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90x72 17 NP2 1102771 ,2011 ,Daily Bread 7102 ,w”p1 ,0p18 xR 112x140 1”7 NP2 70D 2011 ,Daily Bread 7101 ,0°10 ,0p18 keSS
Eyal Pinkas, Zachsh, from Daily Bread, 2011, inkjet print, 9ox72 Eyal Pinkas, Tennis, from Daily Bread, 2011, inkjet print, 112x140
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112x140 ,1°7 NP2 10977 ,2011 ,Daily Bread T2 q12 ,0p38 SR 100x125 ,1°7 NP2 70977 ,2011 ,Daily Bread 101 ,0°p17° ,0p12 SR
Eyal Pinkas, Shelf, from Daily Bread, 2011, inkjet print, 112x140 Eyal Pinkas, Greens, from Daily Bread, 2011, inkjet print, 100x125
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50x33 ,1°7 NPATI2 710277 ,2010 ,NAND x99 ,777w M0 ’'P7 421,877 ,2011 229K 777w M0

Tamar Sharara, Untitled, 2010, inkjet print, 50x33 Tamar Sharara, Alibi, 2011, video, 4:21 min.






26 MFA D1 11nR2 °1v XN

7PN T3 DR 71Dy
Ophra Eyal Gur Arie
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Ophra Eyal Gur Arie, Cylinders, from Collection#Brown, 2011,

acrylic on wood, each cylinder: 8, height: 145, 124, 110
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22.5%31.5 ARTTOR DY P27IpR 2011 ,01M=A0IR TI00 ,A1°0 2Y OIR 778 713 7K ey
Opbhra Eyal Gur Arie, Man on the Moon, from Collection#Brown, 2011, acrylic on MDEF, 22.5x31.5




133x92 AR™TOR 537 P’5’7PN ,2011 ,011#90R 101 ,HD ,7°IR M2 5oR n1ay
Opbhra Eyal Gur Arie, HD, from Collection#Brown, 2011, acrylic on MDF, 133x92

WHOARIITIED

VEIHSOl
& ce

—
e
1= &

A
FRAGILE

A -

102cm/a0” '_ | e
|

Leading Innovation >>>
Wide Screen LCD Television

R FULL HD




rénkal

33

32

MFA D1 11nR2 °1v XN

A% 5w nubmna mpaannb oonyb
XD 07712 WwpRw AR W 072703
M2 .CORIWBONPM 1O Oy 0Ty
oy PRPA DR DRWS 0omh¥m o
AYPYITW APAIART DX 02N2 07X Of
70 DX O3 DTN M,

R 03 Pawna np? prIan 2%Hn
7 .INRD TEnd o7aw S mIwexn X
nIANM IR PR W neTan noayn
TEnh MIWwARA DRYpY ATHa LCTTRR
JAt Sw %773 aMbn RO OIR INRD
PR — “IPIPRR” TR0 0027 9127 A
T IR LONWA DN P2 — DImm
YOI WK AT XA NPAY 2120 ,NNT Oy
P17°aR DX AN 922 Pt AR DX
MnbyIn PR mon

AI%% D1ANY AMZ2 (AN IX) 0727
YRR JIYR AN 19N OYY wnd
m2ws Mpeaoy bw pITn sonvw ompn
mawnn bw pITn sANR 7o nawd maw
IR Oye 9 Y nonw A1 nmynwn

AN mynwn S el pnvn v
o1 MRy 1w 0137 NN T By
SN WIN Nwn 2 0Rem e
Sw 172 TpPya wea TR X3 prwnn
Sw orn Danm vk @I 5rnm M0
TR IRY IDORIW DI BY TN KR
Ty MY AD0IN DY XA N2 Avwen
230 W0 WYR 12 wRANRY 230 13U
19132 yNYN? MWy

Y110 773 N AYY1 01377 P2 N0
mynp i Anzy 121y mynwen bw
SOV 1R NYYID R 12 0w TN
INXY OX 03 “NAR2” OWY3 071377, 7190
TR 730 0INR TAYM Mynwn 193p° 191
naPT MyRwnn LAwYn 1 one vw
I PITAM NP NPP0IVIR NWYN
PIANM T2 ,0°1377 Pw oMM AN¥IND
nene oMk poRn XY Ty ,A0M v
TN O WARN KW 71183 ,yAY3 2
77913

8% 5130 Aan kD% bysmw ynbn

{alekaiisRrio
1al Broitman

AP0 IR I PRAYR I UPTRY
“Ppan“2 oW Yax2 MY X1 131 I
PAIIRI X T2 03I vEA N2 % TRY
RPN R
MIPR P AR 0% M2 K? Mat onys
DA ATy TIN2 LPTART PY 1TPAM
TOAY DXOXIVID 12 ¥ OX MAT? TwaN
oW R MR T OR O3 ,TRn P
D°1w 19°EXY DTN PTIV02 "IN 10WH
TV Dapn KT AWD WK TP YA T
5w mpna 70 — 1 7172 03 7huInthIo
oxy® 101D 117 OY ORI KT, VPN
X7 ,190X3W 0°7277 07 OY PTIV0 MY
.0%pn 02N
ARy Y nnnw newirarn ayen
M Sw PR cprTn Bw xR 1ol

SR L,A7°WP 200 ,070%0 PT_PH
,PTIV0Y PINA AN Cbw AR
5% 7172 oAw on Sw MovRa
o21ynn PN DN WANYRY DOUPTAINR
SJNE OA2 PR ON20Ww ,D0%BNR Lwynn
Y oA vr 0°27 0IpRa LATIRY 519720
TR PRI On AP 113y PHVIYIo
JTTPXOR MY 1279 VS 1PYIen 12207
I I IPANIR KW YR DAY 9197 pani
ON37p2w DWIRM OIPRA DX 19102 39107
AR DAY 1T yAN PW PR Y X7
D™y AR 09YR TAR 09 W Taynm

JIPLOR NPRY 1MY?
0272 Y2 vy IR Mwbnnn
mubnn n 093 N rTvo? WwIrw
1wn MR NP NPLIRIVIK



| 2011 ,1°71002 ARIM ,TAV72 5y '
Tal Broitman, studio view, 2011
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Tal Broitman, Head, 2011, mixed media
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60x50 ,72 YY 1AW ,2011 ,iN*1D DI 7702 ,0°0°1 P21y 50x40 ,72 9Y 1AW ,2011 ,20YNIT ,0°0°1 P21y
Inbal Nissim, Well, come in, 2011, oil on canvas, 6oxs0 Inbal Nissim, Were you surprised?, 2011, oil on canvas, sox40
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Inbal Nissim, studio view, 2011
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21772 1912
Boaz Barkani
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192x225 72 %y 1YY N»wyn ¥ax ,07n2 s ,°3PR21y12 192x225 ,72 %y 1YY "N?wyn ¥a% ,2011 JOIRRP?2 — *K12 7177 ,°3P21y12
Boaz Barkani, Untitled, 2011, industrial paint and oil on canvas, 192x225 Boaz Barkani, David Bowie — Blackout, 2011, industrial paint and oil on canvas, 192x225




49 48 MFA m»1nxa *1w axn

190%230 ,72 2¥ 101 *NwYN Y% ,2011 .07 KDY *3p72 1313 192x225 ,72 5¥ 101 *NwYR Y28 ,2011 07019 KDY ,°3p72 1313

Boaz Barkani, Untitled, 2011, industrial paint and oil on canvas, 190x230 Boaz Barkani, Untitled, 2011, industrial paint and oil on canvas, 192x225
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110x80 ,URPIVID ,2011 ,217% 193 770 Py
Irit Tamari, Yellow Balloon, 2011, photocut, 110x80
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256x80 ,LXPIVID ,2010 ,0°37 ,° AN DY
Irit Tamari, Fish, 2010, photocut, 256x80






gy 57

MFA D1 11nR2 °1v XN

7] '757 vy ,1%°P0 ,2011,’3 N°10N ,70M ‘737’
Yael Ruhman, Plan C, 2011, sketch, pen on paper
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apnn nn vIe ,019%n ,2011 /3 1°3190 fif~=inl by 1:50 17°1 13p ,4.80x11x8 5T ,2011 /3 139N L]0 by

Yael Ruhman, Plan C, 2011, photograph, detail from a research Yael Ruhman, Plan C, 2011, maquette, 4.80x11x8, scale 1:50
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Yael Ruhman, Dimensions Variable, 2011, kinetic installtion, detail, dimensions variable
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"P713:30 X ,2010 11D ,03BDK T
Zohar Elefant, Sivan, 2010, video, HD, 13:30 min.
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Zohar Elefs Maya, 2011, video, HD, 10:00 min.
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Ady Shimony
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Ady Shimony, Man Ascending to the Sky, 2009, video, loop
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Ady Shimony, Untitled, 2009, digital color print
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20x14.5 ,M¥PO 180/712193 ,2011 ,2011-2008 PXRIL* 1977 NI
Ivonne Dippmann, [srael 2008—2011, 2011, double spread/sketchbook, 20x14,5



250%250 ,7°573 , P AP NN MRINAZ 7877 1R
Ivonne Dippmann, Au revoir Ivonne, wallpainting, Berlin, 250x250
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170x125 ,0°217X °% 72 2

Ivonne Dippmann, Interrelation of Parts Dropping Down #1,

2011, 2 interwoven canvasas, 170xI2§
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7555 ,0178N ,2010 ,77°0 X PN nanwn MK IRT PR 9%N ,2011 ,77°0 *IR kAl

Chaya Ruckin, 7 Boat, 2010, photograph, 75xs5 Chaya Ruckin, 7 Boat, 2011, video still, dimensions variable
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Nissreen Najjar, 7o Go Lost, 2011, intallation detail, tar and wood, sx54.5x60

A—

IR’21 71°703
Nissreen Najjar

ALY NI WITA MIA PRI
ym 5w ATy IR L3 INwa
DPIYA WRD LMRMIT MIZ01 200
T2 *100 0739 A191302 AM? MM
YT DR 093 MXERAR pMInT 100
NMIRTZA KOKR ,021y2 Nobmn NIXER PRY
JURTR ARG MW

vin S npMa W nynynn nax
1po?s M7 7030% onra nhaban
[2yn — 1w APRY 7RI 27p2 0 DRI
STIRA ANAM 07R

NwnwH *IX 173K 'HD’X’:? .TIDZ?:?
DX ORI AW “NRaInD” 2R LR3IN®D
oIPwH MyNIn Chw Mananm mananan
nIYY oeUnManm orweRn o0weIen
mpI2m 772 °nb2 M N2 DR T
T2 09 R1IPD WER A2 KD
W KLY X730 “TRD N2DD” wman
NIMaR (MR SW) *M1a7n-0370R MR
XIpIw 5w yonun .myond nonnm nnsy
,87PTITY PR OY MTANN 2R,
73 MR NTAVIVOR 07 OICIww Dwn
TN 12 Nn%pn APNon Mnd b
5X A% XM IN01 M3 0307 ,ATPUITY
MINZIND 99M NIPRA IWRD P nown "o
nrnaann L nrYtien nwaanan
AN NPPHOYeR AN2NN 12 MPMAINm



90 MFA D1 11K °1v XN

5x54.5x60 ,'¥1 NAT,2¥°1 71NN 0D ,2011 ,TRD 19595, N33 1"701
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120x120x90 ,0°3021M 13°W "Pw ,2011 ,Back ,n% 773°

Yaara Zach, Back, 2011, sleeping bags and zippers, 120x120x90
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12mn Aannaw Sora nba 1°2 NN NNY 213 NYIZT ,079 ,2011,3.60 ,N¥ 7Y 1126 ‘DY
45x102x192 ,7131XN 2291P W Hp°3 D°DIXA H172 MV ,WINA TIMm
p. 126: Yaara Zach, 3.60, 2011, detail, black rubber band joining the segments of a standart basketball

cut-out and reattached, nickel platted iron rods from fashion racks, 45x102x192
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Faten Nastas Mitwasi, Bethlehem 2011, 2011, detail from video, audio visual installation Faten Nastas Mitwasi, Bethlehem 2011, 2011, detail from video, audio visual installation
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Faten Nastas Mitwasi, Bethlehem 2011, 2011, detail from video, audio visual installation Faten Nastas Mitwasi, Bethlehem 2011, 2011, detail from video, audio visual installation



yrn

105

WX YR yTE oy Y10
YO APRY R 12 WIWwn INRY 09yl
TN T R0 WY YT AN
D73 A 77T IR NITVIYR L0MmY
) ,55na mnou bya oo vprarh yrnn
XMW Tonn b wannn *nan bRexaman
noTymm AR o2 WEYL omra oM
X1 MR ARPOYRY TORWA W NN
DnbyIw 9758 W M7 3R 1Nl 7300
NTWAR *2 NIM3 X° 5513 111212 0N
DY NTIWERT DY wInn Ay:n by 2wn®
PPN

7oIn CIX VPY MR pPbpin
“ONPAR” TP MIT P2 91237 IR wOwn?
DINOIRAR TN W 2WNN XU 7P?
JMDWR MMM C3bw I
-7 12 "aynm 72°vpaoIan bw mrhwRn
0°2°37%7 07 "1 9Pna Tan-nbn Ten
.52y "3 DMRY

5w anPa °0°037 Awynn ,nyTe

12 MM T YonY Maynn — MInkT
WM "IR O37TY 0°197MR 020370 of
Of TR0 AN XA °D DY mMmayn by
MW 071D oomn

104

MFA D1 11K °1v XN

128 92
Bar Faber



Nnwn M1 ,1°7 NPATHA 7097 ,2011,0I012 X927 ,73D 72 :°R37 DY TIRY T Ty
This page and the following pages: Bar Faber, Untitled, 2011, inkjet print, dimensions variable
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Lena Gomon, Untitled, 2010, archival inkjet print, s1x34 Lena Gomon, Untitled, 2010, archival inkjet print, 51x34
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Lena Gomon, Untitled, 2010, archival inkjet print, s1x34 Lena Gomon, Untitled, 2011, archival inkjet print, 51x34
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50x70 ,LpP>7 ,7}7 00w 'TN’71|7 ,2011,2 777 ,°37R °317
Ronny Carny, Spine 2, 2011, oil and paper collage on plywood, sox70
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onny Carny, Campuses, 2011, installation view, paper and acrylic paint on walls, dimensions variable
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Ronny Carny, Campuses, 2011, installation view, paper and acrylic paint on walls, dimensions variable ———
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56x70 ,Bilder Fleck T 12917 1R 56x70 ,Bilder Fleck Tinm 10917 1R
Oran Hoffmann, from Bilder Fleck, s6x70 Oran Hoffmann, from Bilder Fleck, 56x70
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2011 ,71¥°P0 , TLV-SRG ,]n271 771X
Oran Hoffmann, TLV=SRG, study, 2011
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Oran Hoffmann, study, 2011
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Naneci Yurdagiil
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Naneci Yurdagiil, Portrait of Allah — Portrait von Gott, 2010,

installation at Wiesbaden, Black texture printed on clear adhesive film
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Naneci Yurdagiil, O.T. — zeitgeist, 2011, neon tubing gold, plexiglass, adapters, cables, mounting, 43x16
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Avshalom Suliman, We're All Here To Go, 2011, a.luminum: florescent light, metal wires, electric wires, 350x300%300
w170 /101 ST-ART % 12770 Dno »na hizihhaiEial
The work was made possible by the generous support of ST-ART and Serge Tiroche
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11x64x31,P27 ,7Y ,P’UU’?D 0IYR ,2010 ,NIMI KPP ,°POT720 271 2x12x6 ,0°0337 ,P°VO?D D10 ,2011 ,72°WVIN NN P20 271
Merav Svirsky, Untitled, 2010, plastic plane, wood, adhesive, 11x64x31 Merav Svirsky, Rotschild Blvd., 2011, plastic horse, magnets, 2x12x6
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Merav Svirsky, 10% Salt, 2010, jar, egg, water, salt, 14x14x28 Merav Svirsky, Untitled, 2011, toilet paper, sand paper, wire, clock mechanism, 6x11x12
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160x110 ,°2°378 7771 %y 177 NpATi2 70977 ,2011,07M2 X9% ,00 077

Hadas Satt, Untitled, 2011, archival inkjet print, 160x110
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55x%37 ,°2°27R 7] 557 "7 NPpATR2 71097h ,2011,07M2 X595 00 071
Hadas Satt, Untitled, 2011, archival inkjet print, s5x37
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100x70 ,°2°2K 71 5}7 1°7 PP 10977 ,2011 ,733010 ,LO 0T
Hadas Satt, Present, 2011, archival inkjet print, 11ox70
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Simba Talalacvsky
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"P720:02 ,IXT™ ;2011 ,XV°27 2°28"2N ,°p027Y00 ANnw

Simha Talalaevsky, 7él-Aviv DeLita, 2011, video, 20:02 min.
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"P720:02 X7 ,2011 ,XD°2T 2°28"2N ,°p02>7000 Annw

Simha Talalaevsky, 7el-Aviv DeLita, 2011, video, 20:02 min.



social and cultural clashes between the
Palestinian and Israeli societies. The
street is full of eloquent honesty and calm
confidence. Here, the street appears in
silent scenes, with wide open confused
eyes and an expressionless face. The
street is detached from reality, embodying
the notion that there is no absolute reality
in the world, but rather different realities
woven by imagination.

This deceptive truth makes me
feel confused regarding the conflict: a
Palestinian street in Israel, living in a
nation that is not its own — the agonizing

past and the Lost present.

Simba Talalaevsky

See p. 163

Tel-Aviv DeLita, 2011, video, 20:02 min.

Translation  See p. 159
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were everyday objects and collections of
ornaments belonging to different periods
that he found on his market excursions. In
his estate he left manuscripts in which he
described the experience of painting man-
made objects “as a means of feeling the
history of the object and whomever was
involved in its making”. He had “heard
the speech of the inanimate” and claimed
he discovered a new sense, which he had
named “sense of painting”. After his
death it was discovered that he replaced

the objects in his home and studio with

objects he painted.

See p. 157

Untitled, 2011, archival inkjet print, 160x110

Sunset

"In the past, when they wished to dismiss
something they used to say,

look at the shape of it".

(Urgent Matters, Israel Eliraz)

A prolonged duration of looking and
staring created a situation of observation
and at times anticipation, as you almost
always expect something/observe
something. These led me to reflect on
an in-between state, intermediate time
between sharpness and blurriness,
movement and stagnation, sky and water.
This center creates a state of delay, a
deceleration that does not stop time, but
attaches to it and dwells in it.

The act of gazing accompanying
me from an early age is a place where
things lose their context and elude their
functional meaning and role in the world.
There is that moment when you receive
a paper-wrapped present. That moment
stirs opposing needs in me, to rip and to
preserve.

The state of sunset produces a fantasy
associated with other worlds, but it
simultaneously illustrates the time passed
at the moment of observation. A point of
transition between times that became a
symbol of romance, of beauty and of death
for a reason. The ability of observing the
time of the cosmos, its direction, when
joined by bright colors and extreme

transitions from light to darkness, creates
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a screen-like experience, whose end
brings about numbness. This is a worn,
mundane experience, an experience of
decisive moments in a reoccurring event.

The closer you get, the less you see,
there is a certain merger, the borders
are hazy, nothing resembles itself, and
is difficult to situate in space. A situation
taking place on the threshold, at the
surface's edge. An unclear transition
between images' planes comprises a
structure that has no center or ends, and
an inability to estimate the distance.

In the photographs, things change
their location. When they are displaced
from their location to a new space, they
transgress the line between reality and
fantasy and become objects of desire. The
testament to their existence in the world
exposes their semblance and dissuades us
from seeing them. The photograph does
not wish to be an image of the world, but
rather an effect of some kind, preventing
it from functioning as such.

A stretched gaze turns into a surface,
and brings about the inability and

unwillingness to settle in place.

Nissreen Najjar

See p. 91

10 Go Lost, 2011,

installation detail, tar and wood, 5x54.5%60

To Go Lost  As an Artist I function
as a translator. [ translate my observations
concerning personal, social and Political
changes that my Homeland is undergoing
into a visual language. Within an unclear
division and unclear Identity.

I can be called “Hybrid”.

“To Go Lost” introduces a new subject
matter into the Transculture (Identity)
cycle. The title itself refers to Journeys.

My Journey entitled “Street” combines
resistance of hegemony and co-existence,
as both are two vital strategies for living.
In spite of the contradiction between
resistance and co-existence, the conflict
remains hidden and surfaces only when

imbalance results from the political,
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Inbal Nissim

See p. 43
Were you surprised?, 2011, oil on canvas, 50x40
Spinning Around A physical

motion, the movement of the body
towards something that is behind it.

There are different kinds of spins: partial
spin — when only the head and gaze are
turned backwards; a full spin — the entire
body completes a rotation and returns to
its initial stance; a rotation towards the
opposite direction, one that transforms
what was thus far visible into something
hidden behind the back, a lose; break-
dancers spin on their back, contorting
on the ground like an upturned turtle,
pulled in, spinning in varying speeds and
impressive control. The ballerina is noble,
poised and delicate, head held high she
spins around herself, her gaze is turned
to the same direction the whole time;

and there is whirlwind — the motion of

thoughts, questions and feelings.

In Hebrew vernacular, the word for
"Spinning" or "Turning" also means
aimless wandering, mostly along the
streets of the city. The term is also
associated with going out for a stroll,
laziness and boredom. This can be charged
with a sense of danger, going around at
night, going around the neighborhood,
markets, the mall or the woods. Like the
hawks circling the sky.

Why does one walk around? Searching
for something? Waiting for something to
happen? Something drives and motivates
one to get out, inspect, search, complete
a circle, go back, undo. The motion is
perpetual, striving to grasp each and
every time. It reveals, identifies and
exposes, strips the event from its source.
Sometimes walking around can bring
about a calamity.

Spinning around creates wind, it whistles,
whispers, blows away and scatters
everything around it, aimlessly cruising,
driven by forces adamantly pushing in
every direction, going nowhere at the exact
same time.

It is impossible to capture. It is immense

and expansive, has no boundaries and is

even greater than what contains it. When
it becomes an action, it intensifies further,
it has the power to move what was halted,
to pause what was active and create an
event that brings forth destruction. Then
you must become proficient in losing.
The spin forces whatever it spins in to
spin around itself — lose, find again, lose,
find, lose again. It engulfs what is there,
the observable reality, until it is satisfied,
and turns away to search for what has
been lost.

In my work process I am motivated by this
spin, and motivate it back, it is an internal
and external force in my practice and a
strong force present in life. I move back
and forth: between spinning in and out
in exploration and the moment when the
spin becomes an action. At times the spin
becomes a whirlwind, and then I work
almost without thought. Does it control me
or do I tame it? Painting starts a painting,
the motion generates itself. It is an intense
experience involved with expansion and
growth, disappearance and reappearance,
the surprising, the unpredictable, loss and
revelation. In it is mostly involved with the
motionless opposed to the spin.

In the course of the work some paintings

are altered or completely erased, but they
hang around me in the studio like ghosts,
while I try to think that the loss does not
imply disaster, and voice the spin with its
presence in me. The failure of imposing
order in the spin provokes irritation,
curiosity and wonder — I am motivated by
these.

I am passionately carried away with it.

Ophra Eyal Gur Arie

See p. 31

Man on the Moon, from Collection#Brown, 2011,

acrylic on MDEF, 22.5x31.5

Still I have read about a Flemish
American painter of the second half of
the 19th century named Sebastian de
Hensel, who used to paint trompe-1oeil

paintings for a living. His subject matters



head lying on my plate but it turned out
so spectacular

The dead gaze in the photograph staring
into me on the plate it was drowning in

sauce

I took a pair of scissors and put the vivid
green back in the chicken’s eyes

I stuck the crest on the stem

Oran Hoffinann

See p. 133

from Bilder Fleck, 56x70

Sobject There is something deeply
unsettling and restless in an erected
object. As an entity that holds a life within
itself, it struggles with its digression and

that is what keeps it in existence.

The Sobject is an object that has
surrendered to subjectivity. The
mourning for this is its sobbing, the
affected state through which it wishes to
be remembered . The retrieval of its past
and the failure to do so, is what ultimately
becomes its form. Its spatial engagement
is shaped by its past transgressions while
it remains as weak as its own weakness,
this inclination gives way for its survival to
be apprehended.

The object it used to be is no longer,
now that its subjective values are an
urge themselves. They impel to reveal
themselves, to manifest, to be perceived
as mourning for their own past. It has left
the object domain but is facing it while in
continuum. Its intersubjectivity cries for
lamenting, the sadness is its animation,
because that is what makes it exceed its
own previous state; it is beatified.

If recollection is a process, then
through the gleaning of a past, it is what
it is and becomes a forgetting for an
everlasting present to show attendance.
The remembrance is the recollecting of
a state in which the senses were touched.
Through this, it comes into appearance.

The usurped fathomable is what
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exists between the lines. The nothing, the
indefinite, the void, the in-between, the cue;
these ultimately result in the ineffability of
thought, the lack of having a language to
explain to us that ‘we understand’. Where
seriousness was not created, sentiment
comes in. This a posteriori love for Eros
(Psyche) focuses our amazement, for
there is reason to impose penance upon a
creation, as in a return to the elsewhere, to
the clairvoyance.

It is positioned in the epitome of its
loneliness, and it is there that creation
comes into being. Through mediation
in sotto voce it utters for us to hear what
can hardly be heard; the future’s past is
how it is to be foretold. There it should
be constructed and challenged; the stelae
stand firm with their epitaph as their
expression (mourning). The laureate of
hope and past conduct laments. ‘Ti esti’
loses its relevance, as thymos is a mere
argument in search for recognition.

Abominable algophilia of its previous
form makes an ethical attempt towards
pity of the lost. The fatality of the neglected
dissent towards its share within the lost
familiarity, this is what exhales its sorrow.

As it is still an object, its sadness is directed

inwards as a heritage. The cognitive ability
to consent is an antilogy to a reoccurring
within an occurrence. Therefore, as a
mere thing of the past that holds on to its
misery, its mourning is gone, although it
still takes place.

In melancholia one breaks with reality.
The breaking is a bond with oneself and
with the awful quiet and unfulfilled.

It is here, a trace, where it is located; a
moment of dislocation, for a grieving, and
of a past. The subjectivity it maintained
has lost its potency. It is a prolepsis, as it
is situated between time. The perennial
displacement in a disjointed way creates
the place where the enigma can exist
within this perplexed foretelling. Being
evanescent and fragile it is both deeply
moving and moved, it transcends beyond
what is known, it greets us as a salutation

of parting.
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explained that repetition and recollection
are in fact the same movements going in
opposite directions; that is, what one recalls
had already happened, we return to it and
repeat it, thus going backwards. However,
in real repetition one recalls forward, we
re-live reality which is happening now.
Therefore, in the act of reconstruction we
move backward: we repeat the event — the
act of recalling; at the same time we also
experience the repetition of the event,
we repeat it — we remember forward, the
repetition creates something new.

The attempt of reconstructing a
particular event based on photographed
or written evidence creates a new event.
The language in which the artist chooses
to execute the reconstruction determines
the type of renewed event - the particular
moment and the duration of time spent
in it, the medium in which it is executed,
the manner in which the model is
reconstructed.

Repeating an event introduces the
question - what moment does one choose
to recreate: is it the moment of trauma, in
which time has stopped still? The frozen
gaze, which essentially recreates the space-

time of the participant in the actual event,

more than the gaze of the outside viewer?
The moment of anticipation preceding
the predetermined end, the imminent
disaster? Or do we choose the moment
after the event had already happened?
The repetition paradox originates in
the fact that one can only discuss the mode
of repetition in relation to its influence on
the viewer’s awareness; and that in turn is
actually influenced by the viewing of the
repetition itself. The decision of executing
a reconstruction in the medium of video,
focusing on the moment preceding the
disaster, creates tension between the
viewer’s preliminary knowledge about
what is about to take place and what
happens in the reconstruction: will the
repetition of the event unavoidably result
as it actually happened in reality? Is fate
sealed in advance, or perhaps the artist
had decided on a different, new end to

the event.
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Zobhar Elefant

Sivan, 2010, video, HD, 13:30 min. See p. 67

Repetition
First Repetition
Jonathan

One more time, dad.

Dad
But Jonathan, we just finished
reading the story. Enough, it is

time to sleep.

Jonathan

One more time, dad.

Dad

Fine, last time.

Jonathan
Last.

Second Repetition

Twelve terrorists. One cop.

The odds are against John McClane...
That’s just the way he likes it.

Third Repetition

Did you ever have a boomerang you did
not throw return to you?

Is that a hint?

It’s an option...

(from The Obvious, a play by Joseph El-Dror)

Fourth Repetition

This moment.

Irit Tamari

See p. 55

Fish, 2010, (detail) photocut, 256x80

Slippage

The green paint of the leaf stuck to the
photograph, leaving the stem bare

I wanted to be repulsed by the chicken
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one more lover
one more brother
one more house
one more fight
one more fear
one more right
one more lie

one more tear
one more hope

one more

Ivonne Dippman

See p. 81

Interrelation of Parts Dropping Down #1, 2011,

2 interwoven canvasas, 170x12§
Partially My favorite stone is a
diamond. It is pure and contains the
universe. I readjust my haircut often,
it marks a change in my life. I like to be
alone, it’s honest I think. In the morning I

get up very early. I don’t drink coffee, only

tea - without sugar. My favorite place is my
bed. I could stay there for days and hide.
I don’t go out at night, because nightlife
bores me. I don’t understand people
who need to display their charms in bars
surrounded by the violence of the noise
of others. I am single. I don’t believe in
marriage, it somehow reminds me of fitted
kitchens. The vows “forever” and “never”
trouble my mind. I hate liars. I dream
almost every night. I dream in color. I
never had a television and I avoid black
electricity cables. Every day I remember
my childhood. Iloved to eat spinach and to
run in the woods. Most of the time I spent
with my grandparents who lived around
the corner. I miss them. I love fashion,
but I truly don’t like shopping. It is an
unreasonable demand to spend time in
shopping malls. I started to dislike them
when I lived in America. I find high heels
very appealing and sexy, but I cannot enjoy
wearing them. They reduce my ability to
walk fast or to run. I am not a dandy.
When I move freely I feel alive. The desire
of arrival? — I deny. I strongly believe this
thought is misleading and of possessive
nature. I am afraid to forget. My friend

said you never lose your life, but I am not
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sure about it. I spent hours remembering,
reassuring my very existence. The brain
changes memory over time. The “actual”
situation back then remains impossible
to remember. This is not fair! I take
many pictures, but I never make back
ups. I print. I love unconditionally. I
cannot break up with people I love. I feel
empty when they leave my life. To let go
is something I haven’t learned yet. I left
many times. Leaving belongs to the most
exhausting experiences in my life. “In
between the gaps” I sit down. I have my
eyes closed. I break. I don’t understand
the meaning of God. Sometimes I pray
and I am very impressed by old churches.
A great occasion to experience silence.
I believe in ghosts. I avoid taking the
metro, because I don’t feel comfortable
to be underground. If T go by bike I am
afraid to die. I spent most of my money on
food and books. My fridge is always full,
my mind too. I haven’t met an interesting
person for a long time. It becomes harder
to meet someone who I can really talk
to. Most of the conversations end with a
compromise. Sometimes it is very hard to
believe that everything that happens is for
my best. Today is Friday. It rains.

Ady Shimony

See p. 73

Man Ascending to the Sky, 2009, video, loop

Repetition The dialectic of repetition
is easy, because that which is repeated has
been, otherwise it could not be repeated;
but precisely this, that it has been, makes
repetition something new. When the Greeks
said that all knowing was recollecting, they
were also thus saying that all of existence,
everything that is, has been. When one says
that life is repetition, one also says that that
which has existed now comes to be again.

(Repetition, Seren Kierkegaard)

Historical events were always reconstructed,
whether for the purposes of research,
education, entertainment or art. When
we wish to reconstruct a moment from an
historical event, we perform a repetition

combined with recollection. Kierkegaard
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but in fact, an internal change of such
a structure demands its dismantling
and restructuring. Additional elements
infiltrate the ideal space, changing its
original nature and fixing it: electrical
sockets and plumbing are gaped in the
walls, employees personalize it with
photographs and objects, the space
becomes specific, final and more resistant
to change.

I am interested in the gap created
between the ideal of the object comprised
of units and a desire to spread throughout
space, and the collapse of the potential of
infinity — that is, the point in which the
object stops and is fixated after it had
realized itself and ceased. That span holds
the time of the action alongside the gaze
turned backwards, towards what was
already defined and stood still, as well
as the potential of mundane functional

things to become a fantasy.

1. Meaning, survival traits as a series of actions that
can be used in order to survive in cases of extreme
situations.

2. Open space — a concept describing an open,
wall free designed space. In that situation the
definition of the space is shaped by furniture and
lighting rather than the walls. Sometimes there are

different mobile partitions delineating the space.

Yael Rubman
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Plan C, 2011, sketch, pen on paper See p. 61

Negligible Upholstery on all the seats
of the Israel Railways is worn in the same
way. The wear on the back and headrest
indicates that the passengers all lean away
from one another.

1 did not notice this at first, someone
told me about it. Years later, while traveling
by train, my gaze encountered this.

Of all the things accessible to the eye,
many are negligible, or considered as
such. This is due to their being entirely
useless or to their excessive use-ful-ness.
The utterly useful dissolves for familiarity,
only its function appears. The thoroughly
useless is seldom apparent as well.

These two fleeting glimpses do
however, at times, wander back into our
field of vision. A slight shift in the order of

things, a disruption or relief in the regime
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of usefulness, and they reappear.

This is not a rare occurrence. There is
no end to things negligible, neglected, to
the things that cease to fascinate, to those
no one attends to. Incessant as well, is the
motion dusting them off and exposing
them momentarily. Things that are slight
evade and recapture our eye. This happens

again and again, ceaselessly

Boaz Barkani

See p. 49

David Bowie — Blackout, 2011,

industrial paint and oil on canvas, 192x225

Observation
Wat do yuo hav befor the dekortiv figer?
Wat do yuo hav apter the dkoratev figer?

Napeng!

Pentin teech rayt

Naneci Yurdagiil

See p. 139

O. T — geitgeist, 2011, neon tubing gold, plexiglass,

adapters, cables, mounting, 43x16

One More

one more question
one more time
one more family
one more religion
one more identity
one more love

one more god

one more faith
one more pain

one more belief
one more culture
one more lost

one more language
one more fire

one more strategy
one more father
one more sister

one more mother
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My artistic practice is the action of
investigating existing structures, it is not
an act of violence. A force that doesn’t
appropriate and redefine a territory,
beyond the concept of belonging.
Thus, it is not an attitude of celebrating
architecture and humanity that generates
it, but rather an attitude of alliance and
reexamination of the human possibility.

These systems, which I create in
painting and collage on wood surfaces and
walls, render the graphic or aesthetics of a
code, a riddle, magic. On several occasions
viewers have expressed their frustration
concerning the absence of a key, an index
or dictionary with which it would have
been possible to decode the meanings or
messages. My endeavor to open up to
what lies beyond, or in-between — between
meanings, orders and times, spawned
a different key to my work, one that
contains a strange reverberation between
all participants without activating an
interpretive or explanatory dimension or
one of determination.

It is a key found in the search; it is not
a key explaining and elaborating, it does
not envelop things in scale, but rather

echoes, directs; or it does not direct at all,

and that is precisely how it wishes to gain
its credibility.

When [ attempt to articulate the
relations between various elements in my
work, and between my work and what is
external to it, the notion of key is there,
beaming, flashing and flickering on its
different fronts. There is a sign that does
not signify, a form with no reward, a
syllable with no utterance.

Key is simultaneously a reservoir and
the opening key to that reservoir, it is a
means. I borrow the other meaning of
the Hebrew word for key — the bible, and
expand it as a metaphor for a bottomless
reservoir of riddles and solutions, a
bottomless well to which you turn,
arrive and return to draw meanings and
answers, that holds echoes and reflections
of complexity and doubts. Thus at times I
approach the keys I've created, recognize
in them the next step, the previous step,
the reply and the questions following it.

And so I offer my work, as a different
articulation, a unique language that does
not savor its sounds, that creeks and
inscribes its writing and offers itself as a

possibility of a different possibility.
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Yaarah Zach

See p. 97

Back, 2011, sleeping bags and zippers, 120x120x90

Modular  The modular is comprised
of parts, things that are made of sections,
things that connect and disconnect. I
reflect on the desire of things that exist as
similar or dissimilar units to connect and
become whole, while still preserving their
ability to roll, fold, be stacked, streamlined
and cleared away when necessary, adjust
themselves to a new situation and fluxing
reality, survive' a new territory.

Units of different objects incorporate
identical, undistinguished connections.
These connections could be assembled by
predetermined rules — a manual, but they
could also be assembled in contradiction of
the rules, without any rules, ad infinitum.

Out of the assembly of the units

emerges a mutation whose organs
increase and multiply in an encounter with
additional parts and products. A different
reaction is generated in the connection of
compatible parts that something in their
encounter was disrupted, giving birth
to a new structure; one that is no longer
capable of fulfilling its original function
and maintain its modular nature.

What is left of the myriad possible
units and connections at the moment
of realization, when they become one
composite whole? Is there a chance that
the formed structure will maintain its
potential of dismantlement and much like
a drawn line preserve the ability to change
and define itself as elusion of finality? Will
it sustain the fantasy?

The possibility of contemplating what
can be composed of basic structures is
also the possibility of thinking about
what would happen when a piece will go
missing, or there will be superfluous parts.
Sometimes, the modular structure fails
after its assembly: the open space® — an
ideal space of modular structure, a space
striving to create identical units with no
hierarchy or specificity, was constructed

with change and dynamism in mind,
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+ Itis crucial that you devote the required
time to every stage of learning, before you
move on to the next stage.

» Most people learn [juggling] with
beanbags, fabric balls filled with small
beans or plastic chips. Their great
advantage over the regular plastic balls is
that they do not roll away when they are
dropped, as you will find out when you do
indeed drop them.

+ Take one ball and hold it in your palm,
elbows tucked to your sides, hands
slightly stretched forward at waist
height. Toss the ball back and forth
from one hand to the other. Try to aim
so that in each toss the ball's apex will
be at eye level. The ideal manner of
tossing the ball is when the hand is held
approximately at the center of the body,
while ideally you catch it when the hand
is stretched slightly beyond the center of
the body. Repeat this several times, until
you are comfortable with the movement,
and remember to catch the ball softly deep
in the palm of your hand.

+ At this point you add another ball.
Naturally, the hard part in this stage is the
swap. How can we catch the ball when the

hand towards which we throw it is already

occupied by another ball? Toss the first
ball the way you already know, and when
it reaches its apex and starts its descent,
toss the second ball into the imaginary arc
delineated by the first ball. You will see
that the balls land in each hand, one by
one, swapping positions.

» Here we arrive at the moment before
last, it is time to hold all three balls. Place
two in one hand and one in the other hand.
Start with the hand grasping two balls and
throw one in a curved movement at eye
level, as you have learned earlier. When the
ball reaches its apex and starts its descent,
perform the swap. When the second ball
you've tossed reaches its apex and starts
its descent, perform another swap by
tossing the third ball. When you finish this
maneuver the third ball will be caught, and
you will be left with two balls in one hand,
and one ball in the other hand, just like
before the maneuver started.

»  Once you've successfully performed the
double swap several times, you will have a
profound understanding of the maneuver.
Most of the time there is only one ball in
the air, and that is the ball you need to
look at and focus your concentration on.

When the ball starts it ascension through
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the air towards its destination, it switches
places with the ball in the hand it is aimed
towards. The ball that was replaced is
tossed and immediately becomes the
object you need to focus on. When you
have developed the appropriate sensibility
and gain some control over the balls’

movement, nothing could hold you back.
Ronny Carny

See p. 125

Spine 2, 2011, oil and paper collage
on plywood, sox70

Key My works are the testaments or
produce of a search after a fitting formation
without any confidence in its existence. I
accompany formal shapes as units into and
out of an infinite illusionary space, scatter
and arrange them into choreography of a
pre-linguistic utterance of sorts. Rather

than insights, there is an accumulation

of gaps. I take upon myself the task of
preserving these gaps and cultivating
them, as portals out of commonplace
conceptions into the unknown dormant
potential.

Recurring shapes carrying experiences
are carved of these journeys. Forces
extend between them, creating systems
that simultaneously reflect and generate.
Systems that frequently fluctuate while
being attentively attuned to the constant
transformation of things, establish a
common arena for the primordial and the
futuristic, for nostalgia and vision.

Much like the experience of reading
a book as a child, and then again as an
adult, what becomes evidently clear
is the dynamics of the point of view. I
wish to create an optimal environment
for mechanisms activated by a constant
change striving to exist and improve. This
approach also defines my attitude towards
architecture; considering this equation and
in light of its solidity and perseverance in
space, for me walls and constructions are
transformed into canals through which
I wish to re-inject transformation and
movement, up to the release or removal

of architecture from the decisive margins.



Merav Svirsky

See p. 149
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Rotschild Blvd., 2011,

plastic horse, magnets, 2x12x6

Jigsaw Puzzle . .Theartof jigsaw
puzzling begins with wooden puzzles cut
by hand, whose maker undertakes to ask
himself all the questions the player will
have to solve, and, instead of allowing
chance to cover his tracks, aims to replace
it with cunning, trickery, and subterfuge.
All the elements occurring in the image
to be reassembled [...] serve by design
as pints of departure for trails that lead to
false information...

[...] From this, one can make a
deduction which is quite certainly the
ultimate truth of jigsaw puzzles: despite
appearances, puzzling is not a solitary
game: every move the puzzler makes,
the puzzle-maker has made before; every
piece the puzzler picks up, and picks

again, and studies and strokes, every

combination he tries, and tries a second
time, every blunder and every insight, each
hope and each discouragement have all
been designed, calculated, and decided

by the other. (From the preamble of Life: A User’s
Manual, (1978) by Georges Perec)

Imagine if you will, a jigsaw puzzle
with no image offering the end product,
a jigsaw puzzle whose parts may be any
found object, while there is a possibility
to cut existing objects, and use them
to create new pieces. A puzzle whose
assembly process takes place alongside its
manufacturing process.

In that situation there is a need in
some sort of methodology, criteria that
will allow one to make headway in the
process of assembly. The endeavor is to
create an order of some sort within the
existing disorder, and at the same time
disrupt the order, so as to hinder the
solution.

I engage with objects and am engaged
by them on a playful, kinetic, aesthetic
or intellectual level; I reduce the object
to the bare minimum, search for
something inherent to it, that will emerge

through playing with it, through search,
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research and experimentation, through
disassembly and assembly, until the
moment of revelation when inspiration
strikes: the simple, familiar, known object
holds in it something “different”. And just
like putting together two pieces of puzzle,
the object is assembled into something
new, instantly transformed into “a thing”
with a world of its own.

The act of assembly does not end at the
moment of inspiration, it extends in an
attempt to comprehend the “puzzle like”
relations between the new objects that
were formed. Each decision will be crucial
for the participating objects. The task
becomes more calculated and delicate:
one that suspends, for the viewer as well,
the margin of examination, allowing one
to take apart and assemble, and take apart

and assemble once again.

Eyal Pinkas

See p. 19

Ténnis, from Daily Bread, 2011, 112x140, inkjet print

Juggling The movement of three
or more objects — balls, clubs, rings,
torches, or any object that can be tossed
in the air. An effort to create the illusion
of suspension, a held ball is ejected and
suspended. The exploration of space
through the delineation of the objects’
place in motion. The ability to see through
the space, the objects’ presence in it and
their mode of exhibition — mounted on
something, situated somewhere; the
possible fall or standstill, the thought
of something that was tossed and was
left hanging between planes, held yet

ungraspable.
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I, the Palestinian, am a human being
first before being a cause. The human
identity for me, the Palestinian, precedes
the national identity. I, the Palestinian,
am a human being who loves and hates,
enjoys the scene of spring and marries....
Actually, today, the options that I and
the rest of the Palestinian people have
are narrowed; we have only two options:
either to live or to live.

But, where can I, the Palestinian,
Liver?? What does my homeland look
like??? How do I, the Palestinian, feel in
my own homeland???

Homeland for me is an open space, a
peaceful place, birds’ singings, childhood
memories, youth-hood naughtiness and
intimate present. My homeland is very
beautiful, full of colors: green, yellow, blue
and brown. Homeland cannot be divided
by zones, separated by walls and alienated
by check points... It cannot be turned to
grey...

I, the Palestinian, don’t feel much
that I'm in my homeland; I feel that I'm
in a big prison existing in my home-land.
It feels as if T live in exile ... the borders
are too sketchy between the notions of

homeland and exile. Homeland and exile

are two vague matters. When one is at
home, he doesn’t glorify it and doesn’t feel
its importance and coziness, but when
one is deprived of home it turns into a
passionate love and a yearning dream, as
if it is the ultimate purpose of the entire
journey. I, the Palestinian, have started
a journey, navigating in my own land
searching for my homeland. But, it seems
that the way home is more beautiful than
home because the dream is still more
beautiful and serene than the reality that
this dream unveils. Yet, if I, the Palestinian
will keep on believing, one day the dream
that I wish for will come true. Meanwhile,
I, the Palestinian should not surrender;
I should keep on working sincerely. One
day, we, the Palestinians, shall become
what we desire. We, the Palestinians shall

reach what we wish....

In this work, |, the Palestinian, invite the
visitor to come into the installation, stand
inside the projection room and meditate
on the fragmented details that | provide for
him/her. These details are fragments from
the daily life of myself, a normal Palestinian
citizen in Bethlehem; they include images

and sounds, they reflect the time and

the homeland: early morning, noon time,
evening, late night, going to work, enjoying
a holiday, crossing a check point, praying
and dreaming...

In addition to activating the senses of sight
and hearing, | encourage the visitor to
contemplate in the echo of my Homeland,
and allow him/herself to be touched.

(Homage to Mahmoud Darwish)

Bar Faber

See p. 111

Untitled, 201, inkjet print, dimensions variable

Information I am interested in
information. Information that vanishes
after it has been used, or does not appear
to begin with; information that mutates
through repetition and overload. I am
interested in the way the information
is turned into a physical object that has

a presence in space, or the unrealized

potential of action that’s identical in
relation to itself and in relation to the
viewer and his sensory system. The
question I am engaged with is how can
you produce an image or sound that
are simultaneously fading and present
in space, it gives me the opportunity to
think of a reemergence of the object’s
possibilities.

In my photographic practice I
attempt to blur the line between a “real”
photographic image and a computer
generated or web-downloaded file. The
image preceding the image, the flat image,
the illusion of perspective and transition
between two-dimensional and three-
dimensional are the ingredients I mix
together.

In my opinion, the most basic act of
art — the transition into a physical space
and being in it are the central components
through which I conceive my art. Since
both light and sound are essentially

physical materials.
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Lena Gomon

See p. 117

Untitled, 2011, archival inkjet print, 51x34

Cement My photographs have
no message. I am not interested in
affixing imaginary meaning to the reality
fragments [ was drawn to. This is the
reality I live in, an environment that serves
as the backdrop to my life — a well defined,
delineated area. I take photographs of my
surroundings out of complete empathy.
There is no distinction between opposites,
there is no good and bad, no hierarchies,
everything is one. In a world with no god,
all actions are equal.

It is an intuitive, absorbing, passive
observation, accepting everything on face
value, accepting phenomena rather than
creating them. The real after which I
search with blind eyes is formed as a result
of the gap between language and senses,
of an actual, non-imaginary phenomena.

I search for a possibility of life within the

lack. The lack is what we have, it is the
quality of the era. Through the camera I
experience the flattened reality, the world
of which I am a part.

Sometimes my photographs feature
constructions, buildings in a state
of construction and decay, when the
skeleton, concrete and cement are exposed
and visible. Cement is comprised of a
mixture of sand, concrete powder and
water; one might say that to a large extent
it is made of the very same materials it
is designed to bond together and cover
up. In the process of producing concrete
powder, the ingredients are ground and
toasted, transformed into a thick liquid,
hardened and ground again. Ready-to-
use cement must be flexible and plastic
in order to complete the solid material
and fill in the hollowed gaps. In a quick
irreversible process the bonding materials
(liquid mineral substances allowing the
bonding of construction materials) are
absorbed deeply into the foundation. The
bonding mixture loses its plasticity and
becomes a stable solid, an extension of
the foundation itself, a complementary,

inseparable, invisible part of the structure,

present and not present.

Chaya Ruckin

See p. 87

1 Boat, 2010, photograph, 75xs5

Dryness  Dryness occurs on its own.
Things are drained of liquids in the course
of time, under the influence of the sun,
heat and wind. Gusts of air, either slow
or fast, only accelerate the process. When
the material dries, what's left is the thing
itself — emptied out and no longer flexible
-shrunken, hardened and cracked, it
disintegrates and disappears. Material
becomes dust. In my work, I've made a
commitment to the processes of time —
to go back, time after time, to the site of
the occurrence, to go on re-stabilizing the
process.

The lemon reminded me of the sun,
I shot it, it dried up around the barrel of
the gun; peeled yellow bananas turned
black, I've coated them with gold; the juice

of a cherry, shriveled into a black raisin,

served as paint. The process of dying and
resurrecting is fascinating, that is the
end from which something new always
emerges. A dried river is no longer a river,
even if it came back to life, it is no longer
the same river, as only a fool will jump
into the same river twice. The dryness
has emptied and hardened, molded into
something else and lost its elasticity.
Finally, material frozen in time.

And so is life — a process of perpetual

demise of eternity and immobility.

Faten Nastas Mitwasi

See p. 103

Bethlehem 2011, 2011, detail from video,

audio visual installation

For decades, I, the

Palestinian, am being deprived of my

Homeland

homeland and portrayed in a very negative

and wrong way.
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forces them to cohabitate, under pressure,
in a way that will not allow them any
independent movement.

Unrelenting applied pressure
can sometimes cause the complete
disintegration of the artwork, when the
things, or what ties them together, can not
take the (physical and conceptual) load. If
they do successfully endure the applied
pressure, they hold within themselves
the energy invested in the union, which
reverberates from the inside out.

The tight situation also takes into
account the impossibility of two to become
one. It is a perpetual system of pressure
on the one hand, and resistance on the
other hand. In case there is a possibility
to become one, it depends on the "will" of
time. Time can establish a "real" synthesis
— both physical and spiritual — between
the different materials, but nevertheless,
it may also be the one that drives the
artwork, strong as it may be, into total

disintegration and disappearance.

Tamar Sharara

See p. 25
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Untitled, 2010, inkjet print, 50x33

Body  In my latest works I've chosen
to abandon the spatial perception of the
sculpture as my point of departure. The
familiar 360-degrees circle that produces
the reading of the object through the
sum of its parts and its different angles.
The traditional moment created by
the encircling motion, maintains the
presupposition that the movement of
the viewer’s body is immanent to the
comprehension of the sculpture. An
understanding that is formulated by
veiling-exposure relations inherent to the
three-dimensional object, and the belief
that the work essentially offers everything
in the space. The ability to comprehend
the work is amplified and complemented
by the use of the body — the more gazes
received by the multi-coordinates object, so

does the faculty of interpretation flourish.

In the transition to photography as an
extension of sculpture, the sensual reading
is present in a different dimension.
The dissonance between the surface’s
flatness and the object’s original depth
reverberates into the work.

Since there is no longer a need to be
activated by the logic of the exhibition
space, the objects in the photographs
have an independent, and for the most
part, very large, scale. In the production
of the objects there is no longer a need
to address the proportionality of the body
encircling them. They can float, devoid of
space as a comparative parameter.

Yet, the body always remains the
central measure, it still constitutes the
basis of the work’s essence. In some
of the works there is a single element
demonstrating the original size, 1:1 scale in
the dimension preceding representation.
The same principle allows the works a
handle on the new reality, a sense of basis
in the moment following the drop of the
physical dimension.

The entire composition of works
makes an attempt at a proposed
hybridization of theater and television, a

complex association between backdrop

and a meaningful object. The body is
alternating back and forth between the
role of reporter and the role of viewer, the
interpreter and the performer.

Distancing to a the photograph glorifies
the value of the secondary glance over the
first, usually meaningful, first glance. In
addition to relinquishing the physicality
and effectiveness of size, this action
also suggests a certain irony. The action
transforms the sculpture into an exhibit,
another evidence, the production tool of a
comprehensive object of investigation.

Therefore, in a way, the artwork starts
only after several photographs have been
accumulated. The hope is embodied in
this type of collection of exhibits, a sort of
reconstruction of specific and/or abstract
moments, followed by the reemergence
of the object. It is a moment trying to
delineate a new border — another, different
glance for moments gone by, moments
found on a different platform and time.

Perhaps, we may begin.



Avshalom Suliman

See p. 143

Bird, 2011, plaster, light bulb, electric wire, 15x35x15

Atara 1. Crown, tiara, diadem, round
silver or gold jewel adorning the head of the
monarch etc. [...] 2. Wreath, garland [...] 3.
Decoration, honor, ornament [...] [but also:]
a moniker for the glans penis...[as well as] a
moniker for the female areola [...] corona, a
moniker for the area of pale light surrounding
the sun during an eclipse...

(Eben Shoshan Dictionary, 1906)

In Hebrew the word Atara is attributed to
the linguistic root ATR, whose different
meanings suggest walking around
something; it is always associated with
encircling motion, hence the physical
connotations it carries. Itur, which
is etymologically related to Atara is a
decoration crowning one’s head, as well as

the actual act of decorating. It follows that

Itur implies a physical gesture bounding
and defining a particular organ, space
or entity. The decorations of letters are

crowns adorning their heads.

Tal Broitman

See p. 37

Head, 2011, mixed media

Binding
Joining, connecting, tying, juxtaposing.
My work starts outside the studio
with the collection of materials that are
typically used objects, discarded from the
practical world. Objects supposedly no
longer of any use, leftovers. In many cases
they hold a sentimental value for me; that
is, they were taken from my personal
surroundings, sacrificed for the sake of

the artwork. The object can be a carrier of
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energy of sorts, or material absorbing the
places and people around which it stayed.
The sacrifice of this object for the sake of
the artwork and its transition from one
world to another world might introduce
mystical questions.

My decisions concerning which things
will enter the studio as raw materials are
intuitive decisions. As far as appearance is
concerned, it is important that the object
will be interesting and appealing in its
form, the material it is made of; its color,
its "function" as an object in the world and
the echo or energy it carries.

Oftentimes I am unsure as to what
will be the place and role of the object in
the work, but I can recognize whether it
has the potential of becoming a part of
a piece, even if that means it is going to
lie around in my studio for months, even
years, before something will happen with
it. That way it also gains sentimental
value - thus, in the case of a foreign object,
over time it becomes familiar, by its very
presence in the studio with the rest of the
gathered things, it takes up room.

The dominant action reoccurring in
the studio is one of binding: binding two

(or more) things in a way that will drive

the viewer to consider them differently
from the value of their previous usage;
binding different techniques and activities
in favor of one language; binding thoughts
and meanings into a body that manages to
surprise each time anew.

There is a playfulness of sorts in the
creation of new meaning by juxtaposing
things drawn from dissimilar worlds
that together create something new and
different. The game comes into play
mainly through experimentation and
exploration; meaning, I start a process of
negotiation with the gathered materials,
and then the simplest way is one of adding
and subtracting, until something new
takes place, a situation that may deceive
the viewer.

The connection between things is
made through total assimilation in the
actual action and the world in which it
operates. That is, things are performed
"for real" even if afterwards they will gain
completely different meaning and status
to the ones they have in the course of
creation. The assimilation gradually gets
more intense and the binding created
as a result of the juxtaposition of things

becomes tighter and tighter, until it
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forms, best reflects the diversity of the
exhibition itself.

Some works engage with a specific
concept — criticize it or challenge it,
imagining different meanings than
the ones normally ascribed to it. Some
works produce an imminent concept —
illuminate new phenomena, produce
something that was so far nameless. Some
works generate relationships between
concepts, new constellations for thought,
action and excitement. Either way, the
conceptual content, the lexical format, and
particularly their combination, exemplify
the fact that artworks conceptualize
phenomena and objects, and do not define
them, that art produces knowledge, and

does not merely serve as its illustration.

The concepts, selected and written by
the artists themselves, are sideways to
their practice, a parallel movement that
does not wish to grasp the totality of their
art, but rather present another aspect of
it and point at a possible horizon vis-a-vis
the questions preoccupying each and every
one of them. The lexical complex manages
to carefully delineate the similarities and
differences between them and while doing
so to characterize the common space in

which the group was formed as such.

Udi Edelman, Yoav Kenny

Executive co-editors

Mafte’akh, Lexical review of political thought
mafteakh.tau.ac.il
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Let us call this madness which
safekeeps thought - “art”. I anchor this
idea in what I have found Hebrew to tell
us about the word “Art”. I believe the
connection between the Hebrew words
for art — Omanut and faithfulness -
Ne’emanut had not received enough
attention, if any. Faithfulness as an
event of art. But faithfulness to what? To
whom? The temptation to try and identify
an address to faithfulness is always
perilous. Let us say, then, faithfulness
to danger, indefinite faithfulness -
or, also, “faithfulness unfaithful” to
any determination, to anything that
presumes to have the faculty or power to

tell us what it is and where it is headed

towards. “Unfaithful faithfulness” is also
faithfulness to the chance embodied in
the danger of repeatedly taking risks, that
is, to dare and go on revealing what is
still waiting for art’s utterance. Not only
translate, but reveal, beyond translation,
beyond redundant communication, the
endless abundance of its gestures, its
myriad routes, its reiterated ways and
plurality of voices. It is also perhaps
— you probably already realized — my
way of conveying to you the story of an
incomparable friendship, inalterable

friendship.

Raphael Zagury-Orly

Lexicon

While unorthodox, the decision to edit
the MFA graduate show catalogue in the
format of a lexicon is an obvious one, at
least in two aspects.

In its form, the lexical arrangement
of the catalogue is equivalent to the
curatorial organization of the exhibition
space in that it summons and generates
accidental, unpredictable encounters
between the artists, the artworks and the
viewers. These encounters are set at the
core of the curatorial practice, founded
on the tension between the desire to
avoid imposed hierarchy, and the attempt
to elude slipping into anarchy. The
alphabetical organization of the lexical
format successful resolves this tension
by maintaining a disciplining organizing
principle, but does so in an arbitrary,
and therefore essentially infinite and

open manner. In other words, the lexicon

leads the curatorial practice to its epitome
through the very reduction to its zero
point.

In terms of content, the lexicon is

characterized by the fact that it allows
each and every artist to bring into focus
the connection between their artistic
subjects, objects, methods and gestures,
by introducing them through the prism
of one distinct concept. If the concept is
perceived as a finite, preexisting, closed
structure and the lexicon simply as a
reservoir, such approach might be seen
as reductive and restrictive. However, if
one acknowledges the fact that concepts
are multidimensional, open and reflexive
discourse structures that do not describe
existing phenomena and objects but
rather actively partake in their creation,
it is easy to understand how the lexicon,

as a heterogeneous multiplicity of textual
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Art Faithfulness

Art. Dare we?

We are faced here with a question
that haunts us time and time again. A
question that could not be answered by
any call for an active appeal for art’s sake.
It is not simply a call for us to produce
more artworks or pursue the possibility
of exhibiting art in numerous and varied
places. Needless to mention this here: we
are not mere agents driven solely by the
desire to see art prosper. This question
speaks differently. It speaks differently as
it also points at what we might call, even
before that appeal, the need for as radical
exposure as possible to the overcoming of
the present. Since it demands of us, first
and foremost, the intentionality towards
the future. It requires from us thought
guided by the future, and therefore
commands us to surrender ourselves to
what the future may still offer us. As if we

bear one single responsibility at the very

core of art — to compel the future to be
said. And hence — to compel the future to
keep on promising beyond than what the
present can usually express. To believe
the promise held at the very heart of the
art — the only promise that could carry
us towards what still wishes to be said
beyond the contemporality of our world,
the product of financial globalization, in
which everything returns, time and time
again, to the identical — well, that belief is
verging on something akin to “madness”.
Madness that perhaps we should re-learn
to hear, and of which Nietzsche had said
that it does not shape thought, but rather
repeatedly undermines it, repeatedly de-
territorialize it, and which emanates from
the art. Jacques Derrida had written “a
certain madness has to keep an eye open
on, safekeep, thought”. Well, let us call

this madness — “art”.
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Milan/London; Nir Alon, Hamburg/Tel-Aviv; Gazmend Ejupi, London/Kosovo; Miri Segal, Tel-Aviv;
David Adika, Tel-Aviv; Gilad Ratman, Tel-Aviv; Dr. Yitzhak Binyamini, Tel-Aviv; Dr. Yotam Hotam,
Tel-Aviv; Dr. Yaacov Yadgar, Tel-Aviv; David Behar-Perahia, London/Tel-Aviv; Guy Bar-Amotz, London;
Noam Segal, Tel-Aviv; Sheffie Blair, Tel-Aviv; Prof. Moshe Zuckerman, Tel-Aviv; Prof. Haviva Pedaya,
Beer-Sheba; Izik Badash, Tel-Aviv; Claire Waffel, Berlin; Dror Daum, Tel-Aviv; Vito Acconci, New York
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Sponsors 2009-2011:

Rivka Saker and Uzi Zucker Foundation

Bank Hapoalim

Schusterman Family Foundation

I’Ambassade de France, Service de Coopération et d’Action Culturelle

Adam Mickiewicz Institute, Warsaw

BI ARTS, British Israeli Arts Training Scheme (Funded by the British Council,
The Ministry of Education, Culture and Sport and the Ministry of Foreign Affairs)
Tel-Aviv—Los Angeles Partnership (Funded by the Tel-Aviv Municipality and the
Jewish Federation Los Angeles)

Private Donors

Thanks to: Rivka Saker, Uzi Zuker, Lyn Schusterman, Manon Slome,

Nancy and Alain Block, Ifat Gurion, Sara Szold, Nilli Lipman, Sivia Luria
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Dr. Raphael Zagury-Orly, Head of the program

Bezalel Faculty 2009-2011
Prof. Ido Bar-El; Yossi Breger; David Ginton; Prof. Zvi Goldstein; Michal Helfman;
Micky Kratzman,; Itzhak Livne; Prof. Dudu Mezach; Prof. Michal Na'aman; Moshe Ninio; Eli Petel;
Yehudit Sassportas; Gil Marco Shani ; Sarit Shapira; Prof. Simcha Shirman; Sharon Yaari;
Prof. Nahum Tevet; Dr. Raphael Zagury-Orly

Faculty Theory and History Department 2009-2011
Dr. Dana Arieli-Horowitz; Dr. Ori Bartal; Dr. Tamar Berger;
Dr. Roy Brand; Dr. Haim Deuel Luski; Ruti Director; Dr. Eran Dorfmann; Dr. Adi Efal;
Dr. Vered Maimon; Dr. Asher Sela; Sarit Shapira; Dr. Raphael Zagury-Orly

Tamar Eres, Executive Administrator
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