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First Performance, Bezalel, Jerusalem, 1973

The following is from the book: “Adina Bar-On, Performance Artist” by Idit Porat

Published 2001 by Hakibbutz Hameuchad Publishing House Ltd., Herzliya Museum of Art

and Adina Bar-On

Circumstances:
Performance prepared in the framework of studies at Bezalel, summer 1973.

Place:

The backyard of the old Bezalel building, on a paved surface surrounded by a low parapet.
Chairs arranged in rows.

Duration:
About 20 minutes.

Description:

l.

Adina enters from the rear of the audience, advances to the front of the space, and stands
facing the audience. She greets people whom she identifies in theaudience. At times the
greeting is verbal, at times only a facial expression. Her approach is an everyday one. When
she says Hello she emphasizes the nuances of the particular facial expression with which
greets each individual: an intimate expression of friendship, a formal expression, or an
expression of surprise (“Hi, so you're here too?”; “Thanks for your support). She behaves
like a static picture which changes with subtle nuances.

After the greetings she withdraws into herself by tilting her head backwards while using her
arms. The outward turning towards the people is replaced by an inward turning, into herself,
and this changes the perception of the space.

A transition from phase of withdrawal to a deeper introversion, until the circles which
enwrap her, too, are captured by a different mental state. Adina moves in a manner that is
undefined in terms of form: she moves from place to place with frequent changes of
direction, with an indirect gaze, with an introverted, personal expression that is neither
univocal or self understood. By means of the body movement she scribbles lines in the
space.

Adina starts walking on the parapet that surrounds the performance area, in a measured and
structured gait, and bounds the space with her arms spread out to the sides and her body
inclined slightly forward. Her walking becomes more rapid with momentum, and begins
inclining forward and creating a spiraling sensation. As she walks she emits into the
sentences connected with flight — sentences that are poetic, experiential, associative.

Adina passes through the audience from the front of the stage to the area behind the
audience, and thus she divides the audience into two.

Description of version 2:

After segment 1 and 2 Adina joined by her 2 nephews — one aged four and the other aged
two. They dance with her in a circle, cling to her, and hug. Their presence creates a
conflict between the attention that Adina devotes to them and the attention that she devotes
to the audience. At times Adina is swept up into the hugging and dancing, at other times
she returns to awareness of the audience's presence.



In 1973, during my third year at Bezalel Academy of Art and Design, in the context
of my own society which was preoccupied with the sustenance of the military, and an
academy dominated by male teachers, I became intrigued with creating events which
will legitimize sentimentalities that are neither national or religious, and make them
visible.

In the Spring of 1973, I organized a wedding, at the old Bezalel Academy building.
While this was not yet the performances and actions I will soon make, I placed most
of my attention into forming my strategy on behavior whose purpose was to motivate
the wedding guests, first, emotionally, and then, in their own actions, in an engaged
manner, in the celebration.

Later in that year, I posted a notice around the central spaces of Bezalel academy, of a
smiling portrait, of myself, printed in black and white, in silk-screen. It specified a
place, a date, and an hour of meeting, but did not include any information as to the
nature of the gathering. My premonition, which did prove right, was that my amiable
and recognized face will be enough of a temptation to adhere to the invitation. In the
context of my art studies and work, with this printed notice I had achieved my first
step in visual and a social transmission; I had now become engaged in a new medium
in which the stimulation of one's independent attitudes, in behavior, will become my
visual and social art — "social sculpture" or "performance art".



