et
..__.H.“_..._
S

¥

b o kT - o
.r.....h.... . § _v ...... = ! _r.,l..u.
M BT

e
T T
&t :

Fak

oh

A,
-

o At TR )
o SR ] S

[T ———

NOILOITIOO Z134VYVH JHL INOHH / HVLS MOV19 CLCT MAUlL / uLrll Nial ,L'NLA,

BLACK STAR

FROM THE HAARETZ

COLLECTION



DIJ'T]
TN

MINUS 1

Black Star

From the Haaretz Collection

July 2023

Artists: Etti Abergel, Nelly Agassi, Ron Asulin, Eden Bannet, Arnon Ben-David, Irina Birger, Pinchas Cohen Gan,
Moshe Gershuni, Tsibi Geva, Leor Grady, Michal Helfman, Daniel Kiczales, Efrat Klipshtein, Efrat Natan,

Joshua Neustein, Avner Pinchover, Tchelet Ram, Orly Sever, Yoav Shmueli, Rona Yefman, Manar Zuabi
Exhibition Curator: Hadas Maor

Collection Curator: Efrat Livny

Catalogue

Design: Maya Shahar

Hebrew Text Editing: Avner Shapira

English Translation: Ralph Mandel

English Text Editing: Carol Cook

Arabic Translation: Eugene Ameen

Photography: Haaretz Art Collection

Additional Photography: Lena Gomon (Tchelet Ram), Elad Sarig (Ron Asulin),
Daniel Hanoch (Eden Bannet), Tomer Cohen (Orly Sever)
Image Processing: Anna Gelshtein

Printing: Graphoprint

Logo Design: Eran Wolkowski

Acknowledgements
Rami Guez

Amit Jacobi, Adam Elezrah, Tomer Matza, Racheli Ochana Amos
Igal Elkayam, Ronen Aharon, Yaniv Nitzan, Ronen Cohe

© 2023, MINUS 1

18 Schocken St. Tel Aviv
Tel: 03-5121732

mail: minusi@haaretz.co.il

www.minusi.co.il

On the cover:
Michal Helfman, Untitled (from the series "Vase Portrait"), 2021, pastel on paper, 70X50 cm

DIJ'T]
TN

MINUS 1

MW 22120
"PARA" QOIX 1IN0

2023 51

2T KD, YA3 10K, DI IV, TIT-1A IR AT TR, TPDI0N 117 ,703K 191 ,9"0AK K :Rihnnwn
120 °971K TN NI5DK,IHWNI VWA, 1A 113 DI 05 (1217 2231 IXIn (109 93 mwnl iwn

ORINW AR, 07 N3N, 1OWwH%P NIDK 09" DRIT 121'Y1D 11aK
NINM DT :919YNA NIXIN

127 NIDK :HDINT NIXIN

ndwp

MW IR 121Xy

N7DW 712X :NMAY BOPY NIMY

571 757 AR5 AN

PP 917p :n 1R YOPY NIMY

T"AK 17'217 :N127Y% Dan

"YARA" QOIX DDy

L(P210K 1) 1w TyOR (00 nSan) o mo obon oy
(720 "571K) 112 2N, (LI TTY) AN OXT
10w TIN (NN Ty

V1718157 DIBT :1ODTA

MONPON Y ANST NNy

1% 17N

mmn
DINY TIMKX 120 ,XXND 101N, XIMYOX DI 2Py NNy
T2 121,187 2907, 1INTIX 10,07 p5K SR

101'1 ,2023 ©

2K 5n,18 11w 'MA
03-5121732 185D
minusi@haaretz.co.il :5"n

www.minusi.co.il

Hakinbint Jyi=kini=]

1"D 70X50 11 By 5vo8 ,2021,(" 13 LAVND" TITOT INN) NIMA K55 ,NE% YaMm



AW 2212

"YART" OOIR JINN



NIRXNI MAInNN

nyT9 NIXT, MNP0 DWINT DMINNT WA . MNnyS1 MInoxs qniwvn 1nwn we
LMK NIPAN MK Y NI YW NYYaa npow many Ty mxa nym
XNRINIONT WA NS p i a%137 moKIvpKS NANAn 7K MINKAIw Mya
TTNW .NAX KT 7AW MXNYNDT YW XN KT 03, NKT 902 ;nwmnT qawnnm
NP2 NWAm NN ET SYn nPwyl NAWNST MNAMYAY Ty . NMawna moand
- MIWADY MND NP DXYN Y211 IO 02T 5w ImD ManK2 Tmnm o
1991, 01p11 1T INIX 112 70 XD 03 D 9INPT MINKA . MMwns Sw a2,
DT TNWY MYTOW 1 71017 MA% OXNT2 Dy 933 wInnn® a1 mawnbi
W 70-1 MAW2A ST NN1IW NITIAY 7101 1AW, NP 11VNA DX NG
D127 A DW WpIA TMIK TN, PWNS muwmin 1pP0 1m0 T 20-7 XN

SRAW M MaAwnT MAn-1w1b 0P Dl

171w OInY



nRT 522 51N

1125 noN

NX MM .Awnma Y % nnn noika Inn 1nvn by amayn
12101 W% P13 QOINT YW awmnni N5vupin Sy 112y KD o1
NX 1D MIKAD 1w 1AW XA A5WA NI VNN DX
IR0 OTW MMAYN 21T pYAW DINND N3 ,]OMNRA MNT
W AINX7 TMX MK ™13 ws5 Iy 117yNn2 1ennw w 19X33
MX YW 0P ANA N71TA TR NTAY oY 3 - mMOIpn Ik m9aSnn
22317, 1"210K 11 5w DPIART A T DM Dw aman onunp 5'anax
1DWNRIW .01 NYaM LI TV SW DN mm ruwsop nox Sw
219°p Sw LINOK 112 DA 97 MIKAD WP A KW MBo Mmays
2T TNA0 IDLYN PV XTI 1AW MITAW YA 2N SW N -
W AXMIT ;" MR Pt KIpaw YD1pn 1M1 ny 019 phiwn XY
T3;0N1MIRA DYMPn Y970 DAY DMAN MWYW AT RN
DW LR ;A% TR PAI-NWPRW TN NNBX DwIRTTNA Dntni
INTTNM ' MK NYS Nawnm naxona "Smpn"w MT-12 X
DY yaw D10 MM 17179 170 20 NR 59w 1 KD Sw
PN KWIIA 11N AWV K DX NIAT22 07 DX NOKW 000
M2 PIWNIT TANT DX 2 T 17TV 1K, NN TVNTw Wway
MTMAYAw N2WYEIT M27WHA D) WATINT - MPINT 5w 0pvit 0a
1AW JOIX 9N PTOWNI YU SW IR MTMAY (1219YN2 MOAX
N1AXK SWIRTTNT NTIAY W (W DRI 0NN 0K 0
- 72y 3% namynni pax Ny Sy 151 yomp Mmnw N21'vn
21 IINNT 550 N DX MRTEnamm aayn’ 1o 120 X
TN Sy 19ym A9BRAW T DMK NITAYT D NNAvYm
JMaw pnwnn

W TMWA TMWR 11wHIA1 11MN2 ATAX DR DX NODINW ApyInd
,APYN YNNG YR PN (MTMAYT D022 DI MKW M21ys
,TP0M PAM 0T, IWN MY LM NN N, Own TP
72p MNIT MK TARKN MY MY NN KX PR 2N X
D7V 1279 "W N1 120 "DNIK Dw maya aoxaa Sy 210wh
D MI07 001D MW ;MW W SW Ay 0013131 198R 0 nwn
2TIA VAN MYV DYDY NW P ORINY K1 SW TMaya 1whnm inn
mMY¥N2 NLOYEIYDIT 1WIDHIAT NN ;P00 Y3 Sw mmayva woa
2010 SW R AWIANT .DILK M0 LA P DY 1na 1nD i Sw
LTI 5201 58P MY 131 KA A2 1M 120w V0 YW, 0MIK
NI1OK "R NX 7237 PIARAT"wT,N2521 1POVLYImn NX oMy,
A3 TR S mmavini

TIYPA ,H102-0102 20vNia DR 5w A 99x0 1y bax
W 9w, TINN TpMn 21 IR D1 a9 K 1R wr 55N
,09'¥1) 5817 Sw TMaya nSnwn i Sw 2108 oy PIixim nxmp
32 791K IX - 717 DIPRA IR WHRn XYM W2 Anb XY Wrw 137
12ImMpn W NXT



=15 XRD5 nabb

7NKN O

1N MYKRD VNI POK 01D 129 NIDXK,"YIRT" HOIX NIYIRWI
DV MINW MAWnM "WwRIA XS 1907 ,1 D1 11912 QOIRT INn
AR 7AW Y XY TR 1IN0 N PR 5y QOIRT man
MW TAWAN 'Y TVA LI TMM QoK DY mpy nwn nod wpa
TORXNIT DIPIM INIK 21X 13T, H0IRT Mynwn 5y 10ynn® wpa
2WOK THINA M1V 1NIK

1723 TNV .MDDITT 12X . NMOWNT 10T Y00 1R Yax
D91 PNIINA 111NN D1wa Pwnn® Mawar 9 PRY TeInnn
277 MINK HOIX 913 7172V 1217w KA 272010 Y51mnnw 1
JYARAT QOIX 193 NNNAm w1

TINRI,HOINT MTAY 12 9KID DLW 1IN, 07 TPR P10 K52 9
NLLIYNIW 21237 A2 NYAIW TN AN TVN T0RYYR 13
,2AX NN KITW YN LTI IR IMK NYRpAn MK npmm
PN NIYY 15w MTWE N7 DX 121,209 108 DK DeT
,O717TY P10 11270 190,07 NTE 1AW NVWHIN 111VN .NYI0 73 )
DM, OMYIPNP DAY

;BN MMINN2 DMIW DNBINA V1T, wnwn 91230 awin
DMWRT 0D PA 1Y OXK IR 0RNNnm 19137000, 1R e
JTIARDM DA X WAL, LWDIN DA X VIR MY 9137 91231 .0M1a
L2702 123 15 yimaw in 53 nR 1 Tan® aywa a1 1m-127 ninnd
SIDRWS ,ND M 9123 Apyar ey 9120 01 Sax

X M5 03 51%°0 Hw THn 12102 MR 731YN2 NMAayT NN
NHRTPIN TTAY ADINT WM XN 5505 10730 Y mnd M
DN PO KM TTAVA .25y (1971-1973) AR AR 1P0WN ywin Hw
,19M - R-127 phNN LLNWH 12 T11¥0 5221, IKTN AW 1" 16
AR T NI 71319902 NN T7Y02 NI MRT IX mwS 1M
NANAX T TIV2 ,119DWa 71T 1A P00 YW ARNna M1 DK Nbvawn
,PIMNY 2Wnn NIART VLW 1WRK DAXT T .ONK Npmn
D™ NAX VIV ONOKR 25Ww1 .05y ¥hin whwb i ¥¥Dn M Tm
TWINN Y9 13 0K A9V (177 DY MnwY 113 DX - TIAW 1553
,ANAWE 5D NYDIT .1377%7 1K MO0 Sw 0 91k pim bw
MMAT-'X NN DX TXYN ,TNayn 7K o7 12 anebnm

D11 ANKA 7212 ANMAYA DK TY0/ ,a215en 0o



11

Vax X1 (Gesso) 10'3 .2
T2 NIDY wnwnt ool
DX DLW Mwn
AW yaxa wxo
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TIT-12 199K DW N2y 137192 12301 N Wwpt S mORw
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19318 Dw N2 WX 01 ROX NI DR DW 0200 minwn Thx
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,01 15N N30T MAX1? ,NIDIDYT MMNONK IV M0 5w 10X
NN T2V X1 722 7R3 05w Ay i by amwit ,axa
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.131N2 nonanni
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WX T2 M2 MPHm QI P AWK 01 A TWwpw mmay
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NPT PN V918NN 1A DA [0 W2 - QI DY TWIRT I3

VYN YW

1973 ,p1Mn 2013

1091 NbLYMI 1™ Sy LI
12102 PN M Oy
n"D 50x70

717713 17 '5175 QOIX

1973 bgxeas doxs
Bl @y9 Lo bl
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s9usdgrdl degazma
Oara uls

Joshua Neustein
Erased Star, 1973
Graphite on paper and
glasine envelope with
erased crumbs in it
50x70 cm

prof. Dan Miron's
Collection

719132 WIn3 - O1p YW 0w 0702 NNINT-12 DY Ay
DW M7 2¥N NN - THNDKA MK ORMIVMIDA M 09182
,M9123,0M1P% ©M*A 11302 A9YD MW SwIN ,VpW PARN
;071011 IRNND MP DVYLNWN 1TV TPHRD .02 MY
19 7IMNR11210 M1 12T 5w b1oa v 1Y, 0phnn mS12) Dmon
M3 PO X TRV PRI N2 MMIKRWY PR MM yxnn
270780PK1 MHNILHONP [HINA PPOWNI POY 1AW MMy Sw npn
NYXW3A 01 73 1N ,ARMNR2 A91yha , 02 mMmwpit nSRwa
(1973) PNVIM PN Y127 NIINKT VPPN DW N2100RT 1THYN
AT ADPNN PMTMAYY MXNAT W 1T (1973) P10 2313 1K
51T A9Yen Sy wn® Xow 1nm XY 1R i no1vb Swawpina
WP 2 AN2WIRD L(1953) AR 1T IR WM, N210IKY D1 Yw
LTPIN MYYNIRA PR 5w N1nK nmay xS 0 ox pnad
MNALYTA X1 02120 N0 NTRPNPNRT A21Y5 MyYnxa
PN 9N T WP MMAY 1 XY K1 1951-1953 DAWA .0ow
AP 17 05N M5 127 Hw 1D0a oYK 1NNy 1OW DTN Dwn
SN2IWIRY SW Tpna 5w D pInn wptl TIRG VT InIRY
PRI N9 DXYR M PN anan pinnd anaw yynn

N NYI31 NI2WN NN R 131N NAXINT w1 Sw iTTaya
10N MANX MMV .a91v8i 72ina prnia Mn»™ o XOX ,yynb
TPLWNI PN,(1969) HXIPI AN NPT 1M1 19D 79N 60-7T NIW
PMIINA,TRMAN YN XY DX T2 N BX 1Py 191K A9KRWT NX
KT, NRT NMYS,(1993) 1218 N1Y? 17702 NPT IR YXIT NORWN
AP NN TN ,PINNY NN ROW T DR P IR PRI NN pmn
121D NIPIRW DK YIXDT 730 DX PX0LTT90 Nwhana mwnt
1A DWBWR DYMNKND YW 70 DMIN 1VI21N DOYD 1966-1
OVITW MMYIT TAX L1078 Sy mAva" naman nan "mmosuax”
MVPMEIDT ORI YN PTKITIWRY, MK TWYRWY 17 DA
JINTY PRA1PTIV02 YXI1An 11790 DX DA X1 [RR0 YW

MM LW Swmmay 11aya pa XY nTmynwn it awbn
9K DY TM1021,I1VNA MMAYT IXW 112y 03 Tawnn? 1nrin
2NN wn Swi s oms Sw

Robert Morris, "Notes .1
on Sculpture", Artforum,
February 1966
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Pinchas Cohen Gan
From the series
"Action Drawings"
(detail), 1973

Mixed media on paper
22X17 cm
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MMV NAX X7 46 my (1988) NIYAL N™p NNNYNA TVIX "VE7)
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Awinit Swanima

449y (2006-2015) YD 170709 779773 IR SW IR TN DAY
qon Sy IyEnT Tha NMynwn NNnT Sw N 1ntwn K
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TTNYAw) ,MNNN MNNT 135 NMIK mmnT 131K nv51
DM¥P DN DO YT DWrna mnnTa Tpen"s nwpmn
113 ,0™171Y DMINT V2N NP MDY, 02192 1Tyn ownn
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WK MM

M0AN D)
2002 ,Sand it Better
'|7‘l 04:04 XM

el G
2002 ,Sand it Better
42,85 04:04 153048

Nelly Agassi
Sand it Better, 2002
Video, 04:04 min

IR oM
1975 ,mpn
'P719:30 X

Oladgl Lis
1975 oKs
43,55 19:30 1 guiud

Micha Ullman
Place, 1975
Video, 19:30 min
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Photography: Oded Lebel
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Tsibi Geva

Untitled, 1997

Acrylic, oil and industrial
paint on canvas

184X184 cm
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Moshe Gershuni
Untitled, 2006
Oil and acrylic gel
on canvas
120x140 cm
Courtesy of Givon
Art Gallery
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Joshua Neustein
Erasure, 1971-1973

16 mm film converted
to video

20:16 min

Courtesy of the artist
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Irina Birger
Switch, 2000-2001
Charcoal on paper
200X150 cm
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Arnon Ben-David
Shin Bet, 1987
Plywood and ink
36X62X7 cm
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Etti Abergel

White Line (detail), 2016
Gesso and safety

pins on canvas

210X470 cm
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Etti Abergel

White Line, 2016
Gesso and safety pins
on canvas

210X470 cm
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Pinchas Cohen Gan
From the series

"Action Drawings", 1973
Mixed media on paper
32X113 cm
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Pinchas Cohen Gan

From the series

"Action Drawings" (detail), 1973
Mixed media on paper

32X113 cm
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Pinchas Cohen Gan
From the series

"Action Drawings", 1973
Mixed media on paper
22X17 cm
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Ron Asulin

Spiritual Risk (A tribute to
Yechiel Shemi) #1, 2021
Wallet and steel nails
15X13 cm
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Ron Asulin

Spiritual Risk (A tribute to
Yechiel Shemi) #3, 2021
Wallet and steel nails
16X28 cm
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Ron Asulin

Cargo Ship (A tribute to
Yechiel Shemi), 2021
Passport cover and steel nails
16X24 cm
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Avner Pinchover
Place (after Micha Ullman), 2018
Video, 03:04 min
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Nelly Agassi
Burnt, 2000
Video, 09:51 min
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Rona Yefman

Anti-war Graffiti, Kiryat Tiv'on, 1988
Archival pigment print

160X240 cm
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Michal Helfman
Untitled (from the series
"Vase Portrait"), 2021
Pastel on paper

70X50 cm
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SHULAMIT GRADY
SHIMON GRADY
SAEED GRADY
NAOMI GRADY
SARA GRADY
LACHARY GRADY
SHOSHANA NISSIM

|AMES BALDWIN

FELIX GONZALEZ-TORRES
LAMGSTON HUGHES
REINALDO ARENAS

DANA MENMUSSI
MARJORIE ELAINE BRICKS
BEN JOHNSOMN

JAFARI SINCLAIRE ALLAN
CRAIG WASHINGTON

EL GATES

JOHN KING

ENOSH

STANLEY MACBARNMETTE
ANTOINE FREDERICKS
GALIA GODARD

DR. ERICH GOETZEL
ANONYMOUS
ANONYMOUS

CEDRIC WILLIAMS

GLEN JAMES
ANONYMOUS

SHIRLEY WEGNER

Mother

Father

Father's father
Father's mother
Mother's mother
Mother's father
Closest aunt

Bravery

Love

Poet

Before Might falls

Good eye

Homeless flower lady with a great voice

Man who lies

Sunshine cruise

Consequences

Professor of Law

Susceptible loyalty

Hugs

Bottam intelligence

Pushing the envelope

Dr.

Analyst

Receptionist at the White Institute
Janitor at the White Institute
Insightiul listening

Turns limitations into ideology
Man in the water, Haulover beach
Laughter

PR MINYD
2006-2015 ,7TYDI1T 770 05
'D703:26 XM

ol yoked
2006-2015 ,ygehdl oy o
48485 03:26 , gydud

Leor Grady
In Order of Appearance, 2006-2015
Video, 03:26 min
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Manar Zuabi

In Between, 2023

Nylon stockings and wool
Dimensions variable
Courtesy of the artist
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Yoav Shmueli

TOM, 2007

Archival inkjet print
110X74 cm

Photography: Hinda Weiss
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Tchelet Ram

I Never Saw A Discontented Tree, 2019
Mixed media
Dimensions variable
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Tchelet Ram

I Never Saw A Discontented Tree (detail), 2019
Mixed media

Dimensions variable
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Efrat Natan
Labane, 2016
Video, 03:00 min, loop
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Efrat Klipshtein

To Love You (Black), 2013
Treated power cable
50X50 cm
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Daniel Kiczales
The Messenger, 2011
Video, 17:18 min
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Tsibi Geva

Untitled, 1997

Aacrylic, oil and industrial paint
on canvas

184X184 cm
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Orly Sever

Untitled (Breathing 1), 2015
Wood, iron, industrial paint,
light and sound
24X102X100 cm

66



LI Ty

2023 ,(#6 LM Mpa 20) nama x5S

,OMIDIN A LTTPIMB 1DIXN [ TAY YV, DK1Y 5T nwn o Twn Dow
,OIRD1D N, PR NAp  NPTIWn MNNN 0 0w 1Y YV LRI
021 7P NIV 9193 ,023 MwIARM TMLVN 1w

manwn mTn

G

2023 ((#6 b (e ($ J29) Olgie Yo

blos (Keaygialls slasiag dbgsias cois 3518, i@adioa dasaas 4 iaiSe Sl
:&Aﬁuﬁ QL\_}.C :g_JLin QLA&KA :‘L_g.‘d.gA Cl).)i .ﬁ_.ﬁ.aLu.Jo sy > éflj) :K.}A)gﬁ ICJLD.DJ
vz bil> 1geiyS da) ipauxr wlblasy dlbie Y

Eden Bannet

Untitled (An Elephant Through the Eye of a Needle #6), 2023

Office rugs, metal mesh, linoleum, Formica-coated plywood, bicycle grips,
chalk drawing, office drawers, dice, linoleum samples, umbrella skeleton and
plaster bandages, cardboard cylinder, plaster wall

Dimensions variable
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Moshe Gershuni
Untitled, 2001
Oil and acrylic gel
on canvas
80X120 cm
Courtesy of Givon
Art Gallery
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BLACK STAR

FROM THE HAARETZ COLLECTION



Art and Reality

Collecting and journalism have something in common. Both endeavors require
curiosity, a desire to know and a desire to see more. Journalism deals with
the issues of the hour, reports on reality and critiques it; and art, though not
committed to current events and able to hurtle into the realms of emotion,
association and free thinking, is nevertheless also a product of the reality in
which it is created.

Both fields involve interpretation. Whereas in journalism, interpretation is
presented in the pages of the newspaper and served up to the reader closed
and bounded, in art the power of the visual image stems from the very fact that
it is open to interpretation - and to multiple interpretations. In art, the work
and the viewer are not always from the same period and place, enabling the
interpretation to be renewed repeatedly, as befits the spirit of the time.

In my opinion, this is what Hadas Maor does successfully in the present
exhibition, in which she brings together works that were created beginning in
the 1970s and down to our time, some of them completely abstract, and situating
them in the context of the concept of the border and in relation to the present
crisis-ridden political-social climate in Israel.

Amos Schocken



Perhaps, after all

Efrat Livny

Work on an exhibition from the collection begins on the computer. I invited Hadas Maor
to go through the collection’s computerized catalogue in order to put together the present
exhibition from it. In the next stage, in which we went to view physically the storage space
where the works are kept, I suddenly realized that a large proportion of the items that
Hadas had marked for inclusion in the exhibition would need to be spread out in order
to be seen, because they were rolled up or folded. That was the case with the large canvas
work by Etti Abergel, Pinchas Cohen Gan's sheets of paper, the wallets of Ron Asulin, Efrat
Klipshtein’s cable and the installations of Eden Bannet and Tchelet Ram. As we proceeded
to additional works she wanted to see, I discovered an element of folding in them, too -
the painting by Tsibi Geva, whose image evoked a closed envelope and reminded me of
the children’s game of “Fortune Teller” involving paper folds; Manar Zuabi’s installation,
which is made of stockings that are normally kept folded in their packages; the fabric
of the diaper in Efrat Natan’s video, which is tied-bound like a milk gourd; Arnon Ben-
David’s plywood, which is “folded” in a masterly fashion into the Hebrew letter shin; and
the video by Leor Grady, who folded the course of his life into a roller of end-credits that
unfold on the screen. I asked Hadas in jest whether she was organizing an exhibition on
the theme of origami. Now that the exhibition is standing, I still perceive in it the game-
like and ceremonial dimension of origami, which is also underscored in the repetitive
element of other works: the videos by Joshua Neustein and Nelly Agassi, in which they
are seen drawing and erasing over and over; and the video by Avner Pinchover, who
jumps up and down like a child on a mound of dust which flies in every direction. But
from the very entrance to the exhibition and progressing through the gallery space, a
grim atmosphere emanates and accumulates from the works, which overshadows and
overrides their playful dimension.

The disquiet that slowly seizes our minds and our psyches is linked to a series of actions
that we discern underlie the works: erasure, tearing, wounding, following, pricking,
darkening, binding, stretching, torturing, exhausting, compressing, choking and blocking,
no way through and no way out. Faint breaths arise from a grave-like ventilating structure
that is lying on the floor in the work by Orly Sever; amid stormy night skies, even the
stars in Moshe Gershuni’s work blacken; two lamps glare from the dark in the work by
Yoav Shmueli; two eyes are fixed in a piercing gaze in Michal Helfman’s drawing; and a
pacifist graffiti is inscribed on a concrete wall in the photograph by Rona Yefman. The
feeling is one of helplessness, of a movie we’ve already seen. The movie is over, everything
needs to be packed up and put back, let’s load the movables and go, and “the last one out
turns off the light,” as Irina Birger’s work signals us.

But wait a minute - what is this sound that accompanies the exhibition? At last, at the
end of the space, there is a ray of light, the sun rises and with it unusual music, the fusion
of a muezzin’s call and the sound of an electric guitar, from Daniel Kiczales's work. It’s
apparent that there is an opening and a way out, right here, in this place - so perhaps
there is hope, after all?!



Walk Without Fear

Hadas Maor

When the curator of the Haaretz Collection, Efrat Livny, invited me
to curate an exhibition of works from the collection for Minus 1
gallery, all kinds of thoughts came to mind about the essence of the
collection and about which segment of it I would want to present.
One line of thought suggested formulating something of principle
about this singular collection, while another promoted delving into
the significance of the collection - the entity assembling it and its
place of storage - for me personally.

But then came the regime coup, and the demonstrations began to
accumulate. The feeling grew that it was impossible to continue as
usual and simply ignore all that was happening around us - certainly
while working with a politically and socially engaged art collection
like that of Haaretz.

And so, without prior planning, while virtually wandering through
the works in the collection, a different exhibition emerged, one
that was curated as if by itself. An exhibition that touches on the
concept of border, demarcates and erases it, cracks it, and fuses it back
together again. An exhibition that is tantamount to an installation,
which inscribes itself in space and examines its own survivability
in this turbulent time. An abstract exhibition in which, like subtle
punctuation marks, concrete, identifiable anchors are scattered.
The concept of the border is used, as we know, in different ways in the
fields of geography, politics, psychology and mathematics, to mention
only a few obvious contexts. A border can be concrete but also abstract;
natural but also artificial; it may enclose something and at the same
time define everything outside of it. Border as sign, but also border as
idea. And above all, border as inner essence. As a question.

Most of the works in the exhibition incorporate a dimension of
division, duality or interior reverberation. Upon entering the exhibition
space, the viewer encounters an early work by Joshua Neustein,
Erasure (1971-1973) p. 23. The work is part of a 16 mm film that was
converted to video, in which, in each scene, something is drawn and
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1. Robert Morris, “Notes
on Sculpture,” Artforum,
February 1966.

erased - a word, a linguistic expression or a visual image. In the
segment presented in the exhibition, one hand is seen drawing the
contour lines of a Star of David, while another hand erases them. One
hand continues to draw, the other continues to erase, and the image
emerges and becomes blurred, appears and disappears. At a certain
stage, one of the hands puts on a black glove, whether to preserve the
pristine quality of the action, or to generate a sense of distance and
perhaps also of authority or hierarchy. The appearance of the black
glove, and the way it switches hands during the work, heightens the
feeling of discomfort at the action performed and infuses the whole
work with tension and a sense of threat.

The work evokes, concurrently, different aspects of human existence -
conceptual, physical, political, spiritual, territorial, ethical, aesthetical
- and forges a dynamic situation of a quiet struggle and perhaps of
consensual cooperation regarding lines, borders, forms and spaces.
With delicate choreography, familiar contour lines are sketched,
boundaries are marked and deleted, until in the end the entire image is
expunged from the base and only traces of the erasure action remain.
The worK is part of a comprehensive oeuvre in which Neustein dealt
conceptually and expressively with questions related to drawing,
action and erasure, and through them also with questions of the
ontological status of the art object. Erased Displaced Square (1973)

and Erased Star (1973) p.10 are two examples of work from this period.
In connection with the act of erasure, it’s impossible not to think
of the seminal work by Robert Rauschenberg, Erased de Kooning

Drawing (1953). Rauschenberg wished to examine whether a work
of art could be created solely through erasure, that is, through action
that focuses on the removal of signs, rather than their accumulation.
From 1951 to 1953 he produced a number of works in this context. He
began by erasing early drawings he himself had done, but afterward
he approached Willem de Kooning, whom he held in high esteem,
with a request to erase one of his drawings. In Rauschenberg’s case,
the substrate he chose to erase constitutes an essential part of the
act of erasure.

In Neustein’s work in the exhibition, critical importance attaches not
to the substrate but to the image that is erased in the artistic act. In
other works from the late 1960s and afterward, such as Sandpaper and
Scrapped Paper (1969), Neustein dealt with the question even more
probingly, examining the idea of erasure as such, irrespective of the
question of the substrate or the image. By contrast, in the series Polish

Forests (1993) he erases from the nonexistent, perhaps erases from
what is inerasable, scrapes the exposed paper with a steel brush and
exhibits the wounded paper and the remnants of the action.

In 1966, Robert Morris published a series of influential articles in
Artforum magazine under the title “Notes on Sculpture.” ' One of the
ideas raised was that the artistic act, as such, is the documentation
of a performance by the creating artist, even if that act is executed
in the studio, unseen. This approach is of significance not only for

Neustein’s works, and constitutes a prism through which to observe
the other works in the exhibition as well, with special emphasis on
Pinchas Cohen Gan and on Moshe Gershuni.

Another indication of the potential of appearance or disappearance,
illumination or obscurity, arises from Switch (2000-2001) p. 25, a
charcoal drawing by Irina Birger. The work is one of a broader series
of drawings of everyday objects, which are rendered with meticulous
precision in a realistic technique but on a scale larger than the actual
object. A double switch seems to protrude from the paper, tactile and
inviting to touch. The work refers to the very possibility of vision,
which is based on the presence of light, the possibility of reflection,
but also to the potential of darkness - and in the context of this
exhibition, darkness that might be regime-based, moral or cultural.

Questions of context and interpretation have always lain at the center
of the work of Arnon Ben-David. In a group of works from the late
1980s, Ben-David addressed the social-political situation in Israel and
the apparatuses of power by which it is shaped. Most of his works
from this period are made of plywood, simulate modular, architectural
volumes and are inscribed with politically charged terms: “Jewish art,”
“police state”, “Shin Bet” and others. Hurling the verbal content into
the ostensibly neutral exhibition space charges the entire space with
the interpretive question that derives from the verbal content and
evokes additional fields of meaning that are not visually manifested.
The work in the exhibition, Shin Bet (1987) p. 27, which is part of this
group, bears the shape of the Hebrew letter "shin". A small extension
at the top left bears, stencil-like, the abbreviation "Shin Bet Kaf"
(“Shabak,” standing for General Security Service). The pairing of
“Shin” and “Shin Bet Kaf” naturally evokes the familiar pairing of
“Shin” and “Shaddai,” which appears frequently on mezuzah cases.
Shaddai is not only one of the many names of God in Judaism, it
is also an acronym of God’s operation in the world: Shomer Dlatot
Yisrael (Guardian of Israel’s Doors). The parallel of divine guardian
and security guardian enfolds within it a reference to the covert
dimension pervasive in both, and the question of faith in their actual
validity in the world.

Etti Abergel’s work, White Line (2016) p. zs, sets forth a large swath of
basically bare natural canvas. In the center of the work is a thick strip
of gesso,” its top cut in a completely straight line, its bottom section
frayed, tapering off and vanishing. The fading line of the white gesso
is seemingly fastened back onto the denser section with a long series
of safety pins. Metallic and cramped, the safety pins create a coarse,
painful seam that preserves the body of the work ostensibly whole. As
a result, tension is created between an imagined horizon line, which
stretches across the entire breadth of the work, and the fleshy scar
writhing within it.

2. Gesso is a white base
paint used to prepare
bare canvases and other
surfaces for oil painting.
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3. Ellen Ginton, Ori
Reisman, Tel Aviv
Museum of Art, 2005,
pp. 301-302.

Accumulation and reduction, connection and unraveling, have been
recurrent themes in Abergel’s artistic activity over the years. Her
works, which are generally constructed as ramified installations
directly in exhibition spaces, delineate landscape vistas that are
external and internal at one and the same time. The work in the
exhibition interiorizes a representation of different borderlines and
is resonant with the complexity of the political situation, but also with
the question of representing the female body.

In the 1960s, artists such as Michael Gross and Ori Reisman focused
on works that forged a link between the female body and the local
landscape. “The linkage of woman to nature and the landscape has
existed in Western painting for centuries,” wrote Ellen Ginton in the
catalogue of a 2005 exhibition by Reisman at the Tel Aviv Museum
of Art.” Referring to the group of works that was assembled freely
under the title “Woman-Landscape,” Ginton went on to elaborate, “...
this metaphor - the erotization of the landscape, the fusion of the
woman’s body with the landscape - has a distinctive cultural-political
meaning as well: the binary coupling of woman-nature and man-
culture throughout the history of Western culture (and art).” Abergel’s
work indeed displays a broad landscape view, which the artist charges
with a vivid bodily presence; yet, as such she intertwines the bodily
with the conceptual, bypassing the inbuilt, constraining hierarchies
of the familiar historical discourse.

Also perched on the line that stretches between drawing and action, and
between painting and sculpture, are the works of Pinchas Cohen Gan
from the series "Action Drawings" (1973)pp. 32, 37. In these works, the
artist makes use of sheets of newsprint, which he collected from the
Jerusalem Post printing press p. 12, before and after the machinery’s
wheels were cleaned. One such work consists of several layers of blank
newsprint, slightly yellowing, whose folds and binding are marked by
stripes of white paint, like bandages holding the parts of a wounded
body. The work is laid out like a book or an album, its interior and
exterior encroaching on one another, all brittleness and gentleness.
Another work bundles together sheets of paper on which remnants
of print are still visible, as is the Jerusalem Post logo. The paper in
this work is bound together with masking tape covered in paint, and
the whole object resembles an old school notebook. Attempting to
leaf through the notebook reveals that not all the double folds were
separated, thus seemingly causing an uneven number of pages and a
recurrent transition between interior and exterior.

In 1974, the Israel Museum, Jerusalem, held an exhibition titled
“Beyond Drawing” (curators: Yona Fischer and Meira Perry). “The
investigative characteristic of conceptual art encouraged artists to
relate to paper not only as a material for drawing on but also as a
substance and a body with its own face, back, and contents. The means
of drawing also received new attention, whether through expansion
(Moshe Gershuni’s fat stains) or through reduction (the tearing

and folding of paper by Benny Efrat, Joshua Neustein, and Pinchas
Cohen Gan),” wrote Ilan Wizgan in reference to that exhibition in the
catalogue of “Traces I - Drawing in Israel Today", The 1st Biennale for
Drawing in Israel (2001)."

A contemporary look at these works reveals extraordinary material
sensitivity and an ability to grasp the intellectual through the visual,
the conceptual through the sensual. A closed notebook, sheets of blank
paper, bearing potent content.

Michal Helfman’s work of 2021, Untitled (from the series “Vase
Portrait”) p. 44, is part of a comprehensive group of works that include
drawings, paintings, performance and video art in which the woman
and the vase are paired and which embody the tension between
light and shadow, white and black. Over the years, Helfman evoked
the theme of a young woman with a vase, a recurring motif in the
history of art, using means of expansion, diversion, disruption and
politicization, amid constant shifting from drawing to movement,
choreography to composition, static to performative and classical to
contemporary.

In the work displayed here, a material transition occurs between
the woman'’s body and the body of the vase. In a constructivist-like
drawing, different volumes emerge on the page, which hybridize
the body of the vase with the body of the woman, and simultaneous
possibilities materialize for the presence of the vase, each of which
gives rise to a different relationship with the woman’s body. Still, in
all of them a clear boundary line is discernible, which demarcates
the height of the vase in reference to the height of the point of view
of the figure, who is looking outward. It's of interest to note that the
work’s vanishing point lies precisely in the embedded void - the empty
section of the drawing, blank and absent: the mouth, which is perhaps
precluded from speaking.

The works by Ron Asulin from the series "Spiritual Risk (A Tribute
to Yechiel Shemi)" p. 38, reference the oeuvre of the sculptor Yechiel
Shemi, notably his series "Torn Steel", from the 1960s, and "Elements",
from the early 2000s. Shemi introduced a dimension of motion and
softness into the heavy raw material he worked with: steel. Asulin
works with used leather wallets and examines what happens to the act
of tearing when it is re-applied to soft material. In its general contours
the sculptural volume he creates recalls sculptures by Shemi, in the
line that stretches between the shape of a house and the shape of a
ship, but on a far smaller scale and with a totally different materiality.
Shemi attributed to matter itself a critical significance in the processes
of his work. “Matter fulfils an extremely important place in this
process; it is the partner - the final aggregate - that tells me: Do
this or that,” he said in 1982 in reference to his work.’ Asulin’s bold
choice of the raw material for his homage - soft material originating
in a readymade that plays a functional role in culture and possesses

4. Ilan Wizgan,

“Traces I - Drawing in
Israel Today”, The 1st
Biennale for Drawing in
Israel, Jerusalem Artists’
House, 2001, pp. 88.

5. At http://ateliershemi.
wordpress.com
(in Hebrew).
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6. Avner Pinchover’s work
was originally created
within the framework

of an extension studies
course of Hamidrasha
Art School, under the
tutelage of Nicola Trezzi.
The students were asked
to create works of their
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from the generation at
the center of the “Want of
Matter” exhibition (1986).

7. Hadas Maor, “Traces
VII - Action Line,” The
7th Biennale for Drawing
in Israel, Jerusalem
Artists’ House, 2019,

p. 153.

attributes of rootlessness, mobility, flexibility and accessibility -
persists in the narrative proposition that arises from them. One of
the works is made of a passport cover, leading Asulin to think about
the distance that Shemi experienced between his days in the kibbutz
and the long period of time he spent in New York, and more broadly
about the relation between the heavy steel sculptures and narratives
of transition, dislocation and emigration that are embodied in the
time and place within the framework of which they were created.

In 1975, Micha Ullman created Place p. 14. In it, the artist is seen
executing six different actions with and in reference to a mound
of sand he piled up in the center of a closed space. Slowly, with
intentionality and precision, he sculpts in space using sand, broom
and shovel, flattens the sand carefully, carves out paths, forges shifting
landscape configurations, steps on one of the mounds, hurls sand at
the wall or arranges it in neat new shapes which in their turn become
craters. Throughout the video, references to seminal minimalist works
appear, and names of artists such as Robert Morris, Robert Smithson
and others come to mind. The work ends as it began, with a single
mound of sand in the center of the space.

Place (After Micha Ullman) (2018) p. 40, by Avner Pinchover,*
references Ullman’s work and resonates with it, but is differentiated

from it in several ways. To begin with, it is important to note that
the work is based on a seventh action that Ullman carried out in
the 1975 event, but whose documentation has been lost. Sand is the
recurrent motif in Ullman’s oeuvre. Pinchover frequently works with
cement powder, as he does here as well. In a space similar to Ullman’s,
and from an identical camera angle, Pinchover is seen meticulously
piling cement powder into a mound, and then abruptly leaping onto
it, jumping on it over and over, flinging and hurling the powder every
which way, to a point of self-exhaustion. What prompts an initial smile
continues with an intensity that alters the viewer’s range of emotions
vis-a-vis the action. Pinchover is thus able to move from the point of
departure of an homage and reroute the work to a highly personal
cathartic place of the sort that pervades other works of his, such as
Cement (2019), Riot Glass (2019) and Chairs (2018). In reference to
those works, I wrote in the catalogue for “Traces VII - Action Line,”

that “the repercussions of the flinging, throwing, casting act, and
the encounter or clash between the different substances, generate an
action drawing in the space, one which is only partially controlled,
crossing invisible boundaries between intention and chance, lyricism

and violence.”’

The video work Burnt (2000) p. 43 by Nelly Agassi was not done as
an homage to Neustein’s erasure works; nevertheless, it broadens the
action of drawing and erasing, proposes a different horizon for it, and
represents the transition from engaging with the national body to
engagement with the private body. In the work, Agassi draws on her

chest the shape of a heart with red lipstick, then rubs the area until
the contour lines are blurred and the shape is erased. The greasiness
of the lipstick does not allow complete erasure, and Agassi draws a
new heart shape on top of the smeared mark that remains. Drawing
and erasing, drawing and erasing, until the skin is red and irritated,
saturated with a deep stain. In the video Sand it Better (2002) p. 15,
Agassi rubs her chest with a piece of sandpaper in diagonal, measured,
monotonous movements until the skin surface is wounded and begins
to bleed. At the conclusion of the action, she extends her hand and
places it on the area of the wound, as though covering and calming,
interiorizing the essence of the act.

Agassi’s works return continually, in different ways, to the chest area.
Be it metaphorically or personally, by means of pricking, scraping,
sewing, embroidering, sanding and more, Agassi probes this part of
the body invasively, aggressively and obsessively, on the one hand, and
therapeutically and cathartically, on the other.

Anti-war Graffiti, Kiryat Tivon (1988), is one of the first works that
Rona Yefman photographed, when she was only 16. The work, which

she shot on 35 mm film, languished for years in a drawer before first
being exhibited in the “Radio Netiva” project (2022) at the Center
for Contemporary Art, Tel Aviv®p. 46. Taken while Yefman wandered
about in Kiryat Tivon, where she grew up, the photograph reflects
the impossible intertwining of coarseness and delicacy, and of
brutality and poeticism, which characterizes her work. The graffiti
in the photograph appears to be done in white chalk, temporary and
ephemeral, and the symbol of peace - created in 1958 as the logo of the
nuclear disarmament movement - seems to have been drawn wrongly,
then corrected. Already at a very early stage, this work augurs Yefman'’s
years-long interest in concepts of identity, individualism, right of
choice and, above all, freedom - in the deepest sense of the concept.

The video work by Leor Grady, In Order of Appearance (2006-2015)
p. 49 is a chronological list of significant people in the artist’s life,

which goes by on a black screen, like the closing credits in a movie.
The list begins with Grady’s parents and includes throughout its
length anonymous figures together with well-known individuals. The
column devoted to the “role” of the characters in Grady’s life consists
of short descriptions of their status in the world, at least from his
point of view. Substantive descriptions such as “English teacher,”
along with others that are emotionally charged, such as “Neighbor’s
quiet daughter,” as well as epithets gleaned from popular culture, like
“Six million dollar man,” appear in succession throughout the work,
forging a moving mosaic, simultaneously mysterious and familiar.
The work weaves together fragments of life stories, operating like a
literary novel unfolding in a way that is textual and visual at the same
time, or perhaps neither textual nor visual at all. It is a complex and
sophisticated self-portrait that defines the self through the prism of

8. Rona Yefman, “Radio
Netiva,” The Center for
Contemporary Art, Tel
Aviv, 2022, curator:
Tamar Margalit.
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9. The title is a quote
from John Muir, who
conceived the idea of
protecting and preserving
the environment by
establishing nature
reserves in the United
States.

10. Tchelet Ram,
“Situation: Parasite at the
Mishkan Museum”, Ein
Harod, 2019.
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the broad cultural field and is based on an extended series of fluid
contexts, not on predetermined appearance or essence.

In Between (2023) p. so, by Manar Zuabi, consists of seven pairs of
stretched nylon stockings, on the brink of tearing, with the very act
of stretching creating a kind of center within them that is stitched
and split. The work intimates the presence of a body, renders the
missing body present, refers to a continuing existential condition of
fragmentation, and concurrently raises the issue of the struggle for
the land.

Stratifying aspects of border, body and identity is characteristic of
Zuabi's oeuvre, which addresses issues of nationalism and gender and
makes frequent use of soft materials and body actions. Patently, the
use of nylon stockings and the performative dimension inherent in her
work are resonant of seminal works by artists such as Senga Nengudi
or Rebecca Horn, and continue a chain of alternative emancipatory
representations relating to body, nation and gender.

The work by Tchelet Ram, I Never Saw a Discontented Tree,’

(2019) ps4, is constructed from parts of a large wooden closet, which

Ram dismantled. Combined with a number of additional elements —
among them a dry branch, a sculpted Ytong (lightweight concrete)
block and a delicate drawing of a Hava Mehutan sculpture, which
dangles via a hanger on a partition of the cupboard - they create a
landscape scene, or a sculpture garden. One principle of the work is
the use of the different sections of the cupboard as a readymade, not
as raw material, thus embedding them in the installation as they are,
without cutting or otherwise altering them. In this way, the various
sections retain their original functionality, but amass additional
presence and validity in the exhibition space. Doors become partitions,
drawers become cubes or hills, and the surface of the processed wood
takes on the appearance of a turbulent topography.
Ram’s work encapsulates a continuous and immanent occupation
with the concept of home, whether as a sheltering structure or
as a yearned-for but abstract notion. The work on display in the
exhibition was originally exhibited in the Ein Harod Museum'®,
in a confined and inaccessible space, which created a vitrine
of sorts. The current installation gives rise to a completely different
proposition, which repositions the body in the space and enables
movement within the landscape. The work generates thought about
landscape, about a gaze toward landscape, about interior that becomes
exterior but is bounded by another interior - a tautology akin to the
use of wood as a botanic element and as raw material at one and the
same time.

Efrat Natan’s video work Labane (2016) p. s9 consists of a white
diaper cloth that is tied with a string and hanging, dripping a white
liquid. The screen itself is covered with a white frame on which a

dense net is stretched, like a window screen or netting that protects
what is most precious. The contrast between black and white, plaster
and tar, has been a seminal element in Natan’s work over the years,
as has her occupation with various aspects of the kibbutz ethos and
life within that framework. In the context of this exhibition, the
work functions as an element that paces time within space through
a delicate but definitely present sound that becomes increasingly
irksome as time passes.

The milk that drips slowly from the fabric is a recurrent material in
Natan’s work. In a 1974 performance, Milk p. 17, at the Faculty of Arts -
Hamidrasha, she poured milk in a gentle flow down a stairway. At the
time it was said that the configuration of the slow downward flow of
the milk and its gathering into a puddle at the viewers’ feet, recalled
the winding of the Jordan River. It is important to mention that the
event took place not long after a terrorist attack in Kiryat Shmona in
which eighteen people were killed, including eight children. The use
of milk bears symbolic significance that crosses religions and cultures
and evokes abundance, fertility, nutrition and the cyclicality of life.
From this point of view, the movement between spilling the milk as
if in vain, and the abundant, overflowing udder is fundamental, and
serves as a reflection on Natan’s take on the political-social situation
at different points in time.

The work by Efrat Klipshtein, To Love You (Black) (2013) p. so,
consists of a coiled black electric cable hanging on a wall, ready

for use, like a guitar cable waiting to be connected to a loudspeaker
system, on the one hand, or an available noose, on the other. Atypically,
the cable is characterized by a recurring color pattern - and spots of
blue, orange, green and yellow shimmer along its length in a regular
rhythm. A closer view reveals that the color stains are in fact the
result of mutilation, in which the insulating layer of rubber is sliced
open, exposing the electricity conductors within. This recurring
injury motif, repetitive and demanding, suffuses the work with a clear
physical presence and a dimension of danger. The initial ambiguity
between chance and intention dissipates with the understanding that
the recurring damage is executed in a focused, systematic mode by
the artist, who thus merges concepts such as pain, control, violence,
aesthetics, therapy and horror.

The Messenger (2011) p.2, a video work by Daniel Kiczales, articulates
a thrilling artistic, political and personal proposition. Kiczales is seen
in the work, standing on Mount Scopus in Jerusalem, his back to the
camera, his gaze directed at the Arab village of Isawiyah, which unfolds
at the foot of the mountain. Holding an electric guitar, his posture
is taut, and at the moment the muezzin starts to call the faithful to
prayer, Kiczales responds to the call with a gentle yet resonant musical
improvisation. The work proceeds in tandem with a complete cycle
of five calls to prayer, from dawn until dusk. As the muezzin’s call
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11. Gan Haatzmaut in Tel
Aviv opened to the general
public in 1952. Beginning
in the late 1970s, the park
became a major cruising
site for the homosexual
community, certainly
until the repeal of the

law prohibiting male
intercourse in 1988. In
2009, the park underwent
a comprehensive
renovation, bushes were
trimmed, roads paved
and lighting installed

in all its areas.

changes in the course of the day, the instrumental accompaniment
changes accordingly. The result is an extraordinary musical-cultural-
political encounter, like a one-sided but powerful dialogue based on
respect, esteem and readiness to listen.

Over the years, Tsibi Geva has examined different modes of
camouflage and blockage. From prolonged series that refer to “things”
in the world, such as kaffiyeh, tile, blind or window (all of which
possess an attribute of separating and shielding), to a smaller series
of geometrical works from the late 1990s in which he referred, inter
alia, to barrier stones or to signs indicating military bases. Like
all of Geva’s works, the paintings in this series are multilayered in
character, material and conceptual alike, harboring different fields
of meaning that are related to minimalism, on the one hand, and
to cultural, political and local contexts, on the other. The work in
the exhibition, Untitled (1997) p. s, is a characteristic example of the
works in the latter series, constructed entirely from different tactics
of blockage: from the canvas, which is colored wholly in ostensibly
uniform hues, via the X form that is created between the triangles, to
the tonal degradation of the colors, which is resonant of the way in
which military regions are signified. In another work from the series,
triangles in different shades of blue appear, emphasizing the tension
between East and West, local and universal p. 1s. In both cases, the
pattern that is formed also recalls the inner welding of metal gates
that is typical of the Middle East, thus creating an additional layer
of obstruction.

Yoav Shmueli presents a black-and-white photograph titled TOM
(2007) p. 53, in which a tall double lamp is seen shining powerfully into
the dark, glittering like the eyes of an animal at night. It is part of a
broader group of works, collectively titled "TOM". An earlier work in
this group depicted three large panels on which the image of a wall
appears twice, along with the image of a large, blinding lamp with
multiple bulbs p. 19. The work, presented as a large billboard enclosed
within the space, challenged the relation between interior and exterior,
drew on visual childhood memories and addressed issues relating to
the absence of a home, wandering and searching. The wall in the
photograph is the wall around the soccer stadium in Petah Tikva, the
city in which Shmueli grew up - a physical wall that is also a mental
and emotional one - and the lamp is the stadium’s projector. The lamp
in the present work was photographed in Gan Haatzmaut, Tel Aviv -
a historical site of homosexual meeting and activity', and another
significant station in Shmueli’s life. Signifying means of supervision,
exposure and enforcement by its position in the exhibition, it stands
alone, dominating the space. The title of the group of works bears a
dual meaning (in Hebrew): the end of youth as such, but also what
has effectively been taken or lost. Termination. Or, if the letters are
reversed (“mot”): death. After innocence (“tom”).

Untitled (Breathing 1) (2015) p. 67 is one of a group of works by

Orly Sever, low wooden crates with openings of various sorts that
resemble the apertures of air conditioners, sewers and the like -
systems that covertly connect spaces and expanses. In an exhibition at
Kav 16 gallery in Tel Aviv, for which the works were created'?, some of
the crates were positioned in silence, while from others light or sound
emanated, and they sprawled in the space like a body of sundered
organs that produces the sound of metallic breathing. A similar sound
of breathing also rises from the lone work in this exhibition, which
seems to respond to or be resonant of the dripping milk in the work
by Efrat Natan, creating a feeling of the brink of extinction. Between
body and shelter, between system and structure, the work stirs unease,
stretching between the functional, the architectural, the sculptural
and the physical.

Similarly, Eden Bannet’s Untitled (An Elephant Through the Eye
of a Needle #6) (2023) p. ¢9 also operates in the liminal, in-between
space between sculpture and architecture. Initially exhibited in the
9 Ahad Ha’am gallery'*, the work encompasses in its essence the

impossible: an intermediate space between interior and exterior,
and between office milieu and storage area. An urban landscape
unfolds, constructed from cheap generic materials, among them
wood, Formica, rugs, netting and cardboard cylinders. As they lean
vertically against the wall, a specific arena is delineated next to
them in white chalk and horizontal movement. Some of the elements
are placed freely in the exhibition space, in a casual manner, while
others are fastened to the wall by an elastic band. At their side are
two drawers that have been removed from a bureau, in one of which
there are rows of dice that have yellowed over time, and the pattern
they create competes with that of the small linoleum samples adjacent
to them. Grid upon grid, between overlaying and imitating, between
two-dimensional and three-dimensional, Bannet’s work constitutes
a subtle comment on imagination, intention and chance, and on the
transition from childhood to maturity.

Untitled (2001) p. 70, by Moshe Gershuni, is part of a relatively late
development in the artist’s oeuvre , in which he combined the use of
oil paint, acrylic gel and black spray on canvas. The action of the body
on the painting is very palpable, and includes thick smears of colorless
gel applied manually, leaving clear signs of fingers on the surface and
large dollops of excess material that accumulated and congealed on
the sides of the canvas. Through and between the layers of transparent
material, dabs of deep blue paint sprout, but also air bubbles, separation
of the different layers of material and exposure of parts of the canvas
- all the result of the dissonance between the various materials, which
do not bond chemically. The bold expressiveness of the work, its great
storm, is framed by four black stars that appear in each corner.

A black star is a sign that appeared in Gershuni’s work beginning in

12. Orly Sever,
“Breathing,” Kav 16
Gallery, Tel Aviv, curator:
Ravit Harari.

13. Eden Bannet, “An
Elephant Through the
Eye of a Needle #6,” 2023,
curator: Drorit Gur Arie.
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14. “The title of

the catalogue [that]
accompanies a
comprehensive exhibition
of the artist Moshe
Gershuni at the Tel

Aviv Museum of Art is
‘Gershuni,’ and a small
star hovers over the title,
a referral to a footnote.
However, the signifier is
not the usual asterisk (*),
but a five-pointed star.
This tiny detail is highly
charged. You read the
artist’s name and you are
immediately asked to
elevate your gaze upward,
to the sky that is alluded
to in the high star. But
from that star you are
immediately called upon
to descend, to the bottom
of the page (p. 7), where
the annotation explains:
‘Not Gershoni with

a holam [vowel sign],
Gershuni with a shuruk, as
in “I was expelled” [from
the Hebrew geresh=driven
out, banished].” Dror
Burstein, Galeria, Haaretz,
December 22, 2010.

15. Gershuni describes
these events in detail

in the catalogue of the
exhibition “Gershuni*’,
Tel Aviv Museum of Art,
2010, pp. 268, 372

(in Hebrew).

the 1970s, and also next to his name, as a referral to a footnote, in the
comprehensive exhibition of his oeuvre held in the Tel Aviv Museum
of Art in 2010." The five-pointed star, the pentagram, is familiar above
all as an ancient symbol related to mysticism and magic. In the period
of 300-150 BCE the five-pointed star was one of the principal symbols
of Jerusalem. In Christianity it betokens the five crucifixion wounds
of Jesus, and in Islam it is the early representative symbol, to which
the crescent was later attached.

In an early work, from 1970, Gershuni pasted four letterset stars
in the four corners of a sheet of paper. At the time, the action was
perceived as a conceptual act related to the marking of a border: the
limit of the artistic act, but also the physical limit of the sheet of
paper. In 1986, Gershuni was in residence in the Jerusalem culture
center Mishkenot Sha’ananim, where he created the series “Jerusalem
Nights,” in which the symbols of the crescent and the star from Islam
appear. He returned to Jerusalem the following summer and intended
to pursue the same line of work, thinking he would continue along the
same path, but instead, symbols of a yellow Star of David and words
in Yiddish began to appear in the works. The Star of David recurred
in works from 2005, but this time in the form of a sliced, truncated
stencil atop thick layers of colorless gel and spray p. z1.”°

The presence of the five-pointed star is very different from the
presence of the six-pointed star, the Star of David in Gershuni’s work.
Preoccupation with the Star of David recurs throughout the years
in his work in diverse manifestations, and is inseparable from his
preoccupation with the question of identity - religious, national and
personal. But also from the fundamental question of divinity. The
manifestation of the five-pointed star varies in different periods of
his work, appearing both as a conceptual notion and as a symbol rife
with meaning, related to the three monotheistic religions. In the later
worKs, it performs as a means of anchoring the excessiveness of the
expressive action, of fastening it back to the ground, like thumbtacks
attaching paper to a background. Thus, even when the root of the act
appears to be mystical, it has a concrete function. In this manner,
opposing forces operate in the works of the series not only in the
material sense but also in the ideational and emotional aspects. On
the one hand, Gershuni turns his inner gaze, his consciousness, to the
firmament, to the infinite expanse, to what can be perceived as the
divine, yet at the same time he lowers the act itself to the ground and
does not allow it to take place. One way or another, he deals repeatedly
with the concept of border, the personal, the artistic, the existential.

The title of the exhibition took root before I decided to include
Gershuni’s work in it. For me, it is associated with a personal memory
and echoes the name of the last album that David Bowie released in
2016 just before his death. A black star is an imagined celestial body,
a body that does not exist in astronomy. The pair of words brings
together, hypothetically, two states of matter: the glittering light

that characterizes a star in the course of its life, and the absolute
absorption of light in a black hole, that is, of a star after its death
(given that the mass of the star was large enough to bring about a
collapse of this kind).

The choice of this pair of words as the title of the exhibition
constitutes a metaphor for the political state of affairs in Israel. The
past few months have brought with them a stark, persistent feeling of
uncertainty, of the potential of growing darkness, of fear of the end
of an era. The feelings of collapse, of darkness, and the tremendous
sadness they brought about, engendered the spirit of the exhibition.

The title of the text, “Walk Without Fear”, is taken from an
extraordinary project of homage, carried out under the auspices of
WePresent, in memory of Derek Jarman - director, stage designer,
artist and thinker - who died from AIDS-related complications in 1994.
Jarman was and continues to be an inexhaustible source of inspiration
in regard to the concepts of freedom, creativity, an interdisciplinary
approach and courage.
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