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situation”, the existence of courses of motion and observa-
tion which weave a tale of form and feeling climaxing in a
catharsis. These elements have been driven to the extreme,
magnified and sublimated to a point where the physical
object of art shrinks and becomes the generator of the great,
absolute sculpture: The crust of the earth and its relation
vis-a-vis the universe.

The central theme underlying Orion’s work in recent years
is the perception of changes that occur in the crust of our
globe as a result of folds and rifts — as works of sculpture.
Accérding to this concept, the artistic creation is more than
the mere making of a form or the communication of a
personal, private and whimsical experience. It calls for an
emphasis on the environing morphology and the treatment
of the earth’s crust as a single kinetic whole. The Negev
mountain’s arid morphology, its dramatic geology, the web
of craters that crisscross its vast expanses, have undoubted-
ly sharpened Orion’s awareness of the expressive power of
tectonic events.

As early as 1974, when discussing the sculpture-field in
the Negev, Orion had used terms that were 10 define his
future path. He talked of places where “nothing (no
sculpture) must be built because they are already so
powerful — for example, the brink of a crater”. Later, Orion
did work in such places, but instead of structures he erected
“runways for our consciousness” and “gpring-boards”
from which we take a leap to join the geological forces. “I
think,” he said in 1974, "of sculptures that will soar
hundreds of meters above bottomless chasms — a 'sculp-
ture-field’, a ‘sculpture-city’, a ‘sculpture-land’ ...

In 1880, Orion made “Towards the Rift”, for the interna-
tional art meeting at Tel-Hai. The work consists of rocks
arranged on a downhill slope of a wadi, towards the point
where it opens out on the Hulah Valley. Geologically, the
Hulah Valley is a segment of the continental upheaval
known as the “Syrian—African Rift’ — “one of the most
powerful sculptural trails to have shaped the crust of the
earth.”

The limbs of this work produce focal points along the
sloping course and reinforce its natural topography in order
to load it to the brim with its geological-sculptural meaning.
(The 19th-century romantic poet Novalis said that landscape
paintings should enhance the potential of the landscape
itself).

In the same year, and again in the following year, Orion
produced several more sculptural feats in the Negev: stone
lines, from 100 to 800 meters long. These lines catch our eye
and guide it to the cliff edge of the mountain peaks all
around. He calls them “cognitive take-off runways”. The
take-off motif becomes meaningful in his work. It is
incarnated in the sculpture “staircase” which he erected in
Jerusalem and will be fully epi d in the Himal

I —

project. The work in Annapurna must be seen not as an
object placed within a given environment but as a conscious
launching-pad to the high ridge of Annapurna which, in its
turn, is the great launching pad from which consciousness
is sent-off to the astronomical distances. The tectonic
powers which, in the distant geological past and in the
present have lifted and lift now the Himalayas, were also
responsible for the Syrian—African Rift. The work in Anna-
purna complets a circle to which the works in Israel also
belong. Measured by the yardstick of planetary processes,
Israel and the Himalayas are one and the same — as are
mountain ranges of deserts on far-away galaxies.

MNow, then, let us examine the differences between Orion
and the “land artists”.

Despite the fact that one would be hard put to define any
one theory within this trend (which is really a medium
rather than a single, coherent school of thoughts'®, it is
possible to elicit ivity ing common to all the
artists who have practiced this style: they worked within a
given western cul 1|ra]i)}.::fgnlmd, reacted to a sociological

al

situation (disappr aﬁﬁﬁ&brﬁ@y‘ﬁn market), and

produced jcl i ol lg. They
remained mmﬁt’ t?enazrsjluﬁ;aﬁnwgg t Llﬁtji{ (mini-
malism, conceptualismiitheir work sl\ea REXpressive;
it was ambitious pe an;){'?"the industrial effort
involved (Smit red to bulldozers as modern dino-
saurs), and gel

d to/"tol "*or stamp
it with the im) t of . Thig gmxzmvﬁ_,limiled
to a return to nature an ‘gsgape from the big city. In

fact, they never y-fived in natural surroundings. They

touched fature’ Briéfly, a fleeting gesture_of out-and-out

town's peoplo ThBWETkiereER(tiio s helohis and

usually remained flat, bound to mim gor sculpture or
conceptual drawibgBlic Art Archive

Ezra Orion does not wish to “conquer nature”. He wants
to “join” and collaborate with it. He does not wield
industrial and technological means but sticks to the mode of
operation and the technique of a local craftsman or a
peasant clearing rocks.

His attachment to the work does not die once it is finished.
He regards it as a dynamic, ever-changing being (every year
he returns to the sculpture in Tel-Hai, improves upon it,
alters the course of drainage and replaces the vegetation);
his sculpture is emotional and seeks to provoke a catharsis;
his works are not self-sustained objects — they are gener-
ators. He is not responsive to the cultural context of the land
artists. Nor does he adopt the theory of the artistic trends of
the early 1970's, but rather the creed of the 19th century’s
total romanticism which believes in man's futility vis-a-vis
the universe and his mystical desire to become one with it.

Orion’s art, indeed, aims at the experience of the sublime.

Ygal Zalmona

1) All quotations were taken from an interview which the
artist gave to Yona Fisher and which appeared in The
Exhibition Catalogue: “Ezra Orion, Sculpture-Field”, the
Israel Museum, 1974.

{2) Beyond the commen characteristics of the artists who

belonged to the trend, the real interest of “Land Art” is to be
found in the various manif itudes toward i
activity in Nature: with Robert Smithson art is perceived as
a hat pessimistic philosophy that sees in the chaos
of Nature and in geological processes metaphors of human
thought and, with Richard Long it is a post-conceptual
attitude that relates to signs representing Nature.
The selection of the work sites is just as varied: deserts used
as a support for “drawing” or for a definition of masses
(Heizer), popular tourist routes (Long. who also created
“Line in Hymalaya" in 1975) and abandoned industrial areas
(Smithson).

(3) The lsraeli artists who were involved with nature
belonged to either of two groups: one acting upon the
conflict between nature and culture (Kadishman, when
colouring nature, and others); the second, striving to make
peace with nature (Danziger). Orion belongs to the second
category, although his personal approach is far more
romantic and transcendent than, say, that of Danziger.

Orion is not concernd with the mystification of nature and
landscape as a national environment nor with myths.
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It is not easy to write about a work produced in 1982 and
belonging to what is known as “land art”, and yet avoid the
pitfall of apologetics. After all, “land art” is an artistic
discipline which was defined towards the end of the 1960's
and became a genre during the following decade.

| shall attempt to explain, briefly, in what way Orion's
work of recent years differs from that of other “land artists”
such as Smithson, Heizer, Long and others, and why the
Himalaya sculpture project represents the culmination of a
unigque evolution fashioned by the problems with which
Orion was already grappling in the Sixties. ¢

It was back in 1960, in Beth-Alfa, that he became involved
with the idea of a “sky-city”': a sculpture complex which he
envisioned on top of Mount Arbel or the Mount of the
Precipice. While staying in England during the years
1964-67, his art began to crystallize around two major
themes: a) sculpture on a gigantic scale (“the size of a
sculpture determines the extent of its impact on men”'");
b) sculpture imbued with an expressive and spiritual force.
As these two notions were taking definite shape, Orion
became interested in Gothic church architecture and pro-
ceeded to create cathedral-like structures. In 1967, he
returned to Israel and settled at Sde Boker, where he came
under the spell of the “boundless space of a desert which
has never known man-made forces.”

Under this influence, the vision of a sculpture-field in the
Negev germinated in 1968: A set of spaces designed in
nature and studded with expressive sculpted forms which
blend into the soil and the desert landscape. The spectator
walking among the forms is going through a theatrical
experience in the continuity of time — an experience
generated by the expressiveness of the forms: pits associ-
ated with sensations of downfall and death, and vertical
components pregnant with “a sense of revolt against
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51 ess, h ess and resignation.”

Thus, the features which characterized Orion’s work until
the mid-Seventies were: the large dimensions of the
statues, the perception of sculpture as a primer of spiritual-
religious emotions, the importance of the vertical projec-
tions ad infinitum, the concept of nature as an artistic
medium, the pristine sensation produced by a “desert
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Tectonic Sculpture

Plate tectonics is sculpture.

Sculpture is the drift of continents, colliding and lifting the
mountainous folds of the planet Earth; — provided you
conceive sculpture as the shaping of masses by forces
operating over an infinite time — —

A rock is a universe, a slow-down in the flow of the eternal
particle dust — —

The strongest tectonic pulses have occurred over the last
forty million years, starting towards the end of the Eocene.
These throbbings lifted the Rocky Mountains, the Andes,
the Atlas Chain, the Alps, the Tauros Range, and the
Himalayas. At the same time they produced the Syrian—
African Rift. The last of these upward pulses raised the
Himalayas by some three thousand meters, to their present
altitude, only about six hundred thousand years ago. These
ice deserts are still rising, even now, towering toward the
abbyss — —

Our modern telescopes are able today to identify hlIIIOI'IS
of galaxies and hazy clouds of luminous gas. We glide in
one arm of our galaxy, a hundred billion suns, revolving
around the galactic axis about once in every two hundred
fifty million years. The light emitted by receding galaxies
billions of years ago is reaching us now, so that we are
watching billions of years into an infinite past — —

The microscopic self infers the principle of the remote-
ness of human existence, senseless and totally insignificant
in these universes, except for his spiritual forces. The
microscopic man uses his minute forces to shape masses.
For a split second he is carried along the current of
planet-formation processes —

Sculpture is thus perceived as an entity of vital personal-
ity, explicit materiality, masses, textures, tensions and
decisive proportions, a substance that launches off a delta
of associative processes, far away in time and space,
beyond the physical generator —

Sculpture is a generator. The process is that of an
individual creating a generator, which is then confronted
with a sensitive other. The encounter depends upon a
common infrastructure — emotional, spiritual, conceptual
— between the creating individual and the receiving other;
in the latter, a host of keyed-up, divergent and multi-level
associations is waiting for a trigger to be pulled, and a set of
consciousness telescopes gaping at the infinite. The first
part of this encounter involves a reception to which every
emaotional and cognitive radar system is harnassed; recep-
tion and absorption of the sculptured presence, its personal-
ity, materiality, proportions, its force and tension it trans-




mits. Around this presence, or all over the soaring rocky
slopes, our minds build up power-fields which flush it
across. It is then, while the flow is rushing, that the
launching occurs — a horizontal rise out of an ant hill
congested with sweaty traffic jams, in an delta of wakening
associations; events of the imaginations are fanned and

sink in, and take off tdwards the very limit of consciousness,
to the galactic infinite — —

Works of sculpture are launching pads.

Desert sculpture is the creation of laconic presences with
stones carried in the process of Erosion. Geometrical
entities in which the decisive factors are the geo-sculptural

siting, the precise location, and the positioning of the axis
toward the peaks of tectonic ascents —

Pilgrimage to a sculpture site is a spiralic process of work,
reinforcing its passing entity ——

Ezra Orion/December 1981
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Staircase, concrete & pre-cast stairs, 18 m.high, Jerusalem, 1980.
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1934

1952
1963

1964

1964-67
1965
1966

1967-82

1968-72
1972
1974
1977
1978

1979

1980

1981

1982
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Biography

Born, Kibbutz Beit Alfa
Grew up, Kibbutz Ramat Yohanan
Bezalel School Art, Jerusalem
One man show, Mishkan Le-Omanut, Ein Harod
One man show, Museum of Modern Art, Haifa
Group show “Israel Art” U.S.A.
Work presented at Nelson Rockfeller Collection, U.S.A.
Work presented at the Museum of Modern Art, New York
Saint Martin's School of Art, London
Royal College of Art, London
One man show, Mercury Gallery, London
Group show, Grosvenor Gallery, London
Work presented at the Billy Rose Sculpture Garden,
Israel Museum, Jerusalem
Work presented at Mrs. Sacher Collection, London
Residence and studio at Midreshet Sde Boker
“Sculpture Field”: Plans and models ‘
Monument at Mitzpe Gadot, the Golan Heights
One man show, Israel Museum, Jerusalem
Sculptural group at Ramat Yohanan
Work presented at Artists Workshop, Saint Katherine, Sinai
Sculptural group, Sde Zin, near Midreshet Sde Boker
Speaker at the 10th International Sculpture
Conference, Toronto, Canada
Sculptural Group, Beit She'an
Sculptural Group, Jerusalem

One man show “Mabat" Gallery, Tel-Aviv

“Staircase’” sculpture, Jerusalem

Excursion to the Valley of Annapurna, the Himalayas

Two sculptural groups, Midreshet Sde-Boker

“Towards the Rift", The International Art Meeting
at Tel-Hai

Desert sculpture, Ardon Mountain, Negev

Sculptural group, Omer, Negev

Desert sculpture, The Plateau of Tzin, Negev

Desert sculpture, Djebel Arif e-Nakka, Sinai

Sculpture in the Himalayas, Annapurna Valley

Sculptural site, Mitzpe Ramon, Negev

“Sails in the Sands”, event, Sinai

Ezra Orion: Sculpture in the Himalayas, The Israel Museum,
Jerusalem

Sculpture in the Himalayas, Mabat Gallery, Tel Aviv

Represents Israel at the 12th International Sculpture
Conference, California

Sculpture in the Himalayas, The Haifa Museum of Modern

Art.
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The Plateau of Tzin (470 m.)

A loess-covered, pluvial plain. To the south and the east it
offers a vast panorama of the cliffs of Nahal Tzin, shaped
with great sharpness by the drop of the Arava depression,
as part of the Syrian—African Rift. When the visibility is clear,
one can see the mountains of Edom, some 80 km. away. The
first stage of the sculpture was completed in the summer of
1978, and the work still continues. Twenty steel rods, 190
cm. high; a line of local stones, 800 m. long, and two more
pairs of lines.

Mount Ardon (722 Im]j ¢ MOITU FOTH

1A AN =
A tall limestone pl]ateab smrorl;nuw by c1|}fs rising 2‘5&'\(’
above the bottom of Ram ater. Two stone lines, 100 m.
long and 15 cm. high, \%ﬂ nstructed towards the. cliff

edge. Something like/d@ us takeoff run. Completed in
October, 1980.

& 3 * ARTLAB -
Jebel Arif e-Nakka (938'm.)

A mountain in riovtHern'Sinai, rising steeply- -above .t.hé"plain
foca sone, s locala g TSN o1 Gt Esebanding
southwards. The axis|i5 facing 1he Bufhmitipining, as it

were, the soaring force. About 30 m. long, 80 cm. wide and
1.75 m. high. Completed in March, 1981,

Towards the Rift

Carried out for the Tel-Hai Art Meeting, September 1980.
A wadi opening southwards, towards the Hulla Valley, some
300 meters long. Work constructed with heavy mechanical
equipment, local soil and rocks.
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The Geography

Annapurna Sanctuary is a valley in Central Himalayas,
4,000 m. high, surrounded by the following peaks:
Annapurna | — B091 m - north west
Roc Noir — 7485 m - north
Annapurna Il - 7555 m - north east
Machhapuchhare — 6993 m - south east
Annapurna South - 7219 m - south west

These peaks and slopes are covered by eternal snow and
ice, but at the bottom of the valley the snow melts during
summer and autumn. The water flows south in the steep
Modi Khola river, to the Gandak river that flows into the
Ganges.

Up this riverbed winds the only path leading to the valley.
This path starts at Chumro village (2000 m) at the foot of
Annapurna South slopes.

The Idea !

Building a geometrical sculptural-construction of scat-
tered stones at the bottom of the valley, relating in direction
and architecture to the Annapurna | peak.

Construction is planned to be in two stages:

In autumn 81 and in autumn 83.

Excursion to the Valley of Annapurna

March 20 - April 4, 1980

Drive: from Kathmandu to Pokhara.

Walk: Pokhara — Dhumpus — Landrung — Chumro — Hinko
Cave — Machhapuchhare base camp (3900 m). Camping in
deep snow.

Additional Information:

The Valley can be reached without climbing equipment.

A stay of several days requires a tent camp and warm
food.

The maost suitable time of the year for this project is the
month of October, when the thawing is at its strongest, the
bottom of the valley becomes exposed, the temperatures
are still mild and visibility is good.

Oxygen — no severe shortage.

Estimated time for completion of sculpture: one week.

The mission should consist of 5 or 6 members, including a
photographer, plus a number of local porters.
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Expedition Diary

Two Israeli “scouts” arrive in Kathmandu. They get
in touch with the expedition leader (sirdar), rent
equipment, hire porters, etc.

The rest of the expedition members arrive in Kath-
mandu. Completion of preparations.

Ride in a local bus, at 30 km. per hour, along a narrow
mountain road, to the town of Pokhara. Unloading
and start of walk. Each man carries his persona]
belongings while porters carry tents, food, and
fire-wood. Overnight at a camping site near the
village of Hyengja (1000 m.).

Walking up to the village of Dhumpus (1700 m.}
through a landscape of steep, forest-covered ridges.
Overnight in the forest, west of Dhumpus.

Steep descent, through the woods, to the village of
Landrung. Crossing a bridge over the Modi Khola
River. Long climb to the village of Ghandrung and
descent to the Kiumno Khola River. Stay overnight.
Ascent to the village of Chumro (2000 m.) and on
through the woods to the Himalay Hotel cabin.
Overnight there.

Pass along the Hinko Cave (3000 m.}, climb up to the
Machhapuchhare base camp. First tour to select the
site for the sculpture near the Annapurna base camp.

Location of site (4100 m.), setting up of tent camp,
surveying, collection of stones, beginning of work.
Quarrying stone slabs for the upper tiers,

End of construction.

Dismantling of camp, starting on the way back.
Pokhara.

Kathmandu.

Total walking course — about 250 kilometers.
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Annapurna Base Camp, View to the east, taken from the bottom of South Annapurna Glacier, 4100 m.
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Annapurna | peak — 8091. View to north-west.
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View to the east.

Alluvial deposits
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and boulders. View to the east.
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Surveying
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Grass spots covering the site
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Schist rock at valley bottom.
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Constructing lower tiers of sculpture with large stones.
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Hewing slabs out of the local rock, some 300 m. from the site, and carrying them to the sculpture.
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