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

80 'n-'n nnkx 'viN'x

al'op

N"2181 N2y 707

[171N2 N'70"2 T NINKY? 12N :DDNAINN N

Tel-Hai Art events 80

Catalog

Hebrew and English Catalog

Material source: The Israeli Center for Digital Art, Holon

NN NINdNRY [1dNN
(171N ,N'70" 2T NIAKRYT "IRWD TOINN
archive@digitalartlab.org.il 1T 2w Nx qon y1n?

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

MY MINany 190
INSTITUTE FOR PUBLIC PRESENCE
yaloall jgiall ageo



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

80°0 7N

133031 N2 MIEN 2150



NNTPIN AYTNI NMNAYX NUNKX 1K

AELI o
o™ “'e,,»
& £
a

P
I n. |2 ARTLAB ;|

Public Art and Early Media Archive

209N wann S

NIdM MK MK
17X, 0INN Sxwr
1MIX2 90

1713 YoM

™D

USKXID Hx0a

513 Panx sk

DYV MW NN DV 5913 DIWoILH

ST DI, 203K9N NINTM LSRR PIKTm Sw
239 1IN, DI MOKPIIMK MINKS 207 PIKNN

2w MINKS 1M, YN Sw nYxman ,199pa

097590 1IXNM , DLDY YN VOIIMIK NBVIDIINK

Sawm” nytans’, mankS

S WM N2Ww 1IN Sy 1pYna ,oonn aSvpn

DNYY DMK T

¥ A%IKD 3737 BN 73N A¥IN :DMAN
AT0 MVPYX (TMY T

X.X DT vOMN



80°N 7N

133702 NN A5

1980 721NVAHDI 673

15N n55onmSyn 5% nMnK Yy



5w DN 1 Sy YwsKNa 80 MSn” wasn
15N n5Yom "wax rSyn S50 ¥1p Man
MR TXYIMT TV DanKS panm
5y S50

22y TR Man

27 wa omax

1aX Mo

W2 MK

WA 070 ‘5p

DYM2 DIMax

:W2ADN DYRPY yron Sy mmin 5“’],';‘:::

723 %K b 2730 M

SXIW MVIMAT AYYIMd Y50 5x5m ‘11

NpPBOI Yy SXW 37K Sw nannn 1ans 10D DI
.DNIIPM INTNT VD YOI Sx07 37n

A7V PINS Ipa S npbmb VO apyy
WA I S nSynm nxan by OOW PN

NNTIPIN TN NMIAX NDAK 19K

Public Art and Early Media Archive

TP 1371 25N .80 ITON” MK WAdN X2 DK NOYan MOV % mauxTYYymn
272 SN aTnyY o ot yax pdna amawena mT%n2 my™sn nmwnanad
.maw»nam

- DM MNP IMNWITP MO0 XA 0PNV DMK DWAMA YR Tva ,ovn
93w YT oS 1WA Tpm KO On ndoam AN29N 7Y Sw mY s 1x5 nwmm
R9X2 1IN 1M 755 TYOw nankd 1117 .07MIAXT YIRT p5m 5% 13an onaad
JTNNKT T M MW mMat on 0 rnbn

S9N wann NS TI0N KT, M08 DYINA a0

07279 02221 N5 BMIWTN B M NILAD Sw WI%M 0%y - nevobba NNk
= W TN MIATIM MAAONM - AKX 1Y NP DI DAMYR oanxb PN
AN TY D27 PIOYAY PWNT RTINS0 2385 MY AT wash oMo

073721 1IN .DIMYNI NPORT AMWAINNA T1V¥T NIRRT TN X0 TNIRT MO X
TIMW MAI T2 1 AWK 57NN DINMKM PIXT DINKT DK DENKA 1MAn DX
SDVITIAT,MMNINT DITMITIY DX PIRT 22011 91937 12 07 Trdn) mank

WA DITAX
1w 9% nmxn nxymn wxa






:IT2M NINRK KXW 11151702 DDNNWN

LIXD'Y 1IXNTA NIBY NIYTA 07 PONX S 10 Aavmia
7AMAIPIW TIVIN IXVDI D AINMNITIN0IX AWM 1357 203 1DIRpI‘A

TTAMTNINK 172 TWRR AWM DX WMo NNAw XS 11703 715 1291702 1ankS ano5n wann
AT 730 MNMRNRN 72 30T SW 0N MY MUDOXTX 120 7T Sy, vaw

5w DNPM ,D2NK 1SR - X T0M SW DM DN wannt van AnSysi ke pyya
/023 MM NPT MY MK, NO1DI 7373071 NATKNT 72207 XW  NMWINA 120305 HOK
X% nagi xOx

0PN YW D0INNY [ YW NPLIRIMITT NMYHRwnS Pkt novwn 70 amayn ahnn
NI Y DX DM HIEPRN IR AMKIDIANG TP 7T YIIND DINART 02INKS
N7 T2 ,YaVH - A0 MY SW MNP DR NNT A1 2PN [ AyTinSyatTay MK
CARELI DM MK 70302 1MIYN

DI DIWIIKY DAY VA Pnn By yava nwbv__ A5Wna YK oYpa Y N1y
ax .manxn Sw mwmwu? YWARNA MIANDr YRR NNAY TMWY NN apromb Ty
¥vM X551 ;A qannbb‘:_;_n: NYINKD/MONA WAk S¥X TR A1 Y DX
MHWwA X! '%?;xw_¢r_1,>§147:xn MWAINAT NNA0H DX NPT

D2IW3 AWATIT 1M DIANSY 900  XWISTROX-5TIMD XY My yavna Sx paxa nman
yana "Mwpnn m"yﬁgtmﬁ (;I‘Rﬂj?r'?d‘k IPAMRKL XD Cﬂwéwxbrz NINKX WADNI NMMMNNT
,VAV1 DIPOWT DIYKIWT DIINK SW DATADM NX NANIN,TTXN TNSwN 1 ,7m Sxmmn
JWATIM DPNNAN Mynwn Im

DIWMNW 1% W2 W10 0NYR DIPNA - yYY AN TN 100 9K NS ¥Y0 S monhan
M PRI .NPXITPY NPWIR NYAINMS 0N owpa 1Y wr .mian orp Sw mbxwa
DTN MTIY D7W2IXD NIPNM 19N Wadna1 ,yava MK 95393 %10 *NINKT 1¥ma
JMIpN ,PazIn ANNan M X,

TN WNIK NTNW KT 00N MNKS wasna Sw mrp nX i Tona  NIANT T
TOM SW DMTAMA YOS 0NN XOW ,NIMYm 90,912 AyRad MOnTRaT aeen
DITIA 977, APNDITY NIDT,IIT 1990 °5Va DWADNT MM NINAT T ATNY ONNNK
nINM YIUHw DMy Yava avYnw g Sy .mann Swoanymind aqwinm mansa
SW AMWIINm M0m 3 MY Sw rmwwn o9y 0102 MY NMyS mxn S amwerana
W NINYYNT MDA, DWITA DMMIANA MANKT

21191970730 XWNS MK DWW ,WAsnT MPAANTA AN %Y Sw miniwy oK DY
WA = DD DIPNT TIMAN MK Sw adwa mwYa DYNMDPX NAXD non KA
DM N0I MK 737 SW NIBYNT MINANAT MTRY .NPTM NPYRIvIoS Monnmm
STOWRD MPPI KW NTY  0Mwnn 0avnd NPTy 10, e Sw oowasn a5 a1 bw
A2IXDINDY AP ISP Y1 MWy PINA YN S5 MR 1K ,XITO X1 9N
NN DM 0BT N YN - MTYHA 993 MNLOAT 27NA DX PIoNn JMp Sw o ambia o
DR DX - vOPN YW 1N NAOW SY 1IN 190 ¥PW ,TKA NI Sy MYNNY MwIn
PITA9IX, UISIDTIIINANT IMynwm Dipna Sy 0rTYn DA onyna DIPHN DMTY DX
MYV DIPNT WK 1T SV 5131 Sw 52 nank wansn oimd aba

513 pankx



TRINAXR 1Y
Mm% oM

PHIX DITAK
NMIR XMY
937K 21

M5KR ywim
YXIIX N2
™MINA (") Hixw
DK™ Ty
oW Ny

™ -‘%TDIT] TN NI NUNKX MK

PHLI HxaMm
MW nwn
q51 3

TP nay
WO ywrdx

Iy
yan apyr.

nav om

x»\U Ce,
& \
I ARTLAB

+
z

\2
9,
le;w WL‘Q

\
&1'

nT '”"F'Bbllc Art and Early Media Archive

Moo
wibh -mw
MIRN 19T
man v
NI WM
M Hxar
0NN o
™MvwNI ywin
519 DX91P”
5 M

W M2
1wnHs 1YY
To5XRI HxaT
MYu”p nwan
™Mp mbw
Mop 19X

map A

5XD1 Dhax
TR YW
vhw XN

yMw opia
q¥BY ‘A0




< NT2ONMY vm wTna

DIV T M5 1Y nmnm
NT5MY 170 pAmn DMyN
N¥2 VW 225K Sw xay
M50 0% Ty my nvnn
29N, m5n ,3%K 5n
710 XMp oL
=TT M%K%, M50

NI M Ny

AVIN HONY 33 7Y p1an
NI w1y

STV N1ba myn

PR AYI nMa

JTAYIMA MAMKD MNM Jwy
D729 17 nywa o prawy »Im
B Bn5 N5 DNt 1R

NI DX DRI A iy
ANTomi mw nnn W2 DY
=TT M%) DAy

= NTIDNM M YwTna

PN I 1WA T p o

~ D7 W5X nwnn

DN DWwmn T

M33%7 AYPY DMmwd wdy
AN MA5 Yayn

BYM™MI wnwh nSav omys v

Lo 9% MuSw - paps nbw

JINT - 1y

/27937 NIX oan mbu pwmn
MW 0%0Mm 03NN Dwmn
/M DT

J1VWR an

o T ™29 Ny

-090 90Y :n3opa )

MI%ONL LaWNSR SV mIx%an
T3 9050 - 113 nkn
MTIIXN AKX NXN DR
N 10 My noy

ANT2DIMY M yyTnn

INNIK VN0 W Nk TNy
AWM DX 10K MO
¥R XY M 3 by

P’ 2¥7 107 Ty pvonn
W3 DA DIy o

MR Y nx
I]D'I,’Jmm‘ﬁﬁﬁmﬁl‘,‘( ninx

< NTDNMY 37m yy1na
¥ Sw M7y, T

N HwHxan
X OX)

XKW wan
2
wn| nM
o nx 07
DT Wwayap 2

myYBnnn

> ARTLA

o A¥BINT oo
TK DY 115511 M3y ™

TN M ;

RuBlig.Art and Tarly Media

40 1M wnn
DY93p 197 9K °n
1BYIX DX WM D o3
TITAT MOX 1N0WKD S15yp
" oNn Wop" Napn
VIV H0X'¥1I Yyy 95 9%
SNTBINMY S P77y oK
T M0y

MY nwb

MNITIK 1Ty

273K9N392,193772 151y

502 N80 nAx 2 TNXIT ,0nw 23nb
XYW nn 3vax-Sny 12°0M5  nrsann
T MK 7IxSan 193172 axvpa ixb
39N nWnNDY M3 a0y

-0 151 (rs X9) D5p1y
"N5n7 3 vann TP T 1vpR 0K
PKPIOMI X3 1my 1390m M 13 qudy
NN 5y 5on 113 1y 173 M Spany
ANV Sy5 D ppyxs STINOAT
LGRSl 8 D D Pl D222 1wuxen
1IIX D11 5153 pan
VX XN nnn mn AoV mimma T
JBVIIRD INMKI N SIPVESY” pua
LYY N2 50 1N swab nx XN nrnn
PR ™0 7w MUK Pa Ay yanw
WK 0MND) prwadH SMXN TYY nvdn
Bpa;w 037 5w w03 %Ay avan nwxn
FVTT DX 1350 991, S nm abya nx
DA AR M190mMY by TIXOAN . Avyonb

103091 X5X ,rnn no5y5 nypes
NI mapnwy %0 1PN Ywh nap
%ﬁqgm D71 0% VI wyen ok 1oy
Gy VU nMdd IX PO vyymEs
oMY xS MNP oMM nwne
AMBY Sy pnon 11 DY Yy prvnxon
MIN'D vyn x5 .y AVDW Ky x
PN AMNa paxa MYV 15010
129713 D DMWY ,TINXRSY
SVIMMBLIK "5 py DopT Sw CIRUH ]
KT (nYmm oy onYyS  Anaon 3"13)
PP mSxpromn Y bxnn
SR

MV 18T ANma v AU MO
DVY9P7 S2pn mn 19771 IXNa o PXT IXT
nUTMm 1nns nanw 2OXPIDM N7i5y nrxSa
ANUKIT D5YA nnnbns TN LAXNT moa

NN 9973 nabyn AT 7T Sw iy

KT 53K 71 2105 b MMXn Mt xon
WYY DWW L mannkn kb T nmn xS
D™ DwvIna n NS mhow Apmn
DATY IxITdOnn D%M o™ mom
MOXYIYIRT "noonn Sy IDIVXTIMN
JIOXY MY DY Ty WOYX Aphw
DPMINKA NYON 13w Awyy "X 715 apyn
U N muvanixm MW anntn xon

IPLOMA DING N X7 pax

TRINIR 7Y



IDO ABRAVAYA

Born 1937. Lives in Tel-Aviv

Several years ago, one of the librarians in the
Tel-Aviv Central Music Library showed me a
brochure published in Prague in 1931, It con
tained the above ballad, written in a pathetic
rhymed German and prepared for recitation
(not singing) with piano accompanied. After
a brief investigation, it was found that its com-
poser. Walter Cohen, was living in our midst -
the musician and critic Yehuda Cohen.

Yehuda Cohen gave us the background of the
composition of this ballad. In those days there
was in Prague an amateur theatre in German,
most of whose actors were Jews. One of the
plays they performed was the very Zionist piege-
called Palestine, by Georg Mannheimer. It de-
picts the problems of a young man, recently
arrived in the Land of Israel, who must choose
between the wife he left abroad and a young
attractive pioneer maiden. The problem is re-
solved when the wife comes, but she subse-
quently leaves her husband and goes back, thus
leaving the road clear for the pioneer.

The ballad of Trumpeldor has no direct associa-
tion with the plot but was inserted to provide
another role for a “'star” actress — not a novelty;
we are familiar with countless instances of Nfaih
zart’s having added arias to his operas to comply
with actor’s requests. The pathetic verses would
probably be amusing to us, but it should be
noted that quite a few of the “Trumpeldor
verses’’ written in the country in those days
‘were hardly different.

The combination of recitation and instrumental
accompaniment (generally piano, at times even
an orchestra) is characteristic of the music form
called melodrama.

Yehuda Cohen’s work, created in the traditional
style followed, for example, by Richard Strauss,
is quite a late specimen of this category, but it
certainly was neither the last nor the only one.
No study has as yet been made which would
reveal to us the open and hidden threads extend-
ing from the melodrama of the Central Euro-
pean model to the Israeli (Palestinian) version,
which was popular and held away amongst us
for many long years. This study is worth mak-
ing, for this artistic format is the most impor-
tant and authentic contribution of labor Israel
to the field of multimedia.

Ido Abravaya
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“The third watch”, trenches, earth and concrete, Venice Biennale, 1980.
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MICHA ULLMAN

Born 1940. Lives in Ramat Hasharon.

During the last decade Uliman has been intensi-
vely preoccupied with the examination of the
concept of Nature. At first, this was manifested
by elaborate drawings of nature in order to
discover in it a visual system of growth, of the
establishment of order and its disruption, of
shades and earth folds. From looking at Nature,
he later turned to work with the matter of na-
ture itself: He dug out the earth, sorted it out,
and then gradually developed what turned out,
at the end of the seventies, to be his goal: the
construction of shelters, trenches and mounds.
These works brought together two courses of
activity. On the one hand, the use of earth as
a material and artistic metaphor, and on the

other, the use of earth structures as a figuratiye

expression of the lessons one learns about the
human condition in society.

Looking at Ullman’s works, one immediately
thinks of Man digging himself in, out of an
urgent need for self-protection. Such entrench-
ments, made of earth and reinforced by con-
crete, are fit for the motto derived from Be-
ckett's works: Be sure to take shelter before
you are hunted. The shelters and defense-pits
convey an acute political sensation that is not
typical of any specific geographical region. It is

rather an existential sensation of traumatic féae blic /

the assertion of the instinct of survival when
confronted with oppressive powers. These are
the fears that are buried inside the body of the
individual who buries himself within Nature.
To use a frightened paraphrase of Klee's defini-
tion, man is perhaps an element of Nature within
Nature. The confidence that Man places in
Nature and his escape into the warmth of the
earth, as to a warm mother, constitute a kind
of refuge from the harassing pressures and the
political and social super-powers.

Ullman's fortifications are made of models that
are very well known in his environment, to him-
self as well as to his generation living in his
native country or anywhere else. His is a gene-
ration that grew up surrounded by military
entrenchments and shelters, a generation which
is well acquainted with wars and fears that dwell
inside personal pits., The earth-sculptures he
plants in his environment assimilate quite well
with the functional defense-systems and are no
aliens to the excavations that reveal an ancient
civilization which Time had covered with layers
of earth, as if to protect it from the hardships
of the modern age.

.1980 M¥31 YW AYXIMIN NV ANTX MY, NwHY

“The third watch”, trenches, earth and concrete, Venice Biennale,

Ullman creates an environment charged with
attentiveness and anticipation, which resembles
a ritual that acts as an intermediary between
frightened Man and Nature. And indeed, his
preoccupation with the ritual was manifested
in the work he made in Israel, in 1972, which
was displayed as a documentation in the Sao
Paulo Biennale. In that project Ullman realized
"exchange of land” between an Arab village,
Messer, and the nearly Israeli kibbutz Metzer,
to symbolize an “earth covenant” based on the
traditional “blood covenant”” of the East. This
combination of trenches and ritual is as closely
related to the current existential and social pro-
blems of his nation, as the mounds he has re-
cently erected in another work — displayed at
the entrance of the Israel Museum — are related
to concepts of cultural deterioration.

Settlement of trenches

A group of personal trenches, a kind of
settlement planted in the side of the

The work is located at midpoint of the st
facing the east, opposite the court-yard o
Hai, forming a look-out point in the dirét
of the courtyard and the Huleh Valley.
The planning and construction process
together with a group of students
Technion. The relation between the pe
pit and the group will determine the sh:
the structure and the construction method
The materials are dug-up earth, sto
water (mud).
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AVRAHAM ALAGEM OFEK

Born 1935 in Bulgaria. Lives in Jerusalem

In many passages of the Bible, the scripture
employs a picturesque language which conjures
up, in the mind's eye, a symbolism which 1s
eminently visual. Sometimes, this symbolism
may be focused on clearly designed objects and
events. In the Mishnah, and particularly in the
Aggadah, there are passages wherein the very
axis of the story or legend is an artistic symbol.
Understanding the character of the special laws
whereby something may be designed is of uni-
que interest, as this is to be done utilising the
tools of the visual arts.

Avraham Alagem Ofek.
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*“Light signs’* mirror, sun light, Judea desert, 1979,
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EZRA ORION

Born 1934, Lives in Sde Boker, Negev, Israel.

Tectonic sculpture —
The syrian-african rift.

The Syrian-African Rift is one of the most

powerful contours shaping the crust of the pla-

net Earth. It covers rocky masses dozens of

kilometers thick and follows a route that tra-

verses 6000 kilometers of vallies and lakes,

from Northern Syria through the Vale of Leba-

non, the Hula Valley, the Dead Sea, the Arava

Plain, the Gulf of Eilat, the Red Sea, Lake Ru-

dolf, Lake Victoria, Lake Tanganyka — ending

at Lake Nyassa.

The formation of the Rift in our own region is

related to the shifts of the Arab Peninsula and;
the Syrian Desert over the West Bank northward
and the south-bound movement of the Sinai
Peninsula and the Coast of Sudan. The shifts
have generated a series of fissures and depres-
sions where whole regions were sunk thousands
of meters into the crumbled crust, while others
were lifted, these tectonic pulses are believed
to have begun some 90 million years ago, to-
wards the end of the Turonian era. The throbb-
ings started again in the late Eocene, about
35 million years ago and a fresh wave ocurred

5 million years ago, during the Pliocene. [TH®!i

pulses have again been highly active in the past
million years, up to these very minutes.

The surface of this fractured landscape is shap-
ed by tectonics, water and the infinite. The age
of the Tiberias lake is about 20,000 years. Dur-
ing the past tens of thousands of years, a scanty
layer of human presence has emerged along the
Rift, and it is dotted with pre-historic sites such
as Jericho, Neve Hamat, Sheba, Gamla, the Suez
Canal, Tel-Hai, the Damia Bridge.

Over the past millions of years there has been,
along the Rift, hectic volcanic activity tossing
floors of lava into the cleft where, after cooling
off, they solidified into basalt. The Tel-Hai
Courtyard was built of this basalt rock. Today
the eastern bank is moving northwards at a rate
of 5 to 10 milimeters a year.

Landscape is movement.

The western cliff rises some 600 meters above
Tel-Hai. Various layers of hard limestone expos-
ed by erosion send rocks tumbling down the
flanks of this giant. To the north, these creeps
and pressures have crumpled into shape the
Lebanon ranges facing the Lebanon and Mount
Hermon.

You are prompted to reflect upon tne tectonic
formation of the Himalayas and the desert ridges
of distant planets.
| aspire to a sculpture consisting of two ele-
ments: A vital “sculptural”’ personality — expli-
cit materiality — masses — textures — scale —
tensions; and a launching pad to far associa-
tions — imagination — a process of conscious-
ness, far away in space and time, beyond the
physical generator.
The conception of tectonics — erosion — conti-
[Aknital 'shift &s' al wofk/ 0f /sedlpture, diagnozes
sculpture as a process of shaping by power/time
cosmi man or others. .~
The Tow;%h‘;m “{s based on locat-
I shapedivalley, openifg\southwards

in

t segment of R\% landscape. Its
tom be fasl buldozer into
two-| rier drawing strollers’ attention

to the south-lying landscape. ¥

Two local rocks will be ‘pulled off the adjacent
slope and placed side by side with only a nar-
T rack-li €| he ends
ek T N B e
rocks will constitute the focus of the project.

The wadi section to be handled is about 250 me-
ters long.

Ezra Orion

moyn’
“Staircase’”
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of “The museum of museums”’: The Cage
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DOV OR—NER

Member of Kibbutz Hatzor

My project is part of a comprehensive national
and international process within the “Museum
of Museums”’, which in some of its activities, is
involved with political and social issues.

The location — Tel Hai.
The Aim — 1. To have as many people as pos-
sible participate in the creation of a structure
destined to preserve the expression of various
trends connected with security and frontier
problems.
2. To set up an audio-sculpture-like structure
completing the environmental triangle.
Past — Tel Hai.
Present — Kiryat Shemona.
Future — The drill.
Process
— Talks with inhabitants of Kiryat Shemona
about the political-emotional situation, within
the context of country and region.
— Talks with Arabs from the neighbourhood
and from across the border.

Taping and tape-recording the conversations.

Digging a 10-meter deep drill.
— Hiding documentary material such as texts
and recorded conversations inside the hole.
— Confiscating Arab-Jewish blood donated by
volunteers and hiding it in the hole.
— Cementing up the hole by a structure on
which details of the event will be inscribgd,.

FUb

The Museum of museums Dov Or-Ner
Kibbutz Hatzor 60-970
Israel

The museum of museums is both a theoretical
and a practical model of a museum based on
a synthesis of differing views. It attempts to
expand its fields of activity as far as possible.
Fields of Activity of the museum

of museums

A. To preserve and present art museums, since
their disappearance in their present form is
a certainly.

B. To preserve and present the human environ-
ment and by means 6f the collective memory
to emphasize objects and events affecting the
development of the environment.

C. To preserve, present, and focus social atten-
tion on the political implications of our special
existence in Israel.

i
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BA."A AROWETT' “Local history”, satin and pink neon, basalt and

asphalt, 1980, Ein-Harod Museum.
Born 1948. Lives in Tel-Aviv.

At the beginning of the 80°s “Pop’’ language is

already considered classical, in the sense of a

culture accumulated in the reservoir of human

memory. It is a living native-language, spoken

by those artists that started their activity durj 1 1 N 1

the last decade. Batia Arowetti’s works incl ’EP’T_)]D TN NDNK I IX
“soft objects” made with glowing industrialized

“phobic* colourful satin fabrics, characterized ‘c,
by neon lights and a strong erotic feeling. £
Though the drawing with coloured neon lights
is inspired by the landscapes of technological /\R]’]_ /\B
consumer reality, it does not bring us back to \ U)
them, but rather creates a scene of visual stimuli ( <\9

Ly 1\‘ L\‘
new codes: Since satin is associated with the '~
feeling of direct tactile contact with a female

body, it invokes implications of physical contéétiblic Art g‘(}d Early Media Archive

that discharge, rather than describe, a series of

The change from soft paintings to objects is
manifested in Arowetti's works through neon
ellipses covered with fur and through pioneers’
tents in pink satin.

Batia Arowetti’s treatment of “local history"
polarizes her urban erotic works. Her local his-
tory turns national myths — the relation to
which is ambiguous and charged with noslalgy,

quilty ience and i — into
made in satin, neon, asphall basalt stones and
ice that melts b h tattoos of slogans in neon

lights. The combination of local and natural
materials with alien technological products, sets
off reality against historical remininscences,
and turns history into a sweet dream. The pio-
neers’ tents in pink neon and satin (on the back-
ground of those that were the scene of histo-
rical events) look like an attempt to sexualize
myths. The untold contents, which the specta-
tor nevertheless gathers from the familiar sym-
bols and the theatrical atmosphere, the sense
of the passage of time measured by the melting
ice block, and the neon-satin environments —
all these create a sort of performance of light
and colour, sensuality and cravings.

AB.
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YEHOSHUA ELIRAZ

Born 1941, Lives in Jerusalem. Israel

Yehoshua Eliraz makes sculptural forms and
environmental works, using only opaque or
transparent white cotton cloths. The mono-
chromous environments he created in 1979,
are arranged according to the material, visual
and tactile qualities of the cloth which are un-
changeable with any other material. Eliraz's
“Soft Gothic” results from the special and
aesthetic thinking that characterizes his work
ever since the beginning of 1970's. Prior to this
stage, his work had consisted of large-sized pain
tings, from which structural and colourful ele-
ments had gradually disappeared to form the
illusion of a broad and transparent space.

AB 09w 9K NKNNA 19N
NNTPIN NN NMN2X NDNX 1P From the exhibition at the Israel Museum, Jef
flexible sculptural forms often make use 3 s > r r
of grids and progressions and, therefore, bear o2 " b : :

a visual similarity to works by Minimal artists
such as Judd or LeWitt. Eliraz also shares with
these artists an involvement with specific archi-
tectural environments and an unobtrusive exe-
cution and surface which stress the practical
aspects of construction. Nevertheless, as the cri-
tic Lawrence Alloway has observed, a system is
as human as a splash of paint and the personal
is not expunged by using a neat technique.
Whereas the Minimal artist often uses th
devices to illustrate concepts and ideals, Eliraz
arrived at the use of symmetrical, serial schemes
through a reductive process of control and re-
straint the basis of which was essentially
personal. In addition, though he usually prefers
précise surfaces, interaction with the material
remains of major importance. With Eliraz, the
shaping of an environment, spectator participa-
tion or the incorporation of the effects of na-
tural phenomena are the product of private
predilection rather than an ideological state-
ment.

Stephanie Rachum
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SHAUL (TULLY) BAUMAN

Born 1933 in Argentina. Lives in Israel since 1955,
Member of kibbutz Amir.

As the strict classification of the various “bran-
ches”” of art is becoming looser, artistic prints,
especially silk-screen, have found modes of
expression that go beyond their “natural pre-

mises’”’ — namely, the sheet of paper, and even
beyond their diverse uses for technological pur-
poses.

The current work of Tuli Bauman, who has
evolved fascinating photo silk-screen techniques,
includes a definition of “prints in nature”. The
definition is located at the extremity of the
curiosity line leading from the creation of land-
scape images by means of print, up to the actual
contact with a tangible landscape whose illusion
emerges from hundreds of prints produced by
him in the past. Printing in nature — on dark
basalt and bright lime-stone, over a surface of

several square meters — this is what Bauman
has created in Tel-Hai, to express ostensibly
remote subjects such as printing methods and
social political information.

The silk-screen is produced on stones that form
a protective layer for an underground shelter.
The stones have all been gathered from the
surrounding neighbourhood and present an
ominous reminder of the meaning of life in
this region. The print consists of cuttings from
the daily press reporting shelling and violent
clashes in the vicinity of the shelter. For the
inhabitants of the area, including the artist,
such reports evoke the threats to their existence
and the refuge sought in this or other, nearby,
shelters.

The solid structure of the basalt layer consti-
tutes the “‘sculptured’”’ element of these out-
door prints which rest equally on modern, pho-
tochemical techniques and on facts covering
events that are taking place on this very site.

A.B.

“*Print in nature” Silkscreen print on basalt, 19805
-
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ADINA BAR—ON

Born 1951. Lives in Ramat-Hasharon, Israel.

The performance is linear. What can a line
symbolize? A direction in space, a whole made
up of fragments, of fractions in time, with each
fragment, each moment, having both its own
intrinsec value and a value in relation to the
whole, as in an orchestra. There are signs: the
smile as a tune, or a note. This is a minimalistic
element: it is frequent, obvious, familiar, The
question is: when do | smile, what happened
before, what will happen afterwards, what is

NNIPIN QTN NMX NUINKTT

the significance of the smile within a set, of
rules pertaining to a formal as much as a
narrative logic. Thus, the smile may be mock-
ing, malicious, sexy, romantic — and always
interwoven with what | do and related to the
person | am facing, smiling at, etc. The reality
of my performance, its uniqueness, stem from
this combination, of a specific element with
other specific element. It is my decision. If you
follow me — the decision is yours. | appear,

move, act; to a certain extent | write and ¢
my own performance, make my neces
moral judgements, expose myself i
artist. All other decisions are yours and W
do is very much up to you. )

““Walking on a thin line’ perfo
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® s long as the economic curve in western societies pointed 10 @ constant growth in production, expors and demand, and as long as the western rate
step-by-step with the utilization potential of the thind world, these socleties succeeded in building an optimistic ruling idevlogy, based on faith in pr
amd technology. However, the enerzy crisis, the crises of monetary markets, and the rocketting inflation destroyed these myths and browght whout the formation of g

ideotogy, and of an individualistic and art, d by the growth of & worldwide come-back to religion. withdrawal from political activity. and by the
economic hehavior of society

® Inasmuch ax the precrisis period saw RATIONALISM as the ruling ideology wihich succeeded in incorporating @ protest antithess. the econamic crisis aof tday
factor. without leaving an altermative ideology to IRRA TIONALISM. The struggle of various art media against RATIONA LISM, in the name of IRRA TIONA LIS, fs mot wly
wlso reactiomary. In spite of the clabms that IRRATIONALISM is an al ideology, it today an logical posirive value ageinst the crisds, just as the KA
represented a similar value as against the te wical society. Nevertheless. it is und dable that in the technological society “par ¢ sucht as the A
RATIONALISM is more inherent than in other socicties. the possibility of a confrontation between these two fendencies was not exhausted in the sixties s seventien
between RATIONALISM and IRRATIONALISM bears the danger of @ new inernaionslizasion — the danger this conflict would be imposed on mercined cuturel reclones.
RATIONALISTIC ideology does not rule and wheretn this ideology for its own sake is positive, inasmuch s it solves basie problems

® The ph of the Y

of RATIONALISM in ars in the sixties and seventies went a long way towards the culrural Americun imperialton, the
b learnt from this phenomenon may prevent a

ond occurrence of new cultural dictates on the art of marginal regions
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ZV1 GOLDSTEIN

Born 1947. Lives in Jerusalem.

Irrationalism — a crisis
new ideology

As long as the economic curve in western socie-
ties pointed to a constant growth in production,
export and demand, and as long as the western
rate of economic expansion went step-by-step
with the utilization potential of the third world,
these societies succeeded in building an opti-
mistic ruling ideology, based on faith in pro-
gress and in the value of science and techno-
logy. However, the energy crisis, the crises of
monetary markets, and the rocketting inflation
destroyed these myths and brought about the
formation of an Irrational ideology, and of an
individualistic and conservative art, reinforced
by the growth of a worldwide come-b&RTFIN N TN1 NAX NUINNK MK
religion, withdrawal from political activity, and
by the Irrational economic behavior of society.

Inasmuch as the pre-crisis period saw Ratio- GRAEL cgps
nalism as the ruling ideology which succeeded 3‘" O3
in incorporating a protest antithesis, the econo- [+ .
mic crisis of today acts as a ruling factor, with- (2 ARTLAB -,
out leaving an alternative ideology to Irratio- o i
nalism. The struggle of various art media again: % o NL\Q\O

Rationalism, in the name of lIrrationalism, is
not only erroneous, but also reactionary. In
spite of the claims that Irrationalism is - : :
native ideology, it represents today an?uﬂem!g Artand Early Media Archive
gical positive value against the crisis, just as the

Rationalism represented a similar value as

against the technological society. Nevertheless,

it is understandable that in the technological

society “par excellence”, such as the American,

in which Rationalism is more inherent than in

other societies, the possibility of a confronta-

tion between these two tendencies was not

exhausted in the sixties and seventies. The con-

flict b Rationali and Irrationali

bears the danger of a new internationalization —

the danger this conflict would be imposed on

marginal cultural regions where the Rationa-

listic ideology does not rule and wherein this

ideology for its own sake is positive, inasmuch

as it solves basic problems.

The phenomenon of the internationalization of

Rationalism in art in the sixties and seventies

went a long way towards the cultural American

imperialism; the moral fesson to be learnt from

this phenomenon may prevent a second occur-

rence of new cultural dictates on the art of

marginal regions.

2vi Goldstein.
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KRIJN GIEZEN

Born 1939 in Holland. Lives in Noordwik, Holland.

Born on the coast, | have been familiar with
the fishing-industry from childhood. From 1956
onwards | made various trips with fishing boats
and | have recorded the customs and habits of
fisherfolk, their doings, language, recipes and
medicaments by means of photographs and
drawings and collected their tools and attributes. ~
In the Gemeente Museum in The Hague in 1976
| showed the making of medicaments, such as
extracts obtained from various kinds of fish,
and the methods of preparing fish: filleting,
drying, salting and smoking. What has previously
been presented at all my exhibitions as a side
dish, has now in Venice become the main course:
smoked fish. The fish was caught by ltalian
fishermen and the smoking shed is built of ma-
terial from in and around Venice.

south-flevoland 1979

construction of a birdwetchingpost and meeting-
place in cooperation with the |Jsselmeerpolder
Service based on a plan from 1976.

materials found in the area: piled up straw
blocks, plastic covering, reed situation: harder-
broek a 300 acres nature reserve with reed and
marshland vegetation, waterfowl.

venice biennale 1978

the catching of fish, the building of a hut and
the smoking of fish in that hut with the neces-
sary tools.
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MICHAEL GITLIN

Born 1943, Resides in Jerusalem and New York.

Various critics have commented on the dual
nature of Gitlin’s work, on the difficulty of plac-
ing it between drawing and sculpture. Indeed,
the meaning of the action of the axe or the saw/) :']'Tf]ln TNl n"
on the wood is in principle no different from 3
that which a line in pencil gives to the paper,
and the difference in the material used is suffi-
cient to explain the difference in the tools.
However, the way each wood piece is made also
dictates the placement and mutual relationship
between the severed components in the actual
space (wall, or wall and floor) which is the space
occupied by the sculpture.

Drawing and sculpture — a finished product
that simultaneously contains a basic premls?-)
and the process of its realisation. The work
which is presented to us in all its simplicity, i s
many - faceted in its meaning. It recalls Action
Painting and Minimalism, and it combines the
treatment of material in drawing (folding and
tearing) with conceptual attitudes in regard to
space (Carl Andre) and perception (Richard
Long). But over and above all this, beyond de-
finitions and formulas, the work poses ques-
tions concerning the meaning of an object in
relation to space: the object and the space de-
fine each other. Because of their absolute mu-
tual dependence they are perceived by us the
concrete components of a situation which in
other circumstances would have been seen as
abstract.

Yona Fisher

9Tn, 80 %N, ".w.XY" VPMD
For” A.S. “Tel Hai 80.
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MOSHE GERSHUNI

Born 1936. Lives in Raanana, Israel.

The environment Moshe Gershuni creates is
perceived as a theatre of forms whose
objects serve to produce an experience

that gradually becomes an acute

sensation, generated by personal associations
as well as by social and cultural implications.
Gershuni was one of Israel’s first young artists
to have practised, at the end of the sixties, con-
ceptual art. His work, which may bring to mind
the concept of arte povera, makes permanent
use of ordinary, insignificant everyday words
and objects. This is done sumewhat desperately,
since, as he himself says, despair allows one to
keep a distance from social activity routine.
By his struggle against cultural and politiedl’
coercion, he seeks to create an atmosphere of
vagueness and hesitancy that would manifest
his wish to refrain from constraining any abso-
lute or closed forms.

Gershuni started this process of thought by
asking questions concerning the nature of art, jj
and finally came to ask questions in relation to
the structure of society and the nature of its
dominating powers. His works/questions regard-
ing art-materials were displayed as early as 1969
in the Israel Museum: oil stains on papHrDaC
white paper painted at its edges with black co-
lour and entitled “‘Paper is white from without
but black from within", or a graphite line on
paper “asking” if it is drawn in profile or en
face. These works were followed by close-up
photographs of a mouth, a tongue and toes.
Gershuni’s works/questions started from the
product of art, proceeded to examine the body,
and then turned to the problem of the artist’s
professional position in society (in a project
that constituted a series of documented sessions
held with the Union secretary, in which Micha
Ullman also took part). Gershuni's perception
of the artist as an outsider who poses perturb-
ing questions, and his practice as teacher and
citizen who never ceases to criticize the autho-
rities, are accompanied with works “they know
that are artistic products’”, with corrected
photographs, with words and slogans. The in-
stallation of one of his exhibitions in a Tel-Aviv
gallery resembled an investigation-room jeopar-
dazing individual freedom. The use of thick red
colour emphasized the traumatic experience of
war that prevails in his works. “I’'m a soldier"’,
“Mortal fear” — such were the words written
in red on mirrors, stones and photographs.

:1:: ",
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Art and Early Media Archive

While probing his own personal myths, Ger-
shuni touches on national myths such as the
issues of immigration and settlement or the
transplantation of Western culture in the East.
The image of his father — an East European
intellectual who became in his new homeland
a citrus-grower — gives rise to the question re-
garding the connection between deep-rooted
local culture and emigrant one. Works such as
the huge photographs, showing Yascha Horn-
stein conducting a Mahler symphony, are entitl-
ed “Back to real Levantinism"’.

By putting to the question issues of culture and
society, Moshe Gershuni’s works engender in-
tense feelings and acute sensations and they try,
as he says, to establish themselves “‘on the bor-
der between the sublime and the ridiculous”.
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DOV HELLER

Born 1947. Member of kibbutz Nirim, Israel.

What is drought? We buy 1000 meters of 6 inch
pipe, every 12 meters is a pipeline, and we irri-
gate. | said to them: that's Technology. You can
buy 4000 meters and let's suppose you'll have
enough water, that's Technology.

..Why do | emphasize this? | asked myself:
What can the Kibbutz do if it has water avai-
lable? If it's sitting on a water source?

... I've got this graph you see, starting in Octo-
ber. | develop expectations. All the time | live
by expectations. | have an occupation for

the next 3 months and then suddenly, eithér |

my graph breaks or | am happy — a year of
plenty. Every year | have this occupation. Our
problem is the whole subject of drought, not
its technical solutions. How it affects us perso-
nally, what happens to us inside? It's a period
of time that each one lives differently. Not
drought in the sense of how to grow more or
less cotton, although | don‘t deny its importance,
but I’'m talking about the emotional part of it,

...| enter a period of tension, it's not just expec-

tations. I'd very much like some psychol is}
to investigate how many cultural and sggH
activities take place in the anticipation period,
how many in the period after, when you already
know that there is no rain, when the drought
is a fact. We're already used to this transition,
from plenty to drought. | have a 4 months
occupation. Maybe not such an economic one —
I've got expectations. It's almost a primary
occupation. It's hard to explain. We built a re-
servoir — it was dry for 3 years. Doesn't that
cause some sort of lack of faith? Some sort of
mysticism? What would happen if the reservoir
filled up, and we couldn’t take the water out?
We'd like to store the water in order to take it
out later. Every year, after every little shower
the disappointment isn't only financial, it's a
thing that belongs to you, to your soul. It's like
you'd expect something from your kid and
were let down.

... I'll write a script. Like a story of the Wild
West. A family goes to settle in the Negev. No
Kibbutz Nirim, no kibbutzim, nothing. There's
only a dream. And there were people like that,
who dreamed. Built a reservoir and put into it
all their savings. Year after year the reservoir
stays empty. Like in the Westerns, you see the
end: the back of the wagon with the water bar-

rel swinging from behind, with the family leav-
ing the place.
... We came from a culture of rain, if not us
then our fathers. | mean we weren’t desert
people and we are building ourselves here a
micro-environment. We are outsiders in this
area.
A palm tree or a tamarisk, thats all right, but
someone’s growing a — water-willow? It grows,
because it gets plenty of water. | mean, we went
and raped this place and made a micro-environ-
ment that doesn’t belong here. Who said that
areas of clay soil are less beautiful than a lawn?
... What is the feeling of home? Let's suppose
a group arrives from Alaska. Hashomer-Hatzair —
Alaska. You say, the green makes you feel good.
What do they say? In place of the big lawn
near the dining-room they’d like to see an ice-
rink. It can be done technically. Maybe it'd
make them feel at home?
... If some one asked me to define — there are
days in the fields of Nirim, in the fields gene-
¥ ; the g i ing; it is life for
rmh‘%ﬁg?i]ngphik t e’r]eg.ﬂms‘ LI ?\{(m — you
want to define life withoutwords? Look around
to fal(;:People opé}.-l_p, as if by

you.

tel ip

sofe force, Look what rain does up
nih first causes'joyl. BUt when it keeps
raining months, people shut themselves
up. as in a sheff'and become bitter: J'think every
thing is good in theer?:l?t-quanﬁt - We're situat-
ed in a fantastic place. Rain or no rain. What
would happen here if it rained 800mm every

)| yeah ' What would| the/Farmers d6? 1 14 expect-

ing all the time. | get disappointed at times, but
that's part of life. If you've got that, you're
lucky.

... There's a continuity to this whole story. It
fascinates me. | feel that a year of plenty means
not only 400mm. of rain, not only 300kg of
grain, it's a kind of elation, it's a good year not
only economically, but it's a good year for me
personally, | feel good.

... A man would say, | live in this place 20 years.
16 of disappointments and 4 of elation. | can’t
stand it, I'm leaving, going to where there's rain.,
Maybe that's part of the game, we get cought
up in it. We like this game. We like to expect,
get disappointed, to expect and be pleasantly
surprised. We're blessed, | believe, for usdrought
is a good thing. If it was taken away from me
today I'd miss it, maybe it's already part of me,
maybe 1'd-look for another occupation.

... | believe it's one of the most positive aspects
in the life of the kibbutz. For someone who's
got roots it's part of the game. | believe that
in the expectation of rain there’s ceremony.
3 months of expectation is fantastic in my opi-
nion. | always liked the ceremonial part of life.
But again, I'm not a man of economics, only

of feelings. Its not like guessing all the
in the football pool, it goes on and
someone who sprints once a week. Yt
down f om Tel-Aviv, the whole way it
you continue south, and it starts cles
You see a van full of people and if
graph their mood, you'd see how it go
Doesn’t touch zero for we got usedt
it goes down. The whole way it's dus
something to you — gray hair maybe.
... That's the part of the whole pig
occupies me now. The moment it
a ceremony, |'ve got Gods for it. | dof
we build a totem for rain, maybe |
“cultured” and dont believe in tho
What do people, who haven't a thing’
do? | can sell them something. i
... | conclude that there are people, W
I've got expectations, have too many. !
expectations become a bother, and I
expect the opposite. With me when it
matter, I've got all kinds of symbo
plenty. I'm looking for resonance, s
similar to the things I'm thinking. /
others who think like me? We're
Rain is ceremony. Say I'm mad. You
loose from your natural enviro it
a man, a farmer, cut himself off fr

TEL-HAI 80 PROJECT

Building a terrace and preparing aj
on which will be planted a pome
(subsequent care by the studer
College); the motto is: ““Tell Our:

to Follow Me". Quotes from this
appear on posters that will be plé
the road from Nirim to Tel-Hai.
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ZVI HECKER

Born 1931. Lives in Ramat-Gan, Israel.

The basic assumption underlying Zvi Hecker's
system of thought, planning and work, postu-
lates that the formation and structure of every
organic and inorganic element of nature inevi-
tably have a formal pattern of their own. Hence,
the mere existence of a thing implies the exi-
stence of a pattern that defines its form.

The geometry of a crystal is the result dictaled

by a code inherent to a definite chemical com:/
position that has its own atomic structure, Iuke
the minerals of the magma — which breaks from
beneath the earth’s crust and is then cooled —
that are formed into crystals by the pattern of
this very magma.

When we accept the uncontradictable fact that
nature is the only model that we know, then
the pattern inherent to all natural structures
and forms will provide us with the only one
possible starting-point from which to derive
a sub]ectwely artistic and architectural pattern, |,
It is with this perception in mind that Hecker
designs a geometrical ““genetic code”’, choosing
the polyhedron as its basic unit. By the use of
a whole range of polyhedral solids, from the
most basic to the most complex ones (Platonic
solids, Kepler-Poinsot stellated solids and Archi-
median polyhedra), and compounding or trans-
forming this structural system, Hecker creates
a parallelogram to linguistic communication.
Through the realization of his well-defined mode
of thinking in respect to the formation of spa-
cial packings of every possible size of polyhedral
units, Hecker makes polyhedral architecture,
polyhedral structure and polyhedral sculpture,
by projecting his artistic subjectivity on the
objectivity of scientific observation. The sides
of the polyhedral packings which delimit an
inner space, are encircled (tangentially or con-
gruently) by polyhedral sides, and combine to
molecular chains surrounded by space. It is thus
that Hecker forms an equation, one part of
which consists of a sophisticated constructivistic
serial sculpture, and the other of architecture.
And it is in this very point that sculpture and
architecture become one and the same thing.
To use Hecker's words: ““My sculptures are
metaphorical extensions reflecting the principle

{htuition dnerdy? g%ii\m’ fhakeCthetructure
of matter meet with social order, aesthetics
with the geometrization of nature, and art-
making with the formulation of functional
structures, is the energy that produced Hecker's
polyhedral language. His is a stereometric, visual
language, based upon scientific investigation,
whose syntax already incorporates the principles
of the human The arrang of
spaces and structures that would serve the social
unit, urban community, a megalopolis. More-
over, starting from Paul Klee’s proclamation at
the Bauhaus, that “Geometry teaches one to
see beyond the surface, to get to know the
forces supporting the form, the prehistory of
the visible”’, Hecker gets to plan a Utopian poly-
hedral city in the midst of nature, as a mani-
festation of the possibilities and concepts of
contemporary and future technological society.

Hecker’s abstract plastic thinking, based upon
geometrical principles, enables him to examine
the existence of his envisaged forms by drawing
landscapes, in which these forms are included,
suspended as bridges or dug inside of a moun-
tain. Being familiar with the structure of natural
matters, Hecker brings back to nature their
concised form in a macroscopic-scale illusio-

& ‘t\\
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oY%,
Ramot housing project, d

Within this dialogue, conducted be!
hedral structures and visible nature,
dialogue between Hecker and his loc:
Islamic and Jewish, supported by get
design and mathematical mystici
himself says: “l consider that the ge
structures of my polyhedral sculptus
much reflections of scientific i
structure of matter as they are
by the mathematical and orna
characterizing the Middle Eastern @
which | belong”’. J
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ELISHA VOLOTZKY

Born 1938. Member of Kibbutz Ramat David.

Kidney stone
Gall stone

Family stone
Milestone

Harden into stone
stoned him
Precious stone
semi-precious stone
just a stone
millstone
whelstone
sand-stone
chiselled stone
stone-cutter
stone-bench
stones in cage
tied stone

broken stone
stone fragment
split stone

A stone off my chest
hole in stone
Dolomite stone
stone wall

good stone

work in stone
Touchstone

stone deposit
Heart of stone
Wailing Wall stone
holy stone

piss on a stone
artificial stone

sandstone
stone in water
waterstone
oil stone

life stone
millstone
tombstone

sculpt in stone
stone statues
key-stone
limestone
pretty stone
lousy stone )
large stone PublicAt @
small stone

plenty of stone

no stone here

pour milk on stone
eat stones
wallstone ¥4
black stone 3 -~
capital stones f of
stone pillar 'Nitad k
stone quarry { ?
stone carrying
Stone Age
Jerusalem stone i
Galilee stone .
local stone 1
Negev stone

homeland stone w
Sinai stone ot
corner-stone
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Elisha Volotsky
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BOAZ VAADIA

Born 1951 in Israel. Resides in New York and Israel.

The power of natural materials and the relation
of human beings to that power determine the
content of Boaz Vaadia's sculpture. This is
sculpture which celebrates primary experiences.
Untitled, offering no verbal suggestion of hidden
meanings of pretensions to intellectual ambi-
guities, this is sculpture which engages us on
the level of elemental awareness. It is utterly
straightforward in its celebration of contact
with primary raw materials and the powers ma-
nifest in those materials.

Rough-hewn stone slabs yoked to supporting
cedar poles, fur and rope meshed together,
leather thongs that lure the senses and awake
memories of raw rock, trees, wild creatures, the
earth itself, are the materials of these works.

Shaped by Vaadia, they evoke, too, the earliest/)§

expressions of human beings — ceremonial
objects, tools, and rudimentary structures. Par-
ticularly striking about Vaadia's current work
is the directness with which these pieces
communicate a sense of involvement with pri-
mal forces without demanding initiation into
a private magical ritual for complete under-
standing.

Julia Keydel

Public Art and Early Media
| relate to nature in a personal way. Natural ( N

materials (rocks, wood, leather, etc) have pro-
perties which are unique and fascinating and
cannot be replaced by modern materials like
plastics.

Growing up with a deep love for nature (on
a farm in Israel) and feeling always a part of
it has played a larger role in my aesthetic deve-
lopment than any academic education | had.
Although | cannot and do not want to avoid
my academic education | have chosen to use
Primitive Art, with its power, as the founda-
tion for my art.

| am using those powers with the same attitude
that Primitive Man had. | feel that many natu-
ral materials have their own animus or spirit
which transmits itself and intensifies the works
out of which they are made. When | make a
piece, the power inherent in the materials | use
really directs the work’s creaticn. The presence
of each composition comes from its organic
components and it is these natural forces which
create the form and balance.

Boaz Vaadia
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“Untitled 77A", stone wood rope, P
Park, N.Y. (right)
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YAACOV HEFETZ

Born 1946. Member of kibbutz Eylon

Pathway

In these surroundings | perform my activity
which consists of personal experience and an
examination of the relationship between me
and the environment.
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NAHUM TEVET

Born 1946. Lives in Petach-Tikva, Israel

The requirement to enter the work of Tevet,
physically as well as psychologically forces the
viewer to take time to think, to compare the
similarities, the changing perspectives, front,
back, and inside. It is not possible to appreciate
work like this at a single view, and this is the
way Tevet has managed to extend not just the
structural but also the philosophical direction
of this work into another dimension. The
viewer must experience the work kinestheti-
cally, over time: each person becomes its inter-

A field — space as the site of the act, in which
sculptures appear twice; the work splits in two;
two combine into one:

A sculpture — “‘copies’” — a sculpture
A sculpture — ““‘quotes’’ — a sculpture
A sculpture — “is reflected”” — in a sculpture

— A sculpture which does not start out as a
sketch or a plan on paper, and is not the out-
growth of any “method’’ whatsoever.

— A sculpture which, despite its ‘transparency’,
is not grasped from one viewpoint.

preter and, more importantly, its measure. — A sculpture to split the viewing.

Nahum Tevet
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YEHESEKIEL YARDENI

Born 1934 in Argentina. Lives since 1952 in Jerusalem.

“Man plays an important part in creation when-
ever he erects a building on earth, under the sun.
If he enjoys any seniority at all, it stems from
the fact that man too, represents the future of
landscape, no less than rocks, trees, birds, or
bees, in this nature to which he owes his exi-
stence”’.

Frank LLoyd Wright.

Urban and technological problems have turnedh 7; PIN TN NMNAX T

landscaping in large cities into a major issue in
our lives. As a citizen of Jerusalem | witness
a cruel transformation of values that have always
been regarded as characteristic of this unique
city.

What elements ought to be emphasized in a
Jerusalem garden and how does it differ from
a garden in, say, Beer-Sheva? Since we live
within our landscape, we inevitably keep alter-
ing it (parks, roads, bridges, dams, quaries, etc.).
Nevertheless, it is in our power to modify i

a way that would still enhance the special J&&‘bhc Art and Early

lity of the site, the environmental and the whole
region.

| observe men construct, rebuild, add, change
plant, uproot, and, by socalled natural means,
create a landscape within a landscape. An imi-
tation of nature. Has anyone ever challanged
the common belief that urban landscaping must
make artificial use of natural means? The plan-
ner is not trying to question the artificiality
underlying this approach. Instead, he wields
natural means to produce a counterfeit of na-
ture.

In order to defy this percept, | confess at once
that | work in nature, with artificial media.
Instead of reproducing nature with natural ele-
ments (lawns, trees) | emulate it by using artifi-
cial means. That is the only way in which | can
reconcile the two opposing concepts.

The giant technological progress of recent years
has provided us with facilities that enable us to
endow a place with character rather than stamp
it with the inprint of a standard aesthetic ap-
proach that ignores and erases the differences
between various climatic, geographical and to-
pographical region.

g

Y. Yardeni.
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PINCHAS COHEN GAN

Born 1942 in Morocco. Since 1949 lives in Jerusalem,

The Euclidian assumption, regarding the geo-
metric conception of space, has been proven
unsatisfactory. In the wake of the non-Euclidian
grasp of space and of the new prepositions
regarding space (see diagram), | came to the
construction of non-Euclidian bodies. | do not
deal with perfect forms based on the theory of
parallel lines.

| do concretization of states of uncertainty.
This uncertainty casts doubt on the Euclidian
geometry, and hence in the values of the culture
which it represents, these being empirical values
of the investigation of reality.

Pinchas Cohen Gan
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OFER LELLOUCHE

Born 1947 in Tunisia. Lives in Tel-Aviv.

ON SELF PORTRAIT

To say “1"

Or more accurately to say "l say”’: Impossible
to paint myself other than when actually paint-
ing myself. | do not paint Lellouche, | paint
Lellouche painting himself: here lies the diffe-
rence.

To talk about myself.

Nothing is more boring than hear somebody
talking about himself. Each of us is more than
willing to hear about ourselves,

Conclusion: If | want to talk about myself and

nnTpn ATm 11:‘513

interest the public. | must disguise myself as
a mirror. The mirror alone can talk about itself
and interest the other.

Self portrait: A false mirror hanging on the
wall, | present the spectator with amirror, when
he looks in it, he finds somebody else in his
place.

To say “I"
nymity.

A self portrait is always a performance.
Lellouche is the painter and Lellouche is the
model. Lellouche the model, responds to every
whim of Lellouche the painter. He lowers his
shoulder, raises his nose, changes the angle of
his eyebrows.

An experienced painter waits a few moments
untill his model finds a natural and relaxed
pose. In the case of a self portrait, the pose

so personally to the point of ano-
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changes gently according to the pai t
Before | even wish my model to ti
it is already turned in the right dire
I search for the pose in the mirror.
I construct on paper exactly as | c8
the mirror.

The way | enter the mirror is in itself
art, as decisive as the lines | draw on

| paint over my reflection in the mi
I lay on my face in the mirror aco
(like the orange paint on the or
waters are disturbed.
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DALIA MEIRI

Born 1950 in Israel. Lives in Moledet, Israel.

Everything | do is tied up with where | live,
where | wasborn — Moledet, in Ramat Yissachar.
The material | use exists in “my"’ nature, | s
to shape my sculpture as a rock in nature. | ca
work in earth only if it belongs to the familiar
soil of Moledet — tender soil, produced through
the softening of basalt. The first time | saw
sand, on a beach, | thought they were fooling
me, those who called it soil.

Working “correctly’” means working with the
material’s properties, not changing or forcing
it. There are some basic stone-cutting techniques
stemming from a primitive culture that under-
stands the “needs”” of a stone. Working wi

earth implies learning its qualities of drying up!X]

or swelling. You must never coerce natural ma-
terials, just let them be themselves.

The shapes of my sculptures are engendered by
memories — of sensations, Memories of growing
up with the matter. They are not born of any
ideological conons. | work with material with
which | have been familiar since childhood, and
in doing so, | set my entire emotional system
into motion.

| am driven by the rock’s inner character (and
possibly by my own). | am not trying to modify
a stone so that it would modify the concept of
a sculpture. | mark the stone, wound it, perhaps,
and then | feel this injury (cutting, poking
around in the rock) in my own body. It is like
touching raw flesh, like handling with aggressi-
veness something that, to me, is no longer still-
life. The basalt-rock is homogeneous and |
bruise it.

The surface of the basalt-rock that | work on
resembles the landscape. It is laced with nooks
and crannies and small gaps, while the landscape
has fissures and canyons cutjing through the
plateau. And tucked away in the depth of the
rock are tiny flowers in green bloom.

e
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My sculpture relates to nature, to personal
myths, and, quite noticeably, to archeology,
which, however, | do not use as a model. | am
familiar with the ancient, primitive civilization
which had used stone to produce wine-presses,
oil-presses, mill-stones. These forms-plain, use-
ful, unadorned — have accumulated inside me
and influenced my work. | restrain myself and
try to do everything as simply as | can, to pro-
duce “poor art” objects. It is possible that
sculptures of mine, erected in the field, will
look like remnants of early tools that served the
ancient inhabitants of the area, relics of the old
civilization of the Land of Israel.

Dalia Meiri
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CHARLOTTE MOORMAN

Lives in New York.

Charlotte Moorman, cellist, video artist and
composer, performs living sculptures, concerts,
happenings, body art, action music, mixed me-
dia, video art in concert halls, museums, and
even up in the sky and under water. Her pro-
grams defy all traditional classification; they
have all the characteristics of the formal con-
cert and theater, yet, her work is unique and
a separate art form. Charlotte Moorman was
called the “Jeanne d’Arc of New Music” by
the late, distinguished composer Edgard Varese)
for her pioneer work in performing new
works by John Cage, Joseph Beuys, Earle
Brown, Giuseppe Chiari, Takehisa Kosugi,
Jim McWilliams, Yoko Ono, Nam June Paik,
Karlheinz Stockhausen, and others. In 1963,
Charlotte Moorman founded the Annual
Avant Garde Festival of New York devoted
entirely to the works of the avant garde, which
focused international attention on more than
1,500 artists whose works she has presented.
Thus, Mixed Media shifted from private lofts
to the general public in her Festivals. Puk
Since 1964, Charlotte Moorman and Nam June
Paik, Korean composer-pianist-video artist, have
collaborated in performances and art works.

Through her interpretations, Ms. Moorman has
revolutionized string playing beyond descrip-
tion. In her famous realization of John Cage's
“26'1.1499 FOR A STRING PLAYER,” she
plays, in addition to the cello, whistles, tapes
(Queen Mary departure, ocean waves, etc.) re-
cords of jazz and rock and roll, breaks glass,
plays a bomb, screams, hits Mr. Paik, plays
Mr. Paik as a Human Cello, cooks, telephones
dignitaries, etc., etc., and while she is ending
the piece, a film of herself and John Cage is
being shown of the beginning of the piece.
Stockhausen, in his happening “ORIGINALE"
instructs the performers to come out and be
themselves at specific points in the score. It
was a practical case of a sold-out house with
no place to sit that made Ms. Moorman lie on
her back on the floor plucking her cello, which
melf Iay honzontally above her. Also, to de-

her femininity, the director, Allan
Kmrow, instructed her to wear only a sheer
gauze formal (it had the opposite effect) while

she hung from the balcony in a swing playing
Bach. One night in this piece on a spontaneous
improvisational idea, she shaved the beard off
poet Allen Ginsberg during one of her entrances.
In “SKY KISS” by Jim McWilliams, Ms. Moor-
man is relieved of normal weight and has an
opportunity to experience a weightless envi-
ronment while playing the cello mid-air, su-
spended from helium-filled balloons.
His “FLYING CELLO" is perfovmed on a tra-
iggi Si n ne for
e miggingon Aneoh e ,sswée

Moovman and one for her cell feetin

the air. “Music does not aim-at sound itself,”
says Tal Kosuglﬁi s i ac p|ex con-
cepti forget/ t sounds nd must
be f 's ‘CHAMBER MUSIC” Moorman

EIC

ove insid\dblde/di3mber expos-

mg eg, o part of her cefld through
nsmany zipper windc In“INST ENTAL
MUSIC'* she plays hercéllo and freezes while

Kosugi cuts and burns hershadow. In “CUT

3L6‘.'5"-"6‘Emég:gﬁﬂm)&hihaedauduer\c%Ils invited

In Nam June Paik's “VARIATIONS ON A
THEME BY ST. SAENS" she wears a cellophane
formal and plays “THE SWAN" to the halfway
point, stops, dives into a tank of water, and re-
turns dripping wet to finish. Mr. Paik’s philo-
sophy in this composition is that sex and the
spiritual world do not mix.

Mr. Paik’s”... TV BRA FOR LIVING SCULP-
TURE (Charlone Moorman) is also one sharp
example to humanize electronics... and techno-
logy. By using TV as bra... the most intimate
belonging of human being, we demonstrate the
human use of technology, and also, stimulate
viewers and their fantasy to look for the new,
imaginative and humanistic ways of using our
technology”’. In this piece, the sound of her
cello changes, modulates, regenerates the picture
of her TV BRA.
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MOTTI MIZRACHI

Born 1946. Lives in Tel-Aviv, Israel.

‘"Healing", videotape 3/4,

Healing, Video 3/4, color, 1980.

The film is made of a “sequence of obstruc-
tions”. The flow of the film obstruct the possi-
bility of a “story”. Color-Motion-Fragments
of ideas.
| use the body, as well as concrete familiar
colorful objects, since a concrete form is closer
to the viewer than abstract forms. | provide
a key to concrete vision. The Video is a suffi-
cient media for creating a sequence and its
obstruction, for restraining an expected se-
quence.
The “healing” video is a result of physical pain.
Maybe there is no physical pain, only spiritual.
It is an attempt to create a romantic outlet,
expressed by a cry. As a result of dealing with
the body, | had experiences of practical healing,
by means of voices and “aura”. My early works
were static, different from the present one. All
this, as a reaction to phisical and emotional
situations.

M. Mizrachi
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YIGAL MERON

Born 1940. Member of kibbutz Ayelet-Hashahar,
Upper Galilee

Concepts such as tension, pressure, gravity —
in Ygal Meron's works — are the result of essen-
tial images from nature, far from the geometri-
cal constructivism.

His projects give the feeling of a consequence
resulting from contemplation of landscape com-
ponents, in state of frozen tension, just before
of dramatical changes. A stone on the edge well,
or pressing a bulk by two bodies closing on it —
reflects the anxiety of tectonic changes, of
temporary situations held at bay.
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YOSSI MAR—HAIM

Born 1940 in Jerusalem. Lives in Tel-Aviv.
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“Trees Music” for 12 wind players and 4 sound- ﬁ
men, is written in two different styles. The first, x

music A, is mobile, changes with every perfor- =
mance and depends on the distance between /\ul
audience and the trees, upon which the playershlic Art and Harly Media A
are located. In Tel-Hai they sit on two parallel \
rows on cypress trees. Though the music is “
written, the players repeat certain phrases, at >

will, until they get an answer, thus, making the

final duration indeterminant (unfixed).

“Music B” is a dance-suite in 5 parts, played on

stage B, which is located on a parallel row of

trees B. Music B uses music A as a kind of

distant background, played by loudspeakers

which are located over the whole area. The =
conductor is “cueing” the players on stage B {

according to the transmission of music A. P'J J n l?of = P '3 45 I’O’ ,\ lS
Both “musics” are sent (by microphones and ] &
amplification) to room C where the “ideal”

i
version of “Trees Music” is mixed, taped and 3 ('1‘( U) P "5?8” 'JJ "TREES Vo l7A9]
being listened to. But the “cut” version, one s 5 ;
can hears when moving from one row to another, /2 Winp PLAYY
are integral parts of the piece. The success of >V
the piece depends on the willingness of the Z /_?—Mfth
players to play while sitting on trees, and the TAPE pico

right “balance” done by the sound technicians
(from row A to stage B, 'and from B to room C).

Yossi Mar - Haim 7‘54 /-b’_,
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JOSHUA NEUSTEIN

Born 1940 in Danzig, Poland. Immigrated to Israel
in 1964. Resides in Jerusalem and New York

Tittle: Three Variations on Oxidation/Infor-
mation.

Action: Circa twenty bales of Paper to be plac-
ed on a mowed field of grass at three meters
intervals. The amount of bales should be sufi-
cient to cover the whole field. The bales of
paper may be watered each morning to speed
up effect of sun. After a week or ten days of
standing in the field one bale of paper and one
bale of hay is to be placed in a closed space
away from wind currents and put to flame.

.1980 "n°HnY MYV TN HY YR wHw”
““Three variations on Information/Oxidation’’ for Tel-Hai, 1980.
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NICHOLAS POPE

Born 1949 in Australia. Lives in Alton, Hampshire,
England.

The sculpture of Nicholas Pope is as simple as
he can make it without losing the poetic expe-
rience which informs it. The largest piece in the
exhibition at the Venice Biennale, 1980, Long
Larch Line, shows well of what this characte-
ristic simplicity consists. A large number of
sticks or posts stand together in some sort of
order or arrangement. There is no name for it:
they belong together, and together form an
allover shape on the floor and in the silhouette
of the whole, but though they belong together,
a family of sticks, they are not identical but
stand independently, reflecting an ideal ipm‘
rent, | believe, in all worthy creative aspira-
tion — the ideal of unity with diversity, as He-
raclitus formulated it, or, in Hoelderlin’s more
modern version, ‘oneness diversified within
itself’. Kin, yet individuality within kinship.
Each element is discrete, physically, aestheti-
cally, psychologically.

He speaks of his sculpture as ‘using space’ and

adds: ‘the way | use space is by affecting the

material”’. The material he chooses is that which

permits this process to happen satisfyingly.

T

Heraclitus comes to mind again, with his sttess|ic Art and Early Media Archive

on the quasi-sexual interaction of opposites as
a condition for art. Pope needs a material that
he can work intimately, that resists as well as
guides, makes physical demands on the sculptor,
possibly quite extreme ones.

He became known in the mid seventies as a
sculptor of special interest through carved and
built-up sculptures whose character was domi-
nated by an unusual dramatic force.

One is an arch, held in precarious position by
a tied rope; others are columns made by placing
block upon block without the jointing or levell-
ing that would bring stability: if the column
‘begins to lean as it is made, props are added.
This suggests a reluctance to ‘affect’ the mater-
rial very positively, a preference for allowing it
to determine its own fate. Or Pope would take
a beam of oak and cut it back until only the
slenderest of rods connects a block at the foot
to a block at the top, or carve a taller, slenderer
piece until it suggests a sequence of block, link,
block, link, etc., like a spinal column. The fib-
rous nature of the wood invites this kind of
usage, but Pope today would say that the dra-
matic element, the element of athletic display,
is a distraction.

We understand his point if we return to his in-
sistence on sculpture as an art of space. Columns
penetrate rather than engage space. Arches enter
into a more positive dialogue with space, espe-
cially with the space beneath them, but this is
limited and specific. Pope noticed that when
he added props to his stacked columns it was
the space that flowed between these slanting
lines, the stack and its base or floor, that be-
came the most vital part of the piece, a multiple
interaction of matter and space. Whereas the
dramatic tensions in these sculptures — their
potential collapse, implying also a fall from
sculpturehood, from grace — work against space-
consciousness and focus attention on the work’s
predicament.

Norbert Linton
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DAVID FINE

Born 1928 in Johanesburg. Lives in Israel since 1948.
Member of kibbutz Ma'ayan Barich, Upper Galilee,
Israel,

Member of kibbutz Hazor, Israel.

At the base of David Fein's approach to sculp-
toring are the concepts of tension between a
product of nature and the product of culture.
The basalt heads look like archeological find-
ings, and their integration with the boulders jin
the field, is likely to give them the appearance
of perforated basalt stones which have under-
gone natural erosion — this, also like the sowing
of archeological findings for the future in the
form of findings from the past.

Here too, Fein functions with a double-en-
tendre: the deep serenity of his basalt heads
is poles apart from the sense of awe and the
hardening of the lava which stem from looking
at the dark field which forms the source of the
raw material for his sculptures. One may find
in them the hint of facial expression of an ima-
ginary and unexpected disaster which froze
under the stream of lava. In the serene faces of
the women there is tragedy emanating from the
perforated stone, from the expected deteriora-
tion, from waiting for old age to set in.

The heads or masks are made of travertine
stone, on the surface of which brown and white
stripes pass in flux — causing a gratifying feeling
of velvey-ness. But alsq here, the contrast be-
tween the components is immediately apparent:
the facial serenity against the emphasized linear
flow, which does not relinguish the constant
feeling of rhythm and change of the compo-
nents of nature.
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JODY PINTO

Born 1942 in New York. Resides in New York and
Philadelphia.

The well can be seen as a passage between under-

world and upper world, as a votive shaft, abu: !

rial chamber, a libation pit. In Dayton, Ohio, in
1977, Jody Pinto made three wells: “Why three?
Why that number? Why one in darkness, one
in light, one in limbo? ... You sitting in my
room asking if religion has anything to do with
my work and me answering very quickly — ‘no.’
But it's ‘yes’ isn‘t it? Pinto has made excava-
tion her central theme—literally, in that she
often rehabilitates or readapts 19th-century
urban “ruins,” and figuratively, in the more

painful sense of “digging deep” into personab!i

experience—perhaps a kind of recreated rape
necessary for psychic survival. The biological
and sexual references in her Spotted Bundle
Enclosures and Triple Well Enclosures, for
example, are wholly intentional. The corpse-
like buried bundles, reached by ladders into
wells, evoke both self-annihilation and potential
rebirth; the suggested animal skins might refer
to the unconscious. Pinto’s triple-lobed well
in a Philadelphia vacant lot in 1975 could be
read as a silhouetted female body, like those
of the ancient goddess temples in Malta, Crete
and Scotland. If her structures refer to birth,
it is a painful labor. In recent projects her stone
and brick enclosures acquire hair (hay) in their
interstices; they include Hospitable Structures
for the Wounded Body, Cave for aSplit Tongue,
Monumental Chamber for an Anputated Finger,
and Heart Chamber for H.C. Her Death Hut is
an under-life-size portable shelter of dented
painted paper which is gretesque and fascinat-
ing in its double reference to dead skin and
wilting flesh, or to abandoned shelters in chang-
ing seasons.

Lucy R. Lippard

My recent work has continued to push to the
surface those things that concern me: personi-
fication, the energy in violence and anger; ambi
guity. The structures | am working with use
the body as a root for form. Body functions
are content and act as a means of expressing
emotions and feelings. Hay spurting between
cinderblocks can be seen as hair. A cracked,
rust-colored cement floor is parched earth or
burnt, cracked, bleeding skin, or it might be
the energy within that structure expressing life
in the form of blood — just as it does in the
human body

For me, everything is alive and has energy or
the potential of life. The different systems
within the body are a reality that can and do
exist everywhere.

Jody Pinto
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RICHARD FLEISCHNER

Born 1944 in New York. Resides in Providence,
Rhode Island,

Basic geometrical configurations symmetrically
organized characterize most of Fleischner's
works. Yet he holds no brief for geometry in
and of itself. His faith is not in abstract harmo-
nic systems of geometry — not in proportional
schemes, golden sections, double cubes, and the
like. Instead the geometry establishes the condi-
tions and records the result of human acti
Walking a path, sensing an interval, measum
bodily height or stance to a cubicle, a corridor,
a field: the geometrical conception stylizes and
ritualizes the experience. Although the starting
point may be a geometrical scheme, Fleischner
conceives his scheme with human action in
mind, and perfects its form with human action
in fact. Hence there is nothing pretentiously
esoteric in the stylization and ritual. These are
naturalized, so to speak, in the double sens
that, for most of the works at least, they U#JJ
mately depend on an intimate response to
natural environment and to human action
within it,

He is fascinated by what he terms “slightly
alienating intervals” — that tense edge of the
spatial psychologists’ “territoriality”, where
relationship threatens to topple into unrelated-
ness. This intuited, empirical basis for Fleisch-
ner's work is the essential underpinning of his
geometry, and the ultimate explanation for the
involving quality of his geometric schemes.

William H. Jordy [

The resolution of a project depends for me on YV IRIM XN Man 1971780 Y
its relationship and dialogue with the elements “'Hay interior”, baled hay, reinforcing wood s
of a particular space. | begin a project with a 1971.

general concept whose final form and scale are
very much determined by the specifics of that
space.

It is a concern about boundaries, distances and
scale, and the attitude they create, that his de-
urr'rln‘inad the form, content and location of my
work. .
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DANIEL PERALTA

Born 1933 in Chile. Member of kibbutz K far- Szold,
Upper Galilee, Israel.

Daniel PERALTA s related to the later
development of geometrical abstraction.
Peralta works with polygons,

geometrical forms, and hereby develops a dyna-
mic interaction between colour, form and line.

In his paintings he confines himself to thel[)fﬂ",],

of two colours i.e. vived red and cobalt blue.
By confronting them an optical vibration origi-
nates and a tension that, related to the kinetic-
optical conception, works upon the viewer's
visual perception.

Peralta’s work testifies to a significant and es-
sential use of components, reduced to the mini-
mum.

They are variations of geometrical — con
structive forms built up in gradations of black
and white.
In contrast to his paintings which limit them-
selves to the surface, the drawings show a illu-
sionistic threedimensional effect.

Florent Bex

The geometrical minimalism of Daniel Peralta
deals with the theoretical questions arising from
the visual perception, while using a reductive
language. This reduction imposed the elimina-
tion of painting effects, and the cancellation of
the use of color, up to the presentation of white
surfaces, as totems made of canvases from which
the sun erased any traces of colours or drawing
lines. From this point of departure Peralta con-
siders the possibilities of creating the situations
for catching a shadow drawing.

In his project for Tel-Hai, he presents a tri-
dimensional linear construction, which functions
as a “receiver of light and shadow lines”, as a
means, and not as a sculptural end.

AB.

5w MAMNANT NN NP AvHId SxnaT
DY TNY X .DMUMIKIAT avwdan b
VA P2 vt POomarnsvh axm onanhin
wm’wb MY NX 9220 X0 vwxn AP Y
u|7 2103) P DUIX - 73%3 DAY MW

S IRHILIR Ahish) Y90 B mmyn

S5y 5y19 AUNPIVDIRT VN NIADNI WK

1s’zw( NGl abhh
?xp\mw Q,ﬁwwn 1\: 5w nmay
Y T mymxw nr N2 TTOM
ORI Ymmm on

"M nvh mw nmavvp

VYN ’)éx nLYNT L BEYYY TN
STAETYRNOWR ‘ng.;gp;,}x‘ﬁ mwMia M

) OP2 1N5D
Public Art and Early Media Archive

UKD Sx11 Sw Mumixan  prSmamn
MR wdna Sw nvvmknn mbxwa pow
TYPITY.NVPITY NTNIANK ADWA wNw NN
91075 Ty M1y vpdx 53 npnaa fANER
DNVWR NAXAY Y 0T awma wmw 53
wRwnw vy A DMWY DMmvivy ,omnad
TIPIN..0WM M IX Mway Y5 pan R
VDT NIV MMIWHR NX TLOXID 1AM
5% Sw 0w nTa%H N knnn nPex

n3IYn %N X1 05N wann® Ybw vpba
v2pP” NP NN M9 NMmMnTSn np
nvs:m: x"n WENKI NIRRT, O% MK M
nvbno*a

AR




PWITR IXD WYY 103 ,NXY Yava ,yav vy
yav nynaxb qwnn anam owani ax by
PRYI MNT IR 239 Sy :nava vy xnw
opmn 15y avaan 9% o%wra mabynn
YiaM 1975 nawa yay X 9K PINTn
.70 nxa

1 Sy mamxn Sw omyrOxmond annana
nwm nonm ,yava mpn 5x ma nann
XKW1 DA M myy yava Sy nankn
DR ww ax opn Sy yay muertpw
25U vk neahina apmy  arnx
nu¥nw a9x1 nSna nuaymn Yw pwasn
5107971 11910 ,1978 L, ya Sw adaxraa
D2ax Syw 5N5n Mmna oy ,198072 PLAYYM
AAMYNIY AT an Swowmm o myn
Yanm NANanaa Ox mbwxm M s
ANXY Yavd wwnni

TAWTTR fwan

273X Y9N3 73 ,37K Y9N3 193273 190

¥R NI YR Sw onnn oawash vpd
NpYY 1w aeyvnawn Swogyaa POan
,MINAKT DIWT WY PMmay 1MxS mnx
5w IMwnn DY yanim NTIpan 15N WKW H¥n
91091 M T DX TWYw wrp Lvavn
nMan Sw oA i Snamn

L6071 naw n5nna 11ada st Martin's school
Yav 2wvp n55on% T Mawmin mbydin 1T
Sxw MwH annd avan ymn - Pmmaya
NMXY MY 7Y Nanka S ayav nx gpmm
“NIAINGT 717202 Yav - Sw - 172190 nankn
MWDV NTnann

AN - ININKY MM XWwid DMwadt 1l
VIWDT WX X Ndh o) perTp May
MUKNOX NWAY TM¥ P2 iy NS anra
Dpn% wp 119 ww nvwek nmna yand
MHUMA BRI Y MNPy
.0MvD

91N MR Awan vpuw My pn Yo
S5V ,yavn 5K ManKn M’ mndn nnan Sw

/5w yup Xan X1 NN DMWAd V1Y yn o

,0ma o%nn odnnn Sy ,omwnn orn
Sw v PR DI Yy Sw wmms
XWN A0 19T Yava X1 MPWY NNk
in situ MYY yava prowy .nunx Sw oom
"N amaya PYana | Mmamyn Mn
S ekt macinmb ptin orwpn
=N T TV Wwn® K N mavin
MM AYN¥nNT DINK NMaT .Kw
IR K91 72T Mank .vav Sw myxivo
J133 09 “nenank mwnn” nonn
%M yav Sw oyup Sy (131 "20RINIOX
NIDMT N0 TV NN PYI M
ML YRR nenna oy e 1d
M STmn X yava X0m  mankn Sw
% 0mn

»7 5¥,5I105 DN Dwann aa Yy myn nynay
DMWIADT NNNDT NTYY AT NN perp
VW MPD NN [AMA DYTYA yaxa
2701 2310 Sw nmiva Mo onw by ,0vnd
.ITRA MWK]

nw Sw MMam Xw Dwadt A Sy i
IMITAT Yavnw  NUINKY yav  mabpwvort
%1 Sy n%eroTd ,LPYLIRT M T MW
JAX TMK 2125 10 DX WDKN  hnimn
.DMwpn nan



R —@——————————

M KADIS 4.

TELHN PRojed 1990



1980 ., n1Mxr oMmn’’
“Donkeys and forms’’, 1980.

N NN NI NIINN



MENASHE KADISHMAN

Born 1932 in Tel-Aviv. Lives in Tel-Aviv

Taking an extreme course within the Art in
Nature trend, Menashe Kadishman introduces —
through the presentation of a flock of living
sheep — a segment of real life with the processes
involved in it, as the realization of an idea in
the realm of art-strategy which is in essence:
Nature is a material, a theme and a process of
art; art deals with nature itself /in situ, while
the artist is involved in the process of work
which is intensely related to his personal my-

thology; the transmission from one material ltd!

another is abolished to a degree where the ma-
terial becomes the theme itself. Namely, this is
an art which points at, and delimits a situation
of nature; a demonstrative rather than a de-
scriptive art.

The application of “artistic sensations’” (beauti#}

ful, accurate, associative etc.) to a segment of
nature and its processes, seems to provoke the
fundamental fact familiar to us from the world
of human experiences and in the history of art
i.e., nature is the only model we know. P

Kadishman's project of living sheep is the pre-
sent result of a process whithin a thinking/crea-
tive sequence that can be traced throughout the
works he has carried out during the last decade,
a sequence that does not let go of the contact
point with real nature. Kadishman, who expe-
rienced minimalist sculpture when he was one
of St. Martin’s group in London of the beginning
of the 1960's, has gone through conceptual
activity and came to incorporate segments of
nature into his works . He is well aware of the
linguistic syntax that questions and attacks
the nature of art up to a point of perceiving
art as a fact-of-nature in the contemporary cul-
tural urbanistic society. And Leo Steinberg was
undoubtedly right when he stated that “what-
ever else it may be, all (great) art is about art”.

By choosing the sheep as the theme and the
material of his art, Kadishman attempts to turn
to the primary and the simplest, to make a junc-
tion between an aesthetic emotiona! form and
personal experiences which are related to a time
and a place, as reference points in one's own
geography and biography.

Kadishman’s staining the wool on the sheep’s
backs with blue, puts an emphasis on the fact
that flocks of sheep in the Middle-East are being
stained with colour — as a code familiar to
shepherds — as they had been marked with stars
and crescents in ancient Assyria.

In his tendency towards the materialization of
art by means of taking the metaphor back to its
place in nature, and applying artistic concepts
to segments of real nature, Kadishman could
not avoid pointing at a place and a form that
are deeply rooted in his personal mythologies.
The sheep that are presented in Tel Hai, as those
who were presented in the Venice Biennale
(1978) and in the ‘'“ashington symposium
(1980) with the blue stains on their woolen
backs, are the realization of his tendency, which
is essentially a turning from metaphor and illu-
sion — towards observation and concrete con-
tact with nature itself,

AB.



Koren in collaboration with Pieter Engels.
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SHLOMO KOREN

Born 1932 . Resides in Amsterdam,
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Public Art and Early Media A

Modern urban social and environmental
problems concern me in particular.

In my opinion a team of architects, townplan-
ners and artists should cooperate from the be-
ginning if dealing with a new project. The arti-
fact should not be added subsequently, the
artist’s thoughts are to be integrated from the
first. It is not necessary that they result in a
sculpture, they can result as well in a wall e.g.,
in a pavement, a playground, even in a tree.
A habitable situation has to be created, an envi-
ronment people like to live in. There lies the
future of the artifact. | believe if we alter and
perfect the aesthetical conditions of our envi-
ronment, the ethical will follow.
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ALLAN KAPROW

Born 1927 in Atlantic City. Lives in California,

Allan Kaprow has been described by Adrian

Henri as “the central figure in the rise of the
happening, and the main authority on the way

in which it evolved out of the environment"”,
Michael Kirby proposes the following definition. g
Happenings, he says, are “a form of theatre in
which diverse elements, including non-matrixed \-s\
performing, are organised in a compartmented :
structure”. By “‘compartmented structure” he
means that the Happening is made up of self-
contained units of action, which may or may
not take place simultaneouslv. He suggests a
comparison here to the activities in a three-ring
circus. “Non-matrixed performing", according
to Kirby, means the absence of the matrix of
time, place, and character which we get i
almost any kind of play. J

1966 ,(R "W 120pn v YopR) “pIxt
P, 5MKRANG i

Montauk bluffs (part of the collective Happening

1966, Montauk, Long Island, New York.

existing for one or for several persons to walk
or crawl into, lie down, or sit on. One looks,
sometimes listens, eats, drinks, or rearranges the
elements as though moving household objects
around. Other Environments ask that the visitor-
participant recreate and continue the work's .. | sl e edia Archive
inherent processes. For human beings at Ieés‘dimc Art and Early Media Archive
all of these characteristics suggest a somewhat

thoughtful and meditative demeanor,

Though the Environments are free with respect

to media and appeals to the senses, the chief

accents to date have been visual, tactile, and

manipulative. Time (compared with space),

sound (compared with tangiable objects), and

the physical presence of people (compared with

the physical surroundings), tend to be subordi-

nate elements. Suppose, however, one wanted

to amplify the potentialities of these subordi-

nates. The objective would be a unified field

of components in which all were theoretically

equivalent and sometimes exactly equal. It

would require scoring the components more

conscientiously into the work, giving people

more responsibility, and the inanimate parts

roles more in keeping with the whole. Time

would be variously weighted, compressed, or

drawn out, sounds would emerge forthrightly,

and things would have to be set into greater

Environments are generally quiet situations, i * ARTLAB
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motion. The event which has done this is increa- PIMTIIMK A0S 1966

singly called a “Happening.” “Southampton Parade (part of the
Activity in Tel-Hai, 1980: Happening Gas", 1966, Southampton, Long

Allan Kaprow Transplant, nature piece. PO
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terials from nature”’, Documenta 6, Kassel
(detail).




DANI KARAVAN

Born 1930 in Tel-Aviv. Lives in Israel.

At documenta 6 a number of new tendencies in
the development of outdoor sculpture became
apparent. Several projects were not only located

In an urban connection or in the landscape envi-

rons, they even adopted the forms of architgg.?

tural (bridge, wall, steps) or landscape structures
(lawn, rocks, running water). As Robert Morris
has already proclaimed in 1968, they followed
a "landscape mode” of horizontal extension
rather than a “figurative mode” of vertical ele-
vation. They had a variety of topographical
preferences rather than being isolated objects,
they were architecturally or landscape structur-
ed rather than sculpturally modelled. In the
radicality of their operations they did not go as

far as the distantly related “land art"* in Ameri? |

can deserts,

However, by renounding romantic escapism,
they brought the work of art back into the
context of a public exhibition and public reac-
tions. The fact that they could be walked around
and climbed on made them communicative and
encouraged new forms of receptive behaviour.
In addition to this they were site sculpture, pro-
jects developed for this specific situation and
no other, thus remaining bound to the site.
In fact, terms such as axis, path, direction, area
are more suited to the description of these
sculptures than are traditional terms like mass,
volume or hollow space. Sculpture had changed
into outdoor environment,

Karavan had no trouble in fitting self-evidently
into this concept of outdoor sculpture, in which
Israeli metaphors of water and sun merge.
all of the individual elements, lines, axes, water
courses, column, split Pyramid, grass cupola,
burning glass, laser, are part of a concerted ove-
rall program, whose general conception is not
only entirely individual but equally novel.

Manfred Schneckenburger

Q%Lred (7 identify a basic element

. ARTLAB

in Karavan's organization of spgce,‘/w’hich seems

10.me 'to- be-the centre;the axi¢ of the road
along which he is travelling, and this element is:

rtand

the idea of. bel
€.

D]aviqur Jinkeq,,vv/igbctltgﬁt(pf mea-

any wviedl

Dani Karavan's intervention in the spaces of
Tuscany is supported by pre-established space

time structure

s, which are measured and mea-

surable, imbued with history and the quality of

measure. His

intervention takes the shape of

Super-measure, relying on (architectural) reality
to attain the status of symbol (peace, science,
etc.). The direction in which he is going tends
to favour behaviour in relation to his work as

a whole, by m
ception, a un
ship between
man and envir
tion seems to
oeuvre as a wl

eans of an overall system of per-
itarian and indissoluble relation-
man and nature, and between
onment. A fundamental proposi-
Me to underlie Dani Karavan's
hole, passing through the axis of

his last spectacular developmems, i.e. Negev,
Venice, Kassel, Tuscany: the meaning of exis-
tence is a state of absolute consciousness.

A proposition

which is translated into the idea

of the line (a line of water, or air, or light, a line
of earth or marble, olive trees planted in a line,
or the draughtsman’s drawn line, etc.) — the

idea of a line a

s a unit of measurement.

Pierre Restany

IV “DHWH nava0a”, s Yo |
1978 . mymibar
“Drawing with laser line”, environment ir
Belvedere, Florence, 1978,
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ABRAM RAPHAEL

Born 1937. Member of kibbutz Manara, Upper Galilee,
Israel.

The Sculptures of Abram Raphael are variations
on sphere or garland themes and horizontal
compositions inspired by landscape. The same
form, the sphere, appears again and again,
almost obsessively. In theory, the sphere is a
quite abstract form, even a Pythagoread symbol) 11101 N1
of formal and intellectual perfection. Using
different modules each time and welding them
together either systematically or irregularly.
Raphael builds spheres which are sometime: 57
almost animated by a vital vibration or some:
times resemble petrified lacework. The sa

may be said of his garlands which are some-
times quite abstract and with a crystalline s
mathematical structure and sometimes. with. .
their spikes curled up and agitated. He inter-

prets almost every one of his formal ‘?Qm S Art and
S

1
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these two opposing ways, oscillatin Y
between the organic and inorganic, the dynamic
and the static.

Raphael’s sculptures are, in general, very simple
forms, the structure of which is symmetrical,
radial or serial. The forms enclose themselves
and do not extend outwords. The enveloping
air seems to adhere to the surface of the sculp-
ture and by this contact, breaks into it, pene-
trating between the fragments of metal and
acquiring thereby the active function of a com-
ponent in the general configuration of the sculp-
ture, of its volume.

For all this, similarly to Arp, Raphael is an
inventor of forms. They create forms which = - x
exist in their own right without copying mime-
tically naturalistic shapes. Figurative allusions
to zoomorphic or vegetal forms may be noted
in Raphael's work: a pine-cone, a caterpillar,
grass, the Galilee forests. The resemblance is
a result of neither @ formal naturalism nor an
imitative intention. The analogy of Raphael’s
sculptures with nature derives from common
and identical laws of their internal development.
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loana Nicolau.
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SHULI SADEH GOSHEN

Born 1952, Lives in Jerusalem,

The location which | use for my body sculptures
includes four white spaces of roofs, and the

I build. The new lines for an illusionistic space
are made from my body, and the nature behind,
while the rea| basis for the SPaces is on the lines
of the roofs,

| use my body as a sculpture, and | document
the performance by photographs, and a 16 mm,
coloured film (transfered by video), which will
be shown during the exhibition,

Shuli Sade-Goshen.
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With the dawn the place received a new light. The structure of the
paper broke the worldwide well-known light of the Place St. Mark in a new
way, never seen before.

When the Venetians passed of the Place St.Mark they became witness of
a new visual adventure. They brought it into their every day world, into
the offices, the shops, the restaurents, the hotels. The visual adventure
realeased discussions which took place in the following days, weeks and
months.,

The dream became reality to create an artistic action which finds a
collective accomplishment.



HA SCHULT

Born 1939 in Germany. Lives in Cologne,
West Germany.

New Yorkisthe
next Venice
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In the night from 10 to 11 March 1976 the Place St. Mark was
filled up knee-high with consumed paper. More than 60 assistants
have worked during the whole night to distribute the 15.000 kg.
paper, transported with 8 ships.

"The message of our time", printed on the paper, repeating
itself, covered the place as "consumers literature". They signaled
a possible "end-time-situation". A visual starting base was
created to reflect n o w upon the conception of time.
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‘“White Triangle,, an ex;

periment to spray the area with white-wash by an helicopte



979,271 0 NIXMIN KT AN, Unny whwn”
“Yellow Triangle’, Videoconstruction, 1979, Whitney museum, N.Y.
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BUKY SCHWARTZ

Born 1932. Resides in New York and Tel-Aviv.

In a reading of Buky Schwartz’ Yellow Triangle

(videoconstruction series) we can begin to ex-
plore the issues which have made Schwartz’
work one of the key developments in contem-
porary video art.

When encountering the Yellow Triangle the
viewer enters a gallery space in which a yellow
shape is painted on the floor and three walls.
These hard-edge painted surfaces create a mo,,
nochromatic visual field into which the specta-”
tor walks. The viewer then notices a video mo-
nitor on which he sees a yellow triangle in which
he himself is standing. The real space of the gal-
lery and the yellow pattern in that space are
seen on the monitor in real time, the time of
the present, as a yellow triangle in a white field
with the two-dimensional plane of the triangle
broken only by the movement of the viewer
through its three sides. The viewer then realizes
that the triangle is constructed from the yellow

* ARTLAB :|
ITE GLE"” — TEL HAI 80

Travélling from Tnbe((as R ‘[alaﬂaf the viewer
will'see; to the left, on the_eastern slopes of the
Mountains of Naftali, three white blots painted

patterns on the gallery’s floor and walls ﬁdhl‘?@ A’FQ chills [abobe [Kiryidt, Shemone; facing

gathered into its shape from the point of view
of the video camera positioned opposite the
space near the ceiling.

The spectator encounters Yellow Triangle on
twa levels, in the physical space of the actual
painted triangle, and through the electronic
point of view of the video camera/monitor
screen on which the triangle is seen. It was from
the camera’s point of view that the triangle was
painted into the gallery space and, as a result
of the video process, this three-dimensional area
is flattened into a two-dimensional shape. The
viewer occupies constantly shifting points of
reference within the gallery space and on the
screen where the viewer discovers the perspec-
tive of the artist in creating the triangle. Since
the viewer can only see the triangle on the mo-
nitor screen, and since he can only see the mo-
nitor by standing in the triangle, his presence is
essential to the completion of the work.

Buky Schwartz has returned his art to the im-
mediate experience of the viewer who discovers
and explores through a deconstructive process
the realities of illusion.

John G. Hanhardt

As he progresses, he will observe the white spots
change shape and gradually merge into a single,
large, white surface. Upon reaching the centre
of the College compound — his final destina-
tion — this surface will appear to him as a white
triangle, painted over the hills.

Observation Point

From the College centre, the eastern slopes of
the Naftali Mountains can be seen unfurling
towards Tel-Hai. The three hills near the Col-
lege will serve as the “zone of activity” for the
“White Triangle'’. Demarcation of the project
will be done by persons within the zone, guided
by others who will be at the observation point,
situated at the centre of the College — the
viewer's final destination.

The observation point is the starting point for
the whole project.

The delineated areas (50,000 sq. meters) will be
sprayed from the air with white-wash, using a
helicopter.

The project is temporary, because the first rain
will wash away the white paint.

.1980 719N ,"12% V1

“White Triangle”, Tel-Hai, 1
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SERGE SPITZER

Born 1951 in Romania. Since 1972 lives in Jerusalem

The project is a direct result of th
location and historical significanc
the use of the settlement’s shelte
a natural consequence...

“Defining a territory, building
points, places to see but not to be
attack, trap or be trapped...”
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Participants in the Symposium on “Art and Society’’:
Sara Breitberg Germano Celant Helena Kontova Gideon Ofrat Giancarlo Politi
Pierre Restany Osvaldo Romberg Manfred Schneckenburger Evelyn Weiss Martin Weyl

The Tel-Hai 80 Contemporary Art Meeting constitutes an unconventional attempt implemented
by an idealistic and equalitarian society to actualize the conceptual relationships between art,
society and nature, within the spatial realm in which this society exists.

In its very initiation, this encounter touches upon the fundamental aspects of the relationship
petween the individual artist and the community of artists and his ties to the human surround-
ings which, in all actuality, comprise his host environment. The physical environment is trans-
formed from an arena of raw materials into the subject itself. The work processes involved in
this project expose the artist to the dominant implications of the landscape, and to its history
to other artists forming a temporarily defined group within this meeting and to the community.
Consequently, the general perception of the artist evolves and he comes to be viewed as a
worker figure possessing awareness, involvement and propinquity. This altered image of the

artist can be explained by the fact that therpublic's hond mm‘mqug)nrnwe] clearly defined
than is its comprehension of the art ceremony.

The necessity of launching an event which integrates creation in na Mw'rt those materials
that are found in nature, one which includes exhl appem s.and even. environmental
e\ndent in the tructure of

music, is likely to provide support to the turn w comi

contemporary art. This is, in fact, the case even sslty is defi 141 &&members of
the College’s Institute of the Arts by its social-ed atno notatiofrs R Hef" n-by its moti-
vation to attack the frameworks of artistic occurfénce vhaps, precusely because of this.
The artist’s approach to nature itself, as a subject rather.tha a — as amaterial and as
a spatial realm — has been highlighted in the international art ngs 16F recent years. It

appears that this trend, namely, detaching the creation from the context of the museum artifact

on the one hand and from its illusionary element e ments he tion of
Israeli artists who engage in nature within d‘mgﬂ: saéiéri:ff\f?aéﬁﬁ \%P

The approach to basalt stone, to digging in brown earth and to trees, all found on the site of
their natural existence, has its roots in the dilemmas of existentialism and identity and arouses
definite associations with personal and communal myths. Far from the museum artifact, from
the economic component of the artistic product, art in nature — and the Tel-Hai meetings
includes some forty works within this realm — constitutes an explicit social and regional expres-
sion. The other fact which precedes the convening of the Contemporary Art Meeting is its
organization in the public dimension. The intense and arousing involvement with the landscape
as a reality rather than as an exhibit viewed within the confines of the art institute, becomes an
adventure in which the new art penetrates the consciousness of society. Although creation-
within-nature with materials-of-nature is conditioned upon the artists’ sensitivity to forms
found in the landscape, the general public becomes apprehensive upon the invasion of art into
new realms.

The processes described above and the public’s role in the crystallization of the encounter,
transform it into an interdisciplinary event bearing social and political implications. Informa-
tion created in the language of art from local materials will be amassed within the realms
of Tel-Hai and its content will stem from political attitudes — as latent as they may be. The
landscape is the workshop, the reservoir of material and the space of the exhibit itself. The
artist performs as farmer, shepherd and archaeologist.

Micha Uliman’s defense and lookout points, Dov Heller's Pomegranite Garden and Kadishman's
sheep are witnesses to actual situations providing testimony which does not require illusion.
Karavan's laser drawing which outlines the historical path of Kfar Giladi—Tel Hai, and the
prints by Tuly Bauman gleaned from daily newspapers depicting the bombing of the region, do
not remove the evidence from the site of its creation. These works testify to the region and to
its culturalpolitical significance and perhaps, in a parallel manner, to the initiation of an art
meeting within the midst of the landscape by those residing in the region itself.



TEL HAI 80

CONTEMPORARY ART MEETING

3—6 September 1980

Regional Council Upper Galilee/Tel Hai College
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DIARIO DEL NATURALISMO INTEGRALE

AFRICA

2 febbraio 1979, Marrakech/Forum Club Méditerra-
née - conferenza e diapostive. Interventi: Resta-
ny. Presenti: Alain Robbe-Grillet, Bernard Dufour.

FRANCIA

5 febbraio 1979, Parigi/Centre Georges Pompidou
- conferenza, dibattito, diapositive, film (versione
francese). Interventi: Restany, Strano, Baendereck,
Krajcberg.

ITALIA

13 febbraio 1979, Milano/Palazzo Sormani - con-
ferenza, diapositive, film (versione italiana). In-
terventi: Restany, Baendereck, Krajcberg.

AUSTRALIA

Dal 16 aprile 1979, Sydney (Biennale di Sydney), |
Melbourne, Adelaide - conferenza, film (versione

inglese). Interventi: Restany.

GIAPPONE

20 maggio 1979, Tokyo/Nishimura Gallery/ - film
(versione inglese). Interventi:
Ichiro Harin, Yusuke Nakamara, Schiniki Segi,
Keiko Nakamura, Osvaldo Peralva, Domoto, Imar.

BRASILE

3 luglio 1979, Sao Paulo/Sala Arte Global - con-
ferenza, dibattito, diapositive, film (versione por-
toghese) Presenti: Otto Hahn, Jacques Michel,
Alain Sayag, César, Catherine lkam, Jos Decock,
Nicole Fauche. Interventi: Restany, Baendereck,
Krajcberg.

4 luglio 1979, Brasilia/Teatro Galpajosinho - confe-
renza, dibattito, diapositive, film. Interventi: Re-
stany, Baendereck, Krajcberg. Presenti: gli stessi
che a San Paolo.

5 luglio, Rio de Janeiro/Hotel Méridien - confe-
renza, diapositive, dibattito, film. Interventi: Re-
stany, Baendereck, Kraicberg. Presenti: gli stessi
che a San Paolo.

10 luglio, Curitiba

- conferenza, diapositive, di-
battito, film.

Interventi: Restany, Baendereck.

ARGENTINA

17 luglio 1979, Buenos Aires: lunga intervista del
quotidiano la Nacién a Pierre Restany su Natu-
ralismo integrale.

BRASILE
Settembre 1979, Brasilia: relazione di Krajcberg

Restany. Presenti:

sul Naturalismo Integrale al congresso Parlamen-
tare sull'Amazzonia.

ITALIA

14 settembre 1979, Malo (VI)/Fondazione Casa-
blanca - conferenza diapositive, dibattito, film (ver-
sione italiana). Interventi: Restany, Strano e inol-
tre Guido Le Noci. Presente: G.B. Meneguzzo.

13 ottobre 1979 Venezia/Ca' Giustinian Biennale -
conferenza, dibattito, film (versione italiana). In-
terventi: Restany, Strano. Presente: Guido Le Noci.

USA

22 ottobre 1979, New York/Columbia University -
conferenza, diapositive, dibattito, film (versione
inglese). Interventi: Restany, Baendereck, Krajc-
berg. Presenti: Jacqueline Hellermann e Michele
Cone.

1 ‘n(')‘\}e'h»\bré' 1979: New Jersey - conferenza, film
(versione_inglese). Interventi: Restany. Presente:
Gregory Battcock.

FRANGIA |\ 3

47 \novembre 1979, Parigi/CNRS Séminaire sur
I'audio-visuel-et'le film d'art - film (versione fran-
cese). Interventi: Restany.

ITALIA e Are

27-31 marzo 1980, Montecatini Terme/Critica 1.
Relazioni di Restany e Strano.

2 aprile 1980, Roma/I.A.C. Conferenza: Restany,
Strano, Eugenio Barbieri.

luglio-settembre 1980, Copparo (FE). Mostra re-
trospettiva Dante Bighi - Pierre Restany (viaggi -
libri). Film (versione italiana - proiezione quoti-
diana durante la mostra).

IRLANDA

1-3 settembre 1980, Dublino/Congresso dell’AICA
(Associazione Internazionale Critici d’'Arte). Rela-
zione di Restany letta da J.P. Van Tieghem.

SPAGNA

20-27 settembre 1980, Benicasim - Castellén -
Villafamés/I Encuentro Internacional de la Critica
de Arte. Intervento e relazione di Restany.

USA

4 novembre 1980, Massachusetts/Institut techno-
logy Cambridge. Seminario sul Naturalismo Inte-
grale con i Fellows T del CVAS (Center of Vi-
sual Art Studies). Film (versione inglese) e Con-
ferenza di Restany.



Naturalismo Integrale / Echi dal mondo

Una sinagoga que ondula
en la Rue de Pavée

Una de las calles que més
me gustan de Paris es la Rue
Payenne. Alli estd la casa de
Augusto Comte y su templo a
la razén y a la religién de
la humanidad. Al lado, una
libreria de esoterismo, verda-
dero monumento a lo irracio-
nal. Enfrente, un instituto sue-
co con buenas cerdmicas.

Caminaba por la noche en
pijama por esta calle y le de-
cia a mi amigo Alberto Ko-
nichevsky que en esta calle
vivia Pierre Restany. Termi-
naba de decir eso cuando veo
a un hombre gordisimo y con
barba caminar con una mujer
alta y delgada. Le pregunto de
sopetén, a riesgo de asustar a
Alberto: « (Es usted Pierre Re-
stany? » Era.

Fuimos a su casa, un ver-
dadero museo. Y tomamos ca-
shasa hasta las tres de la ma-
fiana, hora en que la mujer al-
ta y flaca empez6 a vestirlo

para dormir, plegdndose a nue-
stra reunién el conocido escul-
tor Quentin.

Hablé solamente Restany.
Como todo hombre genial, sa-
be que el didlogo es el moné-
logo por turnos. Y que la ver-
dad de cada cual es indiscuti-
ble y solamente son opinables
los errores o lo que no sabe-
mos por nosotros mismos. Ha-
bl6 tres o cuatro horas de pan-
tanos y de mosquitos, de la
naturaleza como conocimiento
¥ 'mensaje;, | pues-fundé” &l na-
turalismo integral, movimiento
del que/me habia hablado, en
Milany el"sefior Guido Le No:
ci, duenao’ de la Galeria |Apolli-
naire. Pero' él no hablaba de
naturaleza integral. Restany ha-
blaba de pantanos, mosquitos,

mareas, yariaciones, climaticas,
Pero alli estaba la naturaleza,

en sus palabras. Volvi a creer
que la naturaleza existe, que no
€s un mero concepto, y €so en

X

una sola noche y sin necesidad
de quitarme el piyama que lle-
vaba puesto. Bebimos tanta ca-
shasa que cuando, a las tres
de la mafana, salimos, Quen-
tin, que no es judio nos invité
a ver una sinagoga ubicada en
la calle Rue de Pavee, una
sinagoga « art nouveau », he-
cha a principios de siglo por
un escultor y arquitecto muy
importante. Nos dice al acer-
carnos: « Esa sinagoga ondu-
la». Tanto Alberto como yo
confirmamos su observacién;
vefamos una sinagoga ondulan-
te en la Rue de Pavee, cerca
de la naturaleza salvaje de
Pierre Restany.

Nada de reflejos de luz; la
sinagoga era tan fantdstica,
tan dificil de compaginar con
nuestros preconceptos como la
selva amazénica del conocidi-
simo Pierre Restany.

Pasé muchas veces cerca de
la Rue de Pavee, pero no volvi
a visitar la sinagoga. Pero la
cashasa de Restany me hizo
menos efecto que sus palabras
sobre la selva o la invitacién
de Quentin a contemplar una
sinagoga ondulante.

Rubén Kanalenstein
(Tiempo, Tel Aviv,
18 septiembre de 1980)
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LE VIRTU’

Il dormiveglia. Lo vedo oggi come uno sta-
to di grazia. Sognare & facile. Ma non & ri-
flessione, & flessione, Pud essere attrazione
aurorale, ma non & tempo per i naifs, questo.

Dato che non si deve indagare il rimosso
individuale ma la vita creativa che ci cir-
conda e, preliminarmente, il vivere filosofico-
morale di oggi, I'affidarsi al sogno & rinun-
ciare a capire.

Per contro ci sono quelli che fanno tut-
t’altro che sognare. Sono quelli che assumo-
no atteggiamenti operativi sicuri e decisi, in-
fallibili, sostenuti da spinte pratiche, da pras-
si politico-mercantili a cui pare manchi per-

sino la patina dell’ideologia. Questi| protagos

nisti hanno la verita in tasca. Una verita con-
nessa con un « toccare con mano ». Il*che
vuol dire che questa verita affonda: ja) nella
collaudatissima disponibilita affettiva della

stragrande maggioranza dei fruitori al déje

vu pittorico; b) nella consequenziale felicita
mercantile. E davvero, circa il punto a), i

persuasori pseudo-occulti della’ pittuta‘pittas o

ra (¢ di loro che sto parlando), dall’America
all’Europa (o senza esagerare: da Holly Solo-
mon al triangolo italiano Bonito Oliva-Caroli-
Barilli; dobbiamo metterci anche Calvesi?)
hanno spinto a tal punto il « loro » amor di
popolo da favorire la regressione al kitsch.

La caccia alla novitd & legittima e neces-
saria, ma questi momenti di impasse richie-
dono quanto meno una sufficiente compagnia
di fondamenti filosofici: non come apprendi-
mento storico-nozionistico (cosa comoda e
scomoda nello stesso tempo, a seconda dei
casi), ma come disponibilita vocazionale ad
andare sotto pelle nei problemi filosofici. Di-
versamente, la strada degli abbagli ci si apre
dinannzi e i compromessi, sul piano profes-
sionale, sono in agguato. L’« Eureka » & in
verita un atteggiamento proprio da lanterna
di Diogene, in questo caso.

Ancora una volta, allora, malgrado le con-
crete animostia evidenziate, siamo nel sogno:

DEL DORMIVEGLIA

di CARMEO STRANO

perché si & troppo svegli. Si sogna dunque
ad occhi aperti.

Una piccola parentesi. Il rispetto per chi
da lunghi anni dedica tempo e plasma alla
cultura (Kultur) mi porta a un momento di
umilta. Preciso quindi che non ho interessi
a polemizzare con alcuno, nel caso specifico,
ma solo il bisogno di dissentire da talune si-
tuazioni che paiono imperanti o emergenti.
Qualche scocco di freccia & quindi soltanto
incidentale, autentico, inevitabile. Tuttavia
mi auguro che il mio curriculum sia un po-
chino pit ricco di quello di P. Giovanni Ca-
stagnoli verso il quale Flavio Caroli ha soste-
nutorecentemente una polemica da colonna
(I1 Corriere della Sera) a colonna (La Repub-
blica)*‘a ‘colpi di « ma chi & questo Casta-
gnoli? da ‘dove viene fuori? che cosa ha
fattoR I¢helcosa ha scritto? ».

Chiudo la /parentesi e, riprendendo il di-

scorso; ‘ribadisco: anche nel caso di questi
’abbagli’ siamo nel sogno.
y Wtartista cdivequesti giorni, oltre a vivere
una crisi di valori estetici, vive una crisi
poetica assolutamente inedita, che & la crisi
dell’immaginazione.

L’arte figurativa & stata per eccellenza 1’ar-
te dell’immagine, ieri con una iconologia im-
mediata e diretta, oggi magari mediante la
visualizzazione dell’irripetibile o del pensato.
Ora, l'attivita immaginativa, sotto le ultime,
parossistiche spinte di matrice dada, sta fa-
cendo gli ultimi passi nel suo vicolo cieco;
ormai sta per mordersi la coda. E uno sguar-
do al vissuto dell’'umanita, tanto sul piano
scientifico che creativo, ci fa pensare a una
sorta di mutazione antropologica: l'umanita
che cambia fondamentalmente, nelle zone di
avanscoperta, in zone che sono lontane dal-
I’amministrazione di routine del vivere gene-
ralizzato: e cid mentre da una parte Foreman
lampeggia e Goldoni dall’altra polarizza an-
cora.

Cid che probabilmente stiamo cercando al-
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lora & un ordinamento giuridico da dare alla
prassi estetica: e la filosofia del diritto ci &
di aiuto. Caratteri fondamentali della norma
giuridica sono la generalita e l’astrattezza:
tanto pill astratto & il tenore della legge e
tanto pilt ampia & la sua portata. Darsi un
ordinamento & darsi un « diritto positivo »,
sempre con i connotati di universalita e astrat-
tezza (poco importa nel nostro caso se questi
caratteri fondamentali oggi sono tenuti in mi-
nore considerazione dagli studiosi del diritto).
Ma dire diritto positivo & dire anche diritto
naturale al quale il primo fa ricorso e senza
del quale mancherebbe peraltro il punto di
riferimento fondamentale. Generalita e astrat-
tezza (abstraho, astraggo dal caso concre-
to): veramente per il diritto positivo si tratta
di connotati mutuati dallo jus naturae.

Dunque in momenti di profonda riflessione
« costitutiva » si ritorna al punto di riferi-
mento fondamentale: la vita artistico-estetica
deve rifondare il suo statuto rieducandosi-al
diritto della natura.

Il diritto naturale ci fa vedere I'womo
« mis a nu », spogliato di ogni sovrastruttura
e nella sua situazione perenne, latente o non,

di «buon selvaggio ». Su questo aspetto Fi=

fondatore le polimorfe tensioni di esistenza
dell’'uvomo si possono incontrare.

Ancora una volta allora I'uomée ritrova“nél-
la natura la chiave di decodifica della sua si-
tuazione esistenziale a dispetto del movimen-
to apparentemente centrifugo degli atteggia-
menti scientisti.

Tutto questo significa indagare la natura,
fare atto di umilta, come si dice, senza con-
fessionali né lettini psicanalitici, come ho gia
rilevato (cfr. Natura Integrale n. 2 giugno-

luglio 1979): una presa di coscienza, insom-
ma, in cui la massima di Maurice Merleau-
Ponty « I’homme est miroir pour I’homme »
acquista il massimo della concretezza. Certo,
'impatto & forte; ma a tutto questo si arriva
naturalmente, vale a dire senza forzature se-
mantiche né coloriture metafisiche. Basta as-
sumere quella disponibilita all’abbrivio che
Pierre Restany ha assimilato, dopo avere det-
to che « la natura & », all’atteggiamento tutto
obbiettivo del reporter.

In un certo senso 'uomo & oggi reporter
di se stesso: nell’indagine autistica, oltre che
ontica, della sua esistenza. Ma tutto questo
senza sogno e senza occhi rapaci. In dormi-
veglia: una dimensione che ben s’attaglia al
flusso naturalistico delle energie, che in un
certo senso non ha colore, e che pud costi-
tuire il margine di riflessione sufficiente sul
rigoroso ecosistema vita-morte.

La politica & lontana, per una volta, e la
ricercandijareg di potere (tanto per aggiun-
gere un’altra nota di risposta all’obbiezione
di~ Gianni -~ Bertini; cfr. Natura Integrale,
nn. 5-6) non 'si sa cosa sia: la sua residenza
e il\suda demicilio sono altrove. Il gioco del-
I’arcobaleno”yerra dopo, una volta usciti dal-
I’arcadi*Noé di questa situazione di bilan-
cio. Senza politica, dunque, certo finché que-

11§t0/1 @ 'possibile> e tenendo presente in ogni

caso che essa non & per niente lontana sotto
il rispetto della sua accezione etimologica.
Essa & dunque solo tenuta in parentesi, un
po’ secondo I’Einklammern di Heidegger.

Usciti dal dormiveglia si puntera nuova-
mente ai colori ideologici dell’arcobaleno. Ma
prima bisogna passare per quest’esperienza
del dormiveglia.

I’ECO DELLA STAMPA

UFFICIO RITAGLI DA GIORNALI E RIVISTE MILANO

Via G. Compagnoni, 28 - Telefono 723.333
Casella postale 3549
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UN FESTIVAL
D’ART CONTEMPORAIN
EN HAUTE GALILEE.

Du 3 au 6 septembre dernier s’est tenu a
Tel Hai, lieu historique de la Haute-Galilée
a deux kilomeétres de la frontiere libanaise
et face aux hauteurs du Golan, un festival
pas comme les autres, trés révélateur en tous
cas d’une dimension spécifique du rapport
nature-culture.

D’abord a cause du lieu: vieille terre de
colonisation sioniste, les premiers pionniers
y vinrent a la fin des années 1880. La vue
des premiers établissements, de véritables
fortins de pierre surmontés de tours de guet,
est particulierement significative. Zone fron-
taliere aprement disputée, il suffit de parcou-
rir les hauteurs du Golan ou les limites sirio-
libanaises pour comprendre la valeur straté-

DANI KARAVAN: the laser line links twa
historic points where the pioneers
founded the Kibbutz atjithe

beginning of our century.

A CONTEMPORARY
ART FESTIVAL
IN UPPER GALILEE.

At Tel Hai, the historic place in Upper
Galilee, two kilometres from the Lebanese
frontier and facing the Golan Heights, a fe-
stival was held from 3rd to 6th September
last. Different from other festivals, it vividly
revealed a specific dimension of the nature-
culture relation.

Firstly, this was because of the place itself:
a land with a long history of Zionist coloni-
sation, where the first pioneers arrived at
the end of the 1880s. The sight of the earliest
settlements, real stone forts surmounted by
look-out towers, is particularly significant.
One has only to visit the Golan Heights or
the Syrio-Lebanese boundaries to grasp the
strategic value of this bitterly disputed fron-




gique de l’endroit, exposé au feu direct des
batteries syriennes. En fait tous les kibbout-
zim sont équipés de bunkers de protection
dont les acces en surface se signalent par des
entassements de gros blocs de pierre quasi-
cyclopéens enserrés dans des filets métalli-
ques.

Ensuite a cause de l’organisation: il existe
a Tel Hai un colléege d’art international qui
regoit plusieurs milliers d’éléves tous les ans.
Les locaux du collége ont servi de base opé-
rationnelle & l'opération « Tel Hai 80 » me-
née de main de maitre par Amnon Barzel,
critique d’art, a plusieurs reprises commis-
saire d’Israél a la Biennale de Venise. Ce
festival n’a été possible que grace a la par-
ticipation financiére et a la collaboration pra-
tique de 27 kibboutzim de la région, qui ont
uni et coordonné leurs efforts sous l'autorité
de Barzel: un bel exemple de solidarité coo-
pérative.

Enfin a cause de la consistance-méme du
festival, de son ambiance et de son « esprit »:
de sa substance estétique, affective, humaine.

tier zone directly exposed to Syrian fire. In
fact all the kibbutzim are equipped with pro-
tection bunkers whose surface entrances are
signed by heaps of big quasi-Cyclopian blocks
of stone encased in wire-netting.

And secondly, because of the organization.
At Tel Hai there is an international art col-
lege which takes in several thousand pupils
every year. The college premises served as
the operational base for « Tel Hai 80 », di-
rected with a masterly hand by Amnon Bar-
zell, art critic and several times Israeli com-
missar at the Venice Biennale. This festival
was only possible thanks to the financial par-
ticipation and practical co-operation of 27
kibbutzim in the region, whose efforts were
united and co-ordinated under the authority
of Barzel, in a fine example of co-operative
solidarity.

And lastly, because of the actual consisten-
cy of the festival, its setting and its « spi-
rit »: its aesthetic, affective and human sub-
stance, It was attended by 42 artists. There
wete 32 works on the natural site, environ-




42 artistes étaient présents: 34 interventions
sur le donné naturel, environnements, instal-
lations, minimal et land-art; 5 performances
et un programme de musique environnemen-
tale a l’air libre; un festival vidéo, projetant
en permanence 10 tapes américains (produc-
tion « The Kitchen » & SoHo, New York) et
6 tapes israéliens.

La conclusion théorique de I’événement a
été tirée au cours d’un symposium sur I’Art
et la Société auquel participaient Allan Ka-
prow, Helena Kontova, Gideon Ofrat, Gian-
carlo Politi, Pierre Restany, Osvaldo Rom-
berg, Manfred Schneckenburger et Martin
Weyl. Parmi les participants israéliens Gi-
deon Ofrat est un historien, Osvaldo Rom-
berg un artiste conceptuel de renom interna-
tional, directeur de l’académie des Beaux-
Arts de Jésuralem et Martin Weyl le direc-
teur du Musée d’Israél a Jérusalem. Inutile
de présenter les participants étrangers, amé-
ricains ou européens. Le débat en plein air a
rapidement dévié sur le filon plus psycholo-
gique de I’art et du plaisir: une déviation as-
sez conforme a l'intégrisme naturaliste de ma
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SHAUL (TULY) BAUMAN: Prints on stones.

ments, installations, minimal and land art;
5 performances and a programme of outdoor
environmental music; and a video festival,
permanently showing 10 American tapes
(production, « The Kitchen », Soho, New
York,) and 6 Israeli tapes.

The theoretic conclusion to the event was
drawn during a symposium on Art and So-
ciety attended by Allan Kaprow, Helena
Kontova, Gideon Ofrat, Giancarlo Politi,
Pierre Restany, Osvaldo Romberg, Manfred
Schneckenburger and Martin Weyl. Among
the Israeli participants, Gideon Ofrat is an
historian, Osvaldo Romberg a conceptual
artist of international repute and director
of the Fine Arts Academy at Jerusalem, and
Martin Weyl director of the Israeli Museum
at Jerusalem. There is no point in introducing
the foreign participants, American or Euro-
pean. The open air debate rapidly deviated
onto the more psychological aspects of art
and pleasure, a deviation very much attuned



BOATZ VAADIA, sculpture.

In the other three images:
MENASHE KADISHMAN, Tel-Hai
Project (left) and (top)

« painted sheep painted

trees ».



sensibilité, et qui prenait tout son sens dans
ce contexte précis.

La nature du terrain a bien évidemment
influencé I’esprit de la rencontre et a contri-
bué a modeler sa physionomie culturelle: une
expérience unique en son genre, faite de
bonne volonté, d’ouverture a la communica-
tion et a I’échange, et surtout de grande cha-
leur humaine. C’est a la générosité tenace
de linvestissement humain que I’on doit que
cette terre soit restée juive. L’assistance le
sentait, de facon diffuse mais vraie et pro-
fonde: un sentiment de responsabilité et de
conscience morale I’habitait. Jeunes et moins
jeunes étaient « présents », c’est a dire cons-
cients et engagés, quelque part au fond d’eux-
mémes. Au cours des longues soirées dans
la fraicheur du soir, autour des verres de vin
et des boites de biére, I'osmose s’est rapide-
ment opérée entre participants étrangers et
israéliens.

Charlotte Moorman en deux soirées suc-
cessives a réalisé une rétrospective de ses
activités menées en collaboration''ave¢' Nam
June Paik. Richard Fleischner dans une lon-
gue conférence illustrée de diapositives)a
expliqué les moyens et les fins de soff travail
sur la nature. Krijn Giezen dans la perspecti-
ve de ses préoccupations écologiques nous
a conviés a un barbe cue de poisson (la ré-
gion nord du Lac de Tibériade est riche en
viviers). Nicholas Pope de Londres et Judy

to the naturalist integralism of my own sen-
sibility, and one which took on its full sense
in that special context.

The nature of the terrain quite clearly
influenced the spirit of the gathering and
helped to shape its cultural physiognomy.
The experience was unique of its kind, com-
pounded of goodwill, an openness to com-
munication and exchange, and above all, of
great human warmth. It is because of the
unswerving generosity of that human invest-
ment that this land has remained Jewish.
The participants felt this, loosely but in a
truly profound way; a sense of responsibility
and moral conscience inhabited the land.
The young and not so young were « pre-
sent », that is to say, conscious and pledged
somewhere deep inside themselves. During
the long cool evenings, around our glasses
of wine and beer cans, an osmosis was ra-
pidly formed between the foreign and the
Israeli participants.

In two successive evenings Charlotte
Moorman 'stagéd a retrospective of her work,
in collaboration with Nam June Paik. Richard
Eleischner; in a long lecture illustrated with
slides, explained the means and ends of his
work! lor\mature. Krijn Giezen, within the
perspective of his ecological preoccupations,
invited .us to a fish barbecue (the northern
part of the Sea of Tiberias is rich in fish-
rearing-, waters). Nicholas Pope of London

YEHOSHUA ELIRAZ, Slope binding (white canvas).

gnd!he right, view of Tel-Hai 80: ZVI HECKER, « Poliedral Unicell » in the background of Eliraz's slope
inding.

(Photo: Rivka Gitelman, Merou-Golan).
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MICHA ULLMAN, The third watch, trenches, earth
and concrete. Venice Biennale, 1980.

On the left and below, Settlements of

trenches, Tel-Hai 80.
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BATIA AROWETTI, Satin and neon pink tent. Top, SHLOMO KOREN, X in growing.
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Pinto de New York étaient 2 l’aise dans ce
mini-Eden du land art.

Allan Kaprow, sensible a la qualité psy-
chologique de I’ambiance a renoncé aux
projets de performance qu'il avait congu aux
Usa pour cette occasion, et s’est mis a im-
proviser sur place un happening ad hoc.
Ayant pergu limportance du phénomeéne de
la communication visuelle et auditive dans
cette zone de fermes isolées, reliées entre
elles par le sémaphore, les sirénes et les feux
de positions (ultime recours du systeme de
sécurité aujourd’hui, mais la loi de base de
la survie face au péril encore récemment lors-
que Délectricité et le téléphone faisaient dé-
faut) Kaprow a voulu réaliser un condition-
nement paralltle. La foule a Tel Hai était
invitée 2 murmurer sur un ton grave des
onomatopées primaires de type « Hum!
Hum! Hum! », tandis que sur la route des
crétes serpentant sur.la colline dominant le
site une colonne de voitures se déplacait
lentement, tous phares allumés et claksons

ouverts. La rumeur mécanique s faisat I"écho’™

de la rumeur humaine. Le site de Tel Hai
est un amphithéatre naturel de collings et
les assistants se souviendront longtefps_de
ce serpent lumineux et bourdonnant/s’étitant
dans la nuit de jais. e

Une certaine dimension de lart israélien
a travers Tel Hai Public Art and |

La qualité des exposants israéliens et sur-
tout leur intelligence du contexte et le bonheur
de certains résultats font de « Tel Hai 80 »
un panorama dynamique de l’art contempo-
rain en Esraél, de l’art qui se veut et se
cherche en prise directe avec la réalité, sa
réalité et qui s’exprime spontanément de ce
fait au niveau des multimedia et des langages
de synthese: installations performances, art
vidéo.

Je suis arrivé a Tel Hai le jeudi 4 septem-
bre 1980 au petit matin. Mon avion parti
de Paris avec cinq heures de retard était arri-
vé dans la nuit a Tel Hai, et j’avais roulé
jusqu’a laube dans un minibus qui avait
déposé toute une bande de jeunes gens dans
un kibboutz plus proche du Lac de Tibéria-
de. J’étais fourbu de fatigue et seule me te-
nait éveillé D’étrange qualité, quasi-irréelle
dans son halo argenté, de l’aube sur le lac
et la créte des collines: une lumiere chan-
geante, cinglante de netteté en premier plan
et légérement voilée, d’un flou laiteux dans

and Judy Pinto of New York were at their
ease in this mini-Eden of land art. -

Allan Kaprow, sensitive to the psycholo-
gical quality of the setting, scratched the per-
formance projects he had prepared in the
US for this occasion, and improvised an ad
hoc happening on the spot instead. Having
perceived the importance of visual and audi-
tive communication in this land of isolated
farms, linked by semaphore, sirens and posi-
tion fires (the latest device in the current se-
curity system, but the basic law of survival
against danger even recently when the elec-
tricity and telephone failed), Kaprow decided
to carry out a parallel conditioning opera-
tion. The crowd at Tel Hai were invited to
murmur in a low-pitched tone primary ono-
matopoeias of the type « UHM! HUM!
HUM! », while along the road winding over
the hilltops overlooking the site, a column
of cars slowly moved off, with all their lights
on and horns blaring. The mechanical noise
echoed the human one. The site of Tel Hai
is "4 natural athpitheatre of hills, and parti-
cipants will remember for a long time this lu-
minous ‘and humming snake stretching
through the”jet-black night.

- ARTLAB

w A certain dimension

of Israeli-art through Tel Hai

~lv [Mhe;qnality,of the Israeli exhibitors, and

especially their intelligence of the context
and the success of certain results, made Tel
Hai 80 a dynamic panorama of contempo-
rary art in Israel, of that art which seeks
and wants to be in direct contact with rea-
lity, its reality, and which is spontaneously
expressed on a level of multimedia and of the
languages of synthesis: installations, perfor-
mances, and video-art.

I arrived at Tel Hai on Thursday, 4th
September 1980, in the early hours of the
morning. After a five-hour delay in departure
from Paris my plane landed during the night
at Tel Aviv, and I had ridden until dawn
in a minibus which dropped a group of
young people at a kibbutz nearer to the Sea
of Tiberias. I was dead-beat and the only
thing that kept me awake was the strange
quality, almost unreal in its silvery halo, of
the dawn on the lake and over the crest of
the hills; the changing light had a biting
sharpness in the foreground and a softly vei-
led, milky fuzziness in the distance. What did
I see at the entrance to the kibbutz?. A flock
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les lointains. Qui vois-je & l’entrée du kib-
boutz? Un troupeau de moutons dormant de-
bout agglutinés les uns sur les autres, autour
d’'un bouquet d’eucalyptus dont les troncs
avaient été peints en rose pale...! Kadishman
était passé par la! Ceux qui ont vu le pa-
villon israélien a Venise en 1978 compren-
dront. Ce fut pour moi la révélation: j’entrais
ainsi d’emblée dans la carte postale de la
fantaisie et du réve!

Un certain nombre d’environnements m’ont
frappé par la qualité de leur présence, la
justesse de leur insertion dans l’espace am-
biant. Je ne peux les citer tous mais je
pense que le choix des illustrations, aussi
partial et partiel soit-il donnera au lecteur
une idée approximative suffisante de la di-
versité des travaux israéliens présentés a Tel
Hai. L’occupation et I’organisation du terrain,
du site naturel sont des problémes de base
liés a la condition quotidienne de la pré-
sence juive en Israél: I’enjeu du rapport na-
ture-culture est primordial. Certains artistes,
au premier rang desquels je place/ Dani Ka:
ravan, Pinchas Cohen Gan, Shlomo Koren,

of sleeping sheep, standing glued together
around a clump of eucalyptus trees whose
trunks had been painted pale pink...! Ka-
dishman had passed that way! Those who
saw the Israeli pavilion at Venice in 1978
will know what I mean. It was a revelation
to me. At once I entered the postcard of
fantasy and dreams!

A certain number of environments struck
me by the quality of their presence, the right-
ness of their inclusion in the surrounding
space. I cannot mention them all but I think
that the choice of illustrations, partial and
incomplete though they may be, will give
the reader a sufficient and approximate idea
of the diversity of the Israeli works presen-
ted at Tel Hai. The occupation and organi-
zation of the terrain, of the natural site, are
part of the basic daily condition of the Jewish
presence in Israel. The stakes involved in
the nature-culture relation are primordial.
Certain artists, in the front rank of whom I
place /Dani’ Karavan, Pinchas Cohen Gan,
Shlomo Koren, Ofek, Dalia Meiri and Joshua

CHARLOTTE MOORMAN in (byMoorman
& Paik) «TV Bra for Living Sculpture »
and’ « Guadalcanal Requiem » (videotape).
On next page, BUKY SCHWARTZ: White
Triangle, km 2,5x25x25 measured by
white flags, to be painted white.







Ofek, Dalia Meiri, Joshua Neustein témoi-
gnent d’une conscience aigué de ce probléme.

Ezra Orion a réalisé 2 mon, sens-l’une; des
pieces les plus spectaculaires décherbant le
lit d’un oued sur 300 metres et remodelant
la déclivité en trois paliers jalonnés, d’aligne-
ment de pierres ordonnées sur laxe de la
grande faille afro-asiatique qui va du. Lac
de Tibériade au cours du Nil et aux grands
lacs africains en passant par la 'Mer Morte
et la Mer Rouge: Towards the Rift. Spec-
taculaires et justes aussi, les infetventions' de
Micha Ullman, d’Eliraz ou de Buky Schwartz,
la tente au néon de Batia Arowetti, les dé-
coupages profilés de David Fine ou de Yar-
deni, les impressions lithographiques sur les
pierres des bunkers oti Tuly Bauman a re-
pris la « une » des journaux retragant quel-
ques moments chauds de la tension israélo-
arabe dans ce secteur, ou encore la structure
dodécatdrique de Zvi Hecker, élément mo-
dulair de base de sa création.

L’installation intérieure de Serge Spitzer,
le parcours néfléchi dans le bunker et le rap-
pel de la réduction miniature du batiment
m’ont frappé trés fortement. Serge Spitzer,
que j'avais vu lors de mon dernier voyage
en Israél au mois de mars batit au coup par
coup les éléments d’un langage trés évoca-
teur des pulsasions psychologiques, au ni-
veau de lallusion et d’une grande rigueur
minimaliste dans les moyens. A signaler aussi
les performances et la vidéo de Motti Miz-
rahi, collage d’images et de pulsions senso-
rielles (« Healings ») qu’il vient de présenter
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EZRA ORION, The Rift.




DALIA MEIRI, Stones and olive trees.

Neustein, testify to a keen awareness of this.

Ezra Orion produced to my mind one of
the. most, spectacular pieces, by weeding the
bed of a wadi for 300 metres and remodelling
the declivity in three levels marked out by
an-alignment of stones set on the axis of the
deep Afro-Asiatic rift that runs from the Sea
of> Galilee to-the Nile and to the great Afri-
can:lakes, passing through the Dead Sea and
the “Red " Sea: « Towards the Rift ». Like-
wise spectacular and right were the works
of Micha Ulimian, of Eliraz, or Buky Schwartz,
the neon tent by Batia Arowetti, the profiled
cut-outs by David Fine or by Yardeni, the
lithographic impressions on the bunker sto-
nes, where Tuly Bauman went back to the
front pages of newspapers to retrace some
of the ugly moments of Israel-Arab tension
in this sector, or again the dodecahedric
structure by Zvi Hecker, the basic modular
unit of his creation.

The interior installation by Serge Spitzer,
the route reflected in the bunker and the re-
ference to the miniature reduction of the
building, made a deep impression on me.
Serge Spitzer, whom I had seen during my
previous trip to Israel in March, erected one
by one the elements of a very evocative lan-
guage of psychological pulsations on a level
of allusion and of a great minimalist rigour
in the media employed. One must also men-

SERGE SPITZER, Of border nature (detail).
Installation Tel-Hai 80.



Pathway: « In these surroundings I perform my activity which consists of personal experience and an examination of the
een me and the environment »,
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TEL HAI 80

CONTEMPORARY ART MEETING

IDO ABRAVAYA
AVRAHAM ALAGEM OFEK
BATIA AROWETTI
ADINA BAR-ON
SHAUL (TULY) BAUMAN
PINCHAS COHEN GAN
YEHOSHUA ELIRAZ
DAVID FINE

RICHARD FLEISCHNER
MOSHE GERSHUNI
KRIJN GIEZEN
MICHAEL GITLIN

ZVI GOLDSTEIN

ZV| HECKER

YAACOV HEFETZ

DOV HELLER
MENASHE KADISHMAN
ALLAN KAPROW
SHLOMO KOREN

DANI KARAVAN

OFER LELLOUCHE
YOSSI MAR-HAIM
DALIA MEIRI

YIGAL MERON

MOTTI MIZRACHI
CHARLOTTE MOORMAN
JOSHUA NEUSTEIN
DOV OR-NER

EZRA ORION

DANIEL PERALTA
JODY PINTO
NICHOLAS POPE
ABRAM RAPHAEL
SHULI SADE GOSHEN
HA SCHULT

BUKY SCHWARTZ
SERGE SPITZER
NACHUM TEVET
MICHA ULLMAN

BOAZ VAADIA

ELISHA VOLOTZKY
YEHEZEKIEL YARDENI

The Tel-Hai 80 Contemporary Art Meeting constitutes an uncon-
ventional attempt implemented by an idealistic and equalitarian
society to actualize the conceptual relationships between art, society
and nature, within the spatial realm in which this society exists.
In its very initiation, this encounter touches upon the fundamental
aspects of the relationship between the individual artist and the
community of artists and his ties to the human surroundings which,
in all actuality, comprise his host environment. The physical envi-
ronment is transformed from an arena of raw materials into the
subject itself. The work processes involyed in this project expose
the artist to the dominant implications of the landscape, and to its
history to other artists forming a temporarily defined group within
this meeting and to the community. Consequently, the general percep-
tion of the artist evolves and he comes to be viewed as a worker
figure possessing awareness, involvement and propinquity. This alte-
red image of the artist can be explained by the fact that the public’s
bond with nature is more clearly defined than is its comprehension
of the art ceremony.
The necessity of launching an event which integrates creation in
nature with those materials that are found in nature, one which
includes exhibits, happenings and even environmental music, is likely
to provide support to the turn which is becoming evident in the
structure of contemporary art. This is Jin fact, the case even if this
necessity is defined by the members of the College’s Institute of the
Arts by its social-educational connotations rather than by its moti-
vation to attack the frameworks of artistic occurrence — and perhaps,
precisely because of this. The artist’s approach to nature itself, as a
subjfﬁI rather than a model — as a material and as a spatial realm —
Hat' been Highlighted ir the/intéhational art meetings of recent years.
It appears that this trend, namely, detaching the creation from the
context of the, museum artifact on the one hand and from its illusio-
“on thg cother, co’x,xhlements the perception of Israeli
age in nature within an emphatic social significance.
basalt“stone,'td digging in brown earth and to trees,
all found on® site. of their natural existence, has its roots in the
dilemmas of existentialism and ide{"tity and arouses definite associations
with personal and communal ‘myths. Far from the museum artifact, from
the economic component of the artistic product, art in nature — and
the> TelHai meetings includes, some forty works within this realm —
constitutes an explicit social and regional expression. The other fact
which precedes the convening of the Contemporary Art Meeting is its
organization in the public dimension. The intese and arousing invol-
vement with the landscape as a reality rather than as an exhibit
viewed within the confines of the art institute, becomes an adventure
in which the new art penetrates the consciousness of society. Although
creation-within-nature with materials-of-nature is conditioned upon
the artists’ sensitivity to forms found in the landscape, the general
public becomes apprehensive upon the invasion of art into new realms.
The processes described above and the public’s role in the crystalli-
zation o the encounter, transorm it into an interdisciplinary event
hearing social and political implications. Information created in the
language of art from local materials will be amassed within the realms
of Tel-Hai and its content will stem from political attitudes — as latent
as they may be. The landscape is the workshop, the reservoir of
material and the space of the exhibit itself. The artist performs as
farmer, shepherd and archaeologist.
Micha Ullman’s defense and lookout points, Dov Heller’s Pomegranite
Garden and Kadishman’s sheep are witnesses to actual situations
providing testimony which does not require illusion. Karavan’s laser
drawing which outlines the historical path of Kfar Giladi — Tel-Hai,
and the prints by Tuly Bauman gleaned from daily newspapers
depicting the bombing of the region, do not remove the evidence
from the site of its creation. These works testify to the region and to
its culturalpolitical significance and perhaps, in a parallel manner, to
the initiation of an art meeting within the midst of the landscape by
those residing in the region itself.

Amnon Barzel
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a la Biennale de Paris et I’autoportrait nar-
cissiste ou transnarcissiste d’Ofer Lellouche.

Zvi Goldstein, le plus milanais de tous
les artistes iraéliens, a présenté, fidele a lui-
méme ses affiches idéologiques, et cette prise
de conscience aigué d’économie politico-cri-
tique avait la valeur d’un rappel a I'ordre
dans cette explosion d’optimisme, couronnée
chaque soir par le trait de laser émeraude
de Karavan courant d’une ferme a lautre
dans le ciel de Tel Hai. Goldstein et Kara-
van: deux symboles symétriques de la bipo-
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larité d’Israél, la conscience analytique et
critique et I'imagination active liée a la ma-
gie inventive du nombre, le sens des contra-
dictions humaines et la volonté d’en assu-
mer la synthése dans une oeuvre de beauté
et d’harmonie des proportions.

Comment peut-on étre artiste et israélien?
En assumant cette difficulté d’étre dans sa
vision des choses, dans la structuration de
son propre langage, dans son rapport au
monde. Dans la recherche d’une sur-identité
de synthése qui aille au dela de I'identité
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tion the performances and video by Motti
Mizrahi, a collage of images and sensorial
throbbings (« Healings ») which he has just
shown at the Paris Biennale, and the narcis-
sistic or trans-narcissistic self-portrait by Ofer
Lellouche.

True to himself, Zvi Goldstein, the most
Milanese of all the Israeli artists, showed his
ideological posters, and this penetrating
consciousness of politico-critical economy
rang like a call to order in this outburst
of optimism, crowned each evening by Ka-

MK .00, ¥y .80 05N, “mepnw
“Reflections”, Tel Hai 80, wood, water, lig

i

ravan’s emerald-green laser beam running
from one farm to another in the Tel Hai
sky. Goldstein and Karavan: two symmetri-
cal symbols of Israel’s bipolarity, an analy-
tical and critical consciousness and active
imagination linked to the inventive magic
of numbers, the sense of human contradic-
tions and the will to synthetize them in a
work of beauty and harmonious proportions.

How can one be an artist and Israeli?
By assuming this difficulty of being in his
vision of things, in the organization of his



juive, acceptée en tant que telle comme un
fait d’évidence. Gershuni nous montre avec
une impitoyable obstination que la crise de
la véritable identité nait dans l’au-dela des
évidences (« With the blood of my heart »).
Une culture marginale comme celle d’Israél
échappe a son provincialisme mesquin et rou-
tinier dans la mesure ou elle se projette a
la charniére opérationnelle des motivations
et des moyens du langage. L’enjeu consiste
en fait a récupérer le répertoirs des courants
dominants a I’échelle internationale et a les

utiliser comme des éléments de catalyse d'une
réaction personnelle au contexte vital, a I’his-
toire, a la géographie, a la politique, au ter-
roir, a ’événement.

Alors les idées dans le vent risquent de
germer sur une terre plus fertile en rejets
originaux. Les recettes a la mode prennent un
autre sens et une autre saveur: c’est de la
catalyse et non de l’amalgame mimétique
que les communautés marginales peuvent re-
tirer le meilleur emploi des données prati-

language and in his relations with the world;
in the search for a sur-identity of synthesis
reaching beyond Jewish identity accepted as
such, as a self-evident fact. Gershuni shows
us with relentless obstinacy that the crisis
of real identity arises beyond the evidence
(« With the blood of my heart »). A mar-
ginal culture like that of Israel escapes its
petty routine provincialism in the measure
in which it can project itself through the
operational hinge of the motivations and
means of language. It is necessary in fact to

JUDY PINTO, Stone Wall.
On the left, DANIEL PERALTA, Reflection, Tel-Hai
80, Wood, water, light.

retrieve the repertoire of dominant move-
ments on. an international scale and to utilize
them as elements of catalysis in a personal
reaction to the vital context, to history, geo-
graphy, politics, the soil and the event.
Then the ideas in the wind are likely to
germinate on more fertile and original ground.
The fashionable recipes take on a different
sense and flavour; it is from a catalysis and
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JOSHUA NEUSTEIN: Hay balls (paper).
Top:

MICHAEL GITLIN, For « A.S. » Tel Hai 80.
On next page, the Argentine YEHESEKIEL

On the right, working in process.
YARDENI, who has lived in Jerusalem since 1952.
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ques du répertoire de la culture internatio-
nale.

Voila ce que j'ai pressenti a I’heure de
vérité de Tel Hai, la renaissance, oy la con-
tinuité d’un langage spécifique, assumées dans
les termes de la modernité internationale.

Etrange alchimie, secréte génératrice de
chaleur, de foi, de sympathie, d’optimisme
envers et contre tout. Il y a la une lecon a
méditer.

Au dela de I’absurde existentiel, ressenti
au plus haut point sur cette terre biblique,
'instinct vital demeur sources d’énergie et
d’espoir, dépassement des contradictions. Ce
panorama de l’art d’Israél concrétisé sur le
terrain de l’action, de la permanence et de
la survie a « Tel Hai 80 », constitue un
témoignage parfois embryonnaire, souvent
inachevé, mais largement positif.

Pierre Restany
Paris, Octobre 1980

not from a mimetic amalgam that marginal
communities can put the practical data of
international culture to the best use.

This is the inkling of what I felt in the
hour of truth at Tel Hai; the rebirth, or con-
tinuity, of a specific language, assumed in
the terms of international modernity.

A strange alchemy, secret generator of
warmth, faith, sympathy and optimism to-
wards and against everything: there is a
lesson to meditate upon here.

Beyond the existential absurd, sensed to
the highest degree on this biblical land, the
vital instinct remains a source of energy and
hope with which to overcome the contradic-
tions. This panorama of art in Israel, put
into concrete form on the terrain of action,
permanence and survival at Tel Hai, consti-
tutes a sometimes embryonic, often unfinished,
but broadly positive testimony.

Pierre Restany, Paris October 1980

(translation: Rodney Stringer)
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«Si va per cominciarey
allinsegna del VIVE

L’Amministrazione Provinciale di

Pavia da qualche anno orga-

nizza, d'estate, incontri e rassegne d'arte, musica, letteratura, teatro,
cinema, ecc. L'edizione 1981 di « Si va per cominciare » per quanto
riguarda l'arte d’avanguardia si e svolta all'insegna del VIVE, che
¢ la sigla operativa di William Xerra, a commento della quale pub-
blichiamo qui di seguito un dialogo tra Pierre Restany, Gabriele Al-
banesi, che ha coordinato la rassegna, e lo stesso artista.

Una mostra e delle performances hanno visto
gli altri: Armando Marocco e Fernando Sulpizi
con frontespizio » azioni integrate

protagonisti, tra
in « Sette pagine
dall’opera omonima di Rainer

Maria Rilke, per pianoforte (al piano Stefano Ragni); Luciano Ferro

e William Xerra in « A gentile richiesta»,

video, musica, azione;

Corrado Costa in « Costacolor » poesia per film; Alzek Misheff nella

performance « Diario della trav
trio Valeria Magli, Giuliano Zosi,

ersata dell’Atlantico a nuoto »; il
e Xerra in « Ginnosofia » azione

per musica, mimo e visualita. Nella piazza principale & stata inoltre
proiettata l'azione-video « Verifica dal vero» di Pierre Restany a

cura di Lola Bonora,

direttrice del centro video della sala poliva-

lente di Ferrara, e con la partecipazione di Carmelo Strano.

— Restany: 1l concetto tipogra-
fico di « VIVE » & chiaro nell’o-
pera di Xerra, & chiaro come
fatto iconografico. Per diventare
la tematica strutturale di una
settimana di interventi e di azio-
ni e di contatti umani, bisogna
andare al di 1a del puro concet-
to formalista e linguistico, biso-
gna andare alla sorgente del pro-
blema stesso, cio¢ la motivazio-
ne fondamentale umana.

L’operazione tipografica « VI-
VE » & il risultato di un’azione
che si sviluppa in diverse fasi.
La prima fase & la « cancella-
zione », la seconda & la « riabi-
litazione » della cosa cancellata
e corrisponde ad una motivazio-
ne umana molto precisa, un atto
di volonta. Il cancellare una cosa
scritta, una cosa affermata co-
me tale, cancellare un’afferma-
zione, ripensarci sopra e ritorna-
re allo stato « quo antea», ciod
riabilitare l’affermazione negata.
Nell’attimo di questa operazione
esiste tutta una struttura del pen-
siero, esiste un’articolazione di
atti di coscienza, che hanno la
possibilita, essendo analizzati e
strutturati, di creare proprio un
quadro degli interventi futuri.
La parte cancellazione corrispon-
de proprio allidea critica del ri-
fiuto, del rigetto. Questa pud a-
vere diverse forme, a livello visi-
vo e a livello audiovisivo. Ne &
un esempio la poesia visiva, ba-
sata sulle parole cancellate, sul-
la cancellazione come fatto strut-
turale alla poesia visiva. La ria-

bilitazione pud essere considera-
ta anche nel senso, pil largo, del-
la parola: come si fa a riabilita-
re, per esempio, una cosa di-
menticata, [una. cosa passatacdi
moda, perché esist¢ ‘una specie
di determinismo ciclico,, che, fa
si chel certé cose in’ voga' passa:
no di moda; peoi, dopo un certo
periodo -di tempo, vengono, recu<
perate e riabilitate. Anche il fe-
nomeno, della moda in se stes-
s0.“ebn/1a" st refativitacel soprat-
tutto con il suo determinismo di
recupero, fa parte del concetto
di « VIVE ».

— Xerra: E se moda vogliamo
chiamarla, il rinascimento, il
neoclassicismo, tutti i rinasci-
menti fanno parte di questo con-
cetto di riabilitazione.

— Restany: Se tu per esem-
pio scegli il tango, il liscio, an-
che questo fa parte proprio di
questo concetto di riabilitazione.

Come & nato il liscio, come si
¢ inserito insomma in un fatto-
re sociale, socio-economico, so-
cio-culturale, come & diventato
P'immagine di una civilta, come
¢ stato esportato in Europa e co-
me in Europa & diventato un fat-
tore diciamo di civilta, un mo-
mento del costume europeo...;
come ¢ passato di moda, perché
ad un certo momento il jazz ha
avuto la parte migliore sul tan-
go, perché anche & cambiato lo
spirito collettivo...

Il tango & nostalgia, il tango e
sensualita diretta, un po’ gros-
solana, un po’ grezza, ¢ jazz, e
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frenesia urbana ed & legato an-
che alla sensibilita negro-afri-
cana.

Si pud spiegare il perché del-
Poblio del tango dopo la sua
morte, dopo. il suo grande suc-
cesso. E interessante segnalare il
ritorno  abbastanza consistente
del liscio oggi.

Questa & una generazione di
rinascimento, se posso dire, di
riabilitazione.

Tu interpreti i due momenti
dell’operaziode « VIVE »: can-
cellazione, cio¢ operazione criti-
ca e riabilitazione, operazione di
superamento dialettico delle con-
traddizioni, legata proprio alla
cosa riabilitata. Allora puoi strut-
turare cosi dialetticamente tut-
ta l'operazione. Il concetto di
« VIVE » & dialettica, & dialet-
tica pura, cio¢ antitesi e di nuo-
vo realizzazione della tesi, per
arrivare a una sintesi che sareb-
be la cancellazione; antitesi & af-
fermazione dell’antitesi e la ria-
bilitazione & affermazione della
tesi. Allora la sintesi si fa a ro-
vescio. Tu non cominci dalla te-
si per scontrarti con l’antitesi e
arrivare alla sintesi; I’operazio-
ne si fa a rovescio, avviene pri-
ma l’antitesi e dopo, nel riabilita-
re la tesi, arriva la sintesi.

— Xerra: Un momento di ri-
flessione per la sintesi.

— Restany: Esatto, questo che
tu dovresti proprio cercare di
incarnare nei fatti & che tu pren-
da questo schema operativo. Ab-
biamo parlato della poesia visi-
va, abbiamo parlato del tango e
del liscio...

— Xerra: Parliamo del tuo au-
toritratto, come lo vedi imposta-
to in questo momento.

— Restany: Quando abbiamo
parlato del mio autoritratto non
avevamo tutte queste idee in
mente; se devo partecipare a que-
sta settimana tua, a Pavia, con
un video-ritratto mio, devo anche
concepire lo scenario di questo
video-ritratto in questo modo dia-
lettico. Nella struttura stessa del
mio essere ci sono delle cose
che fanno parte del campo della
cancellazione ed altre che fanno
parte del campo della riabilita-
zione. Posso anche, se posso di-
re, autoritrattarmi su questo mo-
do dialettico, se voglio stare al
gioco. La cosa importante & di
far capire questo concetto strut-
turale e fondamentale alla gente,
in modo che loro possano an-
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che aggiustare il loro comporta-
mento, il loro contributo a que-
sto schema dialettico. E la cosa
¢ abbastanza chiara, perd & in-
teressante per questo. Evidente-
mente questa & la via delle diffi-
colta, perché cid timpegna di
pill, ma ti da anche la possibi-
lita di riflettere sulla tua meto-
dologia poetica, e andare al dj
la del fatto puramente iconogra-
fico. Evidentemente tu hai uti-
lizzato questo processo iconogra-
fico per crearti una motivazione
di linguaggio, e forse fino ad ora
non avevi neanche bisogno di
andare al di 1a, perché ti basta-
va per la tua pittura; ma se tu
fai questa riflessione evidente-
mente vai ancora pill in profon-
dita in questo concetto, e maga-
ri ne uscirai anche tu un po’ di-
verso. Forse & una riflessione an-
che abbastanza utile per il tuo
pensiero poetico in generale. La
cosa presuppone da parte tua
una specie di riflessione sinteti-
ca in anticipo, e quando ayrai
cosi chiara in mente la inqua-

-dratura dellinteryento, allora pos.
" trai incominciare ad avere i con-

o196 1a. gente

tatti con la gente. E una propo-
sta chiar@, “ana proposta di’me-
todo, gabbastanza/ “strutturale™ ‘e

dialettico stimolarer | Non * &
che gia u%e;siohé ‘ancora una
volta psico sulla gente, non
¢ un fatto di prepotenza, & una
proposta di metodo, nient’altro.
(36| lay sente, /forse,
anche "questo € un rivelatore in-
teressante; forse avra delle rea-
zioni di prepotenza.

Ti posso obiettare: io sono un
uomo di cultura, ho il mio modo
di pensare, perché dovrei alte-
rare la mia struttura mentale per
farti piacere?

Tutto cid & una riflessione
strutturata anche in un metodo
operativo.

— Albanesi: Questo & preve-
dibile. E importante, caro Wil-
liam, che tu mantenga questa tua
omogeneita di lavoro col tuo
passato anche allinterno di que-
ste serate a Pavia. Tu fai il tuo
discorso e lasci aperti degli spi-
ragli all'intervento della gente,
senza forzarli, come dice Resta-
ny, ma tutto in modo abbastan-
za omogeneo: la tua & una trac-
cia di carattere teorico alla quale
ci si pud adeguare.

—  Restany:
questo ti da la possibilita non
direi di giustificarti, ma di chia-
rire sempre di pil, nella situa-

e
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Evidentemente -

zione operativa stessa, il tuo pen-
siero.

— Albanesi: C’era un altro
tema: l'ultima volta che ci sia-
mo incontrati con William par-
lavamo di riflusso.

— Restany: 11 riflusso & anche
la riabilitazione di certe cose
cancellate, perché certi valori
cancellati possono essere ripro-
posti.

— Albanesi: Tu cancelli an-
che il riflusso in realtd, mentre
lo affermi, in fondo lo superi
soprattutto perché poni un mo-
mento propositivo.

Restany: E interessante,
perché questo fa parte piuttosto
della prima parte: cancellazione.
11 riflusso & basato su un concet-
to realista, il riflusso non & una
illusione, il concetto realista, il
concetto anche in un certo sen-
so empirico & quello del falli-
mento delle ideologie. Evidente-
mente questo fallimento delle
ideologie & un fatto di cancella-
zione. E dunque interessante stu-
diare questo.

Il riflusso & basato sul falli-
mento ideologico, il fallimento
ideologico del marxismo, della
psicanalisi.

— Albanesi: Questo & interes-
sante anche in riferimento alla
realta culturale della provincia;
anche a Pavia per esempio si &
arrivati, a livello di politica cul-
turale degli Enti locali, ad una
specie di retorica dell’offrire cul-
tura, ad una specie, per esem-
pio, di retorica dell’animazione.
Adesso c’® un momento di rifles-
sione che pud essere facilmente
inteso come riflusso e tu vieni a
confrontarti con questo riflusso.

— Xerra: Tu hai avuto un
grande momento di cancellazio-
ne con il naturalismo integrale,
una grande cancellazione, a li-
vello totale.

— Restany: Ho preso una
grande distanza nei confronti del-
la mia propria cultura e della
struttura della mia sensibilita.

— Xerra: E una distanza che
evidentemente oggi devi, in un
certo senso, tentare di diminuire,
per arrivare ad un concetto in
fondo, pitt « borghese». O ti
mantieni su questa distanza, per
partito preso, oppure consideri la



tua posizione, che poi & la no-
stra, in una situazione « borghe-
se», e quindi per forza ti devi
« riabilitare » in modo nuovo.

— Restany: La condizione bor-
ghese non c’entra. Io non sono
mai uscito dalla condizione bor-
ghese. Non sono solo andato ad
affrontare la foresta, ho fatto
parte di una spedizione con una
preparazione scientifica. Dunque,
non sono diventato un avventu-
riero, lo sono stato magari a li-
vello mentale. Ma per fare que-
ste esperienze non ho abbando-
nato tutto; mi rendo conto che
la vera avventura & tentare di
fare le cose che ho fatto io, con
un budget finanziario fisso, con
una troupe di cineasti, tutto que-
sto strutturato in modo raziona-
le. Questa & una cosa. Farla co-
me un’ayventura personale, &
un’altra cosa. .

Non ho voglia di assumere una
contraddizione che non & mia,
non ho mai avuto l'idea di met-
termi in situazioni di rottura con
la mia civilta borghese. No. Ho
vissuto tutta un’esperienza inter-
na, ho messo a fuoco meccanismi
della mia percezione, della mia
sensibilita, della mia coscienza
psico-sensoriale, in un mondo di-
verso ¢ li mi sono reso conto
che c’era tutto un mondo da ri-
strutturare in me, quello dell’e-
mozione e della sensibilita.

Allora, quando ho fatto il Ma-
nifesto ne ho tratto dei princi-
pi: la riabilitazione si fara da sé,
perché non voglio essere io il pro-
tagonista maggiore, altrimenti a-
vrei fatto tutto un altro tipo di
azione, avrei strutturato la mia
esperienza in un modo operati-
VO Ppreciso.

Avrei fatto magari un grup-
po, avrei creato un altro « ismo ».

Allora se vuoi & un proble-
ma giusto, ¢ una domanda giusta
quella che tu mi hai fatto.

Perd io credo che questo tipo
di riabilitazione deve essere piut-
tosto il fatto di un’evoluzione ge-
nerale. lo ho la speranza che
tutta questa nuova pittura e tut-
ta questa « transavanguardia »
non mi prenda per fatto di co-
modo, come uno dei suoi ispi-
ratori.

E il naturalismo integrale pud
essere considerato come la giu-
stificazione di questo ritorno ad
una normalitd piu gretta.

Per il momento nessuno ha
fatto ancora questa confusione
volontaria.

UNA MOSTRA DAL SAPORE NATURALISTICO

La post avanguardia di

Bruno Munari:

olio puro su tela pura

Olio su tela & il titolo della
mostra che Bruno Munari ha
tenuto recentemente a Milano
alla Galleria Apollinaire del
sempre intuitivo Guido Le No-
ci. Alle pareti il frutto di al-
cune ricerche rigorose fatte dal
designer: pezzi di tela, di ca-
napa, di lino, di cotone, di ba-
tista. Sulla tela tracce di colo-
re puro, di lino, di papavero,
di ricino. Il sapore naturalisti-
co di questa operazione risul-
ta evidente. La via concettuale
(dal punto di vista estetico)
stavolta «si macchia ». Vuole
essere finalmente davvero au-
tentica.

n ik razionalisme - di ) Munari,

dunque ha ideato una proposta

icale ed essenzialista.
Il colore’ essere di trop-
po, 1’:nﬁ1f“"'f"f e altrettanto, €
cosi la ngﬁna. Quésto| atteg-
giamento, ' ¢hey intende oltre-
passare la radicalizzazione, mo-
nocroma di Yves Klein; ha il

sy momento di_arresto nella

materia’ prinia. (Niente ' 'corpo,
niente performance, niente con-
cetti). Che & servito a un arti-

sta per fare qualcosa? (Tela
diciamo pure il supporto) e co-
lore. Valori, questi, « arricchi-
tisi » a dismisura. Ma che co-
sa pud servire a un artista, og-
gi, troppo carico di storia, di
esperienze, di avventure? Ecco
la risposta di Munari: la tela
pura e il colore puro.
Insomma, giocando con un
rimando parola-concetto, po-
tremmo dire: parole che si ag-
giungono, materia che si toglie.
Si radicalizza la sostanza at-
torno alla quale si devono u-
sare parole, parole, parole. Ma
dinanzi alla ricchezza sintetiz-
zata nella « cosa » e alla mole

1Mdi parole da usare per specifi-

carla, ¢’® in questa operazione
di Munari una riduzione «in-
tuitiva » dell’idea. Pensi la te-
la quale bisogro elementare
(estetico), pensi il colore qua-
le bisogno elementare (esteti-
co). E la sitazionue dell’« uno »
in cui la ricchezza dell’espe-

/¢ienza defluisce e affluisce a

furia di levare, di « disossa-
re». (C.S.)

Due immagini della galleria Apollinnaire all'inaugurazione della mo-
stra di Munari. A destra: Guido Le Noci, Lea Vergine, Gillo Dorfles.

(Foto Somaschi).



Equilibrio naturalistico in Vasco Bendini:

tra logica ed esperienza

Una mostra alla galleria Attico Esse-Arte di Roma e una recente,

curatissima monografia per le edizioni

Lo Spazio di Napoli hanno

richiamato ancora una volta (et pour cause) lattenzione sulla ricca

personalita di Vasco Bendini.

Il libro riporta tra laltro i saggi scritti, a cominciare dal
Maurizio Calvesi che dell’artista romano di

’59, da
origine bolognese ¢ stato

sempre attento estimatore e scrupoloso esegeta,
Nella lettera in premessa il critico, ricordando le dure lotte so-
stenute negli anni cinquanta a favore dell’« arte contemporanea »,

rivolgendosi a Bendini, precisa:

« A te pero anche all'interno di que-

sto spazio ristretto veniva spesso riservata una diffidenza tutta par-
ticolare, un’incomprensione tutta speciale: proprio dalla quale, anche,
nasceva il mio accanimento ad occuparmi del tuo lavoro, nella cer-

tezza della sua alta qualita. Che ora

mi sembra finalmente ricono-

sciuta a pieno, o sul punto di esserlo ».

1l _catalogo della_mostra si avvale di una_ testimonianza di libero
slancio poetico di Emilio Villa che qui in buona parte ¢ riportata.

Una severa e appartata, assorta
insiderazione, per cui il mondo

(e citiamo qui il mondo come’l

mundus, proprio strettamente in
senso cosmologico, o di cosmogo-
nia) nutre il colore, e il colore
nutre il mondo, e I'uno e l'altro
alimento, che si condividono, so-
no reciproco riconoscimento e di-
sconoscimento, e cospirata rissa
della mutazione allo stato puro,
cio¢ nel paradigma di un’ottica
meticolosa, sola, sobria, assediata.
Si spargono cosi i semi di oscil-
lazione e di veemenza dell’afflato,
per distendere il campo dell’ener-
gico tra due punti dello specchio
accecato, i due punti della inac-
cessibile uguaglanza, labile ed
evocata, scansione impossibile, po-
sitivo-negativo unanime: di cui il
segnale, o simbolo (cio¢ il qua-
dro segnato, il grado di opera-
zione, la pittura fisica, accerchia-
ta e accelerata dai suoi sintomi
pilt segreti, pitt discosti, pitt men-
tali, genera la notazione, o nu-
tazione, il neuma trepidante e
sensibile, non come oggetto se-
condario, ma come nucleo abis-
sale, infinitamente minimo appa-
rato, impianto tenue dei livelli,
strati, periodi, degli agglomeri o
nodi o grovigli di un pi gran-
de meccanismo: umori astrusi dal
condenso, la rete sinottica dei co-
rimbi, o Pattesa dell’arpa piena
e liscia di silenzi, perfetta di mi-
sura, protagonista di correnti,
traccia di scambi e di emissioni
spontanee. In ogni atto, in ogni
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attimo, 'si va a deporre, in giaci-
tura semplice, I'atto e I'attimo del
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proprio per respirazione, o escla-
mazione perfino, della mente; per
alacri trame e interferenze della
porzione di fisicita che preme e
avvolge l'oltre, per transduzione,
per valichi di echi e gradi non
materiati, velando laceri e scontri,
squarci e filitura della oscura, ar-
cana, fissa fisicita.

Cosi, per memoria, intendiamo
questa pittura. L’ardua rimonta,
la risalita in ostinata quotazione
verso il Momento (Momento-zero,
Momento-infinito), per trasversata
o tragitto o traiettoria, a filo teso,
lungo le sorgenti del mondo-geni-
to, favoleggiato e seminato nella
mente (la mens pittorica). Fram-
mentazione fratturazione sgretolo
di una unica ostensione del tra-
salimento cieco, estensione anop-
tica del corpo e della memora-
bilita, a intermittenza dello sguar-
do, unico, unito: margini di fu-
sioni, forme della emissione e
della fuga, della dilatazione, ri-
cerca della molecola luminosa
con-divisibile, currens emphasis e

insieme peremptio, da soglie at-
tentamente delineate, in emissio-
ne [..].

La pittura di questo genus non
pud essere definita di esistenziale
condizione: ma passaggio di uno
stato di vita all’altro stato di vita,
da alvei ad alveari; e adegiarsi
dell’essere in oscillante velame
(velum templi scissum est), nello
schema, nella forza stessa del vuo-
to bianco (del « muovere ») dove
si paragonano, in unica esperta
incessante (perenniter extensa)
coesione, gli stati di vita, e i cen-
tri vitali, la estatica pazienza del-
Paffioramento, la presa di emer-
sione, la pressione inaudita del
mondo: indifferenza provata, trac-
cia fisiologica, memoria restituita,
surrezione e premura destinate:
come una destinazione e prede-
stinazione intensiva, estensiva,
dell’attesa tragica: attesa & del-
"'Omogeneo, e dell’Ologeneo. Sot-
to specie di: velario, vessillo, su-
dario, sindone, simulacro, semi-
nati tra una eco cosmologica e
la finale interdizione; concitate,
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coagulate, strette, sfrante, atomiz-
zate animazioni, (come di aliti, di
anime, di ali deperite), acrobazie
di pure scie, dissolvenza o solu-
zione di incerto potere immagi-
nario (e immaginario come: re-
cupero, riscatto, esenzione, resti-
tuzione, expiatio, autotomo, cita-
zione, eccitazione, intervenzione,
concisione, fraseggio assiderato
considerato: fraseggio della som-
ma Alberatura della luce, alla
fine di questa lunga fuga e te-
nace riverbero); a creare lim-
mane instabile Tenda, inserita nel-
IIntimo (I’Abisso minimo), che
gli iati citano e I'impossibile ri-
torno della Larva Perpetua irriga;
descensio liquida, tra anelo e an-
nullo, e i radicali reciproci, e la
frattura immaginaria demoltipli-
cata in frantumi fragili di conget-
tura e abbaglio. Il nodo della luce
cosi semina il campo dell’aria
apollinea, sine loco, sino tempore,
saeculum seculi, ritagli trasparenti
del millennio imminens-eminens,
immanens-er ! e
manans, minans pulvis. Come toc-
care con lo sguardo una frazione
di vento immemoriale e senza
causa, senza il se causa sui, il se
spettro ospite € avverso, dove la
fuga consumata dal centro e il
solo effetto dell'ombra non-causa,
non-causata. Questa ombra & ri-
cerca e immagine, inchiesta e se-
gnale che la pittura opera: come
a voler creare un principio non
conosciuto di minima energia per
massima instabilita.

mm

Emilio Villa

Immagini di azioni per un'essu-
dazione totale (1967 e 1968): mo-
dello lux e persona fisica, cm.
105 x 76 x 96.
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I1 Pomo della discordia

Con questo titolo sono state
esibite alla galleria Bonaparte
(sale Matisse e Duchamp), a Mi-
lano, opere di 39 artiste di ri-
cerca operanti nella regione Lom-
bardia. Una mostra a carattere
esemplificativo, in quanto rispec-
chiava il dossier critico contenuto
nell’lomonimo libro di Pierangela
Rossi Sala e Carmelo Strano, e-
dizioni Bonaparte.

Pomo della discordia quale
«ironia sull’ironia di coloro che
fanno il risolino sulle donne ar-
tiste »: cid dal momento che, tra
laltro, alcune di esse sono tra
i piu significativi esponenti del-
l’arte italiana dei nostri giorni,
come Nanda Vigo, Carmengloria
Morales, Grazia Varisco, Betty
Danon, Dadamaino, Vanna Ni-
colotti.

« Una tale indagine deve po-
tersi fare con serenitd se & vero
__ sottolinea Carmelo Strano in
premessa — che finalmente l'ar-
te & vista come un fatto di co-
municazione linguistica legata in-
nanzitutto ai fattori connotativi
di un’epoca prima ancora che
agli imparentamenti sessuali ».

«Non & polemico, né femmi-
nista, né antifemminista — rile-
va ancora il critico — privilegia-
re, sul terreno della psicologia
dell’arte, la componente donna,
di considerare la vivace creati-
vita odierna sotto l'ottica di ta-
le “variabile costante”... Ovvia-
mente non si & richiesto nessun
certificato medico per questo, CO-
me suggeriva l'americana Doro-
thea Tanning scrivendo a Lea
Vergine a proposito della mostra
”L’altra meta dell’avanguardia” ».

Alcune di queste artiste si so-
no peraltro rivelate particolar-
mente sensibili al problema del-
la rieducazione sensoriale attra-
verso lindagine in profondita
della natura e comunque sensi-
bili a un solido supporto di ri-
cerca individuato nella natura. E
il caso di Valentina Berardinone,
col suo senso dell'impronta su
marmo, del cosiddetto gruppo
Metamorfosi  (Lucia Sterlocchi,
Lucia Pescador, Alessandra Bo-
nelli, Gabriella Benedini), di Cla-
ra Scarampela, le cui emulsioni
si basano sul senso acuto del
flusso cosmico delle energie. Ma-
rosia Castaldi, la pilt giovane
del gruppo, da alla materia il
movimento del magma presto
corretto da attitudini situazio-
nali.
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