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Apparatus,” in: Shawn
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and the Optical Unconscious
(Durham, NC: Duke University
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Nature: The Rinpa Aesthetics
in Japanese Art (New York:
The Metropolitan Museum of
Art, 2012); Treasures by Rinpa
Masters: Inheritance and

Innovation Celebrating the

350th Anniversary of Ogata
Korin’s Birth, exh. cat. (Tokyo:
Tokyo National Museum, 2008).
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Textile Art: Considered in Itself
and in Relation to Architecture

(excerpt) (1870-3),” in The

Four Elements of Architecture
and Other Writings, trans.
Harry Francis Mallgrave

and Wolfgang Herrmann
(Cambridge, MA: Cambridge
University Press, 1989),
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Smadar Eliasaf, from
The Black Paintings
series, 2020, acrylic on
canvas, 230x190 (photo:
Evyatar Hershtik)
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3 lbid.

growth and uplift associated with Modernity, these forms
have features which bend downwards under the weight of
gravity, alluding to atrophy and an inversion of potential.

This approach to sculptural forms reflects wider
artistic practices that have emerged from dynamic new
object-relations in late globalized capitalism in the twenty-
first century, again fueled by technologies which have
blurred the relationships between humans and objects.
These new visual relations have been theorized by Graham
Harman as Object Orientated Ontology in his influential
book, Object Orientated Ontology: A New Theory of
Everything (2018). In this new visual culture, strongly
shaped by consumerism and lifestyle cultures, objects
are implicated in all aspects of our everyday lives and are
given behaviors and personalities to aid their interfacing
with humanity and as a marketing strategy, which they in
turn project back onto their consumers.

Frank’'s compelling new work draws extensively on art
history and the new aesthetics and object relations of the
twenty-first century. It offers a provocative metaphor for
political cynicism and the historic failure of Israeli politics
in the form of an immersive environment of ruinous and
fragmented forms, communal instruction, and ethical
indifference. Yet the work is also hopeful, joyful even,
signaling the potentiality of new political realities in the
chaotic, ever shifting optics of the present, a new type of
visual utopia. Since, as Steyrl observes, “what seemed like
a helpless tumble into an abyss actually turns out to be a

new representational freedom.”>
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is specifically interested in them as disruptive agents.

By her choice to present their solitary intrusion into the
ordered environment of the film she foregrounds their
lack of awareness and interest in their human constructed
environment. Frank is attracted to the ambivalent attitude
of cats, their moral indifference, their territorial nature
and tendency towards casual colonization. As the artist
observes, “Their exploration is opportunistic, and their
lack of interest in both the grid and the social-cultural-
ethical construct of the world they are inhabiting disrupts
the order and dismantles the text from its meaning.”

She elaborates: “The cats are a nonsensical metaphor for
speaking about indifference to ethics. In a wider sense,
they refer to digital, social-network stupidity, short
attention spans, and an overall opportunistic mode of
territory domination.”

An important sculptural element in the installation
is a number of ceramic exercise balls with long, comedic
noses, which punctuate the installation like a kind of
syntax, continuing the linguistic and textual themes
of the environment. Their tactile materiality contrasts
with the aesthetics of the film, and in their evocation of
human presence they pre-figure the arrival of the visitor.
These everyday objects or “readymades” have been given
anthropomorphic features and personalities, casting them
as farcical actors in the mise-en-scéne. These sculptures
introduce a playful, fun element into the installation and,
although the work was conceived pre-pandemic, they
are given a new resonance by the pandemic lockdown,
seemingly referring to a situation of communal instruction
and exercising at home, an absurd moment of mass
mobilization that extended into the nation’s living rooms,
orchestrated by the iconic Israeli TV fitness instructor,
Chaya Halperin.

The exercise balls continue the artist’s interest in what
she describes as “a fictional anthropomorphistic presence
of political speech, proposedly embedded in objects of
local cultural insignificance.” This has been a feature
of a number of her projects, where everyday objects -
ranging from IKEA cabinets (A Problem, 2018) to cookies
(Double Trouble, 2017) to the surreal intervention of a
flaccid palm tree suspended down the side of an artists’
studio complex (In a Nutshell, 2020) - are imbued with
human personality, often combining kinetic elements and

soliciting interaction. In opposition to the progressive
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2 Hito Steyerl, “In Free Fall:

A Thought Experiment on
Vertical Perspective,” e-flux,
online, no. 24 (April 2011).

of closed, non-discursive orthodoxy - as a way to comment
on Israel’s history and politics.

In the twenty-first century, our sense of spatial and
temporal orientation has shifted dramatically in response
to new immersive technologies of surveillance, tracking,
and targeting. In our era of digital rendering, Second Life,
Al, and geospatial technologies (such as global positioning
systems, geographical information systems, and remote
sensing), new types of visualities have emerged,
concerned with space and the aesthetics of spatial data,
mapping, and control. In this context, wrapping and
merging the sculptural text and its environment, the grid
acts as “a net of coordinates clarifying the location of data
in space,” according to the artist. It plays an important
function in abstracting and disrupting the legibility of the
object in space. “The grid,” she says, "as it is projected
on the objects, creates a camouflage net that causes
disorientation in the textual field.”

The illogic of attempting to data map an abstract
ethical concept like peace is an act of artistic cynicism
aligned to wider cultural, even philosophical, conditions
characterized by disorientation, fragmentation, and
collapse. Writing in “In Free Fall: A Thought Experiment
on Vertical Perspective,” Hito Steyrl observes: “"Many
contemporary philosophers have pointed out that the
present moment is distinguished by a prevailing condition
of groundlessness. We cannot assume any stable ground on
which to base metaphysical claims or foundational political
myths. But if there is no stable ground available for our
social lives and philosophical aspirations, the consequences
must be a permanent, or at least intermittent state of free
fall for subjects and objects alike.”?

Mapping visual information in space using the device
of the grid gives the film a distinctly twenty-first century
digital aesthetic, heightened by the unempathetic gaze
and unembodied motion of the drone as it pans across
the object with its dehumanized gaze. Borrowing from
Op Art's interest in the aesthetics of purely geometric
forms, in kinetics and the psychology of perception, the
film’s complex editing is intended to complicate and
disrupt any singular point of perspective or reading of the
form, alluding to new twenty-first century visualities of
dissolution, disruption, and fragmentation.

The presence of the cats in the work evokes an Israeli

cityscape where feral cats are omnipresent, but the artist
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of the abstract concept of peace in the realm of political
discourse.

In addition to Minimalism, Frank’s practice borrows
from a wide range of conceptual art histories, including
the readymade and post-Pop Art, with an interest in text,
language, and linguistic play. Her staging of relations with
the viewer and her anthropomorphic sculptures, which
often perform a direct form of address, gives her work a
theatricality which she uses for a range of affects. Her new
film work, Salami, continues this approach, both revealing
and concealing the work Shalom, which emerges and
dissolves from a black and white grid.

The device of the black-and-white grid, which is an
important unifying structure both in the film and in the
installation, is a universally recognizable visual device
used for spatial indexing purposes. Its primary function is
to map data in space in relation to Cartesian coordinates
of latitude and longitude. However, it also carries with
it, as a visual device, both art historical and ideological
associations that are important in decoding the political
character of the spatial environment of the film.

In art, the grid traces its lineage in Modernism to the
avant-garde artists of the early twentieth century, who
adopted it as a radical new way to organize space, color,
and time, signaling artistic liberation and autonomy from
the naturalistic and mimetic art which preceded it. In her
seminal essay "Grids," Rosalind Krauss argues that the
grid played a critical role in divorcing art from language:
“The barrier it has lowered between the arts of vision
and those of language has been almost totally successful
in walling the visual arts into the realm of exclusive
visuality and defending them against the intrusion of
speech.”’ Like Frank’s inversion of the role of language
in the dematerialization of form, her merging of the grid
and text creates a conceptual disruption designed to
complicate and disorientate.

In post-Modernity, acknowledging the failure of the
utopian Modernist project, the grid assumed ideological
associations that were actively opposite, becoming
a closed conceptual visual system, as exemplified in
Minimalism. The grid became a purely conceptual device, a
visual structure for objectivity and, crucially, for orthodoxy
and non-discursivity. In her use of the grid, Frank refers to
its ideological development in the twentieth century - the

transition from an idealized utopian state to a condition
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peace in Israel by presenting the word in fragmented form,
stuck in what the artist calls “a semantic-field limbo,”
alluding to its withdrawal from political discourse in Israel
in recent decades.

As Frank says, “my original motivation was to revisit
the term peace as a case study - the symbolic, political
concept of peace identified with the liberal left ideology in
Israel that was prominent in public conversation until the
end of the 1990s. The word had been emptied of content
as a result of collective semantic satiation even before the
Rabin assassination in 1995, and then completely vanished
with the political shift that followed.” Referring to the
symbolism of this sculptural structure, the artist remarks,
“The post-war tradition of counter-monument has left
almost no erected symbols for democratic liberal ideology.
In Israel, the result was that the country’s ideological
shift made no visual remark in public space, just a quiet
elimination of one word, and | wanted to see where it had
disappeared to.”

This sculptural object appears in a fragmented form
both in the film and the installation. The symbolism
of a monumental ruin made from the word peace in
the context of Israeli politics and history requires little
explanation - and this forms the physical environment
which visitors enter, implicating them in the reality of
political failure. This object continues Frank’s interest in
monuments and their political symbolism in public space,
as can be seen in earlier works such as Monument for
Monuments (2014).

The initial point of departure for this form was a
concrete frieze relief at the rear of the museum, which is
no longer evident in its subsequent development by the
artist. In addition, it draws on the sculptural language
of Op Art and Minimalism, of Sol LeWitt's wall structures
and grid sculptures, as well as the complex wooden
constructions of Louise Nevelson. It also borrows from
the formal and conceptual strategies of Concrete Poetry,
where the typographical rendering of the physical form
of a word amplifies its linguistic meaning. By rendering
the word Shalom as a physical sculpture, Frank inverts the
function of language in the dematerialization of form -
as theorized by Lucy Lippard in The Dematerialization
of Art (1968), where she argues that language’s alliance
with concepts made physical form redundant - as a way

to visually represent the dramatic semantic re-appearance
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Yael Frank’s exhibition was

curated by Mr. Paul Hobson,

director of Modern Art
Oxford in Oxford, England,
as part of the the Keshet
Award for Contemporary
Art, founded by the Bar-Gil
Avidan Family.

YAEL FRANK: GRID

Curator: Paul Hobson

Yael Frank’s witty and playful exhibition at the Herzliya
Museum of Contemporary Art combines moving image and
installation of sculptural elements, creating an immersive
environment which extends beyond the confines of the
gallery space, spilling over into the entrance hall of the
Museum. On entering the Museum, the viewers see in

the entrance hall the work Sham (Over There) (2021),
which spells the word sham in Hebrew letters - and

they reencounter it once again when leaving the main
installation. In English, sham is a thing that is not what it
purports to be, while in Hebrew it means “Over There,” a
playful linguistic nod redirecting visitors back to the main
installation in the gallery space.

Frank’s new site-specific project, Grid, continues her
characteristically tongue-in-cheek and comedic practice
with surreal and absurd interventions, linguistic puns and
agitprop, theatrical staging and anthropomorphic objects. It
is conceptually rich, drawing on a wide range of references,
including diverse artistic movements and visual cultures.

In the main space of the exhibition a new moving
image work is on view, Salami (2021), which features
fragmented views of a sculptural form punctuated by
exercise balls with comedic oversized noses and colonized
by feral cats. The sculptural form illuminated by the video
is a vast, elaborate, fantastical cat house - complete with
boxes, bridges, ladders, and shelves - spelling the word
Shalom (Peace) in Hebrew letters. The video is edited to
disrupt and abstract the legibility of the word. It was shot
in the site-specific environment built by the artist in the
gallery, immersed in a black and white grid, using drone
and GoPro footage. The sculptural object responds to the
scale and architecture of the Museum’s interior spaces,
also evoking the Modernist cityscape of Tel Aviv, where the

artist resides. It also comments on the historic struggle for
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Anna Perach, Detail
from Luna, 2021,
tufted yarn, artificial
hair, and wooden
stand, 185x140x90
(photo: Paul Chepllier)
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and seductive, adorned with snakes, birds, skulls, flowers,
fish, antlers, wings, eyes, mouths, and prominent breasts,
are all interwoven in Perach’s work and give her sculptures
a multilayered mythical quality - the embodiment of

a complex and new female presence that is at once

contemporary and archaic.
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Fig. 1

Anna Perach, installation
sketch for "The Moon
Prophecy” at Herzliya

Museum of Contemporary
Art, 2021, colored pencils
and watercolor on paper,
collection of the artist

Fig. 2

Dorothea Tanning, Hotel du
Pavot, Chambre 202 (Poppy
Hotel, Room 202),1970-73,
fabric, wool, synthetic fur,
cardboard, and ping-pong
balls, 340x310x470,
Musée National d'Art
Moderne, Centre Georges
Pompidou, Paris

3 Ernst Hans Gombrich,
Aby Warburg: An Intellectual

Biography (Oxford: Phaidon,
1986), p. 223.

is channeled by both artists to a complex aesthetic realm
that is simultaneously dominated by softness, decorative
beauty, and acute pain.

At the center of Perach’s exhibition are three
sculptures on a human scale, ornamented in vivid colors.
The placement of the sculptures in space is revealed as a
progressive series: 9 ! the first figure (dubbed Dorothea),
bearing a pattern reminiscent of the magical firebird,
emerges from the wall - the traditional place of carpets
in Slavic cultures - and is supported on the floor with
her two arms. The central figure (Rusalka) rises from
the floor, crouching on all fours - belying the traditional
floor-covering function of rugs. The third figure (Luna)
has broken free from both conventional placements of
rugs (wall and floor) and is poised independently in space,
suggesting the power and allure of the immortal Baba-
Yaga witch figure. The names of the characters, like their
ornamentation, is a medley of various periods and sources:
Slavic folk literature, Greek mythology, tribal traditions,
Eastern epics, and art history. The name Dorothea is
an allusion to the Surrealist artist Dorothea Tanning
(1910-2012), and her 1970s installation Poppy Hotel, Room
202 (1970-73);719 2 Rusalka is known in Slavic folklore as a
sea nymph who is alternately good and evil; and Luna is a
goddess of Roman and Mithraic mythology.

In this regard, one might view Perach’s work in terms
of the ideas put forward by the art and culture scholar
Aby Warburg (1866-1929), who formulated a paradigm
of recurring archetypal symbolic formality - that is,
emotionally charged visual images that recur throughout
Europe - which he dubbed the pathosformel. This view
was later interpreted by art scholar Ernst Gombrich
(1909-2001) as “the primeval reaction of man to the
universal hardships of his existence.”> The name of
the exhibition - The Moon Prophecy - underscores this
association, as it draws its inspiration from apocalyptic
sermons and astrological theories that linked the
phenomenon of lunar eclipses to biblical prophecies of the
End of Days - as in Joel 3:15, “The sun and moon will grow
dark, And the stars will diminish their brightness.” Perach
brings to her exhibition a darkly appealing visionary
dimension of a closed transformative system, in which
the inanimate comes alive, the meek become dominant,
and the familiar becomes alien. Fertility goddesses and

witches, creatures that are human and animal, maternal
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experienced cultural dissonance.

Perach chooses her craft as a culturally charged
pursuit, and not just from her personal experience. Over
the centuries, the status of oriental tapestries in Russian
culture has undergone changes - from the glorious days
of the Empire in the seventeenth century, when they
expressed its long-ranging control as far as central Asia
and the Caucasus (acknowledged centers of the finest
tapestries), to their industrialized incarnation in the
twentieth century as valiant attempts at beautifying and
improving the thermal insulation of bleak Soviet housing.
Perach’s ornamentation is also profoundly influenced by
the folkloristic decorative tradition and the ancient legacy
and diverse genres and origins of Slavic embroidery -
including painting on wood in the Khokhloma (Xoxnoma)
style; painting on metal in the Jost (XKocT) tradition; the
Pavlovsky Passad (Masnosckuii Mocap) style of scarves; and
painted varnished boxes known as palyekh (Nanex).

When wearing Perach’s tufted sculptures, they not
only form a link to these diverse traditions but also
effectively insulates one from the outside world. As
costumes, they restrict one’s movement and actions in
space, but also underscore one’s presence within them
and endow it with captivating drama. The mantle that
Perach creates thus reflects experiences of inter-cultural
transitions and culture shocks of immigration, as well as
ever-changing self-representation and gender perception.

Through the wearable textile sculptures and their
unique decorations, Perach draws upon myths and
symbols that clearly attest to the status of women and
their representations in the history of culture. This is
first and foremost evident, of course, in her decision to
engage in a type of work that is founded on painstaking
craftsmanship, which has traditionally been attributed
to women. At the same time, it also challenges that
traditional view. Her work often recalls that of Niki de
Saint Phalle (1930-2002), whose feminist content was a
critique of the dominant social order. One of her early
radical moves involved painting with a rifle, by shooting
paint balloons at the canvas - an action of considerable
aggression. A similar feeling informs Perach’s decision to
weave her works by using a gun, which is aimed at the
fabric and perforates it repeatedly in order to insert the
woolen filaments into it. This aggressive action, which

might also be seen as an expression of protest and fear,
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1 See www.annaperach.
com/alkonost-and-pretty-lady.

2 After graduating from the
Bezalel Academy of Arts and
Design, Jerusalem, Perach
earned a master’s degree

in Fine Art in Goldsmiths,
University of London. She is
currently based in London.

ANNA PERACH:
THE MOON PROPHECY

Curator: Aya Lurle

In recent years, artist Anna Perach has developed a work
practice centered on creating wearable sculptures via a
carpet-making technique called tufting. The tufting process
is preceded by a drawing of the sculptures in colored
pencils, watercolors, and markers on paper. The sketch
of each sculpture is transformed into a pattern and then
disassembled into parts. These parts are transferred to a
piece of fabric that serves as the substrate for tufting the
wool by means of a manual and/or electric tufting gun.
Each tufted part is adorned with an intricate arrangement
of spectacular symbols and patterns. Finally, the tufted
parts are sewn together to create voluminous wearable
sculptures, complete with inner lining and fasteners.
During Anna Perach’s exhibitions, live performances are
held, featuring performers who wear and embody the
sculptures with ritualistic choreographed movements that
blend together modern dance with ancient cultic dances.'
On completion of the performance, the moving sculptures
return to being static and autonomous sculptural objects,
held in place by internal custom wooden constructions.
The changing functionality of the objects, their animation,
and the layered traditional and ethnic contexts of their
aesthetics and iconography operate alongside their
inherent mythological, gender, and biographical contexts.
Perach immigrated to Israel from Soviet Ukraine as
a child, in 1992.% In the family’s apartment in Be’er Sheva,
furniture, ornaments, and tapestries preserved the Soviet
aesthetic, ironically attesting to the life of deprivation and
economic shortage in the communist regime. The cultural
shock of immigration, says Perach, heightened the inter-
generational gap, inducing the parents to cling ever more
tightly to their culture of origin in terms of language, décor,
customs, and attire. Finding herself in the middle between

them and the desert landscape and Israeli customs, she
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A marked parking spot is a rectangular, abstract drawing
that expropriates a public space, for definite periods of
time, on behalf of a single car.

A white rectangle painted with an assured hand on searing
black asphalt, it marks an occupied space.

The parking spot pulsates being and non-being. The existent

and the hidden. We search for it, wait for it, grab it.

Occasionally, when I find an empty parking spot in Tel Aviv,
I park there for a brief moment, even if | didn’t really plan
to stop.
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I, too, put materials, lines and forms through a system of
motions, seeking the brief moment of equilibrium joining

them together - the draw.

Waiting for the Sun

The sun is everywhere, but not inside the house. Here
there is a ceiling above me, and above my ceiling there

is someone else’s ceiling. At the end, when the neck is
stretched already all the way back, there’s a roof.

The windowpane waits for the morning, then the sun will
pass through it, and when | will open the blinds the table
will be covered, band by band. Reaching for my cup of
coffee, |1 place a hand within the thin bands of the sun. The
floor lozenges now strike me as wider. Little hairs | hadn’t
seen before show up. Dust, that | thought | had cleaned

already, becomes apparent.

I went outside this week, sat down by a tree and waited
for the sun. When it arrived, | immediately got up and went
into its shade.

The rays met the branches and filled the sidewalk with
them. A green leaf got blinded by the sun and turned

white.

Light is a substance that slips between one’s fingers. It
aspires to keep on moving, spreading.

Whether it is strong (scorching, demanding, revelatory of
details) or soft (blurring, sublimating, flattering), light
always brings a change to every material and body it

encounters.

Parking

I had a dream about a parking spot. It was beautiful and
spacious, the kind you effortlessly glide into. As the dream
began | was already in it, leaning back in my seat, relaxing.
But then, even though | had already parked, the parking
spot was gone. I circled around again, once more watchful
and alert. For a second, in the left mirror, the parking spot
showed up again. I rushed towards it, but just as | was

about to get there it was gone.
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A protective outline where light and shadow play.

We took down the wooden pergola in our yard in the
middle of winter, many years ago, to have more light enter
the living room.

During Sukkot, we used to seal off the sides of the pergola
with colorful summer blankets and thatch the roof - the
pergola would instantly turn into a sukkah. In the fall, its
roof filled with twisting vines and became an orchard.

The day we took it down, the pergola went back, in ten

minutes, to being just a large pile of lines on the grass.

Sometimes, when | enter a building, it seems as if the
structure, like all the materials that make it, is changing
with me. It opens and closes, is dismantled and rebuilt,
trying so hard to appear solid and enduring. But when | go

fast up the stairs, its pulse quickens as well.

Tic-Tac-Toe

The sunshade is stretched over my head - a cheap,
lightweight sheet of PVC, easily frayed. But its Hebrew
name, Shimshonit, refers to Samson and suggests qualities
of strength - Shimshonit the hero gives shelter, for a
moment, from the threatening sun.

I look at the shape of a circle imprinted on the sunshade.

It was made to pass the air, to make sure the plastic sheet

does not stretch excessively, to take some pressure off.

A building gets built facing my window. On its ground
floor the facade of a new store showed up, still vacant. The
windows are covered with white X’'s of paint, probably put
in by one of the workers. This X alerts us not to step into
the glass, reminding us, in spite of its transparency, of its
material being.

The glass gives and takes simultaneously. It allows the
gaze but blocks touch. The glass of a store window brings
us closer to the thing we wish to buy, yet at the same time
keeps us away. It is generous to the eye, but also harbors a

real danger: if | try and go through it, | will be wounded.

Tic-tac-toe is a “solved game"” - when both sides play
flawlessly the game will reach equilibrium and will always

end in a draw.
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HILLA TOONY NAVOK:
WAITING FOR THE SUN

Curator: Aya Lurie
Text by Hilla Toony Navok

As Far as Matter Goes

Merchandize is stored in the dark and exhibited in the light.
I went down eight steps, the beat of music turned to
silence.

In the basement, the bolts are set side by side, all
crammed, waiting for the moment they’ll be transferred
to Ground Level. From the back-of-the to the front-of-the,
from the cardboard to the shelf. In the warehouse, they
are handled by dirty fingernails. Upstairs, it's nailpolished

pinkies.

I'm waiting for them to load my merchandize into the

car. And suddenly | imagine the opening of a wall - two
separate areas becoming a single space. The bolt is
released from the cardboard box, rolls out and unfurls in
the warehouse. “Look,"” it says, “that’s what you can do
with me.” For a moment, the material extends through its
entire length. It is tightened, performs as it is expected

to do, casting its shadow above me. A minute later the
material loses its ambition. It lets go, shrinks - all the way
back to the floor.

When does matter reach its limits? At what moment is the

desire to be seen replaced by the desire to vanish?

The merchandize has been placed in the trunk. | start the
car, and drive off.

The Structure Breathes, Too

Pergolas mark a space that is at once demarcated and

open. A linear roofbeam attached to another building,

perhaps a house.
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on canvas, 270x300
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on canvas, 270x300,
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and Givon Art Gallery,
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Fig. 3
Marik Lechner, Catbridge,
2020, wool and cotton

tufting on canvas, 270x300,
courtesy of the artist and
Givon Art Gallery, Tel Aviv

Fig. 4

Pablo Picasso, Cat Catching
a Bird, 1939, oil on canvas,

81x100, private collection

primal expression of protest against Western culture

and verbal reason, by underlining the savage animal
element, rebellion, and fundamental existential pain. Thus,
Lechner’s tapestries may be read as part of a long tradition
of ranting and fulmination against the existing order. It

is a protest charged, in his case, with the cultural shock

of immigration - a seed of calamity that erupts in the

act of weaving - activated by an electric tufting gun that
repeatedly pierces the fabric of the cloth with a prickly
blade, perforating it like a machine gun.

The tapestry Catbridge is the most minimalist in the
series. 9 3 Against a black background akin to a starry
night sky, three elements are depicted, like cosmological
signs of destiny, in which the figure of a yellow cat is
easily discernible. It is standing upside down on a red
branch, attached to nothing, about to fall, and yet its
miraculous grip seems firm - after all, a cat always lands
on its feet. Cats in general, be they stray or pampered
domestic ones, appear repeatedly throughout the tapestry
cycle. Most often they are black and depicted with an
arched back and a mouth gaping in horror or wonder,
on the cusp between the strange and the familiar, the
domestic and the animal, the tame and the wild. They link
together Picasso’s predatory cat? % and the domesticated
and cuddly figure of the cat between the folds of a soft
rug that appears in many of the paintings of the Russian
Impressionist painter Nicolas Alexandrovich Tarkhoff
(1871-1930). Marik Lechner’s tapestry cycle lies in this
middle ground, offering the possibility of an alternative

reflection.
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5 Atay Citron, "From Oscar
Burgerschreck to Johnny
Rotten: Punk’s Amplified.
Scream", Motar, Journal of
the Faculty of Fine Arts,

Tel Aviv University, no. 1

(1993), pp. 51-57 (in Hebrew).

decoration and as a form of thermal insulation and room
temperature control. Even after the move to Israel, they
continued to adorn the walls of our home, despite the
abrupt change in housing, climate, and culture.”

In the current series of tapestries, Lechner has
transformed the familiar tapestry patterns into overtly
brutal narratives which, notwithstanding the symbolic
encoding, hold a mirror to our contemporary reality:
intimidating creatures that viciously feed on each other,
the pain of loss, imprisonment, addiction, preying on
the weak, and fear of loneliness, disease, weakness, and
death. The hardships of immigration, as well as the echoes
of the past year, have also not been omitted in this series
of tapestries and are evident in chaotic scenes of disarray,
and in the titles of two of them: Contagion and Pinocchio
Cloning, which were created on the artist’s return with his
partner from a visit to Italy just before the borders were
closed in the COVID-19 lockdown, during their period of
quarantine.

The traditional, warm, and domestic element that
the tapestries from the Soviet Union were supposed to
preserve has long since departed from Lechner’s tapestries.
Instead, they are dominated by skeletal figures, monsters,
and fang-baring demons, graphically depicted in a clear
line and direct expression that are stylistically not unlike
graffiti paintings. The weaving itself, however, is done
expressively, as though lashing out, with threads of
varying lengths, unraveled sections, holes, spray gluing,
and spray painting onto the tapestry weave.

In the 1980s, punk culture in England celebrated
everything that the mainstream of society considered
to be ugly and repulsive, thus developing an alternative
aesthetic, a counter-culture. Graffiti paintings and
inscriptions operated in the urban space as a provocative
public expression and a vandalistic act. Punk-rock manager
Malcolm McLaren, who was one of the founders of the
movement, described it as giving people, for the first
time, a chance of a new life and a sense that anything
can be done - to scream as loud as they can, to be as
destructive as they could be. Quoting him in his article
on Punk,’ researcher Atay Citron notes that the strategies
and tactics that shaped Punk culture at the time were in
fact very similar to those that had been used by avant-
garde artists much earlier, in the early twentieth century.

In his view, the image of the shout was an authentic
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Fig. 1

Odilon Redon, The Crying

Spider, 1881, charcoal on
paper, 49.5x37.5, private
collection

Fig. 2
Marik Lechner, Untitled,

2016, needlework on canvas,

45x57, private collection

Lechner examines Ovid’'s seminal text once again as he
refers us to its sixth volume, which recounts the harrowing
myth of the young Arachne, who had a wondrous skill
at weaving tapestries and challenged Athena in this
art. Consequently, the goddess of wisdom, art, justice,
and weaving cruelly punishes her by turning her into a
black spider.3 Roland Barthes explains the existence of
myth as a means of establishing mechanisms of social
control and obedience by entrenching the conventions
encoded in the mythic narrative, that ostensibly expresses
the “natural order” of things.* In this regard, one may
assume that it was not only the sin of hubris that doomed
Arachne, but also her decision to challenge the accepted
narrative through her works, by revealing to all the
transgressions of the gods - acts of sexual exploitation,
intrigue, and corruption. Arachne’s figure has received
many representations in the history of art, including
the particularly disturbing and repulsive ones in the
works of Odilon Redon (1840-1916)"9 ' and Gustave
Doré (1832-1883), which depict her transformation into a
black spider.

Lechner’s tapestries are replete with spiders, insects,
and other terrifying creatures. Some tend to blend in
and hide within the tangled image, using camouflage
to survive; others are captured in states of torment
and predation, their eyes and mouths gaping in terror -
doomed to submit to their designated role in nature.
Vegetation emerges from the corpses of the dead, and the
embryos curled up within the body (revealed as though by
X-ray) look like skulls.

Over the years, Lechner has focused his work on oil
paintings, drawings, and watercolors, but a few years
ago he surprisingly presented a series of modestly-sized
works that were all produced by manual needlework,
deliberately poorly crafted.9- 2 This revealed his attraction
to labor-intensive handicrafts and textile works, which
are usually associated with decorative items produced by
female artisans. For him, however, it was a connection to
traditions that he has known since childhood. His return
to the textile craft again in the present project harks back
to his memories as the son of a family of immigrants from
the former Soviet Union. “On the walls of our house in
Chernovitz,” he explains, “were hung colorful tapestries
woven with figures from the world of legend, Russian

mythology, and folklore. In Russia, tapestries were used as
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1 In English, the term
Metamorphoses in the book’s
title is often translated as
either “transformations” or
“changes.”

2 The Metamorphoses of

Ovid, Book 1: Prologue, trans.

Allen Mandelbaum (San
Diego, New York, London:
Harcourt, 1993).

MARIK LECHNER:
THE BOOK OF CHANGES

Curator: Aya Lurle

In the past three years, artist Marik Lechner has created
about fifteen huge tapestries, woven in a technique that
combines the use of an electric tufting gun, acrylic paint,
glued objects, and varying degrees of unraveling. The
exhibition features eleven tapestries from the series,
along with several pencil drawings on paper that echo the
monumental tapestries in alternately complementary and
contrasting fashion. The soft woolen tapestries, spectacular
in their vivid colors and dense richness of images, recount
an epic apocalyptic tale of dynamic visions of life cycles
under existential threat: terror, seduction, passion, growth,
annihilation, and loss. The tapestries are full of images of
frightening hybrid creatures, strange imaginary animals,
and harrowing human beings inexorably morphing into
each other, at sea and on land. The tapestry cycle offers a
dystopian and fantastic outlook, a realm of abjection and
magic, in a language that blends direct expressiveness,
childish naivety, and dark symbolic mystery.

In a conversation about the thoughts that
accompanied him throughout the project, Lechner makes
reference to the opening paragraph in Ovid’s immortal
Metamorphoses - the Book of Cham_;jes,1 in which the
author confesses his desire to recount and weave all of
history since the dawn of creation, all centering on the
stories of the metamorphoses. He addresses the gods with
a request to infuse his work with spirit and vitality, just as
they had done for their own creations:

My soul would sing of metamorphoses.

But since, o gods, you were the source of these

bodies becoming other bodies, breathe

your breath into my book of changes: may

the song | sing be seamless as its way

weaves from the world’s beginning to our day.2
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Atomic Scientists

Fig. 9
Cover of the first Bulletin of

the Atomic Scientists issue,
June 1947, featuring the
Doomsday Clock at seven
minutes to midnight

6 The clock image

was designed by Martyl
Langsdorf, the wife of one of
those physicists. See James
MacDonald, “The Doomsday
Clock: Menacing Metaphor of
the Nuclear Age,” Jstor Daily
website, February 16, 2017.

Atomic Scientists was founded at the University of
Chicago. Featured on the cover of the first issue was an
image graphically depicting the likelihood of a global
catastrophe that might bring about the end of humanity:
a clock (dubbed the Doomsday Clock) representing the
hypothetical global catastrophe as midnight - whose hands
showed the time to be seven minutes before midnight.ﬂg' 9
The goal was to raise the alarm and to jolt humanity,
through the familiar image of a countdown, into rational
behavior and more judicious decisions, by warning it of
the imminent danger posed to it by its present conduct.
This clock entered the global consciousness as a measure
of risk, and has since often been used by the media to
report on the current prospects of humanity’s survival: the
closer the hands are to midnight, the greater the risk of
destruction of humanity - and vice versa. Ironically, the
people who conceived the clock were physicists who took
part in the U.S. government’s Manhattan Project for the
development of the world'’s first nuclear weapons.®

On January 27, 2021, the hands of the clock were
moved to 100 seconds before midnight - the nearest it has
ever been since its conception. And what time is it where

you are?
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Fig. 7
Cover of the booklet Survival
Under Atomic Attach, issued

by the Office of Civil Defense,

USA, 1950

5 Survival Under Atomic
Attack, Office of Civil
Defense, State of California,
Trade Edition (January 1,
1950), p. 17.

Fig. 8

Tamir Erlich and Noy
Haimovitz, Never Lose Your
Head And, 2021, mixed
media: aluminum sign,
reflector, and metal pole,
230x83

less, a home shelter for defense in the event of a nuclear
attack. They offered, among other things, instructions
for creating hammocks, air pumps, water purification
facilities, and cooking utensils - all in improvised, DIY
fashion, using readily available household items and
accessories. One such example is the booklet Survival
Under Atomic Attack, which Haimovitz and Erlich used as a
guide or model for their work.f9-7

Page 17 of the booklet (one of three pages designed to
be easily pulled out, for carrying around on one’s person
and memorizing) lists key rules of conduct in the event of
a nuclear attack. The title of the page (that the exhibition’s
title is taken from) is Never Lose Your Head And..., followed
by tips that are presented as very basic: Don’t Rush Outside;
Don’t Take Chances With Food or Water in Open Containers;
and Don’t Start Rumors (that might cause panic that costs
lives).” Paradoxically, the pamphlet was published in 1950
by the U.S. Office of Civil Defense, which itself was one
of the sources of the rumor of a possible nuclear attack.
These key rules for survival are placed by the artists at the
entrance to the exhibition space, effectively making them
instructions for the exhibition visitors. 9 8

The absolute directive “Never Lose Your Head"” is
almost unattainable. It highlights the contradiction at
the heart of the exhibition, where any attempt by the
individual to exhibit control during a crisis becomes a
manifestation of terror and anxiety - turning, in fact,
into a monument representing the crisis itself. A striking
example of this phenomenon in Israel is the mamad, or
“secure room."” After the First Gulf War, as one of the
lessons learned from the missile threat fired at Israel,
it was decided that henceforth every new apartment or
residence in Israel would include a 9 sq.m. “secure room”
made of reinforced concrete, to protect against attacks of
this sort in future. As important as the protection provided
by the mamad is, the very fact that a “secure room” is
an integral part of every home in Israel perpetuates the
national trauma inflicted by that war and entrenches the
possibility of another war in the Israeli consciousness. The
space created by the two artists might itself be seen as
a kind of “secure room,” that brings together elements
whose purpose ranges from relieving stress and boredom
to survival.

In 1947, in response to the dropping of atomic

bombs on Hiroshima and Nagasaki, the Bulletin of
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Fig. 5
One of Windows’ Winamp
screensavers

Fig. 6
Tamir Erlich and Noy
Haimovitz, Black Cat, 2021,

clay, 23x40x20 (photo:
Tom Azaria)

3 See Karin Amitai, “Joint
Trauma During COVID-19:
Humanity in One Boat,”
website of the Tamir Institute
of Psychotherapy, www.
tipulpsychology.co.il/articles/
shared-traumatic-reality
(accessed May 31, 2021)

(in Hebrew).

4 For more on the Cold
War, see, for example,
www.jfklibrary.org/learn/
about-jfk/jfk-in-history/the-
cold-war (accessed May 31,
2021).

seems like putting on a costume. Thus, for example, on a
screen suspended from a pull-up bar, screensavers of the
Windows Winamp music player from the late 1990s play
continuously, on an endless loop, like portals to other
dimensions. 9 °

Since time immemorial, humanity has been
preoccupied with prophecies of the End Times and the
fear of an apocalypse or catastrophe that brings about the
end of the world - or, alternatively, its “reboot” - such as
the story of the Great Flood that recurs in the mythology
and folklore of many peoples and ethnic groups around
the world. Global catastrophe can occur in various guises:
natural disasters (such as earthquakes, volcanic eruptions,
global warming, droughts, meteorite strikes, huge fires,
or plagues), or from the deployment of weapons of mass-
destruction, radioactive leaks, economic collapse, mass
terrorist attacks, or wars. The exhibition creates a New
Age-like space that highlights the fear of the End (which is
essentially the fear of death, both personal and collective),
where external threats become abstract and amorphous,
until they are synonymous and interchangeable. The
exhibition depicts a reality where everything is a potential
threat - in the right light, even a domestic and cuddly
black cat appears to be a tiger-like super—predator.ﬁg' 6

When it comes to a large-scale catastrophe, such as a
global epidemic, traumatic events can become a collective
trauma, affecting how people feel and act, and sometimes
even sparking sweeping and long-term cultural changes.>
Recent history shows that even a conspiratorial or
imaginary threat can cause collective trauma. After World
War Il, a struggle for supremacy began between the United
States and its allies (the Western Bloc) and the Soviet
Union and its satellite states (the Eastern Bloc), known
as the Cold War. This struggle lasted for decades, ending
only in 1991, with the dissolution of the Soviet Union.
It was not a full-on physical war, but a range of actions
that included political maneuvers, military coalitions,
espionage, propaganda, an arms race, economic aid to
allies, and the use of third-party combatants (proxy wars).*

Most of the Cold War was founded on spreading
rumors and conspiracies. In the United States, the most
prominent of these was the belief that the Soviet Union
would attack the country with nuclear weapons. At
that time, instruction books were published instructing

inexperienced citizens how to prepare, within 48 hours or
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Image from the comic strip
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Crumb, first published 1965
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Tamir Erlich and Noy
Haimovitz, Detail from Purge
(Aliens vs Predators), 2021,
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Tamir Erlich and Noy
Haimovitz, Detail from
Efficient Water Filtration
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pantyhose, and seeds

Fig. 4

Detail from drawing of
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the engravings of the French Renaissance artist Jean
Duvet, to the paintings of the contemporary American
artist Kehinde Wiley and the works of cartoonist Robert
Crumb./® ! In Erlich and Haimovitz’s exhibition, in the
absence of a distinct danger, the horror vacui becomes one
of the significant threats in the space, precisely because
it is normalized and presented as natural and integral to
the works themselves. It culminates in a relief piece made
of ceramic tiles, depicting a scene of destruction full of
objects floating about in the black void./19-2

Thoughts that fill the mind'’s void are usually about
our past or musings about our future, and almost never
about the present, our presence in the here and now.
The difficulty in confronting the present and staying in
the moment often produces stress and anxiety. In the
exhibition, the inability to dwell in the present merges
with a nostalgic indulgence in the past — a combination
that creates a dangerous state of stasis. The objects
incorporate styles and trends of different decades.
“@rass Head,” a common ornamental object in the
1990s, is turned into a multi-purpose device for filtering
radioactive water and growing edible weeds or herbs as
a superfood.ﬁg' 3 In the mural work, the tiles are coated
with a black glaze, which gives them the appearance of
a TV screen nestled within a plaster niche. At first, we
appear to be looking at an epic battle scene of ancient
empires or cultures, an archaeological relic preserved in
its entirety. The drawing technique and the myriad details
are reminiscent of images of ancient Egyptian or Assyrian
reliefs, such as that on a temple wall at Medinet Habu,
the ancient capital of Egypt in the sixteenth to thirteenth
centuries BCE. That image depicts a naval battle between

fig. 4 _ armed invaders that

Ramesses Ill and the Seaborne
raided the established civilizations of the Near East.’
But in fact, the scene is taken from the computer game
Alien Vs. Predator, released in 1994, which is about the
war of humans against menacing alien entities (from the
films Alien and Predator) that have reached Earth. The
image itself also combines different time periods, as the
futuristic Alien and Predator appear alongside a sports car
from the 1990s, and is entirely cast in the 2-D aesthetic of
video games at that time.

The profusion of time periods is also reflected in
the other objects in the exhibition. Most strive to look

futuristic and more advanced than their time, in what
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TAMIR ERLICH AND
NOY HAIMOVITZ: NEVER
LOSE YOUR HEAD AND...

Curator: Lilach Ovadia

Often, in times of disaster, be it war or epidemic, the
domestic realm becomes a safe place - one that can be
isolated and sealed off, removed from any threat. This

is even more evident when the population is asked not

to leave their homes. At that point, the home naturally
becomes a fortress that is supposed to protect us from the
evils outside. In this regard, one can think of the atomic
shelters established in the United States during the Cold
War, or of the “secure room” that Israelis were asked to
arrange for themselves during the First Gulf War. In their
exhibition at the Herzliya Museum of Contemporary Art,
Noy Haimovitz and Tamir Erlich invite us to enter a space
where objects speak the language of domesticity and
safety while simultaneously perpetuating and underscoring
the dangers lurking outside, which may or may not be
real. Ranging from the purposeful to the decorative, these
objects are blends of memory of the past and fear of the
future to come.

The reality of lockdown and sheltering at home,
prevented from engaging in one’s normal life routine,
may cause many of us to dwell incessantly on the outside,
on other people’s lives and other times. When one is no
longer niggled by the irritations of a busy daily routine,
the resulting “mental vacuum” almost instantly gives rise
to a state of introspection. In conditions of social isolation
and social distancing, the human psyche often suffers from
horror vacui (in Latin) or kenophobia (in Greek) — namely,
the fear of nothingness, of a void. In physics, the term
horror vacui echoes Aristotle’s notion that nature abhors
a vacuum.' In his view, any empty space will always strive
to be filled with gas or liquids. We find expressions of this
idea throughout the history of art, in various examples of
dense coverage of surfaces or of a work of art in details -

from the arabesque ornaments in early Islamic art, through
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Smadar Eliasaf,
Untitled, 2021, acrylic
on canvas, 190x150
JINN13 R?2? ,Q0UXR2R 1 TNO
7120 272[2R ,2021
190x150

medicine (and psychoanalysis), while the Chinese medical
system views the skin as a perforated layer - a sieve that
allows the flow of energy and “wind” between the inner
organs and the external sphere. This flow of energy is

the source of élan vital, the life power, the energy that
allows movement and vitality. Thus, Eliasaf’s new series
of bruised skins embodies the tension between these two
systems through the use of deconstructed, perforated and
permeable skins, which allow the exchange between the
internal and the external, self and the world.

My reading of Smadar Eliasaf’s oeuvre oscillates
between the concept of trace, the notion of textile as the
primordial sheet and structure of the house (and self), that
echoes the idea of the skin as a protective shield, and the
piercing of this external layer that endorses the image of
the inner nature to perform itself on the surface - body

and soul.




5 5 6 Gottfreid Semper, “The

Textile Art: Considered

in Itself and in Relation
to Architecture (excerpt)
(1870-3),"” in The Four
Elements of Architecture
and Other Writings, trans.
Harry Francis Mallgrave

and Wolfgang Herrmann
(Cambridge, MA: Cambridge
University Press, 1989),

pp. 215-263.
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Fig. 2
Smadar Eliasaf, from The
Black Paintings series, 2020,

acrylic on canvas, 230x190
(photo: Evyatar Hershtik)

Fig. 3

Shgji (windows) and fusuma
(sliding doors) in a traditional
Japanese house

7 Didier Anzieu, The
Skin-Ego, trans. Naomi Segal
(London and New York:
Routledge, 2016). Originally
published in French as Le
Moi-peau (1985).

surface.® Wooden frames, structured as a grid, were one
of the tent’'s basic assemblies. In the same vein, Eliasaf
has often linked together the fabric and the structure
in various ways.ﬁg' ? The wooden frame grids also echo
the plain structures of the classic Japanese home, which
features lightweight windows, structured as a grid covered
with paper sheets (shoji), and movable sliding doors of
thick paper (fusuma), that divide the interior."% 3 In the
course of articulating the relationship between textile and
frame, fluidity and structure, stability and mobility, Eliasaf
deconstructed the wooden frames and reshaped them into
newly invented shapes: within the textile-structure-tent-
house relationship, she has created a series of objects that
demarcate the location and boundary of space, declaring
it to be her home. The house is now a brittle structure,
enduring the disasters outside that ultimately impinge
upon the protective walls, exposing their fragility, while
the shielding doors collapse into a set of deconstructed,
fragmented, and sectioned objects, that have fallen
victim to the pressure of the electric saw, reshaped after
the raging storm that had tossed the house about. The
deconstructed frame restores the texture of the textile as a
soft and mobile substance, flexible and portable material.
Eliasaf moves the malleable objects around, making them
seem even lighter than they are, as they become fragile
sheets of separation.

The final series presented is an allusion to skin -
the epidermis, or more precisely, wounded skin. If the
previous group was suggestive of Semper’s textile and
architecture, in the wounded skins of the new series
I see an echo of Didier Anzieu’s The Skin-Ego.’ Anzieu
articulates the skin as a protective layer, a shield and an
interface with the world. The skin is the layer that forms
the boundary between the inner (self) and the outer
(world), much like Semper had related to textile, making
the two constituents - the expansive large flat sheets of
skin and canvas - similar and associated together. Thus,
unexpectedly, the new series of skin paintings continues in
a similar vein as the original fabric structures by creating a
layer, a boundary, a shield of division and separation. Yet
Kuriyama Shigehisa, in his comparative study of classical
perceptions of the body in the Greek and Chinese systems
of medical knowledge, highlights the difference between
the two: the skin-as-shield-and-boundary between me

and the world is the most common perception in Western
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Fig. 1
Ogata Korin, Rough Waves,
1704-9, two-panel folding

screen: ink, color, and gold
leaf on paper, 146.5x165.4,

Metropolitan Museum of Art,

New York

5 Rather than wood or
stone, as is more commonly
thought.

choice. Eliasaf’'s works paint themselves in the manner
that certain photographs occur accidently, rather than
made intentionally. In this sense, | refer to these paintings
as traces and testimonies - a set of silent evidences to an
action that took place in the past, a process that occurred.

The dark aspect of Eliasaf’s art is also associated with
the presence of dark colors and the glow of gold and silver
in the darkness of the chamber. In his book, In Praise of
Shadows (1933), Tanizaki Jun’ichro addressed darkness as
an indispensable element of the beauty, presented through
the glow of lacquerware in the dim space: "Sometimes
a superb piece of black lacquerware, decorated perhaps
with flecks of silver and gold...in sparkling patterns, must
surely have had in mind dark rooms and sought to turn
to good effect what feeble light there was.”* Tanizaki's
reference to the presence of black-and-gold is often
associated with Rinpa* aesthetics in Japanese art: the use
of gold leaf over dark surfaces creates a sense of glitter
and movement. This style was derived from the work of
Ogata Korin (1658-1716), who started off as a lacquerware
artisan, and subsequently extended his skills to large-scale
paintings, screens (byobu), sliding doors (fusuma), and
ceilings.9-

The relationship between small, personal objects
transformed into large-scale art panels is echoed in
Eliasaf’'s own practice: early on in her artistic development,
she used her own garments, soaked in paint, to smear over
the surface of the canvas - and the painting recorded and
memorized these performative events. She then followed
with home textiles - towels, bedsheets, pillowcases, and
the like - to embody her movements and gestures, transfer
her body’s actions and register them onto the canvas.

In his canonical (but unfinished) text on Textile Art,
Gottfried Semper (1803-1879) asserted that architecture
originated in textiles.” The tent, he argued, exemplifies
the need to demarcate the boundaries between interior
space and the exterior, thereby embodying the interface
between textile and space, textile and architecture. Early
structures, he thought, were made of fabrics stretched
over wooden scaffolding to create those margins. After
discussing the relationship between thread, yarn, knot,
plaiting, felt, and weaving, Semper directed his thoughts
to the relationship between dyeing and printing, or textile
and paint - by means of soaking and tanning, to make

the fabric an agent of pleasure in the end result of its
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SMADAR ELIASAF:
FIRE AND DUST

Curator: Aya Lurle
Text by Ayelet Zohar

In a room of her own, Smadar Eliasaf’s studio is a camera
obscura - a dark chamber with murky walls and small
windows, a space that generates images as traces of touch,
imprints of her movement, body, and skin. The metaphor of
the dark chamber as the location of the photographic image
operates in more than one way, when it comes to Eliasaf’s
working process: the paintings are performed by the walls
and the floor as the painterly apparatus, in a process that
corresponds to photography and Automatism. In this way,
the paintings reflect the dye on the floor, becoming identical
twins that mirror each other.

Eliasaf embarked on her artistic career using
photographic prints and creating images that function as
traces of presence. In her early imprints, the photograph’s
surface was further manipulated with sprayed paint,
blurring smears, and texts, to create a new type of image
that amalgamates the traces of light with those of paint
and lettering. They are indexical traces of presence, an
ultimate present-time with no past or future, as in the
Buddhist concept of the tathagata, “that had come, and
gone” and has left a trace, mostly in the form of footprints
(Buddhapada).’

In reading Eliasaf’s studio as a dark chamber, | refer
to the non-voluntary nature of her images, which are
created in an unconscious process. When Walter Benjamin
first wrote about the presence of the optical unconscious,
he was referring to photography as a medium presenting
something beyond the visible world, then expanding
on the meaning of photography as a process created in
parallel to the birth of psychoanalysis (which was invented
around the same time), following Freud'’s reference to the
process of photography as a metaphor of the unconscious.’
The paintings, therefore, occur in a process that lies

beyond sight, volition, consciousness, decision, or even
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