_Lab at
the Herzliya Museum of
Contemporary Art

Curator: David Behar-Perahia
Group members: David Behar-Perahia,
Noam Brokman, Ori Carmely, Ronen Eidelman

The Mundi_Lab Group, which holds a research workshop
at the Technion’s Faculty of Architecture in Haifa, is hosted
for three months by the Herzliya Museum of Contemporary
Art. During this time, the group will explore a number of
aspects related to the physical and conceptual ties between
the museum and the public space around it, both near
and far. The group’s research focuses on the relationship
between, on the one hand, artistic and design acts and,
on the other hand, the community and social fields that
constitute the fabric of public space. In doing so, it explores
the potential role of art and design as mediators between
the social and technological worlds. At the museum, the
group will hold actions with the participation of Herzliya’s
veteran population, and explore social and technological
surveillance. A key element in the group's actions will be
to accentuate the connection between the museum and
the adjoining Beit Yad Labanim memorial to fallen soldiers.
This will be achieved by various means, such as peeling
off the layer that seals the doors between the two venues,
removing a wall to expose the external cement wall of Beit
Yad Labanim, connecting the two spaces through sound,
and site-specific screenings.

The gallery where the group will work is to serve
as a multifunctional space for research processes,

meetings, and presentation of research products. Its
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Tamar Latzman,
Margaret, Stopping
and Lifting a
Handkerchief 2012,
archival pigment print
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part in military history and therefore connotes masculinity
and command.

In addition to the video, Latzman’s work includes a
series of eight still photographs. Two of them are images
of Mrs. Tadd from Muybridge’s original plates, but here
they are presented in enlarged form and isolated from
the locomotive sequence in which they were originally
included. The titles remain almost identical to Muybridge's,
with one exception: the addition of the photographed
woman'’s first name, Margaret. This addition acknowledges
Mrs. Tadd'’s identity, which had been denied her before.
The remaining images are of other female figures from
Muybridge’s plates, but Latzman titled them all Mrs. Tadd,

thereby turning her into a prototype of all models.
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Tamar Latzman:
Mrs. Tadd’s Visit

Curator: Aya Lurie

The video Mrs. Tadd’s Visit by Tamar Latzman (born 1978,
Israel) was inspired by the artist’s research into Eadweard
Muybridge’s extensive photographic locomotion study

in the late nineteenth century. Muybridge photographed
sequences of motion performed by approximately one
hundred figures engaged in diverse actions. His work

has attained iconic status in the history of still and film
photography, yet the figures he photographed remain
largely unknown since his plates do not identify any of his
models, only stating reference numbers and descriptions
of their physical actions.

Latzman'’s research focused on the figure of Margaret
Tadd, one of several models that Muybridge photographed
repeatedly. She was married to the photographer’s
colleague, James Liberty Tadd, an art professor at the
University of Pennsylvania, which commissioned and
sponsored Muybridge’s work. For her research, Latzman
visited the Eadweard Muybridge Collection at the
university’s archives, as well as his studio (currently
serving as a hospital building). The video is a fictional
testimonial by Mrs. Tadd of her work with Muybridge,
based on actual biographical details from their lives.
Latzman, playing the role of Mrs. Tadd herself, uses
imagination and fiction to present a possible feminine
perspective on this seminal photographic event. This
perspective was not only neglected in the history of early
photography but was entirely absent from the original
power relations between the photographer and his model,
which obscured any unique features Mrs. Tadd may have
had. The video was shot on Governors Island, New York.

Active in Muybridge’s time, this site played an important
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Hinda Weiss, image
from After the Nubian
Ibex, 2016, video,

14 min, looped
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the sun’s path; starting every day on the east and ending on
the west.

Before the viewers’ eyes, out of the great fog, the
artist’s image is multiplied, slowly swaying on a swing-
installation in the local sculpture park. The fluctuation
of the swings seems to set the rhythm of the camera’s
movement and, with it, determine the viewer’s perspective.
After a few moments, the camera starts moving downward,
vertically: the horizontal roaming with and after the ibex
is replaced by constant movement along longitudinal axes
that connect the viewer to the forces of nature, to the
ibex wandering between Israel Hadany'’s sculpture on the
boardwalk (on the south-west) and David Fein’s sculptural
piece in the sculpture park (on the south-east). Using
digital manipulations, Weiss deconstructs and reconstructs
her perspective on the landscape revealed through the
fog, offering the viewers a new space through which to
look: an imaginary space that seeks to disengage with all
that is familiar, while acknowledging the impossibility of
removing all trace of its recognizable features.

Upon her return to the studio, Weiss produced a
complex collage that retraces the journey’s feeling of
happenstance while redefining its sense of duration. In the
exhibition space the viewers are inundated by a repetitive,
metallic sound, not knowing where it comes from. It takes
a while to discover it originates in the possibly endless up-
and-down, up-and-down movement of the swings. Delving
into such moments, Weiss creates a contemplative space

whose outcomes are not predetermined, replicating the

airiness of that other world - the desert.
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Hinda Weiss: After the
Nubian Ibex

Curator: Aya Lurie

Up a Slope: Perspectives, Movement
and Dwelling in Hinda Weiss’s Works

By Rotem Rozental

A visit to Mitzpe Ramon. Hinda Weiss (born 1980,
Cleveland, Ohio; lives in Tel Aviv) strolls with her camera
and finds herself deep in a fog that envelops an unknown
environment, in utter contrast to the urban landscape in
which she dwells. In fact, she cannot see anything at all.
And then, out of the fog, from beyond the blind, dead
spots, appears a Nubian ibex - and Weiss, still lost, decides
to follow it.

This first encounter defined the impetus of a journey
that consists of physical and conceptual movement, one
in which both body and place were stripped of their
functionality, even of identity, and became subject to a
new organizing principle. Weiss returned to Mitzpe Ramon
in order to explore and document the fog in movement,
following a routine she set for herself: morning shoots
devoted to predefined subjects, video editing during the
day, and evening sessions photographing various subjects.
In front of the camera she always wears the same set of
clothes: black pants, black shirt, black hoodie. She does not
assimilate into the landscape. Rather, the artist camouflages
her body with this almost androgynous gesture, as though
aiming not merely to blind the landscape as it disappears in
the morning fog, but also to hinder the viewers’ ability to
decipher her own image, to isolate her with their gaze. And

so she followed the ibex and their daily route, which traces
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2 Ruth Gonen, “Visual
Interpretations of Miriam
Yalan-Stekelis’ Writings, ”
lyunim besifrut yeladim,
no. 12, 2002, pp. 39-60
(Hebrew).

3 See Ruth Markus

(ed.), Women Artists in

Israel, 1920-1970 (Tel Aviv:
Hakibbutz Hameuchad, 2008)
(Hebrew).

4 In German, Buchbinder
means book binder — hence
Tzila Binder’s last name.

Moran Shoub, Tzila
Binder, Endpaper,
Cheerful Eyes by Fania
Bergstein (Hakibbutz
Hameuchad, 1961;
1972 edition), Jaffa,
2012, inkjet print on
Fine Art paper
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she illustrated dozens of books, many of which are part

of the classical corpus of Hebrew children’s literature.
Binder’'s drawings are easily recognizable: thin, black lines
drawn quickly and pithily. At times, one or two additional
colors were added to the black outline by the printer. Their
style is a reflection of the spirit of the times in Israel, an
ideological seismograph of simplicity and frugality that
succeeds, despite economic and technical constraints, in
expressing a deeply complex worldview. The childhood
depicted by these images is multifaceted. On the one hand,
it is informed by wonder, naivety, curiosity, dreaming

and imagination, and the comfort of young family life
surrounded by animals. However, at the same time, Binder
creates a psychophysical image of pain, disappointment,
sadness, false expectations and rumination. Thus, for
instance, her illustrations depict an image of loneliness
that is both melancholic and egocentric.’

To a large extent, Binder’s figure has remained
enigmatic and forgotten. In this, one must say, she is
unfortunately not different from many other women
visual artists of her generation.’ Born to a family of book
binders,* Binder immigrated to Palestine from Poland in
the early 1930s. Encouraged by her brother, the painter
Abraham Binder, who had immigrated a few years before
her, she devoted herself to artistic creation and became
part of the cultural and artistic milieu of Tel Aviv. She
illustrated books and plays, designed theater sets and
costumes, and showed her work in museums and galleries
around the country. For many years she and the poet
Nathan Alterman had an affair, openly, which continued
until his death in 1970. Binder left her estate to the
Alterman Archive at the Kipp Center for Hebrew Literature
and Culture, Tel Aviv University.

Moran Shoub wrote an original audio play based,
among other materials, on personal correspondence
between Binder and her poet lover. Performed in Hebrew
by Chava Alberstein, Aya Lurie, Oded Menda-Levi, Zvi
Salton, and Moran Shoub, the play is available on the
museum's audio guide. It complements the experience of
this exhibition. The viewers are invited to linger, sit on a
swing or on the steps, and get to know two artists whose

lives are bound by books.
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1 In this context one may
recall the words of Walter
Benjamin, who describes the
material aspects of an old
book from his school library
as if it were a landscape:

“Its pages bore traces of the

fingers that had turned them.

The bit of corded fabric that
finished off the binding, and
that stuck out above and
below, was dirty. But it was
the spine, above all, that had
had things to endure — so
much so, that the two halves
of the cover slid out of place
by themselves, and the edge
of the volume formed ridges
and terraces. Hanging on its
pages, however, like Indian
summer on the branches of
the trees, were sometimes
fragile threads of a net in
which I had once become
tangled when learning to
read.” Walter Benjamin,
Berlin Childhood around
1900, trans. Howard Eiland
(Cambridge, Mass. And
London: The Belknap Press

of Harvard University Press,
2006), p. 59.

Moran Shoub: Tzila
Binder’s Cheertful Eyes

Curator: Aya Lurie

For years, Moran Shoub has engaged in attentive,
intimate, sensuous encounters with books and the sense
of the world they emit. Her keen, loving eye has traced the
intellectual, emotional, spiritual, and aesthetic roots and
layers created by elements such as cover and endpaper
design, typography, diacritical signs, interrelations
between text and illustration, quality of paper, printing,
and spine stitches. Often, these encounters produce in
her works a direct, accessible point of view that faithfully
documents her exploration’s findings. In addition, she
often uses veiled or apparent interventions, planting her
own lines instead of the original text or combining in her
photographs of books elements that serve to illustrate
the experience and significance of the encounter. She also
turns her attention on the traces that repeated reading
has left in the books: stains, doodles, unstitching, wear
and tear.' Read over and over again, the books map out
an extensive space inhabited over time by numerous
participants; this space is now compounded by an artistic
project that brings together reader and text, reader and
writer, author and illustrator, reader and listener. The
exhibition invites the viewers to all these encounters
through an exploration of the forgotten figure of artist
and illustrator Tzila Binder (1919-1987), via an intricate
display comprising photographs, objects, texts, archival
matter, and audio play.

Just as Hayim Nahman Bialik’s poems for children have
become identified with Nachum Gutman'’s illustrations
and Leah Goldberg’'s writings are inseparable from Aryeh
Navon'’s, so is it almost impossible to make the distinction
between the children’s literature written by Miriam
Yalan-Stekelis, Fania Bergstein, or Nathan Alterman and
Binder's illustrations. From the mid-1940s to the 1970s
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Miriam Chalfi, Untitled,
1970s, marble, 34x17
JINN13 827 29710 00N
34x17 ,WW , 7071 N11IW

(and also painted), and her poetry is deeply connected to
her sculptural work.

There have not been many women sculptors in Israel.
It is a field that demands physical and mental strength,
working space and storage room, all of which Chalfi lacked.
“When you love something you don’t think about the
difficulties,” she said to her grandchild in a conversation
documented in a film-in-progress by her daughter, Raquel
Chalfi, excerpts of which are on view in the exhibition.
Miriam Chalfi’s sculptures were included in the prestigious
exhibition “Eighty Years of Sculpture” (1984, curated by
Yigal Zalmona) at The Israel Museum, Jerusalem, which
presented the story of sculpture in Israel. Yet her work
remains unknown to a great extent. This may be due to
the fact that contrary to the iron sculptures of her male
counterparts, her sculptural work is intimate and its spatial
orientation is neither possessive nor aggressive. As she
writes, “From all that was not fulfilled in me/ from my
absence of strength -/ Power entered my soul/ to create/
angels of stone.” Chalfi’'s sculpture emanates a sense of
introspection and free movement of thought. Like her
poetry, it contains yet is wide open. Even when minuscule,
its inner scale is monumental. Aware of the secret of the
essential, it leans toward the ground, the horizon, the
dome of the sky. Both Chalfi’s poetry and sculpture are
characterized by oxymoronic, liminal states, and their
enigmatic aspect is often quite sober. The feminine element
bridges the unbridgeable gap between fullness and
nothingness:

Time has come

and | am a Woman-Queen

A Woman-Queen | say

With no qualms 1| say
A queen
But one who conquers her own heart

and falls
in battle
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1 Miriam Chalfi's poems are
translated by the poet Raquel
Chalfi, her daughter.

Miriam Chalfi: Bare Eyed

Curator: Galia Bar Or

The dome of blue
in heaven

is suspended from nothingness

When | close my eyes
I see

— Miriam Chalfl, from “Bare Eyed”1

Blue sky (painting), suspension and leaning (sculpture),
seeing and masking (poetry) - in the work of Miriam
Chalfi (ca. 1917-2002) each field touches on another,

and an enigmatic, unexpected element is inherent in

all. “When I close my eyes/ | see,” she writes in her

poem “Bare Eyed.” Chalfi's work is one organic whole
comprising antithetical worlds: the crude and the
crystalline, being and non-being, consolation side by side
with a gaping abyss; a precarious balance.

Chalfi was drawn to art from an early age, but
orphanhood and hard work did not allow her to develop as
an artist before she reached the age of thirty. In 1926, as a
young girl, she immigrated to Israel from Poland with her
father, Baruch Sternbaum, her sister and three brothers. She
built her life in Tel Aviv, working hard from early childhood
to take care of the family, and studying in the evenings.
Later on, she joined her life to that of Shimshon Chalfi,
and their daughter, Raquel, was born. In the 1950s, while
the family lived in Mexico, where Miriam and Shimshon
engaged in educational work, she began studying sculpture.
In later years her poems were published, in the books In the
Midst (1992), Longing (1999), and the posthumous Voices
of Stillness (2010). Chalfi continued to create in both fields
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Ronit Porat,

Top: Untitled;
Bottom: Ulbrich in
Costume (Photo:
Fritz Ulbrich,
1922-1930), 2016,
digitally processed,
stereographic
photographs, archival
pigment prints
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The exhibition is the
second part of a trilogy
that pursues the story
of Mr. Ulbrich and Miss
Neumann. The first

part, The Hunter of Time,

was presented at Indie
Photography Group
Gallery, Tel Aviv, in July
2016.

and public, in which each viewer also views his fellow
viewers’ voyeurism. Consequently, there is also a reversal
of roles between voyeur and object of voyeurism, viewer
and viewed. Such voyeurism, which purportedly endows
photography with validity as a judicial and moral witness
at the aid of crime solving, also accentuates the gap
between “images of reality” and their modes of production
and reading. This is accompanied by a presentation of
portraits of Ulbrich’s victims on the wall outside the device,
which brings to mind a line-up of mug shots or forensic
evidence. This presentation confirms their status both

as victims and as witnesses who have a responsibility to
report a crime.

Oscillating between an overall perspective and one
focused on details and fragments, Porat’s installation
examines the ways by which information is imparted to
us. Such oscillation is inherent in the Panorama itself,
which endeavors to offer a general view with as many
details as possible, seemingly refraining from editing and
hierarchy. Another duality that is part of the Panorama
and reverberates in Porat’s installation has to do with
the viewer’s stance vis-a-vis the display, which by its very
existence as representation declares the inaccessibility
of the event itself. Thus it establishes tension between
the scene, presented in its entirety, and the changing
perspectives of the viewer within a given space; between
vision, which establishes definite data, and movement,
which construes knowledge as relative. Another kind of
relativity is manifested in the double portrait that depicts
Ulbrich possessively clutching the breasts of the girl by his
side (who is not Neumann). Ulbrich, the victimizer, does not
look at the camera, perhaps eschewing blame, but rather
turns his gaze on the girl. She, however, looks straight at
the photographer (that is, Ulbrich) and possibly also at
the picture’s future viewers - witnesses, jury - who are

complicit in the act of voyeurism.
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3 The number of viewing
stations and the show’s
duration varied a little. See
Jonathan Crary, Suspensions
of Perception: Attention,
Spectacle, and Modern
Culture (Cambridge, Mass:
MIT Press, 1999), p. 136.

4 See Alex Coles (ed.), The
Optic of Walter Benjamin,
vol. 3 (London: Black Dog
Publishing, 1999), p. 60.

5 Crary, Suspensions of
Perception, p. 138.

arranged around a circular device. A rotating mechanism
changed the image every couple of minutes, and so the
entire viewing experience - a panoramic voyage through
exotic landscapes, scientific findings, and news flashes -
lasted almost an hour.’

In Porat’s exhibition two parallel narratives are
presented. One, within the Panorama device, retraces
imaginary or unconscious events in Ulbrich’s darkroom.

The other narrative, outside the device, relates the story

of Neumann as a female model who turned from victim to
victimizer, from a voyeuristic object to murderer. The two
narratives are presented like a Mobius strip that extends
into and out of the device - on the walls of the surrounding
space and within the Panorama - thereby suggesting a
possible reversal of roles between exterior and interior,
between Neumann and Ulbrich.

Kaiserpanoramas, these “aquariums of distance
and past,” as Walter Benjamin once called them,” are
underlain by longing for the object viewed. Upon
entering the device the viewer becomes part of it,
captivated by the perspective and images set before
him - objects of dreams, memory, or desire, which
command his full attention. Yet this immersion is not
absolute, since, accompanied by the mechanical sound
of the rotating mechanism, the images keep changing,
lending the viewing a fragmentary aspect.’ This sense of
fragmentation informs Porat’s installation, which does
not present an organized archive documenting the story
but rather something recalling a crime scene, which does
not allow one to have a whole, panoramic perspective and
only enables selective zigzagging between details.

Porat’s Panorama is in dialogue with Ulbrich's urges
and voyeurism. She animates the images of the girls he
photographed, which, seen within the stereoscopic device,
turn three-dimensional; like ghosts brought back to life
momentarily, just until the image display changes once
again. This form of display gives substance to the girls’
lives while, at the same time, proclaiming their absence. In
addition, the viewer is not alone in watching the images
in this device; rather, one is always in close proximity
to other viewers. That is, voyeurism is constructed as

an activity that is both intimate and shared, private
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1 The device was called by
different names in different
times, including Imperial
Panorama, Diorama Imperial,
Weltpanorama, and in the
Polish version, Fotoplastikon.

2 The Imperial Panorama
became popular in Europe
from the very beginning,
and August Fuhrman sold
and operated some 250
devices in Germany, Austria,
and other countries. See
Bernard Comment et al, The
Panorama (London: Reaktion
Books, 1999), p. 71.

Ronit Porat: Mr. Ulbrich
and Miss Neumann

Curator: Orit Bulgaru

In January 1931, a sensational murder made the headlines
in Weimar Berlin: Mr. Fritz Ulbrich was murdered by Miss
Lieschen Neumann, a beautiful sixteen-year-old girl, and
her boyfriend, Richard Stolpe. Neumann was sentenced

to eight years in prison, and her partner-in-crime was
condemned to die by hanging. About a decade before,
Ulbrich, a watchmaker, had turned his backroom office into
a pornographic photography studio, where he indulged his
erotomanic, pedophile fantasies by photographing over
1,500 young girls. He regularly approached young girls in
the street and enticed them to appear in sadomasochistic
staged tableaux. (Among the items found in the crime
scene were various props he used, such as watches, a
hammer, vase, lamp, and gramophone.) Miss Neumann was
one of the girls he photographed.

Mr. Ulbrich and Miss Neumann'’s story serves as a
starting point for the project developed by Ronit Porat
(born 1975, Kibbutz Kfar Giladi). In this story, evoked
from the annals of history, she stresses a twofold
perspective - man and woman, victimizer and victim,
photographer and model. This duality is reproduced in
her installation not merely in the duality inherent in the
medium of photography but also in the presentation
of the images in the stereoscopic mechanism of a
Kaiserpanorama.' Invented by August Fuhrman in Germany
in 1883, eighty years prior to the murder at hand, this
optical device combines the tradition of painted panorama
rooms with elements of the peep-show phenomenon
and the medium of photography. Marketed as a popular
recreation form, it was used to view stereoscopic

photographs.’ The first model included 25 viewing stations



figural expressions, resulting in a rhizome of perspectives
and traumatic, passionate images that are terrible and
beautiful at the same time. Her work strives to understand
chaotic reality - the power of life and its inherent despair -
not by inventing “original” images but by exploring the
acceptability and reliability of existing ones.

The works on view in the museum unfold large,
monochromatic, dark and menacing vistas, in which
much remains unexplained. Are these exterior or interior
views, organic or artificial, nightscapes or dayscapes? The
highly geometric nature of the composition is disrupted
by elements such as a seemingly random rip in the vinyl
sheet, dripping paint, collaged surfaces, and the inclusion
of narrative and symbolic images, such as drops, tears,
and circles, which recur throughout the dark space of
the pictures. These images bring to mind wheels, lids, or
huge turbines, as well as mysterious moons, breasts, and
vaginas; openings that are mechanical and erotic at the
same time, ultimately transforming into the eye motif,
into a gaze. In Sidi’'s work, the silence of the grid turns into

restrained, agitating noise.

Talia Sidi, Untitled,
2001, mixed Media on
Plexiglas, courtesy of
the artist’s family
M3 82?2 2700 10720
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Talia Sidi: Five Works

Curator: Aya Lurie
Text by Irena Gordon

Talia Sidi’s short yet intensive career lasted about ten years,
from her time as a student in the art department at the
Bezalel Academy of Arts and Design, Jerusalem, from which
she graduated in 1997, to her untimely death in 2006,

at the age of 35. In this short period of time she gained
recognition and acclaim, and held a number of exhibitions.
Marking ten years to her death, five of her monumental
works are on view at the entrance hall of the Herzliya
Museum of Contemporary Art.

Sidi’'s works straddle blatant exposure and tight
constraint, fragility and formal and conceptual distillation,
documentation and reproduction, uncovering and
concealment. The precise, tempestuous move that informs
her work reveals raw nerves sensitive to individual
existence within local and global cultural and political
actuality. Her artistic language responds to reality with a
combination of great urgency and sharp conceptualization.
Sidi worked in the turn of the century, which was also
a millennial turn - a time that held promise of progress
toward a better, utopian world, as well as anxiety, a sense
of chaos, and fear of what may be coming. Reflecting
local and international art tendencies of the period,
this duality is manifested in her work in the tension
between abundance and spectacularity on the one hand
and minimalism and introversion on the other; between
alienation and mechanization on the one hand, and blunt
expressiveness on the other.

Sidi’s work combines painting, photography, and
digital processing alongside work in industrial materials,
such as vinyl and Plexiglas. A severe modernist outlook

is coupled in her work with postmodern narrative and
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Hilla Ben Ari’s exhibition
is accompanied by

the archival display,
"Heda Oren: ‘Everyday
Movement, Under
Which Conditions Does
it Become Dance?’,"
comprising items from
the choreographer’s
professional biography.
The display includes
photographs, videos,
sketches, and diary
pages documenting key
moments in her forty-
year career.

Hilla Ben Ari, detail
from Rethinking
Broken Lines - A
Tribute to Heda Oren,
2017, video installation
(photo: Asaf Saban)
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so has Ben Ari collaborated in this project with composers
Yoni Niv and Alex Ness. Echoing the nearly static
movement in space, the sound they composed is based

on pausing on a single note and exploring its vibrations.
The image of Shira Legmann, the pianist performing the
musical piece, is integrated into the screenings.

Together, the postures and sounds make up a new
spatial choreography that conjoins visual art and dance,
with their different modes of composition and conditions
of viewing. Moving around the space, the spectators
assemble the subtle, fragmented movements performed
by the dancers in the images strewn across the space.

In doing so, their own presence becomes an additional

element in the composition, altering it and conferring

further meaning on it.
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living on a kibbutz. This movement reverberates in her
works, too, in the constant tension of bodily presence that
fluctuates between contraction and expansion, as well as
in the tension between, on the one hand, a search for the
"odd movement,” as she called it, informed by remoteness
and lack of belonging, and, on the other, a quest for
foundation and anchoring. Her works are characterized
by a formal exploration of movement that engages with
the body’s autonomy and universal aspects. At the same
time, however, they regard the body as planted within a
particular cultural and social context that endows it with
meaning, enabling yet constraining its movement.

Rethinking Broken Lines offers a new look at Oren’s
oeuvre as seen through the prism of the artistic practice
developed by Ben Ari over the past years. Born on
Kibbutz Yagur, Ben Ari's works engage, through a visual
exploration, with the presence of the feminine body in the
collective space. She pursues questions of discipline and
resistance in the relationship between the female body and
the space that both gives it form and is formed by it. Ben
Ari's images in diverse media transpire between movement
and stillness, placing the (mostly feminine) body in
physical postures that are almost impossible to maintain.
These postures demand from the body constant, superb
effort, flexibility, containment, endurance, and balance,
often involving pain and self injury. Her videos are looped,
thereby capturing the body’s arrested pose in a never-
ending duration, exposing the relentlessness of the effort
while manifesting ambivalence between compliance and
defiance, virtuosity and torture.

The video installation fuses together elements from
the bodies of work produced by both Oren and Ben Ari.
It is composed of several screenings scattered around the
space, some of which are projected on papers fastened by
metal constructions. The screened images show dancers
holding postures extracted from Oren’s choreographies or
inspired by them. Their screened, almost life-size bodies are
supported by the constructions and assimilated into the
two-dimensional fragility of the paper.

Just as Oren had worked with contemporary musicians
and explored the relationship between sound and

movement not merely as soundtrack but as stage presence,
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Hilla Ben Ari: Rethinking
Broken Lines — A Tribute
to Heda Oren

Curator: Tal Yahas

The video installation Rethinking Broken Lines by Hilla
Ben Ari (born 1972) is based on the artist's comprehensive
research into the work of Israeli choreographer Heda Oren
(1935-2008). It is the latest chapter in a series of tributes by
Ben Ari, in which she engages in dialogue with the bodies
of work produced by veteran Israeli artists in diverse
artistic disciplines. Through this dialogue she draws out
possible genealogies of proximity and difference, affinity
and tension between genders and generations as expressed
in the relationship between the feminine body and the
locus of action.

Heda Oren was born in Netanya and lived on
Kibbutz Ashdot Yaakov from an early age until she
died. She studied dance at L'Ecole Supérieure d’Etudes
Chorégraphiques in Paris, and took lessons with, among
others, choreographers Murray Louis and Alwin Nikolais in
New York. At the peak of her artistic career, from the 1970s
to the mid-1980s, Oren was among the first choreographers
to create dances for the Kibbutz Contemporary Dance
Company; worked with the Batsheva 2 Dance Company;
and created dances for the dancer Ruth Eshel. In 1975 she
opened a center for dance studies in the Jordan Valley,
which she headed for many years, and endeavored to
establish an independent, professional dance company
based in this region. Over the years she also created dances
for her kibbutz’'s holiday ceremonies, seeking to combine
her artistic aspirations with her commitment to community
life and to breathe new artistic life into Jewish traditions.

Oren'’s career was characterized by constant oscillation
between center and periphery, as she struggled to make

her place as a creator and develop professionally while
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Michal Heiman,
Asylum (The Dress,
1855-2017): Emily
Heiman, 2013

Asylum ,|n1 230
:(The Dress, 1855-2017)
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Heiman with the official story of the place. Toward the
end, one sees the architectural plan of the asylum. Like the
plans of similar institutions across the world, it reflects
the organization of the institution and its day-to-day
management. This includes separation between men and
women and between those who are more or less severely
afflicted, rooms for isolation and punishment, sleep halls,
communal showers, and work rooms where the inmates
engagded in traditional feminine pursuits, mainly laundry
and sewing. However, Heiman - a determined pilgrim -
reconstitutes the story. Instigating multiple stratified,
reconstructive returns - to the institution, asylum, archive,

and museum - she points to the act of return as the only

sane way of starting a recuperation process.
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in which examiners on the artist’s behalf engaged in
individual or group dialogue with the viewers. Heiman will
be present at the gallery at times to be announced, without
committing herself to a particular repertory of action. She
will speak to visitors, listen, interview, share the story of
her explorations, or become engrossed in contemplation.

The photographed figures of two male guards in
lightboxes at the entrance to the exhibition resonate the
guard in Kafka’'s story “Before the Law"” as well as the
ancient theme of nostos (epic return).

The title of the exhibition, “AP - Artist Proof, Asylum
(The Dress, 1855-2017),"” reflects the bureaucratic and
technical dryness of the archival mechanism. At the same
time, it refers to conventional forms of classification in
the field of artistic print. The letters AP (Artist Proof) are
used to signify the original copy of a print (which is not
included in the count of the limited edition) approved
by the artist, according to which the edition’s numbered
copies are printed. With the rise in the commercial value
of artistic photographs it has become common practice
to adopt a similar numbering system for photographic
limited editions. In the context of Heiman'’s oeuvre, AP is
not merely a procedural or commercial term that affirms
the work’s value; it is also a re-affirmation of the live
presence of the artist as a human source of authority in the
age of digital reproduction. Methods of organization and
classification are further represented in the exhibition by
an archive of photographs and documents organized in a
folder system. As is usually the case in archives, access to it
is limited and requires the artist’s permission; only she may
remove materials from this archive.

For her current project, Heiman traveled to London,
where she visited archives and the insane asylum where
Dr. Diamond had worked, which is now part of the
Springfield Hospital. Her documentation of a trip to the
hospital on the London Underground is presented in the
exhibition through a combination of sound and video
projections. In the film “Plate 34" Line, London (2016) the
traveler in time is portrayed by the artist’s daughter, Emily.
In another film by the artist, Double Check (2016), screened
on the gallery floor, a spokesman of the institution that

used to be the Surrey County Lunatic Asylum presents
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Michal Heiman:
AP — Artist Proof, Asylum
(The Dress, 1855-2017)

Curator: Aya Lurie

Michal Heiman's exhibition includes an installation,
performance, video, sound, photographs, floor work,
objects, documents, and archival display. In 2012, she
came across the book The Face of Madness: Hugh W.
Diamond and the Origin of Psychiatric Photography
(1976), and had a crucial encounter with a photograph in
it - Plate 34. This image led her to undertake a project that
seeks to envision the political, cultural, gendered, and
psychic conditions of possibility of a “return.” Heiman'’s
radical proposal is to create a new community comprised
of dozens of women - asylum-seekers, activists, artists,
and others - from 1855 to 2017.

The young woman who stared at Heiman from
Plate 34 - a photograph taken circa 1855 by Dr. Diamond
(1809-1886), a British psychiatrist who was a senior staff
member at the Springfield Hospital (formerly the Surrey
County Lunatic Asylum) - looked to her exactly like
her adolescent self. She even recognized her particular
hands. In an endeavor to find ways to revisit the women
photographed in the 1850s while hospitalized in the
asylum, Heiman'’s first act was to sew herself a similar
plaid dress. This dress served her as a principal strategy for
gaining access to the asylum. She began taking multiple
portraits (still photographs and videos), mostly of women,
including herself, as well as a few men and some people of
non-binary gender, all wearing this dress.

In her exhibition, Heiman offers an opportunity for a
personal encounter with herself. Its aim is to provide the
artist with consultation and support. This encounter is
to be a continuation of, and elaboration on her previous
actions, such as the Michal Heiman Tests (M.H.T.s) Nos. 1-4,
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body and place became subject to a new organizing
principle. In Tamar Latzman'’s video the artist plays the
role of Margaret Tadd, one of the women photographed
by the pioneer 19th-century photographer Eadweard
Muybridge, offering a possible feminine perspective on a
seminal photographic event.

In addition, a new exhibition is held in the series
“Inward Gaze,” which invites artists to explore the Herzliya
Museum'’s architectural and conceptual structure. Headed
by David Behar-Perahia, the Mundi_Lab Group, whose
other members are Noam Brokman, Ori Carmely, and
Ronen Eidelman, will explore the physical and theoretical

interconnections between the museum and its environment.

Dr. Aya Lurie
Director and Chief Curator
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exhibitions, the exposure of the body or its presence

is, to a great extent, analogous to exposure of complex
psychological, intellectual, and erotic aspects of femininity.
Each of these artists’ journeys in the footsteps of women
other than themselves has also brought them, as was to

be expected, face to face - often paradoxically - with some
kind of self-portrait.

Presented at the entrance to the museum are five
works by Talia Sidi. Marking ten years to her death, they
point to a journey cut short. Michal Heiman, whose
show is on view in the large gallery, endeavors to envision
the political, cultural, gendered, and psychic conditions
of possibility of a “return.” She does so by revisiting
women photographed in the 1850s while hospitalized
in an insane asylum in London. To this end, she employs
myriad strategies, including the creation of a community
of women wearing the same asylum dress from 1855 to
2017, or holding individual encounters with visitors to the
exhibition so they may provide her with consultation and
support. Hilla Ben Ari’s complex project, curated by Tal
Yahas, engages in dialogue with the dance language of
Israeli choreographer Heda Oren (1935-2008) by placing the
(mostly feminine) body in strenuous, almost impossible
physical postures. The exhibition also includes an archival
display about Oren, on view on the basement floor. Ronit
Porat, accompanied by the curator Orit Bulgaru, took a
journey following the story of Miss Lieschen Neumann,

a sixteen-year-old girl who was sentenced to jail in 1931
Berlin for the murder of Mr. Fritz Ulbrich, a watchmaker
who lured young girls, including herself, into his backroom
office, where he photographed them in erotic poses.

The artist and poet Miriam Chalfi (ca. 1917-2002) is
presented by the curator Galia Bar Or, who for many years
has researched lesser known paths in the history of Israeli
art. Chalfi's works, unlike the iron sculpture of her male
counterparts, are intimate and devoid of violence. Moran
Shoub’s exhibition invites visitors to an encounter with
the forgotten figure of the artist and illustrator Tzila
Binder (1919-1987), who illustrated dozens of the volumes
that make up the classic corpus of Hebrew children’s
literature. Hinda Weiss undertook a desert journey of

physical and conceptual movement, one in which both
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In Her Footsteps

The current group of exhibitions at the Herzliya Museum of
Contemporary Art is comprised of eight shows by women
artists. Six of them are projects by women artists and
curators who present research journeys undertaken in the
footsteps of real or fictional women from diverse times
and places. The stories of the artists and the women who
are the subject of their exploration have become bound
together - these are women who create, act, love, despair,
search relentlessly, inflict and sustain hurt; women who
endeavor to tell their personal stories and convey their
ideas, to pave their way despite the difficulties due to their
gender. The women curators who accompanied all these
projects contribute a further feminine perspective to the
artists’ dialogic processes.

The starting point of many of the projects on view was
a mesmerizing encounter with a significant image, such
as a photo of a woman in an old book, or an artist’s life
story. These charged encounters have resulted in prolonged
artistic journeys of exploration, which often included
research in archives and libraries as well as interviews,
following leads such as photographs, press clippings, or
snhippets of information. The need to open the “black box,”
to decode, discover, and tell a forgotten story challenges
the myth of Pandora, who opened the box despite the
prohibition. The myth’s meaning is reversed here, for in
light of these exhibitions Pandora is seen, in positive light,
as a woman-researcher who, unflinching in her search
for truth, seeks to shed light on dark corners. Another
common thread between the projects is resistance to years
of objectification or ideal representation of the feminine

body through flat, dehumanized images. In the current
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Many thanks to Chava Alberstein,
Zvi Salton, and Oded Menda-Levy for
taking important part in recording the
audio play included in Moran Shoub'’s
exhibition. Thanks to the helpful
people at the Kipp Center for Hebrew
Literature and Culture at the Tel Aviv
University: Chairperson, Prof. Michael
Gluzman; Director of the Kipp Center
Archives, Dr. Raquel Stepak; and
Noga Albalach, researcher in charge
of the Tzila Binder, Nathan Alterman,
and Tirza Atar archives. Thanks to
Orna Granot, director of the Youth
Wing Library at the Israel Museum,
Jerusalem.

For assistance to the Heda Oren
archival display, which accompanies
Hilla Ben Ari’s exhibition, we thank
Ruth Eshel; Galit Ronen; Yonat
Rothman, Kibbutz Contemporary
Dance Company Archive; Ruth
Shadmon; and Shaul Yannai, Kibbutz
Ashdot Ya’'acov Ichud Archive.
Thanks to Raia Sidi and the curators
Efrat Livni and Irena Gordon for
enabling us to present the works of
Talia Sidi to mark ten years to her
death. Special thanks to the poet
Raquel Chalfi for her assistance to

the exhibition of her mother, Rachel

Chalfi. Thanks to Dubi Shiff for his
contribution to this exhibition, in
direct continuation of the support
extended by his late father, Haim
Shiff, to the artist; and to Iris Barak,
curator of the Dubi Shiff Collection.
Special thanks to Pnina Velan and
Anat Schneider-Sharan.

Gratitude is extended to the
superb professionals who accompany
the museum’s activities: Einat Adi,
in charge of text editing and English
translation; and Kobi Franco, in charge
of design. Thanks go to the museum
staff, who have worked tirelessly and
with great dedication: Tammy Zilbert,
Dana Raz, Reut Sulema-Linker, Michal
Kroch-Shariv, and Noa Haviv. You are
the best.



Many wonderful people have taken
part in the preparation of the current
group of exhibitions at the Herzliya
Museum of Contemporary Art. We
are grateful to all the artists and
curators, and to all the individuals,
within and outside the museum, who
have contributed to the realization of
the exhibitions.

Heartfelt gratitude is extended
to the Mayor of Herzliya, Moshe
Fadlon, for his support and faith in the
museum. We are grateful to Yehuda
Ben Ezra, Director General of Herzliya
Municipality and Chairperson of the
museum'’s Board of Directors; Liat
Timor, Chairperson of the Herzliya
Arts and Culture Corporation and
City Council Member; and Adi Hadad,
Deputy Director General of the
Herzliya Arts and Culture Corporation.

We extend our thanks to BG Bond
and its Managing Director, Sharon
Leventer, for the ongoing support of
the museum and generous donation.
Thanks go to Gila and Zeev Zimet
for their friendship and generous
donation. Thanks to Gilar Ltd.,
representative of the Sika Building
Trust in Israel, and to Asaf Zimet for

his help. We are grateful to all the
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individuals and institutions that have
been steadfast in their support of
the museum's activities. Thanks to
Outset Contemporary Art Fund and
to Iris Rywkind Ben Zour, director

of Outset Israel; to Artport and its
director, Vardit Gross; to Artis and its
founder, Rivka Saker. Thanks to the
Polish Institute, Tel Aviy, its director,
Krzysztof Kopytko, and its media
director, Ifat Zvirin. Thanks to the
anonymous donors whose generosity
has enabled the production of the
exhibitions.

For their support of and
involvement in Michal Heiman'’s
exhibition, gratitude is extended
to Prof. Sander L. Gilman; Prof.

Orna Ben Naftali; Freda and lzak
Uzyiel, London; Odeon Investments
and Holdings Ltd.; Etty and Miki
Kenny; Yehudit and Ronni Katzin; Eyal
Hendler; and Dr. Ruchama Marton.
Thanks go to a dear friend of the
artist, and to all the people who had
their photographs take for this project
over the past four years. Special
thanks to Diana Dallal, founder and
director of the Parasite art platform,
and to the exhibition staff.
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Michal Heiman'’s exhibition is supported by the Israel Lottery
Council for Culture & Arts; the Ostrovsky Family Fund; Meeting for
Minds; Eyal Hendler; Eastronix; Odeon Investments and Holdings
Ltd.; Yehudit and Ronni Katzin; and anonymous donors.

Hilla Ben Ari, “Rethinking Broken Lines — A Tribute to Heda Oren”:
Dancers: Talia Beck, Tomer Golan, Moran Zilberberg / Piano: Shira
Legmann / Photography and Editing: Asaf Saban / Music: Yoni Niv
and Alex Ness / Assistant Director and Art: Yahel Dotan / Lighting:
David Rudoy / Assistant Photographer / Lighting: Yair Fridman
/ Sound Design: Ronald Boersen, Yoni Niv / Online Editing: llya
Marcus / Executive Producer: Dor Dimant

The project is supported by the Artis Grant Program; the
Israel Lottery Council for Culture & Arts; the Ostrovsky Family
Fund; and Outset Contemporary Art Fund.

The archival display “Heda Oren: ‘Everyday Movement,
Under Which Conditions Does it Become Dance?'” is courtesy
of Alexander Agor; Ruth Eshel; Ronit Land; Einat Livne; Yonat
Rothman, Kibbutz Contemporary Dance Company Archive;
Galit Tal; Ruth Shadmon; Shaul Yannai, Kibbutz Ashdot Ya'acov
Ichud Archive.

Ronit Porat's exhibition is supported by Artport, Tel Aviv, initiated
by the Ted Arison Family Foundation; the Artis Grant Program;
The Polish Institute, Tel Aviv; and the Israel Lottery Council for
Culture & Arts.

Miriam Chalfi's exhibition is supported by the Israel Lottery
Council for Culture & Arts; and the Dubi Shiff Collection.

Tamar Latzman’s project was produced with the support of
LMCC’S Swing Space Program, New York; and the Shpilman
Institute for Photography.

The Mundi_Lab project is supported by the Faculty of Architecture
and Town Planning at the Technion, Haifa.
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