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David Shapiro

Subject: A Song

Out of the crooked timber of humanity, no straight thing was Out of baseballs and dresser drawers, out of blue jays and imitation,

ever made | Kant .. . .
| Kan out of snow inside worlds and the universe in a walnut, out of no place

and the best place, out of an image of hope and the abjection of jargon,

Out of the pills and pencils, out of toothbrushes and night guards, out ) ) o
out of sheaths and blossoming antennae, on the day without adjectives,

of CDs and Altoids, out of feathers and staplers, out of time clocks and ) ) )
out of the absolutely necessary meeting of the girl and the swan, bestial

syllabi, out of tissues and scissors, nothing straight has ever been made. ) . )
for the swan, nothing entirely straight has ever been made.

Out of computers and mouse pads, out of CDs and CD-ROMs, out o . .
Out of words, out of dictionaries and guesses, out of the contingent letter

of pens and sedentary mentalisms, out of philosophers and lampshades, )
and the space between letters, out of the tongues and the T, nothing

out of pennies and a penis, out of calculators and prescription pills, ] R
straight has ever been “built.

out of envelopes and white envelopes, out of industrial shelving and

the moonlight, nothing straight has ever been made. Out of the slightly ruined forest, out of the desire that covers me and

the strangled globe, out of the forced marriage of the feather the pen and

Out of Venetian blinds and dream-catchers, out of dreams of Lichtenberg the eraser fluid, out of the shadows of light, out of the almost invisible

and the desire of art history, out of wars and branches, out of shadows - .
sheath and the dream of tactility, out of the swan and the sign, out of the

of my fingers and your hand, out of your riveting nipples and her
dream and the game and the impossible, on the day of the permanent flaw,

weightless eyes, out of rockets and buttons, out of the number 5 and ) ) ] ] )
with the heat of it, nothing entirely straight has ever been made.
out of a red rhino, out of moustaches and Mona Lisas, out of black

numbers, nothing straight has ever been made.

Out of colored sand and autumnal trophies, out of chaos and beds, out
of a crooked woman and the straight edge of a crystal, out of jade and
dust, out of mankind’s poor penis and the archaic song of sacrifice, out
of Pluto, Medea and Goofy, out of black boots and Van Gogh’s shoes,

out of a battered self-portraiture, nothing straight has ever been made.
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Tsibi Geva, Boaz Arad, and Miki Kratzman, from the video Lattice, 2002, 50 min.
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Untitled, triptych, 2011, acrylic on canvas, 200x430
200X 430,72 %Y p197pK ,2011 ,J127WE™MD , NN XYY
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Untitled, diptych, 2012,

acrylic on canvas, 200%300

,2012 71370877, N N1 KR5S
200X 300,72 DY pOMpR

NV AW As o) cwylgie (gaun
YooxVor L 3led ole oLl S




32

[oln ¥y B in bY

nawaw

NAN2I XY, NAN2 MIMLDT
NHoI1 XY KIT XK ,NHDI TMILOIT
NDYIT XY, NPT KRNI
TIN2T TIVDNTT ANIX
MRy ANivaY Ty N
773 TTI0DNT NG 12D
7139-N100

TRNIT YW NWIW-NNRN2
P T

TIAK I27 17 NITMIveNT
TIMY INIR Sy Nana 173
0N NN TIMY

NIRYIR 121

whBn

wlaa ol e
el

Ldla) Gud 450 Fola) )b
hansy B Lials s

&> 7o,

das 03i) Sb

ilos Lo il ol 135
ezd) e J_...d_..u:«.ﬁ Sl gﬁ
Fuls 3ol o gslsdl]

)3 asaind) Jle Loes CES8
¥ dse L)

Calandd) 3L @

—Oow

vy



Eran Hadas

Chain

History is written on top then
Rewritten, it doesn’t add up

Runs over to get run over by

The next history

Tagged along to die

That’s how histories clash braking
Hopelessly into a chain-reaction crash
To stain then purge

Histories are lost

Cause

Encapsulating pages expose

The results of a

Search

35



Hadas Maor

Vernacular Art

“Archeology of the Present,” Tsibi Geva’s project for the Israeli pavilion at
the 56th International Art Exhibition — la Biennale di Venezia, is a new, site-
specific installation encompassing the thematic and formal characteristics
that have come to define Geva’s work over time. The project extends over
the exterior of the pavilion as well as throughout its interior, destabilizing
familiar divisions between inside and outside, the functional and the
representational, high and low, abandoned, found, and modified elements.
Geva’s work raises self-reflexive artistic concerns and epistemological
questions, as well as political and cultural questions pertaining to locality
and immigration, hybrid identities, existential anxiety, ephemerality, and
existence in an age of instability. The viewer’s interaction with the project
begins while approaching the pavilion, which is entirely enveloped by
hundreds of used black tires. Tightly bound to each other with cable ties and
other improvised means, the tires form a thorny, prickly protective layer of
sorts that both absorbs and repels contact. The pulsating pattern created
by the tire walls is formed by an interplay between material presence and
absence, and the entire structure is transformed into a sculptural event
on a scale that exceeds familiar dimensions, disturbing the visual and
subjective experience of the viewer. Even as one approaches the structure,
it remains difficult to determine whether it is a solid, impenetrable block
or a hollow container — an interior that can be observed and perhaps even
entered.

The tire walls enveloping the pavilion’s exterior make use of a common
everyday object to create an environment charged with layered spatial
possibilities: They allude to the political context, in which a tire may function
as a protective object capable of absorbing shocks while also constituting a
sign of protest and serving as an improvised, readily accessible weapon; at
the same time, they also relate to the installation’s architectural and artistic
context. These used tires, which are impregnated with a distinct odor,
form an organized network of holes imbued with a protective potential,

37



Paul Virilio, Bunker Archaeology,
trans. George Collins (New
York: Princeton Architectural
Press, 1994), p. 37.

38

while simultaneously attesting to a state of danger, constituting a powerful
material presence, and communicating a charged, urgent visual and political
statement. Over the years, Geva has created various installations based on
the use of tires, but these were always exhibited in closed, interior spaces.
In this case, the displacement of the artistic action from the interior to
the building’s exterior walls transforms the entire pavilion into a sculptural
object. This strategy enhances the architectural dimension of the work and
the sculptural power stemming from it, while producing a deceptive spatial
and conceptual vacillation between the real and its semblance, between an
alleged origin and the tribute or fabrication presented by the work.

The tire walls create a clear spatial demarcation while seeming to
circumscribe a buffer zone, a protective sphere that has a significant
heterotopic dimension. In this context, the entrance into the pavilion is
experienced as an entrance into a clearly defined arena of action. In his book
Bunker Archaeology, Paul Virilio describes the structure of the bunker as a
monolith, a uniform concrete cast devoid of connective elements that relies
structurally on the force of gravity: “One of the essential characteristics of
the bunker is that it is one of the rare modern monolithic architectures.
While most buildings are embanked in the terrain by their foundations, the
casemate is devoid of any, aside from its center of gravity, which explains its
possibility for limited movement when the surrounding ground undergoes
the impact of projectiles.”! Geva’s installation coats an existing building
rather than constituting a monolithic structure, yet the material and visual

The Israeli Pavilion in the Giardini della Biennale, Venice
TN, ITPINAT A ORI nn1an
adn )l Jldd) @las B olal W) zlad)

P9 @S . 'ﬂ
< y“+“+'+.+.+‘+
;r Yo : 20 # r.,

Installation view from Tsibi Geva’s exhibition “Master Plan,” 2003,
Haifa Museum of Art

,2003 ,”ANK N719IN7 YA 127 Sw o anomyna maym IR
manx5 e '[1.N"T179
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power of the tire walls, which envelop the pavilion and transform it into
a quintessential sculptural object in space, creates a monolithic cognitive,
tactile, and emotional presence.

The enclosure of the pavilion through the construction of block walls
overlain by tires creates a series of undefined, intermediate spaces that
can only be perceived from within the building.PP- 1821 These are enclosed
storage spaces — tributes to, or echoes of, the typical Israeli boidem (the
Yiddish word for attic or crawl space) — a relatively inaccessible domestic
space located under the roof or in a niche within an apartment, and used to

39
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Installation view from Tsibi Geva’s exhibition

“Mound of Things,” 2008, Tel Aviv Museum of Art
,/07127 N7 ¥aa 12y Swoano1yna mayi axmnm
MINKY 27R-5N NINTM 2008

el JS): i B e (B S5 laie
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store old or rarely used objects. Up until the 1980s, every Israeli apartment
included a boidem located in an overhead space in the corridor or kitchen.
In the context of the current installation at the pavilion, these
intermediate spaces function as storage spaces for subjective awareness
and memory. They are filled with an accumulation of doors, shutters, metal
lattices, wooden boards, flattened cardboard boxes, found and abandoned
objects, artworks, furniture items, personal souvenirs, and more. The
presence of these spaces facilitates a process of accumulation that results
in excess and in the entanglement of functional, circumstantial, emotional,
and existential concerns. They operate within the pavilion like a back yard

of sorts, where everything that has been repressed and denied is cast away,
only to resurface over and over again. In an Israeli context, this tendency
for compulsive accumulation is viewed as a quintessential post-traumatic
symptom exhibited not only by Holocaust survivors but also by second
and third-generation Israelis, and may indeed be taken to represent a
collective mental state that applies to society as a whole. This state of
consciousness, which is shaped by an aesthetic of uprooting and immigration,
is highly present in Geva’s paintings and installations, and is strongly related
to an existential experience centered on transitoriness and pervaded by
anxiety.

Across from these storage spaces, facing the entrance to the pavilion,
is a long wall made entirely of gray cement blocks, a common construction
material in Israel.PP- 1415 This wall, which is characterized by a patterned,
repetitive structure, constitutes an additional element charged with
circumscribing, separating and blocking. Extending above it is a large wall
of windows overlooking the back of the pavilion, which reveals the interior
side of the tire wall enveloping the building’s exterior. This invasion of the
interior by the exterior, which becomes evident the moment one enters
the pavilion, ruptures and fragments the a-temporal illusion of self-enclosure
created by the white cube. Moreover, the windows overlooking the tire
wall are ordered within a repetitive metal grid. This Western, modernist,
Mondrian-like pattern seems to overlay the disrupted, rounded, softened
grid of the tire wall, so that they are visually integrated into one another in
an almost inextricable manner. PP 114117

This integration between different formal and cultural orders forms a
significant axis in Geva’s works. In his early keffiyeh paintings, which he
began creating in the late 1980s, the tangled forms represent the curlicue
pattern of the traditional Arab headdress, while referring to an entire world
of layered events, colors and textures. These works present the viewer
with a cunningly deceptive image, which vacillates between the flatness of
the surface and the depicted object, and the painterly illusion of depth.
In the early keffiyeh paintings, Geva took care to depict these patterned
headdresses with relative accuracy, and to include their ornate borders
within the painting’s frame.P-42 Over time, however, the patterns acquired
an independent, dynamic quality. The positioning of the image on the surface
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Keffiyeh, 1989, acrylic and oil on canvas, 178%178, private collection
07D QIR 178 X178 , T2 OV 1w prompK L1989 , 117 BNKD
dols degomo NYAXWA (ilea)) le cojy Ll ,S) NAAL («aBsS»

of the canvas was shifted and transformed: not infrequently, only part of the
original keffiyeh image remained visible; in many instances, various layered
patterns appear one atop the other, while perspectival shifts or shading
create an illusion of three dimensions. As a result, the keffiyeh pattern became
interchangeable with that of a chain-link fence or metal lattice. Gazing at
these works became a matter of making a conscious decision: Should one fix
one’s gaze on the work’s narrative, patterned surface in order to determine
its meaning, or should one let the eye wander in search of abstract painterly
trails alluded to beneath this surface! The gaze thus comes to swing, with
a pendulum-like movement, between the softened Oriental grid upon the
work’s surface and the underlying, colorful geometric divisions; between
the frame of the painting and the frame of the image; between strategies of
concealment and strategies of obstruction; between the illusion of depth and

Keffiyeh 43 (Homage to Assim Abu-Shakra), 1992, acrylic and oil on canvas,

178x%178, collection of The Israel Museum, Jerusalem, purchased through

the Recanati Fund for Acquisition of Israeli Art

,178%178 ;72 5y 1awn promMpK 1992 L (MTAPWS1ARK DORYY MIIAN) 43 T71BKRD
ORI MK N WRIP 7P Myynxa ,DHwr SROw? [IRTIN HOIR
AYAYA L iled Gle cus eLly ST 0RAY Lclas gl polsl 150am) £¥ 20550
o) ¥ al) Loy (SLS; Gaais ddawlsy eadd) (Lb)w) Caie Aoz

the reiteration of flatness. It simultaneously penetrates the representation
and is pushed back and away from its surface, so that the image of the
keffiyeh seems to intermittently appear and disappear-.

Rather than underscoring the difference between the Middle-Eastern
grid and the Western one, Geva produces hybrids that assimilate one
pattern into another, one discursive order into the other, much like the
simultaneous view of the grid of windows and the tire wall as seen from
within the pavilion. Geva’s unique ability to shift between two and three
dimensions, painting and sculpture, conceptual ideas and installations in
space, while continuing to delve even deeper into the thematic axes of
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Rosalind Krauss, “Grids,”

The Originality of the Avant-
Garde and Other Modernist Myths
(Cambridge, MA: MIT Press,
1986), p. 9.

Rosalind Krauss, “The
Originality of the Avant-Garde,
op. cit., p. 158.
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meaning that have continuously preoccupied him over the years, is revealed
in this project in an unprecedentedly complex and comprehensive manner.

In her essay on the grid, Rosalind Krauss writes that the modernist
grid gives expression to modernist art’s longing for silence.? In another,
related essay, Krauss adds that “The grid promotes this silence, expressing
it moreover as a refusal of speech. The absolute stasis of the grid, its lack
of hierarchy, of center, of inflection, emphasizes not only its anti-referential
character, but — more importantly — its hostility to narrative.”® Geva’s work
is based not only on the grid — be it Western or Middle-Eastern, ordered
or disrupted — but also on its relationship to language. By using different
variations of the grid culled from the context of local culture, and attending
to their association with both the history of Western art and the local
political sphere, Geva undermines the fundamental principles represented
by the modernist grid. This strategy produces a seemingly unacceptable
hybrid that charges form with content, the general with the specific, the
a-temporal with the ephemeral. Vacillating between Western formalism and
Orientalism, Geva — as an Israeli artist — seeks to create a local terminology,
language, and context that exceed the tangle of limiting and mistaken
assumptions related to preexisting, restrictive definitions.

In contrast to the strategy underlying the works of high modernist
artists — the peeling of one representational layer after another in order to
expose the grid as the ultimate minimalist reduction — Geva employs tactics
that involve adding, disrupting, and camouflaging. He engages in a continuous
process of repeated painterly and conceptual shifts that are potentially
imbued with multiple meanings and interpretive possibilities: the keffiyeh
that is also a chain-link fence or a metal lattice, the terrazzo tile that is
also an abstract landscape, the grid that is also a window or built structure.
Layer by layer, what appears as a grid is revealed to conceal an image, while
what appears as an image conceals an abstract form. His work presents
numerous hybrids of nature and culture, of East and West, of Palestinian
and Israeli elements, of what exists as is and what is occupied. One may also
argue that Geva employs these tactics not only in order to create a local
terminology and formal vocabulary, but above all in order to question the
seemingly obvious locality of these terms. In parallel to the distinction made
in recent decades between innate and acquired qualities, between sexuality
and gender, one can — through Geva’s work — think somewhat differently of

the relations between the historical, the political, and the local. These terms
may subsequently be understood as neither categorical nor dichotomous,
but rather as notions subjected to a process of construction, selection, and
decision-making.

The two paintings presented on the lower level of the pavilionPP-26-31
are large works whose condensation into a circumscribed space seems to
transform them into a single panorama, while enhancing the experiences
of discomfort, aggression, and violence that already pervade them. Their
positioning conforms to the conceptual principle underlying the creation
of an installation, so that they become another intensive focal point in the
layered space. The works combine different themes that have appeared
in Geva’s work over time, including recurrent figurative elements, the
terrazzo-tile motif, and landscapes bordering on abstraction. They capture
an arena of sexual, violent interaction between numerous male and
female figures, raising concerns related to domination and subjection and
providing the impression that the represented figures are part of a
hierarchical chain of abuse, exploitation, and humiliation. Rather than
operating autonomously in space, these figures seem to be controlled by
an external force.

Figures have appeared in Geva’s oeuvre only rarely, during two clearly
defined periods — the early 1980s and a specific moment at the turn of
the current century. In the earlier works, the figures appear to have been
arbitrarily arranged on the canvas, and are stripped of a narrative context.
Delineated in a schematic, flattened manner, they seem to represent a
specific human, cultural, and political sphere. In the later works, which are
included in the current exhibition, the figures’ appearance seems to have
acquired an apocalyptic, narrative dimension that attests to the state of
humanity as a whole. The brutalist dimension of these works, together with
the sense of enclosure and suffocation produced by the installation at the
pavilion, give rise to an intensive sensory experience that accompanies the
viewer’s movement through space.

As the viewer transitions to the pavilion’s intermediate level, he comes
upon a large installation composed of metal lattices.PP- 53 86-87 This work
is based on the imitation of a found object, while displacing it from the
exterior to the interior, disrupting its functional role in a given cultural
context, and transforming it from an individual presence into a multiplicity.
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4 Vernacular architecture is
characterized by an absence
of planning and by the use of
local materials and traditional
technologies to create buildings
that tend to evolve over time,
in a manner reflective of the
surrounding environment,
culture, and history.
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Umm al-Fahm, 1983, mixed media on paper, 100x 140,
collection of Haim Katzman, Miami, Florida
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Moreover, the work enhances the playful patterning of the lattices, which
vacillates, much like Geva’s paintings, between Orientalism and modernism
and between rigid and softened forms. Following upon the viewer’s
experience on the pavilion’s entry level, these lattices appear as a series of
floating prison cages.

Visible beyond the lattice installation on the intermediate level is a tall,
long wall covered entirely by closed shutters and opaque panels made
ofvarious materials, which come together to form a mosaic of sorts.Pp- 62:67
The wall is present in the space as a representation of vernacular
architecture — unrestrained, urgent, immediate, and above all circumstantial.*

This palpably material entity rises from floor to ceiling — overlooking the

5 The aluminum-and-plastic
shutters in Geva’s work are
a development of the Israeli
louver shutters that first
appeared in the 1950s, and
were originally intended to
filter and block the intense
local sunlight. Over the years,
these shutters also became a
readily available way to enclose
outdoor balconies, thus allowing
for a provisional expansion
of residential apartments.
Today, they are perceived as a
quintessential component of a
unique local identity.

space, overflowing onto the adjacent wall, and constituting a gigantic partition
that bespeaks its own potential invasion or penetration. The wall’s surface
constitutes a mesmerizing topographical expanse that playfully engages
with the pattern of the grid while combining, in an entirely non-hierarchical
manner, found, new, old, painted, and modified shutters, opaque windows,
stretches of fabric, and more. The shutters are arranged so that the viewer
is observing their closed, exterior side, which is usually oriented towards
the public sphere, while creating a deceptive vacillation between painting
and sculpture, interior and exterior, front and back. The installation disrupts
the relations between the different elements constituting the wall and their
categorical status in the world, while creating a powerful impression of an
insurmountable obstacle, a powerful and total impasse.

Geva’s first shutter works, which were created together in 1993,p-48
are hybrid entities that exist in the space between the found and the
made-to-order. In terms of their materiality and appearance, they seem
identical to the shutters available on the market, and thus initially appear
as quintessential ready-mades. Yet they were not found in backyards or
junkyards or taken from existing apartments, but rather ordered by the
artist especially for the project, and produced according to his specifications
concerning their size, materiality, and form. These new aluminum-and-
plastic shutters carry no patina, residue, or nostalgic resonance® — and are
ostensibly charged with nothing beyond their identity as functional objects in
the world. In this respect, Geva’s shutters undermine the traditional notion
of the ready-made and form its conceptual antithesis, expanding upon the
possibilities it embodies.

The shutter wall at the pavilion, a development of this early series,
underscores the inner tautology characteristic of Geva’s artistic strategy.
The single closed shutter, the solitary object that was based on a ready-
made and then subjected to a process of modification, acquires a new status
in this work, functioning once again as a ready-made; this time, however, it
is taken from within Geva’s own body of work rather than from a general
cultural sphere.

On the pavilion’s upper level, the viewer comes upon another large
lattice installation.PP- 8% 99-97 |n contrast to Geva’s early installations, where
the lattices were arranged in long rows with no exits, like cold, threatening,
empty cages,P“° here they contain various objects — empty flower pots,
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6 See Claude Lévi-Strauss, The
Savage Mind, trans. George
Weidenfield and Nicholson Ltd.
(Chicago: University of Chicago
Press, 1966).
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mattresses, used furniture items, old television sets,PP-18:94:95 3nd more.
This installation imitates a conventional logic employed in the Israeli
urban sphere, where lattices serve as an improvised, minor extension of
the interior, a temporary storage space where necessary and unnecessary
objects are piled up indiscriminately

The appearance of this installation calls to mind the term bricoleur as
employed by Clause Lévi-Strauss in his book The Savage Mind.® The bricoleur
is skilled at various tasks and specializes in creating things by reassembling
existing objects in new ways, while adjusting his project to the limited
inventory of materials and tools at his disposal. The engineer, by contrast,
as Lévi-Strauss argues, focuses on the project in its entirety — conceiving
of, creating, and recruiting all the materials and tools necessary for its
completion. In Geva’s work, bricolage and the vernacular seem to be fused
together with a singular, existential intensity.

Lattice, installation view from the exhibition “Power,”
2005, Reading Power Station, Tel Aviv
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Like the self-enclosed spaces on the entrance level, the lattice installation
includes, among other things, a number of old TV setsPP- 189497 _ some of
which broadcast, in a recurrent loop, the video Lattice (2002), which Geva
created in collaboration with Boaz Arad and Miki Kratsman.PP-2223 This
work is composed of a series of static gazes filmed over the course of a
single day through various patterned lattices at Hagar Gallery in Jaffa; it was
presented as part of the exhibition “Lattice,” which was shown that year at
the gallery (curator: Tal Ben-Zvi). Since the TV sets are not synchronized,
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the viewer comes upon different images seen through the lattices as he
wanders through the pavilion space. This work documents the everyday life
of residents in Jaffa’s Ajami neighborhood as it unfolds from early morning
until after sunset. Its slow rhythm allows one’s gaze to linger both on the
patterned lattices and on the way in which they dissect and map the public
sphere, while blocking the viewer’s access to it. In this manner, the work
blurs the distinction between the wandering gaze and the fixed, controlled
gaze; between the position of the observer and the position of the one being
observed; between the viewer trapped within the exhibition space and the
individuals who are excluded from it, remaining free to wander throughout
the outdoor sphere.

Geva’s work is based on different types of obstructions, which always
contain gaps and holes through which the gaze can penetrate but the body
cannot pass. The layout of the project within the pavilion space creates
sharp transitions between experiences of blockage, discomfort, and
spatial ambiguity and between intimate, poetic moments, so that fragility
and crudeness, lyricism and violence, are inextricably intertwined. The
installation’s different focal points create enclaves that offer support for the
overwhelming anxieties arising from within. Yet the semblance of protection
provided by these enclaves is in fact nothing but an illusion: The tire walls are
incapable of defending against an actual attack; the spaces on the entrance
level offer only a temporary refuge or hiding space; the displaced lattices
no longer serve to expand an interior space or offer protection, but rather
constitute an obstruction in space that cages in their contents; and the
shutter wall embodies the potential of penetration.

The keffiyeh, terrazzo tile, window, shutter, lattice, and block wall are
all accepted signifiers that serve to create a separation between private and
public, interior and exterior, concealment and exposure, while partaking
of a vocabulary of concepts and elements that have populated Geva’s
work over the years. At the same time, their presence in this specific project
is — as it has in fact always been — fragmentary. They are present as bits and
pieces of a home that no longer exists, or which may potentially come into
existence in the future, yet not as the vestiges of an actual, concrete house.
The concept of home, which repeatedly resurfaces in Geva’s work over the
years, thus remains, in the end, a locus of distilled longing; an unrealized
dream about a coherent, unquestioned identity.

Untitled, diptych, 2015, acrylic on canvas, 240% 178
240%178 , 72 Sy p5MpK ,2015 1137V, N N3 K5H
YExA\WVA (Gold le Ll S ¥V caald d>g) gl Ggaon



52

On the upper level of the pavilion, situated alongside the lattice
installation and the windows overlooking the tire wall on the exterior, are
a number of large-scale paintings composed of several units, which come
together to form a complex painterly weave. These recent works, which
are all part of the series of vernacular paintings that Geva has been creating
in recent years,PP-2631 are characterized by an expressive, hybrid quality.
Whereas Geva’s early works related to specific objects in the world, the
subjects of these recent paintings intermingle with one another in the
absence of clear boundaries, like a puzzle containing countless hidden hints.

Especially notable among these works is a large expressive painting, in
which a black raven appears against a seemingly abstract ground flanked
by the inscription “Black Raven.”PP-110-111 The composition also contains
a stain-like form reminiscent of the map of Israel, as well as a partial
inscription that seems to allude to the extremist Islamic movement ISIS.
This work, like the other works scattered through the space and many of
the earlier ones created by Geva over the years, makes evident the unique
textual dimension characteristic of his artistic language, in which solitary
words scattered throughout the works serve to produce mental and visual
panoramas. Every word represents an image that is usually absent from
the body of the painting, so that its verbal surfacing within the space of the
work allows for a crossing between different layers of insight and subjective
experience.

In this context, it is worth mentioning the series of terrazzo-tile paintings
that Geva began creating in the late 1980s,P- 52 which was born of the use of
the word “balata” in one of the keffiyeh paintings. The word first appeared
in Geva’s work as an allusion to the Palestinian refugee camp by this name
(located near Nablus in the West Bank). Yet since balata is also the Arabic
word for “tile” and is commonly used, in vernacular Hebrew, to refer to the
imitation-terrazzo tiles ubiquitously used throughout Israel, it subsequently
led to the painting of the terrazzo-tile works. These tiles, which may be
defined as an all-Israeli signifier, were long identified in collective Israeli
memory with the Palestinian population both within and beyond the Green
Line, whose members once made up the bulk of Israel’s construction
workforce. In this local context, the words “keffiyeh” and “balata” are both
related to the same obvious social, political and cultural context; in addition

to pointing to a given object in the world by painterly means, they represent
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Terrazzo, diptych, 1989, acrylic on canvas, 215%198,

private collection, New York
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an attempt to create a local terminology, to respond to a general state of
affairs and to take a stance in the public sphere. Geva’s refusal to come
to terms with the accepted separation between the sphere of reality and
the sphere of art, between the political and the personal, and between the
decorative and the conceptual, constitutes a unique dimension of his work.
His choice of subject matter is oriented toward the Middle East, while the
painterly undertaking itself engages in a process of negotiation with the
West.

Geva’s use of written inscriptions in his works is a quintessentially
conceptual strategy, which presents different systems of linguistic and
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cultural translation on canvas while examining in depth the possibilities of
joining together text and image, and their ability to complete or substitute
for one another. This strategy assumes the existence of an imagined cultural
sphere shared by the viewers of the works, and relies on their ability to
read the texts and identify the words or place names (especially in the
early works, where the inscriptions appeared in Hebrew only)P-46 — while
providing an expansive and layered arena of action for those interested in
reading and interpreting the works in additional, non-local contexts.

The words scattered throughout the space of the pavilion —“Gazzza,”
“Wonderland,” ”Black Raven,” “Mount Hazon” — come together to reflect
a specific existential state. This textual layer underscores and enhances the
existentialist dimension of the project, the sense of urgency and intensity
it communicates, and the existential anxiety that pervades it. Moreover,
the permanent sign affixed to the facade of the pavilion — the metal letters
spelling out the word ISRAELE,P- 38 which are largely concealed by the tire
wall —have been rewritten in black spray paint at the entrance to the pavilion,

becoming an integral part of the project and of the work’s logic. PP- 36- 146

Geva’s method of working on large, essentially unlimited series over long
periods of time shapes both his more modular, structural paintings such as
the terrazzo-tile series described above, the keffiyeh or the window series,
and the three-dimensional, spatial installations like the lattices and block or
shutter walls.P-4° Although these works all seem to point to an origin that
exists in reality, and in relation to which they are reproduced, their logic is
not predicated upon reproducing or copying, but rather upon accumulation
and saturation. The main focus is on the mode of action itself, on the process
of gathering images and terms and on their potential interweaving with
other images and terms selected by the artist. Meaning is constructed out
of difference, and in Geva’s work it arises out of the ensemble of differences
between the individual works in the context of repetition, accumulation, and
shifting. This accumulating multiplicity, which has revealed itself over time
to constitute an important principle in Geva’s work, points to a complex
understanding of the immanent gaps between signifier and signified, image
and language.

Toward the end of his book Difference and Repetition, Gilles Deleuze

presents the terms “repetition” and “difference” in the following manner:

Gazzza, 2014, acrylic on paper mounted on wood, 252%80
252%80 ,yV %V paTin 171 Sy pimpK 2014 ,Gazzza
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7 Gilles Deleuze, Difference
and Repetition, trans. Paul
Patton (New York: Columbia

University Press, 1986), p. 295.

8 Gilles Deleuze and Félix
Guattari, A Thousand Plateaus:
Capitalism and Schizophrenia,
trans. Brian Massumi

(Minneapolis: University of

Minnesota Press, 1987), p. 21.
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“The frontier or ‘difference’ is therefore singularly displaced: it is no
longer between the first time and the others, between the repeated and
the repetition, but between these types of repetition. It is repetition itself
that is being repeated.”” Deleuze attempts to undo the fundamentally
linear, developmental approach that is frequently applied to the concept of
repetition. He seeks to open up a gap, to change the pattern of relating to it
and to call attention to the dimension of action — to repetition itself.

In this context, one may think of Geva’s large series not in terms of
the accepted relations between a given object in the world and a painterly
interpretation and reflection aimed at reproducing it — but rather in the
context of a system in which multiplicity produces and accumulates meaning
beyond the image, beyond the object, beyond the “thing” in the world. This
production of meaning, in Geva’s work, unfolds simultaneously on several
levels: a wide-ranging, self-reflexive dialogue with the fathers of modernism,
alongside a comprehensive cultural dialogue related to the politicization
of art-making in recent decades. One may even go so far as to examine
Geva’s overall body of work and the manner in which it is situated in space
in relation to the concept of the “rhizome,” which Deleuze and Guattari
explain in the following manner: “The rhizome is reducible to neither the
One nor the multiple. It is not the One that becomes Two or even directly
three, four, five etc. It is not a multiple derived from the one, or to which
one is added (n+/). It is comprised not of units but of dimensions, or rather
directions in motion. It has neither beginning nor end, but always a middle
(milieu) from which it grows and which it overspills.”

This passage proves useful to understanding the principle shaping
Geva’s oeuvre, and the fact that his works are simultaneously charged with
different kinds of allusions and registers. On the one hand, every work is an
autonomous and self-sufficient unit; at the same time, it also partakes of an
extended structure, relates to a series, and intersects in space with similar
thematic and visual principles. This strategy, which was already present
in Geva’s early series of paintings, is further underscored by the spatial
condensation of the installation at the pavilion in Venice, and the process of
material and emotional overwhelm it repeatedly conveys.

Geva is a political artist in the deepest sense of this term. The
political dimension of his work, however, is cumulative; it is revealed and
understood in the process of observing the works and becoming acquainted

Parts of this article were
published in Hadas Maor’s
article “Homeland (The Hole

in the Painting, or the Painting
that Is Nothing but a Hole),”

in the retrospective exhibition
catalogue Tsibi Geva: Mound of
Things, Tel Aviv Museum of Art,
2008.

with them — rather than striking one directly, in one instant. Although his
approach to painting is fundamentally conceptual, the works themselves are
imbued with a surprisingly expressive charge, and his entire work process
is predicated upon the creation of a dialectical tension between contrasts
and the combination of different arenas of discourse and action. This
combination always attempts to remain hybrid, ambiguous, multicultural and
non-uniform, and simultaneously opens up onto artistic questions, as well
as cultural and political ones. His work involves the collection of signs in
the world, and he can even be described as operating in the space between
archeology, anthropology, and art. Yet he does not gather information
about a distant and foreign other. The forms and objects present in his
work partake of a lived, highly specific, immediate reality, while attesting to
the catastrophic dimension that suffuses it. His oeuvre is pervaded by the
impossible complexity of Israeli-Palestinian existence in this place, and is
imbued with a painful, sober and harsh awareness. It strives to deconstruct
the fundamental concepts of place, culture, and identity shaping our life and
actions, and to touch upon the most sensitive question of all: the question
of this place’s belonging to its inhabitants, to both Palestinians and Israelis.

The title of this project, “Archeology of the Present,” is dialectic. It is
charged with both a thematic and a sculptural dimension, while also containing
an internal contradiction. Archeology is a scientific discipline concerned
with studying the past of human culture by identifying, documenting, and
analyzing material and environmental data. This term carries connotations
of an action unfolding in space in order to study the history of time. The
coming together of the terms “archeology” and “present” represents the
collapse of time and space into one another. It creates a head-on collision, a
structured failure, which assimilates the dimension of impossibility into the
heart of this project.
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Navit Barel

Season’s Opening

It is the light that allows

for the precise detailing of

body and place.

As for the details concerning the tongue,
we shall wait and see. Am | not | grateful?
| am almost withdrawal

| shall leave when | am ready. Entirely superfluous
are the things that capture our shock:
Vaccination booklets, expense reports,
the wording of wills. Almost all of us can
be identified in what shatters. In the fall.
It rushes down the stairs towards us.
Examining the waiting list in

motion. Eventually we will bump into it.
You? Here. Wishes that mock us.

To gather clouds without water-.

To be homesick without a home.

Soon, at night, you will show me

where | have disappeared to.

The large birds do not look down.
Thoughts, too, drop away.

A direction | do not understand.
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Shutter Wall, 2015, wood, aluminum,
plastic, glass, canvas, plaster, tin,
Formica, 500x425x5, 500%450%5,
installation view
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Biblical language, which binds together knowledge and pain, ties between the
two orders of body and psyche, the outcome of the primal sin, so that human
beings must henceforth get used to a new, dynamic sphere, over and against the
paradisiac tendency towards conservatism. In other words, in the face of the
ontological fact of pain the self's displacement becomes possible, a self, then,
which never stops to re-draw its map of pain, and moreover, to re-experience
its pain, waning or increasing as it may over the years. Giving it a different place,
being sustained by it. Pain’s historicity starts with the self. It’s always the same
pain, the same pain changing, the same pain that you were able to bear but no
longer can, or that you bear in a wholly different way. It is Genesis’ association
between labor and pain that effects this truth. The words of God to Adam should
not be divorced from those to Eve. The metaphoric movement of God’s curse
binds them together in the same fate, the same destiny, which touches both
body and psyche, a fate of labor and sublimation, of pain and transformation.
From now on, God tells them, all movement in space-time comes with labor
and pain. Everything arrives at a price. When we tell our dear ones that we wish
they will know no more sorrow and pain, as though we came to chase away the
dark,' we forget this truth in our grief, though only for a moment.

Everyday life. Let’s start out from there. Language has moved on. The
generation of my grandmothers and grandfathers would still say about this or
that person that he was a man who had known illness, a man of sorrows. |
hardly hear such talk nowadays. But none of us is exempt from pain. It is the
broadest, most sweeping and distressing common denominator we have, even
more than joy, certainly more than contentment. The omnipresence of pain, or
at least, a certain dose of pain, pain which we absorb into life’s very movement,
which constitutes that very movement, regardless of any immunizations we
received or walls we built; pain we inflict on ourselves through discipline or
self-punishment, controlled or out of control. Pain traverses all spheres of life,
all the tiny, ostensibly simple gestures that sharpen it, all the omissions that
chafe against it, hours of sleeping, drinking and smoking, and situations that feel
uncomfortable, and thoughts that pursue us. The pain of openheartedness as
well as of unknowing, of secrecy and of breaking secrecy, of insult, of rejection,
of shock: the pain of wakefulness, the pain of dreaming, the pain of exaggeration,
the pain of drunkenness. Pain that invites introspection. Pain that gets in the way

of thinking. Our life is a relentless sequence of pains, and the body constantly
signals to what extent we manage or neglect to look after its pain, that is, after

ourselves.

Michal Ben-Naftali

Excerpted from the essay “On Pain.”

! For the Hebrew reader, this phrase carries a reference to the popular Hanukkah song
“Banu hoshekh legaresh” — We've come to chase away the dark. Hannukkah is the Jewish
winter festival of light.
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Lattice, 2015, iron, 140%765%50; Altneuland, 2000, industrial paint on tin, 60%x250x6, installation view
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Lattice, 2015, iron, found objects, 140%1,020x50, installation view
140%1,020X 50 ,0"1¥1 D*¥1M 512 ,2015 ,71520
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Wall, 4 parts, 1992-2015, acrylic on canvas and spray paint on vinyl, 300300
300X 300 ,7717 YV 11190 Yay1 T2 Yy pivmMpK ,2015-1992 ,0%%5M 4 ,11p
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Tsibi Geva, Boaz Arad, and Miki Kratzman, from the video Lattice, 2002, 50 min.
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What makes the sky so rational? The
window frame.

The window frame is like the twelve
apostles. Three on each side and in
between [behind the star-fog] sits the
child Michael.

The movement of the turning doll and of
the trains propelled by him through air
are the divine bidding.  Arise arise he

says and go forth.

69

What is my relationship to the things |
see!

Did I not give birth to them myself? This
lasso flung from my eyes ropes an inner
space.

Telegraph poles? Telegraph poles.
Mountains? Mountains.

| face these giant props in all the compass’

directions.

70

You must be wondering why the
whitewash is flaking off the ceiling.

The answer Dolores is an internal one.
Its sorrow. Its pain. Its hopes. Its
inability to hold its inner layers. Time.
The duplicity of time. Diminishing
things. The scorching light. This walking
downwards. And mainly the need to fill

the air with white dustworks.

Yoel Hoffmann

Excerpted from the book How Are You Dolores.
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Black Raven, 6 parts, 2014,

oil and acrylic on canvas, 300%380
,2014 ,0%5M 6 ,71I0W 271y

300X 380 , T2 YV p?91pK1 1w
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Mount Hazon, triptych, 2012,
oil and acrylic on canvas, 360%178

MW ,2012 ,71205"™ML L, 11ITH AT
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Tsibi Geva was born in 1951 on Kibbutz Ein Shemer,
Israel. He lives and works in Tel Aviv. Since 1979, his
work has been featured internationally in numerous solo
exhibitions, including at the Institute of Contemporary
Art, Boston; The American University Museum,
Washington, DC; MACRO Testaccio, Rome; The Israel
Museum, Jerusalem; and a retrospective at the Tel Aviv
Museum of Art. He has participated in group exhibitions
in major museums and galleries worldwide, including the
Kunsthaus Ziirich; Orangerie Herrenhausen, Hannover;
Whitebox, New York; Palazzo Reale, Milan; Martin-
Gropius-Bau, Berlin; El Espacio Aglutinador, Havana,
Cuba; CCA Andratx, Mallorca; The Israel Museum,
Jerusalem; Tel Aviv Museum of Art; and Museum on the
Seam, Jerusalem. Geva is a professor at the University
of Haifa and at Hamidrasha School of Art, Beit Berl
College. He is the recipient of numerous awards,
including the Sandberg Prize awarded by the Israel
Museum, Jerusalem; the Pundick Prize awarded by the
Tel Aviv Museum of Art; and a Lifetime Achievement
Award from the Israeli Ministry of Culture.

Solo Exhibitions

1979 — Hakibbutz Art Gallery, Tel Aviv
— Sara Gilat Gallery, Jerusalem
1982 — “December 1982,” Hakibbutz Art Gallery,
Tel Aviv
1983 — “New Works,” Sara Gilat Gallery, Jerusalem
1984 — Julie M. Gallery, Tel Aviv

— “Special Exhibit,” The Israel Museum,

Jerusalem; curated by Yigal Zalmona
1985 — “Currents: Tsibi Geva,” ICA, Boston
1988 — Julie M. Gallery, Tel Aviv (catalogue)

— “Paintings,” Tel Aviv Museum of Art;

curated by Ellen Ginton (catalogue)
1989 — Julie M. Gallery, Tel Aviv
1990 — Annina Nosei Gallery, New York (catalogue)

— “Shelter and Other Paintings 1985—1988,”

Julie M. Gallery, Tel Aviv

1992 — “Lessness,” Julie M. Gallery, Tel Aviv;
Bograshov Gallery, Tel Aviv; curated by
Ariella Azoulay

1993 — Annina Nosei Gallery, New York (catalogue)

1994 — “Blinds,” Julie M. Gallery, Tel Aviv

— “Tsibi Geva: Works 1988—1994,” Museum of
Art, Ein Harod, Israel; curated by Galia Bar Or

1995 — Annina Nosei Gallery, New York
— “The Big Northern Window of a Classroom,”
Julie M. Gallery, Tel Aviv
1997 — “Works,” Julie M. Gallery, Tel Aviv (catalogue)
1998 — “Tsibi Geva: December 1982 / December
1998,” Hakibbutz Art Gallery, Tel Aviv;
curated by Tali Tamir (catalogue)

— “Keffiyeh and Balata Paintings,” Ambrosino
Gallery, Miami, Florida; curated by Tami
Katz-Freiman

1999 — “Keffiyeh,” El Espacio Aglutinador, Havana,
Cuba; curated by Tami Katz-Freiman
— “Summer,” Kibbutz Be’eri Gallery, Israel;
curated by Ziva Yelin
2000 — “Works,” Kibbutz Rosh Hanikra Gallery, Israel
2001 — “The Days of Awe,” Annina Nosei Gallery,
New York

— “Rage,” Achshav.Now Contemporary Art,
Berlin (catalogue)

2002 — “Lattice,” Hagar Art Gallery, Tel Aviv;
curated by Tal Ben Zvi

2003 -

2005 —

2006 —

“Background,” Cabri Art Gallery, Kibbutz
Cabri; Kibbutz Lohamei Hagetaot Art Gallery,
Israel; curated by Drora Dekel

“The Days of Awe,” Tmuna Theater, Tel Aviv;
curated by Noam Holdenberger

“Master Plan,” Haifa Museum of Art, Haifa,
Israel; curated by Daniela Talmor (artist’s book)
“Local Birds,” Kav 16 Gallery, Tel Aviv;
curated by Galia Yahav

“What Does the Bird Care,” Goren Gallery
for the Arts, Yezreel Valley College, Israel
“After,” Annina Nosei Gallery, New York
(artist’s book)

“Mount Analogue,” Hamidrasha Gallery,

Tel Aviv; curated by Doron Rabina

— “Other Flowers,” The New Gallery, Bet

2007 —

2008 —

2009 —

2010 -

2011 —

2012 -

2013 -

Gabriel on the Sea of Galilee, Israel; curated
by Gideon Ofrat (catalogue)

“Natura morte,” Ermanno Tedeschi Gallery,
Turin, Italy (catalogue)

“Mound of Things,” Tel Aviv Museum of Art;
curated by Hadas Maor (catalogue)

“Biladi Biladi: Works 1983—1985,” Warehouse
2, Jaffa Port, Tel Aviv; curated by Hadas Maor
“NoHow On,” Herzliya Museum of
Contemporary Art, Herzliya, Israel; curated
by Hadas Maor

“Other Works,” Ferrate Art Gallery, Tel Aviv
“Song of the Earth,” San Gallo Art Station,
Florence, Italy

“New Works,” Annina Nosei Gallery,

New York

“Keffyieh,” mural at the Peres Center for
Peace, Tel Aviv

“Transition, Object,” Ashdod Art Museum,
Monart Center, Ashdod, Israel; curated by
Yona Fischer (catalogue)

“New Works,” The Studio on Alfasi Street,
Tel Aviv; curated by Yona Fischer

“The Bird Inside Stands Outside,” Fondazione
Horcynus Orca, Messina, Sicily, Italy; curated
by Martina Corgnati

“Tsibi Geva: Paintings 2011-2013,” The
American University Museum at the Katzen
Arts Center, Washington, DC; curated by
Barry Schwabsky (catalogue)

20142015 —

“Tsibi Geva: Recent and Early Works,”
MACRO Testaccio, Rome; Mdnchehaus
Museum of Modern Art, Goslar, Germany;
curated by Barry Schwabsky and Giorgia Calo
(catalogue)

Selected Group Exhibitions

1980 —

1981 —

1982 —

1983 —

1984 —

1985 —

1986 —

“Borders,” The Israel Museum, Jerusalem;
curated by Stephanie Rachum (catalogue)
“Summer Show,” Shinar Gallery, Tel Aviv

“The Autumn Salon,” Dizengoff Center, Tel Aviv
“Political Identity,” Hakibbutz Art Gallery,

Tel Aviv

“Another Spirit,” Tel Aviv Museum of Art;
curated by Sarah Breitberg-Semel (catalogue)
“Tel Aviv in Jerusalem,” The Artists House,
Jerusalem; curated by Amnon Barzel

Julie M. Gallery, Tel Aviv

Tel Hai ’83: International Contemporary

Art Meeting, Tel Hai, Israel; curated by

Amnon Barzel (catalogue)

“Description of a Situation,” Horace Richter
Gallery, Tel Aviv

“Two Years 1983—1984: Israeli Art — Qualities
Accumulated,” Tel Aviv Museum of Art;
curated by Sarah Breitberg-Semel (catalogue)
“Arte em Israel,” Museu de Sio Paulo
(catalogue)

“Eighty Years of Sculpture in Israel,”

The Israel Museum, Jerusalem; curated by
Yigal Zalmona (catalogue)

The Israeli Pavilion, Sao Paulo Biennial;
curated by Amnon Barzel (catalogue)
“Milestones in Israeli Art,” The Israel
Museum, Jerusalem; curated by Yigal Zalmona
“Art in Israel 1906—1985,” The Royal
Museum of Fine Arts, Antwerp, Belgium
“The Want of Matter: A Quality in Israeli Art,
Tel Aviv Museum of Art; curated by Sarah
Breitberg-Semel (catalogue)

»»

— “Diptych, Triptych, Polyptych,” Graham

Modern Gallery, New York

“The Concerned Eye: Israeli Art Today,”
Port of History Museum, Philadelphia;
curated by Amnon Barzel (catalogue)
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1987 —

1988 —

1989 —

1990 —

1991 —

1992 —

1993 -

1994 —

“Art Israel: The 1980s,” Graham Modern
Gallery, New York; curated by Mary Evangelista
“Artist—Format, Format—Artist: Israeli Art in
Large Format,” Museum of Israeli Art, Ramat
Gan, Israel; curated by Meir Ahronson

“36 Artists,” Julie M. Gallery, Tel Aviv;
Bograshov Gallery, Tel Aviv

“Fresh Paint: The Younger Generation in
Israeli Art,” Tel Aviv Museum of Art;
curated by Ellen Ginton (catalogue)

“Nine Israeli Artists,” Kunsthaus Zirich;
Orangerie Herrenhausen, Hannover;
curated by Ellen Ginton (catalogue)

“In the Shadow of the Conflict,” The Jewish
Museum, New York; curated by Susan
Goodman

“Ten Years of Acquisitions, 1979-1989,”

Tel Aviv Museum of Art (catalogue)
“Towards the '90s,” Museum of Art, Ein Harod,
Israel; curated by Galia Bar Or, Amnon Barzel,
Miriam Tuvia-Boneh, Gideon Ofrat, Pinchas
Cohen Gan

Annina Nosei Gallery, New York

“Israeli Art Around 1990,” Stadtische
Kunsthalle, Diisseldorf, Germany; curated

by Doreet LeVitte Harten (catalogue)

“The South of the World: The Other
Contemporary Art,” Galleria Civica d’Arte
Contemporanea, Marsala, Italy; curated by
Amnon Barzel

“Summer Presentation,” Tel Aviv Museum
of Art

“Postscript: End Representations in
Contemporary Israeli Art,” The Genia
Schreiber University Art Gallery, Tel Aviv
University; curated by Tami Katz-Freiman
Annina Nosei Gallery, New York

“There,” The Israel Museum, Jerusalem;
curated by Yigal Zalmona (catalogue)
“Berlin—Tel Aviv—Jerusalem—Dresden,”
Galerie Parterre, Berlin; Galerie Rahnitzgasse,
Dresden; curated by Julie Mamon
“Subtropical: Between Figuration and
Abstraction,” Tel Aviv Museum of Art;
curated by Ellen Ginton (pamphlet)

1995 —
1996 —
1996-1998 —
1997-2000 —
1998 —

“From the Sublime to the Meticulous: Seven
Contemporary Israeli Artists,” Davis McLean
Gallery, Houston, Texas; curated by

Marge Goldwater

“From the Collection,” Tel Aviv Museum of Art
“A Fence of Cypresses, Fruit of Time, Mister
Sweety,” Tel Aviv Museum of Art; curated

by Eitan Hillel

Mitzpe Project, installation at “Coexistence
Meeting,” the Artists Museum, Mitzpe Ramon,
Israel (catalogue)

University of Haifa Art Gallery; curated by
Daniela Talmor

“Windows,” The Israel Museum, Jerusalem
“Ketav: Body and Word in Israeli Art,”
Ackland Art Museum, University of North
Carolina; curated by Gideon Ofrat (catalogue)
“Michal Na’aman, Tsibi Geva, Deganit Berest,”
Julie M. Gallery, Tel Aviv

“The Minister of Education and Culture’s
Award for Visual Art — The First Decade,”
Tel Aviv Museum of Art; curated by Sorin
Heller (catalogue)

“Arabesque,” Umm El-Fahim Art Gallery, Israel
“Tsibi Geva, Michael Sgan-Cohen,” Julie M.
Gallery, Tel Aviv

“Works from the Museum Collection,” Haifa
Museum of Art; curated by Daniela Talmor
“Desert Cliché: Israel Now — Local Images,”
Arad Museum; Museum of Art, Ein Harod,
Israel; The Bass Museum, Miami; Grey Art
Gallery, New York; Nexus Contemporary
Art Center, Atlanta; Yerba Buena Center

for the Arts, San Francisco; curated by

Tami Katz-Freiman (catalogue)
“TIMOTCA/UNESCO: Art Beyond Borders,”
the International Museum of 20th Century
Arts, the UN building, New York; UNESCO
building, Paris (catalogue)

“To the East: Orientalism in the Arts in Israel,”
The Israel Museum, Jerusalem; curated by
Yigal Zalmona (catalogue)

“Political Art in the '90s,” Haifa Museum of Art;
curated by llana Tennenbaum (catalogue)

1999 -

2000 —

2001 —

2002 —

“Ninety Years of Israeli Art: A Selection

from the Joseph Hackmey — Israel Phoenix
Collection,” Tel Aviv Museum of Art; curated
by Mordechai Omer (catalogue)

Notes on the Days of Awe 2, installation in
“Phantoms: Tsibi Geva and José Bedia,”

Art Focus 3, Jerusalem; curated by

Tami Katz-Freiman (catalogue)

“About Raffi,” Julie M. Gallery, Tel Aviv
(catalogue)

“Ya’acov Dorchin, Tsibi Geva,” Art Gallery,
Oranim Academic College, Kiryat Tivon, Israel
“The World of Yesterday,” Julie M. Gallery,
Tel Aviv

“Ladies and Gentlemen,” Tel Aviv Museum

of Art; curated by Ellen Ginton

“The Perpetual Well: Contemporary Art from
the Collection of the Jewish Museum,” Samuel
P. Harn Museum of Art, University of Florida
“Molds of Their Homeland: Symbols of Identity
in the Works of Assim Abu-Shakra and Tsibi
Geva,” Ben-Gurion University of the Negeyv,
Be’er Sheva, Israel; Julie M. Gallery, Tel Aviv
(catalogue)

“Sun,” Tel Aviv Museum of Art; curated

by Ellen Ginton (pamphlet)

Alon Segev Gallery, Tel Aviv

“Wishlist,” The Israel Museum, Jerusalem;
curated by Sarit Shapira

“Havana Nagila,” Artists Workshops, Tel Aviv;
curated by Tami Katz-Freiman

“Berest, Geva, Shachar, Shaul,” Julie M. Gallery,
Tel Aviv; Arco 2001, Madrid; curated

by Julie Mamon

“The Height of the Popular,” Tel Aviv
Museum of Art; curated by Ellen Ginton
“Views,” The Israel Museum, Jerusalem;
curated by Sarit Shapira

“Mediterranean,” Beit Hagefen, Haifa;

curated by Rinat Kopler

“Grid Drawing in Israeli Art,” University of
Haifa Art Gallery; curated by Monica Lavie
(catalogue)

“The Return to Zion: Beyond the Place
Principle,” Time for Art Gallery, Tel Aviv;
curated by Gideon Ofrat (catalogue)

Dvir Gallery, Tel Aviv (catalogue)

2003 -

2004 -

2005 -

2006 —

“Focus on Painting,” Haifa Museum of Art;
curated by Daniela Talmor (catalogue)
“Imagine,” Umm EI-Fahim Art Gallery,
Israel (catalogue)

“The Shine: Dreams from the Sea of Gaza,”
Julie M. Gallery, Tel Aviv

“First Flowers of Israeli Art,” The Israel
Museum, Jerusalem; curated by Shlomit
Steinberg (catalogue)

Annina Nosei Gallery, New York

Park Avenue Synagogue, New York

Dot Fiftyone Gallery, Art Basel, Miami;
curated by Tzili Charney, Alfredo Guzman,
Isaac Perelman

“Fragments,” Time for Art Gallery, Tel Aviv;
curated by Neta Gal-Atzmon

“Artissima,” Ermanno Tedeschi Gallery,
Turin, ltaly

“Signed and Dated,” Gordon Gallery,

Tel Aviv; curated by Amon Yariv

“The ’80s in Israeli Art,” Art Gallery,
Oranim Academic College, Kiryat Tivon,
Israel; curated by David Wakstein

“Power: Israeli Art 4,” Reading Power
Station, Tel Aviv; curated by Doron Rabina
Alon Segev Gallery, Tel Aviv

“Israele arte e vita, 1906-2006,” Palazzo Reale,
Milan; curated by Amnon Barzel (catalogue)

— “Double Exposure,” Makor Gallery, New York;

curated by Carmela Ya’akobi Walke

“Flora and Fauna,” Bineth Gallery, Tel Aviv;
curated by Michael Kovner

“Earth Ways,” Ashdod Art Museum, Monart
Center, Ashdod, Israel; curated by Yona Fischer
(catalogue)

“New Territories,” DeHallen Belfort, Bruges,
Belgium; curated by Michel Dewilde (catalogue)
“The New Hebrews: A Century of Art in
Israel,” Martin-Gropius-Bau, Berlin; curated

by Doreet LeVitte-Harten, Yigal Zalmona
(catalogue)

“Beijing—Shanghai—Tel Aviv,” The House at

27 Chissin Street, Tel Aviv; curated by Anat
Ahuvy, Revital Gal, Neta Eshel

“Dynasty,” Art Gallery, Sapir Academic
College, Israel; curated by Michal Shamir
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2007 — “Site Seeing,” University of Haifa Art Gallery;
curated by Ruti Direktor (catalogue)
— “The Promised Land,” Ermanno Tedeschi
Gallery, Rome
— “Bare Life,” Museum on the Seam, Jerusalem;
curated by Raffi Etgar (catalogue)
— “Temporally,” The Israeli Center for Digital
Art, Holon, Israel; curated by Hadas Maor
— “Bread and Pleasures: Israeli Art 6,” Jaffa Port,
Tel Aviv; curated by Ory Dessau
2008 — “Check-Post: Art in Israel in the 1980s,”
Haifa Museum of Art; curated by llana
Tennenbaum (catalogue)
— “The Work of Mourning,” Hanina Gallery,
Jaffa, Tel Aviv; curated by Jonathan Hirschfeld
— “The Gates of the Mediterranean,” Palazzo
Piozzo, Casa del Conte Verde, Rivoli, Italy;
curated by Martina Corgnati (catalogue)
— “Mr. Guskin,” ArtTLV, Tel Aviv; curated
by Irith Hemmo
2010 — “The Right to Protest,” Museum on the Seam,
Jerusalem
— “Lost: Biennale of Drawing,” Barbur Gallery,
Jerusalem; curated by Avi Sabah
— “Neighbors,” Galerie im Koérnerpark, Berlin
— “Third Thoughts,” CCA Andratx, Mallorca;
curated by Barry Schwabsky and Carol
Szymanski
— “Earth, Wind, Fire, and Water,” The Israel
Museum, Jerusalem; curated by Yinka Shonibare
— “Looking In, Looking Out: The Window in
Art,” The Israel Museum, Jerusalem
— “Oh God,” Hanina Contemporary Art Gallery,
Tel Aviv; curated by Yifat Gilady and Yael
Keinan
2011 —“Bread and Roses,” Kastiel Complex, Tel Aviv
— “29 November,” HaHalalit Gallery, Tel Aviv
— “Road to Nowhere,” Ashdod Art Museum,
Monart Center, Ashdod, Israel; curated by Aya
Lurie
— “Recipients of the 2010 Culture and Sports
Ministry Awards for Art and Design,” Museum
of Israeli Art, Ramat Gan, Israel
2012 — “Solo+,” Chelouche Gallery, Tel Aviv
— “Great Wide Open: New and Old in the
Collection,” The Israel Museum, Jerusalem

— “A Meeting of Parallel Lines,” Kupferman’s

House, Kibbutz Lohamei HaGeta’ot, Israel
2013 — “Band Aid,” exhibition marking the 25th

anniversary of the Physicians for Humans Rights
organization in Israel, Warehouse 2, Jaffa Port,
Tel Aviv

— “Tragicon,” Alfred Gallery, Tel Aviv

— “Geva, Golombek, Kupferman,” Sissman
Gallery, Tel Aviv

2014 — “Dynasties: Haifa Museum of Art Collection,”

Haifa Museum of Art; curated by Leah Abir
and Orit Bulgaru

— “Works for the Drawer,” The National Library
of Israel, Jerusalem; curated by Irena Gordon

— “To Eternity’s End, Beyond the Sea,” Bialik
House, Tel Aviv; curated by Smadar Sheffi

— “Ground Surface: Miki Kratsman, Tsibi Geva,”
NB Haifa School of Design, Haifa; curated by
Micha Kirshner

— “Band Aid 2: Healthy Cause — Physicians for
Human Rights,” Jaffa Salon of Art, Tel Aviv

— “Bread and Roses: Art Sale for the Benefit of
Arab Women in Workplaces,” Kastiel, Tel Aviv

Awards

1984 — The America—Israel Cultural Foundation,
Sharett Scholarship for Advanced Studies
Abroad

1985 — Beatrice S. Kolliner Prize for a Young Israeli
Artist, The Israel Museum, Jerusalem

1994 — The Minister of Science and Arts Prize
for Fine Art

1996 — The Isracard Prize, Tel Aviv Museum of Art

1997 — The Sandberg Prize for an Israeli Artist,

The Israel Museum, Jerusalem

2001 — The George and Janet Jaffin Award, America—
Israel Cultural Foundation

2003 — The Aptowitzer Prize, Haifa Museum of Art

2004 — The Mendel and Eva Pundik Fund Award for
Israeli Art, Tel Aviv Museum of Art

2010 — The Culture and Sports Ministry Lifetime
Achievement Award
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The wind caused the red line to waver ever so slightly: now it resumed its place.
To the right — a barren expanse. Cracked sand. A scattering of cigarette butts
stuck in the sand. To the left — the house — the shack — the thin, tall tree that
cast no shadow, serving only as a thin, elongated mark, a line intersecting with
the horizontal red borderline resting peacefully upon the earth.

A black skullcap.

A pole —

Sunflower seeds.

The imprint of a bird’s feet: a pigeon perhaps; or maybe a fox.

A child’s shirt with red-and-blue stripes inscribed with the word MESSI.

A copper pole sticking out of a grey slab of cast concrete, stranded in the
barren expanse of land. And close by, weightless and silent, an orange snack bag.

Words that were heard there — this was a long time ago — words that were
heard there remained on the slab of concrete.

Suddenly something undulated: a snake. Its color that of the earth. Slowly it
emerged, marking its own presence. Midway, by the castaway shirt, it stopped.
It rose up, ascending higher and higher. Until it stood, totally erect, high above
the ground; its body had departed from it almost entirely, all of it but for
a necessary base. Facing the empty expanse of air — there was not a single
creature there — facing the empty, still air, the snake stood, extended upwards,
its neck widening, its eyes agape: it stuck out its tongue. It froze in the air. Its
head directed upwards into the still air, it stared straight ahead. It stood there,
in the still air. In the nothingness, its neck continuing to expand, its eyes gaping,
remaining there —

And then withdrawing inwards; at once; like a ball: ensconcing itself like a
circle, like a fetus, low and drawn inwards again upon the earth; then it began
spreading itself out horizontally, merging once again with the ground, and slinked
inwards, under the half-circle — under a stone — under the slab of concrete.

The earth was silent.

The house (the shack) continued to stand.

The tree’s thin shadow moved slightly further to the right, at a somewhat
sharper angle, almost imperceptibly.

A bit of red sand scattered once again in all directions, but only a bit. The

red line remained etched into the ground, stable and decisive, upon the earth.

A small green dot grew increasingly larger and closer. A growing green dot
and above it a small red dot. A red rose — a plastic one, it would seem, or else
it would have withered in the afternoon heat — was still stuck in the woman’s
hair.

Short and plump, holding a suitcase in one hand and two plastic bags (with
fruit peering out of them) in the other, she walked back and forth, the red rose
sticking up on her head, once again approaching the borderline.

Her back bent forwards, her shoulders contracted, her eyes sunken, blazing.

Like a porcupine, or a wrestler, her head inclined forwards, breaking through
something, a wall, or several walls. More and more walls, at a steady rhythm:
like a metronome, or an infantry troop.

The suitcase, the bags. She continued. The rhythm of her walk was
undisturbed: (Did she breathe? Did she slow down beforehand?) With one
step — she crossed the borderline. With another step — she marched on. And
then more steps. More and more steps, continuing.

Naama Tsal

Excerpted from the short story “Determination.”

149



\o-

638 adl Sy Loy gl deasy Clud dieewy §ead
18y gl s glas ol o) diwgidly ccanley cad ‘(Msu Lo cullad)
.3gas) s oo 1380

Bazily Labie osleq LaleS Coalzig ple¥) ) Loaws Lo

sie ol laz Lo bt Wgg ple¥) ) Ly, Lo (oS3l o) cadILS
-3Ldo 43;-45 o) cpsog,nallS :anl 8,50 (o yam) e arsells i) s an

o Sceiin Ja) ila el Al o) i) conl gl Lagasd)
— o5 dadasuy gasdl das cujlis) — sasly sgdase ($)) ol
D5 Y o] @lglasg o5 @ o5 wlahas cias o i cosls

- w .

.8 etius

s Lobas

Gl pa)» 8 puanl) Zazl) o planae

ol = el G caanly oF) sle s dand Mdd Lo ¥ Lasd) o3l caas
- obad) G dlesl) B aalle Sl lael deay cdaiice Jley s
s Lns o M daad ol 2l alall 2l FESAIES S o
oo ole attgliay caatl o el e ¥ sgasd) Ias jlis) Mslss

elage oleS

— nd

STEY

ks L35 o) tdales L3y tds plad] ,m’

eld)50 el o doglase MESSI Lgule S Jals 8,

o) sl b aalle sl dsle, el Ao o oy sl cnad
G ol S (gsSwy dase canly )

GO Camy b cagd oldS - ey JB - b caed oledS
) e

‘,._u.u) J—Io‘ A:A...u ;Jm; UAJY‘ uglj 449] uL_u :Lo ‘LJ'“’ Lsglv o|..>d
el Glel gan) ads el 8,0l Cole ) cdaws) b )5 )
omd.oeu.m@.a.up.l uaJY‘ 693 ‘A} 31.)9.]9 Ll L_«.«A.«.)‘L’.g}" &.mj’
Gopas goy ¥ = gkl dagd) W15 G e Gelw¥) ¥) ms¥) le
um G 3padie gleall) omzl cadlsl) bl Slsgll i3 b - cllis
il y 350 2lia clagl) LB adgs Bl alsl rolie Cdimasg anie gl
U 58 oS! dlagdl S cllia Cady Lgd) Ldas — SLA) (lggd) B
- = ST gl oliey AT gy aniey

Elaly oIS 351 0LS 380 sle 3,518 :alond rawin 3 Js39
ro andly Ladl wan o s Slay Tay @ e 113850 00 ¥) Gle bosads
Jals — ool Jaay — 85000 s Jaad ) Jsss s oo 0¥
RERDUR (VN

oY e

‘ (#4501) Laﬁ|9d_]o = Jyeell

83> LiST dnghy LD Ged! L) dble 333 8,mid) s s a
.dand M Ja.a_u.\.;gu-«.a

G dazd el J3evs Colsa) ) elpomd) JLosl) oo Julad) s
Gao¥) Lle Bl (Gily Jjpama yon¥) das)

iawy Lgoghy 3,05 ‘;—'Aé- aaz oy S s dam Gis
b b ColS) US55 o) sl BSady — ol e Eagas 8 ol e

a‘ﬂ_” E,ﬁugj_i.at_....u—o)...g_]a.”

o\









156

1AYY) TIW T NPW NPT NAX T T DTN Tnme 131m
N7 AWK DY mpTm NG mawwi T KT L% X L(e T
21231 9 O 2w mapnin

DMV, MIVIpW 1T T, NIYI00 1T TIBND TR ol

T3 AR P TR TN YIipan iR ol WK 0ARNN K T nd
079371 51 K, 010N M3 CTIK AP N1 IV Y DR

AR 2w IR) YDA KD TN 2vp TOWnT KT LMW LTI
JTIWRIT KT - Q01 TYYA 5123 P DR TN KT - TAK VYA (2105 oK
DIWhnw OrIYY TV TV OTIYY TV 93 Ry

5KRY Ay

SMWINY” AXYPI MBI0T NN youp

SN - 17 TYNR TS T KIT WY :0Yn PA DTN P DK TIN0 M
YV - INpam — N7 - YXRW TYn .21m2 0Wpn N1tato 19Ta A ypian SN
JOTTRIT 91237 9P DR IYAW IR P79 190 P75y D100 KW maam i
MR Y M 5 NIk Y wnnw

TNW 7

-vmn

0117y

DY KpIT IR IR 9K T Y YW napy

.0799M31 DMITR 07082 ,MESSI 21N Yy 197 Yw Y9N

ST Tanwn N2 Vipn Pva SwomTBeR A NN MRS DwIn vin
TN N NPW NN/ T7%p

%Y 1MRW1 oW wWwnwiw 019m - par 8% 71 D23 1 - W Whwaw ovm
Ji0am

TR0N I KT LR DR TN YAY) WAy wm SNbnm nwn DIKND
RIT TN, TV 001N RIT LYY RN TIRINT Y9I 10 YnNa anyy nx
TN 1510 W PYM P TN D Syn TIND TV TR Pt v Ty oy
M1 - TN W) W N K9 — Pt KT 191 0137 00 P oy
RIT 29V 1717V AN IRNY 5V OX MINN A1 W, TmVT P IR
TIWoT — TR MR N2 AWK IOV TR 15N Tna RS yon
,D193°K5T N2 T MR N2, 0W Ty KT M1 P3N0 KT - IRDp
— T ,N1YD1 1Y TV AMINn 1IRNY

DI1311 111,721V 1M 5117 M3 I¥ANT AW 91T 13 ;NN ;DIDNM 2N
SR DY W ATANT ,NPDIK 21W MYV DX 1107 S5m0 1R 5mIRT Yy 2w
JI0AT W% nnn 5K - AR nonn X - S avnS nnnn 5K ,mtan o1on

STOPW TINMT TN

(.ITNPAM) . TMYY e - naan

P71, NI%P P N1 NYp IR N LT byn TV A YV YW pn Sy oy
yn

,;PIPM M1 DR P bYn pA AR orTIYY 21w BNt 01K 90 vyn
SMINT Sy yam 2

TP MOym AT AP TPl LMANpNm AT ava mpht Tpa
DM NP3 N DOAX ART1Y,pDvEn - IR MW TN
STUARIT W VA Ipn Ty nTiT - ey

157



\0)
Sl Lol
[ehazel 4] o)
Wy

SL".:- gy
RY

oledga Lo

bl yodgs b SUls> S

AY
ol Q:"«_JB'-:-@
[ebza] @B e
YA

Jabe Luaa

Gralad) G

1.
ook bl
v sl ) T LB
vy

wlas ol e
alel

Yo

Yo ax8ls
Qpl) g i 9ol

o)) ) Sland) e e re £55S)) iloio

sl ¥ls 3l ,all alea¥ Ladg

017731y 7 131N

157
5RY mTay)
[voj7] YN

144
7IXN 0T
TI"M71;7171 NINX

127
o*™n 1Mz

109
1MBIT SR
[Dwoi] DNTIT IN7Y In

88
"5nb1-12 Yam
[vor] ANIN 7Y

61
HX72 nM)
111V nin*na

32
o1 W
mwaw

17
1Ew TN
1w NP1

% SRnwn 0™MevIn MSLPT TTIY

.M921K2 FINTIPT 9705 ORNma



ol <8

L;‘)LIQ! JErRY )5).4 ‘o & LS"

s ieassS T Sl
ol Sy (uiaSo

S, gold) e e Ldie

s sl cusp bl o))y
el 5 laadl Gal) 53S0
Ly & s Bgnld) dwjudd)
el 5

b pla (oxSsa ool

olah S

(53¥sl eld leel (o LS8
(5J9,9 qu.uo bLo U}QJ dalew
Lé_o.na «_a..as u.:: ):-_:‘ U"'” lﬁl:-
o= Uity e laal) Lytos
L.,.al.,g_l! Jdaaag 9_29.3_.4 ‘;.._...‘.:._”
e Jlsb

LS gy o el
ey L) cpoes
PN

)

03l Tnn

Ogally dvlaill Gwles (uleo

I
LA

wn

Q‘J WY slsa) ‘JBB"\:‘J‘ d)b 4—.3‘7}3-
oiall Caall

THE PHILIP AND MURIEL

BERMAN FOUNDATION

Obon dboges coli® Bgaim
dased) LYyl

outset,

o) Gall cousyl gaain

(1PF) oJsal) glo¥) 3sarm

ouijl owc
artis
grant
program

3T ) elal) ell gabs

SapiSelco
LU, ArtisTie ,SapiSelco

56,0 @)

wotshyy Lo o
sl ety oyl
gl 031939 e

oRTR o909 L1

7em ®
mana
vmaTm

Jabl g 2L 5,05,
POTIR YA

;a8lzid) 5,540 doled) & pasd)
olessd sl

Osally casliol) Jlovo 8000
{3y gsss 35l) o) alSal)
e Coaie

Gsially camlid) Jlowo 8,000
Cap Lo gled JSs) alS e
slasd¥) 0t Jloo mae
Sl gl bl sualy
2401 5uel) s g dogdasd) 855 0
Sl Lol

e ISRASL

p-u-ls ‘Z.A:#.‘)la..” SJ,_)Q

polally L8l olde

pesd by alall padd) Cab
srer A1 spslally B3l l3Me
:Qg.‘..hJ' p_..uﬁ -PEReY

Doy (p | 8ge

i50alls ,05) pd 300n
oal, 3l oL

LdUas) uﬁ J) ) 8 ylaw
L) B S ) e

osde 135

o¥se sld) :a8laid) gl

Ldlay) o J.._‘l,_ml alasd

P..l,ﬁi cole

A0 LA ¥ ulad!

) asadls

aslasll oLalw¥) Guladd) Gus)
i s_’ng).v (n._»b- - ug,mJ'g
il S sl Gl €58 aws,
JiBga ) (5302

e g)) dand

I TS (L) doss cional
e idls s wopal 2l
B S - B PO PO |

zslas!

093,588 Jblsuo gy prea
e lal) :jpgatl)

¥4 o) Jed sppe sadla) see
58555 slie (24 .5

BY YY) oeladsS Jliw (5A . a)
(ov .61

e Slee Gl (Al s
Josb ol a0 Gegadd) i,ea
(oeSla Lls o& 5 dond) ) des 2)
(Yo . uo) Lals oS

(/\0—/\5 ua) )IA.A P2

S0y Aoz 5 55y &bl ) dex 1))
b0 Gy d )l ) des 1)
W

Lsd wdyells S

ol B i u)men caelal)
S ooty (Jlans 24

S s .

o e

e ) He3s QLS S
) Goguan)) i rlewl)

e «pJ’X‘ ey UJL..a_q NS [y
sl ) Umgead day )l catagsal)
ol 15 e Vet el

J:,) la> pussel] glizdly L(hs,b
¥Y e (W dge ale sl
e waluliw» (ulaa ol e

DR V) SN EL. 3 P P4 TN |
oletgn Jbgs FY oo (YW Ll
woysles b el S (o gholae
03, geas (1440 1S el )
s Gl pa)y (b Lolsy i
oo (Y8 ) 1 aa, sl )
ooy (g axdls NAA-\AY
‘H—l—‘ LJ""""“ ..\_1.) k.)"a ((4...._:“
ez 5lad gl 2 tps
L) Jas-‘s-u) Jud el S
Ao pﬁ) G AV, gﬂ_u.'s.\

e sUase uoladd!
elas ¥ x (o ,al) X Geal)
ilsga>o BsaJ) pex © Y40
olisly gace ot
AYA-410-4Y25Y--\ oo,

S sl
ol B3 eusp gl

s b Ll wY) rliad) Ly

Olexsss ol e

A0 Uﬁ‘ :sLﬁd:X" JERYY

sy eSe5 sle welin¥) pdlls
tlina Colgy Sl lud) lle
6‘)9"'” AJ‘)...Q &a.._c L5J3l
Accademia seldny) u—°‘ aeliw
cbysd b g dlBlS — Restauri
adad) (e Lobe abac)
Golerd) Guaigol) sgg,died) Gaaws
Lgabl conyadss Slox

ool gy s3] speiged)
G930k o) el 4

o)) Less 5ol

Golerd) poaigd) srlad) gbls
sl slagals LS 92 50
959095 ;S 109 ma 93] Ll
9_._.15 )L..aS tee]

«J‘s...u bb;

a8 ol isasiad 3 ))s)
3)[.1_'9: ;.:Jg‘ 9:)9.‘_“."2“ Uﬁ aelw
Sbie Jlays]

ip3si¥) B aala) saclis

. oled o ag,
ole¥ 3M, :;JLo_La Hldsas

o oeieo JU

Olew bl gpand fiovis
Scott & Co :dsle l8de

bﬂ.«.& u.u.u.i

o)) oy b ¥ glind!
) b 01

YN0 ) e VY - T 4
sole pwad o yaedl el

www.israelipavilion2015.tsibigeva.com

o o &Blind) ble g
) el 13) %) o) s ad)

ey e



nTnr'n aTn

- gumy S 1T v & TR
YT 931 P12pvh NS AMYIpR

AR DAKOK UMY 10211 TSNy
T n7ya Dy

A1K-5N , NMwoyY ManKks 1t
AmR-5N %Y NMAYT ot

,JPon 9K 173 TIRD WD T
TpDATIW IR 7702 DO

1NXA mMmn

SAWH wawn 11979 251 priva nimn
MWW TIRW TINY AR 93, TINn
TR SVIARY ;INATRDY TN
593 FIRAWT YAn R

TWAXTIA 2170701 71V
:7W 121717 DND'NANY MTIA DA

)

090 ‘T

MK N12n5 01 NYYIn

f——
[a——
nn

D™MY TR MM PIND TN
fIRIANY 17

THE PHILIP AND MURIEL
BERMAN FOUNDATION

P SR B9 TP
N MY

outset,

NMWIY NINKS VOLIRK P

(IPF) n1mIx5172 m1pa 1p

oyl o*pIKC
artis
grant
program

01K Sw DAyt NN

SapiSelco
mM5VIR ArtisTie ,SapiSelco

071LID LIX
01172 KI1M A
o111 Yo w
220 P TTY

M7 WIM 1IN

1em ®
man
vmaTm

DD N1 TN
a7 7a1'n

72718 5K :MIAINT TIWn N5om
MINKI DINMA DINN NS
Ty NTTY (N75n3) Nwobs
MK DKM DInN NYTm

2™ 1 (5¥I93) Nwobo
:0”11¥pm 719393 7731 oInn Sman
PRy bw

P17 M%7 2P 13N NN

Z2ISRASL
Yini Tawn
VTN1 M "7 NAX

D INWP QIR WK 57310
T3 7181

MMIMKR NpSrm nSman

2Py 1A Y

MDY NIMINK NI WK
vYa N

23¥pM 5mam npYrm noman
DK [NK

7081 TR INMIAY

TIRD2 MR 15D HRWT W
1712 779X :Ma7NT Meoa
#T9vIRA YR N1

D™MBNR N9

TININX'71 MAA7 7P XVING

ManNY MKW Yy
1778 01 37T MR,
:MWDYE MRS 1T
Y72mNaR MTTa

aa nTn

;7372 7071 ,(7717) 9172 TR
M T T MY Mo
7¥17 57570 'BIID

nrog

7T YRIM PR Yy

AW TYOR mmoyn

,39 y) 925 Ty oo omdyn
(48 MY) PO TTM (49 ,40
(53 ,46 ,43 ,42 my) V7P S370
7TV NIV :NMAY LOPYL NIV
HN72 N7 :NMBD WLP NATMY

Y3 19 P50 %0 YRS ounn
(85-84 "y) 711 DM (35 Y)
D1AN KKI7 N7 DBAn

(17 'my) 'y1271 191 :n™MayY ouan
DN Tpn

MTP NI AV T

272K"%N ,1Y2 2K DODIX [TOD T
wnw-n1 AN 0197 Hyen 51373

D7MH0T MKYIT21 DAY 71N
DWLPI NX 0oIeY mwn by
Hatilaly]

5y ,7ara Yy~ 15no11a 9am
n1on Yaax :niwrabi
164-62 MY (2009 311501 :A1AK"5N)
wnn YT nnne” [ SK1a N
;37 Y (2011, T2 DY :2712K"7N)
M1 wpn "N’ o1 1Y
07’5011 DIDD AYIIRI

;37 My (2013 17V :271KR"on)

,69 ,45 'O DWLP ,TADIT YN
071717 mIbw n 70
‘on X599 (1995 ,AN3 :0OWI)
VAN "MW SRY Nyl Y
My (2014 271aK) 1'O1, Y RW
SN RN W TN 5199-197
;B77717Y ,Y23 127y MK

D MW 10DW T
(2005 ,17011 17K :pI117)

/ny 'on K99

,07MLNID NN NTMNN
M1 X M X pny

N1MnY Mmoot 53 © 2015
.05 yax b

978-965-92442-0-121"N0N

D1V

JA7Y2 MPDIT 211 - 211 YRIM PN
27aK%n

ATIVITA ORI AT Yman
123N Ty

N1 MK P Ym

197593 9217 Ppar T smpn Ny
,V23 MK 27T AR IR0 INAR
AXTIO 27N

— Accademia Restauri :iTpiTa y170
TTIDRN TV IVID WITRNKP
YN L Jim

21K2Y2 HI7MIX :LPMID DIKN
v P

AT 7011 W1AOK 0TI
TITMIR2 MTIOYKR Snwn

119K 7V 5TRN

173972 937K AT NNy

;791 IRTTAN ;T MINTPRID
1979 1BV ;1DNAT WTIAYK
TOVAINP TTOMp

OXIW TIRTT 77100 FPHTA Y110
77 9K T S

;13912 N7IK ATV YD

"1y Yvnax

11978 71217 :11TIV0A [OI VIO
111 93X s 1nnom 931X Yy
12D OOKR AKTTN TIYIN

Scott & Co :712Y O

viaa'y
10 72 " A17INDIX

56" f17IN17 ,"7TNIW 17120
f1°¥1111 MINXY

201571N1111 23 -'NN19
XN DT XX

www.israelipavilion2015.tsibigeva.com

AD1MVNIT 71NN DT "AYTT NIXN 53
LOAX MY DX KON NI









yay mwy
T W maoINIIIN

solsd) LaglslS )l

IR O :NAXINX

sale uaa in el Al

MW NN

TYINA MIINKRY 5677 m2IRMAT
SLal ¥zl

Gl o 011 ggual) oy

56, Espositions
Internazionale
d"arte

Paftecipanisnn Matenal




