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MICHA ULLMAN
Born in Israel 1940

“Up to Here” - Israel Museum - the Boundaries
Exhibition -1980. Two mud constructions
placed in front of the Museum. Each
construction consists of a chair in a state of
observation and anticipation.

“Ashmoret III* - Venice Bienniale - 1980. Five
mud chairs in pits under the floor, in the form
of a cross or a plane all facing in the same
direction, their “heads”™ outwards, in a state of
waiting.

“Evidence” - the Tel Aviv Museum 1980. Two
chairs, in a pit in the ground, covered with glass,
facing one another, and above them the bench
“looks on™.

“Pit Settlement”, Tel Hai, 1980, an
entrenchment tormed of a set of personal pits
made of stone and mud, up the slope of the
mountain.

“The Road”, 1982. A chair, soil, made ofllm-mm TR NINK PIIX

sections, a downward view into the ground.
“The Sky™ - Tel Hai, 1983. The work is hewn
into a large rock on the upper slope of the
mountain, above the Huleh Valley, with a stone
chair suspended between the two sections of a
cleft rock. The Chair faces upward, in a state of
fall, above a channel hewn into the rock. The
motif of the Sky appeared previously, in a series
of blue and white prints.

One can view these works as stops in 4
sequence of changing situations, in slow

movement, of chairs. At first horizontal, flemblic Ar

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

My father-in-law, Eliahu Reuveni, a native of
Tiberias, was one of the settlers in Hamara, close
to Tel Hai, in 1919. He relates: “The conditions
in Hamara were extremely hard. The new settle-
ment by the river Hatzbany was surrounded by
Arabs and Beduins. When the situation wor-
sened, Josef Trumpeldor, the top security man,
arrived. At this stage only three people remained
in Hamara, Eliahu Reuveni, David Dubronsky
and Maure Hanagar. Trumpeldor’s decision was
to abandon the place because of the impossibility
of defending it.

Eliahu packed all his belongings, including an
ancient carbine, dug a hole in the yard, and
buried them there. The next day he went up to
Metulla where, together with Abraham Hertz-
feld, he looked upon the burning down of Ha-
mara by Arabs from the surrounding area.

Micha Ullman — August 1983
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DOV OR NER
born in France, 1927
lives in Kibbutz Hatzor
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The Fat Man
The next a;gmic bomb to be exploded was 4 1‘1‘5 s B,
dropped on Nagasaki on Aug. 9 (Japan j ~ g3 I g SO
st 20,000 persons were killed and 25,000 in- Amaflc{ Early Megid Krchive
; ) fled s
1 ALY
Why War? Einstein to Freud, July 1932 W

»_. Another guestion follows hard upon it: How
is it possible for this small clique to bend the will |,
of the majority, who stand to lose and sufferbya .. .
state of war, to the service of their ambitions?(In - 7
speaking of the majority, I do not exclude sol- 7 ¢
diers of every rank who have chosen war as their
profession, in the belie that they are serving to
defend the highest interests of their race and that .
attack is often the best method of defence.),” 3R ¢ - R > o =
Freud to Einstein, Sept. 1932. ”..Why do you B 8 = 2% g =
and I and so many other people rebel so violently ' - g, : 2 P -
against war? Why do we not accept it as another
of the many painful calamities of life?"... ... The
answer to my question will be that we react to
war in this way because everyone has a right to
his own life, because war puts an end to human
lives that are full of hope, because it brings indi-
vidual man into humiliating situations, because RN
it compels them against their will to murder A7 /\
other men, and because it destroys precious ma- )
terial opjects which have been produced by the

labours of humanity...”

=
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DENNIS OPPENHEIM
born in U.S.A. 1938
lives in New York

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

Well, machines are a rather perfect device to
use as a metaphor for thinking. They have real-

time as well as image and function parallels. Ma-

chines relate to our thought and biologi¢al pro-
cesses. There are numerous inside/outside
connections between the self and the morphol-
ogy of machines and industrial systems that can

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

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

inner yvorkin&& By aligning these subconscious
Iimnpulisésiwith

1l $ésory extensions, I felt I
could objectify the mechanics of thought.
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“Towards the Annapurna 1981
The Himalayas 4000 m'.
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EZRA ORION
bornin 1934

lives in Sdeh Boker

Towards the Rift 80-83

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

The winter of 80/81 was rainy. The rainfall T, T
measurement at Kfar Giladi taken to April Wag] 1) ¥/l R
1010.5 mm. January was the rainiest month of %
all. On the 11th 76.9 mm. of rain fell, and the

flow within this work overflowed. The largest P

: “To he rift” - i 9
rock and one of the upper 3 rocks, which were wards the rift” - Tel Hai 80 1980 ™on

part of the project at Tel Hai 80, fell forward on ' ; . o3 ;

their faces. And in spring, the plant life renewe: . ARTLAB Towards the if” - Tel-Hai 80 - 1960 2N
itself in great force. In the summer of 1981 1 re- : e o
emplaced the rocks, using a heavy tractor, and 1
designed the channel to divert the water flowing
in the stream towards the road to the west of the
work. Public A
In the fall the area was sprayed to prevent sprout-
ing. In winter 81/82 598.3 mm of rain fell in the
area. The streams were diverted according to
plan, but broke through at a number of points.
Plant growth was very Strong. I considered dee-
pening the diversion channel and strengthening
the soil embankment along its length, and in the
process it became clear to me that the work was
straying from its essence. I realized I had to get
rid of the 3 rocks and actually to deepen the
natural flow channel.

In the winter of 82/83 928.1 mm. of rain fell.
In the winters to come the streams will further
deepen the rift. A plant cover 1.5 meters tall will
be part of the characteristics of the work, and will
be stripped bare should there be fires; facing the
Afro-Syrian Rift, which is developing conti-
nuously as an element of the global tectonic
sculpturing process.

This coming October, after a 2 year interval, I
shall climb the Anforma Rift, in the Himalayas,
to develop the work.
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ILAN AVERBUCH

born in Israel, 1953
lives in New York

Things I was thinking about.

An environmental work, a literary structure,
and opposing elements. The use of material with-
out “worshipping” the material; visual expressi-
veness, various rhythms, figures and mystery.

A view from afar which reveals an element at-
tracting attention. An image, creating a figura-
tive association; and movement in the context of
the elements. The motion toward the sculpture
creates a change of scale; and therefore, the walk-
ing in itself becomes meaningful. The distant pic-
ture changes in a world of material and strange
physicality. A passage from the image into what
exists. A metamorphosis — from a distant con-
struction possessing a certain association — into
the interior of an artificial theatricality.

An absurd balance. And alongside, a trench,
flora and growth in the shade of ruins. Emotional
loads linked to symbols. While walking toward
the sculpture the symbols change, and with them
the emotional load. This is a moment of recogni-
tion, and the recognition leads to questioning. I
wanted an encounter point between present and
future, a place where romanticism encounters
tragedy. For a moment, it seems like a cere-
monial sight, which is to say, a sight for a group,
a remnant which provokes a yearning, some-
thing absurd, which leaves us isolated in that
very theater of imagery. For each one of its asso-
ciations, and within each of them, its personal
tale is created, as a result, it is the world of Man
as a solitary creature, in spite of his primary feel-
ings. “Event No. 2” is not an attempt to fashion
facts or assumptions. It is a pattern of emotional
and psychological, passages and wonders,” a seg-
ment from an entire set of questions.
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ABRAHAM EILAT
born in 1939
lives'in Haifa

In the works of Abraham Eilat one can follow
a recurring and repeated struggle between the
survival instinct — an instinct which exists and
acts unconsciously — and a frame and relation-
ships which consist of conscious and deliberate
secular principles.

The environmental work emphasizes the con-
ceptual activity, an act in which the aspiration
for freedom without restraint is created. this ac-
tivity characterizes Man, whither his culture is
relatively complex and destanced from nature,
oris excells ding in relative simplicity, in
a direct nearness to the natural instinct. in the
paintings of Abraham Eilat the body in its wis-
dom supersedes the spirit, which is the tongue
only of intimations of the body.

From the bodies which convolute in the film
“Expectation”, made at the Martin School of Art

during Eilat’s residence in London, to the mzpl ot

ing of his contact with nature in recent yea
same dramatic occurrence appears and repeats
itself, a non-recurring formation in which Eilat
iles sharp cc between organic
amorphism and geometric shape — a personal
binding and a natural tranquillity.
Ever since the “Flowers of Evil”, the plastic
concreteness in painting and sculpture requires a

direct confirmation and Canaanite ceremonies.. .- &

Thus, in Eilat’s painting the primeval instincts
turn their back to the Logos and nevertheless re-
ject the mythos of archaic life. Public

The environmental projects of Abraham Eilat
are close in spirit to the art that began with
medardo Rosso and the Italian Futurists; its
source is in the attempt to impose technical prin-
ciples upon the natural environment. The pro-
ject MAN/WALL is not a formal aesthetic achie-
vement, but rather a presence which restores to
us the dimension of thinking and of the critical
observation. MAN, who is revealed inhaling and
exhaling, facing a mountain, of his own making,
without Pagan rural intimacy with natural and
supernatural forces or direct knowledge of the
object. The coil of relationships found expres-
sion in descriptive means. MAN who creates a
WALL creates Man and his shadow. In each chi-
sel stroke, cauterizing, construction of settlement
there is a measure of primitive violence, which
fascinates as it proposes to transcend the survival
instinct to an act of heroism. Without the prac-
tical references, Tel Hai itself was likely to be a
monument to a total artistic act. In a certain
sense, the place constitutes a focus of pilgrimage
wherein this local Valhalla is presented as viol-
ence which is wholly a festivity. In contrast, the
painting is the legacy of Abel when he acceded to
the angelic embrace without a struggle.

The silhouette of Man trying to shake off his
own work is wverwhelming as a figure struggling
over the image of Man. Perseus overcomes the
keakly power of the Gorgon by making use of a
highly polished shield which turns her deadly
gaze into a reflection in the mirror. MAN/WALL
related to that same contemporary art which
seeks to overcome the tear of “man without a
shakow"”, art which claims that even if a model
does exist to which one can relate with relative
certainty, this too is the product of our imagina-
tion, only the product of our imagination.

Yod Safran
August 1983

Project for Tel-Hai
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MEIR AMOR

Born 1937
Lives in Kibbutz Machanaim

From the remnants of the peeling sun-beaten
buildings — towards areas of the painting. Ab
solute black and white. The white covers and the
black struggles to exist, to be seen. The print of
the windows and the shutters printed in black —
comes out from the painting area and into the
concrete reality, a shutter as a three dimensional
object. This is how a painterly environment of
Meir Amor is born. An environment of white
walls is between the white wooden walls of given,
inner-space borders.

Amor finds himself between two disciplines:
the expressionistic and the minimalistic. Since,
for him, minimalism means restraint, his ex-
pressionism remains like traces of a drawing,
scribbling, rejecting exposure.
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'YORAM AFEK

Born in Kibbutz Shoval, 1951

Lives in Tel Aviv

. Wooden boards, fastened together, look like
figures among constructions which communi-
‘cate sensations. A chain reaction.

" A human pyramid, of constructional figures
‘and forms held within one structure, fastened
‘and bound each to the other, until a loss of self
identity, in an internal struggle within mutual
dependence.

Broken glass on wood. Green stains-
camouflage, defense, streaks of lightening, frag-
mented reflection like transit stations. A search-
ing look — stopping, looking inward.
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Figures from wooden boards, finished in clay and paint, 1983
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into two spheres of influence. That of the British The structure of “The Cypress Tree” is meant
ZADOK BEN'DAVID included the Land of Israel and Egypt; that of the as a symbolic Act of the continuation and the
born in Yemen 1949 French, Syria and Lebanon, The partition turned renewal of the contact. The idea is to create an
lives in London the Upper Galilee into a no-man’s land, where isolated tree as a continuation of the trees leading

the tension and hostility between England and ¢, the courtyard and the Museum, but at some

France — provoked the battles between the Mos- distance away.

lem Arabs and the Christian Arabs together with The Cypress Tree, standing tall and upright,

the French government, a conflict which has projects a sense of power and isolation, and even

reached its culmination nowadays, a certain measure of holiness.

Tel Hai was isolated, and subject to continual The constructional technique here is borrowed
siege, along with the rest of the surrounding sett- from other structures which | have created in the
lements, In order to make contact between Tel  |agt two years. It is similar to a construction of
Hai and Kfar Giladi arow of cypress was planted bricks, ortoa placing of rings of various sizes one
between the two settlements. Only a few treesare  upon the other. The material is branches taken
still standing, to this day ... such as the row of from the local poplar trees growing in the Huleh
cypresses leading to the courtyard, as well as a Valley.
number of cypresses around the Roaring Lion of
Malnikov.,
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ZIGI BEN-HAIM
bornin Iraq, 1945
lives in New York

Nature is at the heart of Ben-Haim’s work.

He walks through urban areas as something of
a naturalist. Encountering an amorphous pile of
cardboard cartons he is reminded of trees and
their irregular growth.

He savors both the raw nature and the residue
of nature.

He likes the idea of metamorphosis, envision-
ing a lifesize mountain sculpted out of concrete
in the desert somewhere. It would be something
having a basis in nature, yet abstracted from it.

“Groovy Grove"

Ben-Haim also complies with the new condi-
tion of openness by revealing his processes. He
makes constructions of layers of paper built up
over a rope. He will then pull the rope leaving a
track which, like the strata of the earth, reveals
the process by which the piece was made.

“When creating a sculpture, objects possessing
their own vitality and spirit are important to me.
In other words, objects that break through their
formal connotation, continue existing, and this
is how I want them to be: In a process of con-
tinual evolution, so they will always project an
energy of life, and will not remain as a sort of
finalizing monument, eternizing the past.”

1T NMNAX NUNK NIK
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“The technical solutions of the scul
measurements and placement are an i
past of its creation. So I do not separate il
ject, spirit and the technical solution.

All together they make the sculpture, cof
and present the idea. The sculptures mad
materials opposing their state in nature, §
The sculpture “Groovy Grove” stand
Ward's Island New York, is made of @
newsprint, paper, metal screen, etc. The p
of the lifeless material is to insert life, mows
color and form.”

Thanks to the Seal Air Co. New York.
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RONI BEN ZVI

1951

lives in Ein Hod

born in Yaffo
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Concrete construction closes in on basalt

rocks. An iron mesh in blue draws a mesh of

shades.
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ADINA BAR-ON
born in 1951
| lives in Ramat Hasharon

| Salut is a one-person performance which lasts
| an hour.
Salut, is an outdoor performance of four
scenes: they deal with a human situation in war-
| time.
The performance uses my body and face
movements accompanied by noises and music.
All derived from the energy and rythms characte-
ristic to my personal imagery.
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AMI BERKMAN
born in Haifa, 1949
lives in Tel-Aviv

A CUBE AND THE GALILEE — Plastic-
Theatric Art

Design and Direction: Ami Berkman

Text: *“ From A to Z” : Rivka Rass

Printing: Tuly Baumann

Performance: Rachel Berkman, Yitzhak Gon,
Bracha Shlita, Rachel Meltzer, Ami Berkman.
Lighting: Iris Berkman.

The Project is an event between landscape and
cube.

A mountain in its natural wild state: earth, flora
— the landscape of the Galilee — and in contrast
— a point, an area and a volume which cons-
titutes a cube with its fixed and exact principles.
The event occurs in three stages — from the near
and small — to the far and great: on a stage with-
in the audience and in the landscape, and on the
mountain. A three dimensional, illusional and
flat cube becomes a concrete three dimensional
cube. The line fashions a border to the space, and
the space itself is created by the use of words,
forms and tones by means of the actors.

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

The volume formed by the areas is the entire
event.

The project integrates dynamic sculpting, acting
and movement, text, music, recorded and live,
along with a variety of formal and visual ele-
ments.
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OPHIRA BARAK

born in Haifa, 1943
lives in Kibbutz Gonen

To create an interior space, nearly black, so
that it will project a sensation of stress. An infe-"
rior environment, weighing down, containing
the horror of personal, intimate, concrete events.

In the center of this space a dark basalt stone is
laid upon grasses from the field, set upon and
smothering the grasses which make an appear-
ance everywhere in my paintings. Is art capable
of refining the pangs of life? I am trying to create
an image, a pressed, closed space — and about it
a narrow band of light, which is glimpsed from
within, a glance at the landscape and its dis-
tances. An outdoor light is my illusion, it source
in the continuation of paintings — of Galilee
fields drenched in sunlight, uncounted lines of
plants, and stalks, which, in the painting, become
brush strokes and drawing lines.

The urge to paint — for hours, days and
months, tirelessly, does not leave me alone. Con-
structing a painting from its base, like a sculp-
ture, layer after layer, detail upon detail. The
sight of nature — [ carry with me to the studio
with the aid of my camera. Here | carry over the
painting of nature which surrounds me into the
closed, depressing cell, so that the painting which
is set about it like volumes of light and plant life
verify the pain against the continuation of life,

blic Art and &
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TSIVI GEVA
born in Kibbutz Ein Shemer, 1951

Pt
~u

There is a tendency to define my works even my
early ones, as political.

This classification derives from the thematic ele-
ment of the work, and thus it is correct yet insuf-
ficient at the same time. To a certain extent, this
leaves me outside. I would like to add something.
The 'pointe’ is hidden in the question: Does the
painting say what it tells? We can continue:
Does the tale say what it tells? Perhaps this is
found in the dichotomy of subject/object.

A year and a half ago, in the winter, I began in
painting portraits of Arabs. At that time I sensed
that this was what I had to do. In the previous
year, almost by coincidence, while paging
through Hortichs 'History of Art', I saw a blurred
photograph of the Assyrian 'The Wounded Lio-
ness'.

I will return for a moment to the subject of politi-
zation. It does not engage me as a protest nor as
a search for lost bridges, local myths and a kind
of nostalgia of "Man-Earth’. I am a sceptic when
it comes to the pretension to symbolize. It ab-
sorbed me once, now it does not.

The politics in my work, I believe, is only the

~

D

expression of a certai; nal state, The work
Jme'rustsmi emw%ne ogical situa-
tion. I search for a definition of the environment,
a private formulation which, perhaps, may inci-
dentally become another version of the ’Israeli
Experience’. I do not wish it to sound overblown;
I do live here. I do believe that even a sensation
of alienation, of exile, is the function of commu-
nication, of belonging.

This is a story told of Rebbe Nachman of Bres-
lau: 'T have heard from Rebbe Nathan who told
me before Rosh Hashana: 'Lo, a very great and
awful mountain is approaching us. Yet I know
not whether it is we who are moving towards the
mountain or it is the mountain which moves to-
wards us.*

I am still working on the 'Wounded Lionesses",
on an Arab’s silhouette sitting or watching. I
paint birds of prey, as well a; other birds. These
are images presented in my work, but are not
nesessarily its subject. I do not feel any obligation
to these images, to any styles of presentation, or
to any constructional systematics.

Even Achille Benito Oliva speaks about the
"Trojan Results’, “deliberately... a mixture of
styles which gives birth to a chain of images
which operate in a designed movement, in a fluid

INSTALLATION

1983 upna

motion comprised of sudden leaps and ju
The image, in any case, swings between itsin
tion and convention... In creative work th
an inner imbalance which is derived f
fluent use of the language, that is 1o sa
fragments which form the internal o
stellation. It joins in hot and cold, ab
concrete, day and night, in a timeless pattel
The International Avant-Garde Trance, A¢
Benito Oliva, Flash Art.) I do not go alon
him all the way to the formulation of ¢
ideology and meaning of “an uprooted
point*“. I feel an obligation to the hiddes
point, to a very specific “feeling* which I
happen.

Yitzhak Orpaz’s Daniel tells in The Jour
Daniel that when he was about five or
old, his father took him to Massada.
upon his shoulders, pointed at the dar
mountains to the east and the white mous
to the west, telling him: “All this is yous
son.”

And with passionate awe he tells the boyt
heroic forefathers; and the boy feels dizz
begs to get down. I would wish for suchath
happen, such an ambivalent situation, th
shall see the mountains and feel this dizz
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BUKY GRINBERG

born in Israel, 1952
lives in Amsterdam

Hello, this is Viviolets I am not here but if you
leave your name and telephone number when you
hear the "beep™ tone, I will be very glad to call you
back when i return. \ .

Hello Viviolet. you are speaking with
Buky, the Israeli ariist who lives in Amster
dam, who you met in Tel*Aviv last April. |
remember that "lift” to the Mandarin Hotel,
on the waly to Herzlia. y
Anywa¥. arrived this time to take part in a
big art festival and I think it would be very
nice to meet and do together, whatever...... |
am staying in Tel*Aviv, Tel no. 454775 . See
you bye...

* Viviolet is a top belly dancer who lives in
Isracl. This call was made on 15 August. 1983.

Buky Grinberg




Der Stein ist gross geworden. Es ist nicht so,
ich gross geworden bin und der Stein klein.
br Stein scheint schneller zu wachsen: vor
m selbst, um einen herum in einem selbst.
man versteint ist. Doch scheint der Stein, der
selbst ist, sich erinnern zu konnen. Er siet

th um und sicht hinter sich die winzige
thleuder. So scheint alles von Erinnerung
leitet zu sein wie von etwas anderem. Der
sin ist ein Stein und auch ctwas anderes, das
einchen, die Schleuder, der Flug. Wer sicht der
em grossen Stein an? Wer sicht mir an, dass ich
bin Stein bin? Dass ich mich weniger bewegen
nn, tagtaglich weniger? Wer sicht mir das
osse Kind mit dem Steinchen an? Ich brauche
ilfe, ohne eine Hilfe bleibt der Stein liegen. Ich
nn mir das nur vorstellen, die Bewegung, ich
an sie nicht mehr tun. Je weniger ich tun
nn, um so mehr kann ich mir vorstellen. Der
ohus wird zum Sie so wird die verlorene
ette gewonnen. Er hat den Stein weil er ihn
cht bewegen kann, gestaltet. Er hat ihn gestal-
. indem er selbst zum Stein geworden ist. Er
t sich selbst gestaltet. Obwohl er jetzt immobil
wie ein Olbild wie eine 12bandige Gesamt-
sgabe, obwohl er jetzt alles (gewonnen) hat, ist
noch immer etwas und hat es nichts. Alsob im
erk, zu dem er sich gestaltet hat, er selbst ver-
ubert ware. Erinnerung. Das weiss keiner, der
grossen Stein sicht, dass ein Kind drin ist. In
er Pyramide. Das sicht man den Steinen nicht
. das sie alle gestaltet sind, alles Pyramiden.
Das sie sich alle erinnern. Man kann es sich
icht vorstellen. Denn dazu musste es andere
nschen oder Gotter geben. Die nicht zu Stei-
werden, die sich nichts vorstellen mussen.

Die andere Probleme haben . Die konnten die
teine und die Bilder ansehen und uns zuhoren,
ie wir aus den Steinen sprechen. Die konnten
as wissen, ohne es zu teilen (unsere eigenartige
Bedingung und wurden das vielleicht als Kunst
erkennen. Kunst, das was sie kennen konnten,

cennen, geschweige denn teilen: unser Bedurf-
is. verstanden zu werden, denn das Verstand-
zerstort die Kunst. Das Bedurfnis nach

uten oder Gottern Kunst sein, die andere Pro-
bleme haben. Aber die wohnen nicht im Dorf,
ch nicht im nachsten Dorf, in einer anderen
Stadt oder einem entfernten Land. Es gibt auf
der Erde nichts anderes mehr. Dank dem
Bedurfnis nach Verstandnis, dem wir alles
geopfert haben. Es sei denn, wir selbst werden
ines Tages anders. Aber wie soll das kommen?
Es kann nicht durch die Vorstellung dazu kom-
men, denn durch sie sind wir zu Steinen
geworden. Die Vorstellung und das Verstandnis
machen sentimental; Kunst weckt keine
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mental, weil si¢ in der Vorstellung gefangen sind.
Nichts ist ein Ratsel, es sei denn, man will es
verstehen.

Uber das Harte vom Knorpel,

aber das Harte vom Knochen,

aber das Harte vom Stein,

uber das Harte, was aus dem

Wasser fuhrt,

aber das Harte, das ausgeschieden

wird die Moréne,

aber das Harte, was in dic Sichtbarkeit fuhrt,
uber das Harte, das in das Trockene fuhrt,
aber das Harte, das kugelt und rollt

bis es liegen bleibt und sich nicht mehr ruhrt,
iber das Harte, das zu den Wortern fuhrt,
Zeit, Raum, Freiheit und Tod.

Uber das Harte, das sich selbst erfindet.

iiber das schlaflose Harte, grossgeschrieben,
gebrechlich und blind.

Uber den Stummel, das Harte,

das ausgerissene Harte.

Uber das mannliche, halbe Geschlecht, das
Harte.

Uber die Erinnerung an das weiche Kind,

die Harte.
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JOCHEN GERZ
born in Berlin 1940 ! L) MM 1
lives in Paris THE STONE WANTS TO RETU O THE SLING-SHOT ~ ¥2PR 2R.mim> ;
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PAINTING ON PAPER 83 1983 — ™3 %y M3

IS [3{/-{337 &k
* who forgiveth all thine iniquities,

ﬁ N ]1"J7Mwho healeth all thy diseases,
who redeemeth thy life from destruction,
who crowneth thee with loving kindness
“,.\_ and tender mercies.
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who forgiveth all thine iniquities,

who healeth all thy diseases,

who redeemeth thy life from destruction,
who crowneth thee with loving kindness
and tender mercies.
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MOSHE GERSHUNI
born in 1936
lives in Ra‘anana

PAINTING ON PAPER 83

1983 — M3 by M3
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MICHAEL DRUKS
born in Jerusalem 1940
lives in London

BLUES INSTALLATION - 1980
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ISRAEL HADANY
born in Beit Hashita, 1941
lives in Jerusalem

The inception of this evironmental project at
Tdﬁniisnhtedwawiesofidusdevelopedin
1980 around the theme of “Desert Structures”.
These ideas drew upon construction elements
which had imprinted in our area, generations of
civilization.

Wondering about the meaning of our existence
inthispnnofthewoﬂdhemandnowbﬁn;s
about a series which resembles a nostalgic jour-
ney into the past whose impression is gradually
disappearing.

~ WELL - Project for Tel-Hai 83
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STEPHEN HORENSTEIN bornin U.S.A., 1948

lives in Jerusalem

Abyss is a construction in sound for musician
and sound environment. It utilizes pre-set blocks
of sound texture juxtaposed with structures for
improvisation. The player/composer interacts
with his environment through layers of pre-
conscious thought. In that sense, Abyss is a jour-
ney.

In the planning of Abyss, I envisioned two se-
parate but interacting environments: the outer
(emanating from the mountain) and the inner,
enveloping the field, the performer/composer
interacts with both his inner and outer environ-
ments, and at various stages, “‘digs” further into
the inner environment, as if in an excavation.
Each showing of Abyss is different, as the taped
components, which are recorded in several ver-
sions, are interchangeable, depending on the en-
vironmental conditions and the time of day.

Throughout the piece, improvisation is essent-
ial to the quality of sound desired. We may
define improvisation as that mode of composi-
tion which, like Japanese rice painting, neces-
sitates the complete and certain physical &a;%{re,
born from years of practice and explora
summation of years in a moment, a burst which

becomes a hole in time, suspended within the
trajectory of real time. To execute his ideas, the
composer must train his mind and body to work
in harmony, to teach the fingers to translate
what, at lightning speed, runs through the brain.
This act is always in response to his changing and
unpredictable environment, and thus, like life it-
self, the learning to respond quickly and force-
fully to any environmental situation.

In designing Abyss, I have attempted to pres-
erve the spirit of the setting: the grandeur and
mystery of the mountainous backdrop: perhaps a
metaphor for that which Dylan Thomas has de-
scriped as his “black, base bones”, that which is
hidden deepest in us, deep in our secret selves.
And so too, I have been much taken with the idea
of asymmetry in both natural physical and sound
forms, for as unpredictable are rhythms such as
the wind or motion of waves, they are most cer-
tainly not random. These phenomena provide a
constant source of not only inspiration, but a
genuine desire to exist in harmony with one’s

hel) Y %rﬂ ’s#ﬁq‘\'(n?w% 11" Siéphen Horenstein

..."*And tomorrow weeps in a bli
Terror will rage apart
Before chains break to a hammer
and love unbolts the dark...”

..."* But dark is a long way.
He, on the earth of the night,
With all the living, prays,
Who knows the rocketing wind
The bones out of the hills,
And the scythed boulders bleed, as
Rage shattered waters kick
Masts and fishes to the still quick s
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NAHUM TEVET

born in 1946
lives in Petach Tikva

A Proposal for a permanent sculpture in Tel Hai

The possibility of shifting from an epistemolo-
gical language towards existential concepts may
be found now in the works of Nahum Tevet. His
multiple str which ist of a transpa-
rent space inside a given space, deal with an ana-
lysis of memory versus identification, measured
distances as against stress areas and a feeling of
boundaries. The new restructuring
of these works takes us back to the lean table (or
bed) sculptures which he did in 1974 and which
represented an ambiguity between horizontal ab-
stract paintings and the pattern of airplanes on
the ground. Fear of space and the deliberate ob-
struction of passageways, along with the color
that permeates his works, evince Tevet’s obses-
sion with conveying a schizophrenic existence
through an abstract, understated language.

In his latest structures which are, as always,
three dimensional ‘concrete drawings’ on round
bases, the comparison of the parts of the sculp-
ture as in a mirror image recedes under the over-
powering notion of barrier and the illusion of an

possible circular The clarification of

Tevet’s structures to the point of their becoming
linear neo-Baroque shapes discloses transparent
layers of paint on the circular surfaces as homage
to Monet’s Water Lilies.
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DORON YAHALOM
porn in 1952
lives in Kibbutz Ein Dor

In arab Ein-dor there was ones an orchard.
among the trees, surrounded by a ston¢ wall
there was a well and an Arab who tended the
trees (they said that the owner of the orchard
escaped with the other villagers).

I think that that how it was, we were strolling
there when we were young.
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PENY YASOUR
born in Haifa, 1950
lives in Kibbutz Ein-Harod Ihud

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

Expanses of cloth, sculptural forms on the
wall, and masses of soft sculpture upon the floor
— all forming a painterly picture with fine pass-
ages between light and shadow.

The iconography is based on ancient cere-
monial forms. A repetition of the image itself in
the soft reliefs and in the paintings. They possess
the power of the ritual which rises from sorcery,
of the guardians of the temple, of archaic eagles.
It is strange that the source of the dominant
imagery in Peny Yasour's installation is found in
the design of a tiny perfume vial discovered at
Mt. Kassios on the Sinai Coast, identified as of
Phoenician origin. The "soft" painterly environ-
ment — drenched in shades of gold, red and blue
_ confronts an aesthetic concern with iconogra-
phy which draws upon the ancient East, the volu-
minous forms in the center of the installation$9 710 TN N NINK T
bring an echo of ancient sites, of stones whose' XNUINK MIX
order in the field is based on a mysterious for-
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ABRAHAM DAVID
CHRISTIAN

bornin 1952 Wanders

Schliesst die Provinzmuseen

.und es wird Orte geben, Museen, wo
Menschen respektvoll mitt Weltkunst umgehen
werden. Menschen werden das Leben, das
lebensgefahrliche Leben, das hohe Risiko und
den Mut eines Giacometti, Newman oder
Picasso in ihren Arbeiten respektieren, mit ihren
Augen und mit ihrem Geist! Es wird solche Orte
geben, an denen der Respekt vor dem Leben und
den Arbeiten der Kunstler sich in der Form des
Umgangs mit Kunst manifestirt: in der Um-
gangsform der Museumsarchitektur und der
Installation von Kunst.

Nur der far sich verantwortlich handelnde
Mensch kann mit Kunst von hoher Qualitat um-
gehen wie mit sich selbstohne didaktische Ge-
brauchsanleitung. Derart auf sich gestellt wird er
als Unbegrenzbarer in seiner Existenz das
Gottliche in sich erkennen.
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KIBBUTZ DANCE COMPANY

Journey, Work, Journey

A dance Project

Choreography: Ronit Land
Music: Meredith Monk
Costumes: Ronit Land
Dancers: Osnat Livni

Reuven Ben-Ishai
Esti Lahat
Michal Vidra

Nir Ben-Gal

Liat Dror

“Journey, Work, Journey” deals with the
presence of people or dancers in a specific time
and space. Their presence is primarily physical.
The work deals with the exposed, raw physical
material of the area.

The mythology of its space is the mythology
of the outdoors, of the organic. The mythology
of exploring and struggling with physical rand
kinesthetic limitations. I am using Tel Hai's
courtyard for its color differences and level
variations, for its symbolism. The
expansiveness of the environment is the
dominant factor of the work.

/\The Workshop in environmental work
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YEHUDA LEVY
born in Alexandria, 1940

Yehuda Levy ()

"4X4X4”
SOUND - DELAY PATCHING FOR
LIRCULAR  STAGE

nnTPID TN "M

Yehuda Levy
Project 4x4x4

Born 1940 in Alexandria Egypt. Immigrated to
Israel in 1953. Educated at Kibbutz Negba.
BMus. (1968) in theory and composition from
the Rubin Academy, Jerusalem. M.A. from the
Cleveland State University in Cleveland, Ohio,
USA, (1977) in Electronic and Avant-Garde
Music. Represented Israel twice at 1.S.C.M.
Festivals. Writes orchestral, electronic choral
music, and music for theater. Lives in Kibbutz
Hagoshrim, and is in charge of the Music Ths-
titute of the Upper ZGalilee Regional Council.

?::)ul the project 4 5 -

is project is a simultaneous performance o

a graphical score from dimensional performance 2 5 :1‘.::.:9::‘ Ul
at different times. The performance is recorded K3 . may hoe i
and played back through a four-tape-recorder TR4 . PLAY MODE  CM 2.
delay system. enabling the andience to re-listen
to the piece while it is being performed. The cha- pideg gl
racter and length of the piece is coordinated be- o g
tween the composer and performesr before every aE- AL
performance. SHOULD BE AMPLIFIED

TRPE LOOP . 150 tecwrs (wen
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MICHA LAURY

born in Israel, 1946
lives in Paris

Alternatives to allegory as feferences,
an implications to symbergy. A single
construction unit (perhaps) striving
northwards.

Need add to this?

Michael Laury,
(from a letter to Amnon Barzel)

INSTRUCTED ALTERNATIVES

:
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HAIM MAOR bornin Jaffa, 1951

lives in Kibbutz Givat Haim Meuhad

“Whatever there was will be,

Whatever was done shall be done, And there
is nothing new under the sun”. (Ecclesiates
9A).

The argument surrounds the problem of
awareness. Someone mentioned the Plato-
nic assumption, that we have already seen
everything in a former world, and therefore
“to recognize "means “10 recognize anew”;
as my father told me, Bacon wrote that if
indeed the meaning of “to learn” is “to
recall”, then the meaning of "not to know™ is
“to forget*. The Book of Sand/Jorge Luis
Borges.

Those who ignore history are sentenced to
repeat it... for history is a repetition of giant
concentric circles of the cycles of civilization
and life which change from time to time, and
not exactly in sequential forward steps. The
rationale, nevertheless, for the study of his-
tory is that we can learn what not to do — in
order not to be destroyed by our own Hand
and in order to allow the generations to
come to live their lives.

“This was our fate, and itisalsoa warning
to you.* (Inscription on the Mausoleum in
the Maidenek Destruction Camp).

Communication from Auschwitz-Birkenau
to Tel Hai

In a far corner, in the spiritual shelter of
the “New Jew“— the healthy, strong Israeli,
there is the silhouette of the Auschwitz-
Birkenau Camp of Destruction, like a bewil-
dering black stain on the past of the Jewish
people.

The universal concept robed in armor
and muscles, of recent years in Israel, sees in
strength, in physical force and in “the out-
stretched arm* the ideal and the lesson for
the New Post-Holocaust Jew.

Tel Hai constitutes one of the archetypal
symbols in thisarmored wall, which is being
built before our eyes. “It is good to die for
our homeland”, the conquest of the land,
defense of the Homeland, and “A lion for I
shall roar”.

The model of the Strong Man and “a peo-
ple shall dwell alone “ which “lives by its
sword leads 10 wiolencey dulling — senses
and heart, wars with no way out, and
sheltess. 2

Ashelter protects againstdeath. Death on
{he outside and ife within, and\the children
of thé'Strong Man eteh their fears on the

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

To walk in Auschwiz-Birkenau &
listen to the hidden broadcasts that et
from the fences and the towers, frof
barracks and the torture rooms, froml
chambers and the crematoria. To |
from behind the silence and the emp
1o the proclamation and the demant
yourself! Do not deny! Be modest!*

And the sound increases: “Don't]
me and don'‘t ignore yourself! Hold me
hug me, I am your father! Follow my

“Remember that in the gas chambe
strong — not less than you; coward -
more than you! Be modest! Be al
Peace!*

The signals of this broadcast — hid
the quiet of the shelter at Tel Hai,
railroad-track ladder, in the black sy
rical shadow and in the black look
raven, laying in wait on the ramparts
— spreading out into space and wi
you and me in the light of ancient
ledge...

From: Journal ofa Trip to Polan
1983)
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YOSSI MAR HAIM

Born In Jerusalem, 1940
Lives in Tel Aviv

Heart Beats of the Mountain
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While these words are being written, I anisinic Art and Early Media Archih@\¥m hi"}

sure how my low sounds (made by voice,
synthesizers and gong) will affect the listeners at
Tel Hai. By concentrating several speakers on
the lawn and on the mountain, we hope to
create heart beats, which are supposed to
reverberate between the two areas, and to be
used as a basis for live improvisation.

The idea of the heart beats came about while
working with the director Dino Carnesko on
sounds for “Lear” (by Bond). The sounds for a
huge wall gave me the idea of treating the event
at Tel Hai as a living organism and play its
heart beat at the beginning, middle and end of
cach day. The “live” playing, which will be
played differently each day, owing to
momentary inspiration, will be heard only on
the lawn surrounding the exhibition area. But
the heart beats should be heard as far as Kiryat
Shmona in the south and Kfar Giladi in the
north.

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

Yossi Mar-Haim
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HANINA NEUFELD
born in Petach Tikva, 1940

lives in Kfar Giladi Fence Labyrinth Tel Hai 83 83 %0 11 18

Publi

Among Fences

The penetration of the mesh factor, mean-
ing a border, a fence, a screen — into nature,
possesses an authoritativeness which exists
in connection with the difficult, acute situa-
tion of existence in this place.

A desire to communicate a personal-
intimate report — while creating an envi-
ronment which is connected to the existen-
tial political state in which I live.

The landscape, man, myself — I see
through, from within, into, and inside of a
complex spiral path: a glimpse through the
layers of mesh weaving a dense netting —
to look on with a sensation of a blurring
of the territory, of tension and pressure, of
being trapped in the mesh, among fences, a
situation of drawing inward; I have a strong
desire, accompanied by a feeling of power,
to go beyond — to burst through the caging,
through the bounds, yet without revoking
the sensation of security and protection of
being enclosed by a fence.
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| JOSHUA NEUSTEIN
born in Danzig, Poland, 1940
lives in Jerusalem and New York

STILL LIFE
Action: Spread straw on the ground in a dis-
torted shape of an airplane. On a one to one scale.
Approx. 20 meters in length. Douse the straw
with gasoline. Burn the straw and leave the
charred earth for the new grass 10 cancel it out.

‘ N.B. It would be advantageous 10 photograph
: and film the fire from a high ground or heli-
copter.

Date: May 16, '83.
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MAURO STACCIOLI
born in Italy, 1937
lives in Italy

Between the tip of the pen and the paper a
physical relationship is established, born of the
will to transmit based on the recognition of the
formal convention of writing as means of com-
munication. The will to elaborate a visual
thought determines the action of the nib and be- |
comes the instrument of the instrument of the
message in view of the theoretical search for that
which is taking shape in the mind, springing
from the experience derived from a place AmdTJ17 NN N NINN [PIIN
from the defferent sensations generated by the '
specific inner circumstances of the artist’s — the
sculppor’s — “professional” path. The hand sen- )
ses the physical relationship produced by the - y >
work ne?csysarcyalo communigarc the idea of lh:‘ CE y TOIA) /1982, CEMENT M 20ix 120 x 10 2 20X12X1 T 1902 TAR 27338
sculpture, of its analysis and of reflections on its : T R ST o % .. i
execution, not external to the process of commu-
nication, but by dint of vibrations resulting from
the friction on the paper.

Tactile, physically concrete, definite, measure
and control of the form-sign, the plastic language [
is manifested by the object in its material qunp‘lit_’ !
and in its definite and interntionsl quantity. The
form emerges through a sensitive reading of the
citicaly explored apace and relates to the cultural
dimension of its perception; the plastic sign —
the sculpture — is thus an intentionsl aritical
answer, the will to transform a perceivable and
participatory space: trace and emphasis of a
human experience.

The sculpture does not trick or connive; the
sculpture, by its tactile and verifiable presence.
its strength, its direct physical personality, in
trudes, puyrposefully interacting with the envi- |
ronment: the plastic object is not resolved within [
itself; it is an objectual part of the place in its
aesthetic extensions and size.

To “read” the place and the context is, in fact,
to think in terms of extensions: from the specific 4%
nature of the place, in a spherical movement to
the whole, to the condition of the present, to the
dynamic running of time... making a sculpture is
being in a place, possessing it, feeling it against
oneself like the naked heat of a body.

I visit the place with the idea-purpose of a
sculpture in mind. The physical pleasure i derive
from writing recalls the pleasure of the physical
imagery of the sculpture-to-be: the pleasure of
embracing the air, air to invade with a sense of




MAURO STACCIOLI
born in Italy, 1937
lives in Italy

Between the tip of the pen and the paper a
physical relationship is established, born of the
will to transmit based on the recognition of the
formal convention of writing as means of com-
munication. The will to elaborate 2 visual
thought determines the action of the nib and be-
comes the instrument of the instrument of the
message in view of the theoretical search for that
which is taking shape in the mind, springing
from the experience derived from a place and
from the defferent sensations generated by the
specific inner circumstances of the artist's — the
sculppor’s — *professional” path. The hand sen-
ses the physical relationship produced by the
work necessary to communicate the idea of the
sculpture, of its analysis and of reflections on its
execution, not external to the process of commu-
nication, but by dint of vibrations resulting from
the friction on the paper. i

Tactile, physically concrete, definite, measure g
and control of the form-sign, the plastic language
is manifested by the object in its material quality ¥
and in its definite and interntions! quantity. The i
form emerges through a sensitive reading of the
citicaly explored apace and relates to the cultural
dimension of its perception; the plastic sign —
the sculpture — is thus an intentionsl aritical
answer, the will to transform a perceivable and
participatory space: trace and emphasis o&a
human experience. u

The sculpture does not trick or connive; the
sculpture, by its tactile and verifiable presence,
its strength, its direct physical personality, in- &
trudes, puyrposefully interacting with the envi-
ronment: the plastic object is not resolved within |
itself: it is an objectual part of the place in its
aesthetic extensions and size.

To “read” the place and the context is, in fact,

10 think in terms of extensions: from the specific £33

nature of the place, in a spherical movement 1o

the whole, to the condition of the present, to the

dynamic running of time... making a sculpture is B

being in a place, possessing it, feeling it against

oneself like the naked heat of a body. S

1 visit the place with the idea-purpose of a
sculpture in mind. The physical pleasure iderive
from writing recalls the pleasure of the physical
imagery of the sculpture-to-be: the pleasure of
embracing the air, air to invade with a sense of

life. The sculpture will be — i think it; it is — i

make it; it survives — 1 look at it. The process

and the experience move from the initial

“chaos” in search of a form, is rooted in my per-

sonal past and is projected beyond into time to

be — tension of making.
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DAVID FINE
born in Johannesburg, 1928
lives in Kibbutz Ma'ayan Baruch

In the arch of basalt stones now created at Tel
Hai, David Fine has realized what has been said
about the best of sculpture in nature: “The use of
local materials from nature, to create art with
them” and to load them with contex VN1 NI
mythology. The basalt rocks of this ar’?ﬁﬁlm TN AEAKEIAK
gether, each to each, without any fastening or
outside support. Each is ‘responsible’ for the
other and any slippage of any part — will colla
the entire svi_ruclure. -

By way of association, they take us ck to the g %
ritual constructions and astrology in each Site Q ARTLAB -
where there was, and remains, a relic of an an-
cient culture, stirring wonder. The formal inti-
macy of the 3000 year old stone constructions of
Scotland with the contemporary Eﬁlh Artists
such as Smithson and Heiser and thi ticonteii t and Early
poraries is the subject of the startling new res-
earch by the art critic Lucy Leppard.

As to David Fine’s resources, we need notlook
far: near his home in kibbutz Maayan Baruch, at
Tel Dan, one of the earliest known works of civi-
lization, an ancient arch, was discovered. The
arch became one of the characteristics of the ar-
chitecture of our area. The large scale work of
David Fine — the two foundation stones of his
arch weigh 40 tons each — can be a reference to
a stylistic continuation from the ancient arch in
the Galilee through the western era and up to the
absence of the arch in contemporary construc-
tion.

Fine's concern with depictive figurative sculp-
ture in stone underwent changes during the past
three years — from basalt busts resembling ar-
chaeological finds that were displayed inside pits
in the earth in Tel Hai 80 — through monu-
mental busts incorporating African sculpture
from ancient civilizations — through Egypt of
the Pharaohs and up to India. Presently Fine
turns to the stone, without creating any image or
illusion in it, rather it projects its power as ma-
terial from nature loaded with associations from
ancient civilizations.
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RINA PELEG WHITE CLAY STRUCTURE 1982 1982 2% Win

born in Kibbutz Sha‘ar Ha'amakim, 1940
lives in New York
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Rina Peleg’s clay sculpture weaves a loose . o
tapestry of references from the rich culturegiaf) 17 1)’ -:'
the ancient Middle East to a fascination with g “"
contemporary urban architecture. Basket- s
shaped clay-woven works provide rich occasions / v —
forlightand a compelling oscillation between the : : -
appearance of great mass and the illusion of fra- T
gile grass, - Re )
Peleg’s work deserves out-of-doors installa- - o &
tion, for it casts shadows, gives shade, creates " e ,
changing lattices of light, blocks vision, and de- " = &

mands viewing from all sides. At Artpark, the —
200 acre, New York State-supported park mﬁ Art
arts located several miles down river fro IC AF
gara Falls, Peleg created a 1,200-pound sculpture
on a hill overlooking the gorge of the Niagara
River. Flattened basket, woven as if with loose
bands of straw that one tempted to snap off or
pull tight. Vertical support struts project beyond
the weave, bending in various directions. asifto
suggest an interrupted process. Those of her
sculptures that do bend in the firing, whether in
part or wholly along the face of a piece, infer the
element of chance that finally rests at the root of
what have now become the broad, expressive
possibilities of clay.

Peleg’s work suggests historical references,
from vessel to abode structure, while at the same
time enriching that visual enterprise with the for-
mality of abstracted concerns.

“I work on handmade coiled-clay structures
and a play of unconnected coils within these
structures. This experience taught me that a coil
may be used as rope or string is in weaving and
plaiting. I decided to try to ‘weave’ using clay .
coils. Since these coils are the same coils used for -
traditional pinching, the transition to ‘clay weav- 3
ing' was simple — being one of concept and but
a slight change in technique.”
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Installation in Tel Hai 83 (detail)
Color photograph, rocks and painted clay
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DORIT FELDMAN born in Tel Aviv 1946

In the work of Dorit Feldman one immedia-
tely notices her use of very informative means,
such as an oversized, polished, professional pho-
tograph which communicates referential visual
details to create an enigmatic image, to confuse
the discerning eye.

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

The loss of scale of the photographic forms —
by not resolving their meaning — leads to an
autonomous reality vibrating with color, vol-
ume, body or stone under the transparency of the
flowing water. The image slips away, and the in-
formative medium (i.e. the photograph) be-
comes a weaving of formal syntax with poetic
and sensuous provocations. The mystery of the
image etched in the photographic paper — enve-
lopes concrete objects, such as rocks, joined by
sculptural forms organic to the material. Sculp-
ture and picture — this in photographic sequence
creates a pattern of esthetic references. The
stones trapped in the material create together a
relief of body parts, whose extension is an illusio-

nary stone or lapping over the phc
know that the brilliantly colored
phic sequence contains landscapes
you. They were brought into an in
order to join the stone sculpture
these landscapes, to be a landsca
inner landscape. The more the in
creases — the more powerful the
become.

Installation in Tel Hai 83
A sequence of color
(D) 83 mona mpm
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DAVID FRUMER
bornin Kibbutz Ramat Hakovesh, 1946

ing a new language domain based on the forms,
colors and syntax of the computer video game
landscapes. His forms are characterized by [the: A
ever-changing stream of images, which are ac-
companied by the sound, rhythms of imaginary
space vehicles and multi-decibels of heavy rock.
These colorful videoscapes of Frumer's are
equivalent to the grafitti language, now dominat-
ing in a version of the New Painting trend. Both
witness an immediate urban culture, although
ths one springs from the peripheral underground
and the other from the technological computer
labs
The given ‘nature' for Frumer's videoscapes is
the screen of electronic games as much as the
Sainte-Victoire mountain was a model of nature
for Cezanne. The new video games esthetic is
transformed on paper or canvas supports, and
includes wide quotations of the Fauve pallet, of
Leger's mechanized characters and of Dubuffet's
brute design. The non-site in Frumer's
electric-scape paintings is everywhere.




implanted here. Yet from within a hatred
ds brethren and environment, this staff will

derer’s staff again.
M.K.

oject was carried out with the assistance of the
br Co., Ramleh, and the Iscar Co., Kiryat Gat.
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MENASHE KADISHMAN
Born in Tel-Aviv, 1932
Lives in Tel-Aviv.

The Sheep, the Cypress and the Grave are ac-
tual memories of a beloved site, a place of inti-
macy in the Land of Israel. Donkeys with orange
crates, or a donkey with sacks full of building
sand. All these have become a symbol because
the realities which gave birth to the memories
have disappeared — the romantic reality became
a nostalgia, and then became a symbol. We need
both nostalgia and symbols in times of loneli-
ness, when the roots have gone from us and van-
ished. Very intimate roots: trips with the youth
movement, camels carrying gravel along the
Yarkon and the seashore; sheep and pasture and
thoughts of the connection to the Bible in the

Galilee and the Gilboa Mountains; singing
around a bonfire; first love.

The things which sound most banal are the
truest: thoughts, and not so long ago, about an
aspiration for a new society, righteous, full of
love and intimacy; of a large family, which is the
Land of Israel.

Words like Commune, Realization, the battle
of the Yishuv, to bring refugees here, as my
mother did (and then Refugees were only Jewish
refugees from the Diaspora), and herein was our
moral right to live here. Today this sounds anti-
quated and distant. Today we do not like simple
and clear words.
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BASALT STONES & DONKEYS (MODEL) pROJECT FOR TEL-HAI

Our generation is a generation of
another 100 years the wars will be forg
love will remain. And love is the pow
a tree, to draw a donkey and a cypress
and a grave — this is love.

Nature is bound by exact laws, to
plant growth in its season. Art is ma
dom, and this freedom means that the
the rules of his creation.

In my painting and sculpture a sheph
appears, surrounded by sheep. Perhap
Jjewish wanderer’s staff which Zionisn
to Israel as an end to the wandering.

If we live in love, the staff will f
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JURGEN CLAUS

born in Berlin 1935
Lives in Munich and Dusseldorf

“PLANET OCEAN" - 1979

“PLANET OCEAN - UNDERWATER ART BY
JURGEN CLAUS”

produced by Sigurd Tesche

music by Klaus Schulze

Jurgen Claus is considered as the pioneer of a
new art form devoted to the ocean, or more
precisely, the world under water. In the past 10
years he has undertaken several productions
with divers in the sea. These include
underwater gardens in the Meditefraneary
(1970, 1972, 1974) in Australia (1974), the Red
Sea (1978), and the Bahamas.

Sigurd Tesche the film's producer, director,
cameraman, made the film “PLANET OCEAN"
in the waters off Long Island (Bahamas).

The film “PLANET OCEAN" shows the world
under the sea as an area of artistic experience.
Various themes were put into practice for this,
including a sensational bell tower a sculpture
garden with 34 water-filled plastic art forms, a
huge sea anemone sculpture with 12 m
tentacles. One of the film's highlights is the
“Birth of Homo Aquaticus” who delivers himself
from a 100 square meter cocoon with a torch.
One of the main themes of the film is the
“Dolphin Constellation” performed by six
female divers in their leotards, each holding a
brightly shining underwater flare.

Jurgen Claus: “Nature interprets artistic
shapes. These in turn 'develop’ or interpret
natural shapes. This is a film introducing the
sea as a sphere or artistic experience”. For this
purpose, in the film nature (underwater reefs),
art forms (sculpture gardens, light phenomena
under water) and poetical text and music are
blended.”
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Public Art and Early Media Archive

ANISH KAPOOR bornin Bombay

lives in London

As if to celebrate, | discovered a Mountain
Blooming with Red Flowers,

Powdered pigment and wood. 1981,
Collection Tate Gallery, London.
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1 -"AS IF TO CELEBRATE | DISCOVERED A MOUNTAIN
BLOOMING WITH RED FLOWERS™ 1981
WOOD, CEMENT, PIGMENT
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DANY KARAVAN

born in Tel Aviv, 1930
lives in Paris
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Tout le monde connait Karavan et pourtant il ( / 4 J/D/

demeure inclassable et marginal. Ses affinités et 5, r
ses correspondance “minimales” dans le S /7’ 7AA42 1/
traitement du bois, de la pierre, du métal ou du i
ciment sont purement formelles. A I'inverse des
Judd, Serra, Bob Morris ou Carl André qui
recherchent la neutralité de la forme et qui ne
jouent que sur l'echelle ou la répéfitionl
Karavan, lui, pressent la latence sémiotique de
I'esprit de géometrie. Ses formes “minimales”
sont naturellement hiératiques et
emblématiques, elles échappent a I'objectivit
du signe pour acquerir la mesure et les attribut
du symbole. Il partage avec Carl André le§
problémes du dallage et de I'organisation de T > > LD — D1 KRR
I'espace au ras du sol mais il en diffemes re / 82 MIPOV
profondément au niveau du parcours. -Les : 4
structures de Carl André sont statiques, les
dalles et les planches de Karavan isontA i
directionnelles, elles définissent la mesure et le
sens d'un itinéraire, l‘embleématique d‘un :
comportement. Olive trees should be our borders
Mame lorsque I'intervention de lartiste est (MMp ) oW p = N XY P
réduite 4 sa plus simple expression visuelle,
comme dans l'actuel plus simple expression
visuelle, comme dans [I'actuel project de
I’A.R.C. (transformation du bassin du palais de
Tokyo en miroir creux per I'application de toles
métalliques réfléchissantes sur les parois), la
mesure du regard est avant tout emblématique:
dans ce cas précis il s’agit d’'un comportement
analytique vis-a-vis du site, d’une critique de
I'architecture ambiante.
Walter De Maria, lui aussi, associe la définition
du “Locus” (“Makom™ en hébreu, le titre d’une
double exposition de Karavan en 1982 aux
musées de Tel Aviv et de Baden-Baden) a I'idée
de mesure, mais il 'objective totalement et la
débite a l'unitée (“Broken Kilometer”). Chez
Karavan la mesure est la dimension humaine et
critique du nombre: elle rompt la répétition
mathématique et crée la difference qui rétablit
I'unité du chiffre.
Project Arc Musée d’Art Modernedela Ville de
Paris.
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RODNEY RIPPS bornin New York in 1950
lives in New York

Just as time and space are important 1n the
meaning of the work, time and space in its crea-
tion in my studio is just as crucial. It is a day-by-
day process trying to attain a finished work ofart
from what begins as just a distant feeling and
vision. It is usually a matter of transcending cent-
uries of significance in Western painting and
sculpture and placing myself "out there.’ It is
about taking a chance with an image and having
faith in oneself. I am trying to establish myself
within the work, but at the same time trying to
find a reason why my work should exist at all.
The problem for artists today is that you have to
create new form based upon centuries of classical
ideas and concepts. The artist must strive for a
level that contains an abstract image of himself
and include it in his work. This uniqueness and
hopefully brilliant way of manipulating it will

1IN TN MY NINK MK

make the work special.
with other people, and confronting daily the rou-
tines of life. On the other hand, there is a kind of

utopian fantasy, while nonphysical, it 1%%

vide the resources for my work. Simply, here you

have a very physical presence beaten back by a REE R

dream. & %

This is what creates the drama of the paintings. It R S

of those reliefs with a natural-looking edge bea <

ten back by a very man-made attack of paint an \% 3

surface. It was not a complete victory though, {0 ] ml\g\”

through the leaves represen ting nature’s THE ASCET OF 83 J'!"Y'D TY?D 'YY B L1983 AMEA NNYY
triumph. This dialogue between man anp!jme Art \ L N

vironment takes place on the surface of the wor! b

play of forces that one deals with everyday in

ordinary life.

In a way all the images that I have used are very

to the most important aspect of the work. Ac-

tually, what you see is part of an evolution that

covers the last ten years. The figure-like image

rent and recently came back clearly. The work

that I did in 1979-80 is very abstract and you

would never think that those forms, those

other hand, as a result of doing a body of work

where the primary concern was a strikingly three-

dimensional figure floating in space, I felt that

mained in question. This sent the work back toa

square format and it became abstract in nature

once more. One thing is certain, and that is the

Somehow, it breeds its own evolution.

Rodney Ripps
New York City

Nature to me is about living in New York, being
times present. These two aspects of my |
was that way with the leaf paintings too. The idea Q .’ , ARTL g ’ :
there were some outcropping forms emerging :
and in the viewer's mind. It is a subconscious
arbitrary and are basically vehicles for me to get
appeared earlier and then became more transpa-
jutting-out shapes were human in nature. On the
certain important functions of painting re-
fact that my work will always change.

August 1983




NOAM RABINOWITZ

Noam Rabinowitz creates sculptured con- po i Kibbutz Daphna, 1950

structions while observing nature and employing lives in Kibbutz Beit Hashita - a0

the local topography and objects borrowed from
the environment.

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

The approach to nature and the creation with-
in the landscape occur by a gentle contact, and _
consideration of the natural materials. Even'the I’/
choice of materials, although it is a rational pro-
cess, expresses Noam’s emotions. The emotional
declaration makes itself felt as well in the en-
counter of the materials. Just as the piercing into
nature is characterized by its gentleness, the en- [
counter of material with material — even if it L
consists of iron and stone, is a process which hap-
pens gently.

The construction presented here isa lending of
an anchoring corner. An anchorage of stone op-

posing stone. The starting point is the anchoringc A

of a fence. A sharp turning in the direction of the
fence overloads tension onto the corner post.
Therefore the post must be secure so as not to
fall. The construction presented here overcomes
this difficulty through tying a steel wire by a stick
_ stone and the corner post, and its stretching by
coiling it with a stick.

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

Iam hing for a simple lang which will
contain some answer to the numerous events
taking place about me. In this quest I search
within my environment, on its activities, its
signs —and it’s ph which cc icate
with my imagination.

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

My Field exists in any place and time, is seen
and 1s not seen — a concept that works on me,
always and forever. The expanse of the field is
relatively large, and within it, infinite identical
units, which create one homogeneous entity. The
elements within it are varied — dry soil,
ploughed, furrowed, seeded, with plant growth
and harvest. Concreteness — Maximum utiliza-
tion of the area at minimal expenditure.

The field is dominated by nature — the sea-
sons — the weather, the insects, natural diseases,
insecticides, the human environment, move-
ment in the wind, light and strong gusts, water
evaporating, sun heat, shade, a bright green, the
softness of movement and order. Nearness —
distance — horizon — skies. Filth, cleaning up,
physical labor, watering with sprinklers, flood-
ing, dripping — agriculture.

My Field is my celebration — I can laugh, cry,
run, leap;

My Field is not green, it is pink-purple or lilac;

My Field does not grow plants it exists;

My Field is a reccurrence, it’s an obsessxon, a
delusion with understanding;

My Field is what I am capable of and of what
I am able to do, in contrast to what there is or
what there seems to be.

d Units of Al

Therefore My Field suits any place and any
time, and is constructed of plastic, metal units,
paint, within a small expanse which takes into
consideration the reality of place and time and
nature.

Im my field there are limitations, disability,); 4

stubbornness and persistence.

THE ELEMENTS WHICH
COMPOSE THE WORK
LOCATION

Natural location of a field used for growing
field crops — wheat, cotton, corn. The rows are
set out in a particular direction, a balance be-
tween location and direction, between the area
needed for ordinary growing and mine which
considers the wind.

TYPE OF SOIL

I chose fertile black soil, which emphasizes the
disparity between my private celebration and a
“true” field.

MOISTURE

In an ordinary field watering is done for plant
growth — without water there is no growth. The
watering in my field has two reasons (1) a sense
of fertility — life in a paradox; (2) coloring the
damp ground brings out the light purple, allow-
ing a better implantation. The presence is
stronger.

NOISE

The units which compose my field make noise
in a light or strong wind. The object is to take
advantage of the sound in the celebration. What
is not yet clear to me is: What sort of noise will
12 thousand units make together or separately,
by their contact in the row and between the rows?

COLOR

Why purple? The color expresses my celebra-
tion from an inability to compete with nature
itself — with its green.

Zinc Plate 100 cm x cm

YADID RUBIN

born in Israel, 1938
lives in Kibbufz Givat Haim Ihug

20 100x100 12718




MY IPA

PIR"HNA) PINTI ON AN 193273 o]

'3 1983 N77N NI YD

/)

g4
/)20

"Y2N VIV,
533K 25 /7 0.5 PRIV "R 5x5 MOW3 AMBN MY
MR IRDRER 2 1Y Y P2 (o032 n1a
on P Yot Tn PR W WP TR
(p13D) NYP3aT hoWR oMY DPRIRI oM
Lypur DN AR K2RA Y3 09N Sonon a2
AR pn TR D'YP0N DR yasm ,ypan —
py™ 0D Yy nuwa NP13 13k NYpan ol
AT MAITR AN JIRT NYPIATY AR Y3
IO YW MRRM AYRISA NPT IR APMR -

APER M X1 NYTAN JAR DR YRR M.
'R

-4 P P
IS SPLASHE

)

AN RE 7 ..
D

R THE EXPLOSION: THE ROCKS ARE SPLIT AND THE PAINT




BUKY SCHWARTZ
Born - Tel Aviv 1932
Lives in New York and Tel Aviv

PI$°5R *MN TNY Yax N POURING PAINT INTO THE HOLES
TS Ak oy 3 . E . - wih PR

%!

A COLORFUL STRIKE

A pit dug out in a site 5 meters square and
half a meter deep. The pit is filled with 25 basalt
rocks (bulbous) of one meter diameter. Along a
straight line, vertical holes will be drilled in
equal distances into the rocks.

The explosive set consists of an explosive
wick and paint which fill in the holes. This will
split as well as paint the rocks along a straight
line.

The attempt to split basalt rock by an
explosive wick and paint demonstrates that the
splitting and coloring of the rock clearly
represent the ugliness, the savagery and the
energy of the explosion.

Buky Schwartz
“The energy which splits the basalt rock is the
energy of the painting”. A.B.
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ETTI SHALEV A Figure in the Landscape, stone, Tel Hai 83
Born in Vilna, USSR, in 1948
Lives in Jerusalem

83 °n %n K,

Sculpture as a construction project in the
open, on the slope, in a difficult site, without a
path. Upon a stone background. “Another”
sawn stone, without chiselling, without a chisel.
Stone as a material for sawing. In Jerusalem
stone is chiseled in order to breack its strength -
to soften it, like clouds. Sculpture- construction
work.
The use of a figure in order to use complexity.
Metal figures, cutting into metal, then sawing
] into stone, cut with fire, preceded the stone
1 figure in Tel Hai. To work fast - not to be
{ dragged into an endless manipulation of the
material, but to require construction processes:
stone, a foundation, concrete.

The sculpture poses conditions for
perception. A change of the angle of view will
change the image of the sculpture. The figure - a
detail from nature magnified with the natural
scale of the landscape.

To imprint a form in stone is like creating
fossils, which, for us, are forms preserved in a
time dimension.
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SIONA SHIMSHI
Born in Tel Aviv 1939
Lives in Jaffa
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Public Art and Early Media Archive
History of Mankind

Paved with lions serving as symbols.

People hunt them - put them in cages - sing
hymns of praise 10 them - and perpetuate them
in paint and stone.

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

Thank God: The year of heroism is coming to

an end.
Lion of Tel Hai will never be alone again.
Lions out of art-history, from all over the
world and times are joining him on the hillside
at Tel Hai 1983.

“Seven Hideouts™

Seven carpets of lions: Hazor, the Wounded
Lion of Ashurbanipal, Etruscan, on¢ of sixteen
in Delos, Venice, 11th century Indian - M.AN.
buses.
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TAMAR

Members of Zvi Gotheiner

the Troupe: Meir Germanovitz-Knopfer
Ofra Dudai
Galia Pavin
Amir Kolben

Manager: Avi Ifrach

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

THIS IS MORE COMFORTABLE

Ofra Dudai, Zvi Gottheiner, Meir Germanovich-Knopfer, Amir

Kolben

PROGRAMME:

1. VIA DOLOROSA

Design: Amir Kolben

Qualities of detachment between Man and
Earth - 1983

- and other possibilities....

2. Al'l
Design: Meir Germanovitch-Knopfer
A Wounded Mountain

3. WHIT ME
ign: Zvi Gotheiner
pattern of flow: a line - a body - a landscape.
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The Tel Hai Contemporary Art Meeting is a
project of the upper Galilee Reslonal Council, an
association of 30 kibbutzim; it is initiated and
carried out by the staff of the Institute of Arts at
Tel Hai College.

52 projects in the fields of sculpture in nature,
installations in interior spaces, art and theatrical
performances and environmental music, cons-
titute the second in the series of the Contempo-
rary Art Meetings which had its beginning in
September 1980.

The impact and the very presence of the Tel
Hai Meetings proved the transparency of the
myth of artistic concentration and point up the
possibility of basing an additional center in the
geograpluc periphery — a term which loses its
sense in the Israeli situation as a result of non-
aligning with the concept of the cultural periph-
ery.

The fact that the Meeting is a product of the
initiative, organization and execution of the art
staff of Tel Hai College presents an alternative to
the present art establishment, as the content of

saki which Or Ner created; next to the “Colored
Strike* of Buky Schwartz that brings together the
concept of destruction and the concept of energe-
tic painting.

The use of the materials of Nature shows itself
here in the preference of the artist for the giant
basalt rocks which cover wide areas of Tel Hai,
stones whose age dates from the Afro-Syrian
Rift. The great arch of David Fine (whose kib-
butz is beside Tel Dan, where one of the earliest
ancient stone arches was discovered), is intended
to turn us to the contemporary research of Lucy
Lippard, who was amazed by discoveries in the
British Isles (primarily Scotland) of remnants of
primitive cultures, of constructions and stones
that incredibly match the art works of Earth art
of the 60's and 70's and the large sculpture in
Nature. In the Galilee, in any case, every sculp-
ture of basalt stone within the landscape seems as
a statement of the search for roots and the build-
ing of a link to the cultural past.

It is an interesting fact that in the concepts and
style of the Israeli artists who are involved with
re-nostalgia-mythos, there is no gap between

the Meeting establishes an alternative to théthat )17 (hb iybhnw génlefation of artistsand the older

racter of the existing "Museum” as a socio-
cultural concept — without eliminating its role
in the situation.

The situation is formed from the data of the
architecture — interior and exterior planned
spaces — and from the economic data. The exist-
ence of the Tel-Hai Meeting exchanges the phy-
sical data for other values: in the architecture of
nature and the volumeenng of a large coordi-

nated oommumty with its resources for OTgANZi |

ing and executing this large-scale artistic event.

The Tel Hai Contemporary Art Meeting is ess-
entially an open air event. To the statement that
“Nature is a reservoir of materials with which to
create art, workshops and exhibition site*, we
need to add the fact of sentimental identity and
relauonslnp of the artist working within a land-
scape of intimate hnsloncal meanings. With this
there is a full of the pt of the
environment, both outwards — from the view
point of the attitude to the visual components in
nature, and inwards — from the viewpoint of the
relevance to the history and mythology (and also
personal memories) of the place — which leave
visual traces. Touching upon this domain gives
birth to the existential dictum whose explanation
is nostalgic or political. Longing for the orchards,
for the well, and for the local constructional tra-
dition whose traces are disappearing, for the
mule caravans carrying oranges, emits a reac-
tion, essentially aesthetic, in Hadany, Kadish-
man or Doron Yahalom — direct reaction,
hardly hinted at, to immediate stress and con-
temporary events. (Neufeld’s Fence Labyrinth
and the "Model Bomber Plane” of olive bran-

e —————————————

/

generation; the begmmng of this concept we find
i late Itzh: who planted oak
ho ol | the graves of Sheiks and dis-

for himself and others hidden mythos of

mnshm RWﬁf‘ /mn and Place.
The Tel Hm'\comempo‘g;z/ Art Meeting, with

its sculptures within nature, indoor installations,
nd rm , brings, t er Israeli artists
£ \'3@% ﬁw 1¢€United States
noted in their fields, to work in a shared site and
in conditions which are characteristic of this
event. The presence of a laxge pubhc ofart lovers
hiking in natural local 0 the
of environmental music, a.lmdy made the first
Tel Hai Meeting an experiment that did not fail,
to paraphrase Martin Buber’s saying about the
kibbutz.

Amnon Barzel
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Tel-Hai Meeting Staff: Members of the Public Committee:
llana Bauman, Coordinator

David Fine, Organization Avraham Broshi, Chairman
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Curator: Amnon Barzel Yossi Hackmey
Aviva Najjar

2 Prof. Michael Sela
Nahum Pessa
Nahym Pundak
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CON TEMPORARY ART MEETING

31 August — 3 September 1983
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