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Still Waters
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A breath of air

A work of art frequently leaves me marveling doubly: first of all, at how good
and how interesting it is, and afterward at how little is needed to arouse a
profound experience. So, when Efrat told me that the next exhibition would
deal with the minor and the quiet, and would include works that are

“almost nothing,” I understood what she meant.

In the everyday I am immersed in current events, and the days are bad and
jolting. An exhibition that sets out to focus on the nuances of the quotidian
and of the nature that surrounds us, in order to understand their import and
the potential to imagine a different reality, is a breath of fresh air.

Amos Schocken
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Avi Sabah

Penalties (series)
2016-2018

Colored pencils on paper
20X30

110



109

What It Looks Like to Us and the Words We Use

Ada Limon

All these great barns out here in the outskirts,
black creosote boards knee-deep in the bluegrass.
They look so beautifully abandoned, even in use.
You say they look like arks after the sea’s

dried up, I say they look like pirate ships,

and I think of that walk in the valley where

J said, You don’t believe in God? And I said,

No. I believe in this connection we all have

to nature, to each other, to the universe.

And she said, Yeah, God. And how we stood there,
low beasts among the white oaks, Spanish moss,
and spider webs, obsidian shards stuck in our pockets,
woodpecKer flurry, and I refused to call it so.

So instead, we looked up at the unruly sky,

its clouds in simple animal shapes we could name
though we knew they were really just clouds—

disorderly, and marvelous, and ours.

Poecology Magazine , Issue 1, 2011
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Still Waters

Efrat Livny

What the works in this exhibition have in common does not reside in
theme, period, technique or style, but in what can be called their frequency
modulation. They are characterized by introvertedness and restraint, by
low tones both vocally and visually, and by their evocation of the muted
and the minor. Their connecting thread is in the stillness they exude and in
the absence of artistic gesture, in their static mode and the quietness that
envelops them. Some of the works were created with minimum intervention
and simple actions: placing a camera, documenting a spontaneous natural
occurrence, or by means of a single delicate artistic gesture. In some works,
what stands out is the choice of pale, minimalist form, material and color.
In the face of the blusterer they posit the whisperer; in the face of the
grandiose, the quotidian; in the face of the sophisticated, the simple and
direct; and in the face of the “larger than life,” the intimate and the up-
close. But let there be no mistake: the innate quiet of these works is by no
means a symptom of insularity or weakness. On the contrary: It conjures
up the saying that “still waters run deep.” The insistence on subtlety and
nuance gives rise to clear, sharp insights about life in general - and more
tellingly at this particular time. Against the background of our dramatic
times - violent and criminal events motivated by the intoxication of
power and falsehood, wrapped in denials and justifications - slowness,
restraint and a low-key approach are not only unusual but also constitute
an intimate refusal. They propose an alternative observation of the world,
devoid of “background noise” and resting on attentiveness, compassion
and a feeling of identification: observation that creates an opening for a
different ethics and a different understanding of the world.

Thus it’s not surprising that many of the works selected for the exhibition
are focused on the seamline between nature and culture. Nature is
neutral, without intention, implacably set on its course, existing in states
of becoming and metamorphosis: evolution, transgression, extinction,
renewal. Whereas culture is purposeful, steeped in activity and in the
implementation of force and manipulation, obsessed with subjection,
control and supervision, occupied with invention and with itself.
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The mutual dependence between humanity and nature posits human
beings as bearing responsibility for this connection, but even in our
crisis-ridden time it appears that humans are choosing to persist in
turning away from nature and adhering to a belief that the world belongs
to them. Yet the facts repeatedly confirm that humanity’s survivability
is inextricably bound up with its approach to nature, and also entails
person-to-person relationships. To this end, we need to forgo a sense of
supremacy: It is incumbent on us to remember that humanity is only
one link in the chain of life and of the universe. Forgetting this fact, or
more accurately the process of forgetfulness, produces alienation from
the world, which also distances us from one another. In their quiet way,
the works in this exhibition reveal the pain that attends this forgetfulness,
amid its absurdity and its wrongs on the one hand, and on the other its
potential for amelioration.

In “Quiet Beach,” a video work from 2011 by Efrat Vital, the artist’s
camera documents one of the popular seashore sites of Haifa, focusing
on its location - abutting an Israeli naval base. Frame after frame lingers
on the contrast between the fine beach, golden sand, azure sea and blue
skies, and the barbed wire fences, metal gates and military hangars that
loom over everything. Simultaneously, Vital captures the human activity on
both sides of the divide: a bather sunning herself in isolation on the beach,
juxtaposed to a uniformed female soldier concluding her shift; soldiers
in a fire drill contrasted with large numbers of bathers and beach chairs
under colorful umbrellas. Everything unfolds quietly, naturally and with
perfect calm. Tree branches sway, birds fly by, and in the background are
the sounds of the wind and of waves crashing on the shore. The tranquility
that emanates from the video overlies a terrifying truth. Our gaze is
directed to the absolute normalization of the intertwining of military
and civilian, and even more: the military’s dominance over the civilian in
the Israeli space. The absurdity is that this harmonious, ostensibly natural
occurrence, is effectively the height of the jarring, unreasonable condition
that has long since become invisible to the Israeli eye. Vital’s decision to
adopt an “indifferent gaze” is vividly resonant of — and indeed intensifies
- the indifference of those who act out this mundane situation.

“Everyday Ceremonies,” a video work from 2014 by Gaston Zvi Ickowicz,

also directs our gaze to an everyday, seemingly nondescript occurrence
in the Israeli space. Ickowicz positioned a static camera within an open
landscape consisting partly of dry grassland and partly of a grove of olive
trees. A dirt trail divides the two segments. For 80 minutes the camera
documented many dozens of people passing by on the trail - all of them
belonging, as can be gleaned from their attire and their language, to Arab
society - and crossing the frame in both directions. Men and women,
adults and young people, children and the elderly, singly or in small groups.
Some of them find it difficult to navigate the path; some are in a hurry,
carrying briefcases, bags or documents; some are speaking on the phone
or to one another. All of them, as they walk under the broiling sun, appear
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Efrat vital
Quiet beach, 2011
Video

4:57 min

Gaston Zvi Ickowicz
Everyday ceremonies, 2015
Video

80 min
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purposeful. This is a familiar “choreography” of people occupied with
their daily routine, on the way to running errands, shopping or going to
work. The accompanying sound is dominated by noises of walking on the
dirt trail and by the background noise of vehicles on a nearby but unseen
road, along with sudden eruptions of birds chirping, a dog barking or the
call of a muezzin. The repetitive pace of the figures passing across the
screen is hypnotic, lending the entire situation the aspect of a mysterious
ceremony. The viewer’s curiosity is piqued. To where and from where are
these people going? Why are they passing in this of all places - an unpaved
road in an open field?

The trail that Ickowicz documented is a shortcut between the Sheikh Jarrah
neighborhood of East Jerusalem and a branch of the Interior Ministry in
the adjoining neighborhood. This particular branch is notorious for the
harsh conditions it generates for those in need of its services, notably
the long lines that necessitate an early-morning arrival and hours-long
waiting in overcrowded conditions, in heat or rain, without even knowing
whether they will be received that day. Thus, the walk on the rough trail
that is documented in the video is only the start or aftermath of an even
longer, nightmarish road which places physical and mental obstacles on
the path of its users. The official status accorded the Palestinian residents
of East Jerusalem is of permanent residents. As such, they are not entitled
to vote in Knesset elections and also are under constant threat of having
their residency permits canceled. Their dependence on the Interior
Ministry to renew their status, obtain a laissez-passer or submit a request
for citizenship, is immense. In addition, some of the inhabitants of the
Sheikh Jarrah neighborhood have for years been in danger of being evicted
from their homes, and others have already been expelled, on the basis of
a claim related to a complex episode of Jewish ownership dating back to
the nineteenth century. It emerges, then, that the neutral documentation
of an obscure slice of landscape is politically charged and carries with it
an open wound that there is no possibility of leaving outside the frame.

Nature, earth and trees, as silent witnesses to politically charged human
occurrence, are also at the center of a series of photographs from 2013
by Ickowicz, titled “Planting.” The series documents, in nine separate
photographs, nine newly planted seedlings. In a view from above, in the
center of each frame is a green seedling planted in a shallow pit dug
in a woodland - in what, as the distinctive needles, broken branches
and cones that cover the ground suggest, is a pine grove. The tiny,
ultra-fragile seedlings, seen against the background of the coarse soil,
generate simultaneous worry and hope. Tree planting is an action rife
with intention. That intention could be ecological, aimed at improving
air quality and shaping the landscape; but down through the history of
Zionism, to our own day, it has involved “creating facts on the ground,”
seizing land, preventing Bedouin settlement and covering up acts of
destruction and erasure of Palestinian communities.
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Gaston Zvi Ickowicz
Planting (series), 2013-2016
Archival pigment print
43X53
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“A Man Made Tale” is the title of a video work from 2013 by Thalia
Hoffman. Placing a static camera in Yatir Forest, in the northern Negev,

the largest planted forest in Israel, Hoffman shot the film across two years
(2021-2023), visiting the forest dozens of times and filming a different
section of it each time. The result is a portrait of a place consisting of
documentation as captured by the camera: nature and its cyclicality -
trees, landscape, weather; the animals and the humans who come to the
forest - a shepherd, Jewish National Fund foresters, a squad of soldiers,
a group of hikers, nature researchers; and also material signs of human
culture: monuments bearing names of donors, a research station, watering
troughs for sheep. The sound consists of what the microphone picked up:
wind blowing, birds chirping or cawing, bells of a herd of sheep, warplanes
in the sky, an electric saw, people’s conversations. Occasionally a faint
melody is woven into the soundtrack, very much like the rustlings of
nature, integrated with them, yet separate. The music emanates from a
repeated performance - the only staged element in the video. Four times
during the film the figure of a man or a woman is seen momentarily,
each time someone different, alone in the forest and playing an unknown
percussion instrument made of materials from nature. In the film’s closing
sequence these four unexpected guests - the angels of the forest, in a way
- are seen one after the other playing a wind instrument made of a hollow
wooden reed, and the last of them leaves the forest while continuing to
play, moving into the distance of the broad, open, abutting desert.

“Yatir Forest is not sustainable,” Hoffman writes. “It requires a human
hand to continue planting trees. Forests multiply such that around each
tree grow small trees that live in its shadow and are nourished collectively.
The young trees in Yatir Forest succeed in extending their top out of the
earth, but aboveground they do not endure. There isn’t enough water to
keep them alive. [..] The trees that were planted in order to give Israeli
existence a presence, manifest it, demonstrate it, are not sustainable. The
forest can continue to exist here only as long as there will be hands that
will persist by force in planting more and more trees in it, which will
remain alive until they are no longer able. The constant collection of water
that the trees are occupied with, says Itay, an employee of the research
station in the forest, makes possible the existence of many forms of life
in the forest, but dries out every possibility outside it. In other words, the
forest only looks after itself and those in it.”*

Water collection underlies the activity of Avi Sabah in a series of works
titled “Second Wind,” from 2024. Every morning Sabah collected from
outside his studio fog water that had condensed, at first on leaves and
afterward on glass and metal sheets he placed there. He added pigment to
the water, which served him to create the paintings. In this series of works
on paper, hardly anything is visible - an effort is required to distinguish
in them, amid the fog billowing in the wind, lightly smoking embers along
with light that penetrates through a cloud envelope and sends a few rays
groundward.
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Thalia Hoffman

A Man Made Tale, 2023

Video
52 min

Avi Sabah
Second Wind (series), 2025
Watercolor on paper
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“The series,” Sabah writes, “is painted with very little pigment, almost
none in certain cases, to the point where, while I am painting I really
don’t see what’s happening, and only when the water evaporates, leaves
the painting, and effectively returns to the world and to life, are things
revealed to me.”? The cyclicality at the heart of this act of creation inserts
the product of human culture - the painting - into nature’s cycle of life,
and the reverse: nature, concretely and not only as representation, into
the artistic cycle of creativity. The fog water is used in order to paint fog
and then evaporates back into being fog. This practice evokes ancient
mythological configurations like “perpetuum mobile” (a perpetual self-
motion machine) or “ouroboros” (the figure of a snake that swallows its
own tail). Sabah’s work is umbilically linked to the life cycles of spirit
and matter, especially as they are manifested in the ancient, pre-scientific
theory of the four elements: earth, air, fire and water. In earlier works by
Sabah, from the series “Penalties,” 2016-2018, the central motif that recurs
in “Second Wind” is also discernible: the connection between ground and
sky. The series, which consists of many hundreds of drawings with colored
pencils on A4 paper, is done in the style of children’s book illustrations.
In these works Sabah depicts a post-apocalyptic, wind-buffeted world,
gloomy and smoking, in which clouds, moon and sun look down toward
the empty ground on which a few images of survivors are discernible.
Despairing survivors, wheelchair-ridden or lying in a swamp, smoking
a last cigarette.

How does one capture something liquid or formless, constantly changing,
like fog, smoke, a cloud or water? Historically, painting is invested in
creating form; in other words, in recording and concretizing. It follows
that situations of coming into being, of motion and of transparence are
challenging conditions that force painting to reinvent itself anew on
each occasion. In a group of a series of etchings - titled “Blue Etchings,”
“Depths” and “Water Edge,” for example - done between 2013 and 2024,
Avital Cnaani developed a singular method for creating works that depict

a transparent-bluish watery environment that is absorbed into and spreads
out on paper. The artist collected used, scratched etching plates, cut
them manually into amorphous round forms (traditionally, etchings are
impressed on a square plate), and from them created the etchings. To this
end she employed the technique of aquatint (“tinted water”), so named
because the prints created by this means possess an aqueous hue. As such,
Cnaani merged the technique of the different series with their theme, and
the result arouses sensations of flowing, hovering or sinking into silent
depths. Even when some of the prints are termed “leaves” according to
their titles, they appear to be floating on water or existing in a stage of
becoming between water and plant, between nourishing and nourished,
for water appears here as the source of life.

For Sabah and Cnaani, the technique of working with liquids and print

meant forgoing in advance full control of the result, leaving room for
the random and the self-becoming. Liquidity and non-control are also
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at the heart of “Untitled,” a work from 2004 by Doron Rabina, which
depicts an ink stain that spread of itself until it assumed permanence:
once on the cloth as a formless shape, a second time in the documenting
photograph. The black stain appears on what is perceived as a symbol of
respectability and control: a man’s white dress shirt, perfectly ironed, from
whose pocket, adorned with a white-on-white embroidered logo, the upper
part of a thin gold pen protrudes - the source of the leak. The work is a
small close-up frame, containing few details, but in which “less is more,”
juxtaposing bureaucratic to artistic, civilized to savage, black to white,
planned to accidental. It’s a picture that can also be considered a visual
sexual metaphor for “premature ejaculation” or a “menstrual accident”
in reference to the difference/non-difference between the masculine and
the feminine. And above all, it evokes the congruence between the artistic
nexus of line vs. stain and the social nexus of decency vs. disorder.

Irit Hemmo's artwork also draws a connection between office bureaucracy
and free expressiveness. “Untitled (using an office chair),” a series of three

works from 2011, is a result of forgoing control and avoiding creative acts
in the conventional sense, a path Hemmo has followed from the start. In a
search for ways to produce self-created art, she has exhibited, since 2008,
a developing series of works made from dust. After collecting dust from
vacuum cleaners of family and friends, Hemmo fomented a controlled
dust storm in her studio, whose traces she attached to Formica boards.
The series “Untitled (using an office chair)” combines a dual process of
randomness of this sort: in the first stage the dust storm that covered
the surface, and in the second stage the immersion of the marks of an
office chair, whose movement on the dust-covered surface forged the
configurations that appear in the work. The result is a “delicate picture
of fallout,” as Galia Yahav wrote about Hemmo’s works, “that is in thrall
to creating lyrical beauty by, of all means, the use of insufferable material.
Surplus material which is perceived as dirt - it can’t be used and it can’t
be got rid of - a bitter and relentless reminder both of the atmosphere and
of the body that sheds its cells, of a relentlessly fragmenting universe.”

If water, fog, smoke and dust are elusive landscapes and materials for
creativity, the invisible, the “nothing” and the empty pose a still greater
challenge. Works by Angela Klein and Yitzhak Golombek, both of them
painters-sculptors, show two strategies for coping with them. Klein’s
“Mistletoe,” from 2011, is a sculpture of white industrial paint on steel.
At the upper edge of a post 210 centimeters (82 inches) high, a thin hoop
100 cm. in diameter is connected, marking the boundaries of the void
within the circle. At first glance the sculpture looks like an enlargement of
a basketball hoop or a street light. The ring defines not only the “slice” of
air that is imprisoned within the bounds of the hoop, but also the imagined
cylinder of space that extends from the hoop to the ground - just as in
basketball the hoop marks in the air the defined space for shooting a
basket, but also the area below from which it is forbidden to return the ball
upward once it passed through the hoop; and just as the street light casts
downward a beam of light that matches the breadth of the light fixture that
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is installed at its upper end. The hoop creates in space a difference in what
lacks a difference, between void and void. The work’s title, “Mistletoe,”
refers to the creation of a differentiated-undifferentiated area like this
from an old tradition: on Christmas, by tradition, every couple that stands
under the mistletoe must kiss. Defining the space under the wreath as a
mystical space connected with good luck and love, also recalls the halo
that is customarily depicted above the head of an angel or a saint. Klein,
then, is rendering the void present by a delicate marking of its external
boundaries.

Golombek, in contrast, chooses to grasp emptiness by means of the inner
content. “Envelope,” from 2011, is a series of works which are plaster
casts of the internal part of a standard office envelope. On the smooth,
white works appear only signs of air bubbles, which were caught in the
plaster during the casting process. The “void” that is invisible to the eye
takes on form here, and instead of a letter - bureaucratic or personal - the
innards of the envelope are wrenched from it and laid out for exhibition.
“The plaster, the A4 paper size, the little air bubbles caught in the material
- all these define the type of silence... It is an ongoing, prosaic silence,
silence as routine, perhaps a faint pain which does not reach a peak. [...]
As if the letter has been sent from overseas, from beyond time, beyond the
movement that froze.”* What the works of Klein and Golombek share is
their emphatic whiteness. This can of course be associated with the “white
on white” tradition of modernism, and with the question of the spiritual
in art; but it can also be seen as a simple thrust for silence, the perfect
means to arrive at the zero level of things.

In the works by Shalva Sarah Segal and Yehiel Krize, white appears as a
cover, a shroud or a thin, transparent scarf. Krize is from the generation of
the New Horizons group of painters. Like them, his work, too, underwent a
process of abstraction starting in the 1950s: from densely colored paintings
of urban landscapes, to works of abstract patterns forged from rectangles
of paint with expressive brush strokes. In the 1960s an additional shift
occurred in his work, when he began to cover colorful rectangles with
surfaces of white paint, through which the colors underneath appeared
only in blurred form or peeped out between the spaces. The painting
“Untitled” belongs to this group of works. Its singular format as a narrow,
vertical rectangle places the viewer as though standing in front of a mirror
from which emanate layers of paint coated by mist. The key to observing
the painting lies in the way its surface lowers the tone of the agitated
landscape that exists in the depths of the canvas.

Segal also uses a technique of covering and revealing. With layers of oil
paint, in black and white on cardboard, she seeks to capture the elusive
vistas of the desert’s “emptiness.” In a series of works titled “The
Judean Wilderness” (1985-1987), Segal returns repeatedly to the desert

landscapes in different seasons and varying times of day, depicting the
changes in the light, the weather and the configurations of nature. This
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is achieved by means of brush strokes at varying levels of sparseness and
intensity, and by etching on the paint while it’s still fresh. The result is
monochromatic works in a kind of “dirty white,” which at first glance
seem to be nonreferential and abstract, while a closer gaze reveals hues
and details that create a frozen picture of a desolate yet frenetic desert
landscape, swept by whirlwinds that generate sand spouts and dust devils.

Three wall sculptures from 2022 by Noa Schwartz - “Untitled (sink with
pearl),” “Untitled (sink with nest)” and “Untitled (rounded sink)” - are
made from plaster casting mixed with local sand from the north of the

country. Severed from their function, the three deceptive sinks hang
like a two-dimensional picture on the wall, unconnected to a pipeline.
The water here takes the form of a present absentee, but the connection
with the elements of nature exists concretely - in addition to the sand
that is the basis for the creation of the sinks, each of them includes a
distinctive element from nature: a pearl, a nest and pewter (a metal alloy
of tin and copper). The sinks are designed as enigmatic cells with shelves
and internal barriers on which these elements are placed. Observing them
gives rise to a feeling of foreignness and familiarity, leaving the viewer
confused about the location between interior and exterior.

The home interior as a familiar, intimate and protective space, in the face
of the unknown and threatening exterior, is at the heart of the video work
“Rustle, ” by Yasmin Davis, from 2023. The window, and the curtain that
covers it, which are poised on the brink between interior and exterior,
and separate them, are the work’s central image. On one side of them is a
bedroom, dark most of the time, in which the artist and her little daughter
are present; on the other side lie the street, the world, nature and humanity.
The film was shot in the course of three years, and on both “sides” time’s
passage is palpable and slow, and quiet changes occur, attested to by the
shadows and the rustling sounds in the background. Whereas the exterior
changes are uncontrollable - the sun rising and setting, a passing plane,
a barking dog, birds flying by and a vine climbing up the window until
it covers the glass completely - in the interior, controlled processes of
development take place: the infant’s mumblings and syllables become
first words, and words morph into sentences; lying becomes sitting and
first steps; the light in the room can be turned on and off; and the sounds
outside can be deciphered and given names and meaning. The delicate,
incremental interaction between interior and exterior dissolves barriers
and removes threats. The mother/artist is in between, a bridge between
the world and her daughter, between viewers and viewed.

“Wooden Bridge,” from 2012, is a wall sculpture by Hilla Toony
Navok, who, true to form, plunges into the depths of modernism and
postmodernism in art and borrows from them what suits her - the abstract
geometrical and minimalism, along with industrial readymade and pop
art - in order to create from them something new.
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The “bridge” appears as a minimalist horizon line on a white wall,
extending to a length of 340 centimeters (134 inches) and built from
industrial scrap, fragments of Masonite rods. The rods lie on napkin
holders made of plastic and metal, which are attached to the wall - four
monochromatic objects that were purchased in an outlet of the Everything
for a Dollar chain - equidistant from one another. Each of the four has
a primary geometric shape: triangle, square and two semicircles. As its
title suggests, the work is a bridge between different worlds - between
modernism and postmodernism, but also between humor and seriousness,
between the natural and the artificial, the high and the low, the functional
and the decorative. This work also maintains a connection - a bridge
- with Toony Navok’s early creations, notably those in her first solo
exhibition, “Origins,” in Noga Gallery, Tel Aviv, in 2013, referencing the
artist’s occupation both with water, bathing and cleanliness, and with
the question posed by modernism concerning “origin” versus industrial
replication. The connection with water and cleanliness is preserved in
the present work if we imagine for a moment the “bridge” as overhanging
raging rapids, while below a group of women launderers toil in the river.
“The obsessive occupation with images, sites and objects of bathing and
cleanliness,” Sarit Shapira wrote about Toony Navok’s work, “effectively
served as an excuse for embedding several very acute issues and needs of
modernism: such as the desire to be present extremely close to the body, to
itself and to its flesh, to its pleasures, its agonies, its terrors, to its privacy
in its nakedness, to its harassment by the invasive gaze of the voyeur, to its
expurgation, to its preparation for the ceremony of purifying the dead.”
The body itself is usually not present in Toony Navok’s work. She creates
or documents built surroundings that were created by wo/man and for wo/
man, and stand ready in anticipation of them or in anticipation of their
post-usage, adjusted to them but empty of them.

The body, especially of the artist and his family, is omnipresent in Guy Ben
Ner'’s work, which focuses on the domestic milieu, and in recent years also
on the street and work milieu, examining body-environment relations in
depth. In his 1995 work, “Untitled,” Ben Ner, through documentation of
a single, minute and temporary gesture, incarnates the body as extremely
close to itself. On a bare arm, resting on a white surface, at the connecting
point between the arm and the palm of the hand, is a clear, round sign
of a human bite. This is a picture of an adult reconstructing a childhood
memory, not from a distance but from proximity and identification.
In the “biting stage” the young child occasionally manifests natural
aggression, expressing it like an animal and biting other children and
adults in the surroundings. This phase passes when the child undergoes
a period of mentoring and “culture” in order to regulate aggressiveness
and internalize the accepted rules of behavior in human society. This is
accompanied by self-biting, as seen in Ben Ner’s photograph. In the 1980s,
children engaged in a so-called “watch” game in which they bit themselves
on the wrist until a round mark of teeth resembling a watch was imprinted
in the flesh. The body, then, appears here in the role of the canvas and the
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brush simultaneously. The self-bite can be amusing but also painful, and
the act brings to mind a situation in which the teeth are locked into the
wrist in order to stifle a great outcry.

Michael Gross’s work, which antedates Ben Ner’s photograph by
three decades and is utterly different from it, also offers an intensive
examination of human-environment relations. At the start of his career,
Gross painted landscapes of open spaces and portraits with the use of
large, bold, painted surfaces that lacked details. Subsequently the empty
external vistas merged with domestic views. “From the mid ‘60s on,”
Mordechai Omer wrote, “Gross’s works show an increasing frequency of
isolated portions of houses, as central motifs by means of which the artist
succeeds to spark a dialogue between the component and the open space.
A wall, a roof, a window, a shutter - these images recur as fragments of
some existential truth which Gross wishes to evoke on his canvases.”® In
the next stage, Gross abandoned paint surfaces and worked directly with
the material, constructing in practice, from the exposed canvas and the
wooden frames, architectonic elements. “Untitled,” from 1976, belongs to
this group of works. It is constructed as a kind of asymmetrical diptych
made of jute fabric stretched across two wooden frames, one rectangular
and reticular, the other square and smaller. They are connected to each
other by a wooden beam that functions like a “separation axis” between the
two parts. The resulting formation evokes a door and a window abutting
one another, but the unprocessed raw materials, brown in hue and void of
any image, return us to the outside, to nature and the soil. “Form, matter
and color, the three underlying elements of his work,” Yona Fischer wrote
of Gross’s art, “are correlative with the elements of nature. Each separate
element is epitomized by its mere presence, maintaining its own private
existence. The situation resulting from their combination seems, therefore,
almost crude and lacking in complexity. [..] Their integration will not
result in a work concerned with inner formal balance. The concern will
rather be with establishing relations, links and tensions with the work's
environment, with the universe.”

Wooden beams whose origin in trees has long since been forgotten -
remnants of construction and industrial material, or remains of boats
washed up on the seashore - are used as building blocks to create odd
structures in different forms and compositions, which are documented
in Assaf Evron’s series of photographs, “Untitled,” from 2011. In each
photograph a single structure appears, consisting of only a few elements
and set against an empty white background. The initial association is
with minimalist sculpture of the 1960s, of artists such as Carl Andre,
Sol LeWitt or Donald Judd; but closer observation shows that these are
readymade “sculptures” created from cheap materials. Over a certain
period, Evron documented on the streets of Tel Aviv makeshift barriers
erected by private individuals to protect parking spaces that had been
fashioned hastily from whatever material was handy: boards, whole planks
of wood, cinderblocks, tin cans and more. The decision to remove digitally
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the background of the street scene and isolate the barriers, divests them
of their quotidian, commonplace urban context and thrusts them into a
one-time artistic context. On the one hand, Evron’s photograph maintains
a connection with the original function of these structures, yet at the same
time distances itself from it, consigns it to oblivion. The circle is closed
when the forgetting gives way to an old/new memory and the picture
brings us back to the material foundations of the objects and to their
natural source: wood, metal, sand and water.
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