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dljrosgl liyjg=lo :aalall

guls) enguall (Glsidll daclicig DIYBio &Spny (Glaii Lo JS cna
<§aa .¢mlayll ggll Glajai graa gaini @ljac Wa gla (<a
&lliall ggudag duwmdall gjls &yld) gg gglasy jlpai <li<g
wall dlglwag drauwyll né Gligall dwaia g «Glagleall épll
«lalll dlila dyilsal ggliay sall Mga gla «aia @aicn) .graall
.ahsll @aall yha cllasg

clha (na dniall dasda il gublgall ada @lpac ggpita pany
dinll gy granis gay ¢nillg «cladll 1aa ¢nd .cnadia Gluw =il
wle «clwaiy clli givl» ddygg cnlawll Gilhll (na pisall égiull
gl dujé &jhiy clgw j<a gilll @lle Yanaii tiag ddailasa grad
<l6)jll @iilpll ] ugswgysiall e jhill glsallly .ariga &jhaiy
Jgrauwsgil @lhi alyall dulw GliflS tnag «Cyanobacteria :lc o)
laiy dlui ga éiliall laisad ¢nillg (wnigall Jiaill dlac JUs
Jiiai daabital (Lol awiti aall &aalal aliils) @guualpg
aujyil Gy il J§ai <12 (wuggjsiall ¢na aulall @lwdil dulac
‘lary (na jull inbli wnlc ailiall aiaag cnillg «blapill dSlaa
dipaa aliflsg ‘aylspll jganll tequinll gasy adall @@giiljglll alajg
wijall pal Peillg «éinjillg «Jgaillg amill gi gay layy gin
.By=2all na aaldiall dgpai agéi il Gljleiwll ¢na

enilall jLisMI nle ayaddill gy=all (na @i L3 wnle dgle
«gogallg GlAll gu agaall aigai (ailg .dalall ialang jisiall
JUai¥ll aile 24 lag g=aiall «ppiull pég erpiull wngrslig ¢ralall
éljasg Jal wniall (na gajiljs ailiall aisiv <Lha wl] Jaai gaia
apn aliilsg Il Jaiiti daghia wna gl asisw iy wna Wwgwis gl
wa dling dalasy @gii gl ds lhall (né @lpac laianéi il
.6agajo dalniwl dial - ligawiiug @a dling \aduhiwi

)0 na jgabll asisall anll Gliilsll aljac aiai @l gsi
dulasy Gald i «und Llwija waia ggpital divyill dhwlgs gall
ago gysall wl] (Jliall Juw nle wlai (nad .ona il divyd
aunsinll Iaily andg (NTS Gijiilll gialyl cheni Cllia) ladjpna
dhwlgs ap5h (rha ngls Ypas ol wrillg (gliall laallg G
.nlawll Gilhll (né adpna (ra Jasy gIs g lawy slicl &giw
lallabi ukil dyha Laigs déi6n wi] iy gay=all gla @alvlll
-Glinll @lc jghi Jady
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@lle wll &1lgs Gub ge lasg «Auluill pic Las (grigell <ljg go
@llall aaldi gai ggi=ll ga agj yic .aapll Jala wl] jhii gai Al
anado (g guizell ggsi loaic gnialiao yhi criang go «giijo
dyyé phill laag glé uinll il Las anjaill wilay éaslgll (gl
Iaa wnle .njalll el Jio go daslg gic @&1§) Jao gu Gilhi ddig
Laio dyyéll guell Jio lawai gleill gic JS aaliti g wa (gaill
glsollly 135a . Gasll jgni Jai) il gasy wlisi dglj ga g<lg
wlisy qubsll .l gi «JLiai @ajall Jia sleyUl &gy cluil &g)
Jlacill wnl] jhill ajgadar glIsl «aaiall tré giusy glIs gla .lic
awl) tnayb wle atise gl cawai Gigll tné auily wilc dcghgall
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Jisiil gy Juiwall bylpill Jiai ais Laa - ¢neyhbll jhiallg sleallg
-aaliza @19)
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Llwija waia ¢na duyill alia thd diw jlaa wnlc Igaill (diw pisc
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Wniall (né Glpdll @élb gu gglai éai gag «dilill dpall aakii
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Jlacill tna Gasall g=aill jagi will ulsalillg gujlaill ga dcgara
Aaiy aallellg aiiall

dgilol ga Jalsill ggpitall @ilb ga Jlabil ga clélll ulhi
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wita Jala apliga g1 glit] Py=a nad guipll claall jSja cna
anaia dalpw goga auiy dlglb Jdy ahw unii) «nailbg Jihina
aulaiall &gl .aalad LBl ingiga J<iy aile Gang ol Jio gl
wilc yirasilg Juitd aé niliais Gog cenindl YR Eeguiy LigSai Lil
wl] Jgaall gggeaa gaig -cgnu J<iiy wnaiil JLaisl gi cawai
JLwisil ga @amgia dplw dyalb ard Gani Galll A claa Jala
g wnigng umla asuia ai] .Glwis<ilg JUI j)<ia aajig <gull
aligaiall . jLuaillg jlaiwll gy dgasll (na Jasy «Gibima aolla
cljpl LRl dxalgll jani @ina arje ge Gjlic ahaall wile il
Wjsii .aalisa dinjlg Jgéin go éigila polic ga daiimng éjgwsa
alall Glyglyl dugswgySin enilia ¢Jilgw phéi wylil wic laiy go
ugllo @malg Jala ga cnilgl Ll (inaglgy pidal jéiai galeag
«Jlivysllg Cliwlllg «Gljaglgdlg abjll ga dcgina (diusall
achb alii lansyg ajali el lansy diga Gaabg Galge lansy
cuubLw il joill g<I .ailllia Glwgla Goluag aMal (aleylil &
-aBidg 3394 «néhia A né gugiaill lasgad ada gad) Jlpp) ga

&Ll éaall abiy eniliar juo ] enldlall Yoymall clird Jgaiy
cgall wnl] §)gauma Lails usaii enill @usiil<ia didilja a Jlaallg
lajunag dligaill laislé 13y awai (133 go atd aaaiig gunii «gLisll
a9y éaolgll (aéled witall Wib (a Lduua Wgyeall (nglwlall
i gu gbléi oVl yiilad go dyus clay GYa guad aanig (uilill
nilagy Ply=iwl (na dnalé gugib wnisal éullaisl Gllag clalsll
Wil (na claudl audl digain g.ghoi duad b aaji GlYar guad .onju
uaid BA adl 2wy wnle Sgliall 3y SGIAI 3 e Jab .gjeall clia
.Gjglull Gdg 1aa :6)Lil] cha .onygly alsii (gadli

jaaall dwac @ld ga Glyglll dcjlwiall &jglul dilasy g=aill
Jlasll 1a14 231 gad . Jugb (g Aia alsuilig apiigo g4 waai
tha dalita dlaugi cna dagyeall wnbliyll pbliillg ¢rglighll
0gjlall dedga J<i diiljall alia Jio dsubll (na wpal nilia
2sLaill Guphll Gama daubll gi gl LS .wguijall Glygi alisisi gi
aia go .Jubiwall d1aglgisig Gluill Giiaall djlasll 13réei fisl
dals Lalki Jiisi &idi Galgas Glygll apdiga g pisy «éunlill
Laaalgi Jolgi Wwgag pi< lilis lia Gaalgio cnad .Jasll (nbga
&yglull wnl] phaill eallillg .glall 13a jalsi gl a2y dugb &jia
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Marsden Hartley,
Mechnics Fixing a
Truck Engine, 1936-40,
oil on Masonite, 53x43,
Herzliya Museum of
Contemporary Art, Jacob
Alkow Collection
(photo: Avraham Hay)
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José Ortega y Gasset, 2

“Meditations on the Frame”

[1921], Perspecta, vol. 26,
Theater, Theatricality, and
Architecture (1990),

pp. 185-190.
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befitting their status as spiritual beings and in keeping
with St. Paul’s declaration that in the kingdom of

heaven there is no distinction between men and women.
Interestingly, in these works, Taharlev does not exploit
the androgynous potential of the angel figure, preferring
instead to explore various gender possibilities: in one
instance, the angel is a man, in another it is a woman, and
in yet another, a girl. Moreover, owing to the concealment
of the loins and chest areas, the Virgin Mary is depicted as
somewhat androgynous, although in all three works her
body is clearly identified as female.

The most striking deviation from the traditional
depiction of the Annunciation theme, however, lies in the
fact that the figures are painted in the nude, or partially
nude. The fabric that covers the region of the loins - in
accordance with the conventions of Renaissance painting -
also place these depictions squarely in the nude genre.

In fact, all that remains of the Annunciation theme is

the wings of one figure, the turning away of the other’s
gaze, and the vaguely charged nature of the situation,
which despite the nudity is devoid of any eroticism. These
elements are the constants in Taharlev’s equation, and
what changes from one work to the next is the gender of
the figures, their poses, and their physical proximity, with
the interpretation of the situation changing accordingly:
an intimate confidence between two girls, a charged
conversation between a man and a woman, a moment of
care or concern between two women.

There is no doubt that Taharlev is conducting an
intensive and multi-faceted dialogue with the history of
art. The preoccupation with the question of gender in her
works is not of a psychological or social nature, but rather
an inquiry that has more to do with the pictorial qualities
of the works and their intra-artistic resonances. After all,
white ravens are such rare creatures, that they belong

almost exclusively in the realm of art.
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Fig. 3

Simone Martini and Lippo
Memmi, Detail from The
Annunciation with St.
Margaret and St. Ansanus,
1333, tempera and gold on
panel, 305265, Uffizi Gallery,
Florence

Fig. 4
Roni Taharlev, Annunciation I,
2019, oil on linen mounted

on panel, 120x130 (photo:
Yoram Bouzaglo)

idealized, youth is the time before the figure is imbued
with a life story - before the subject’s expression is shaped
by a social role and the body assumes the trappings of
social status.

In marked contrast to gender attribution in everyday
life, the undefined location of portraits in space and time,
and their removal from historical context, prevents us
from relying on the gender norms of a particular culture
or period to read the gender of the figures in Taharlev’s

paintings. For example, in the world of Figure with White

Fur and Rosary, is such a fur coat considered feminine

or masculine? Is the garment shown in Figure with Pearl

Earrings (2018), or the one depicted in Figure with White

Raven, a feminine or masculine item of clothing? In the

world of Figure with Pearl Earrings, can long hair be a

masculine trait - or is short hair a feminine one in the
world of Figure with Black Coat (2019)? Nor is it only

a matter of styles of attire and hair, but also of poses,
expressions, and demeanor, which in a given period have
clear gendered overtones, but which, in the absence of a
clear marker that would place us at a certain point in the
history of art, become ambiguous.

In Taharlev’s works, the characters appear to be
removed from the here and now, but the few accessories
that they are given - a garment, a flower, a butterfly, or a
fantasy bird - are not enough to place them in any other
definite space. This question of location involves not only
the figures’ physical attire and styling, but also extends
to the works’ painterly composition. The portraits appear
to belong to another era - but which one? Are we in the
Renaissance, in the Baroque period, or the nineteenth
century? Is it realism, fantasy, or allegory? The only thing
that can be said with any certainty is that these figures
inhabit not an actual historical context of any kind, but the
realm of art.

This is especially evident in the Annunciation
paintings - an artistic topos of which Taharlev offers an
original reinterpretation, combining it with the nude
genre. As an artistic theme, the Annunciation includes
an encounter between two figures: a young woman and
an angel.(ﬁgs‘ 34 The gender of angels is a controversial
issue. Linguistically, in Hebrew, it is customary to refer
to them in the masculine (in keeping with their biblical
description), but Christian iconography presents them as

juvenile boys, or as androgynous, gender-less figures, as
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process of gendered becoming.

In Taharlev’s portraits, however, the gender ambiguity
serves a different purpose. They are not portraits of actual
characters with a nonconformist gender, nor do they
attempt to express an internal quality of the subject, but
rather form part of a purely artistic inquiry - namely, an
attempt to negate or counteract gender traits in a bid
to achieve a "“zero degree” of gender. Thus, for example,

in Figure with White Fur and Rosary (2018), as we try to

determine the figure’s gender we find ourselves vacillating
between, on the one hand, the sensuality of the fur and
rosary beads that are typical of portraits of women, and,
on the other hand, the short hair, bushy eyebrows, chiseled
face, strong hands, and what looks like the shadow of

a beard. In Figure with Carnation (2018), the masculine

shirt and hairline are counteracted by the sensual mouth,
pensive and melancholy gaze, and pose, that appear to
be feminine; and in Figure with White Raven (2018) the

sensual mouth, arched eyebrows, and feminine garment
are belied by the flat chest and massive forearm and hand.
One can go on like this, painting by painting, and point
out the combinations of feminine and masculine traits.
The difficulty in pinning down the gender of the figures
makes us aware of the gender-attribution process that
usually occurs automatically and unconsciously, and of
the kind of calculus that we employ when we attempt
to attribute gender (Kate Bornstein argues that since
masculine traits carry more weight, it takes approximately
four feminine traits to negate a single masculine one), and
our discomfort at failing to do so. Indeed, gender is such
a key social category, that gender ambiguity induces a
sense of unease, like that of a niggling riddle that requires
resolution. This also explains why, as Taharlev points
out, most viewers read the characters in the works as
either a man or a woman, and do so with a great deal of
conviction, even though the gender attribution varies from
one viewer to the next.

What brings us closer to the “zero point” of gender
is youth: all the figures in the works - including those
in the three Annunciation paintings (2019) - are very
yound. Smooth skin, a soft expression, and a shy gaze
are characteristic of portraits of both young women and
boys. “Who can tell the sex of a chick?” wrote the Israeli
poet Yona Wallach. If, historically, portraits of men were

biographical in character and those of women were
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Fig. 1

Man Ray, Rrose Sélavy,
1920-21, gelatin silver print,
National Portrait Gallery,
Washington, DC
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Fig. 2
Frida Kahlo, Self-Portrait with
Cropped Hair, 1940, oil on

canvas, 40x27.9, Museum of
Modern Art, New York © 2019
Banco de México Diego Rivera
Frida Kahlo Museums Trust,
Mexico, D.F,; Artists Rights
Society (ARS), New York

figure, such as Venus, or one of the Muses. Thus, the actual
model was cast in a particular role.

In the twentieth century, quite a few artists sought to
create gender ambiguity in portraits - be they painted or

photographed - in various ways. In the series Make Up for

Beginners (1987), the Dutch graphic artist Joost Veercamp
created, through photographic manipulations of images
of celebrities, a series of transformations from man to
woman, or vice versa - Elvis turning into Brigitte Bardot,
Brigitte Bardot becoming David Bowie, Marilyn Monroe
becoming Sylvester Stallone, etc. - each transformation
taking place over six consecutive frames, through a

series of intermediate states. Various artists created
gender-ambiguous portraits either of themselves, or of
other gender-crossing or androgynous artists. Famous
photographic examples of this are the self-portraits by
Claude Cahun (1921-22, 1928); Mann Ray'’s photographic
portrait of Marcel Duchamp as Rrose Sélavy (1 920-21);fi9- 1)
the self-portrait of Robert Mapplethorpe with makeup
(1980); and the photographic portrait by Christopher
Makos in which Andy Warhol appears in men'’s clothes, but
in a feminine pose, made up and wearing a blonde wig
(1981). In paintings, well-known examples include Frida
Kahlo’s self-portrait with cropped hair and a masculine
suit (1940);<ﬁ9' 2) Romaine Brooks’s self-portrait (1923), and
her portrait of the artist Gluck (Hannah Gluckstein) as
Peter (1923-24).

Such portraits often sought to express the gender-
crossing or androgynous qualities of the subject - be it
the artist him/herself, or someone else. In some instances,
they were a form of masquerade; in others, they were
an act of identity exploration; and in still others, they
were an act of identity validation. In some instances, they
contained an element of transgression and provocation;
in others, they were merely a faithful representation of
the subject’s actual everyday gender performance. Given
the strong association between homosexuality and gender
non-conformity, it is no coincidence that most of these
portraits were produced by non-heterosexual artists, or
depicted non-heterosexual figures. In recent decades,
such photographic representation and self-representation
has often served as an intermediate stage in processes of
gender transition - with the photographic image imparting
a certain reality and visibility to a gender identity that is

not yet manifested in the body, thereby promoting the
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RONI TAHARLEV:
WHITE RAVENS

Curator: Aya Lurie

The “Zero Degree” of Gender
Amalia Ziv

The exhibition "White Ravens" consists of a number of
portraits, along with three larger works that depict scenes
of an encounter or intimacy between two figures: a man
or a woman, and an angel. The figures in the paintings are
ambiguous, in two respects: the world that they inhabit is
undefined (its historical and geographic coordinates are
unclear), and in most instances their gender is unclear and
subject to interpretation. These ambiguities are deliberate,
and also interrelated. The project behind this series of
works is an attempt to create portraits that lie on the
spectrum between femininity and the masculinity, paintings
that are neither “a portrait of a man” nor “a portrait of a
woman,” but straddle the midway point between what are
conventionally regarded as two poles.

Gender in painting is indicated either through the
representation of specific physical traits (such as female
breasts or a male chest, facial hair or its absence, a
muscular physique or soft curves); through items of
clothing, hair styles, or accessories that are clearly
associated with one gender or the other; and through
a host of gender-related poses and expressions that
constitute certain artistic and cultural conventions.
Moreover, in the history of European oil painting, the
gender of a given figure often dictated the character
of the portrait on a more fundamental level. Portraits
of men were mostly biographical in character - famous
figures depicted in realistic fashion, complete with signs
of their occupation and social status: leaders on horseback,
military men in uniform, priests in pious poses, scientists
surrounded by scientific instruments, aristocrats on their
estate with their dogs, and so forth. In contrast, portraits
of women were often idealized, or even allegorical: the
subject was portrayed as the embodiment of an abstract

trait - such as beauty or modesty - or as a mythological
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2 José Ortega y Gasset,

“Meditations on the Frame”

[1921], Perspecta, vol. 26,
Theater, Theatricality, and
Architecture (1990),

pp. 185-190.

I mention that book because it is full of references to and
descriptions of fierce winds, and describes the night of April
30, the night of Valpurgis - the celebration of the coming
of spring during which, according to custom, bonfires are
lit, and people talk about the old times. (Did Abou meet the
eagle Gorgo, who joined the flock of wild geese?)

Abou’s work features the Gotland scene on two
different occasions: the end of summer, and the snowy
winter. It is subjected to the ravages of wind and fire,
which tear out openings from it, through which the local
landscape can be seen, as photographed and projected
on a wall at the exhibition. Two main messages may be
taken from this sequence of actions. One is that certain
interdisciplinary features in Abou’s work bring together
direct documentation and performance. Abou manages
to conceptualize a place, with all its profound complexity
and the absolute sense of nature and its inherent looming
end; somewhere seemingly far-flung and well outside
our experience, whose existence we can only imagine -
and yet, make it a place that has a bearing on our own
existence, as well. The second conclusion concerns the
belief in the eternal dimension that is embodied in the
very nature of the artwork. However, just as in Diirer’'s
time, the future of the work is not guaranteed (not even
in the dark storerooms of the museum), and for all the
efforts that have been and are invested in its preservation,
there is no real guarantee that it will indeed exist forever.
Abou highlights what we usually refuse to contemplate:
the potential end that the future holds, the stage beyond
the artwork’s demise.

At the exhibition one can see the landscape projected
through the missing parts of the burned photograph of
the same landscape. The play between the existence of
something and its display within the frame brings to mind
the wonderful 1921 essay, “Meditations on the Frame,”
by the Spanish philosopher José Ortega y Gasset,” which
allows us to contemplate Abou’s work as a window onto
the world. Perhaps, beyond the artist’s personal stamp
upon the work, his efforts seek to reveal some of the

possibilities that the future holds for it - and for us.
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the urban masses and the artistic milieu. Instinctively, he
chose the Swedish island of Gotland, which he reached
by boat across the Baltic Sea - a journey that he recorded
on video. Gotland, which until the seventeenth century
still swung back and forth between Swedish and Danish
control, and whose name brings to mind “God's land,”

is a large and fertile island, where many species of
plants and animals are preserved. In his search for that
“"nowhere” - or, if you will, for a “somewhere” - Abou
moved away from civilization, armed with his camera.

The context of Abou’s work has to do with the
shattering of illusions about life in our world and about
the perfection of the Earth, and with profound disillusion
with the trends of globalization and progress. After
completing his short studies at the Beaux Arts School of
Art in Paris, Abou became a professional designer. His
training was broad enough to enable him to engage in
design not just as a vocation, but as a launchpad from
which to venture out into realms of imagination that do
not serve merely to cater to yearnings for environmental
beauty and comfort.

In the unpeopled open spaces of Gotland, finding
himself in front of a mountain and a structure (a metal
trailer) the precise nature of which we are uncertain,
Abou set up his camera and photographed the scene at
the end of summer. On returning to Paris, it occurred
to him to return to the same spot in Gotland at the end
of winter. This time, he took with him a large print of
the photograph he had taken on the previous occasion.
After photographing the same spot again while it was
still partially covered with snow, he videotaped how the
harsh winter winds ripped apart the enlarged print that he
had brought with him. On returning to Paris, he devoted
himself to try and preserve the remaining pieces of the
photograph. At the same time, he planned his third visit
to the site. This time, he set up a large frame, attached
a large print of the photograph he had taken during his
second visit, and set fire to it.

Wind and Fire: Swedish author Nobel Prize laureate
Selma Lagerlof (1858-1940) also visited her own “end of
the world” - in Jerusalem. But 1 would like to refer to her

most famous book, The Wonderful Adventures of Nils. This

is the story of a tomte (elf) who, perched on the back of a
goose, flies the length and breadth of his country, Sweden,

describing its landscapes and people, myths and legends.
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1 Albrecht Durer, Lettres
et écrits théoriques: Traité
des proportions, trans. Pierre
Vaisse (Paris: Hermann,
1964), pp. 91-92, 95-96.

GREGORY ABOU:
GOTLAND - THREE PULSES

Curator and Text: Yona Fischer

The work is complete: the painting is stretched on a frame
and signed.

The German Renaissance artist Albrecht Diirer
(1471-1528) promised his patron to finish a triptych
painting for him." However, during his stay in Venice,
in a letter to that patron, the artist complains that he
cannot deliver the painting in time, proceeds to go into
detail, such as the price of an ounce of ultramarine paint,
and notes that he needs additional funding to purchase
high-quality, expensive paints - which, he says, would
ensure the durability of the work over time. Like the great
cathedrals of the previous generation, some of which were
not yet completed in his own time, Diirer sought to secure
absolute immortality at a time of great hope, but also of
existential hardship and struggle to survive.

Everyone has their own “end of the world.” In the
mid-1600s, the French philosopher René Descartes found
refuge in Sweden, at the court of Queen Christina, who
herself would end up retiring to a life of exile in Rome.
Toward the end of the nineteenth century, Paul Gauguin
discovered his own end of the world, when he found
himself among the “Other” in Tahiti. At the turn of
the twentieth century, the Norwegian explorer Roald
Amundsen set sail for the pole at the southern end of the
world. And approximately a century later, Gregory Abou
made his first journey to the island of Gotland, off the east
coast of Sweden.

In the project on display at the Herzliya Museum of
Contemporary Art, Abou decided to go to “nowhere” - far
away from civilization and familiar life. Born in 1974 in the
town of Melun near Paris, Abou used to travel repeatedly
to the south of France over ten years before deciding in
2009 to head northward, “to the most northerly place

possible,” well outside western, central Europe, away from
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Marsden Hartley, Mont
Sainte-Victoire, 1927, oil
and gouache on canvas,
78%98, Herzliya Museum
of Contemporary Art,
Jacob Alkow Collection
(photo: Avraham Hay)
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it as a sublime spectacle. These paintings maintain a
tension between the wild and the aesthetic, and between
modernism and Puritan conservatism. The painting

Mechanics Fixing a Truck Engine, created after the tragedy

that had struck the fisherman’s family, belongs to Hartley’s
religious painting period, informed by a spiritual search

in the everyday lives of hard-working people, and might
also be seen as part of the American Social Realism of
those years. All the shapes in the painting - the laborers
and their surroundings - are accentuated by black outlines
and are almost flat, and te figures, fully engrossed in their
work, almost merge with the abstract shapes of the truck
and the building. Thus, the labor is depicted as bearing the
prospect of salvation.
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Fig. 3
Marsden Hartley, Lobster

Fishermen, 1940-41, ol

on masonite, 75.6x103.8,
Metropolitan Museum of Art,
New York

and underwent ritual experiences that strengthened his
sense of a connection between one's body and the land, he
arrived at Mont Sainte-Victoire in Provence, France, 1926,
inspired by Cézanne’s paintings of that region.

Cézanne painted the bald mountain dozens of times.
Inspired by the Japanese painter Hokusai and his series

of prints from the nineteenth century, Thirty-six Views

of Mount Fuji, the mountain in Cézanne’s paintings

underwent a process of abstraction. He limited himself

to four colors - purple, green, ocher, and blue - and

translated the mountain’s geological structure into

color surfaces that create a composition of geometrical

shapes and contrasts of color, and a perspective created

by a combination of warm and cold colors. In the wake

of Cézanne’s famous paintings, many other painters

painted the mountain, including Hartley, who based the

compositions in his mountain paintings on the use of color.
From 1935 to 1936, Hartley lived with a family of

fishermen and land workers in Nova Scotia, Canada,

where, in his fifties, he found the sense of belonging

that he had sought since childhood. He saw in their

lives the primacy, innocence and simplicity of those

described by Ralph Waldo Emerson - traits similar to

those that attracted him in Indian culture at the start

of his professional career, and in Mexico - and began to

highlight issues such as family, belonging, place, and land.

During these years he obsessively painted human figures -

laborers and fishermen depicted as religious icons.(fi9-3)

However, after two members of the fisherman’s family

died in a fishing accident - one of whom Hartley had been

in love with - the artist decided to return to his native

state, Maine, where he lived out the last third of his life.
After a long journey from the local to the universal -

a quest for a style of painting and writing in tune with

his search for a personal, sexual, and national identity -

Hartley returned home, to the local, and his painting was

transformed. This is evident both in his paintings of the

mountains and the scenery - particularly in his return

to the primary landscape of his birthplace - and in his

portrayals of the laborers. During this period, Hartley

became one of the leading painters of the American

religious movement. Unlike his 1927 painting of Mont

Sainte-Victoire, where he had flattened the landscape

and created surfaces bordering on abstraction, in the

paintings of Mt. Katahdin, from 1938 onwards, he depicted
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Fig. 2
Marsden Hartley, 1916
(photo: by Alfred Stieglitz),
Metropolitan Museum of Art,
New York

might be seen as the soundtrack of Hartley’s life. At the
end of his life, he often painted Mount Katahdin, which

is the symbol of Maine - where Hartley was born, and
where he also died. In his life journey, it stood as a key
symbol of his constant search for identity and home, place
and belonging, and of the connection that he sought

throughout his life between the earthly and the sublime.

* k%

Marsden Hartley, a painter identified with early

American modernism, gave expression to the emerging
American identity of the early twentieth century through
monumental, lofty landscapes and depictions of human
figures. These topics also preoccupied him as a poet

and essayist. He was born Edmund Hartley to English
immigrants in 1877, in the state of Maine in New England.
In the first decade of the twentieth century, Alfred
Stieglitz(ﬂg' 2) exhibited his works at the 291 Gallery in New
York, alongside other American modernist photographers
and painters, as well as European painters such as
Cézanne, Picasso and Matisse, whose work was being
exhibited in the United States for the first time. This is also
how Hartley gained his first introduction to the European
avant-garde.

Throughout his life, Hartley suffered from financial
hardship and emotional crises. As a homosexual growing
up in a Puritan society, he suffered both from self-
alienation and alienation from his environment. In 1912,
he began traveling throughout Europe over several years
(during which time he occasionally returned to the United
States), where he acquired the name of an artist and a
poet. During that time, his work increasingly featured
elements of the sublime and symbols related to German
mysticism. During World War |, his lover, a German officer,
was killed, plunging him into a great personal crisis. In
1913, Hartley exhibited at the Armory Show in New York,
but the overtly German imagery in his paintings meant
that his work was interpreted as pro-German, which
heightened his sense of alienation and non-belonging. In
1915, his work was exhibited in Germany, to some acclaim,
and he became linked to the Der Blue Reiter group of
artists. The critics detected influences of Australian and
Indian-American tribes in his work. After traveling to

Mexico, where he became acquainted with the local art
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Fig. 1
Georges Rouault, Christ

Mocked by Soldiers, 1932,

92x72.5, The Museum of
Modern Art, New York

encapsulating the childhood innocence and human
suffering, angels and humans.

The founder of the transcendentalist movement in
America, which emerged in New England in the nineteenth
century, was the philosopher and poet Ralph Waldo
Emerson (1803-1882), who promoted an ethic of self-
improvement and individual authority over oneself in
a process of introspection - as opposed to appealing to
a religious or other authority - while imparting value
to man and nature. A poem by him is included in the
show. The writer, poet, and philosopher Henry David
Thoreau (1817-1862) was close to Emerson and his ideas,
and the exhibition presents an excerpt from his famous
book Walden, written in 1854. The poet Walt Whitman
(1819-1892), too, was influenced by Emerson and his
philosophy, which states that man must seek God within
himself and live in unity with nature. His poems, one of
which is also included, express the exploration of the link
between the physical world of the body and nature and a
transcendental entity that enables life in this world.

American landscape photographer Ansel Adams
(1902-1884) frequently photographed American
landscapes in black and white, through a lens that he
developed expressly for the purpose, which emphasizes
the transcendence of nature. His mountain views present
a lofty primal beauty that is both intimidating and
wild. The photographs of Paul Strand (1890-1976), one
of the greatest American modernist photographers of
Hartley’s time, highlight the social power of documentary

photography. His photograph titled Old Fisherman, Gaspe,

Canada was taken in 1936, when Hartley was living with
a Canadian fishing family, whom he commemorated in
many paintings.
The paintings of the French painter Georges Rouault
(1871-1958),fi9- V depicting downtrodden people in a
style reminiscent of Christian icons, also link together the
sublime and the mundane - like Hartley’s later paintings,
which sought to resolve the unrelenting tension in his life.
In addition, looking at Hartley's work, one can

imagine the musical score Appalachian Spring by American

composer Aaron Copland (1900-1990), that premiered in
1944, a year after Hartley’s death. This work combines
popular American motifs with an impressionistic portrayal
of the connection between man and landscape, as an

expression of spiritual sublimity. Symbolically, this piece
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MARSDEN HARTLEY:
SLOW HOMECOMING

Curator and Text: Ori Drumer

A painting by Marsden Hartley (1877-1943) from

the Jacob Alkow collection at the Herzliya Museum of

Contemporary Art, Mont Sainte-Victoire (1 927),(5ee P-47) jg

a work of personal expression as well as the embodiment
of something universal. It is an image of an inner and
external place, of longing, of beginning and end. Its
exhibition next to another painting by Hartley from

the same collection - Mechanics Fixing a Truck Engine
(1936-40)5¢¢ P- 29 _ renders present the tension in his

oeuvre between observation of nature as an expression
of the sublime and depictions of man as a social creature
with transcendental aspirations.

These paintings served as a starting point for
a journey between images and ideas - in painting,
photography, cinema, music and words; a variety of
materials which, accompanying the paintings in the
exhibition space, offer different resonances of meanings.
Collectively, they outline Hartley’s biographical and
creative path, which links together a pursuit of self-
discovery and a quest for spiritual discovery.

Peter Handke, the twentieth-century German writer
and screenwriter, describes the artist’s mission in his book

Slow Homecoming, in the text titled “The Lesson of Mont

Sainte-Victoire” - a mountain that Paul Cézanne often
painted, and Hartley too, in his wake - as one of turning
the landscape into an art of transcendence. He writes
about nature, the journey, homecoming, and childhood as
expressions of a yearning for the existential redemption
inherent in art. This idea is taken further in Wim Wenders’

1987 film, Wings of Desire, whose script Handke helped

to write. In its opening sequence Handke reads his poem,
"Song of Childhood.” It serves as a recurring motif in this
film, in which the aspiration for transcendence and for

the sublime and the act of memory are bound together,
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Eitan Ben Moshe, Detail
from the exhibition
Thus Far, 2019
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drawn, crystalline in shape. The signal has been given: this
is the Time of the Crystal.

Observing the rapid crystallization of crystals through
a microscope has long appealed to and preoccupied Ben
Moshe. He sees a utopian perfection and mathematical
symmetry in them which, in various other permutations,
can also be found in other structures in nature, such as
the wing of the butterfly, the spiral shell of a snail, or
the arrangement of the petals of an artichoke. It is as if
nature had paved the way for the most complex models
of modern architecture, and of future research and
technology. In this regard, Ben Moshe sees crystals as pure
accidents that instill order within the chaos of creation.
They existed here long before us, and will continue to do
so long after we are gone. Thus, the crystal can be seen as
a transformer, a generator of change that is both part of
the actual time process and outside it - ad infinitum, or
thus far, per the title of the exhibition; since the dawn of
history till the end of time.

The exhibition includes another space, featuring
an installation of foam mattresses, akin to soft floor
sculptures, that form a circle. At the center is a kinetic
glass sculpture, whose repetitive action produces a
meditative sound. Printed on the mattresses are images
that look like kaleidoscopic Rorschach stains, derived from
digital processing of photographs of butterfly wings.
Visitors who are willing to cross the lines are invited to lie
on the mattresses (with due care, of course) and surrender

themselves to the Time of the Crystal.




53

EITAN BEN MOSHE: THUS FAR

Curator and text: Aya Lurie

At the center of the main space of Eitan Ben Moshe'’s
exhibition, within a functional-looking, rectangular
structure, stands a tabletop that looks like a frozen pool
or glacier, on which various transparent objects are placed.
It is a spectacle reminiscent of a prophecy of ecological
devastation, a chemical experiment that has failed and
imploded, or a celebration that has gone terribly wrong.
We are invited to enter a dim space lit with a magical
glow of refracted light and repeated echoes of shadows
and reflections. It is a material and acoustic landscape

of futuristic appearance, on the cusp between stability
and collapse. The sculptures on that surface are hybrid
compositions of pieces of items from different fields and
time periods: test-tubes for distilling liquids; microscopic
structures of ice crystals and minerals from a biology lab;
fragments of ware of the sort one might see in a domestic
display cabinet, made of glass, polymers, plastic or crystal,
some custom-blown and shaped by hand, some ready-
made objects, and some 3D-printed; salts and glittering
hallucinogenic powders. Above all, however, we can

sense a refusal of all of these to submit to a fixed, logical,
unified, and organized narrative.

The inner space of the exhibition becomes an
alchemical setting that breathes life and beauty into a
mechanical butterfly. It is drawn, as though spellbound,
to the seductive light, and is trapped and frozen within it,
thereby fulfilling its transformative destiny and its tragic,
predestined fate. At the end of the structure, hanging side
by side in a row, are five large white suits of glossy fabric,
a cross between scientist cloaks and ceremonial suits of
mysterious ministers of some esoteric spiritual order. The
five suits echo the five fingers of the white hand sculpture
situated at the end of the space. Is this the hand of the

creator? On the hand'’s wrist an incomplete pentagon is
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Ezra Orion,
Composition, 1960s,
iron, 87x26, collection
of Herzliya Museum

of Contemporary Art
(photo: Avraham Hay)
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of a weekly workshop, in which the children rose to the
challenge of curating an exhibition from the museum’s
collection. The curatorial decisions were made by the
children through consensus, while performing exercises
and playing games designed to foster an in-depth
examination of the art pieces and their interrelationships.

The encounters with the children compelled the
project team to examine curating itself as a practice,
outside the professional milieu. The educational process
meant breaking down the curatorial process into primary
building blocks, and we, as curators, had to re-examine
how we decide what to exhibit at the museum. In addition,
working with the children made it possible to deviate
from our usual ambit as experienced curators, and to
create challenging, bizarre, or surprising links between the
exhibited works.
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DOUBLE GAZE:
CHILDREN CURATE THE
MUSEUM COLLECTION

Young Curators: Dana Bar Or, Aya Edri, Hila Gertel,
Romi Hakuk, Shira Heichal, Adi Kirschbaum,

Lioz Malachi, Ori Nevo, Daniel O’Cconnor, Yoav Oron,
Malka Mona Weiser, Zohar Zidon

Adult Curators: Tzion Abraham Hazan, Gali Faber

Through a pair of eyes, through windows, or through a
gateway to another world - we peer into the room. With
two eyes we see the world twice, from two different
points of view, simultaneously. With eyes situated at the
front of the head, side by side, as in humans, the two
fields of view are adjacent, and an overlap forms between
them. In this manner, with each eye seeing the same
image as the adjoining eye but from a slightly different
angle, a perception of depth is created. Thus, one can see
elements such as a room, a sculpture, or a window, as
three-dimensional. The gazelle, however, differs from us.
Had it found itself in a museum, it could have gazed at the
art pieces on either side of it at the same time, because

its eyes are situated on either side of its head and point in
opposite directions - one to the right, and the other to the
left. In nature, the gazelle can see everything around it.
But in the absence of overlapping fields of vision, it sees

a flat picture, like a painting. In this exhibition, various
encounters are created - between painting and sculpture;
print and photography; human and animal; head and body;
living, inanimate, and landscape - that make it possible to
imagine impossible connections between different types
of vision.

The exhibition was curated by twelve boys and girls,
aged nine to eleven, who met throughout the year at
MUZA, the Educational Wing of the Herzliya Museum of
Contemporary Art, as part of its Young Curators project.
Now in its second iteration, the project is a collaborative
venture of the museum’s team of curators and its

educational staff. The exhibition emerged in the course
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“Disturbance in a Snow Ball:
Unlikely Symbiosis in Cell
Culture Club,” in Nivi Alroy
and Hila Amram: Cell Culture

Club, exh. cat., trans. Hemda
Rosenbaum (Tel Aviv: Artists’
Studios, 2014), p. 102

Hila Amram, Detail from
the exhibition 9, 2019
(photo: Shaxaf Haber)
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The artist plunges us into the very heart of the
biohacking experience and confusion, and implicitly
raises major questions, such as what kind of bio - big or
small, lab or basement - will have the bigger impact on
our lives in a few years’ time; which will pose a greater
threat, or offer more life-saving solutions; what may
happen if one turns one’s basement into a playground
for DIYBio searches; what would one do with a CRISPR kit
bought for US$160; and finally, who is, and who should
be, authorized to have access to such knowledge. Hila
Amram’s answer appears to be unequivocal, namely that

“the amateur, the pirate, the hacker ... are the radical
w23

figures of the 21st century.
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demonstrated in a microwave oven; a shell-encrusted
shoe that she found on the beach in Haifa; seemingly
radioactive uranium glass; volcanic rock; and hybridized
objects of her own design. Hybridization, transformation,
hacking, and revealing the invisible appear to be the
guiding metaphors for our experience of the show.

In addition, the exhibition stresses notions of shifting
subjectivities and hospitality. It is unclear who is hacking
whom, or who is performing and speaking here - and the
lines between subject and object, material and organism,
human and nonhuman, watching and being watched, are
blurred. We enter the space produced by the artist not
so much as museum visitors, but as intruders or guests
in a lived-in environment and microsystem of objects
and living organisms that have been hacked by Amram
to perform within the space, where they are hosted by
herself, then hosting us - a gesture of double hospitality.

It is not only microorganisms that Amram has
hacked and invited into the gallery space. For the
Herzliya Museum project, she hacked her own life
and incorporated it into the show. This includes the
soundtrack of her studio (where she listens to the NTS
radio - an online radio station broadcasting a diverse
range of live radio shows, digital media and live music-
based events, 24/7) as well as her personal life story. Her
father, an artist himself, is represented in the form of the
jacket that he used to wear while working at his studio,
in the basement. When Amram was four years old, he was
diagnosed with a serious kidney disease, and died years
later, attached to a dialysis machine. As a little girl, she
always imagined herself finding a cure for her father’s
iliness. Instead, she became an artist - but one who works
in an artistic lab, producing creative output that is a
cross between biology, chemistry, and art, inventing new
ecosystems where bees produce art objects,’' or where
objects and plants create a self-sustaining colony.22 The
current show also references the fact that she herself was
able to have her two children only thanks to the advances
in biology and genomics. The enigmatic title of the
exhibition - “9"” - refers us to the CRISPR/Cas9 kit; to the
nine months of pregnancy and the mystery of cell division
which is a leitmotif of the project; and may also be read
as a numeric code name that serves to conceal identity
and maintain anonymity, as is the wont of biohackers

around the world.
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digital narcissism. Tom Chatfield, a British writer and
tech philosopher, has quipped that “online authority
has increasingly become divorced from expertise,"17 as
millions of users not only have their opinions, but also
broadcast them,'® delivering, from an intellectual point of
view, “the collapse of notions of excellence into a mulch
of amateurism and self-promotion."19

Conversely, Josiah Zayner, a biohacker and former
NASA researcher, is a strong supporter of amateurs.’? Since
the map of the DIYBio movement largely echoes that of
the big economies supporting big bio businesses (i.e., most
operations are registered in the United States wealthy
western European countries, or Australia), Zayner was the
one to radically democratize the biohacking practice and
to open it up for anyone who can afford the US$160 cost
of his genetic engineering CRISPR/Cas9 kit, and perform
their own genome sequencing at home. To provide the
kit and commercialize it for a general public, he launched
a successful crowdfunding campaign, and in 2016
established his biotech company, The Odin, in his garage.
Since then, the biohackers’ economy of sharing, openness,
decentralized knowledge, and free access has become

more radical than ever before.

Hila Amram: Biohacking in the Art Venue
Hila Amram embraces all the shades of gray with regard
to the DIYBio movement and its members, the biohackers.
As free agents who operate without supervision outside
the establishment and support free access to information,
informal genetic engineering, and equal opportunity for
all, biohackers represent enormous creative potential, as
well as a devastating peril. In theory, they might create
the next big scientific breakthrough that propels mankind
to a brighter future, or let loose a destructive force of
biological terror that brings about the end of the world.
Amram’s project brings these issues to the fore in an
artistic context. At the Herzliya Museum of Contemporary
Art, she zooms in and out on the biohacker’s world. In
this space, which looks like a cross between a home
environment, basement lab and DIY workshop, complete
with various tools, a microscope allows us to see
cyanobacteria (a kind of bacteria that produce oxygen
photosynthesis) found by the artist on her home window,
and parameciums (a genus of unicellular organisms) now

inhabiting the exhibition; the process of cell division
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biological knowledge. With sufficient determination,
anyone can set up a home-based laboratory in their
basement or garage, and start experimenting - with the
aim of finding an unconventional cure for their illness,
low-cost biological solutions that might save the world,
producing performance-enhancing supplements for their
body, or improving the life of someone in some other part
of the globe. The establishment of several operations of
this sort around the world has impelled such DIY biology
researchers to form the DIYBio movement, and to publish
a manifesto '’ that lays out a set of ethical rules and, to
some extent, regulates the unregulated.

An online search reveals a range of biohacking
practices - from highly socially engaged, Promethean
initiatives such as delivering new kinds of food supplies
to developing countries, through ones focused on
education or fostering artistic investigation, to self-
improvement, lifestyle practices, home-made food, and
recreation. Thus, one might follow the progress of the
Open Insulin project, based in the United States, which
has set its sights on developing “newer, simpler, less

»13 and an open protocol

expensive ways to make insulin,
for its production for anybody who needs it. Or one

might get in touch with the Bio Makers Lab in Peru,

which fosters DIY-Bio education with a view to helping
local communities and entrepreneurs to develop new,
environmentally responsible products.14 Alternatively,
one can learn how to produce one’s vegan cheese with
the Real Vegan Cheese project,'” or watch a TED talk

to learn how to improve one’s body performance and
achieve more while working less.

The democratization of bio-knowledge in the
information age has sparked a great deal of enthusiasm
about new possibilities and new potential benefits
to individuals and humankind. It also ushers in a
new paradigm of knowledge production, and a new
embodiment of knowledge - the amateur. Born of the
Web 2.0 phenomenon, the amateur found his first and
sharpest critic in Andrew Keen, who in his book The Cult of

the Amateur: How Today'’s Internet is Killing our Culture,

published in 2007,'® warns of the threats inherent in user-
generated content, which is unfocused, decentralized,
and unedited, and therefore unprofessional, misleading,
and harmful. Web 2.0 practitioners - be they bloggers

or YouTubers - are very likely to suffer of what he calls
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the field is still in its infancy. But one thing is certain: in
theory, almost anyone can become a biohacker. Hacking,

in this context, “might be characterized as ‘an appropriate
application of ingenuity’. Whether the result is a quick-
and-dirty patchwork job or a carefully crafted work of

art, you have to admire the cleverness that went into

it.”® Stories about hacking often share a rhetoric that
“portrays technological know-how and craftiness as
crucial in liberating individuals from corporate monopolies

=/ Amram describes it

and bureaucratic state structures.
as finding a breach in an established system in order to
change it from within using DIY means.
The Do-It-Yourself Biology movement dates back
to 2008,° and is rooted in the early years of the new
millennium, after a working draft of the human genome
was completed by the Human Genome Project, and a new
field of "basement biology” or “garage biology” was
predicted. In a comprehensive study of the history and
implications of this field, two Dutch researchers defined
DIY Bio thus:
[A] global movement spreading the use of
biotechnology beyond traditional academic and
industrial institutions and into the lay public.
Practitioners include a broad mix of amateurs,
enthusiasts, students, and trained scientists. At this
moment, the movement counts nearly fifty local
groups, mostly in America and Europe, but also
increasingly in Asia. Do-It-Yourself Bio represents a
direct translation of hacking culture and practices
from the realm of computers and software into the

realm of genes and cells.’

They stress that “DIY Bio does not represent new science,
but a new way of doing science” - one which adheres to a
large degree to “the general principles of the hacker ethic,
such as sharing, openness, decentralization, free access
to computers or tech, and world improvement,"10 while
highlighting the hallmarks of a new, biohackers’ economy.
Nowadays, the democratization of knowledge -
thanks to the Web and digital information exchange and
networking, enabled by new technologies and media at
the fingertips of some seven billion smartphone users
around the globe, and professional laboratory solutions
that grow cheaper every year11 - has brought us closer

than ever to common dissemination of the secrets of
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nebulous and specific. Published in 2016, it was hailed

by the Financial Times as “a lucid and informed guide,”

and placed among the top books of the year by Forbes
magazine. Ross outlines a vast and intricate map of how
global research is linked to economies, and the impact
they are likely to have on our lives in the next few years.
Although his analysis is based largely on his observations
and traveling experience as Senior Advisor to Hillary
Clinton, and bears all the flaws of a neoliberal and
American “"win-win"” perspective, it nevertheless provides
a compelling image of where the most cutting-edge
research - whose ramifications may be as world-changing
as the Internet itself - is being done, and how that might
be translated into the macro-economies and geographies
of future markets. Apart from spectacular developments in
robotics, cybernetics and coding, he highlights genomics
as a trillion-dollar industry of the near future.

In Ross’s view, “genomics is going to have a bigger
impact on our health than any single innovation of the
20th century,” by extending our lives and eliminating
diseases.® However, he admits that access to innovations,
such as growing kidneys for transplantation in genetically
engineered pigs or genome sequencing a patient to
eradicate their cancer or to ward off future diseases,
would initially be limited to the wealthy in developed
countries. Although "innovations have the potential
to become cheaper over time and spread throughout a
greater population,"5 the elitist vision of a new Silicon
Valley of genomics businesses, emerging mostly in the
United States and China and catering only to those who
can afford them, dominates the vision outlined by him.

While the genomics tipping point that we are facing
today appears to offer a post-humanistic and post-human
vision, it also raises the specter of unequal access to health
services and an ever-growing gap between developed and
developing parts of the globe. Into this gap enters a new

entity - the biohacker.

Below the Surface and Deep in a Basement: Who is
the Biohacker?

The answer to the question Who is the Biohacker? is not
simple, for several reasons: the many faces of biohacking;
its semi-legal or obscure status in many legal systems;
contradictory definitions or absence of comprehensive

information; and the paucity of historical precedent, as
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Link in Bio:' On a New Economy of
Knowledge Production

Nanorobots will treat your disease at the cellular level. You
will be able to have a designer baby (do you prefer brown,
or blue eyes?), or predict if your risk of getting Parkinson’s
disease in your seventies is higher than average, and start
preventing it while still in your twenties. From the comfort
of your couch and using only your smartphone, you will be
able to conduct a liquid biopsy of your own blood sample
and send it to your doctor, as easily as clicking “Like"”

on Facebook. Ordering personally modified drugs and
treatment based on your genomic code; or a personalized
pet, or plant; or an artificial limb that looks and works just
like a natural one, will be almost as simple.

This is not taken from a trailer of a sci-fi movie, but
describes a reality that is here and now - or will be in
the very near future, within the next few years. Just how
close it is became apparent as recently as November 2018,
when the world was shocked at the announcement of the
birth of Lulu and Nana - healthy Chinese twin girls born
following genetic editing as embryos to protect them from
their father’s HIV. This birth ushered in as many hopes as
discussions about the possible perils of such technology.
Dr. He Jiankui, who ran the experiment, has found himself
severely sanctioned for it.’

Hila Amram’s art project (fore)sees and captures this
fragile and still half-invisible nerve of our present and
imminent future. Digging deep beneath the surface of the
genome engineering phenomenon, it introduces us to a
new bearer of knowledge, experience and subjectivity -
the biohacker. But what does this surface look like, or is

likely to look like soon?

The Surface: An Expanded Bio

The Industries of the Future by Alex Ross> gives us some

notion of the impending futures awaiting us, both
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Zebra Formation: A term that describes a geological
phenomenon that occurs when the Earth’s magnetic field flips.
This occurs once every few hundred thousand years, so that the
magnetic north becomes the magnetic south, and vice versa.

The earth’s liquid and solid cores are not uniform, and move in
relation to each other, so that secondary, weaker magnetic fields,
with their own “magnetic north” and “magnetic south” which do
not necessarily coincide with the geographic north or south, are
continually forming spontaneously. When scientists mapped these
magnetic anomalies over the oceans, they used white to mark
the secondary magnetic fields whose direction matches that of
the earth’s primary central magnetic field, and black to indicate
those oriented in the opposite direction. The result is a pattern

of elongated black-and-white stripes of a generally north-south
orientation, not unlike the hide of a zebra. The observation that
the formation is symmetrical around oceanic ridges served to

establish the theory of continental drift.
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in 2014, won the Pulitzer Prize, and became an international
bestseller. Its main argument is that over millions of years of
evolution, the Earth has undergone five different extinction
events — and today we are in the midst of the sixth, which is
entirely man-made. Man’s actions have led to a dramatic rise in
the temperature and acidity of the ocean water, which in turn
has disrupted the equilibrium in the atmosphere. This has had
a devastating effect on a wide range of organisms and plants,
which must adapt to the changing environment, or die. Kolbert
estimates that as a result of human activities, between twenty
and fifty percent of all life on earth will be lost by the end of
the 21st century. In other words, we are eliminating the sources
of natural food and energy, and violating the ecological balance

that sustains our very existence on earth.

Marie Tharp (1920-2006): An American researcher who
specialized in mapping marine geology. Since women were not
allowed in the 1950s to join marine research teams and divers,
she worked in collaboration with researcher Bruce Heezen
(1924-1977), who brought back the data from the field. Based
on the data he collected, Tharp sketched the first scientific map
of the entire ocean floor, revealed with her research partner
the Central Atlantic Ridge, and contributed to the acceptance
of the plate tectonics theory and continental drift. Although
Tharp taught and researched at Columbia University until her
retirement in 1983, her research won true recognition only after
her death. In 1995, Tharp donated her vast collection of maps
and archives to the Geography and Map Division of the Library

of Congress.

The Mariana Trench (or Marianas Trench): The lowest place
on Earth. Created at the intersection of two tectonic plates below
sea level, it was first mapped and measured in the years 1872-76
by the research ship Challenger, and has since been the focus of
an endless number of research expeditions. It is situated in the
western Pacific Ocean, some 200 kilometers (125 miles) east of
the Mariana Islands (the northernmost group of islands of the
Micronesian archipelago, an American protectorate). It measures
approximately 2,500 kilometers (1,550 miles) in length, and is 60
kilometers (38 miles) wide, on average. The bottom of the trench

lies over 11,000 km (6.88 miles) under the sea surface.



Eliyahu Sacharov (2018-1914): The artist’s maternal
grandfather. An Israeli industrialist and member of the defense
establishment. The design of Marie Tharp’s room in the exhibition
is inspired by his study. Sacharov was born in Jerusalem, the

third generation of his family in Palestine (his grandfather, Rabbi

Yechezkel Sacharov, had immigrated to Palestine with his family

in 1902, and had settled in Jerusalem). In the early 1930s, as a
high school student, Eliahu Sacharov joined the ranks of the
Jewish paramilitary organization, Haganah, and served in its
signals unit. In 1950 he left the IDF with the rank of lieutenant
colonel, and with his brother Israel Sacharov and in collaboration
with Kibbutz Mishmarot, established a plywood factory, which

he managed until his retirement. In addition to his business
enterprises, he engaged in secret activities on behalf of the
Ministry of Defense. In 2007, at the age of 93, he was given the
honor of lighting one of the celebratory torches marking Israel’s
59th Independence Day. In his later years, he devoted his time to
documenting the history of the Yishuv (the Jewish community

in pre-independence Palestine) and his activity in service of the
state. His granddaughter remembers him sitting in his living room
at the age of 104, surrounded by piles of hundreds of letters that
he had written, which spilled from his desktop onto the floor and
carpets, creating geological layers of paper that turned his room

into a kind of a closed system made up of memories and history.

Fantasia: An animated film by Walt Disney, released in 1940.
What set it apart from other animation films is that musical
compositions served as the inspiration and guide for the

animation. It consists of eight classical music pieces played by the

Philharmonic Orchestra of Philadelphia, conducted by Leopold
Stokowski. When the film was released, it failed at the box

office, but over the years it received rave reviews and popular
acclaim. Its segment titled “The Sorcerer’s Apprentice” is based on
Goethe's poem of the same name, and its musical score is by the
French composer Paul Dukas (1865-1935).

Elizabeth Kolbert (born 1961): A science correspondent for
THE SIX H The New Yorker magazine. Her work focuses on the impacts
EXT of humans on our planet’s ecosystem, based on her travels and
conversations with researchers and scientists of various places
across the globe. Kolbert's decision to write her book, Sixth
Extinction: An Unnatural History, was directly influenced by
— 4 a report published in 2008 by the U.S. National Academy of

ELizamgTy KOLBERT - i

Sciences, titled Are we in the midst of the sixth mass extinction? A

view from the world of amphibians. Kolbert's book was published
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The Mariana Trench: Index of Terms and
Sources of Inspiration

Alvin (DSV-1): An American submarine built in 1964,

named after Allyn Vine, an engineer from the Woods Hole
Oceanographic Institution at Woods Hole, Massachusetts. Alvin
(DSV-1) carried out tens of thousands of research dives over its
years in service, and ferried over 12,000 scientists to the ocean
floor. Its maximum dive depth was 4,500 meters, and it weighed
16 tons. It was provided with advanced equipment — including
two external arms, photographic equipment, laser meters for
determining distances, and propellers for hovering in position.
Since it was built in accordance with the standards that were in
effect in the early 1960s, it had no toilets or heating, and its low
fire safety rating meant that its occupants were forbidden from
wearing fleece. On August 6, 2004, the U.S. National Science
Foundation announced Alvin’s retirement from active service, and

the deployment of a new version (DSV-2) in its place.

Yehuda Alroy (1922-1992): The artist’s paternal grandfather,
born in Poland. He was educated at the Hebrew Gymnasium at
Suwatki, Poland (then part of Russia), and studied medicine at
the universities of Prague and Basel. A Betar Movement activist
in Poland, Alroy immigrated to Palestine in 1935, where, beside
his work in managing an industrial engineering-equipment
company, he engaged in extensive public volunteering. He later
devoted himself to translating literary works into Hebrew, and
writing poetry and articles. Approximately two years ago, his
granddaughter, the artist, inherited an envelope of yellowing
documents, which revealed to her that, over many years, her
grandfather had created an impressive corpus of maps and
chronological diagrams of key events in the history of Western
art and culture. These maps, masterfully drawn and adorned with
copperplate script, are included in his granddaughter’s exhibition

as one of her sources of inspiration.

Tectonics: From Ancient Greek: TEKTOVIKOG (tektonikos),
meaning “pertaining to building.” A geological theory that
explains the movements in the hard outer crust of the Earth,
which is made up of large masses called tectonic plates. It is
based on the theory of continental drift from the first half of
the twentieth century, according to which the movement of the

tectonic plates originated in the expansion of the ocean floor.
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collaboration with the artist and author Moran Shoub.

In the radio play, which blends together fact and fiction,
Marie Tharp corresponds with Bruce Heezen, a geologist
who went down in the submarine to the seafloor and
relayed seismic information, on which Tharp based her
work because she, as a woman, was prevented from going
on ocean missions. A narrator joins their conversation,
and it also incorporates poetry quotations, which blur the

boundary between the scientific and the poetic.
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structure, a hybrid of artificial and organic forms: debris
from the seafloor, parts of furniture, and a cluster of
plastic residues. All of these have joined together into a
freakish ecosystem, which is unlikely to manage to deliver
its inhabitants to safety. At the center of the space is a
wooden home that has been flooded. Surrounding it are
innumerable buckets of concrete, that have seemingly
proliferated, unchecked, of their own accord - not unlike
the scene in Walt Disney’s Fantasia,” where the protagonist
remains anxious and exhausted by a constant rush of
water that overflows and threatens to drown him. On

the roof of the wooden structure rises a high ladder that
leads to nowhere, and stops at the ceiling of the hall, as a
potential, but hopeless, escape route.

Visitors to the exhibition are invited to cross the
building through a depressed route that traverses the
building. This is a range of peaks whose shape resembles
the Mariana Trench® - a chain of underwater precipices
that surround the deepest known depression on the Earth'’s
surface. Next to the walls of the wooden structure lie piles
of books, envelopes, and sheets of paper. The room appears
to be Marie Tharp's study, where she worked on mapping
the ocean floor - but it is also an allusion to the artist’s
maternal grandfather,6 who, in his old age, devoted his
time to documenting the history of the Jewish community
in pre-independence Palestine, and his activities in the
Israeli civil service. As one makes one’s way through the
building, one can see an ancient diving mask, on which is
projected a video shot by a drone, documenting what our
world looked like just before its destruction.

A long map hangs from the drawing table of the
researcher Marie Tharp. A submarine recalls the famous
Alvin submarine, which has set out since the early 1960s
to collect data and findings at the bottom of the Atlantic
Ocean.’ At the end of the hall hangs another long map
pertaining to Tharp's research - including the movement
of the tectonic plates due to the expansion of the ocean
floor,® and a zebra formation that describes the pattern of
switching of the Earth’s magnetic poles.9

The exhibition space will serve as an arena for
performances, meetings, and collaborations with artists
and researchers from the fields of dance, music and
science. The upper gallery presents an audio-visual project

that accompanies this exhibition, The Mariana Trench -

Flooding, a radio play and screening, the product of Alroy’s
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mapping marine geology. See
the entry Marie Tharp in the
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Kolbert was published in
2014. See the Elizabeth
Kolbert entry in the index.

NIVI ALROY:
MARIANA TRENCH

Curator and Text: Aya Lurie

After the Great Flood of 2150, a figure recalling the
daughter of the American cartographer and researcher
Marie Tharp' sits in her study, hunched over the drawing
table, and gazes at her long scrolls, on which she has
drawn maps and diagrams of past periods in human art
and culture.’ This is the last remaining spot on earth,
which has been almost completely wiped out by glaciers
that melted during the “Sixth Extinction.”>

The solo exhibition of the multidisciplinary artist
Nivi Alroy begins a moment after that extinction. It
consists of several site-specific installations that depict
seductive and frightening visions of a future world re-
emerging in the wake of global ecological destruction.
Alroy’s work is based on actual scientific research in the
fields of biology, oceanography, and ecology (which she
became deeply acquainted with during an art residency
program at the Hebrew University of Jerusalem), coupled
with experiences and memories of her family.

Although Alroy relies on real-world materials, she
transforms them to create a fictional and poetic work
in which scientific facts and predictions serve only as
a starting point. The destruction of life on earth will
occur, according to scientific predictions, as a result of
ongoing and complex processes: atmospheric warming;
flooding of the land by the seas and oceans due to melting
glaciers; damage to natural resources and their aggressive
exploitation; and irrevocable disruption of the ecological
balance that has nourished and preserved a host of
processes and organisms on earth for thousands of years -
including ourselves, the human race. By mapping the
past (that is, our present), Alroy’s sculptural installations
portray the world after the calamity as an evolutionary
hybrid made up of the remains of a destroyed civilization.

At the entrance to the large space is a raft-shaped
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his ongoing, years-long support; and to Adi Hadad,
CEO of the Herzliya Arts and Culture Corporation,
for her significant involvement in every way. Our
appreciation goes to Dr. Malgorzata Ludwisiak,
Director and Chief Curator of the Ujazdowski Castle
Centre for Contemporary Art in Warsaw. Thanks

to the curators Ori Drumer, Tzion Abraham Hazan,
and Gali Faber. Special thanks to the curator Yona
Fischer, who inspires us all and exemplifies what
the profession should be. Thanks to Nehama Kaplan
for her great support. Thanks to the authors of

the illuminating catalogue texts: Yona Fischer

on Gregory Abou’s work, Dr. Amalia Ziv on Roni
Taharlev's, and Menachem Goldenberg on Eitan Ben
Moshe’s exhibition.

Hila Amram’s exhibition was made possible by the
Keshet Award for Contemporary Art, founded by
the Bar-Gil Avidan family. We are most grateful to
Keren Bar-Gil and Ran Avidan for their generous
and significant donation. We thank the award’s
committee members: artist Prof. Deganit Berest;
Yuval Beaton, Chief Curator of the Ashdod Art
Museum; artist Prof. Sharon Poliakine; and curator
Dr. Roy Brand. We thank Outset Contemporary Art
Fund, Candida Gertler, and Mirav Katri, Director of
Outset Israel; and the Polish Institute Tel Aviv and its
directors, for their warm collaboration and support
of the project. Thanks go to the wonderful producer
of the award, Vered Gadish. Thanks go to Omri
Amirav-Drory, Sally Haftel Naveh, Udi Morag, Nora
Raz, Zach Weissmueller, and Josiah Zayner.

We are thankful to the artist and writer Moran
Shoub, who joined Nivi Alroy in creating an ancillary
project to the latter’s exhibition. For permission to
include in it Yair Hurvitz’s poem we thank Rachel
Becker Amir; and for permission to include Avot
Yeshurun’s poem we thank Helit Yeshurun. Thanks
to Ella Rothschild for presenting fragments from

the dance performance Flood; and to Moran Victoria
Sabbag for presenting the musical performance
Public Rehearsal, performed by the Cello Ensemble:

Noa Chorin, Jackie Fay, Stav Glichensky, Alma Halfon,
Romi Kopelman, Shira Pinkerfeld, Anat Rodshtein
Eshel, Yael Sheizaf (arrangement of The Holy
Presence of Joan d’'Arc by Julius Eastman).

Alroy’'s show was made possible by the generous
support of Outset Contemporary Art Fund; the
Israel Lottery Council for Culture and the Arts;
and Friends of the Museum, Yael and Zohar Gilon.

Thanks to B.L.T Real Estate Enterprise & Development
Ltd. for their welcome involvement. We extend

our gratitude to Prof. Assaf Vardi, Department

of Plant & Environmental Sciences, Weizmann
Institute of Science, Rehovot; Prof. llan Koren,

Head of the Department of Earth and Planetary
Sciences, Weizmann Institute of Science, Rehovot;
and the Morris Kahn Marine Research Station at the
Department of Marine Biology, University of Haifa.
Thanks are also due to Daphna Alroy, Gilly Alroy,
Ronnie Alroy, Maya Attoun , Noemi Chouraqui,
Naomi Kaniuk, Rotem Keidar, Debbie Ramon, Shanee
Roe, Micha Stern, Michael Vardi, and Miriam Vinkler.

The exhibition “Double Gaze: Children Curate The
Museum Collection” is led by MUZA, the museum’s
Education Wing. It is supported by the Friends of
the Museum: Yael and Shabtai Shavit, Gila and Zeev
Zimet, and anonymous friends. We are thankful

to Hapoalim Community Fund, Bank Hapoalim,

and particularly Shelly Amir, for the generous
contribution. Thanks to Roni Miron Art Space for
the picture frames used in the “Outdoors” project
presented at the exhibition.

Gratitude goes to the generous individuals who
have kindly lent paintings by Roni Taharlev:
Menachem and Kali and family, Ann and Dr. Ari
Rosenblatt; Dubi Shiff, and anonymous lenders.
Special thanks are extended to Prof. Dror Wahrman
for his welcome involvement.

Thanks to the Israel Lottery Council for Culture and
the Arts for supporting Eitan Ben Moshe’s exhibition.
For the kind permission to include literary

works in the exhibition “Marsden Hartley: Slow
Homecoming,” we thank Rafi Weichert of Keshev
Press; Reuven Miran of Nahar Press; Bialik Institute
Press, Jerusalem; and translator Oded Peled.

Our heartfelt gratitude is extended to all the Friends
of the Museum, who support our activities with
great warmth and commitment throughout the
year. We appreciate the superb professionals who
accompany the museum’s activities. Thanks to Einat
Adi for editing the Hebrew texts and translating
them into English; Nawaf Athamnah for the Arabic
translation; and Kobi Franco for the graphic design.
Thanks to Reut Earon for the talented design

of Hila Amram’s exhibition. Thanks to Gamliel
Sasportas for his help in the installation of the
exhibitions. Thanks to the volunteers who assist

us with great dedication: Orit Grosman, Smadar
Shilo, Anat Schneider-Sharan, and Moshe Wolanski.
Special thanks to Hagit Uzan Bachar, Friends of the
Museum Manager, and Hava Avital, of the Friends
management. Finally, deep gratitude goes to the
museum staff for their tireless efforts: Tammy
Zilbert, Lilach Ovadia, Reut Sulema-Linker, Noa
Haviv, Yosi Tamam, Nili Goldstein, and Idit Bar Lev.
Bless you all.



Museum Staff

Director and Chief Curator: Dr. Aya Lurie

Administrative Director: Tammy Zilbert

Assistant to Chief Curator and Coordinator: Lilach Ovadia
Office Manager, Event and Distribution Coordinator:
Reut Sulema-Linker

Registrar: Noa Haviv

Friends of the Museum Manager: Hagit Uzan Bachar
Volunteers: Orit Grosman Smadar Shilo, Moshe Wolanski
Maintenance: Yosi Tamam

Public Relations: Hadas Shapira

Website: Natalie Tiznenko

Admissions and Friends Coordinator: Nili Goldstein
Admissions and Administration: Idit Bar Lev

Exhibitions and Catalogue

Editor: Dr. Aya Lurie

Editorial Assistant: Lilach Ovadia

Design and Production: Kobi Franco Design

Hebrew Text Editing and English Translation: Einat Adi
Arabic Translation: Nawaf Athamnah

Design and Installation of Multimedia Systems: Sasportas AV
Signs and Labels: Marketing in Motion Ltd.

Audio-Guide Narration and Editing: Anat Schneider-Sharan
Audio-Guide Production: Espro Acoustiguide Group
Installation and Hanging: Gamliel Sasportas, Yosi Tamam
Framing: Herzl's Frames, Ramat Hasharon

Construction, Electricity, and Lighting: Uzi Kapzoon
Printing: A.R. Printing Ltd., Tel Aviv

Dimensions are given in centimeters,
height precedes width

Works are from the artists’ collections,
unless otherwise indicated.
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Nivi Alroy: Mariana Trench

Installation: Omri Ben Artzi, Yoav Fish, Moran Zigron

Installation Assistants: Lobna Awidat, Sarah Hatooka

Scientific Consultants: Prof. Assaf Vardi, Department of Plant &
Environmental Sciences, Weizmann Institute of Science, Rehovot;
Prof. llan Koren, Head of the Department of Earth and Planetary
Sciences, Weizmann Institute of Science, Rehovot

The Radio Play “Mariana Trench — Flooding”

by Moran Shoub and Nivi Alroy

Participants: Yoram Alroy Nadav Reboh, Moran Shoub,

Prof. Oded Wolkstein

Sound and Music Editor: Nadav Reboh

Consultant:Yoram Alroy

Drawings: Nivi Alroy

Animation Editor: Tali Oliver

Music: The Sorcerer’s Apprentice by Paul Dukas, conducted
by Leopold Stokowski, The Philadelphia Orchestra, 1939

Hila Amram: 9

The exhibition is presented courtesy of the Keshet Award for
Contemporary Art, founded by the Bar-Gil Avidan family.

Award Committee Members: Dr. Aya Lurie, Prof. Deganit Berest,
Yuval Beaton, Prof. Sharon Poliakine, Dr. Roy Brand, Keren Bar-Gil
Keshet Award Producer: Vered Gadish

Exhibition Design: Reut Earon

Production and Installation: Dan Owen

Artist's Assistant: Amalia Shemtov

Animation: Shay Goldberg

Research Consultants: Dr. Rami Klein, Daniel Shemtov, Dr. Tal
Shomrat, Dr. Keren Weiser, Monika Wrébel (Biohacking Poland)
The text by Matgorzata Ludwisiak is also published in Amram’s
exhibition catalogue, designed by Avigail Reiner [The Studio].

Eitan Ben Moshe: Thus Far
Text: Menahem Goldenberg
Assistants: Shay Buchnik, Daniel Paley

Double Gaze: Children Curate the Museum Collection
Project led by MUZA, the Museum’s Educational Wing
Instruction and Curatorial Supervision: Tzion Abraham Hazan
and Gali Faber, MUZA

Educational Consultant: Hilla Peled, Director of MUZA

Curatorial Consultant: Aya Lurie

Marsden Hartley: Slow Homecoming
Exhibition Design: Koby Levy

Gregory Abou: Gotland - Three Pulses
The video Areyouthere / Gotland, March 2010
Sound Design: Leon Milo
Courtesy Paola Bjaringer

Roni Taharlev: White Ravens
The text by Amalia Ziv is also published in the Taharlev’s exhibition
catalogue, designed by Magen Halutz and Adam Halutz.
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4 Habanim St., Herzliya 4637904, Israel
herzliyamuseum.co.il

Tel. 972-9-9551011
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