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Sharon Poliakine, from the
series Route 531, 2018, mixed
media on iron, 246x150x27,
courtesy of the artist and
Gordon Gallery, Tel Aviv
(photo: Avraham Hay)
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Chicago: University of Illinois Press,
1988), p. 78.
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Eldad Rafaeli, Black Scene 3,
from the series Envelope, 2018,
pigment print on Japanese
transparency, lightbox,
103%x152.5x6
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Micha Ullman, Semi-Detached, 2018, site-specific installation, red hamra soil
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the time, light and place in which the event occurs. The encounter
between the formal aspect and the content of the photograph has to
pass through my personal filtration, while | search for an empathetic,
critical, but also furious means of expression to project my vision

onto the subject.2

In the Disengagement series, we note a change in the dynamics and in

the photographic format. A year prior to Israel’s withdrawal from the
Gaza Strip, Rafaeli traveled to the area every week, to gain a gradual but
in-depth familiarity with the region - its buildings, greenhouses, walls,
and roads. Although the journalistic discourse of that period was keen
on presenting the Jewish settlements in Gaza as a scene of prosperity
and well-established community life, the reality that Rafaeli discovered
was entirely different since, even before the disengagement, the region
was largely abandoned and run down. For this reason, he decided not to
document the disengagement through images of the local people and
the evacuation process itself, but rather to deliver the story by focusing
on buildings that had been abandoned, in a deserted region.

The current body of work, Envelope, shows scenes from the past
summer of fire-scorched landscapes around the Israeli communities
surrounding the Gaza Strip - the hills, roads, and paths that were set
alight as a result of the shelling of Molotov cocktails and explosive
kites flown into Israel from across the border. In them, the landscape is
deserted, but deeply rutted by the wheels of vehicles driven, seemingly
at random, every which way. Rafaeli’s approach in this series is
reminiscent of that which he formulated in his Disengagement images, of

forgoing the capture of a single decisive moment in favor of a prolonged,
lingering gaze and documentary examination of a scene as it lies in ruins,
post factum, broken and abandoned.

In his book, Landscape and Power, W. J. T. Mitchell offers an

interpretive reading that seeks to demystify the traditional sublime
landscape images in the history of art, with their recurring themes of
eternal primeval majesty and enchanting natural beauty. According to
Mitchell, these paintings create a misleading image of the landscape as
something natural and transparent. Rather than a specialized genre of
painting, he argues, landscape should be seen as an effective medium of
expression, a vast network of cultural codes, encapsulating a wealth of
mythological, ideological, and other kinds of expressions of value and
power, such as colonialism, nationalism, progress, and exploitation of
natural resources and manual labor.>

In this context, Mitchell cites how Jay Appleton connects certain
landscape types with animal behavior, specifically to the eye of a
predator that scans the landscape as a strategic field, a network of

prospects, refuges, and hazards:
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4 Ibid., p. 16.

Eldad Rafaeli, Black Scene 6,

from the series Envelope, 2018,

pigment print on Japanese
transparency, lightbox,
103x152.5x6
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Appleton’s ideal spectator of landscape, grounded in the visual field
of violence (hunting, war, surveillance), certainly is a crucial figure in
the aesthetics of the picturesque. The only problem is that Appleton
believes this spectator is universal and “natural.” But there are
clearly other possibilities: the observer as woman, gatherer, scientist,
poet, interpreter, or tourist. One could argue that they are never
completely free from the subjectivity of (or subjection to) Appleton’s
observer, in the sense that the threat of violence (like the aesthetics
of the sublime) tends to preempt all other forms of presentation and
representation. Appleton’s landscape aesthetics applies not just to
the predator but to the unwilling prey as well.*

The landscape images in the Envelope series are both spectacular and
terrifying. Layers of burnt earth, miles upon miles of wild expanses,
fenced buffer zones and observation posts stretching as far as the
horizon, and fields bearing the remnants of vegetation and animals; in
these photographs, a topographic landscape becomes an abandoned
arena, with countless indications of recent drama. Rafaeli returns to

the scene of events as though it were a battlefield, from which he must
collect anyone that was left behind, following the trail of signs etched in

the ground, evidence of a tragic story that repeats itself again and again,

in an endless and predetermined cycle.




ELDAD RAFAELI: ON THE SCENE

Curator and Text: Aya Lurie

The current exhibition of works by Eldad Rafaeli (b. 1964) consists

of three distinct bodies of work, which collectively present a single
continuous, dynamic photographic enterprise, spanning two decades

of intensive photography. The series are screened in quick succession,
the photographs changing at regular intervals, in chronological order
within each series. The soundtrack accompanying the projected images -
beats on a large drum - is suggestive of heartbeats, ancient ceremonies,
and the distant rumble of armored vehicles. In his series Territories,
Rafaeli presents events that he witnessed in 1996 in Gaza, Hebron,

Nablus, and East Jerusalem. The second group of works, Disengagement,

documents Israel’s “disengagement” (withdrawal) from the Gaza Strip
and evacuation of its Israeli settlements in 2004-2005. The third series,
Envelope, which is presented not only in projection form but also as a
display of six still images within lightboxes, depicts the fire-scorched
areas of the Gaza Envelope region in the final months of 2018.

Early on in his career, Rafaeli went out to the conflict zones as a press
photographer. As time went by, however, he developed, in parallel with
his press work, a personal, associative and poetic visual diary, which
built up over time into a photographic archive of thousands of items.
The photographs presented here reveal the dual nature of a nuanced
representation of a newsworthy event, in that it is both part of the
tradition of photography and an expression of the photographer’s unique
view of it.

The projected images are reflective both of the news dynamic
and of the ubiquitous availability of photographed images in a multi-
channel digital age. The photographs of the series Territories depict
pivotal moments of protest events, marches, funerals, stone-throwing,
and dramatic incident scenes. Their main focus is people: men and
women, boys and girls, male and female youths, soldiers and police.

All are present, deployed and operating in dramatic situations. The
facial expressions, the outstretched arm, the tight-knit group and body

movements dominate the photographic frame. From within the turmoil
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1 Roland Barthes, Camera Lucida:

Reflections on Photography (New
York: Hill and Wang, 1981).

and commotion, Rafaeli isolates and freeze-frames a powerful distillation
that builds up into a highly charged image of the Israeli-Palestinian
conflict in the Holy Land. Gazing at the photographs, one is reminded

of the notion of punctum coined by Roland Barthes (1915-1980), one

of the formulators of the theoretical thought of modern photography,

in reference to that aspect of a photographic image which has a
metaphorically wounding impact on the viewer, which creates a visceral
connection with the depicted object or person.1 By the same token, this
emotional dimension also elicits a form of forbidden pleasure, stemming
from our ability to admire a photograph’s aesthetic and formal qualities
notwithstanding the harsh images that it may convey, or from the
attraction and curiosity that it elicits - like that invoked by a horror film -
provided we watch it at a safe distance and out of real danger.

It is evident in these photographs that Rafaeli is striving to tackle the
events on the ground and to gain an optimal vantage point. That said,
his camera does not simply zoom in and out of his subjects head-on - as
one might expect of a professional press photographer bent on capturing
a decisive moment - but instead appears to sidle up to them, as though
joining the people in the event and becoming an integral part of it, thus
creating a perspective - for him and for us - that is at once external and
internal. In Rafaeli’s case, it seems, the punctum not only elicits empathy
with and identification with the actual participants at the scene of the
event, but seeks to invoke a broader intuition of a shared destiny. In an
interview with the artist conducted by Dr. Meir Wigoder two key actions
at the scene, in particular, are highlighted:

Meir Wigoder: In one of his comments on a photograph by André

Kertész, showing a blind gypsy with a violin walking down a dirt

road, Roland Barthes claimed that the importance of a photograph

is often dependent on the fact that the photographer has to be

at the site of the events, but doesn’t necessarily see what he is

photographing. Barthes calls this the photographer’s “second-sight.”

When taking news photos, photographers often blindly aim their

cameras at the subject with no time to look. There are unexpected

outcomes to these automatic responses, with the image becoming
visible to the photographer only afterwards, when he glances at the
contact sheet. . ..

Eldad Rafaeli: . . . | have a tendency to construct the frame from the

side; to anchor the view in something near at hand or very powerful

and then allow everything else to find its place in relation to what

I've marked. ... It is very difficult in photography to avoid presenting

something that is too literal, but intuitively I do try . . . to find an

additional layer of meaning beyond of experiences: while | search
for a dominant image that will fill the photograph on the formal

plane, at the same time I’'m also very attentive to the sensations of



1 Tomer Simon, “My Home is

(No Longer) My Sanctuary”: On the
Evacuation of Population in Emergency
in Israel,” January 2017, in Ready:

The Site for Promoting Awareness

and Readiness in States of Emergency
(Hebrew), http://ready.org.il/2017/01/
population-evacuation-in-emergencies-

in-israel accessed October 17, 2018.

2 "Two Hundred Days of Anxiety,”
Wikipedia (Hebrew).

3 Simon, “My Home is (No Longer)
My Sanctuary.”

4 See the television series Cobwebs,
director: Micha Livne, producer: Zvia
Keren, Channel 1, 2007 (Hebrew),
which depicts the northern periphery
as a battlefront during the Second
Lebanon War, https://www.youtube.
com/watch?v=VGf1JE2Uw5c accessed
October 17, 2018.

5 The Commission of Inquiry into
the Events of the 2006 Lebanon War
— Winograd Commission, Final Report,
January 2008, p. 300 (Hebrew), http://
www.vaadatwino.gov.il

6  “The Home Front Preparedness
and Functioning in the Second
Lebanon War,” State Comptroller
and Ombudsman, 2007 (Hebrew),
http://Avww.mevaker.gov.il/(X(1)
S(2b4b0y5lloedg2bvyusgvtuh))/
he/Reports/Pages/334.aspx?
AspxAutoDetectCookieSupport = 1
accessed October 17, 2018./

Hezbollah leader Hassan Nasrallah described Israel as vulnerable due to its
supreme sensitivity to the loss of human lives and injuries. Therefore, he argued,
the way to fight Israel is by inflicting casualties. His speech was broadcast live

on Arab media networks and, according to researchers, also contributed to the
escalation of the Israeli-Palestinian conflict that year (the Intifadah of 2000). . ..

In every one of these events, the physical and mental protection of the home
front would have been hugely more efficient and effective if there had been a
full evacuation of the civilian population. Instead, however, the government has
often opted to abstain, or do nothing. This pattern has repeated throughout the
country since these attacks began." Perhaps this has to do with the traumatic
accounts of the evacuation of the children from Kibbutz Nitzanim (Operation
Baby) and Gush Etzion. One of the leading objectors to evacuating the children
from settlements on the northern border was community leader Yitzhak Tabenkin,
who described such courses of action as a defeatist and anti-educational step that
would sap the morale of combatants who are parents themselves. He argued that
a community where the children remained would fight all the more forcefully.?
Many communities responded by adopting this approach — even to the point of
refusing evacuation when it was offered to them. As a result, children, women,
the disabled, and the elderly remained where they were, while fierce fighting
took place around them and terrorist organizations shelled their homes.

The first significant cracks in this approach began to appear in 2006,
when many civilians (approximately 300,000 during the Second Lebanon War)
voluntarily left the border regions and the shelled communities — the vast
majority without official government assistance, thanks to private initiatives
by citizens who took a proactive approach as a gesture of solidarity. Individual
families in the central and southern regions invited residents of the north to
stay at their homes; hotels and businesses offered significant discounts for their
services (such as summer activities, and free admission to public pools, parks,
and beaches). One particularly large-scale initiative was the establishment of
a "tent city” on the beach by billionaire Arcadi Gaydamak, which provided
shelter, and paid for transportation, services, and activities for thousands of
evacuated civilians.

After the Second Lebanon War, the government-appointed Winograd
Commission reported that it had found severe failures and flaws both in the
defense of the home front and in remediating the damage incurred in the
shellings (in stark contrast to Nasrallah’s portrayal of Israel’s concern for its
citizens' lives, in his “cobwebs” speech).4 It was also found that in the first two
weeks of the war (until the mobilization of reserve soldiers), the home front,
rather than the army, bore the brunt of the attacks.” In his own supplementary
addition to the report, the State Comptroller noted that the government’s
response “left ‘a gaping hole’ in its handling of the home front, and left the
residents of the north exposed, vulnerable and defenseless during a very difficult
period. The severe flaws in the handling of the home front during the war reach

the point of dereliction of duty.”®

66

7 Tali Heruti-Sover, “Residents Near
Gaza Strip Have Left Because of the
Tunnels — And The Government Has
Not Implemented the Evacuation
Plan,” The Marker, August 3, 2014.

8 Yochai Ofer, "Preparations for
War in the North: IDF Will Practice
Evacuating Civilians", NRG, 1.6.2015
(Hebrew), https:/Awww.makorrishon.
com/nrg/online/1/ART2/697/828.html
accessed October 17, 2018.

9 Emergency and National Security:
"'Motel" Operation Outline and areas
of responsibility, The Regional Councils
Website (Hebrew), http://www.mhh.
org.il/en/ accessed October 17, 2018.

10 Niki Gutman, "Preparations
for Hostilities: "First Time We Have
Dealt With the Orderly Evacuation of
Settlements'", NRG, July 24, 2017
(Hebrew), https://www.makorrishon.
co.il/nrg/online/1/ART2/887/986.html
accessed October 17, 2018.

11 Simon, "My Home is (No Longer)
My Sanctuary.”

12 Naama Green, “Introducing
Motel: The Plan to Evacuate Kiryat
Shmona and Sderot in the Event

of Military Hostilities,” September

11, 2017 (Hebrew), https://www.
hidabroot.org/article/225484 accessed
October 17, 2018.

Hadar Saifan, Community
Settlement in Northern Israel,
2018, archival pigment print,
100x150

19¥1 "N2p 211w ,|977°0 170
1773 20 7VINX9 1T NPT L2018
100%150 ;" 17X

d din daly ot jhha

@GJg wle dlai 2018 Jlauill
100x150 «nawiyi

Yet, despite these conclusions, no state-sponsored evacuation plan was put
into effect for residents of Israeli communities near the Gaza Strip when they
were shelled during Operation Protective Edge (2014). Indeed, the government’s
definition of the operation as an “ongoing event” rather than as a war meant
that the Israeli communities in the region and the local councils were left to their
devices — much as the residents of the north had been eight years earlier.’”

In recent years, military intelligence has noted a significant increase in the
quantity and capabilities of the rockets held by Hezbollah and Hamas. Short-range
Burqgan ballistic missiles that Hezbollah have been using in its fighting in Syria
are capable of destroying entire neighborhoods and, in the event of a direct hit,
even penetrate fortified structures. Moreover, it is understood that in the event
of another military confrontation, Hezbollah may carry out its threats and try and
occupy entire areas in the Galilee, including civilian settlements.®

In view of all this, and the desire to learn lessons from the past, the Motel
program was established in recent years,9 which sets out the orderly evacuation of
the populace from combat zones in future military conflicts, to places of safety.'°
Residents of border communities would be transferred to other rural settlements
under a One Community Adopts Another plan, whereby they would be housed
in empty public buildings: schools, community centers, sports halls, etc.!’ Every
individual citizen evacuated under this scheme would receive emergency basic
supplies and services: a mattress and blanket, food, water, toilet and shower,

laundry services, etc. Residents of the border towns of Kiryat Shmona and Sderot
12

would be housed in hotels and guesthouses in the central and Dead Sea regions.




HADAR SAIFAN: MOTEL

Curator and Text: Aya Lurie

Israel exists in an unending sequence of national security crises and
threats. The constant threat of missiles being fired into the country has
turned civilian communities into potential combat zones. As a result of
this volatile situation, communities are often required to evacuate their
residents into bomb shelters. Most of these incidents have occurred
during the long summer holiday. So it was with the Six Day War (June
1967); the First Lebanon War (June 1982); Operation Accountability in
Lebanon (July 1996); the Second Lebanon War (July 2006), Protective
Edge in Gaza (July 2014), and so forth. Sadly, summer, which is normally
associated with vacationing, recreation and rest, also offers favorable
conditions for war: cloudless skies make for optimal air assaults, easier
deployment of combat forces on the ground, and little or no rain and
mud that might impede armored vehicles.

The title of the exhibition of works by Hadar Saifan (b. 1985) -
“Motel” - is actually the name of an emergency contingency plan in
Israel, detailing the steps for military and civilian preparedness and
readiness in times of war. Although the government avoids using it
as much as possible, many civilians have experienced first-hand the
hardships of evacuation, the collective dependency on officials of the
civilian or military administration, and the distinctive appearance of
mass transit camps and temporary accommodations. The Motel program
is part of wider mental and physical preparations for the next military
conflict that the decision-makers rely upon, and which governs the
relationship between the government and the civilian population in
times of emergency.

In this, her first solo museum exhibition, Saifan examines situations
of prolonged collective stays in bomb shelters in times of emergency -
a topic that also featured in her earlier photography and video works,
based on her childhood experiences at Kibbutz Dafna, near Israel’s
northern border. Her ongoing preoccupation with the subject appears
to be an extension of her personal life experience, reaching beyond it

to highlight the absurdity of what is perceived to be normal routine in
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Fig. 1

A color-coded map of the allocation of
neighborhood homes to shelters, from
maps prepared by the national security
departments of municipalities and
regional councils in Israel

Israel, where the reality of life under perennial threat is accepted as a
matter of course.

At the the exhibition space, Saifan has set up inflatable air
mattresses, covered with silver-backed thermal blankets of the sort used
by emergency medical teams when attending the injured in the field.

On the surrounding walls are black photographs in which are embedded
rectangles of various fluorescent-bright colors (like Post-It notes). The
photographic images are modeled on actual maps used for evacuating
civilians to bomb shelters in times of emergency.(ﬁg' Y In the initial stage,
an internal evacuation takes place within each community, with civilians
making their way independently to a bomb shelter near their homes.

In the evacuation maps held by the local authorities, the homes in each
neighborhood are color-coded, based on their location, to reflect their
respective designated shelter. There the inhabitants may remain for up
to several weeks, while the government decides whether to evacuate
them from their communities altogether - based on the intensity of

the fighting, on how well the home front is “bearing up” under the
assault, and budgetary considerations. The division of the neighborhood
into color-coded sections creates artificial social structures of officially
mandated and monitored interdependency. The shiny and seductive
softness of the mattresses appears mingle with the somewhat saccharine
colors of the rectangles in the photographs. The installation invites one
to sink into it in a carefree manner, as though it were a holiday resort,
when in fact it is a somber and effective cover for the chilling threat
behind it.

Saifan approaches this emotionally charged subject in a formalistic,
matter-of-fact and somewhat detached fashion, focusing on the formal
aspects and material quality of the elements and objects that she
knows so well. This formal and material approach may be the result
of the emergency protocols that were drilled into her at the kibbutz
where she grew up - as though, by automatically triggering a strategic
plan of action that was prepared well ahead of time, such preparations
might suppress the feelings of chaos, anxiety, and terror. The resulting
restrained language gives Saifan’s work a meticulous aesthetic and
critical quality that highlights the inner turmoil, echoing the national and
social expectation that one repress one’s personal feelings and needs.

As an integral part of her preparations for the exhibition, the artist
undertook a historical and sociological study, resulting in a factual and
intellectual analysis of the subject that accompanies the exhibits. The

following are excerpts:

The home front in Israel is often defined as a “front,” given the deliberate
targeting and strikes by terrorist organizations on civilian communities. In

his “cobwebs” speech of May 2000, after the IDF's withdrawal from Lebanon,
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grandfather’s daily ritual of drinking tea, redolent of the intimate
gestures of family domesticity. In this early work (2011-2013), Fenichel
hails the “want of matter” (as the Israeli Arte Povera is called) of the
banal rituals of Zionist daily life, whereby an expendable transience
triumphs over the grand visions of biblical majesty and eternity.

However, in marked contrast to the throwaway nature of the food
utensils, the exhibition also hosts a symbol of buildup and continuity, in
the form of a mound. This is made not of natural soil or sand, but of sea
sand of the sort used in construction, painstakingly refined and molded
through a process of sifting and mixing with adhesives to control the
size and texture of the grains. The process of Fenichel’s work, and its
material product in particular, are similar to how ants or termites break
down soil - an apt association given the artist’s perception of time and
his characteristic practices. Under his hands, something that is supposed
to be randomly shaped, fluid and devoid of any defined form, is shaped
into a tightly-controlled sculptural image ranging from an archeological
mound to an ant hill, and providing a kind of “landscape tableau” that
frames the other images in the exhibition. While the various construction
items stand as isolated objects, divorced of any spatial context, the piles
of sand are placed at the fringes of the space, harking back to a historic
Israeli landscape. Dunes of sand, purportedly “empty and uninhabited,”
were a recurring theme in early Zionist mythology, and served as a
kind of invented archeology for the new history of the Jewish people
returning to its ancestral land. In this regard, Fenichel’s exhibition
represents a retroactive overview that encapsulates both the romance
of the archeological ethos and an element of invention and calculated
design. The sculptural environments of the artist Dani Karavan, which
combine natural landscape with sculptural interventions, are both a
source of inspiration of these works and an implicit reference.

Another key image of Fenichel’s work - product of his control of the

techniques of casting after ten years of diligent work - is Swarm (2007-

2018), made up of thousands of porcelain castings of snails of various
sizes, the outer boundaries of their shells delineated with a brush. This
uncanny trompe-l’'oeil, accurate to the point where it is hard to make
out that these are porcelain castings rather than real snails, continues in
their arrangement on a pole, tightly packed like corn on a cob, mimicking
their appearance in the wild on briar plant stems or fences. There is no
more quintessential Israeli image than these snail-like clusters of the
sort one encounters in field hedges and neglected backyards - peripheral
childhood venues of endless hours of play. It is an image that belongs

to the undefined space of the “outdoors” of the kind that embodies
both home and nature, an intimate image redolent of childhood and
intimacy. However, the post which they are clustered upon stands

incongruously within the exhibition scene - not only for its height, but
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Haimi Fenichel, Ladder,

2010, handmade hollow sand
casting, 280x80x10

(photo: Yuval Hai)
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because it is also the only item that is not the product of casting but

is rather an actual readymade object, brought in from outside: an iron
post cut out of a border fence, still attached to its concrete footing. By
allowing, in this exceptional manner, actual reality to enter this hall of
transmuted materials, Fenichel is alluding to what is, for him, an artistic,
emotional, and political boundary. And perhaps the patience, the ability
to reincarnate from one state to another and come back to life like a
proverbial phoenix, and the “alchemy” that takes place, unseen, in his

studio offer a beacon of hope and vitality within Haim(i)’s very Israeli

view of a faded and declining culture.



73

2 ZviEfrat, The Israeli Project:

Building and Architecture 1948-1973,

exh. cat. (Tel Aviv: Tel Aviv Museum of
Art, 2000), p. 105 (Hebrew).

3 Ibid., p. 107.

4 Sharon Rotbard, Avraham Yasky:
Concrete Architecture (Tel Aviv: Babel
Publishing, 2007), p. 649 (Hebrew).

5 Ram Karmi quoted in Efrat, p. 107.

6 Rotbard, p. 650.

construction formwork and cast concrete in Ullman’s proletarian work.
Seizing the torch from these two authoritative artist figures, he creates,
in the second decade of the twenty-first century, a host of perforated
and fragile building materials: miniature models of apartment buildings
carved out of a concrete breeze block; formwork boards made of
hardened sand; or dull, concrete-like block walls riddled with internal
fractures and holes.

Sand, lime, cement, and gravel - the building materials of every
building site — are what Israeli architect and architectural scholar Zvi Efrat
dubs “raw materials of the country,” or “native” materials.’ Referring
to the Brutalist design that emerged in Europe after World War Il, Efrat
points out that the “Israeli dialect” of that style in architecture was seen
as a fitting reflection of the sabra (native Israeli) self-image of blunt
sincerity, pure modernism, and a measure of down-to-earth, unaffected
manliness.> The architect Sharon Rotbard defines the tension between
brutal and Brutalist - that is, between the unadorned and the violent - as
follows: “If, before 1967, Israeli architects tried to express the power of
truth in their architecture, now there was no point in hiding the truth of
power” (emphases in the orit_;jim:xl).4 Interestingly, this pronouncement,
which is based on a juxtaposition of words, does something similar to
what Fenichel effects with materials, whereby concrete and porcelain are
swapped around, resulting in fragility and caution replacing strength and
masculinity.

Ram Karmi, 2002 Israel Prize laureate and the architect most closely
identified with Brutalist architecture in Israel, echoed this sentiment:
“For us, concrete was the Israeli material,” he declared. “Concrete gave
the feeling of stability: when you plant it somewhere, no one is going to
move it.”> In marked contrast to Karmi’s striving, through firm concrete,
for a paradigm of eternity, Haimi Fenichel’s hollow concrete casts offer a
subversive antithesis, by presenting concrete as brittle and vulnerable, a
mere few millimeters thick and on the brink of crumbling. His “walls” of
breeze blocks reveal an empty inner space; no longer a proud testament
of the “hallmarks of government,”® a detail from a grand national
enterprise of construction of class and society (such as “workers’
housing”), but merely a drab detached, gray wall that does not even
enclose a protected habitable space.

The stark bareness of Fenichel’s cast breeze blocks projects a
meticulous realism that blurs the difference between readymade and
trompe-I'oeil - a strategy that invests his sculptures with multiple
references, stretching between classical art and twentieth-century
modernism and between genuine and fake. But unlike the simulacrum
aesthetics that prevailed in postmodernist thought of the 1980s and
1990s (which is very evident in Gechtman'’s later works) and aimed at

showing the futility of truthful portrayal, Fenichel genuinely believes
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in his elaborate technical process, and imbues the body of the work
itself, even its “soul,” with this material transformation. The choice of
material and its swapping with another, coupled with the processes of
disintegration and recasting, are of paramount significance in Fenichel’s
work process. They animate and breathe life into it, for the focus is not
the “counterfeit” aspect of the object, but the direct and precise truth
of the new material, and its ability to supplant its predecessor while
investing it with new contexts and meanings. In this regard, Fenichel
appears to be conveying a positive implicit message - if, indeed,
metamorphosis can offer any hope. The transformation of powder back
into solid matter, rust back into a nail, or grains of sand into a rigid body,
are all akin to a resurrected phoenix, or a snake swallowing its own tail;
even if it is ultimately a dead end, it does give rise to an endless cycle.

Such a material metamorphosis also occurs in the work Ladder

(2010), which, created by means of hollow sand casting, is realistic
down to the smallest detail: a cast-sand “nail” projects out of one of the
rungs, and the lowest rung is broken into two jagged pieces. A wooden
ladder made of sand is clearly a logical paradox, if not a symbolic
allusion to the prevalence of construction workers falling off collapsed
scaffolding. Fenichel’s Ladder - so simple and basic in its structure - thus
functions as an “encyclopedic entry,” defining the form and function of
the construction ethos.

A cast-concrete wheelbarrow - placed upside down on the floor,
like the helpless insect that has flipped onto its back in Kafka’s

Metamorphosis - lies with its two legs and only wheel projecting upward.

Created at full size, and realistic down to the details of a gash on one
side, it is made of a thin concrete sheet, several millimeters thick. In
Fenichel’s inimitable brand of alchemy, the wheelbarrow is rendered into
a ghost of itself - one that is made of the very same cement that it is
designed to transport in real life. In the context of the exhibition space, it
functions like a forgotten piece of a Soviet monument to the proletariat -
something that might have fallen off a larger sculptural cluster, and now
lies neglected and useless.

Fenichel’s concrete casts include not only proletarian monuments of
this sort, but also a stupendous attempt to cast the dreariest and most
mundane aspects of daily life: disposable food utensils and tableware.

In a simple casting process, he converted hundreds of disposable plates
and cups of cheap white plastic into thin, brittle concrete, whose diverse
hues of gray primarily underscore their colorlessness. Fenichel piles them
high on a table or on a shelf, in storeroom-like stacks, with no pretense
of beauty or grace. Peeking out among them is an old-fashioned teacup
and teaspoon, plain and unadorned to the point of nondescriptness,

of the sort that could never conceivably be kept in an elegant

bourgeois cupboard. It is a forlorn attempt to pay homage to Fenichel’s
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HAIMI FENICHEL: MOUND

Curator: Aya Lurie

A Fragile Proletarian
Tali Tamir

Just a single letter distinguishes Haim Fenichel - who was killed in the
1967 War and received the IDF Chief of Staff's Medal of Honor after his
death - and his nephew, the sculptor Haimi Fenichel, born in 1972, who
is named after him. The picture of the dead uncle - with the inscription
Haim Fenichel RIP - gazed upon Haimi, throughout his childhood, during
his weekly visits to his grandparents’ home. From there he embarked
on a steady, ant-like journey that harks back to that childhood and that
Israeliness, and sparks a kind of internal transformation within them.
To paraphrase Isaac in the Book of Genesis 27:22: “The voice is Haim'’s,
but the hands are those of Haimi” - and the transition between them
is almost imperceptible. Fenichel creates cycles whereby a new object
is forged from its own rust or one material is rendered into another,
while maintaining a guise of meticulous realism. This virtuoso, almost
indiscernible, alchemy deceives the viewer, and creates a world of
converted identities: a metal wheelbarrow that is in fact made of a thin
cast of concrete; snail shells made of fragile porcelain; disposable plastic
plates that are actually made of millimeter-thick concrete; and an old,
crooked nail that is in fact cast from the rust that was scraped off its
original counterpart. In these works, the transmutation of material is of
central significance as a fundamental principle. Fenichel the sculptor - a
graduate of the Ceramic Design Department of the Bezalel Academy of
Arts and Design - plays with materials, swapping them around to create
new combinations of image and substance, to produce hybrids that are at
once familiar and alien.

Fenichel’s works at the exhibition draw on two types of site,
each steeped in Zionist-Israeli symbolism: a construction site, and
an archeological dig. Hovering between them, in his mind, is the
persistent presence of his grandfather’s well-stocked tool shed, from
whence Fenichel learned the discipline of painstaking manual labor
and the wisdom of workmanship. On the face of it, Haimi Fenichel acts
as a Zionist proletarian of the old school, for whom construction and

excavation are two major pillars of his ideology. In Zionist thought,
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1 Haimi Fenichel in conversation
with the author, June 2018.

the mythology of archeology supported the ethos of construction, in
a bid to promote a conceptual continuity that links the ancient with
the recent, and the distant past with the present and future. The link
between construction and excavation is not only a two-way connection
(one aspiring upwards while the other burrows down), but encapsulates
the full scope of the Zionist mega-narrative - from the depths of the
historical past to the built and fortified structures of the present. In the
case of Fenichel’s work, a single material links these two sites together:
hardened sand, which he uses both as a fundamental constituent in
construction and as an image of an archeological mound in the landscape.
Fenichel sees himself as an Israeli artist, and has no need for
apologetics to justify his preoccupation with local materials and content,
which are biographical products of his past and his education. Yet the
time in which he was born destined him to operate “in the aftermath
of events.” As he puts it, “l didn’t participate in founding the state, |
didn’t pave roads, and | didn’'t build workers’ housing estates. All the
great revolutions and wars took place long before me.”" As the heir to
major Israeli mythologies (not only his dead uncle, his father’s younger
brother, who fell in the 1967 War, but his father, as well, who was among
the paratroopers who conquered East Jerusalem in that war), he was
fated to gaze upon Israeli reality and its values of labor and heroism, on
which he was raised and educated, well after the pathos that had been
their driving force in the past had evaporated and grown weary. From
his present viewpoint he recognizes only a pale monochromatic vision
made up of fragments of quotations, remnants, and tributes to a culture
that had sunk into the dust. Through these tributes, Fenichel examines
the unwitting conversion and transformation process to which he himself
is likewise subject: Has the faithful Israeli citizen - a member of a youth
movement and soldier in a combat brigade, who served at the end of
the first Palestinian Intifadah (uprising) - given rise to a new citizen,
composed of different mental materials? Do the laws of material fatigue
apply to him, as well? How significant is the difference between Haim
and Haimi, and what foreign substances have been cast into this gap?
The history of Israeli art in the 1970s provides Fenichel with two
seminal starting points: Gideon Gechtman’s installation/performance,
Hebrew Labor, presented at The Israel Museum, Jerusalem’s Open
Workshop in 1975 (curators: Yona Fischer and Serge Spitzer), and Micha

Ullman’s five installations, collectively titled Preparations for Casting,

which featured at the same event. These two works, which gained
canonical status in the local art scene, deal with the pre-independence
ethos of Jewish construction, which subsequently shifted to an entirely
Palestinian labor force, and after that to anonymous foreign workers.
Fenichel draws inspiration from Gechtman’s portrayal of a construction

worker at the Israel Museum'’s Billy Rose Pavilion, and the use of wooden
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redesigning the entrance to the memorial center, opening a cafeteria, and
turning the amphitheater into a closed auditorium.

In 1995, a fortuitous opportunity arose to renovate the museum'’s
old wing. A work by the late artist Gideon Gechtman had caused damage
to the cladding of the museum ceiling (a kind of acoustic foam) -
revealing the building’s asbestos ceiling, which had been constructed
in the 1970s before people were aware of the risks inherent with the
material. The Herzliya municipality orchestrated a quick and efficient
operation to remove the asbestos, during which time we had to clear
the museum of all its contents. When we returned to the building, the
asbestos was gone, but so too were the vital systems for the museum’s
operation - including air-conditioning, lighting systems, and security
cameras. However, the timing was perfect, since it gave us a chance to
create a continuous and contiguous connection between the old and the
new wings: openings were made in the concrete walls between the two,
and the flooring between them was made uniform, so it was impossible
to tell where one ended and the other began (with the possible
exception of the ceilings, which are much higher in the new wing).

The impressive concrete wall at the entrance to the museum wing -
twenty meters (65 feet) long - was supposed to be hidden behind a wall
of plasterboard. However, during one of his site visits to the museum
during construction, Rechter decided, in a flash of inspiration, to leave
it exposed, as is, with all its cracks and flaws and scars. Thus, the wall
alludes both to the memorial room on its other side, and to the museum
as a repository of contemporary, experimental, and raw art that is
emerging before our eyes - art that has not yet been refined by time, or
processed by the history of art.

An interesting anecdote: out of sensitivity to the environment, it
was decided not to uproot any of the old eucalyptus trees that stood
around the museum compound. However, during the digging for the
foundations, the roots of the tree at the front of the building were
accidentally damaged, and the tree began to wither. The alarm was
raised, the digging was halted, and an agronomist was summoned; a
protective buffer was constructed, the roots were restored - and the
rescued tree, in all its glory, continues to adorn the entrance to the
museum to this day.

In January 2000, we celebrated the opening of the renovated
museum and the new wing, in the presence of Mayor Yael German.
Although Mr. Alkow had died a few months earlier, he had lived to
see the completion of the museum’s construction, and his eyes welled
up with tears of joy at the sight. The collection that he bequeathed to
the museum - comprising mainly works by Jewish artists, as well as
by leading American artists of his time, and by some Israeli artists -

continues to be regularly on show.
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Throughout the museum’s renovation and expansion, photographer
Avraham Hay documented the construction process. He would show up
on a regular basis, set up his tripod, and take pictures from precisely
the same viewpoints: the new entrance to the museum on its northern
facade; the Youth Wing (later known by its Hebrew acronym MUZA) on
its southern side; the open sculpture-courtyard; the staircase and large

gallery at its eastern end. In this manner, his photographs allow one to

trace the evolution of the building over time.

Avraham Hay, Construction of
the Herzliya Museum's

New Wing, 1997-1999,
scanned contact sheets,
analog photography, gifted
by the artist, collection

of Herzliya Museum of
Contemporary Art
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Inward Gaze
AVRAHAM HAY: NEW WING, 1997-1999

Curator: Aya Lurie

After serving as a military photographer and working as a press photographer in
the 1960s, Avraham Hay (b. 1944) studied in London photography of archeology,
exhibitions, and works of art. Since returning to Israel, he has focused on
documenting diverse aspects of the local art field. The vast archive that has
built up in Hay’s studio encompasses five decades of artistic, curatorial, and
museological work in Israel. He recounts that in his drive to document things, he
instigated several projects that are still ongoing, some of which he has exhibited in
the past. These include, for example, photographs of general installation views of
art exhibitions that he began photographing in the 1980s, before it was customary
to do so in Israel.

The photographs currently on display at the Herzliya Museum of
Contemporary Art, which show the process of construction of its new wing
in 1998-1999, stemmed from a similar impulse to document developments in
the Israeli art scene and its institutions. When the museum'’s expansion work
began, and the site and its surroundings started to change, Hay documented
the transformation with an analog camera (using a color 6x7 film). The current
exhibition presents a selection of these images.

Dalia Levin, who served as museum director from 1993 to 2014, recounts the story.

The Story of the Museum'’s Expansion
Dalia Levin

On Sukkot 1994 - a year after | was appointed director of the Herzliya
Museum of Art - Jacob Alkow, a resident of Herzliya Pituah, invited me
to be a guest in his sukkah. | didn't know him, but as a new manager |
wanted to make contacts within the local population, so | was happy to
receive the invitation.

In the sukkah we talked about art, and I told him of my plans for
the museum as a place that focuses on contemporary art and mediates
between it and the general public. Mr. Alkow took me on a tour of his
house, and | was astounded by the artworks that hung on the walls. Then
he surprised me by saying that he intended to donate his art collection to

the Herzliya Museum. My heart leapt into my mouth.
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“But the museum isn’t big enough,” | pointed out. "It features
temporary exhibitions of contemporary artists, so | cannot devote
an entire room - almost half the museum’s area - to this wonderful
collection.” Mr. Alkow nodded understandingly and added, “In that
case, I'm willing to finance the expansion of the museum - provided, of
course, that the mayor agrees, and is interested.” The mayor at the time,
Eli Landau, was indeed very enthusiastic, and at the meeting with Mr.
Alkow, immediate agreement was reached on co-financing the design
and construction of the extension. | pinched myself to make sure it was
all real.

Architect Yacov Rechter, who was also a resident of Herzliya, had
designed the museum as it was at the time, which had been built in
1975 to accommodate the local Yad Labanim (Fallen Soldiers’ memorial
center). He was given the job of designing the new wing, as well - along
with his son, Amnon Rechter, who is also an architect. Working with
Yacov was a special experience. He was a noble humanist, very attentive
and open-minded, and always found marvelous architectural solutions.
| remember him explaining that because the museum lies at the heart
of a residential neighborhood, it was important for him to keep the
building modestly-sized, so as not to overwhelm its surroundings, and
to include windows and openings that offered visual contact with the
neighborhood. In addition, he sought to extend the museum’s use of
exposed concrete and its distinctive arched roof in the new wing, as well,
and to illuminate the large space with natural light.

Prior to the completion of the new wing, the museum shared an
entrance with the memorial center, on the western side of the building.
When the museum began focusing on contemporary art, which is often
informed by a critical stance, there were occasions when some of the
artworks that attacked social conventions may have been offensive
to the sensibilities of the parents of fallen soldiers. The design of the
new wing therefore kept the entrance to the memorial room, with its
heroic concrete mural reliefs, as it was, but gave the art museum a new,
separate, entrance of two large and imposing oak doors, like the gates of
a grand hall.

In accordance with its new artistic focus, the museum was also
renamed the Herzliya Museum of Contemporary Art. The renovated
building was expressly designed for the presentation of contemporary
art, and allows for a variety of display modes - from rooms resembling
an artist’s studio, through dark rooms for video-art screenings, to a large
gallery that is a kind of illuminated white cube designed for installations.
With the new wing, the area of the museum tripled overnight, and its
area now totals 3,000 square meters (~ 32,300 square feet) - including
exhibition galleries, a youth wing, offices, warehouses, and public spaces.

Further changes that have been designed but are not yet built include
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conflict, they highlight a jarring dissonance between the ethical and the
aesthetic - for example, when the ruins of houses or the killing fields of a
battle are presented as something awe-inspiring or majestic.’

Sontag points out that photographs have the advantage of uniting
two contradictory features. They are perceived as having inbuilt
credentials of objectivity, since a machine is doing the recording. Yet they
always, necessarily, have a point of view, and bear witness to the real,
“since a person had been there to take them.” Above all, she stresses,
they are “certainly not regarded just as facts . . . For [as Virginia Woolf
says,] ‘the eye is connected with the brain; the brain with the nervous
system. That system sends its messages in a flash through every past
memory and present feeling.’ This sleight of hand allows photographs to
be both objective record and personal testimony, both a faithful copy or
transcription of an actual moment of reality and an interpretation of that
reality - a feat literature has long aspired to, but could never attain in
this literal sense.”>

At first sight, the strategy used by Oded Balilty in his Front series
of photographs takes the sting out of violent images by removing
the brutality and drama of the events. Those are still there, implicitly,
but the image also allows us to gaze at the photographed element
detached from any context. In reality, it is Balilty himself who has
disengaged from his previous occupation, where he would instantly
take in any given scene that he encountered as an integral part of its
surroundings. The white backdrop that he sets up - bringing to mind a
hospital ward (illness and treatment), military callup codes (e.g. “Red
Sheet” of the 1973 Yom Kippur War), and the universal sign of surrender
(submission to a process) - not only conceals the setting but also focuses
the observer’s gaze. Interpretation lies in absence and detachment,
in revealing and concealing. In effect, Balilty invokes the specter of
memory by manifesting a defense mechanism that works by detaching
and erasing.

In his poem “When Evil-doing Comes Like Falling Rain,” German
playwright and poet Bertolt Brecht (1898-1956), who was renowned for
his humanistic and pacifist views, writes about humanity’s silence and

indifference in the face of the proliferation of the horrors of war:
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4 Bertold Brecht, “When Evil-doing
Comes Like Falling Rain,” Poems,
1913-1956, ed. John Willett and Ralph
Manheim (London: Routledge, 1997).
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pigment print
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The first time it was reported that our friends were
being butchered there was a cry of horror.
Then a hundred were butchered. But when
a thousand were butchered and there was no

end to the butchery, a blanket of silence spread.

When evil-doing comes like falling rain, nobody

calls out ‘stop!”’

When crimes begin to pile up they become invisible.
When sufferings become unendurable,
the cries are no longer heard.

The cries, too, fall like rain in summer.?

The victims of violence are not only those photographed in the arena of
the event. The horror produces a secondary effect that builds up from one
terror attack to the next and takes a toll on those holding the camera, as
well. In this series of photographs, Oded Balilty revisits the crime scene

in a different manner - one that seeks to demonstrate the camera’s dual

ability to hurt and to heal.
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Fig. 1
Oded Balilty at work on the series
"Front," 2016 (photo: Guy Cohen)

ODED BALILTY: FRONT

Curator and Text: Aya Lurie

After years of intensive work as a press photographer in the service of
Associated Press (AP), documenting arenas of uprising, armed struggles,
demonstrations, and conflicts on a daily basis - for which he also won
the Pulitzer Prize for Breaking News Photography in 2007 - Oded Balilty
(b. 1979) found himself in the grip of a vague emotional block that
prevented him from returning to these places.

The works on display at the exhibition “Front” were shot entirely in
the past two years, as part of a project whose parameters Balilty carefully
established for himself, as a way of dealing with this block. The work
plan that he created for himself forced him to overcome the emotional
difficulty and to return to specific places where he had previously
covered news events as a press photographer: a bus stop in the West
Bank settlement of Ariel; a guard post at the Nitzanim basic training
army base; concrete barriers along the Gaza border at Netiv Ha'asara and
Nahal Oz; and a barbed-wire fence in the Palestinian village of Kharbatha
Bani Harith. He set himself a strict work regime that echoes objective
typological photography. This involved a protocol whose effectiveness
required meticulous planning and preparation - including site visits to
select the location, mark it, and suspend at the site itself a professional
white backdrop of the type used in photography studios, thereby isolating
the element photographed from its surroundings. The chosen scene was
always shot from a full frontal angle, with no post-production digital
editing and processing - that is to say, the image cropping and capturing
were done in situ, in front of the stretched backdrop, deliberately cutting
out the hubbub of life surrounding it.[19 Vitis important for Balilty to
point out that "The main idea behind my approach to the project is an
attempt to break free and let go of old and regular habits. In my usual
method of photographing, equal weight is given to the background and to
what is in the foreground of the frame; | was hellbent on achieving perfect
synergy between them. Here, | wanted to let go a little and focus on what
turned out to be a fortuitous architecture of reality - such as constructing

bonfires, setting up tires, lookout posts, and mobile shelters.”
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1 Susan Sontag: Regarding the Pain

of Others (New York: Farrar, Straus
and Giroux, 2003).

Since the decisions behind this photo-therapeutic project were
entirely self-imposed, Balilty allowed himself occasionally to diverge
from the framework that he set himself. Consequently, the final series
also features people, animals, and places that, while photographed
in accordance with the aesthetic parameters that he had stipulated,
were chosen for their relation to a more general memory or to feelings
sparked within him during his work in recent years, when he found
himself seeing the potential vulnerability in every group of innocent
people. Balilty’s repertoire of images in this series includes fortified
defense installations (concrete outposts, a watchtower, a barbed wire
fence) next to exposed and vulnerable subjects (a headless horse, a
father and son bathing in a stream). They include a documented record of
bonfires before and after ecstatic lighting rituals during the annual Lag
Ba’Omer festivities in Jerusalem, as well as a mundane, unceremonious
depiction of people waiting for a bus - a spot that in the past was often
the scene of much bloodshed. The dual sense of the exhibition title -
“Front” - underscores the “campaign” that the photographer is waging
in the face of photographed reality, that is, the background made evident
by the photographs’ titles (and concealed in the image itself), while also
pointing to the elements in the foreground of the photograph, which
come across as personal commemoration images. Thus, the detachment
from the background, which is a central aspect of these photographs,
becomes a general and universal attribute of survival.

In her book, Regarding the Pain of Others, Susan Sontag explores

the history and meanings of photographs of war, disasters and

terror attacks, as documented in the media and in books since the
invention of photography.' She views war photographs as bearing

many meanings and functions: as a key means of disseminating and
imparting knowledge; as means of commemoration; as endorsement

of a particular ideological or moral position (for or against war); as a
device that allows viewers to feel that they themselves are innocent of
wrongdoing (since they did not cause the depicted suffering); and as an
expression of inner relief, since it is the pain of others that is seen in the
photograph, not their own. In our consumer society, such photographs
are a means of scoring an attention-grabbing headline and boosting

the distribution figures of the media in which they are published. They
are a kind of performance - human pain harnessed for the purpose of
voyeuristic visual pleasure - while simultaneously serving as a channel
for freedom of expression and for breaking down the walls of censorship.
Sontag points out that the endless flood of images of disaster from
around the globe is not a new phenomenon unique to the modern era,
since Baudelaire complained about it as far back as nineteenth-century
France. In addition to the desensitizing and indifference caused by the

surfeit of photographs of the aftermath of terrorist attacks, combat, and



Fig. 2
Nurit Yarden, Kalandia Checkpoint
Laild jpb '117i7 oonn,

2012, 60x73

to the classical triangle composition, 9 depicting a wide and winding
road in what seems to be a semi-urban area, with a cement wall on the
right. Apart from the apparent neglect, traces in the landscape attest

to some occurrence. Wondrously, at the center of the composition lies

a large cleaver and, to its left, blocking the road, a row of decapitated
cauliflowers. The title reads Kalandia Checkpoint 2012. So too in another

work wherein an optical plane seems almost empty - obscure light-blue-
grayish skies occupy more than two-thirds of its space. Thin vertical lines
of light poles, the left one headless, cut through this surface, leading to
the low horizontal plane that is, in fact, not empty at all. In the narrow
area, vehicles stand waiting before a horizon of buildings under the
empty sky in which fly two giant kites, bird-planes with camouflage
wings and a gut-colored pink interior.

Yarden's painful wit relentlessly touches on systematic alienation,
exclusion, violence, and silence. Her examinations of representation
and policing constitute a reflective focal point for her photographic
practice. “This is also how the ‘lexicon’ | compose is built,” she points

out, “it's a honey trap in which an innocent work, such as Four Olives and

a Pepper, is juxtaposed with Kalandia Checkpoint 2012. Even the naive

photographs in the project are only seemingly so. Each holds a seed of
destruction. This work method allows me to reveal political-social issues
that, as a society, we would rather not see.”

Homeland is an absurd lexicon that serves as a structure containing
multiple contradictions, both as a reflection of reality and as a work
practice that attends to apparatuses of seeing, habit, and denial. Through
the lexicon, contrasting vectors are revealed within the framework of
her work, that charge her photographs with mystery, with dialectical
overlaps between the familiar and the strange, with stimulation,
malarkey, and ambiguous charm. This crafty form of conceptualization
in the current project emphasizes the reflective, conceptual, and critical
dimension of her entire oeuvre.

Nurit Yarden locates photography’s exploitative ways and its innate
potential to “wander” at the fringes of private and social silence, and
thus to reveal the violence and its strategies of concealment, denial, and
disregard that result in compliant collaboration: “The lack of hierarchy
in my ‘lexicon’ also mirrors the parallel and impossible existence of
the private everyday, the comfortable one that I, and a large part of
this country’s citizens, experience and, in contrast, the oppression and

injustice that can clearly be seen by anyone willing to look.”
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Nurit Yarden, Top: Herbert
Samuel St., 2015; Bottom:
Kalandia Checkpoint, 2012,
60x73 each
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Fig. 1
Nurit Yarden, Arlozorov St. .
wgjgjglji 3mnyIx 'm , 2012,

60x78

NURIT YARDEN: HOMELAND

Curator: Aya Lurie

Homeland - Lexicon
Galia Bar Or

Nurit Yarden considers the Homeland project a summation of her work in
recent years. In this body of work, she seeks to examine the penetration of
visual, social, and political signs into the Israeli public sphere.

The first question the Homeland exhibition and catalogue evoke
is why did Yarden chose this title, which pertains to the quintessential
idea of origin. Homeland is the source, the native, formative land, as in
the Hebrew saying, “A person is but a mold of his native landscape.” It
seems that the photograph that served Nurit Yarden as the basis for the
exhibition adheres to the charged title and, in fact, seems dedicated to
it:19- 1 not only does the title appear in the photograph itself, but also
an Israeli flag is seen beside it. This is precisely the kind of trap that
Yarden's work sets, and therefore needs time for contemplation and
examination of its details: the facade of a residential building stands in
the bright sunlight revealing a mismatched mix of shutters, a balcony,
different types of shading and letters of Moledet (homeland), printed
and vowelized in white as if by order. At the top center of the image,
stretched like two open arms and nailed between exposed electrical
cables, is Israel’s flag, blue and white. Also visible is a thin piece of
thread that was once tied to something or other and now lies like a
necklace on the worn neck of the cast cement balcony. At the bottom
left, the Hebrew word for "shading" can be worked out in small letters.
It is hard to think of an image further removed from the homeland ideal
endorsed by the old education system and formed in school trips, songs,
and books - homeland as an illuminated, boundless public sphere; desert
and forest, village and city; the land of milk and honey.

Yarden's invented visual system, on view in the current exhibition,
is a lexicon of sorts. However, this is not a standard lexicon arranged
alphabetically according to key terms, in which the information
is ordered in a seemingly objective manner, seeking to codify and
determine that worth recording. In her “lexicon,” Yarden asks how to
face the challenge of the fragile reality of a fragmentary present, one

in constant flux, in a way that avoids the stifling trap of familiar lexical
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1 Michel de Certeau, The Practice
of Everyday Life (1980), trans. Steven
Rendall (Berkeley and Los Angeles:
University of California Press, 1984).

2 Henri Lefebvre, "Toward a Leftist
Cultural Politics: Remarks Occasioned
by the Centenary of Marx’s Death, "

in Marxism and the Interpretation of

Culture, ed. Cary Nelson and Lawrence
Grossberg (Urbana and Chicago:

University of lllinois Press, 1988), p. 78.

3 Nurit Yarden, Family Meal
(Tel Aviv: Xargol and Am Oved, 2007).

contexts. Her lexicon offers a structure whose definitions do not sit
comfortably within key terms and a central, organizing and guiding logic;
one that does not invalidate the antagonistic element.

Indeed, Yarden'’s photography is occupied with visual changes in the
appearance of reality but it does not focus only on documenting and
sorting but also on giving voice and resuscitation — whose time, like the
act of wandering that stands at the basis of her work, is the present.

Michel de Certeau claimed, in The Practice of Everyday Life, that the

act of the wanderer does to the urban systematic space what the act of
talking does to language.’ Wandering destabilizes fixed structures, opens
each spatial signifier to other readings, constitutes a time of the present
in relation to place and allows flowing with the random and the variable.
It can also make the heart skip a beat: for example, in the photograph

King George Street 2013, there is a storefront doll, a mutation of Disney’s

Snow White, holding a butcher knife and wearing a pinafore stained
with red splatters of blood. The plastic structure from which she emerges
radiates madness, either mythic or common, that binds together victim
and abuser.

Yarden sends her lexicon to absorb images from a wandering
journey that is, at once, journalistic and political. National and touristic
clichés appear beside traces of uprooting, fragmentary construction,
and dismantling. These everyday surroundings show the lack, the
place in which the jumbled joining of elements generates a change in
the conception of meanings and identities. “The everyday is a kind of
screen,” writes Henri Lefebvre, ” . . . it both shows and hides; it reveals
both what has and has not changed,”’

Each of Yarden'’s series offers ways and tools that bypass the central
route, allowing her to develop alternative strategies of wandering while
also utilizing current media. The search for the link between the parts
of this definition began in her book Family Meal, and continued in three
solo exhibitions: “Scrabble” (Chelouche Gallery for Contemporary Art, Tel
Aviv, 2010, curated by Nira Itzhaki), “Walking Distance” (Contemporary
by Goloconda Gallery, Tel Aviv, 2013, curated by Tali Tamir), and
“Kalandia” (Tel Aviv Artists House, 2014, curated by Ktsia Alon).3 They
are present also in the Facebook project she began in 2012 and still
continues, in which she uses the site as an alternative exhibition space
that allows processual, collaborative work and forms an alternative
online community as a space for work, exposure, and dialogue.

Yarden's photography does not eschew an aesthetic of pictorial
memory and complex visual associations and contexts that derive from
the field of fine arts. The pictorial “high art” is embedded in the guise of
the “low"” snapshot genre, creating a unique hybrid that offers numerous
transgressions and possibilities for visual, social, cultural, and political

deviations. For example, a landscape photograph constructed according
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Fig. 2

Sharon Poliakine, Untitled, 2011,
rebar, aluminum, 86x28x27
(photo: Avraham Hay)

Fig. 3
Sharon Poliakine, Untitled, 2008,

pencils, brushes, matches, tree branch,

masking tape, string, ceramic bowl,
27x63x17.5 (photo: Amon Yariv)

where Poliakine showed a series of paintings whose canvas was mounted
on medical-stretcher-like frames made of rebar iron, as well as other
works from Route 531.

Poliakine treats rebar as a three-dimensional line that can be
fashioned into a sculptural drawing. She chose it in part because, in
the short history of Israeli sculpture, working with raw iron has been
identified with a quintessentially masculine tradition, championed by
the likes of Yechiel Shemi, Yaacov Dorchin and Igael Tumarkin. In utter
contrast with the vocabulary of sheets of metal and iron beams in
Shemi’s work, Dorchin’s bent and twisted iron masses, and Tumarkin’s
metal casts of gut-torn figures, Poliakine offers a delicate, deconstructed
line, very reminiscent of the ink line in her drawings.

Poliakine’s sculptural drawings were first displayed at the Ashdod

Museum of Art in 2012, at the exhibition Eight Measures of Drawing,

curated by Yona Fischer. In those pieces, she worked on a small scale,
developing the idea of cutting iron rods into sections of varying lengths,
and welding them together to form a closed volumetric form. The weld
marks break the lines, making the work resemble cage-like misshapen
heads, which in some cases also entrap within them other objects.<ﬁ9' 2)
Next, Poliakine drew some of these sculptures in graphite on paper,
thereby rendering the lines truly two-dimensional. In these drawings,
in marked contrast to her brushed sketches, the lines are unusually
broad, like the thickness of actual rebar sections. Poliakine created
early versions of her segmented head-shaped cage-like objects as far
back as 2008, using broken pencils attached to each other with masking

fig- 3) In those works, the pencil functioned as a line rather than as a

tape.(
drawing device.

Almost from the outset of Poliakine’s career as an artist, her output
has been informed by a “flow principle” that is one of the hallmarks of
her work: instruments and tools from her art studio - pencils, brushes,
mixing plates, and used oil tubes with squeeze marks that make them
look like small human figures - become raw materials for sculptural
operations; the sculptures serve in turn as models for brush- and ink-
drawings; and motifs from the drawings make their way back into the
paintings. It is a cycle that begins with painting - and ultimately returns
to it. Occasionally, finished artworks of hers are also swept up within
the flow, when she disassembles them for various reasons (such as lack
of storage space, or because they’re too large to pass through her studio
door) and their parts are assimilated into new works.

Such is the case with the works of Route 531 which are on display
on the concrete wall at the Herzliya Museum of Contemporary Art.
Created when Poliakine was forced to move studio in 2014, she dubbed
them Evacuation. One of the main works in this series is a long beam

with welded hooks, on which hang - like pots and pans in restaurants -
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Fig. 4
Sharon Poliakine, Evacuation 1, 2014,

wood, iron, aluminum, ceramic,
rubber, oil paint, paint tubes, brushes,
string, 90x244x30, private collection
(photo: Avraham Hay)

Sharon Poliakine, from the
series Route 531, 2018, mixed
media on iron, 188x150x46,
courtesy of the artist and
Gordon Gallery, Tel Aviv
(photo: Avraham Hay)
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a motley collection of art studio items, materials, and instruments:
brushes, ceramic mixing plates, small weights, and a head-shaped cage
made of rebar."9 ¥ Due to the proximity of events, the upheaval of
moving studio merged with the turbulent change of the topography
brought about by the road construction.

The Herzliya Museum's concrete wall is unusual in its texture and
color. Unlike the museum'’s outer concrete cladding, this inner wall was
never meant to be seen - but was exposed nonetheless following a
spontaneous decision by the architect, Yacov Rechter, and the museum'’s
former director, Dalia Levin, to do so, in view of the raw intensity of its
appearance. It is a load-bearing wall with visible marks of joint lines,
holes and scars, left over from the construction process. Rebar metal
is also a load-bearing element that is supposed to be encased and
hidden within the concrete castings that make up the structure’s frame.
In Poliakine’s Evacuation works, like the museum’s concrete wall, the
process of construction is manifested - in the signs of life left behind by

the construction workers in the field, as well as by the artist’s actions in

the studio before they froze and turned into objects.
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Gaston Zvi Ickowicz,

Untitled (Simsim), 2018,
archival pigment print, series
of 12, 26x39
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appear in the picture, without prior planning and completely unrelated
to the event the broadcast sought to record. From the sequence of
broadcasts, Ickowicz extracted certain shots which cannot be described as
anything but landscape photography: a sunset over the Gaza Strip. Like
the Whirlwind (Simsim) series, this work, too, is an observation of a scene

of violence which seeks to render present precisely something that crops
up seemingly at random and then slips away. Like the shimmering haze
that rises from the ground, or like specters, the works in this exhibition
create a whirlwind that swirls together the visible and the invisible, past

and present, return and war.
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Fig. 1
Liliane Klapisch, Road No. 4, 1998, oil

on canvas, 114x146, Arturo Schwarz
Collection of Contemporary Art,
Tel Aviv Museum of Art

SHARON POLIAKINE: ROUTE 531

Curator: Aya Lurie

Evacuation
Osnat Zukerman Rechter

One day, in 2012, bulldozers arrived in the open fields surrounding
Sharon Poliakine’s residential neighborhood in the Israeli town of
Ra’anana, and a new man-made landscape began to unfold. Anyone who
witnessed the preparation works for the paving of Route 531 - which
links together the main coastal highway, Route 4, and Route 6 across the
Sharon region - will remember the great speed with which the broad and
deep route was excavated. The dramatic and sudden change that this
infrastructure project wrought upon the landscape - one of the largest
ever in the Greater Tel Aviv region - unsettled the solid topography of
the towns and rural communities in the area.

Poliakine monitored the transformation with keen interest. Every
Saturday, when work had stopped and the site was shut down for the
weekend, she would go out to the area, equipped with a backpack and
camera, and walk along the section that had been excavated between
Rishpon and Kfar Sava. Once or twice she even visited the site during
work hours, met the workers - mostly Arabs - and photographed them,
with their consent, in their white, red, green, and yellow work helmets.
She climbed the fresh mounds of reddish-brown hamra soil, where the
castor-oil plant had already taken root, and walked within the broad
moat of the roadbed. This gave rise to a new body of work, made up of
hundreds of preparatory photographs; dozens of sketches of workers’
portraits, castor-oil plants, and piles of rebar iron scattered around the
area (which, after a period of rain, when the route was flooded, looked
like trapped shipwrecks); a series of paintings and prints based on those
sketches; and various works made of construction iron rods. A selection
of these objects is presented in her current exhibition at the Herzliya
Museum of Contemporary Art.

A series of works by Liliane Klapisch titled Road No. 4,(fig- D painted
in 1998, when the major Jerusalem thoroughfare Begin Road was under
construction, served as an explicit reference for Poliakine since the start
of her project, following a long dialogue between the two. In 2014, they

even held a joint exhibition of their works at Gordon Gallery, Tel Aviv,



GASTON ZVI ICKOWICZ: WHIRLWIND

Curator and Text: Gilad Reich

The “Whirlwind” project by Gaston Zvi Ickowicz (b. 1974) was created

in a series of visits by the artist to the northern part of the Gaza
Envelope area between March and October 2018. That period saw the
beginning of a new stage in the struggle by the residents of the Gaza
Strip against the Israeli siege of the area: tens of thousands of people
took part in “marches of return” and demonstrations near the fence, in
which Palestinian kites and balloons carrying flammable materials were
released toward the Israeli side of the fence. After preliminary tours of
the area, Ickowicz began photographing lands that had been set on fire
by these burning kites near the kibbutzim Or Haner and Gvar’'am and the
ruins of the Palestinian villages of Simsim, Najd and Al-Mansurah. The
fire destroyed the vegetation surrounding the rubble and building ruins
of the Palestinian villages, making them stand out; the scorched earth
left behind by the fire gave them new visibility. A stray whirlwind that
suddenly passed by seemingly encapsulated the essence of the project:
unexpected, at the mercy of the whims of nature and time, trying to
capture the air currents and their attendant winds; a documentation of
an event that is at once unfolding in real-time before the camera and
eluding it; an attempt, through the image, to grasp the past and the
present that co-exist at the same time.

The series of photographs, Untitled (Simsim, Najd and Al-Mansurah),

documenting the ruins of the villages that were destroyed in 1948,

was photographed by Ickowicz with a simple film camera, using film
stock that he had collected over the years. The unexpected materiality
of the film - a product of the length of time that has elapsed since its
production and its storage conditions - is well suited to the material
nature of photographed objects, as it gives the history of the destroyed
buildings a grainy and tactile quality. The past is apparent in them not
only as content, but as material. Although most of the surviving original
inhabitants of the villages currently live in the Jabalia refugee camp
(not far from their destroyed homes), Ickowicz’s photographs give the

remains an a-historical status and metaphysical quality - much like
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1 Boaz Neumann, “The World Exists.
It Would Be Meaningless to Repeat It,”
in Gaston Zvi Ickowicz: B.C., exh. cat.,
trans. Talya Halkin (Tel Aviv: Tel Aviv
Museum of Art, 2011), p. 75.

many mid-nineteenth century photographs of ruins, or perhaps Roger

Fenton’s seminal photograph, Valley of the Shadow of Death (1855). The

history that emerges from these photographs appears to be inaccessible,
seemingly detached from the present.

This mode of photography is at odds with the politically charged
overtones that erupt from the pictured landscape: while Ickowicz was
working on the project, the area in question was at the center of news
attention in Israel. The burned tracts of land became the new front of the
Palestinian struggle for liberation. Kites and balloons — which previously
had been linked to notions such as childhood, innocence, and play -
became devices of armed struggle. The here-and-now are present in the
photographs, and convey a sense of unease. As historian Boaz Neumann
notes, Ickowicz “knows how to focus his camera not only at geological,
archeological, and historical time, but also at the conflict-ridden present."’
The emotional ambivalence and critical distance that characterize
Ickowicz's photographic work serve here to render present, in a single
image, the tension between the past and the present.

The video work Kites, intensifies this tension by explicitly alluding

to the movement of a burning kite as it sets fire to a field. Here, the kite
(an uncontrollable aerial device that is entirely at the mercy of the wind)
is replaced by a UAV (unmanned aerial vehicle) - a remotely operated
aerial device, equipped with vision technologies developed for military
purposes, designed to monitor, supervise, and control a given space. In
the video, we see it taking off from a well that stood at the center of
the village - for a moment you can see the jets of air created by its small
but powerful propellers — and surveying the scorched earth and the ruins
of the houses with its camera, re-marking the impacted area. The view
from above flattens several layers of history — an archeological mound
of violence - while contrasting the tangible spatial features against the
abstract image created by the aerial perspective. It is a view that orders
the space for us as much as it conceals it.

The Whirlwind series of photographs traces the whirlwind of
air that formed during the filming. We watch as it flits between the
scorched land and adjacent agricultural areas. Chasing while being
chased, it introduces a dimension of uncontrollable drama into the
seemingly static space. The lingering nature of Ickowicz’s photography
renders the whirlwind a kind of symbolic expression of invisible forces
operating in the material space, among the ruins and scorched remains,
overshadowed by signs of violence.

Ickowicz edited the video titled Sunset Over Gaza from one of the

live broadcasts put out by the Israeli news website Ynet as part of its
ongoing documentation of events along the border with the Gaza Strip
and the surrounding region. These live broadcasts are characterized by

unusually long duration, which allows unexpected elements to suddenly
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Ibid., p. 15.

cubit, for example, can be based on the width of a person sitting. The
four cubits nearest a person are his domain. In human relations they
are the determining dimensions. The four cubits are the individual’s
domain. The area of the house is the family’s domain. The space of
the city is the domain of the community, and so on.

If a few years ago Ullman fashioned a chair - a man - what is he
doing here and now? | believe he is forming an entity: The one who

is all. That is what | mean by a simple appearance, a noble presence.6

Ofek underscores the multifaceted nature of the human aspect
inherent in Ullman’s work, which draws on the wisdom of the ancient
world and the humanist elements in Jewish Scriptures. These are
reflected in his use of units of measurement based on the dimensions
and actions of the human body - as a value, as a measurement, and as
a method for creating everything in the world. He also emphasizes the
importance of the idea and notion of “four cubits” in Ullman’s work, as
a unit of measurement that defines a person’s personal space: crossing
this boundary means invasion and intrusion into the personal and private
domain, a threat and injury. The term four cubits - a byword in Hebrew
for a person’s personal space - is mentioned in a long list of rules and
regulations in the Mishnah and Talmud dealing with laws of property
and issues of realestate, which have even entered into the present-day
legal system in Israel, in laws and regulations designed to establish and
maintain good neighborly relations and cohabitation, whenever people
share a space.

Thus, Ullman’s present “two-family dwelling” analogy offers an
ecosystem that links together the human body, house, and country; the
archetypal with the tangible; mythical time with contemporary time;

a model or program with a person’s actual existence; and one person’s
life with that of another. Through the sand, Ullman appears to be urging
us to study what it means to maintain good neighborly relations and
common courtesy, which may enable peaceful coexistence and continuity

in this locale.
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Micha Ullman, Semi-Detached,
2018, site-specific installation,
red hamra soil (photo:
Avraham Hay)
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4 The video Place (videography and
editing: Uri Bar-Zemer) documents a
series of actions performed by Ullman

in a particular space: using a shovel
and a broom to form sand mounds,
shift them from place to place, walk
over them, and trace elements such
as spirals, terraces, and ditches in
the sand.

Fig. 3

Micha Ullman, Two-Family House,
2016, iron, water, edition of 3,
142x40x84, courtesy of Givon Art
Gallery, Tel Aviv (photo: Micha Uliman)

5 Avraham Ofek, “The Parable of
Micha Ullman,” in: Micha Ullman:

1980-1988, trans. Judy Levy, exh.

cat. (Jerusalem: The Israel Museum,
1988), p. 14.

The time gap between the earliest and the latest works in the current
exhibition underscores Ullman’s methodical study of the subject over

the years, as he forged his distinctive material language, practice, and
themes. Thus, for example, one can discern a continuous spectrum

between the current project and works such as Place (1975, video),4

Foundation (1989, concrete sculpture, Rothschild Boulevard, Tel Aviv), and
the exhibition "Connected Vessels" (2016, Givon Gallery, Tel Aviv).(ﬁg' 3)
As befitting one of Israel’s greatest artists and an Israel Prize
laureate, much has been written about the profundity of Ullman’s works,
which have featured in dozens of exhibitions in major museums in
Israel and elsewhere. Of all of these writings, however, the artist refers
me to one poetic (and somewhat cryptic) text that his friend, the artist
Avraham Ofek (1935-1990), published under the heading “The Fable
of Micha Ullman” in the exhibition catalogue of Ullman’s exhibition at
the Israel Museum, Jerusalem in 1988 (curator: Yigal Zalmona). The text
consists of two short chapters: one written in 1986, and the other in
1988. Here are two excerpts from them, which discuss ideas and working
methods in Ullman’s work, and offer clues to understanding the work
presented here:
A few years ago, | observed Micha Ullman as he made a pit. ... | saw
him re-move the earth from place to place - seeking a place for the
soil. Afterwards, | saw a chair that Ullman built out of the dust. He
had created an earthly throne.

To erect a mountain, we must dig an ocean - that is nation, a
land. To pile a hillock, we must dig a lake - that is tribe, a city. To
build a house from soil, we need only dig a pool - that is home, a
family. . ..

It has been written: The eye of man is not satiated all the days
of his life. And what may fill it? A handful of dust, a mere hole.
Therefore when Ullman fashions a chair, he creates a man. Adam
yesod olam. Adam (man) is the bedrock of this world, for the adama
(earth) is one of the elements. But what of the others - water and
wind - where are they? They are present! | discovered allusions
to them in the chair above the pit, like a ship on the water, part
immersed, part exposed. Another hint: | saw that as he re-moved
the soil, shifting it from place to place, it became sand. And what
better than sand behaves like water and even knows the flow of the
clepsydra. Whence Ullman'’s relation to time captured in his work:

rhythmic and continuous.’

Through a gradual transition from the collective to the individual,
Ofek’s text highlights the essential connection between human social
constructs (such as nation, tribe, and family) and the topography of place

(mountain, sea, lake, earth). Key ingredients for any settlement and
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growth are land and water sources (a lake or reservoir), as well as certain
actions (digging, piling, building). The delicate set of balances needed to
construct a place requires an essential linguistic definition that provides
a clear framework (land, city, house); a historical, mythological bond

to a place (a hillock, a tribe); and contemporary relevance (city, family).
Above all, he talks about the great cycles of time (a clepsydra), and how
a human community is formed over a period of time through a process of
emergence and fulfillment in a particular place through dialogue with it,
while manifesting its commemoration through a culture that is rooted in
the material.

Ofek waxes lyrical as he writes about the elements of alchemical
creation that are inherent in matter - earth, wind and water - while
simultaneously keeping us well grounded. He hints at the hidden,
dark face of Creation, of the whole (like a ship in water, whose keel is
hidden, submerged beneath the surface). Thus, the “chair above the pit”
becomes a water closet. Just as a person is “but a mold of his native
landscape” (in the words of the Hebrew poet Shaul Tchernichovsky), the
objects that he uses in his daily life (eating utensils, chair, and toilet)
were made in his own image and to suit his earthly needs. Ullman binds
together a “throne” and Shulchan Aruch directives with a gutter and a
daily routine - and together they make a single circulatory system. In
this regard, it is important to recall another work of Ullman, Water Cells
(1996), in which he placed two modified manhole covers - one at Zion
Square in West Jerusalem and the other in He’ahim (The Brothers) Street
in East Jerusalem. Human existence, in its spiritual and material sense,
is inextricably bound up with the idea of continuum - a continuity based
on flow, a repeated action of filling and emptying of material (sand or
water) in the plumbing of the human body or a house - be it a private
dwelling, or a political home. The body and the home, the country,
the homeland, the state, are all revealed to be a single organic entity,
forged by the affinities between its constituent parts. Hence, the analogy
between the home and the human body (one, as it were, the macro form
of the other) that highlights the need to stay on good terms with one’s
neighbors - and indeed, neighboring nations - be it in a two-family
dwelling or just with people in general. For, as in the Communicating
Vessels Law, everyone is inextricably dependent on others while at the
same time distinct and separate. In the second chapter, Ofek writes:

We are dealing . . . with dimensions, measuring and ratios . . . |

believe Ullman measured according to finger, thumb, Handbreadth

and cubit, shoe and foot rather than millimeters, centimeters,
meters, etc. He weighed according to betza, log, kav, se’ah,

ephah . . . and not in terms of grams, kilos, tons, etc. These units of

measurement, besides being based on the size of a man’s body and

limbs, refer to the body’s activity and the position of the limbs. The



1 For Ullman, the choice of

the particular hamra soil that he

uses — of the right hue and soil
composition — is akin to a painter’s
selection of his palette. The selection
process — as well as the screening,
grinding and preparation of the soil
and sand — were an important part of
the preparations for the installation,
and were carried out with the help

of Itai Salem. To make the installation
itself, Ullman worked with assistants
Tal Ram-On, Tal Navon Fahima, Shanee
Roe, Ran Slapak, and Ruthy Steiner.

MICHA ULLMAN: SEMI-DETACHED

Curator and Text: Aya Lurie

At the heart of the installation by Micha Uliman (b. 1939) exhibited

in the large hall of the Herzliya Museum of Contemporary Art, lies an
architectural drawing of the ground floor of the artist’s house, which

is situated not far from the museum, near the border between Ramat
Hasharon and Herzliya. It is a modest, functional, two-family semi-
detached house, of the sort that was prevalent in the area in the late
1940s. Today, the neighborhood is undergoing rapid development and
construction, with new apartment blocks springing up around the last
of the remaining old detached houses, which will also soon be razed in
accordance with the new development masterplan. Ullman replicated
the house blueprint on the floor of the hall at a 1:30 scale, adapting

its size to the museum space, then traced the outlines of the plan with
shallow berms of red hamra soil.' These encompass not only the external
footprint, but the “internal organs” of the family home, and the
adjacent other half of the two-family dwelling. Thus, we can make out

a kitchen table set for dinner; a bed in the bedroom; a manhole cover;
and the interior of a toilet - all cast in sand with the help of stencils,
brooms, funnels, and other improvised devices that Ullman created over
the years as part of his unique working method, which always preserves
the human scale.

Visitors are invited to enter the house and spend time in it,
determining their own route as they walk in and around the rooms. The
shallow berms of sand marking the plan outline are not reinforced by
any bonding or thickening material, and are thus potentially vulnerable
to disturbance by the visitors. Even the slightest, unwitting touch of
the toe of the shoe in a berm can result in a cascading shower of red
soil granules and damage the outline. The fragility of the structure is
very real: the risk of damage is not just a poetic or political metaphor,
and requires the visiting public to act with the utmost care and caution.
During the exhibition, the artist will regularly visit the installation with a
group of assistants, to observe and examine and, if necessary, repair the

installation in accordance with the protocols and procedures that he will

98

2 See Amit Goren’s film that
documents the installation’s
construction and dismantling
at https://www.youtube.com/
watch?v=ImnKGiHCySo

3 These works were on display at
the exhibition “Passage,” which
Ullman held together with
Michelangelo Pistoletto at the
Chelouche Gallery for Contemporary
Art, Tel Aviv, 1997 (curators: Nira
Itzhaki and Lorand Hegyi).

Fig. 1
Micha Uliman, Negative 1, 1998,

wood, sandstone, and glass, 90x200,
height 90, artist’s collection
(photo: Micha Ullman)
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Fig. 2

Micha Uliman, Geulim Street,
Ramat Hasharon, 1974, series of 14,
photographs, pencil, paper

(photo: Avraham Hay)

formulate. In this regard, the installation is an ongoing process that will
carry on for the duration of the exhibition (a period of several months),
with the visitors’ behavior forming an integral part of it and its meaning.

Ullman'’s exhibition at the museum is part of a series of exhibitions
that seek to portray local sites as scenes of events, in a variety of media,
including photography and sculpture. The scene of events outlined
in Ullman's Semi-Detached installation - which can be appreciated in
its entirety from the elevated perspective that this unique hall makes
possible - allows us to speculate as to the story behind the structure and
its symbolism: an ancient dwelling uncovered by an archeological dig,
perhaps, or the remains of a contemporary home that was vaporized
in an instant in a cataclysmic explosion that annihilated all living and
inanimate things within, reducing them to mere piles of sand. Either
way, it evokes an analogy between the house - a vulnerable shell whose
purpose is to protect, define, and shield the living organism within
it — and a political entity, or the human body. Interpretative hypotheses
such as these echo Ullman’s early works, such as the unforgettable
installation Sanday (The Artists’ Studio, Tel Aviv, 1997)° - which,
however, one could not actually enter, but only gain glimpses of, from
various vantage points.

Another key aspect of Ullman’s creative work is its various references
to the act and meaning of photography, both in terms of his use of the
photographic medium in his early works and in his current practice,
which is not unlike the creation of photograms. As with photograms -
where light is captured and fixed on the photographic plate to create a
silhouette of what is actually blocking it - Ullman creates works that not
only represent material by its absence, but also illustrate the mechanism
of memory itself. In many of his works, he sprinkles hamra sand on a
surface of some sort on which various objects have been placed. For

example, in Negative 1 and Negative 2 (1997-1998),("9 V)3 he sprinkled

sand on tables laid with dinnerware - then removed the objects, to
render them present them through their absence. This is a representation
of the mechanism of oblivion, which operates like an erosive force: first,
it wears down the object itself (be it inanimate or living) in its entirety
(its material volume in space) - and finally, after a while, dissolves its
representation in consciousness (the very indication that it ever existed).
The house is a subject that Ullman has repeatedly examined in
his work over the years. In the lower exhibition space of the Herzliya
Museum there is a series of works from 1974, offering an analytical,
conceptual documentation of the artist’'s home prior to his present
home, which he moved to in the 1970s. In addition to black-and-white
photographs, they include meticulous, handwritten and typewritten
inventories; functional charts; and schematic drawings of the street, of

the building in which he lived, and of the contents of his apartments.(ﬁg' 2)
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INTRODUCTION: SCENE OF EVENTS

The news bulletins and reactions in the various media in Israel to
current affairs and to the emergency events that we are frequently
confronted with present an endless flood of landscapes and places as
the scenes of events and sites of terrorist attacks. The current group of
exhibitions at the Herzliya Museum of Contemporary Art features nine
solo exhibitions of artists who combine photography and sculptural
installation in various ways, to deliver such examples of the scene
of events to our consciousness - not as a current news report, but as
thoughtful representations, whose impact is the product of the artists’
extended observation, prolonged stay, and actions at the site in question.
All the exhibitions are centered on certain emotionally charged aspects
encapsulated by sights of where we live. Besides images of burnt fields,
urban spaces, and landscapes, the exhibits present images of buildings,
construction sites, ruins, piles of sand, stones, iron rods, assorted objects,
concrete castings, building plans, and bomb-shelter plans. Each exhibition
is an autonomous unit in its own right, while maintaining common
themes and materials with all the others. Many of the exhibitions treat
the scene by focusing on a single element, as a metonymy of the local
situation in the continuing present.

The Hebrew for “scene of events” is zirat ha’eru’a, and is a commonly
used expression in military, police, and news parlance. On its own, in
the Israeli military context, the Hebrew zirah refers to the theater of
battle; from an architectural point of view, the word pertains to a venue
of performances that allows viewing from several points of view. In
the latter sense, it is akin to the ancient Roman arena (from the Latin
harena, meaning “sand”) - so called because of the sand that covered
the ground to absorb the blood of the fighters during gladiatorial
competitions and combat, which were the venue’s primary purpose.
Belying these associations, however, and the news coverage of actual
events, most of the exhibitions on view depict spaces that are empty of
human figures yet contain traces of a past event, or the prospect of an

impending one. Thus, the Scene of Events exhibitions allude to a diversity
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of temporalities and layers of memory: to an ongoing past (historical,
mythic memory), to the tangible present (short-term memory), and to
repressed (traumatic) memory. Some offer suggestive images of the
subject, while others offer images that are critical, tackling an explicit
incident and seeking, through the camera or a sculptural element, to
turn the spotlight squarely on the reality of our lives, and communicate

signals of warning and concern.

Dr. Aya Lurie

Director and Chief Curator
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