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Minibar, 2011
MDF and car paint, 123x38x146
Courtesy of Braverman Gallery, Tel Aviv
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Bottom:

Minimal Standard Model, 2010-2011
MDF, car paint, and stainless steel
120x120x15, courtesy of

Braverman Gallery, Tel Aviv
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7078 1DIX ,203x50%50 ,N6 11INT

172X 70,0772 0323M 72'A DX ,182x50x50 35 13IN:1
713 DX ,174x50%x50 ,N4 12IN71

Haunebu, 2010

MDF, car paint and stainless steel

left to right:

Haunebu g4a, 174x50%50, private collection
Haunebu 5b, 182x50x50, Geny Hanina Brandes Art
Collection, Tel Aviv

Haunebu 6a, 203x50x50, private collection
Haunebu 6b, 190x50x50, Geny Hanina Brandes
Art Collection, Tel Aviv

Haunebu 5a, 170x50x50, collection of

Hagit and Ofer Shapira
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190x50x50 ,T7n"7X NT731 1172100 YaX ,AK™?T"OX
172X 70,0772 0323m 72'A 9DIX

Haunebu 6b, 2010
MDF, car paint and stainless steel, 190x50x50
Geny Hanina Brandes Art Collection, Tel Aviv
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240x84x230 ,T70"7X NT731 0173100 YaX ,K~7T77OX
272X 70 ,1071172 27174 M127TK]

Gateway, 2010-2011
MDF, car paint, and stainless steel, 240x84x230
Courtesy of Braverman Gallery, Tel Aviv
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Silsila, 2010
MDF, car paint and stainless steel, 80x80x110.5
Private collection, Belgium
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64x80x310 ,T7n"7X NT731 0172120 yaX , X" 7T-OX
172X 70 ,1071172 17772 1127 TN

Rush-More, 2011
MDF, car paint and stainless steel, 64x80x310
Courtesy of Braverman Gallery, Tel Aviv
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— Top: Shai Azoulay, Hallucination, 2010
Shai Azoulay, Gardener, 2009
Bottom: Reuven Israel, Rush-More, 2011
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2011 ,7¥7 DR7IV T17133 TIX Y127 11V 1071 WX
73x80x163 ,T7N"7X NT731 N172120 YaX ,qK~>T DX
272X 70 ,1911102 17172 DX

2009 ,DT"7DIMIN ,XT7ITX W :n7ynY
Who Tried So Hard to Break Out of their Little World
MDF, car paint, and stainless steel 73x80x163, 2011

Braverman Gallery Collection, Tel Aviv

Top: Shai Azoulay, Orientalism, 2009
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37x37x43 ,T70°7X DT731 0172100 YaX ,K"7T7OX
272X 70 ,1071172 27174 M127TK]

Head, 2010
MDF, car paint, and stainless steel, 37x37x43
Courtesy of Braverman Gallery, Tel Aviv
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81x37x60 ,N171130 YAX1 X777 DX
187110IX D73 DIX

Babi, 2010-2011
MDF and car paint, 81x37x60
Private collection, Antwerp
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pp. 436-489; Erich Auerbach, “Figura,” in Scenes from the
Drama of European Literature — Six Essays, Minneapolis:
University of Minnesota Press, 1984, pp. 11-76; Jean-Francois
Lyotard, Discours, Figure, Paris: Editions Klincksieck, 1971;
Gilles Deleuze, Francis Bacon — Logique de la sensation,
Paris: Seuil, [1989] 2002.
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images, Paris: Galilée, 2003, pp. 11-33.
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Hans Belting, Bild-Anthropologie: Entwiirfe fiir eine
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Horst Bredekamp, “A Neglected Tradition? Art History as
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and the specific material as the paper,
the laminated wood the MDF or the oil
paint (as in the case of Pierre Soulages).
That is a strong or even real distinction
between the surface-body and the
surface-thing, which has its paradigm

in the moment of Transfiguration the New
Testament, when Christ led his disciples
up Mount Tabor, transfigured himself

in front of their eyes and transferred
his place to the sky while changing his
ma’ceriali’cg.21 Through the figural prism
we can suggest that in the moment of
transfiguration Christ became a body

and received a body, as well as realized
a distinction between Christ-body and
Christ-thing.

(Third layer distinction: a
distinction between mind and brain): in
this layer of distinction which points
to the direction of real distinction,
the figure works as a fitting, proper
shape of a body, as its work is to denote
the materiality surface-thing, and the
simulation of any image whatsoever
is secondary. And when a thing is
distinguished from the image of the
thing, it follows that there was also a
body there, a body that saw something
(or smelled, or tasted, etc., of course),
but did not know how to define it, a body
that drew the margins of the thing, a
body that sensed but did not think the

21 Matthew 17:1-8; Mark 9: 2-8; Luke 9: 28-36.

thing. And so the figural-distinction
adds distinct bodies to reality; the
figured-body is distinguished from
the matter itself of the work: as the
laminated wood, the gouached-paper

or the MDF. And it is a distinction
between the body (as the image of the
thing) and the thing, entailing the
differentiation between the brain (which
senses an image) and the mind (which
distinguishes a thing), that is to say
between thinking reality and extended
reality. This kind of distinction
activates, on the plastic surface,” a
mutual exchange of ownership; a body
acquires materiality, and a matter
acquires a body. When ownership is
realized by the mind regarding a thing,
the thing passes to the possession of
the body, and the product of the figure
in the plastic field is the productive
distinction between things and bodies,
locating things and bodies in reality
and producing problems for thought (and
thereby, as mentioned above, producing
thought itself). Figural distinction
neither organizes reality nor creates
new things ex nihilo. Figural distinction
draws the locations-bodies in which

things pass and this transference (which

22 André Lhote, “I'aplat,” Traités du paysage et de la figure
(op. cit., note 17 supra), pp.119—121; Gilles Deleuze, Francis
Bacon—Logique de la sensation (op. cit., note 4 supra),

pp. 16, 42.
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we can call "espassément"), carries and
implies a real distinction between the
thought and extension.

Poiesis of this kind is involuntary,
unintentional, often invisible and
almost always achieved at the expense
of something else. The poietic-
plastic product separates the surface-
thing from the surface-body, and
it essentially different from the
object of aesthetic experience, i.e.
the image, whose essence is to be seen
and to conserve a cohesive system of
conditions of possibility, answering
to an intentional structure. We cannot
know a priori the necessary conditions for
a poietic activity, as Bergson observed.”
The conditions of poietic-gesture are
knowable only a posteriori, and even when
known, they do not give us real thought
of the thing, the thought that is figured
according to the thing's outlines.
Poiesis is an un-responsible action, for
how can it take responsibility for that
which it does not know in advance how and
where to find? Most certainly, it cannot
be responsible for the image, which it

leaves behind its retrograde steps.

N

23 HenriBergson,“Le possible et le réel,” in Guvres annotés

(op. cit. note 15 supra), pp.1331-1345.
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its world, in which the former dwells;
Maurice Merleau-Ponty titled that
situation correctly, as the "flesh of
the world.""® This sensitive, sensing,
indulging phenomenological body

does not really distinguish between
interiority and exteriority: indeed,

it can be said about it that it is
heterotopic, extimic, hybridic, and so
forth, if you like. From this perspective
the various new-age practices, as well
as the psycho-adaptable practices of
empathic inter-subjective communality,
and even the elusive emplacements and
displacements of imagined-identities
in cyberspace, all these are operations
of the clearly and evidently un-
separated, un-distinguished body, a
bio-body, which is, first and foremost,
intentionally thrown and "tuned" into
and towards its "world." Differently
from the world, which is the enveloping
shell, or as one says the "oyster" of
the organic indulging body, reality

is an endless series of separations,
therefore never complete or whole, yet
never lacking anything, either. Unlike
bodies, which can contain organs,
things cannot contain other things, and

can only supply those with a place of

18  Patrick Leconte, “Lentrexpression charnelle: Pour une
lecture du Visible et I'invisible,” Bulletin d’analyse
phénoménologique V 4 (2009); http://popups.ulg.ac.be/
bap/docannexe.php?id=315.

passage. In reality there are things, i.e.

distinguished bodies, partes extra partes.

Neither bodies nor things are
thoughts. But if the organic body is not
a thought and is not thinking, nothing
prevents its having a consciousness.
Therefore, an organic body (differently
from a thing) can be in itself or for
itself. But when thought realizes
a separated thing, the body (which
includes a brain, and sometimes also a
mind which belongs to it) is being made
conscious of the fact that it possesses
a limited amount of extension. The body
is conscious of the fact that there is
something there which is not itself,
with which it cannot combine with an
ecological economy of exchange and
recognition. This thing will pass on
the stage of the body, may be presented
there for a moment or so, but would
also be allowed to remain latent in
the backstage or background, before
continuing its movement towards
its primary place. This process is
necessarily apprehended by the body
as a problem, and unwillingly produces
a thought, as it knows: there was
something there which wasn't a thought,
and which wasn't a [myl body either, what
is it, therefore, this thing? Thereby, a
separation between a body and a thing
produces a thought.

The figural gesture performs a

retrograde series of distinctions

into the depths of reality, a series of
transferences from the image into the
thing, which even if difficult to draw, I
will try to do so in following:

(First layer of distinction: a
distinction between the surface and the
form): Descartes’ defined three kinds of
distinctions. The strongest distinction
is the real one, existing between
evidently and clearly separated things.
A second, weaker kind of distinction, or
modal distinction, exists between two
modes (as figure and movement, Descartes!'
examples) of the same thing. A third,
rational distinction exists between the
thing and its special characterizing
attribute, which is necessary for the
thing's understanding. What kind of
distinction pertains to the plastic
figural one? As the figural distinction
primarily differentiates between a
form and the surface upon which it is
inscribed, it seems most reasonable
to affiliate it to the modal kind of
distinction. In this situation of modal
distinction, the form is unthinkable
without its carrying surface, but the
surface can be considered independently
from the specific forms, and the two
are considered belonging to the same
attribute, the attribute of extension,

as well as to the same thing (the work of

19 Descartes, Les principes de la philosophie | §60-63,
128-133 (op. cit., note 9 supra)

art, or the clothed body, for example.)
(Second layer distinction:
distinction between the thing and the
body): figural distinction, I suggest, is
a special instance of modal distinction,
as it operates a distinction between the
thing-extension and the thing-body, as
follows: when a figure is precise, that
is when the surface properly carries the
form and the grounding matter carries
properly and fittingly both the form and
the surface, then the specific matter is
only thinkable as being figured by the
specific form. The matter of the surface:
as the paper and gouache paper (gouache
decoupée) in the case of Matisse's paper
cut-outs, or the laminated wood of Raffi
Lavie,zo or the MDF in the works of Reuven
Israel, is transfigured, divided, some
of it becomes background and a past, and
a part of it becomes a located form. In
my view, the figural action at that very
moment defines and produces, tailors, a
body, a special body consisting of the
meeting point of the figural gesture and
that which is figurated, on the carrying
surface. In that manner, the modal
figural distinction includes a real

distinction between that specific body

20 Aim Deuelle Luski pointed to that direction in his
[Hebrew] essay about Raffi Lavie’s “An Arab—Violet
Moustache” exhibition, “The Ways of Trees and the Dikt
[laminated wood],” The Protocols of the Unit of History
and Theory, Bezalel 2 (April 2006), http://bezalel.secured.
co.il/zope/home/he/1143538156/1143762843
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entirely me, but it is certainly mine.""
At the heart of Cartesian certainty
exists a duality, and the operation
of distinction itself produces a
duality. Distinction is basically
the distinction of the separate, the
separation of the distinct from the
clear, that is to say the separation
of that which is noble, characterized
reality, belonging to itself, possessed
by itself, in hold of itself. Figural
distinction in the plastic field
distinguishes the noble body from its
extended reality. Separatist distinction
is a necessary requisite for non-
monistic metaphysical systems, that is
to say for methods leaning on more than
one thing (res). A thing is distinguished
at least from one other thing. The
distinct is sovereign and non-dependent
on the other thing. This relation is,
of course, problematic, being similar
to what Jacques Lacan coined as the
non-existent sexual relation; that is,
in case of the sexual non-relation,
as in real-distinction, there must be
two between which we would be able to

distinguish, but at the same time these

16  Indeed, | am identifying Descartes’ corporeal substance
(res extensa) with the reality of the past. As far as | know,
this is not an accepted reading of Descartes. For a reading
pointing to a similar direction, see Timothy J. Reiss,
“Denying the Body? Memory and the Dilemmas of History
in Descartes,” Journal of the History of Ideas 57/4 (October
1996), pp. 587-607.

two must be essentially bi-laterally
entirely independent. In what manner,
therefore, would they be counted as two,
i.e. as belonging to the same continuous
line of enumeration? Therefore this is
not the case of a "couple" or a "pair"

in the reqular, relational dialectical
or complementary sense of the word.

Any kind of differentiation leaning

on dependency can entail weaker
distinctions or differentiations,

but not a real one. Furthermore, real
distinction will not necessarily be
revealed or become apparent in a sensual
form. What is separated is separated, and
is indifferent whether it is recognized
as such. However, the various phenomena
of "pixalization," in our period which we
may call, in a Heideggero-communicative
terminology, the era of "exposure," are
related to that which is explicitly non-
separated, that which can be (visibly)
divided into infinity, a division

which is immediately remarkable and
effective, as there is nothing to resist
the continuation of divisibility.
Things that resist are things that can
be separated, and are things that are
coupled, attached to bodies. They are
things that bodies can possess.

The body as a thing, i.e. as dynamic
extension per se, is separated and
distinct from thought. This body-
thing is not to be conceived by the

clearness of sensation, but rather only

by distinction, the special instrument
of thought. The possession of a body

by its mind demands that the mind be
distinguished from the brain; and the
brain can be really distinguished from
the mind only if the former can be defined
independently of the characters of mind,
that is, as long as it is a non-thinking
reality. Another manner to articulate
that point would be to state that the body
can be managed, felt, imagined, cared-for
and so forth by consciousness, but it can
not, as body qua body, be distinguished
or separated from something else by
thought, unless it is considered as a
thing. The economic, sensual organic
body appears from the side of clarity,
in the face of the "attentive gaze," and
not from the side of distinction. It
appears carried by pain, by pleasure,

by sensitivity. Indeed it can be said
that the body appears, inasmuch as the
thing is simply found in its place.
Indeed it is possible to disavow the
thing, inasmuch as it is impossible

to disavow the body. And because it is
incapable of being disavowed, the body
poses what is "insupportable," for
thought: and it is identified by the mind
as a problem, a barrage in the way of

the will. Correspondingly, the thing is
involuntary and non-intentional per se,
and it is only in referring to the thing
that the mind can achieve real, positive

certainty.

And from here it becomes possible to
approach the sharpness, the shape, the
figure of things not from the side of
the clear, sensual, visual phenomenon,
but rather from the side of reality, the
reality of things. Not by asking whether
that is "visible" or "invisible," whether
the lines are observable, whether the
details are clear, but rather by asking
whether the thing itself is separate
and therefore distinguishable. At a
given moment, a separate thing is either
exterior or interior to a body: but it
cannot be interior and exterior to a body
at one and the same time;' inasmuch as
when a thing is not really separated but
rather sensed as body, there is no real
difference between its being exterior or
interior to a body, exactly because it is
always continuous to the bodily terrain.
The sensitive body is essentially un-
separated and un-distinct regarding
both itself and other things. The body
does not know anything outside itself:
it smells itself, repels itself, feels
itself. The body is inherently auto-
erotic and interactive. This auto-erotic

un-distinguished body is united with

17 Surprisingly, as early as 1951, André Lhote wrote: “In
plasticity, as in morality, one must know to choose
between the interior and the exterior.” André Lhote,
Traités du paysage et de la figure, édition revue, Paris:
Grasset, 1958, pp. 85—-99, 121 (I'intelligence plastique): “[...],
en plastique, comme en morale, il faut savoir choisir entre

I'intérieur et I'extérieur.»
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It is possible to describe the
situations of clarity and distinction
in the plastic terms of a surface and a
form inscribed on it, being cut out of
or framing its borderlines. In a state
of clarity, we can identify an image
which is found on the surface; but a
distinct situation is different: in
it, the figural line which stresses the
shape of the surface bestows weight,
or rather gravity, on the surfaces from
which the form is cut, this surface
which is left behind or below. The
form is then registered as a lacking
area within the "format," and then the
image itself, and especially its inner-
details, become negligible, one may even
say "less visible." This abandonment
of the inner details in favor of the
nuances of the figural line, even when
done upon and with a color-saturated
surface, is a sort of a darkening
process, similar to the dynamics of
dusk, when shadows gradually become
longer, embracing within their borders
deepening somberness. From the figural
point of view, what carries most of
the weight, what is decisive, is the
figural, cutting line, which although
delineating the general borders of
some area, and therefore moving in the
direction of abstraction, nevertheless
stays precise, specific and distinct. The
figural line is an inner border of the

surface. The distinguishing characters

of the separated surfaces are soaked
into it, and within its borders more and
more darkness is found. It can be that
what is distinquished in this process is
extended reality itself, that is to say,
matter; and that the figure is always
either "on its way" towards abstraction
or on its way back from it. The figure
always retains an affinity to concrete,
"figurative" reality; and the body which
is separated from the thing in the
figural distinction is to be found at
the crossroads of the special gesture
of drawing of the figural line, the body
whose silhouette the figural gesture
follows, and the materiality of the
surface itself.

In the history of modern art we can
identify a figural tendency in French
painting, from the days of Jean Auguste
Dominique Ingres to the days of Henri
Matisse and Pierre Soulages, as well
as in Israeli Art, from its beginnings
to the present. In the works of many
Israeli artists, among whom we can
mention only a few: Pinchas Cohen-
Gan, Raffi Lavie, Tsibi Geva, Itzhak
Golombek, Yehudit Levin, Tamar Getter
and Michal Na'aman,13 and also in the
present turn-of-the-century moment,

among which the works of Reuven Israel's

13 Michal Na’aman herself wrote about that aspect of her
work (Hebrew), “Figures of Fate and Balanced Figuration,”

Studio 43 (1993), pp- 35-37.

works are notable and paradigmatic,
the figural tendency is evident and
noticeable. According to Raffi Lavie:
"When I am asked what stands behind
my painting I answer that behind the
picture stands a wall. And I really mean
it Following Lavie, let us extract
the following sentence: "A painting is
a picture behind which stands a wall."
And that would be a basic, primary
sentence of the figural reason, i.e. of
the distinction in the plastic domain,
and it would pertain, naturally, to any
plastic work, not only to what we are
used to refer to as "painting."
Distinction, I suggest, is a
retrograde, regressive movement, a
withdrawal backwards, downwards,
into the depth, into gravity, into the
reality of the past, that is - into
matter. Distinction is movement from
surface to surface, from level to
level, similarly to the movement that
Henri Bergson called "intellectual
effort."” Should we see in it also a
movement of reduction? It may well
be so, but neither in the sense of a
phenomenological "epoché," nor in the
sense of silence (as in the cases of

Kant and Wittgenstein), nor in the sense

14  Interview with Raffi Lavie [Hebrew], Massa: For Literature,
Art and Criticism, 9 February 1973, p. 5.

15 Henri Bergson, “Léffort intellectuel [1902],” in Guvres:
textes annotés, par André Robinet, Paris: Presses

Universitaires de France, 1959, pp. 930—-958.

of diminution, but rather in the sense
of a gradual sharpening of a point of
separation.

The meaning of this retrograde
movement into the past is that the mind
has been already at least once around
that which it identifies, and therefore
that the mind has a past or historical
extension upon which it realizes its
possession. This withdrawal motion,
in its beating movement, affirms a core
of character, a character of a mind
distinct from its body. In any moment
of recognition in this distinction the
mind avows: "this I already know, I've
already seen that thing (déja vu)," and
thereby a place in the wilderness of
that-which-has-been is figured out.
The distinguished mind habilitates its
past in its movements by articulating:
"That is not it, I am not that, I am
not specifically that, I am a little
different, this is not completely me,
there is yet what to know there, it is
not the whole truth." And therefore, in
each of its beating pulses, the mind
distinguishes itself from its body. Yet
again: "I am something other than that
which I can denote; what I can denote
is what I can identify; that which I
can identify is that beside which I've
already been; This 'already been' is my
past." And so, says the heart-of-the-
mind, in any of its beats, "This is my

body, this is my past, and my past is not
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a mistaken assertion. If the atom unit
of art it the image, then art's domain
is necessarily the imagination. And I
pose (myself) the task: is it possible
to form a definition of art in which the
imagination is moderated and regulated
(even if its presence is impossible to
deny entirely), and in any case does not
supply the essential determining core?
In that case, I suggest, what turns a
human activity into artistic, i.e. into
a poietic activity, is its adherence to
reality. Instead of the synthesis of
sense-impressions, I suggest thinking
about the poietic-plastic separation
of bodies from things. Distinction in
the plastic domain is an operation by
which a thing is shaped and its place in
reality is inscribed: and when a thing is
thus figured out, it means that there has
been there, in the place of separation,
a body.

In the sixth of his Meditations on First
Philosophy, Descartes declares a real
distinction between the mind and the
body (reali mentis a corpore distinctione).” Tt is
a strong distinction, one which is on the
one hand impossible to heal or to patch
up, but on the other hand impossible to

disengage. It is a distinction denoting

René Descartes, Méditations métaphysiques, Paris:

I~

Flammarion, 1979, pp. 172-173; Paul Hoffman, “Descartes’s
Theory of Distinction,” Philosophy and Phenomenological
Research 64/1 (January 2002), pp. 57-78.
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the reality of things, a denotation
that is considered as preceding their
apprehension or representation. Real
distinction is a distinction between
substantial realities (res), and applies
to cases when it is possible to define
one thing without having to engage the
definition of the other thing. The real
distinction is the core of the Cartesian
dualist metaphysical mis-en-scéne.’
This real distinction between the
thing-body and mental-thing is based
on the classical Cartesian distinction
between clear and distinct perceptions,
of which a reminder in following may be
appropriate:

For Descartes, a perception is
considered certain only if it is clear
as well as distinct. Any distinct
knowledge is also clear, but not any
clear knowledge is also distinct. My
suggestion, as mentioned earlier, is that
the image refers to that which is clear,
inasmuch as the figure refers to that
which is distinct. What differentiates
between clearness and distinctness? A
clear perception is "present and fully
revealed to the mind giving attention

. 92 . .
to it." Pain, for example, is a clear

8  StephenYablo,“The Real Distinction Between Mind and
Body,” Canadian Journal of Philosophy, Supplementary
Volume, 16 (1990), pp. 149—201.

René Descartes, Les principes de la philosophie, |, §45,

o

Euvres philosophiques, ed. Ferdinand Alquié, Tome Il
Paris: Editions Garnier Fréres, 1973, pp. 117-118.

perception. It is very difficult to
disavow the presence of clarity, in

the same manner in which it is hardly
possible to deny the presence of pain

or of pleasure. Distinct perception,
however, is the situation in which all
that is left is clarity; the distinct idea
"is so separated and demarcated from all
other ideas, that it contains in itself
absolutely nothing which is not clear."”
We can say, therefore, that distinction
is the "proper" form of clarity.
Distinctness is not "given" or "found"
as clarity, it is not spontaneous, and it
is possible to disavow it. Distinctness
does not force itself, it is neither an
event nor a trauma, and it does not arrive
to the subject as a lived-experience. It
is neither a saturated- nor a surplus-
phenomenon. It is a certainty that

is achieved by work and effort.” Any
methodical inquiry starts from the
clear, from that which appears and, so

to speak, "found"; but when distinction
is achieved, one retains only to that
which is proper to his object, that is,
one acquires possession of what made the

object be encountered as a barrage in the

10  Ibid.For the English | use the translation of George
Macdonald Ross, 1998-1999, at: http://www.philosophy.
leeds.ac.uk/GMR/hmp/texts/modern/descartes/
principles/dcprinc.html.

11 See P. Markie, “Clear and Distinct Perception and

Metaphysical Certainty,” Mind 88/349 (January 1979),

pp.97-104.

first place. It seems that the difference
between the clear and the distinct is
quantitative, as distinctness can be
understood as clearness in the second
degree, or actually the other way
around, so that distinctness would be
conceived as a subtraction of all the
unnecessary surplus content existing in
the clear, abundant appearance. Either
way, this intensive quantification of
clarity in the distinct state achieves

a substantial difference, such as that
which Henri Bergson called "a difference
in nature" or "radical distinction"
between clearness and distinctness,

a distinction which is also always
possible to disavow, even if, in my
view, it is better not to do that.

Gilles Deleuze, in Différence et répétition,
claimed that inasmuch as clarity is
"illuminated," distinction holds a
sombre, latent, obscure quali’cg.12 He
calls that situation the "obscure-
distinct." This latency interests me
with regards to the possessive aspect of
distinction. Distinction as I understand
it is a mechanism of holding and having,
a possessive operation, realized by
thought regarding (its own) extended
reality.

-

12 Gilles Deleuze, Différence et répétition, Paris: Puf, [1968]
1997, p. 325. “C'est en tant que distincte [...] qu’elle est

obscure.”
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domain, acting in extended reality
(that is, in matter). The fundamental
operation taking place in the plastic
domain is, so I suggest, the separation
between things and bodies. "Those
who come, those who wither away," the
Futurists may say:; and we can add:
things that arrive, things that depart
in the terminal of the body, and also
bodies arriving, bodies departing on the
theater-stage of matter.

How does separation operate within
the plastic domain? I believe that is
a necessary question to ask nowadays,
when, for some reason, one encounters
more astonishment and admiration
regarding that which is blended,
blurred and confused than regarding
that which is decisive, distinguished
and extracted. My basic and simple
suggestion is that a real distinction in
the plastic domain is enabled only when
operated on things that are separated
from their corporeal image.

My words here stand in a somewhat
polemical relation to the identification
of the "image" and the "distinct"

appearing in Jean-Luc Nancy's Au fond des

differentiation between Poiesis and Praxis, see Aristotle,
The Nichomachean Ethics, Loeb Classical Library, trans. H.
Rackham, Cambridge, MA: Harvard University Press, 1956,
pp. 334—337 (1140a); see also Oded Balaban, “Praxis and
Poiesis in Aristotle’s Practical Philosophy,” The Journal of

Value Inquiry 24 (1990),185-198.

images of 2003." Is distinctness indeed
an essential and necessary trait of the
image? If that is so, what is so distinct
about that endless, exhausting, indeed
boring plethora of images hovering above
and around us, in our "world"? One can
argue that all those imagined-hovering-
corpuscles in what is referred to as

the "media" are not genuine images, but
rather inferior, corrupted ones, and
that a genuine image would be something
different. Alas, this argument is not
convincing, as there is a clear, evident
and intimate affinity between the
elaboration of the hypnotized "image-
discourse" (sometimes referring to
itself as the "science of the image"
[Bilalwissenschaﬂ‘])3 and the expansion of
techniques and practices of screenings
and projections in the media and outside
it. Differently from Nancy, I believe
that the image is not bounded with the
quality of distinctness, but rather

with what Descartes referred to as
"clearness," as I explain later. In my

mind, if there is some element to which

2 Jean-Luc Nancy, “Limage—Tle distinct,” Au fond des
images, Paris: Galilée, 2003, pp. 11-33.

3 And the proliferation of writing on the image reflects

the same tendency; see for example Hans Belting, Bild-

Anthropologie, Entwiirfe fiir eine Bildwissenschaft,

Miinchen: Fink Verlag, 2001; Horst Bredekamp, “A

Neglected Tradition? Art History as Bildwissenschaft,”

Critical Inquiry 29/3 (2003), 418—428; Emmanuel Alloa, ed.,

Penser I'image, Dijon: Les presses du réel, 2010.
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we can refer as "distinct" in the plastic
domain, its origins would lie not in the
imagination and its fancies but rather
in the figure, whose basic operation is to
distinguish between bodies and things.4
Nancy proposes to bind, on the
one hand, the image and the distinct,
and on the other hand, the image and
the body. Therefore, in fact, his
deduction identifies the image and the
body through that which is distinct.’
Furthermore, for Nancy, the distinction
that the image activates sanctifies
the body and makes it un-touchable.
Paradoxically, for Nancy, that which is
"distinct," i.e. the "image," is an un-
touchable and un-touching body. Finally,
Nancy's images are endowed with a theo-
phenomenological quality, by being
that which is an appearance in which the
ground retreats.’
My quest, with the help of
Descartes' formulations, is to

suggest an alternative to this theo-

A full account of the figure regarding its various aspects

-~

is yet to be written, a task | intend to fulfill. For a partial
fundamental writings of the figure, see Erich Auerbach,
“Figura,” Archivum Romanicum 22 (1938), pp. 436—-489;
Erich Auerbach, “Figura,” in Scenes from the Drama of
European Literature—Six Essays, Minneapolis: University
of Minnesota Press, 1984, pp. 11—76; Jean-Francois Lyotard,
Discours, Figure, Paris: Editions Klincksieck, 1971; Gilles
Deleuze, Francis Bacon—Logique de la sensation, Paris:
Seuil, [1989] 2002.

Nancy, “Limage—Ile distinct” (op. cit., note 2 supra), p.12.

oy v

Nancy, “Limage—Ile distinct” (op. cit., note 2 supra), p. 23.

phenomenological route, an alternative
for discussing the distinctive
operation in a manner that will

pose it as a special procedure by

which the human mind holds on to its
reality, rather than the gesture of the
commemoration of the totem. Unlike
Nancy, who uses distinction in order to
present the body-image as untouchable,
I suggest referring to distinction as
the operation by which the mind owns

a body. Furthermore unlike Nancy, who
differentiates between the image and
the thing, I would propose the option
of the figure as that plastic creature
which is tightly fastened and adhering
to a thing. The figure does not distance
itself from the thing by acts of
representation or mimesis, but rather,
it strengthens the thing's embedding
in its own extended reality. A thing, I
suggest, is a distinguished body.

My unilateral dialogue with Nancy
regards the question of the definition
of art: whether it imagines or sharpens,
but it also refers to the definition of
the body: whether the body is a lived-
experience (Erlebnis), or rather that which
is found by the mind as a blocking-
barrage, demanding thought to slow down,
in order to figure out its location.

Regarding the first question: is
it indeed true, as is widely accepted
and presumed, that art's interest lies

with the image? I suggest that this is
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When considered within the framework
of the history of western thought, the
concept of "distinction" is considered
first and foremost as a mental gesture
(indeed it is the exclusive gesture of
the mind). Notwithstanding, I suggest
examining whether this concept is also
applicable to the plastic domain. The
answer may be positive, as the plastic
domain, commencing in the street,
passing on to the museum and the library
and returning to the street, has always

distinguished things from other things,

bodies from forms, forms from lines,
images from grounds, matter from lumps,
bodies from lumps, body from matter,
bodies from things and so forth. I pose,
therefore, a primary definition: the

plastic field is a poietic1 (productive)
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University Press, 1995. It is important to note, that in the
Aristotelian framework “Poiesis” does not refer only to

theater or poetry, but to any productive activity. On the
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70x100 ,1771 7y 0°n 7yax ,2010 ,D.R-M
172X 70 ,1011112 17172 1127 TNA

D.R-M, 2010, watercolor on paper, 70x100
Courtesy of Braverman Gallery, Tel Aviv
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Fatima, 2010
Braverman Gallery, Tel Aviv

(18)
150x270 ,1771 7y 070 7yax ,2009 17111 Ddwil
172X 70,7078 9DIX

Early One Morning, 2009
Watercolor on paper, 150x270, private collection, Tel aviv
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2009 ,a¥Va nVY7;In

130x20x110 ,n172120 YaX1 X2 T-OX
172X 70 ,707X 771X DX

Moon Shooter, 2009
MDF and car paint, 130x20x110
0li Alter collection, Tel Aviv

(19)

2009 ,(XUd D2) *7TN 12T
65x140x48 ,N171100 Y2X1 AN"?T 0K
272X 70 ,11711172 1?1724 M12°TXA

Talk to Me (Que’est-ce que c’est), 2009
MDF and car paint, 65x140x48
Courtesy of Braverman Gallery, Tel Aviv
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Fatima, 2010
Braverman Gallery, Tel Aviv
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2009 ,Decoration for Your Temple no .9
120x15x16 ,0173130 YAX1 9K ?T" DK
172K 70 ,207X 771K qDIX

Decoration for Your Temple no. 9, 2009
MDF and car paint, 120x15x16
0li Alter collection, Tel Aviv

(21)
2009 ,Decoration for Your Temple no. 7
172X 70,7013 qDIX ,80x17x17 ,N172130 YAX1 AX7IT-OX

Decoration for Your Temple no. 7, 2009
MDF and car paint, 80x17x17, private collection, Tel Aviv
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2009 ,Long Time No See

204x42x84 ,n172120 YyaX1 T70°7X D778 ,O"2T- DX
272X 70 ,1071172 27174 M127TK]

Long Time No See, 2009
Stainless Steel, MDF and car paint, 204x42x84
Courtesy of Braverman Gallery, Tel Aviv



(24)

2009 ,An*pX2

18x40x40 ,N172130 YaxX1 O~ 777 OX
7073 9DIX

Fatima, 2009
Stainless Steel, MDF and car paint, 18x40x40
Private collection
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2007 ,(v*ama 1™ 11'a) JW.B.
142x13.5x40 ,0172120 YaX1 K" T-OK
272X 70,0470 011 ADIX

J.W.B. (John Wayne Bobbit), 2007
MDF and car paint, 142x13.5x40
Ruth Talgam collection, Tel Aviv
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Michel, the scientist in Houellebecq's
novel, sketches a cold, dark, and split
picture of the world in the heart of an
enlightened, progressive world in which
man lives a life of alienation, solitude,

and fear:

Natural forms... are human forms. Triangles,
interweavings, branchings, appear in our
mind. We recognize them and admire them;
we live among them. We grow among our
creations — human creations, which we can
communicate to men — and among them

we die. In the midst of space, human space,
we make our measurements, and with these
measurements we create space, the space
between our instruments.

[...] He [man] imagines beings in the
elementary form of spheres, isolated in space,
curled up in space, crushed by the eternal
presence of three dimensions. Terrified of the
idea of space, human beings curl up; they feel
cold, they feel afraid.

[...] In their mental space, separation, distance,
and suffering are born. [...] Separation is
another word for evil. It is also another word
for deceit. All that exists is a magnificent

. . . 6
interweaving, vast and reciprocal.

(January 2010), [Hebrew] at http://acheret.co.il/2cmd=
articles.340&act=read&id=2099

6  Michel Houellebecq, The Elementary Particles,
trans. Frank Wynne (London: Vintage, 2001), p. 251.

Israel's sculptural process, despite
its great similarity to Houellebecq's
rhetorical move, strives to unite the
disparate, split elements into a single
whole. In his works these elements,
which are drawn to one another like
antithetical forces, ostensibly

strive to fuse into a "magnificent

interweaving, vast and reciprocal."
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also realized in Who Tried So Hard to Break
Out of their Little World (2011 )" three
spheres are placed on a table alluding
to the outline of Temple Mount from a
bird's-eye view. The spheres signify
the domes, intermittently appearing as
planets or as billiard balls awaiting
the next move in the game.

The sculpture Buraq (in Hebrew: Nerve
Plexus I, 2011)™" adds yet another layer
to Israel's "sculptural affair." Its
origins lie in the image of a hybrid
creature with a woman's face, a horse's
body, and a peacock's tail, called "al-
Burag." According to Islamic tradition,
al-Buraq was Prophet Muhammad's
mount on his journey from Mecca to
Jerusalem. It is told that shortly
before Muhammad's Ascension, he tied
al-Buraq to the wall of Temple Mount,
and the hole that remained in the
structure now serves as proof of the
story's credibility. Israel shifted the
traces of the hole to the walls of the
Tel Aviv Museum of Art in the form of
a rod penetrating the exhibition wall.
Can this act be regarded as a proposal
to exchange one holy structure for
another? Just as al-Buraq in Muslim
tradition is an elusive, enigmatic
creature, so Israel's Buraq remains a
mystery. The dichotomous apparatus of
revelation and concealment generates
a sense of blurring and uncertainty

in the viewer, and every association

suggested by the sculpture is rejected
outright, conjuring up another
association. Israel describes his
sculptural process, which includes
shifts and distortions, as "the scene of
a perfect crime." "You come to the scene
and encounter a dead body, and every
lead ends up as a dead end. You fail to
crack the case."

The hybrid body of Buraq may also
resemble a female body: the fan shape
calls to mind a feminine dress design.
The tip of the pole penetrating the
wall ends with a red bulge hinting at a
phallus. The Hebrew title Nerve Plexus’
is a physiological term designating
an interlacing network of nerves which
serve the pelvis and lower limbs, also
responsible for innervation of the
female genitals. The title infuses the
work with an erotic physical element
which is juxtaposed with the cold
geometrical aesthetic it conveys at
first sight. The physical aspect begins
with the artist's executing hand, which
cuts, sands, and smoothes the MDF
boards: it ends with a meticulous act of
painting which requires great precision
and effort to obtain a cold industrial
look. This hybrid object alludes to
Spanish artist Joan Mird's Figure (with
Umbrella) (1931)“"' 5), created in the spirit

of Surrealism. Mird's sculpture implies

4 The term prevalently used today is sacral plexus.

ill. 5: Joan Mird, Figure (with Umbrella), 1931 (replica 1973),

wood, dry leaves, and umbrella, h. 198, Fundacié Joan Miré

-

{

Y

a male figure holding an umbrella and a
bouquet (symbolizing courtship), with a
phallic rod protruding from its center,
lending the work an erotic dimension.
The presence of the body in Israel's
work may be traced to his early
sculptures, which indeed echoed rigid
minimalist sculpture with sweet pastel
coloration, yet, according to the artist,
were, in fact, "ghosts, representations
of a body concealed under disquise."
Thus, for example, the sculpture JW.B.
(John Wayne Bobbitt) (2007)" % masquerades
as a geometrical sculpture, and includes
a phallic form suspended underneath
it, revealing its identity. John Wayne
Bobbitt was a cheating husband whose
penis was cut off in his sleep by his
raging wife. Israel uses Bobbitt's name
as a code name ridiculing the fear of
castration and the pursuit of sexual
pleasure. Gateway (2010-2011)7

t. 8

features a metal frame alluding to the
archways on Temple Mount, at the end of
the stairwell leading to the Dome of the
Rock. A form reminiscent of a keystone
or, alternatively, a loin standing for
male potency, is hanging by a thread in
the corner of the sculpture. In other
sculptures one may identify bodily
fragments in the shape of orifices,
holes, and phallic protuberances, which
generate a fetishistic erotic mechanism
of passion and absence.

A dichotomous representation of
a full erotic body, as opposed to an
infertile, lacking body, is presented in
Michel Houellebecq's novel The Elementary
Particles (1998) through its protagonists,
two half-brothers, Michel and Bruno
Djerzinski, deserted by their hedonist
mother in their childhood in the 1960s.
Bruno, a teacher of literature, is
addicted to sex from youth, unable to
maintain a full, normal personal life
due to his incessant sexual urges. His
brother Michel, a molecular biologist
engaging in gene isolation and
duplication, cannot consummate his love
for Annabelle due to his cold, distant,
and asexual personality. Houellebecq's
two literary characters reflect the split
of the instinctive, unrestrained body
versus the civilized, rational body in

the age of Late Capitalism.s

5  Arik Glasner,“The Death of Love,” Eretz Acheret, 54
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secret of artistic creation. The particle
accelerator is intended to discover the
matter or antimatter which preceded the
Big Bang. That hypothetical elementary
particle that was there before it all
began is called "Higgs Boson" after
British physicist Peter Higgs who
proposed its existence in the 1960s.
That particle has another, surprising
nickname: "the God Particle."” This
paradoxical concept ties together the
scientific term representing a tiny unit
of matter with an abstract, immaterial
concept originating in spirit and
religious faith. These two elements are
manifested in Israel's work as well.
The decision to create an object
which imitates a particle accelerator
links Israel's work with the scientific
world, attesting to his fascination
with matter and form. Inside his
accelerator, however, lies another
secret which binds it with the world
of spirit and faith: a missing form
invoking the outline of the Foundation
Stone (Even HaShetiyah) situated under
the Dome of the Rock in Jerusalem.
According to Jewish tradition, the rock
is considered the foundation stone of

Creation. The Hebrew word Shetiya is

2 Eilam Gross, “In Search of the God Particle,”
PhysicaPlus: Online Magazine of the Israel Physical
Society, 12 (15 June 2009), at: http://physicaplus.org.
il/zope/home/1223030912/god_particle_en?curr_

issue=1223030912.

ill. 3: Plan, Dome of the Rock, Temple Mount, Jerusalem

derived from the root n.n.v. designating
substructure, therefore it is dubbed
"Yesod" (Foundation). It is believed to
mark the place of the Binding of Isaac
and the location of the Holy of Holies in
the first and second Temples. In Muslim
tradition it signifies the site from
which the Prophet Muhammad ascended to
heaven and received the instructions
regarding Islamic prayer ritual (salat).3
Similarly, in the sculpture Minimal
Standard Model (2010-2011)“"", the
geometric figure functions as a formal
encapsulation, a tiny particle which
carries a historical memory of religion
and place. The sculpture borrows the
basic geometrical shape of the Dome
of the Rock on Temple Mount, in whose
center lies the sacred Rock/Foundation
stone " *. The structure is known as a
sacred site by Islam, third in importance

after Mecca and Medina. The Foundation

3 Rachel Sabbag, Jerusalem, Construction, and Stone:
Domes in Structures and Sloped Houses (Jerusalem:

Ma’alot, 1995), p. 29 [Hebrew].

Stone and the Dome of the Rock stand

as the origin of the world and as the
source of the conflict between the two
traditions: Judaism and Islam. The

term "minimal standard model" is drawn
from particle physics. It denotes the
plausibility of a symmetrical model of
elementary particles. Israel applies this
concept to the sacred structure of the
Dome of the Rock, known for the perfect
symmetry between its constituent parts.
In the deconstruction and abstraction of
this site, Israel subtracts the golden
dome and the spectacular ornaments,
preserving the basic form of two black
octagons standing one atop the other. The
sculpture's blackness possibly alludes
to the Kaaba, the holy black stone in
Mecca, a site venerated by Islam, directly
linked to the story of the Dome of the
Rock and the Prophet's night journey
from Mecca to Jerusalem. The ritual of
the Kaaba and the custom of circling

the site seven times is translated into
the sculpture's rotary mechanism. When
rotating, the closed form opens up, but
pivots on a "wrong" asymmetrical axis.
Another association, from another field,
triggered by the sculpture's shape is
flying saucers circling in the air.

The influence of the science fiction
genre is also discernible in the
sculpture Silsila (2010)cat'9, which recalls
a geometrical figure with eleven

straight sides at the core of the Dome

ill. 4: Chris Foss, cover of Isaac Asimov’s Early Asimov, vol.1

(London: Granada, 1982)

asimoy

The Early Asimov
Volumet

of the Chain (Qubbat al-Silsila) on
the Temple Mount, but its coloration
is closer to the paintings of British
artist and science fiction illustrator
Chris Foss ™®. Israel wonders: "What
would have happened had the al-Agsa
Mosque been taken to space? What
would have happened had UFOs hovered
above the Dome of the Rock?". These
thoughts momentarily interfere with
the political aspect of the discussion,
conjured up by the reference to Temple
Mount. What's between flying saucers
and the Arab-Israeli conflict? What's
between the attempt to draw away to
distant outer space and the conflict's
resolution? Israel seems to propose

a point of view which observes the
occurrences from above; a skeptical,
uninvolved perspective which
transforms the real into a theoretical

model. The structure of the model is
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from various sacred sites: churches,
mosques, and synagogues. In a process
of deconstruction, reduction, and
abstraction, these structures lose
their familiar shapes, transforming
into basic forms, signs vital to their
existence, embedded in his sculptures
whether explicitly or implicitly.
Through this act, Israel tests the
possible limits of reduction of the
architectural structure. To what extent
is it possible to renounce various
elements and still preserve the power
inherent to the structure? In a series of
sculptures featured in his exhibition
"Fatima" at Braverman Gallery, Tel

Aviv (2010), Israel chose the story of
the Virgin Mary's apparition in the
Portuguese town of Fatima as a master
narrative or a frame story for the
minimalist enigmatic sculptures whose
shapes allude to ritual objects. The
sculptures in the series D.fY.T. (Decoration
for Your Temple) (2009 **** _ yhose form
is reminiscent of a church organ, or
alternatively the horns of the altar and
roof capitals in Jewish houses of study
(Batei Midrash) - have lost their original
context, and transformed into aura-
bearing autonomous objects. Another
sculpture echoing a ritual object, Talk to
Me (Qu’est-ce que c’est) (2009)°"* resembled
an apse where the prayer service is held
in church, or an Elijah chair, but at the

same time contained playful elements,
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inviting the viewer to turn a hidden
inner box in the sculpture's lower
section.

In the current exhibition at the Tel
Aviv Museum of Art, Israel continues
this tradition combining holy and
profane, gathering familiar elements
from Islamic architecture. Thus, for
example, the title of the sculpture
Minibar (2011)"” is a distortion of the
word minbar denoting a raised structure
or pulpit in a mosque. The objects'
changing, vivid coloration lends them
an aura of sanctity, while verging
on kitsch. To some extent, the act of
deconstruction and reduction in Israel's
work is an act of refinement, shedding
excess and surplus by means of formal
abstraction. In his works, however,
figures such as an octagon or a circle
do not signify themselves: rather, they
are fundamental, symbolical forms. Form
becomes the essence, the substance from

which everything is created.

Reuven Israel describes his sculptural
practice as an "evolutionary process."1
The sculptures preserve a material
uniformity. Most of them are made of MDF

and painted in car paint. His sculptural

1 Theartist’s quotes were all drawn from conversations

held in preparation for the exhibition, 2011.
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ill. 1: DNA model

evolution over the years has been
systematic and strictly maintained.
The ideas and actions change along the
temporal axis, but Israel emphasizes the
importance of the sculptural continuity.
The artistic peak, he maintains, in
fact consists of a sequence of minute,
ostensibly random instances which
necessarily lead to the end result (the
work of art).

Another concept introduced by
Israel in the context of his works is
"sculptural DNA," reflecting the search
for the gene of the object, whether
a material, a form, or a narrative
structure. In some cases, the DNA image
is concretely embodied by the sculptural
object. Thus, for example, in the series
"Haunebu" (2010 “°, colorful plates
are threaded on iron rods to resemble
a DNA double helix as represented

. N . (ill. 1)
in various theoretical models .

ill. 2: An advertisement for m&m’s, Manhattan,

New York, 2008

Upon closer look one may also regard
them as flying saucers which generate

a fantastical landscape, and are
associated with science fiction stories
about flying aircraft invented by Nazi
scientists (one of these was called
Haunebu). The image in these sculptures
originated in an advertisement for m&m's
sweets """ which the artist saw in New
York. It manifests Israel's affinity to
American Pop Art, alongside influences
of mid-1960s and 1970s minimalist
sculpture, mainly that of Donald Judd,
who extensively engaged with the power
innate to architectural forms.

If we return to the secret of absolute
form, the sculpture Rush-More (2011)““'10,
simulating a particle accelerator, seems
to best represent the consciousness
of the artist, who strives to discover
the "elementary particle" which will

crack the secret of the universe / the
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We are indebted to the artists Reuven
Israel and Shai Azoulay for granting
us the privilege of presenting their
work at the Museum and for their great
assistance throughout the preparation
of the show.

We would like to extend our gratitude
to Israel Discount Bank for the generous
donation toward production of the
exhibition and catalogue; thanks to
Braverman Gallery for the support and
for the loan of Israel's works for the
exhibition. Thanks to all those who
willingly agreed to loan works for the
duration of the show.

Thanks to Adi Efal for her unique
essay and for translating it into
English; to Michal Sahar for the
catalogue design; to Sigal Adler-
Strauss and Orna Yehudaioff for editing
the Hebrew text; to Daria Kassovsky, the
English translator, and to Tamar Fox, the
English copy-editor. Thanks to Yaakov
Israel for the photographs of Reuven
Israel's works and the installation
views.

Thanks to Dina Papo and to the
Museum spokeswoman, Orit Aderet: to
Tibi Hirsch for hanging the works: to
Shraga Edelsburg, Alisa Friedman-
Padovano, and Shoshana Frankel of the
Museum's Registration Department; to the
Conservation Department staff, Dr. Doron
J. Lurie, Maya Dresner, Noga Shusterman,

and Klara Karlova; to the lighting
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crew: Naor Agayan, Eyal Weinblum, Lior
Gabai, and Asaf Menachem; and to Yaacov
Nahum for the technical support. Last
but not least, heartfelt thanks to the
exhibition's co-curator, Anat Danon-
Sivan, and to associate curator Noa

Rosenberg.

The God Particle

On Reuven Israel’s
Work

—102 —

Anat Danon-Sivan

Reuven Israel's sculptural model
juxtaposes two polar positions. On the
one hand, the theological-mystical
approach which spans the notion of
divinity, narratives of sanctity and the
uncanny, as well as science fiction. On
the other hand, the scientific approach,
primarily particle physics, which
introduces a real alternative to the
theological approach in the attempt

to crack the secrets of the universe.
These two positions strive for absolute
truth and are presented via mediating
tools: a particle accelerator, symbols
of sanctity, and flying saucers. Israel's
sculptures embrace in a single sentence,
in one breath, contradictory and
parallel celestial and earthly worlds,
which unite to form a single, whole and
hermetic body.

What is the secret of Israel's
sculpture? What is the nucleus
constituting his work? The use of the
word secret is not accidental. Israel's
work juggles with the hidden secrets of
the universe, with the orders of human
thought, with the evolution of matter and
form. His sculptures hold multi-layered
archaeological settings originating in
formative myths, scientific theories, and
miracle tales of different faiths.

In his quest for the absolute,

ideal form, Israel cuts basic forms
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Foreword

_105_

Ellen Ginton

“Superpartners” is a two-person exhibition
featuring sculptor Reuven Israel and
painter Shai Azoulay. The title of the
show, chosen by the artists themselves,
is a term borrowed from particle
physics, embodying the idea (based

on the theory of supersymmetry) that
every elementary particle of a given
type (fermion) has a presumed partner-
particle (superpartner, or sparticle)

of another type (boson). At the same
time, it also echoes titles of popular
series centered on superheroes, while
further insinuating that the encounter
between the artists spawns symmetries;
unexpected, even absurd, associations
between the scientific and the religious,
which are not without humor.

The body of work presented by each
artist is divided, although not sharply,
into two major sections: Azoulay
exhibits "studio paintings" and "desert
paintings." The former are interior
scenes, whereas the latter portray
outdoor occurrences. The desert and the
studio may be construed as wilderness
and temple, two sites of religious
myth which span anticipation, movement
toward, and everyday praxis. Israel
presents geometric bodies, which relate
to sacred and archaeological sites
while seeking the "ideal form," the

essence of things,1 alongside sculptures
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which resemble space vehicles, UFOs

of sorts. Each section contains an
encounter between the primordial-
ancient and the current, or even
futuristic. They indicate the affinity
between the archaeological or sacred
relic and flying saucers or a particle
accelerator. The "time tunnel" links the
archaeological with science fiction.
One may say that all the elements in
the exhibition - both paintings and
sculptures - are fixed in place, skewered
to poles or stuck in the desert, yet they
all yearn for the sublime and endeavor
to fulfill their innate potential of
ascent and hovering.

Another fundamental quality of the
featured works is color which sets the
artistic event in motion. Azoulay's
painting is entirely created through
the smearing of paint, which results
in transitions from the real to the
fantastical. Color for him is a stimulus
for a transformative discovery, for the
"big moment" of the painting. On the
one hand, the painting is constructed
from textures and broad yet restricted
areas of color; on the other hand, the
droplets of paint squirted in the
studio spawn unexpected, elusive,
uncontrolled painterly events. The

coloration in Israel's sculptures is

1 Anat Danon-Sivan, “The God Particle,” see p.102

in this catalogue.

likewise delimited and typified by
vivid, brilliant blotches; even when it
is meticulously processed and clean,
it is nevertheless illusive and dreamy.
Furthermore, it ought to be noted that
the city of Jerusalem transpires in the
background of the works of both artists.
An excerpt from the poem "Chinese Art
and Greek Art" by Sufi poet and mystic
Jelaluddin Rumi (Jalal al-Din Muhammad
Rumi; 1207-1273) may shed light on the
mutual reflection generated between the

two artists' works:

... In that purity

they receive and reflect the images of
every moment,

from here, from the stars, from the

void.

They take them in
as though they were seeing
with the lighted clarity

that sees them.”

Jelaluddin Rumi, The Essential Rumi, trans. Coleman

N

Barks (San Francisco: Harper Collins, 1995), pp. 132-133.
The ancient text describes a scene in which one group
of artists cleanses and polishes a wall, to the point that
the work of another, rival artist group working nearby
is reflected in it. In terms of the spiritual message,

the cleansing and polishing in the poem are akin to
meditative fusion into the absence and void, which
becomes the purity of the open sky. See Ellen Ginton,
“The llluminated Painting,” cat. Superpartners: Shai
Azoulay, Reuven Israel (Tel Aviv Museum of Art, Sept.

2011), p. 100, N. 14.



iy ) 438 1 e Table of Contents

Acting Director: Shuli Kislev

Superpartners: Reuven Israel, Shai Azoulay

105 Ellen Ginton
8 September-31 December 2011 Foreword
Markus B. Mizne Gallery, Gabrielle Rich Wing

Exhibition .
. . 102 Anat Danon-Sivan
Curators: Ellen Ginton and Anat Danon-Sivan
Associate curator: Noa Rosenberg The God Particle:
Hanging: Tibi Hirsch
g ; . . . On Reuven Israel’s Work
Construction assistance: Orr Herz, Tucan Design Studio, Gad Zukin
Lighting: Naor Agayan, Lior Gabai, Eyal Weinblum, Assaf Menachem
Registration: Shraga Edelsburg, Alisa Padovano-Friedman, Shoshana Frankel . .

. . N 94 Biographical Notes
Conservation: Dr. Doron J. Lurie, Maya Dresner, Hasia Rimon,
Noga Schusterman, Klara Karlova

Adi Efal

Catalogue 74
Design and Production: Michal Sahar Figural Distinction in the Plastic Field
Photographs: Yaakov Israel
Additional phtpgraphs: Assaf Evron ("Fatima" exhibition views)
Hebrew text editing: Sigal Adler-Strauss, Orna Yehudaioff
Translation into English: Daria Kassovsky

English text editing: Tamar Fox

Thanks:

Noa Dolberg, Orr Herz, Shai Azoulay

Ellen Ginton, Anat Danon-Sivan, Noa Rosenberg

Yaffa Braverman, Adi Gura, Yaakov Israel

Michal Sahar, 0li Alter, Elad Kopler, Assaf Pecker

Ziv Alon, Oded and Anat Amitai, Yuval Ben-Nun and Oded Yaron,

Rahamim Hoshmand, Arie Dolberg, Gad Zukin
Special thanks to Neta Segal.

s ISRAEL
Exhibition sponsored by DISCOUNT
BANK

Measurements are in centimeters, height x width x depth

©Tel Aviv Museum of Art, cat. 13/2011
ISBN 978-965-539-036-0



Reuven Israel

Superpartners



