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Tel-Hai Art events 83
Artists

Text, photographs, sketches, catalog, resume, news clips, notes
Material source: Tel-Hai Arts Institute
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Abraham Eilat

In the works of Abraham Eilat one can follow a recurring and repeated

- O WA ¢~G’% and Q
contesting between the instinct for 1ife,—she 1nst1nct
- LN € Ong e 'Oan Tam~d tla Hro ovd  vefolicine w‘w.dq £
working, -whéeh»is-no&-ﬁtnmakaowing-what_is g t and‘7ha ret?g..n-
A g s . “ B nl béva (, L e

ship which ana.upany secular Iogeiqty and a mold1ng w1th knowledge and clear
intentions.

The environmental work emphasizes the conceptual activity, an act
in which the aspiration forj¥¥egaéh w1£hbﬁ%;Pestr5;ﬁt is created. This
activity characterizes Man, whet is cdlture i& relat1ve1y complex and

1n\¢”fat1ve naturalness., s1mp1p1ty,

distanced from nature, or is outstat [;ﬂf
in a direct nearness to the natural instinct In the paintings of Abraham
Eilat the body in its wisdom'Supérsedes “the 'Sprit, Which is the tongue.
only of intimations of the body.

From the bodies which convolute in the film "Expectation", made at the
Martin School of Art during Eilat's residence in London, to the renewing of
his contact with nature in recent years, the same dramatic occurrence appears and
repeats itself, a non-recurring formation in which Eilat reconciles sharp
contrasts between organic amprphism and geometric shape - a personal binding
and a natural tranquillity.
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Abraham Eilat

In the works

struggle between the survival 1nst1nct _ an instinct which exists and acts

onsist of conscious

unconsciously - and a frame and relationships wh1ch C

and deliberate secular principles.



’

Ever since the "Flowers of Evi1“)the plastic concreteness in painting
and sculpture requires a direct confirmation and Canaanite ceremonies. Thus,
in Eilat's painting the primeval instincts‘turn.their back to the Logos and
nevertheless reject the mythos of archaic life.

The environmental projects of Abraham Eilat are close in spirit to the
art that began with Medardo Rosso and the Italian Futurists; its source is (]
in the attempt to impose technical principles upon the natural environment. /| ¥4;>
The project MAN/WALL is not a formal aesthetic achievement, but rather a &
presence which restores to us the dimension of thinking and of the critical
observation. MAN, who is revealed inhaling and exhaling, facing a mountain,
of his own making, without Pagan rural intimacy with natural and supernatural
forces or direct knowléagé‘g?’%hglbb ggiYIIQQN
expression in descriptive mearPAN whﬁ creates\a WALL creates Man and

vﬁTcauteJmiingB COnstruct'lon or settlement

there is a measure of primitive vio entﬂiwh1Ch //xc1nates as it proposes to

'011%0f relationships found
his shadow. In each chisel

EPBSEER O S ia ] 1??&?R?§aﬁ? anzcﬁkgﬁahgrfﬂiz sl
references, Tel Hai itself was likely to be a monument to a toal artistic
act. In a certain sense, the place constitutes a focus of p1lgr1mage wherein
this local Valhalla is presented as violence which is wholly a festivity. In
contrast, the painting is the legacy of Abel when he acceded to the angelic
embrace without a struggle.

The silhouette of Man trying to shake off his own work is overwhelming as
a figure struggling over the image of Man. Perseus overcomes the deadly power
of the Gorgon by making use of a highly polished shield which turns her 3
deadly gaze into a reflection in the mirror. MAN/WALL related to that same(/‘gno 4
contemporary art which seeks to overcome the fear of "man without a 1ﬂgadow;; =
art which claims that even if a model does exist to which one can relate with

relative certainty, this too is the product of our imagination, only the
_product of our imagination.
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Die Weisung,

€a. 33 cm hoch/high, 3

'g br&L /) A
(Echh’e[}l die Provinzmuseen

... und es wird Orte geben, Museen, wo Menschen
respektvoll mit Weltkunst umgehen werden. Menschen wer.
den das Leben, das lebensgefihrliche Leben, das hohe
Risiko und den Mut eines Giacometti, Newman oder
Picasso in ihren Arbeiten respektieren, mit ihren Augen und
mit ithrem Geist! Es wird solche Orte geben, an denen der
Respekt vor dem Leben und den Arbeiten der Kiinstler sich

Bms;.

von Kunst,

Nur der fiir sich verantwortlich handelnde Mensch kann
mit Kunst von hoher Qualitit umgehen wie mit sich selbst -
ohne didaktische Gebrauchsanlextung. Derart auf sich

Es ist die Wiirde des MerDchen. die tiglich verletzt
wird: durch Verwallung. Erziehungswesen. Architektur -
durch eine von Konsumismus geprigte kleinbiirgerliche
Gesellschaft. Es ist die Wahrheit, vor der das konsumorien-
tierte chinbijrgenum Angst hat.

84 Christian

The Instruction, 1981
Ol auf Papier/oil on paper

ca.8cm

Dawid ChJ2gRT™
1952 ua,.\olbré

AR

SchlieBt die Proi’hzm’uscen.vdie Museen geistiger und
kiinstlerischer Provinz, die den Meénsehen von sich fortfiih-
ren und verhindern, dag ein neues BewuBtsein entsteht, ein
hoheres Dguken und Fithlen!\Es sind die’geisHigén Eliten
der mensc'hli'cﬁen’Geseuscha(l. die den Menschen als [ it
bilder dienen, mit radikaler Wahrheit, Weltkunst ist radikal.
(Schlechte Kunst st ungenaue Kunst; sie ist falsche Bericht-
erstattung, Liige und Selbstbetrug.)

Der Mensch, indem er vor Weltkunst tritt, wird in eige-
ner Erkenntnis die Arbeiten durchdringen,
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Ami Berkman

- m
A
m}ﬁm&— P]astic:‘j A Cuss

Theatric Art
Design and Direction: Ami Berkman \ ‘C?%f"”
TextdFrom A to Z§ Rivka Rass

”Fr i
Printing: Tully Baumann L%?M’\Z‘
Pertormance: Rachel Berkman, Yitzhak GOH,"B

Brachg Shlita, Rachel Meltzer, Ami Berkman.
Lighti ng_:_lris Berkman.

_________ 1 TN NN NUINKX MK
The Projectis an event§ etween land
cube. : P TE AN

A mountain in its natué d stateiedrth, flora
— the landscape of the Galilé®—and i ntontrast

— a point, an area and a volume which cons-

titutes a cub%vith i iz etleaniciokircte pravieiples. I

The event occurs in three stages — from the n

and small — to the far and great: on a stag %\ .
thin the audience and in the landscape, and on = | 4
the mountain. A three dimensional, illusional
and flat cube becomes a concrete three dimen-
sional cube. The line fashions a border to the
space, and the space itself is created by the use of
words, forms and tones —ssadtemig, by means of
the actors.

The actors use the limitation of the line as the
starting point of their work.

The vo]urn%ormed by the areas is the entire
event.

The pﬂject integrates dynamic sculpting, acting 9}
and movement, text, music, recorded and live,

along with a variety of formal and visual ele-
ments.

—
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2. WAl CoNTEMPORARY ART MEETING ‘P32

The Tel Hai Contemporary Art Meeting is a pro.]ect of fhe Upper Galilee
Regional Council, an‘association of 30 kibbutzim; it is initiated and carried
out by the staff of the Institute of Arts at Tel Hai College.

Szlprojects i?' the fields of sculpture in nature, installations in

axd thealri <$§?A
interior spaces\,l perfomances Jenvironmental music, constitute the
in the series

“second ' A of theGontemporary th ﬁetings which had its beginning\ in

September 1980.

The impact and the very presence of the Tel Hai Meetings proved the
concentrallion \

transparency of the myth of artistic c%ﬁw

and point up the possibility of basing an additional center in the geographic
periphery - a term which loses its sense in the Israeli situation as a result

Tack—of-coordination W with-the—concept—of—the

of § non-ah’gnw with the concept of the cultural periphery./The fact
that the meeting i¢ a product of the- \ikitiativesrorganization and execution
of the art staff of Tel Hai Pge p})ésents aga]ternatwe to the present

qt‘ of\ﬂf/“getmgm estabhshes an

alternative to the character of the ¢ )stmg ﬂ»seum as a socio-

art establishmen

cu1tura1 concept - without ehmmatmg 1ts ro]e in the situation.
Public Art and Early Media Archive
Thj situation is formad from the data of the architecture - interior and
exterior planned spaces - and from the economic data. The existence of the
Tel-Hai Meeting exchanges the physical data for other values: in the
architecture of nature and the volunteeringYof a arge coordmated community

__ with its resourcesy for the orgamza.t-mn and execut&ﬁ—tms
¥

large-scale artistic event.

Ampor—Sereal
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Amnon Barzel
—TEI=-HAT-GONTEMPORARY. ART-MEETING 83
The Tel Hai Contemporary Art Meeting is essentially an open air event.

L

To the statement that Nature is a reservoir of materials f'rm which to create

1 f'v_ N
art, a workshop and aa exm we need to add the fact of senti-

a
mental identity and relationship of the artist working within the landscape, of
Intimale
i t historical meamngA With this there is a full realization
Tle view am+ of the qﬂff‘q,[(

of the concept of the environment, both outwarN ikl
the visual components in nature, and inwards\from the viewpoint of the relevance

to the history and mythology (and also personal memor'ies) of the p1ace\7 Fhese wWh el
leave visual traces. Touching upon this domain gives birth to the existential

dictum whose exp1anat1on is nostalgic or political. Longing for the orchards, FOY
disappearing, for the mu'le caravans carrying oranges emits a reaction, essen-

Had

on
tially aesthetic, in Had W}l(ﬁdikhﬁiaﬂ o’ BdHiH‘!h’hd'lﬁm + direct reaction,

whose traces are

hardly hinted at, M immedi tres;/J -aiid cohtemporary events (Neufeld's
Fence Labyrinth and the de] Planef\gﬁp}\ge branches’bes1de the
atomc bomb set off above)ﬁmeg Oy-ner created next to the Co1ored

destruction,
Stmke of Buky Schwartz that brings together the concept of destitution and the comfzf

energetic painting. Public Art and Early Media Archive

The use of the materials of Nature shows itself here in the preference of
the artist for the giant basalt rocks which cover wide areas of Tel Hai,
stones whose age dates from the Afro-Syrian Rift. The ‘{ireat irch of David
Fine ’(whose kibbutz is beside Tel Dan, where one of the earliest ancient stone
arches was d1scoverecﬂ is intended to turn us to the contemporary research of

Lucy I()pard who was amazed by discoveries in the British Isles (primarily

0 QAmof
Scotland) of remnants of primtive culturesﬁ;onstructwns e&stoneghncredwlyy)@é

L) Works A Earik ot large scale scul ~in-Nature
matchid The i i the 60's and 70'
Hkened-to-them. In the Galilee, in any case, every sculpture of basalt stone -

tla /awdscapk\\d;_s_
within na-suﬁseems statement of the search for roots and the building of a

link to the amesegt cultural past.
It is an interesting fact that in the concepts and style& of the Israeli

artistgwho are involvedw with nature-nostalgia-mythos,

there is no gap between the youngest generation of artists and the maxexmak
e L R .



Amnon Barzel —_g-

Whs obsenved amd
trees\1eeﬁng-douu—on the graves of Sheiks,-W#e discovered for himself and

?//7 Wers hidden mythos of the relationship between Man and Place.

o)

o~

7 The Tel Hai Contemporary Qrt Meeting, with its sculptures within nature,

indoor installations, Snd perfbrmances, s i alcothis=time=0f
nmng brings together Israeli artists and artists from Europe and the
n theo fields,

Umted States to work m a shared site and in conditions which are charac-

teristic of this event.” The presence of a large public of art lovers./Q
listeniia &

hiking in natural locales,( the sounds of environmental music, already hed

‘}mad? the f?&l Hai @eetmg an experiment that'did not fail',

to paraphrase Marfin Buber's saying about the kibbutz.
NNTPIN NYTRI NTNAY NINK 1IN
Q. - ARTLAB ;|
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BUKY SCHWARTZ o
~ ;
Born - Tel Aviy 1932

Lives in New York and Tel Aviv

A COLORFUL STRIKE

Square o
A pit dug out in a site 5 meters s&‘ and half a meter £ The pit

is filled, with 25 basalt rocks (bulbous) of one meter diameter. Along a straight
11ne)vert1ca1 holes will be drilled in equal distances into the rocks.

The explosive set consists of an mlw,“m.\;:e and paint
which fi11 in the holes. This will split as well as paint the rocks along a
straight line.

explosive Wick
The attempt to split basalt rock by a"s&aéef—m and paint

b 1 ) l
demonstrates that the splitt 'Png”annc] color 1” “of 'the Irocié clearly represent the

ugliness, the savagery and the enepf the/eXplosu)\

/\RTL/\B
/ ' Buky Schwartz

“The energy whichgplits the basalt rock 8 théceriergy of° the painting". A.B.

«
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Israél, son pays natal. que Dani Ka
sptre 1963 et 1968, sa premire | eré

I'on pourrait qualifier d’environpé
le monument du Né

Karava
it d’a

durant ce (

F.IA.C sée Ludwig a Cologne, musée de Te

et K alle de Baden-Baden, Kunsthaus de Zun
% e : 2 AR

e OMSTAITA a4 L TUIe >

out le monde connait Karavan et pourtant il demeure
inclassable et marginal. Ses affinités et ses correspon-
dances « minimales » dans le traitement du bois, de la
pierre. du métal ou du ciment sont purement formelles.
A I'inverse des Judd. Serra, Bob Morris ou Carl André

'

e AN

qui rgéfli}rcllcllt la neutralité de la forme et qui ne
2, jouentque sur 'échelle ou la répétition, Karavan, lui,

~—pressent la latence sémiotique de I'esprit de géométrie.

Ses formes « minimales » sont naturellement hiérati-
edifuds 60briblématiques, elles échappent a lobjectivité
du signe pour acquérir la mesure et les attributs du
symbole. Il partage avec Carl André les problemes du
dallage et de I'organisation de Iespace au ras du sol
mais il en différe profondément au niveau du parcours.
Les structures de Carl André sont statiques, les dalles
et les planches de Karavan sont directionnelles, elles
définissent la mesure et le sens d’'un itinéraire.
I'emblématique d’un comportement.
Méme lorsque I'intervention de I'artiste est réduite a sa
plus simple expression visuelle, comme dans 'actuel
projet de ’A.R.C. (transformation du bassin du palais
de Tokyo en miroir creux par I'application de toles
métalliques réfléchissantes sur les parois). la mesure
du regard est avant tout emblématique : dans ce cas
précis il s’agit d'un comportement analytique vis-a-vis
du site, d'une critique de I'architecture ambiante.
Walter De Maria, lui aussi, associe la définition du
« Locus » (« Makom » en hébreu, le titre d'une double’
exposition de Karavan en 1982 aux musées de T Aviv
et de Baden-Baden) a I'idée de mesure, mais il
I'objective totalement et la débite a I'unité (« Broken

——————
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Kilometer »). Chez Karavan la mesure est la di
humaine et critique du nombre : ellé ro

répétition mathématique et crée la différence qui
rétablit I'unité du chiffre. ATy 4

et des teehni-
dpport réaliste, autonome et parfois fontra-
Lapport aux contraintes routinigfes de la
¢ Tarchitecture et de I'urbanisngé : I'intelli-
¢ respect de I’harmonie/naturelle : Jo

VRO S-structo Y
Merkado. moins mystique\tellurigueb g
Lcnams 4¢ ses compatriotes xomme FEzra

démarche e Karavan, lide & Iidée du terrok

sens de la o humaine du
désert, serait phys proche en espritdu land a nombre, e e discriminant
Smithson ou d’uin Heizer. ne sera symbdlique,
réduction de Iantagdnisme homme/nadure En symétrie a Christo dont la
niveainde ses manifestations : I’étre individ norme re (il vient de nous en
particulede T'ontologie cos ique. Tout chg donner ung preuve supplé ite en mai 1983 avec
niveau de Ixeprésentation deYe nature, qui échy son projet féérique des « Suftrounded Islands » a Miami
la conscience. Whomme n’en rep uve le sens quy I3 en Floride]. c’est sur pfi souci de
condition d’emprigter la voie de Sa_géométrie pra Karava
fonde, qui pour Karaan est celle du¢tour a la vi poles ex
‘lémentaire I'eau, la Rimitre, Je sab e Parbre—4eoli- la valé
i L, _Therbe, Te bruitdu—ven 4 Karava Y
el er ‘est=pent=itze_chez s—archi t. Dans I'accomplissement de leur

ot plus uotidiendils sont en train de créer le profil, la ¢
igeant, complexs et

ty et des devoirs, I'envergure poétique et a

aud ociale d’un type d’artiste nouveau, le messie
: 0

qu’il faudrhit fon
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Aucune idée précongue, aucun lpﬁ[}s’ﬁ'@;\fpgﬁ@g;{qymé\mm’leg&ncc pour aucun site. Ni pour un site
naturel ou urbain, ni méme pour un site humain.

Toute idée nait pour un lieu bien déterminé de fagon & devenir une partie organique de cet endroit méme.

Je rejette toutes les formes d’agressions pour tous les sites; aussi bien pour les sites naturels qu’urbains ou
humains.

Je rejette I'idée de I'agression méme quand elle se présente comme un art.

Selon moi, 'agression n’a rien de « puissant » et I'essence méme d’une ceuvre artistique consiste justement
dans cette absence d’agression.

Mais I'ldée, la forme et les Matériaux dépendent d’une situation déterminée, d’un Budget ainsi que du
facteur Temps.

ATARC, Musée de I'’Art Moderne de la Ville de Paris, au Palais de Tokio, j’ai planté un jardin gui se refléte
dans un bassin quelque peu oublié. Ainsi, il me semble avoir réagi contre cette architecture du Palais de
Tokio qu'Hitler appréciait tant. Je ne pouvais que renverser le batiment entier en le reflétant dans un
miroir couvrant le bassin. -

A la 17° Biennale de Middelheim (Anvers) mon ceuvre se reflete dans Ieau.

Au Musée d’Art Moderne de la Ville de Paris, la réflexion est ’ccuvre méme.

Traduit de I'hébreu par Shlomo Reich. Dani Karavan, le 7 juin 1983.
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Dnni Karavan
Né le 7 décembre 1930 a Tel Aviv, Israél

tlndes artistiques : Ateliers : Auni, Stematsky, Streichman, et
‘Marcel Janco, Bezalel Academy, Jérusalem, avec Ardan

Membre d'un kibboutz jusqu’en 1955, quiil quitte afin de
oursuivre des études a I'Academia delle Bell, m’f’f
technique de la Jl ie! de

fi e), puis a I'Aca
umiere, Paris (dessin).

York, Genéve, Tel Aviv, Jérusalem.,

Décors de théatre, de danse et d’opéra: en

ur Martha Graham Dance Company, New
mﬁgio Musicale, Festival de Florence. Festival de
Spolete, Festival d’Israél. e

1967 Sculpture de fer et de béton, Palais de Justice, Tel
& Aviv.,

1967 Monument du Negev, béton, Beer Sheba.
Mur de pierre Palais de la Knesset, Jérusalem.
Mur d'aluminium, immeuble, Ble.

Place en pierre, Lycée Danois, Jérusalem.

M la mémoire de I'Hol eau,
ierre et bronze, Weizmann Institute of Science
ehovot.

E ition de Ip et de dessin, Gordon
Gallery, Tel Aviy.

« Environnement pour la Pajx ». béton blanc, eau et
oliviers, Pavillon d’Israél, Biennale de Venise.

« Jérusalem, Cité de la Paix », sculpture-
environnement, béton blanc, Biennale de Venise.

« Mesure », sculpture-environnement, bois, verre et
cuivre, Quadriennale de Rome.

vironnement créé avec des matériaux issus de la
Nature et de la Mémoire, béton blanc, eau et
lumiére, Documenta 6, Kassel,
Sculptures, Biennale de la Petite Sculpture, Padoue.

1958 - 1975 Peintures, bas-reliefs et environneme; its | dans
Parchitecture : Béle, Zurich, Lond & ew
[

% « Dessin &

« Deux environnements pour la Paix », béton blanc, 1978
bois, gazon, eau, lumiére, vent et laser, Le Fort du
Belvédére, Florence et le Chateau de Prato.

« Réflecti, >, envi en bois, Foire de 1980
I'Art, Bile (Goldman Gallery, Haifa).

Environnement en bois, entrée de la I IAC, Grand-

Palais, Paris (Galerie Jeanneret, Genéve).
Environnement en bois, exposition < Chemin
Faisant », La Villedieu, Saint-Quentin-en-Yvelines.

Tel H

I Ae o W (laser)di'oignant Beit Hashomer & la

p « Venice M Time »
avec la Biennale de Venise.
vironnement « Time », pierre et eau.

«construction en bois, Ludwig Museum, 1981

: sable ». environnement, exposition
“Mythi¢ ef Rituel >, Kunsthaus Zurich.
< Une solution pour un site » bois, terre et eau,

Mur sculpté en bas-relief, béton, Wei i PR ncment pour Texposition « Tendances de
Sile of S';iem_ Rebovos =157 (fo TR Early MEAeiadein 970 - 1980, Foire de I'Art, Bale.

Exposition d’autoportraits, Offices, Florence. 1981 - 1982

« Makom ». environnement, bois, sable, eau, bruit 1982
du vent, oliviers, Tel Aviy Museum.

« Line 1.2.3. 5, béton blanc, Art Spaces, Fattoria di

Celle Toscani, ltalie.

« Makom >, environnement, bois, sable, Kunsthalle,

Baden Baden.

« Square », béton blanc, Louisiana Museum, Hum- ~
lebaek, Danemark.

« Bridge », bois et eau, 17 Biennale de la Sculpture, 1983
Middeﬁ:cim Museum, Anvers.

“
Projets en cours : e
Axe Majeur, Ville Nouvelle de Cergy-Pontoise ;

Cour ¢ le du u bati Ludwig Museum, Cologne ;
Sculpture environnement et jardin, Prato, ftalie;

Projet d’environnement pour Heidelberg, R.FA.;

Projet pour le Musée de Breda, Hollande :

— Projet pour la ville de Seattle, USA.;

Projet de r-:er, Musée d’Art Moderne de la Ville de Paris.

Vit actuellement & Tel Aviv, Paris et Florence.
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DANNY KARAVAN
Bornin Tel-Aviv, 1930
Livesin Paris.

UNTYPE D’ARTIST NDUVE/‘@DU%DUH- MOVERY |
RAIT ETRE LE MESSIE DE L’AN 2000

C'esten Ierael son pays natal. que. D a
vax a realise er#tre 1963 et 1968 %

\eh majeurepuelsr

: ent du Ne- \v{

__“A}Eﬁ%%% comme %'?

2, Amg&non Barze

7

Mais c'est depuyi
la Biennale ge Loy W 8
et Prato)Fort du Belvede
de I‘Fmpereur,% 1§78 que Karava
premier rang de la scene internati
> e monde connait [Karavan et pourtant il
demeure la sahle et marginal. Ses affinites et ces ¢ lassabl
correspondances minimales dans le traiternent
du bois de la pierre du metal ou du ciment sont

pEUrement f‘n:)l*rne]le;e'efﬂ'\sV udd serra Bob Morris purement

A)
n occupe le,

. %aCarl Andre qui recherchent la neutralite de la 20

formeet qui ne jouentque sur lechelle ou Ja g e far ¥
titiorg@l(aravaniﬂui pressentla lKatence semiofti lq{'ev\cg
que de lgsprit de qeometrieg: Ses formes “mini- t/gu& Hed
malesy sont naturellement hieratiques et 4
emb]e/‘matiques, elles echappent a Pobjectivite
du signe pour acquerir Ja mesure et les attributs
du symbole. Il partage avec Carl Andre Jes pro-
Blemec di dallage s e Baa e o n o g g 7



du rds gu sol mais [l en difiele pProlOridelii=til 4L
niveau du parceurs. Lesstructures de Carl Andre
sont statiques. les dalles et les planches de Kara-
van sont directionnelles. elles definissent la me-
sure et Je sens d’un itineraire, lefinissent la me-
sure etle sens dun itineraire. Jemblematigue dun
comportement.

Meme lorsque l,:lntervention de Jartiste est
reduite a sa Meme lorsque lintervention de lar-
tiste est reduite a sa plus simple expression
visuelle. comme dans ]:actuel projet deA.R.C.
transformation du bassin du palais de Tokyo en
miroir creux par ],:app] ication de toles metalli-
ques reflechissants sur les parois)la mesure du
regard est avant tout emblematiquejdans ce cas
precis il sagit dun comportement analytique vis-
a-vis du site dune critique de Jarchitecture am-
bian'te, nNTIPIN TN TN NUINX MK

Finalement c’est ut-etre  chez certains
architectes-sculpteur ondis tels gue Boguchi
Inoue et plus enco %quﬂ'\ﬁékﬁbpnage aussi
exigeant. complexeethor sé@m H\eﬂ‘ean'Plerre
Raynaud qu’il faudrait chercher Ja vraie tamille
spirituelle  de PURigravaRie e Frillen vapirituelle
d’essence rare. Rares en effet sont ceux gui
comme [Karavan ont alafois le sens aigu de lont-
ologie generalisee et celui du pragmatisme de Is
presence. Leurs travaux leur inspirent les meme
precccupations concretes: le recyclage des mate-
riaux et des technigues: un rapport realiste. auto-
nome et parfois contradictoire par rapport aux
contraintes routinieres de la sculpture. de
Parchitecture et de I'urbanisme; intelligence du
site et le respect de I’harmonie naturelle; le sens
de la mesure en tant que dimension humaine du
nombre, et du nombre en tant que discriminant
sympolique des signes.

En symetrie inverse par rapporta Christo dont
la norme esthetique est Ja demesure )il vient de
nous en donner une preuve supplementaire en

["e

l'e

['a

I'a LARC
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mai 1983 avec son projet feerique des “Sur-
rounded Islands” a Miami en Floride), C'est sur
un souci de mesure totale gque Karavan fonde sa
de-mesure. Et en fait a ce niveau les poles ex-
tremes se rejoignent. En maintenantavssi hautla
valeur du faire dans Pagir ils se compertent,
Karavan comme Christo, en parfaits semiolo-
gues du comportement. Dans 'accomplissement
de leur travail quetidien ils sont en train de creer
le profil. La charte des droits et des devoirs,
Penvergure poetique et ]a fonction sociale d’'un
type d’artiste nouveau. Le messie de I'an 2000.
Paris, Mai 1983.

Pierre Restanuy,

NDTPIN TR NMNAX NDAK I
=

P ﬁ“ CX

I Q. | = ARTLAB ;

O, (=]

2 >

MO o &

st rch kz,,‘_, B

Public Art and Early Media Archive

7/"6‘

-

PIeLige gn g9 jfad Qe Ldautaar)

[ - on 2flwpo)s’ 7] DoLEads IABC (CIL] W UQLE ‘]a‘e bo.

«



NNTPIN AT DMLY NINK [IDIX
Public Art and Early Media Archive

|"S TIT

David Fine

NN NINdNY j1dNn
(171N ,N'70"A"T NIAKRYT "7RWD TOINN
archive@digitalartlab.org.il 37T 2w NX qon y1ns

The Institute for Public Presence
The Israeli Center for Digital Art, Holon
For further information please contact us at archive@digitalartlab.org.il

<
L 3
+ +
- ARTLAB -,
o 35
(o)
N2y ninany 1nan

INSTITUTE FOR PUBLIC PRESENCE
yaloall jgiall ageo


mailto:archive@digitalartlab.org.il
mailto:archive@digitalartlab.org.il

-3

s

David Fine Eary o Jehevipshuvey, 1123
hves ™ Kibbwt

In the arch of basalt stones now created at Tel Hai, David Fine has

)\10\\ o‘\:)oﬂ\ ;’ba,fw('l\.
2

realized what has been said about tﬁSVBB£%98f0f scuﬂ%d@e in nature: S‘C;qu
"The use of Tocal materials from nature, to create art with them" and to

Toad them with contexts of local mythology. The basalt rocks of this art

hold together, each to each, without any fastening or outside support. Each
is 'respoqsible' for the other and C\?j slippage of any part - will collapse
the entire structure.

s :
and astrology in each gﬁt@ where there was, and rem§§h§?}iﬁ gﬁcient

By way of associatiowg they take us back to the ritual constructions
S fe
culture, stirring wonder. The formal intimacy o?PSOOO year old stone
constructions of Scotland with the contemporary Earth Artists such as
NNTPIN NPT NTI2X NINK PIIX
Smithson and Heiser and their contemporaries is the subject of the startling

new research by the P1t1c({/xcy Lepv;}'d
¢. As to David Fine's .msogl;sQneg‘q/‘h@ﬂﬁgléfar: near his home in
k%bguti Maayan Baruch, at Tel Dan, one 8¥i£he.eqﬁiéést known works of
civilization, an ancient; anch, was, discovered, ,The arch became one of the
characteristics of the architecture of our area. The large scale work of
David Fine - the two foundation stones of his arch weigh 40 tons each - can
be a reference to a stylistic continuation from the ancient arch in the
Galilee through the western era and up to the absence of the arch in
contemporary construction. s
depictive s

Fine's concern with figurative sculpture in stone underwent changes during
the past three years - from basalt busts resembling archaeological finds that
were displayed inside pits in the earth in Tel Hai 80 - through monumental
Eusts gamBXRXrgx  incorporating African sculpture from ancient civilizations -

through Egypt of the Pharaohs and up to India. Presently Fine turns to the

stone, without creating any image or illusion in itg . rather
ithﬁﬁiwowwaﬂﬂiupWHasmwﬁﬂfmmmwm}m?dvm
ouYdene

associations from ancient civilizations.

| &
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1n his reeent pamtings, David Frumer

The sarcasm of his vid

has been creating and processing a landscapes is integrated l
new language domain based on the tanks, soldiers parades/ military jets !
forms, colors and syntax of the video kinetic lines of non-l&nguage symbols
computerized games’ landscapes. His (as in Chaplin’s best scene in Modern |
\forms are characterized by the ever- Times). All t are in sweet [
changmg stream of images, which are charming sundown colors and | /
accompanied by the sound, rhythms of beautiful orange trees. The space » |
imaginary space vehicles and multi- music and the happy colors of the . -
decibals of heavy rock. . missile war games go along with a

These colorful videoscapes of paraphrgse of a Jacques Prevert poem:

Frumer's are equivalent to the grafitti as usual/ father in the
language, now dominating in a version
of the New Painting trend. Both
witness an immediate urban culture,
although the one springs from the
peripheral underground and the other
from the technological computerized
labs.

The given “nature” for Frumer’s
videoscapes 1s the screen of electronic
games as much as the Sainte-Victoire
mountain was a model of nature for
Cezanne. The new video games [
esthetic is transformed on paper or [
canvas supports, and includes wide
quotations of the Fauve pallet, of
Leger’s mechanized characters and of
_ Dubuffet’s brute design.
interest of Frumer in
of the media was revealed
his hy; alistic large-Scale pencil
i ted at the end of the y%
70’s, where ‘realjty’ was the SNN——
photograph of thaexisting reakty. 4

Amnon Baizel”

ithlire Art ar { Earl |V, I~ a Arechive
Public Art and Early Media Archive
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David Frumer _
Da%vid Frumer has been creating and process- David
ing a hiew language domain based on the formsg ;
colors%znd syntax of the|videorcomputers Qovv\‘e\x\e‘ video
]

gamegilandscapes. His forms are characterized aame
by the ever-changing stream of images, which are
accompanied by the sound, rhythms of imagi- :
nary space vehicles and multi-decibls of heavy CLQU\OQ\S
rock.

NNTPIN NTNLNAIX NUINN]PIIX
These colorful videoscapes of Frumer's are

equivalent to the grafitti ]anguP no;fﬂii'ﬁ%_\at"
ing in a version of the New ng trend, Both

witness an immediate urban cwlire, althoygh

ths one springs from the peripheral und g‘:‘%znd

and the other from the mbmmggmlwesmmx computey
‘rized labs.

/ﬁe given ‘nature’ for Frumer's videoscapes is

the screen of electronic games as much as the

Sainte-Victoire mountain was a model of nature

for Cezanne, The new vjdeo games esthetic is “'é’“'w*

transformed n paper o:%;&he}glE—ls transifd?”m‘éﬂ‘% -

oN paper or canvas supports, and Includes wide

quotations of the Fauve pallet, of Leger‘s mecha-

nized characters and of Dubuffet's brute desigh, éeg'\gh
The non-site in Frumer‘s electric-scape paint-

ings is everywhere.
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DENNIS OPPENHEIM
bornin U.S.A. 1938
lives in New York

Dennis Oppenheim’s recent constructions are
described by the artist as blast furnaces, service
stations, and transmission chambers, but they
have retained the general label of factories fol-
lowing Oppanheim’s exhibition at the Basel
Kunsthalle in June 1979. The factories represent
a cohesive stage in Oppenheim's career, one
which has included forays into earthworks and
conceputal, performance, and body art. In a sin-
gle format they unite previously disparate ele-
ments of his oeuvre: the desire to externalize
mental energies, a predilection for industrial
imagery, and the use of a labyrinthine structure
as a “metonym of the search for self.”? The com-
plex physical system of the factory parallels the
mechanisms of mental activity, and is a success-
ful allusion to the intricate course of an artist’s
Own creative process.

Well, machines are a rather perfect device to
use as a metaphor for thinking. They have real-
time as well as image and function parallels. Ma-
chines relate to our thought and biological pro-
cesses. There are numerous inside/outside
connections between the self and the morphol-
ogy of machines and industrial systems tharcan

Station for detaining and blinding
radio-active horses, 1981-1982

be tapped as an ar1 source. To me, this interior/
exterior idea is critical. Let’s say much of sculp-
ture has been the reshaping of exterior material
10 conform to interior (mental) impulses. For
instance, Michelangelo conditioned marble by
asking that it represent the human form via his
perceptions of it. Let’s concede that physical
matter has the capabilities of absorbing a certain
quotient of individual handling and expression,
10 capture an image in bronze, as they say. Now,
let’s consider another approach; let’s say the
place 1o capture bronze is in the ground, where it
has yet to be manipulated into its eventual state.
The metaphor here is to think of bronze as the
raw energy of thought. Why not begin the sculp-
tural process by tunneling mentally to match the
material’s stimulus from the earth’s magnetism?
The act of mining ore can be seen as analogous 10
creative thought. Industrial and mechanical
systems are really obvious extensions of our
inner workings. By aligning these subconscious
impulses with exterior sensory extensions, I felt]
could objectify the mechanics of thought.

1981582 DIIUPKTTI D00 MY Prma’ nn
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Dennis Opp im, The D Cutter's g: Project Dvﬂwing, 1979.

Dennis Oppenheim, Charmed Journey through a
Step-Down Transformer, 1980. Wave Hill, New York. Courtesy Sonnabend Gallery.

eir total operation through a
pnents. Despite this complexity, =
; a primary generating stage, a
a receiving end. The Diamond

prevent comprehension of
reading of the individual comp
four basic parts are discernible
relay system, a transformer, and
Cutter's Wedding, installed at the Gallery Lambert, Milan, is a
typical construction. It begins with a launch and containers of
raw material; these are followed by wire mesh templates and a
motionless pendulum; broken tracks then lead to a series of
hanging transparent screens with\crystal-shaped cutouts or
templates; finally, mobile dividing uRits empty into a revolving
collecting system.
The course begins with tension §nd anticipation at the
launching site. Raw material is placed\in passenger vehicles,
which, in turn, are pulled back, restrainad by taut rubber belts
and aimed in the direction of the mechanjstic conglomerate. If
the launch of Oppenheim’s factory were \set off, it would fire
through the system like a missile.* It remajns in a state of im-
minent release, however, and we are left Yo approximate the
ensuing performance through the convoluted apparatus. The ” 2
most ominous feature of the relay system that follows IS.Ehe | Soqarann Mameres ofa Ffih Sesson. 1080 Cranbiook Acadeny o/ Art.
“thought transmission chamber,” a chimney- oy furnace-shaped
enclosure. The units are usually composed of galvanized steel,
as in A Device for Converting Chilling Undergrqund Wind into
Memory (1980). These furnaces function as the\climax of the
process; we understand that whatever enters the thambers will
never emerge as quite the same entity. Clearly Oppenheim’s
factories do not process any ordinary materiak nor is the
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ennis Oppenheim’s recent constructions are described by
the artist as blast furnaces, service stations, and trans-
mission chambers, but they have retained the general label of
factories following Oppenheim’'s exhibition at the Basel
Kunsthalle in June 1979.' The factories represent a cohesive
stage in Oppenheim’s career, one which has included forays
into earthworks and conceptual, performance, and body art. In
a single format they unite previously disparate elements of his
oeuvre: the desire to externalize mental energies, a predilection
for industrial imagery, and the use of a labyrinthine structure as
a “metonym of the search for self.”? The complex physical
system of the factory parallels the mechanisms of mental ac-
tivity, and is a successful allusion to the intricate course of aj
artist's own creative process.
= Since the early Seventies Oppenheim has been preoccupied
with an examination of his motives as'an artist. This theme of
self-interrogation was central to a group of gallery installations
begun in 1973. These were multi-media asse ﬁn‘? qs.—qtga lﬁ.‘
and video—united in a narrative tablgau bﬁ udio'sound-
track. In an interview during his retrospective at the Musée d’Art
Contemporain, Montreal, in 1977, Oppenheim characterizedt
early Seventies as a period of cathafsis after the fervor of
late Sixties. It was a time of reevaluation; he g ‘st
shocked” from the rapid and divefse developments in t-
minimalist art.? The installations were expressive of this s
in direction. There was the frustration of a mental block or"
creative vacuum (Attempt to Raise Hell, 1974; Twin Wells, 1977)
or the paranoia and suspicion acgompanying artistic success
(Lecture Piece, 1976; Table Piece, 1975). The assemblages were
pointedly autobiographical and inf 1974 OppenHeim introduced o
a look-alike marionette to serve/as a surrogate performer. In
Theme for a Major Hit (1974), the motorized effigy danced to a
tune with the lyrics: “It ain't whdt you make it, it's what makes
you do it."” The words bespoke Dppenheim’s obsessive desire
to give physical form to the cfeative impulse, to “somehow
bring it through these layers and allow it to be objectified so a
viewer could see a work and say ... ‘It comes from a root. It
comes from a motive'."
The use of a labyrinthine or gircuitous route as an emblematic
structure is also prefigured in the installations. In Janet Kar-
don's article Some Modern Maze Makers of 1975, Oppenheim
talked of his propensity to “sgarch things out in a way that can
be schematized."* Early Mprning Blues (1976) features an
oversize electric burner whoge spiraling path leads to the center
and a coffee pot. Oppenheim cleverly joins the cliché of
“getting your thoughts together” with the morning ritual of
waking up to a cup of coffee: “It's on the outer edge of the
burner, the idea’s on the ofiter edge and it's not yours until it's
in the center ... inside the pot.” A more explicit use of the
circuitous route as an emblem of inner searching is found in
Mind—Twist—Wandering (1975), an installation executed for
the Palais des Beaux-Arts, Brussels. Here Oppenheim drew a
path of sawdust and bldck sand in a winding spiral across the
gallery floor. Two videq units featured the image of the artist's
spinning head, and the soundtrack was, appropriately, the
description of a hazardous journey. Similar to the course of the
factories, Oppenheim describes Mind— Twist—Wandering as
“a kind of zeroing il on a mental journey that either exhausts,
terminates, or becofmes blind."*
Still, Oppenheinh did not have a consistent set of visual

DENNIS OPPENHEIM: THE FACTORIES

EMILY BRAUN

The factories by Dennis Oppenheim over the past four years represent a coherent stage in his work, unifying
previously disparate elements: the desire to externalize mental energies, a predilection for industrial
imagery, and the use of a labyrinthine structure as a “metonym of the search for self.”

began to associate the chafacteristics of thought processes
with industrial ones—a literal translation of the idea “to
process” or “to refine.” The pairing of thought and energy
transformations is particulagly effective. Oppenheim even talks
of “funnelling into oneself,’] alluding to the subconscious as a
source of raw material. In Twin Wells (1977), he illustrates his
fear of creative impotence Wwith the scenario of wells run dry.
Two cylindrical steel constructions emit puffs of smoke
sporadically and a soundtrgck runs: “You say your well has run
dry ... there’'s nothing left inside ... everything below has
stopped ... run out ... yop say your well has dried up ... the
fire's out and ideas have st¢pped.”

Furthermore, it is with these constructions that Oppenheim’s
work enters the category [of architectural sculpture. They in-
volve the scale and vocabulary of industrial architecture, in
particular, open grid towers (Dayton Falls, 1977) or shafts
(Falling Room, 1978). In his project for Inclined Coal Walk (1978),
. Qppenheim designed a model for an elevated ramp to be
''climbed and traversed by ja participant. It included a precarious
walk over hot coals heated by interior gas burners. This was one
of a series of .walkways pver dangerous substances, such as
quicksand or“acid. An equally aggressive attitude toward the
viewer was revealed in Dayton Falls. In this installation Op-
p‘enbﬁlpy’? inute soundtrack encouraged one to jump from
a‘high catwalk to the flogr below. The room was filled with four
large towers, ranging inl height from 5 to 20 feet. With their
industrial , materials, drchitectural scale, and theme of
frustrationand danger| these works of 1977-1978 directly
prefigure his current factfory mode.
rlv The factories areelabprate systems comprised of numerous
smaller and interrelated networks. An overall impression of a
process and a product js inferred from the titles and general
layout, but upon closer| inspection the various units are com-
bined with little apparentt logic. Troughs are disconnected at the
joints, conveyor belts I¢ad to nowhere, and lines of tracks are
crossed or broken. Nopetheless, whether in drawn plan or in
true scale, the factories consist of identifiable mechanical
parts, such as pulleys| pipes, chimneys, and templates. The
ungainly forms and gri
metalwork) evoke the ifldustrial world of the nineteenth century,
as opposed to sleek twentieth-century automatization.

Indeed, Oppenheim makes frequent reference to the mining
industry beginning with The Diamond Cutter's Wedding (1979)
and most recently in JAn Operation for Mining, Elevating, and
Converting Memories| of a Fifth Season (1980). While mining
terms are not used explicitly in all of the titles, containers of raw
material, usually coal, figure in many of the factory designs.”
The sculptures are fonstructed with a variety of equipment
used for transportafion and sorting in the mines: carts and
tracks, overhead pufley systems, troughs and conveyor belts.
Even Oppenheim’s ¢rude tunnel designs resemble those used
to cover undergroufd roads and railways. His allusions to the
mining industry, however, must not be interpreted as an at-
tempt at historical|/reconstruction. Oppenheim is attracted to
the more general [features of the process, especially tQthe
overall theme of garriage, sorting, and refining. It is also ap-
propriate that he favors an industrial system characterized by a
multiplicity of parys, subject to frequent stoppages or complete
breakdowns.*

In following the course of Oppenheim’s factories we realize

images with which to illustrate his mental energies. In 1977 he

that the structures have been designed to confound and




SW: Many elementsaf your recent factory projects can be seen
in earlier pieces: ithe conveyor belt In Wishirig|Well;the moving
chamber in Falling Room;the derricks in Dayton Falls; and the
i [ ieces such as-Theme for a Ma-
jor Hit. What attracted)"ou{to th mechanistic.elements and
he formal aspects of machine mov nt? ek f
BO: Well, machings are arather perfect deyioce to use as a meta-
phor for thinking. They have real-time as well as'image and func-
tion parallels. Machines refateito our thought and'biological pro-
cesses. There are numerous insidé/outside:-connections be-
tween the self and the'morphology of machinés and industrial
systems that can be tapped as an art source. To me, this in-
terior/exterjor idea is critical; Let's say much of sculpture has
been the reshaping of exterior material to conform to interior
(mental) impulses. For instance, Michelangelo conditioned mar-
ble by asking that it represent the human form via his percep-
tions of it. Let's concede that physical matter has the capabili-
ties of absorbing a certain quotient of individual handling and
expression, to capture an image in bronze, as they say. Now,
let's consider another approach; let's say the place to capture
bronze is in the ground, where it has yet to be manipulated into
its eventual state. The metaphor here is to think of bronze as the
raw energy of thought. Why not begin the sculptural process by
-tunneling mentally to match the material's stimulus from the
earth’s magnetism? The act of mining ore can be seen as analo-
gous to creative thought. Industrial and mechanical systems
are really obvious extensions of our inner workings. By aligning
these subconscious impulses with exterior sensory extensions,
| felt | could objectify the mechanics of thought.
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s of Dort Feldmany

In Fedgman's workApne immediately notices her use of very
informative means, such as an oversized, polished, professional
photograph which communicates referential visual.details—%ﬂii:ﬁg to
create an enigmatic image, to confuse the discerning eye.

The work is constructed by combining a sequence of color
photographs, basalt stone or limestone, with material painted in
colors that seem to be derived from theLesthetic system of the
photographic pallet. This will nggessér lead to neo-baroque
context, if only because of the unrestrained and complete loading of
the photo - the stone - the material with references of forms and
content. X

The loss of scale of the photographic formsgby not resolving
their meaning - leads to an autonomous reality vibrating with color,
volume, body or stone under the transparency of the flowing water.

NNTPIN NTRI NIAX NINX MK

The image slips away, and the informative medium (i.e. the
photograph) becomes a weaving of fo syn/t/a\{withia\ehc and
sensuous provoca.ions. The mysicr t:ijézz\j%fgz\z%i;:oz::

écts, s 5
Jjoined by sculptural forms organic' to the matépﬂglﬂ C'culpture and
picture - this in photographic sequence creategxa Battern of esthetic
references. The stones tragbﬁﬂkﬁﬁriﬁgqn%?QX{gffg§é§fﬁ§§FEFE§fEVg
relief of body parts, whose extension is an illusionary stone or
lapping over the photograph. You know that the brilliantly colored
photographic sequence contains'landscapes thatqggféﬁﬁﬁ They were

photographic paper - envelopes

brought into an interior space in order to join the stone sculptures
gathered in these landscapéﬁ to be a landscape within an inner
landscape. The more the iﬁ}ormation increases - the more powerful
the mystery will become.
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DOV OR NER

ornin France, 1927
Livesin Kibbuis Hatzor.

The Fat Man

The next atormic bomb to be exploded was
dropped on Nagasaki on Aug. 9 (Tapanese time)
1345. 20,000 persons were killed and 25,000 in-

jured.

Why War? Einstein to Freud, Tuly 1932
"...Another question follows hard upen it: How
's it possible for ¥Hig st ATPENEUEES bend the wil]
of the majority, who ndte'16ss and suffer by a
state of war, to the # elphithwir ambitions? (In
speaking of the rn,a_ngg,\?\zdgfﬁbt exclude sol-
diers7 Qtfevery rank who have chosen war as
their profession,Pfﬂ'ctﬁénbe ie that they are serving
to defend the highest interests of their race and
that attack is often the best method of defence.),”

Freud to Einstein, Sept. 1932. "..Why do you

" andIandso many other people rebel so violently

against war? Why do we not accept it as another
of the many painful calamities of life?”...”...The
answer to my question will be that we react to
war in this way because everyone has a right to
his ewn life, because war puts an end to human
lives that are ful] of hope, because it brings indi-
vidual man inte hurmniliating situations, because
it compels them against their will to murder
other men, and because it destroys precious ma-

terial opjects which have been produced by the
labours of humanity...” DOV OR NER
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ETTI SHALEV
Born in Vilna, USSR, in 1948

Lives in Jerusalem

Sculpture as a construction project in the open, on the slope, in a
difficult site, without a path. Upon a stone background. "Another" sawn stone,
without chiselling, without a chisel. Stone as a material for sawing. In Jerusalem
stone is chiseled in order to break its strength - to soften it, like clouds.
Sculpture = construction = work.
The use of a figure in order to use complexity. Metal figures, cutting
into metal, then sawing into stone, cut with fire, preceded the stone figure in

Tel Hai. To work fast - not to be dragged into an endless manipulation of the
NNTPIN AYTNT N N2TX NINK PIX

material, but & to require construction processes: stone, a foundation, concrete.

The sculpture poses condi or pe{cept’non \A change of the angle of
view Pyrill change the image of/ the lptwé\RTMéBﬁgure - a detail from nature

magenite
/ —% with the natural scale 6f ‘the lahdscape. _,/

1o dmpeint 4 fors mPLF?lc Ar m(FFar JP%R?EW&» which, for us, are
forms preserved in a time dimension.
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Towards the Rift 80-83

The work was first created at Tel (Hgi 80; it
began to develop on the axis of time.

The winter of 80/81 was rainy. The rainfall
measurement at [Kfar Giladi taken to April was
1010.5 mm. Tanuary was the rainiest month of
all. On the 11th 76.9 mm. of rain fell, and the
flow within this work overflowed. The larqest
rock and one of the Upper’ XPSE 5, which were
part of the project at TEDHai B0 ‘f\N forward on
their faces. And ins % he/\p}amt Ilfe rene ed
itself in great force..in the"s wmmer, of 1981
emplaced the rocks, using a heavy tractor, and I
designed the chaRBE G HFverttReWiter f]owmg
in the stream towards the road to the west of the
work.

In the fall the area was sprafled to preventsprout-
ing. In winter 81/82 538.3 mm of rain fell in the
area. The streams were diverted according to
~“plan, but broke threugh at a number of points,—
Plant growth was very gtrong. — I considered
deepening the divergion hannel and strengthen-
ing the soil embar@'nent along its length, and i
the process it became clear to me that the wor
was straying from its essence. @rea]izedmhad to
get rid of the 3 rocks and actually to deepen the
natural flow channel.

In the winter of 82/83 928.1 mm. of rain fell.
In the winters to ceme the streams will further
deepen the rift. A plant cover 1.5 meters tall will
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~ be part of the characteristics of the work, and will
be stripped bare should there be fires; facing the
~ Afro-Syrian Rift, which is developing conti-
nuously as an element of the global tectonic
~  sculpturing process.
This coming October, after a 2 yeqr interval, I
shall climb the Anforma @)ft, in thebma}gas to  Rift Hima\o\\ﬂq
develop the work. -4 e

o
Y.
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TEL HAI—hanna———

THE CAMPS
HAIM MAOR

““Ww hatever there was will be,
W hatever was doneshall be done, And there
is nothing new under the sun™. (Ecclesiates
JA).

The argument surrounds the problem of
awareness. Someone mentioned the Plate-

NnNTPIN ATINT DM NUINX 1D

nic assumption, that we ang aTreach Seen
everythingin a fo &rld \:\d therefore
“to recognize ” ’f‘ﬁﬁ@gmze anew”;
as my father told e, B onSwrote that |f
indeed the meanding ed ftesdearn” is “to
recall”, then the meaning of "nottoe know“ is
“to forget®. The Book of Sand/Jorge Luis
Berges.

Those who ignore history are sentenced to
repeat it... for history is a repetition of gianl

~ conceniric circles of the cycles of civilization

and life whichchange frem time to time, and
nol exacily in sequential forward steps. The
rationale, nevertheless, for the study of his-
tory is that we can learn what notte de — in
order not to be destroyed by cur own hand
and in corder to allow the generations to
come to live their lives.

“This was our fate,and itis alse a warning
to you.” (Inscription on the Mausecleum in

«



the Maidenek Uestruction Camp).
Coemmunication from Auschwitz-Birkenau
= to Tel Hai

In a far corner, in the spiritual shelter of
the “New Jew“— the healthy, strong Israeli,
- there is the silhouette of the Auschwitz-

Birkenau Camp of Destruction, like a bewil-
= dering black stain on the past of the Jewish
people.

The universal concept robed in armer
=~ and muscles, of recent years in Israel, sees in
strength, in physical ferce and in “the out-
stretched arm® the ideal and the lesson for
the New Post-Holocaust Tew.

Tel Hai constitutes one of the archetypal

- sgmbolsm1h|sarmwgdmgllmwﬁ&hbs,bemg
built befoere our eyes. is good 1o die for

)

. our homeland”, the vegt of t land,
4 defense of the Home nng d’*“ﬂ’i?q for I
shall rear” o

S The modelofthe tro a peo-
ple shall dwell alor?e rﬂh ic |\'}|' I?\ﬁ\ggwﬁg its
sword® leads to violence, dulling — senses
and heart, wars with no way out, and
shelters.

i A shelter protects against death. Death on

the cutside and life within, and the children

of the Strong Man etch their fears on the

- walls, like those fears etched by the finger-
nails of Mottel or Yankel...

- Je walk in Auschwiz-Birkenau and to

listen to the hidden broadcasts that emerge

from the fences and the towers, from the
barracks and the terturerooms, from the gas
chambers and the crematoria. To listen,
from behind the silence and the emptmess

S S — sk

To
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)}

10 the proeclamation and the demand: “He
yeurselfl Do not deny! Be modest!“

And the sound increases: “Don‘ ignore
me and den‘tignore yourselfl Hold me tight,
hug me, I am your father! Follow my wayl“

“Remember that in the gas chamber I was
streng — not less than you; coward — not
more than you! Be modest! Be a Jew of
Peacel

The signals of this broadcast — hidden in
the quiet of the shelter at Tel Hai, in the
railread-track ladder, in the black symmet-
rical shadow and in the black look of the
raven, laying in wait on the ramparts of time
— spreading out,ifie.space a0t whapping
you and me in the light of/qﬁm@ t know-
ledge... (& \g .

From:Tournal of a [Qip ta'Pétead(April
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. AN
s / \
Event No. 2 @ch 572 \ =
-'Fhese-ax:e-the_ﬁlings I was thinking about

[iten. structue ePPesing
An environmental work, a sébm%uag.;.‘u, and eentrastive iy

iy “pe’
Y ; —— L
elements. The use of materialy without "woshipping" the material; —(Wwa?

isual — e Vo2
Vi/expressiveness s W Yhythms \-M

%5 P

HAveieed. F.% wres omd r'nystev\a_
A view from afar-v'lh'ich reveals an element at’g\rarcting emmds attention. An

image, creating a figurative association; Jand movement in the context of the
O

" elements. The motion Mvm—ﬁ-mme,——m. the sculpture, creatsm a.
‘change of scale : and‘tzxsizﬁ?the Pre&ess~6L walking in itself
becomesmm,: The‘f{c&; changes, in a world of
material and A strange pf@%icah‘ty. A passage from the image into what
exists. A metamorphosis - from a distant construction possessing a certain

DNTEIN TN N2 NHUNK MK
associat iveness-- into the interior of an artificial th\}atricality.

And pde, ,,aétrench,"f}hra and growag~things.

Trom, :
‘MS el RS
symbols. oward the scu}‘ture the symbols

emo ficmad —load
change; and with them tq;UMQMMhWe

R il R G g ik
This is the moment of recognition, and the recognition leads to t& quest1onm3’

An absurd balance.

in the shade of ruins.
While walkw .

I wanted an encounter point between present and future, a place where roman-

[
ticism encounters tragedy. For ks o moment, things seemg o

i sight Sight
metabe Tike a ceremonial p&gee, which is to say,avzse for a group, a

(P rovokes
remnant .. which ¥ a yearning, something whieh—hay=be=callad

absurd, which leaves us isolated in that very theater of imagery. For

each one of its associations, and within each of them, jewemeated. its personal

5 « Qs avesu dt,
tale,.es-m, wshtxm is the world of Man as a solitary creature, in
Primonr " ) :
spite of his p‘wﬂ&e feelings. Event No. 2 is not an attempt to fashion %
acfs a palfevn »*

Or assumptions. It is the=mesk ofmw

passm{es omd wondevs | an 2mfive. sof J) wesT oms
= emotional and psychological X a segment from Mﬂ&—;}_;pm‘

Ilan Ohrbuch
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Daphna — Joshua Neustein— 11131 0

JOSHUA NEUSTEIN

- e
STILL LIFE —

Action: Spread straw on the ground in a dis-
torted shape of an airplane. On a one te one scale.

- Approx. 20 meters in length. Douse the straw
_ with gasoline. Burn the straw and leave the
charred earth for the new grass to cancel it out.

N 'B' f 1 1 1 1 \
n.b.)It would be anﬂ]{}jénr?tgléggﬁxsn}ch l]ﬁ};(tczgral:nh and Nﬂ
_film¥ the fire from a g@na{ helicopter.
Date: May 156, ’83. |2 ARTLAB ;|
=T &/,,2,_4(5%
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Action : Spread straw on the ground in a distorted shape
of an airplane. On a one to one scale. Approx.
20 meters in length., Douse the straw with gasoline

Burn the straw and leave the charred earth for the
the uofaquAcam \s it out.
e 7
new t‘ra'ss
n.b. It would be advantageous to photogragh and film the

fire !rom a high ground or hencopter.
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KIBBUTZ DANCE COMPANY

Journey, Work, Journey

A Dance Project

Choreography: Ronit Land
Music: Meredith Monk
Cos tumes : Ronit Land

Dancers: Osnat Livni
Rewen Ben-Ishai
Esti Lahat
Michal Vidra

Nir Ben-Gal

Liat Dror
NNTPIN TN NMIAX NIAK NINK

"Journey, Work, Journey" deals with the pre .‘_jce.o‘f;\geople or dancers in a

specific time and space. Their ce i"k'}\lr'éiq]fi;\idiﬁ.""physical. The work
deals with the exposed, raw phySica r\ of th\%.éi’ ea.

The mythology of its space s, the mythotogy of:cthe’ outdoor, of the organic.

I am using Tel Hai's courtyard for its color differences and level variations, for

its symbolism, The expansiveness of the environment is the dominant factor
of the work.
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Caro Daniel,

anzittutto grazie per la gentilé ospitalita a te

e tua moglie. I giorni trascorsi a Tel Hai sono
stati (a parte le fatiche fisiche e psicologiche)
molto interessanti.

Spero non sorgano altri problemi per 1l'esecuzio-
ne della mia scultura. Per questo sto rivedendo

la parte tecnica per facilitarne la costruzione. -«
Nei giorni scorsi ho scritto a Tuly e Amnon di-
cendo di essere disponibile a tornare, nel periodo
fra il 10 e il 20/25 del mese di ottobre prossimo.
Ti allegdd’questa’ lettera‘dn’ 'disegno schematico
affinche sia pril/e\(\éi‘_é&E);&orre, prima del mio
ritorno a TeI nlﬁﬁgﬁYa}fiﬁfinitivo per le fon

damenta.

ey A b % Lyy '1‘.‘19{\\\)
Predisponendo il materiale necessario sul luogo,
prima deT'Mfdap¥iv8) HaUBASHHEE con quattro ope-

rai qualificati, si pud finire il lavoro sicura

mente in otto giorni.

Cordiali saluti a te e famiglia

Milano, 23.9.83



Sig. Tuly Bauman
Tel Hai College
Upper Galilee

Dopo avere verificato il calendario dei miei
diversi impegni, ritengo possibile tornare a
Tel Hai per fare la mia scultura tra il 10 e
il 20-25 ottobre prossimo. Ho scritto in que-
sto senso anche ad Amnon Barzel.

Affinche i lavori procedano rapidamente, & fon
damentale che per quella data siano disponibili
i materiali e gli operai necessari come gia in-
dicato nella nota che consegnai a David.

NNTPIN DTN NNAX NINK 1IN

Al fine di migliorare la costruzione delle fon
dazioni, prima di tirﬁéféé%f@i§\baniel Peral
ta alcune indic peﬁ;¢“$ﬁﬁqggé lo-scavo gia

fatto. Nei prossimi rn\<:nvif§§/un disegno pre

Ly 3\

ciso.
La sculturdlohe\henpricgetvate pei®el Hai la con

sidero un lavoro molto significativo e importante

per la sua esecuzione ]

Sono percid, come concordato con te e con Amnon

prima della mia partenza, a vostra disposizion

Ti prego di farmi avere per tempo il biglietto
per il viaggio al mio indirizzo di Milano: Via
Atto Vannucci, 15 tel.02-572747.

Spero al mio ritorno di poter discutere con voi, -
con te.e tua moglie in particolare, di molte co-
se che riguardano il nostro lavoro artistico.

Un cordiale saluto a te, tua moglie, David, Da

W

niel e tutti gli altri artisti di Tel Hai.

Milano 15.9.83 /L7» V%ﬂéé/l%'\ i

Mowno  STococot,’
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¥ MICHA‘:ULL'MAN o’
yBorn intIsrael, 1940

Lives in Ramat Hasharon

“Up to Here" - Israel Museum - the Boundaries Exhibition - 19800* »\

Two mud constructions placed in froatof the Museum. Each construction

consists of a chair in a state of amkx observation and anticipation.

"Ashmoret III" -%enice Bienniale - 1980, P
)

G;v/e”n;::'airs in pits under the floor, in the form of a cross or a

plane, all facing in the same direction, their "heads" outwards, in a state

of waiting.
NNTPIN NYTRI NTNAX NINX 1IN

"Evidence" - the Tel Aviv Museum, P

— ¥ Q’ > ARTLAB ;|
Two chairs, in a pit in the ground, é"b{eggq_\ygig;’"'glass. facing one

another, and above them the bench "looks on". _ :
Public Art and Early Media Archive

"Pit Settlement", Tel Hai, 1980.

>

v
mt formed of a set of personalﬁwdiﬁ&é.pits made of stone

and mud, up the slope of the mountain.
N

"ny{oad". 1982

s0 /‘/,
GM chair,{\made of three sections, a downward view into the ground.

)

[ (8

--ThfkyVTe'l Hai, 1983 ,_,>

The work is hewn into a large rock on the upper slope of the mountain, above

the Huleh Valley, with a stone chair suspended between the two sections of a cleft
rock. The chair faces upwards, in a state of fall, above a channel hewn into the rock.

The motif of The Sky appeared previously, in a series of blue and vhite prints.




e
>

Micha Ullman - 2 -

One can view these works as stops in a sequence of changing situations,
in slow movement, of chairs. At first horizontal, from below the surface,

later rising to the surface, becoming a single chair hovering without a foundation.

nnIpIn TNl 1M NHNNX IMIK

Public Art and Early Media Archive
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pens gently.

The borrowing of the signs requires keeping
the credibility in their actual use, even if the
sculptural construction does not bear any obliga-
tion of any kind as to the result, and even if the
artist does not take it upon himself to produce
any specific product.

TXks

The construction presented here is a lending of
an anchoring corner. An anchorage of stone op-
posing stone. The starting point is the anchoring
of a fence. A sharp turning in the direction of the

fence overloads tension onto the corner, post. .
Therefore the post must be secure s0 as not to -
fall. The construction presented here overcomes_

this difficulty through tying a steel wire by a stick
— stone and the corner post, and its stretchi
coiling it with a stick.

Anchorings of this sort exist all along theé man
kilometers of cattle fence which enclose grazing -

lands in the basalt plateau of Beit Hashita, my
home. I do not intend to design cattle fences; I

made use of the form which exists ift the/aréa'so/ 1l 2

as to give expression to my sculptural ideas.

I am searching for a simple language which will
contain some answer to the numerous events
taking place about me. In this quest I search
within my environment, on its activities, its
signs — and it’s phenomena which communicate
with my imagination.

The work is composed of 10 to 12 units, in
accordance with the conditions of the area. Each
unit is composed of two boulders, each weighing
300-400 Kg. The distance between the boulders:
4-5 meters. The shaft between them is about 1.5
meters long; and a cable is stretched from
boulder to boulder.

in which he lives

——s83°m>n— BB
Daphna — Noam— n2n2n ow

NOAM RABINOWITZ

Noam Rabinowitz creates sculptured con-
structions while observing nature and employing
the local topography and objects borrowed from
the environment.

Noam is aided by a defined language and its
concepts, for the sake of expressing his relation-
ships and interrelationships to the environment
in,which b . This is the language which he
understands; it serves his artistic expression, and
in addition he makes use of it in his works. Out
of them Noam selects signs characterized by
their simplicity 'as material for a creative act.
Such/is The triangulation point which is under-
stood by the artist, as an endless bond of measu-
rement; a triangle with a point — a visual shape,
possessing a power of attraction of its own, which
expresses, in the artist’s mind, the beauty which
existsin thé relationship between the points and
the visual contact within the space. The defini-
tion of any construction of the triangulation
helps him to define the sphere of the action in
which he operates.

The approach to nature and the creation with-
in the landscape occur by a gentle contact and
consideration of the natural materials. Even the
choice of materials, although it is a rational pro-
cess, expresses Noam’s emotions. The emotional
declaration makes itself felt as well in the en-
counter of the materials. Just as the piercing into
nature is characterized by its gentleness, the en-
counter of material with material — even if it
consists of iron and stone, is a process which hap-
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Noam Rabinowitz s .
Lives v~ Kibbuta et Hoshita
Noam Rabinowitz creates sculptured constructions while observing nature

and employing the local topography and objects borrowed from the environment.
Noam is aided by a defined language and its concepts, for the sake of
expressing his relationships and interrelationships to the environment in
which he 1ives. This is the language which he understands; it serves his
artistic expression, and in addition he makes use of it in his works. Out
of them Noam selects signs characterized by their simplicity as material for
a creative act. Such is the triangulation point which is understood by the
artist, as an endless bond of measurement: a triangle with a point - a
visual shape, possessing a power of attraction of its own, which expresses,
in the artist's mind, the beauty which exists in the relationship between the

5 3 NRTPIN TR PN DUNK WRIIN, ce o0 s
points and the visual contac within {he space."*he‘def1n1t1on of any con-

struction of the triangulation IP him__/{'ﬂ';‘a"eﬁ'ﬁhe;x;he sphere of the action
in which he operates. }:L\RTL/AB:‘H

The approach to nature and the creat@éﬁ,yjphjﬁifhe landscape occur by a
sentle contact and consideration of fhe rature] mterials. Even the chofce
of materials, although it is a rational process, expresses Noam's emotions.
The emotional declaration makes itself felt as well in the encounter of the
materials. Just as the piercing into nature is characterized by its gentleness,
the encounter of material wjth material - even if it consists of iron and
stone, is a process which happens gently.

The borrowing of the signs requires keeping the credibility in their
actual use, even if the sculptural construction does not bear any obligation
of any kind as to the result, and even if the artist does not take it upon
himself to produce any specific product.

e

The construction presented here is a lending of an anchoring corner. An
anchorage of stone opposing stone. The starting point is the anchoring of a
fence. A sharp turning in the direction of the fence overloads tension onto

the corner post. Therefore the post must be secure so as not to fall. The

construction presented here overcomes this difficulty through tying a steel

W
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expressing his relationships and interre1ationshiﬁs to the environment in
which he lives. This is the language which he understands; it serves his
artistic expression, and in addition he makes use of it in his works. Out
of them Noam selects signs characterized by their simplicity as material for
a creative act. Such is the triangulation point which is understood by the
artist, as an endless bond of measurement: a triangle with a point - a
visual shape, possessing a power of attraction of -its own, which expresses,
in the artist's mind, the beauty which exists in the relationship between the
points and the visual contact within the space. The definition of any con-
struction of the triangulation helps him to define the sphere of the action
in which he operates.

The approach to nature and the creation within the landscape occur by a
gentle contact and consideration of the natural materials. Even the choice
of materials, although 1§r)[”115a tional process, exPresses Noam's emotions.

I NN NDNKITIIX
The emotional declaration makes itself felt as- wel] in the encounter of the

ARTLAB
11- even if5it consists of iron and

materials. Just as the pierzlh to nature is cgéracter1zed by its gentleness,

the encounter of material wi

stone, is a process which happens gentlyf\m '”Vi>/

The borrowing of theé '$ign¢\réqiiires Keéping' theé eredibility in their
actual use, even if the sculptural construction does not bear any obligation
of any kind as to the result, and even if the artist does not take it upon
himself to produce any specific product.

G o) b

The construction presented here is a lending of an anchoring corner. An
anchorage of stone opposing stone. The starting point is the anchoring of a
fence. A sharp turning in the direction of the fence overloads tension onto
the corner post. Therefore the post must be secure so as not to fall. The
construction presented here overcomes this difficulty through tying a steel
wire by a stick - stone and the corner post, and its stretching by coiling

it with a stick.

(&



Rabinowitz -2 -

Anchorings of this sort exist all along the many kilometers of cattle
fence which enclose grazing lands in the basalt plateau of Beit Hashita, my
home. I do not intend to design cattle fences; I made use of the form which
exists in the area so as to give expression to my scultural ideas.

I am searching for a simple language which will contain some answer to
the numerous events taking place about me. In this quest I search within my
environment, on its activities, its signs - and it phenomena which communicate

with my imagination.

The work is composed’of 1101t0"12 uhi'ts)) intaccordance with the conditions
conditions of the area. Each umit, is cynpésed?ﬁg\two boulders, each weighing
300-400 Kg. The distance b em b"”,\‘i%ff/\g“ meters. The shaft
between them is about 1.5 meters ,a{i a cab\l,}'/’is stretched from boulder

to boulder.
Public Art and Early Media Archive
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PENY YASOUR

"This is a personal environment of solitari-
ness. It springs from nature; it contains ancient
ceremonial power, holy altars”, thus Peny Ya-
sour defines her work at Tel-Hai 83.

Expanses of cloth, sculptural forms on the
wall, and masses of soft sculpture upon the floor
— all forming a pamterly Bl Etrs With Tike pass-
ages between light and g OW. et o

The iconography is d fon an%ft t cere-
monial forms. A repetifiofibf @5\ Fﬁ%gﬁ"itself in
the softreliefs and in ;hg{p&i--ntiﬂr%sg_'ﬁ el possess
the power of the ritual which rises fram. preery,
of the quardians of%ﬁgctg}ﬁ%%irké%{%%@geeagles.
It is strange that the source of the dominant
imagery in Peny Yasour’s installation is found in
the design of a tiny perfurme vial discovered at
Mt. Kassios on the Sinai Coast, identified as of
Phoenician origin. The "soft painterly environ-
ment — drenched in shades of gold, red and blue
— confronts an aesthetic concern with iconogra-
phy which draws upon the ancient East, the volu-
minous forms in the center of the installation, to
bring an echo of ancient sites, of stones whose
order in the field is based on a mysterious for-
mula.
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Rina Peleg

Anthony Bannon

5\
‘ Rina Peleg's clay sculpture weaves a loose tapestry of references
from the rich cultures of the ancient Middle East to a fascination
with contemporary urban architecture. Ya

basket-shaped clay-woven works provide rich occasions for light
and a compelling oscillation between the appearance of great mass
and the illusion of fragile grass.

Peleg's work deserves out-of-doors installation, for it casts
shadows, gives shade, creates changing lattices of light, blocks
vision, and demands viewing from all sides. At Artpark, the 200-
acre, New York State-supported park for the arts located several
miles down river from Niagara Falls, Peleg created (o e,
Shmssbenssandeonssneiiaant, 1,200-pound sculpture on a hill
overlooking the gorge of the Niagara River. B e )
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flattened basket, woven as if with loose bands of straw that on&
tempted to snap off or puli tight. Vertical support struts project
beyond the weave, bending in various directions, as if to sugges
an interrupted process. Those of her sculptures that do-bend in
the firing, whether in part or wholly along the face of a piece,
infer the element of chance that finally rests at the root of what
have now become the broad, expressive possibilities of clay. d
Peleg’s work suggests historical references, from vessel to &’ 3
structure, while at the same time enriching that visual enterprise
with the formality of abstracted concerns.




Lnttied (1951), 32* (81.3 em) high,
Untitled (1981), 30* (76.2 em) high,
Untitled (1982), 72* (183 cm) high.

Untitled (1981), 26* (66 em) high.

“

ia
I worked-on hngé}r?alég c&ﬁd%ﬁ} l‘,ar“ e

’ Structures and a play of unconnected coils within these structures,
This experience taught me that a coil may be used as rope or
string is in weaving and plaiting. I decided to try to ‘weave' using
clay coils. Since these coils are the same coils used for traditional
pinching, the transition to ‘clay weaving’ was simple—being one

of concept and but a slight change in technique,”]
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| SIONA SHIMSHI
Born in Tel Aviv - 1939

Lives in Jaffa
Hxgxaryxak

History of Mankind
Paved with Lions serving as symbols. y

People hunt them - put them in cages - sing hamns of praise to them - and
perpetuate them in paint and stone.

Lions sleep all day, jump when faced with no choice. Symbols of heroism.
Heroism always results in no choice (and eternal fatigue follows).

Thank God: The year of heroism is coming to an end.

Lion of Tel Hai will never be alone again.

Lions out of art - histerys from al}-oven;the wonld and times are joining

him on the hillside at Tel Hai IQP -;\
/\RTL/\B
A "Seven Hideouts" 3/
9 \ v e,
3 Seven carpets of lions: Hazor, the Wounded- L‘ion of Ashurbanipal, Etruscan,

one of sixteen in Delos, Veni¢d, 11¢n tentiry Trdian . 'M.A.N. buses.
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Tamar Dance Company
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Members of the Troupe: Zvi Gotheiner
Meir Germanovitz-Knopfer
Ofra Dudai
Galia Pavin
Amir Kolben

Manager: Avi Ifrach

TAMAR was founded in New York in November, 1982, under the name4he Chamber
Dance Theater. Its founders were a group of Israeli dancers led by Zvi Gotheiner,
some of whom had trained in New York, and others were members of dance troupes

NNTPIN NTNT NMIQX NINK [1IX
in Manhattan.

PROGRAMME : I

1. VIA DOLOROSA
Public Art and Early Media Archive
Design: Amir Kolben ! arly Media Archiye

Qualities of detachment between Man and Earth - 1983

- and other possibilities...

2. ‘Al I
Design: Meir Germanovitch-Knopfer

A Wounded Mountain

3. WHITE TIME
Design: Zvi Gotheiner

A pattern of flow: a line - a body - a landscape

o
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TONTRRA MY 1957/58 .58 T3 1938
R2¥2 N 1957-60 DIV N 1IN3
HER 919% 23aR WY NON2 T 1962/66
)5 1967/68 .2TPIA ,IPRAIVD ,MMIMIVY
773020 Y, NTN52 Mank? a%p PRM2
1959103 910D ™% 1972/74 .20 + ¥
=swnn % TN 1978 /Awan” NYMIR
22 PI2%p 93N .7DAMRY DMMD

TR

17277 7*7° | YADID RUBIN

29 950N AW 1966-1 PnNn

W 11”223 NNRIAP MDIYN

A3 191 PIR DIIRTIA DDA
MR-D1172 NIPNXIAP MNYN

/N3 POY 1966/73 DNAWA P2 .ADIPRY
20N WY NI D1V DIVPINR
05w 22aR-502 MMIYN

TAY NDI2 DYWIR DY POIY 1968-1
SIm nMwpna

W TRA T
B ) iy

DPITIRIY DN 2IXP2 POIY 1970-1
nNTPIN AT NMNAX NUNNKPDPX

NMNR/NMNTR NDWY
D 100%100 129131 nNb
Y¥ 5V obTn 03N ,033P
DNWn DY3¥n

FRONT & BACK COVER

ZINK PLAT 100 CM x 100 CM
CANVAS, MAGNET, PRINT ON WOOD
CHANGING FORMS

M7 230 21PN XYY 1B DIDT 'Y DO

Born in Israel 1938. Army service
1957—60. From 1957/1958 studied
painting and graphics at the Vienna
Academy. Continued his studies from
1962/1966 at the Avni Institute for

the Fine Arts, being taught by Streichman,
Steimatsky and Mokadi, after which he
received a year's scholarship to study
painting and sculpture at the Royal
College of Artin London.

From 1972/74 taught sculpture under the
auspices of the Menashe Regional Council.
At present teaches painting at Oranim —
the kibbutz teachers seminar:

Member of Kibbutz Givat Haim Ichud.

Since 1966 has taken part in a large
number of group shows at various

galleries and a number of museums in
Israel; as well as a number of group shows
in South America and Europe. From 1966/
1973 was engaged in the design of
environmental sculptural objects. These
were exhibited at a number of exhibitions
in Tel Aviv and Jerusalem.

From 1968 involved with a group of
people in experimental work combining
the use of various materials.

From 1970 has been involved in designing
the settings for festivals and celebrations
in his kibbutz.

One Man Shows

1. 1975 — Graphics Exhibition — Engel
Gallery, Jerusalem.

2 1975 — Kibbutz Gallery — Tel Aviv —
Oil Paintings.

3. 1976 — Julie M. Gallery — Watercolors,
Oil Paintings, and Graphics.

4. 1977 — Production of series of
lithographs in collaboration with
the Burston Graphic Centre — ;
Jerusalem. -
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“ YOSSI MAR HAIM

Born in Jerusalem, 1940

Lives in Tel Aviv

Heart Beats of the Mountain
]?Qing
While these words ars\written, I am not sure how my Tow sounds (made by
o7

voice, synthesizers and gong) will affeft the listeners at Tel Hai. By
concentrating several speakers on the lawn and on the mountain, we hope to
create hear?‘aeats, which are supposed to reverberate between the two areas, and
to be used as a basis for th live improvisation.

The idea of the heart beats came about while working with the director
Dino Carnesko on sounds for "Lear" (by Bo % The sounds for a huge wall gave

nnIPIn TN NTMIAX N JJh( 1MIK
me the idea of treating the everfat Tel Ha1 as a living organism and play its
SN\

heart beat at the beginning, I and/ end of each day. The "live" playing,

ARTLAB -

which will be played differe day. owing to momentary inspiration, will

be heard only on the Tawn surrounding the exhlbaﬂ/on area. But the heart beats

should be heard as far aSURipyat Shnérah’ ii-the South and Kfar Giladi in the north.

They should be felt as a physical object, a plastic fact which has always
been there, and their absence should be conspicuous a long time after the music

has stopped.

Yossi Mar-Haim

|8
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He likes the idea of metamorphosis, envisioning a lifesize:'/;-//
ntain sculpted out of concrete in the desert somewhere. It \n; :
be something having a basis in nature, yet abstracted from it.
Bt — b eeaus 603 s placement L would actually be pa of ns 2
&-Space-age informs ys-that we- cannot ing to past beldi} g5
eveyything is, open to examination. Things arg in lux: one scu-
lpfural form of Ben-Haim's is res\‘ mbles an driental an-like
sajl stretched acrﬁﬁ%”%'?ﬁ]“ﬁ?]ﬁ\oﬁl i
8¢ from/East to the West. He thinks of
o g .-‘ts— im pliocats on For—o .’ s AN -.'_:,\
Ben-Haim also com w1th /bhe mew condition of openness
by revealing his procsgm \2 kes g@étructions of layers
of paper built up over'a rope. He-will then pull the rope lea-
ving a track which, like the strata;of dhe earth, reveals the

C

Process by which the Piece was made. sueh—-u-phea'v'a—rmcm

m‘rauq;in;:r..nuwu-‘n---—:f-.""‘”? m-has—also-paid homage to e

-
g

ver\stops fundtioning. Wher a chair breaks the result is a
ir, but\break ng a reck regults in Nwo rocks. Zigi
seeks to kxpress those\naty al values\in his art in

concept of \landscape--one sgen through

& _urban experience; N

v ! —J c )
-

Bill Zimmer
Art Critic 1982
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