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Shir Moran, The Girlfriend Experience, 2017, acrylic, markers, pencil, ink,
and nail polish on leather, 122x140
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Ida Ekblad, Not Yet Titled, 2017, Plastisol, puffy paint, acrylic,
and ink on linen, 200x280
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Jennifer Chan, “Stacking and Leaning: The Seduction of The Found in
<Postinternet> Contemporary Sculpture” in an exhibition book accompanying
“Real Things,” a solo exhibition by Rachel de Joode, Oliver Francis Gallery,
Dallas, TX, 2012, 62-74.
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George Baker, “Photography’s :21%°%71 77w 2w ymanina nx RN aysnw
Expanded Field,” October 114, Fall 2005, 120-140.
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Michelle Kuo, “The Ulncertainty of Objects and Ideas’, review in ArtForum, 15
vol. 45, no. 6, February 2007.
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Johanna Burton, “Sculpture: Not-Not-Not (Or, Pretty Air),” in Ann Ellegood
& Johanna Burton (eds), The Uncertainty of Objects and Ideas: Recent
Sculpture, Washington, DC: Hirshhorn Museum and Sculpture Garden,

2006, 10-16.
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Matthew Monahan, Mixed Messenger, 2007, foam, wax, pigment, wood,
charcoal, paper, drywall, 161.3x104x63.5
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Kori Newkirk, Dodger, 2004, plastic beads on arti
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Nurit David, Untitled, 1992, photograph and glass paints on glass, 43x28x6
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81.3x55.3 ,i1M1J T2 7V nnp uin

hand embroidery: thread on cotton fabric, 81.3x55.3

,]27 7V MW 1NT0i 11,2017 ,Glamour or Discourse ,ijo1"'TNT 131N

Monika Drozynska, Glamour or Discourse, 2017, from the series Black on White,
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87x100x45 ,qN{J1n M"MIN'7191 1137 NV ,2007 ,i17'20 ,2'27i1 UNn

Thomas Helbig, Taufe (Baptism), 2007, wood, lacquer, and polyurethane foam,
87x100x45

sometimes
| need to walk

far away from

where | am

i w1yl

TINNN] IR 12W DI1PANN 7172 TN 019117 131N IR 0'YD7 ,iluD1 197'W
77x80 ,0p390191 IR NN 2011 NV NN TIRN7 13

Shilpa Gupta, Sometimes | Need to Walk Far Away from where | Am
to See Myself, 2011, Perspex mirror letters, 77x80
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57x26x16 ,7112 ,2007 ,Figurine and Boat ,|"¥ 1T 1pY’

Yaacov Dorchin, Figurine and Boat, 2007, iron, 57x26x16

= =01 5% 915 ,ﬂ‘J]JT“U‘U“ 0"M903 1IWNR 2011 ,111'¥12 117 UM

Nate Lowman, Sériously, 2011, bank teller window and bullet fragments, 91.5x91.5




125x207x4 NV1 i11'70079 ,2008 ,11NM1J 877 ,]'U'7'1 NN12)

Gelitin Group, Untitled, 2008, Plasticine and wood, 125x207x4




29

i
e

e
BT

RS SE
l.'_ﬁ

#

124x85 ,95"U 11'{JUNT 1MW YIN ,2000 ,'7W N TITN MNP NN 73N

Michal Na'aman, My Secret Emptiness, 2000, oil paint and masking tape, 124x85

74x100 M1"pUT7 P2TIN 7/W 01781 ,2003 ,11NM1J 877 Q0079 Ny

Reut Ferster, Untitled, 2003, b/w photograph mounted on metal tags, 74x100
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SOMETIMES | CHECK THE FRIDGE -TEN TIMES TO SEE IF/IT IS REALLY CLOSED

Tt

,2005 110 NN R1iW RT17 T3 DY 1WY NPNil TIN JT12 IR 0'Y97 ,0M7N1 UNo
11.5x673 ,ATTWIN I QUUXR'719 011 TIMNK 7121001 120

Servet Kogyigit, Sometimes | Check the Fridge Ten Times to See if it is Really Closed,
2005, crochet tapestry, polyester thread, textile hardener, 11.5x673
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TnwnN MmN ,N21vnN P30 1993 .namd N"q 001" 193 M9 171717 7'

Hila Lulu Lin Farah Kufer Birim, Untitled, 1993, miTe media, dimensions variable

[

21.5x13.5 71M'TT WP 7V 1NW YN 1993 1T 110,117 17"

Marilou Levin, Bra Hook, 1993, oil paint on cutting board, 21.5x13.5
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68x68 ,1IY1AN T7112'9 M'x’ 1993 171 W 71 72x104 U9 TIN M'J13T 'OPIDN 191NN MDF 1991 Am | Acting Wrong no. 1,711"M9 7110

Gil Shachar, Curtain, 1993, painted fiberglass cast, 68x68 Sigal Primor, Am | Acting Wrong no. 1, 1991, epoxy-coated MDF, printed glass, 72x104
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180x237x26 ,7T712 "M1™N1 1127 7' VY 7V 1R ,2006 Little Goolie Goolie Split 211 N2

Gary Webb, Little Goolie Goolie Split, 2006, tinted mirrors on American white ash
wood and metal brackets, 180x237x26
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45x95x80 ,017N W' ,'OPIDN JAT M'3137 117172 ,013719 ,2013 ,0"AN'0 O'N] ,iTwnN |2 11N N"J 14.6x8.5x7 ©UUNR'719 NJ"¥" 1989 NI R77 ,3"T 7017

Eitan Ben Moshe, Siamese Enemies, 2013, Pyrex glass, plain glass, epoxy, alum crystal, Daniel Sack, Untitled, 1989, polyester cast, 14.6x8.5x7 each
45x95x80
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N"J 44x34 ,W'W 131 YN M178N 1993 . 1119PNWH 1103 TYTL

Gideon Gechtman, Reflection, 1993, color photographs and marble stands, 44x34 each

106x55.5 ,0MM 7V "M"Wyn yav 1993 ,Blind ,va1 2y

Tsibi Geva, Blind, 1993, industrial paint on blind, 106x55.5
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150x370 1'JIN 1™ 7V 1T NIt L2010 ,The Keys 'N71TR 70

Ilit Azoulay, The Keys, 2010, archival inkjet print, 150x370
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contradiction between the different realms in which sculpture has situated itself
beginning in the 1960s — on the one hand, sculpture is placed in institutions of the
bourgeois public sphere (as an art object in a museum or as a monument in public
space), and on the other hand, it is positioned in the world of industrial objects

and the culture of spectacle. See, for example, his essay about the works of Gabriel
Orozco: Benjamin H. D. Buchloh, “Gabriel Orozco: The Sculpture of Everyday Life,”
in Gabriel Orozco, exh. cat., Bernhard Burgi & Bettina Marbach (eds.), Zurich:
Kunsthalle Zurich, 1996, 43-66.

Dan Adler, Contemporary Sculpture and the Critique of Display Cultures,
New York: Routledge, 2018

Each chapter in the book deals with the work of a single artist: Iza Genzken,
Geoftrey Farmer, Rachael Harrison, and Liz Magor.

Julian Hemandez and Susan Richmond, “Sexing Sculpture: New Approaches to
Theorizing the Object,” Art Journal, 72:4, 27-79.

Ruba Katrib, “It Feels Like...Flesh,” in Mary Ceruti & Ruba Katrib (eds.), How does
It Feel?: Inquiries into Contemporary Sculpture, New York: SculptureCenter &
London: Black Dog Publishing, 2016.

Michelle Kuo, “The Uncertainty of Objects and Ideas”, review in ArtForum, vol. 45,
no.6, February 2007

Johanna Burton, “Sculpture: Not-Not-Not (Or, Pretty Air),” in Ann Ellegood, &
Johanna Burton (eds), The Uncertainty of Objects and Ideas: Recent Sculpture’,
Washington, DC: Hirshhorn Museum and Sculpture Garden, 2006, 10-16.

In this essay, Burton defines contemporary sculpture as seeming to embody a
simultaneous return to a medium and a deferral of it. While still trying to distill the
unique characteristics of sculpture, despite the alleged crumbling of the category,
she proposes a strategy of negative definition, exactly as Rosalind Krauss had done
in the original “expanded field” text. Here, Burton proposes to consider sculpture
“as not installation.” This is due mostly to the different relation of sculpture and
installation to space — while installation occupies a space and treats it as a medium,
sculpture settles in it, finds its specific and unique location, and becomes grounded
in the world. The viewer is an integral part of its space, but it is not committed to an
exchange, sometimes even distanced from the viewer. There is a “productive tension
in the space between a three-dimensional thing [...] and a three-dimensional
viewer’

(709) 64.1x21.6x12.7 [ T7TT7R TIT791 100172 [AR , 2017 01,701 TN DN
(11U 13) 106.7x38.1x38.1

Ugo Rondinone, The Wistful, 2017, bluestone and stainless steel,
64.1x21.6x12.7 (sculpture), 106.7x38.1x38.1 (concrete pedestal)
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essential characteristics of the body (its boundaries, shape, etc.) are
uncertain: “bodies ingest materials and absorb organisms, and leave their
residue on other materials [...] the organic blends with the synthetic”
The current state of the body is manifested today in sculpture, which
“emphasizes these microscopic and sensorial aspects of the living body,”

and “describes the body as unfixed, malleable, and remote.” **

In all of these ideas, questions, and thoughts we can see how the search
for the unique characteristics of sculpture no longer focuses on the
exclusivity and singularity of the object, but rather on the uniqueness of
the encounter between the subject and the sculptural object — an encounter
that would never begin and end within the borders of the gallery or the
public square. The focus on the encounter as a social and political event,
with its power relations, allegories, and new agenda and propositions,
does not ignore what seems to be a fatal crumbling of the category of
sculpture, but rather feeds on it. The curator Anne Ellegood addressed
the meanings generated by the multiplicity and uncertainty regarding
sculpture, its experience, and its display in the exhibition she had curated
at the Hirschhorn Museum in Washington, DC, titled “The Uncertainty
of Objects and Ideas: Recent Sculpture” (2006-2007). In a critique of
the exhibition, published in ArtForum, Michelle Kuo writes that the
sculpture in it evades not only the full perception of its quintessence in a
specific moment but also its universal definition as a phenomenon or a
collective experience. The exhibition, in her view, proposes that “However
expanded its field of activity has become, “sculpture” today might be seen
to cohere around the deviousness of physical matter—its inexhaustibility,
opacity, and guile”'* As curator Johanna Burton put it in the text she had
contributed to the exhibition catalog: “In the same way that one must
walk around sculpture in order to see all sides, it seems that one must

also talk around sculpture—getting somewhere and nowhere at once” !¢

Ken Johnson, “Is Sculpture Too Free for Its Own Good?,” The New York Times, 7
May, 2005, E36

“Sculpture in Expanded Field” is Rosalind Krauss’s well-known essay from 1979, in
which she proposed a logical scheme for understanding the extention of sculpture
into practices such as earth art and various kinds of structures. Already then she
wrote: “[...]the very term we had thought we were saving - sculpture - has begun to
be somewhat obscured. We had thought to use a universal category to authenticate

a group of particulars, but the category has now been forced to cover such a
heterogeneity that it is, itself, in danger of collapsing. And so we stare at the pit in the
earth and think we both do and don’t know what sculpture is” See Rosalind Krauss,
“Sculpture in the Expanded Field,” October, Vol. 8. (Spring, 1979), pp. 30-44.

Johnson, ibid.

For an interesting, bouncy discussion of the connection between sculptural logic
and Internet logic, see: Jennifer Chan, “Stacking and Leaning: The Seduction of
The Found in <Postinternet> Contemporary Sculpture” in an exhibition book
accompanying “Real Things,” a solo exhibition by Rachel de Joode, Oliver Francis
Gallery, Dallas, TX, 2012, 62-74

For example, George Baker's essay that adopts Krauss’s terminology and her
proposed scheme for describing the expansion of the field of photography: George
Baker, “Photography’s Expanded Field,” October 114, Fall 2005, 120-140

Under the title “Sculpture Unlimited,” the Art and Design University of Linz

had organized two symposia: the first, in 2010, attempted to find a definition

- or definitions - to contemporary sculpture, and the other, in 2014, was titled
“Materiality in Times of Immateriality” For more information see: http://sculpture-
unlimited.info

Mary Ceruti & Ruba Katrib (eds.), Inquiries into Contemporary Sculpture,
New York: SculptureCenter & London: Black Dog Publishing, 2013-2019.

Mary Ceruti & Ruba Katrib (eds.), Where is Production? Inquiries into
Contemporary Sculpture, New York: SculptureCenter & London: Black Dog
Publishing, 2013

Mary Ceruti & Ruba Katrib (eds.), What about Power? Inquiries into Contemporary
Sculpture, New York: SculptureCenter & London: Black Dog Publishing, 2015.

Mary Ceruti & Ruba Katrib (eds.), How does It Feel? Inquiries into Contemporary
Sculpture, New York: SculptureCenter & London: Black Dog Publishing, 2016.

Mary Ceruti & Ruba Katrib (eds.), Who Cares? Inquiries into Contemporary
Sculpture, New York: SculptureCenter & London: Black Dog Publishing, 2019.

Klaus Ottman, “Spiritual Materiality: Contemporary Sculpture and the
Responsibility of Forms,” Sculpture, Vol.21 No.3, April 2002, 36-41.

A major precedent worth mentioning is the 1990s essays about sculpture by
Benjamin H. D. Buchloh. In these he outlines, among other issues, the crucial
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sculpture and experience it. It speaks to what the viewers bring with them
to the encounter with sculpture, and what they take away from it. The
majority of the central thinkers about sculpture today ascribe importance
to the role of text as well — what it produces and how it connects to the
general culture at this moment. Unsurprisingly, the main reading offered
by present essays about sculpture define it as a critical or alternate
proposition to the manner in which objects function or operate under
oppressive social conditions. As lyrical or contemplative as they might
be, essays that focus on sculpture as an allegory of the body, or on its
formalistic or material aspects, do it from an almost activist point of
view rather than a romantic one - they insist on being a part of a critical,
socio-political discourse that considers its own terms of production and
the action it might engender. Like any other position that succeeds in
framing itself and being validated in the critical and theoretical fields,
these viewpoints are relevant not only to contemporary sculpture - they
provide us with tools for thinking about historical sculpture as it is being

perceived in the present.

A number of scholars are examining the preoccupation of sculpture with
materiality, and even material formalism, in the attempt to understand
its significance in relation to the terms of our times. Among them is the
German writer and curator Klaus Ottman, whose proposition combines
two theoretical approaches to sculpture that used to be viewed as
contradictory - investigation of sculpture’s formalism and an analysis of
the contexts of its production. ' He coined the term “spiritual materiality”
in a 2002 essay, arguing that much of contemporary sculpture’s dealing
with materiality considers the codes and the ideological meanings that
culture inscribes onto materials, but it is also based on “a participatory
humanism—a renewed involvement in the question of being,
transcendence, and the social by way of its materiality” The Canadian
art scholar Dan Adler, in his book published about a year ago, has also

focused on the formalism and materiality of sculpture. He identifies

“recent tendencies in contemporary sculpture toward assemblage
sculpture and how these works incorporate “tainted materials - often
things left on the side of the road, according to the logic and progress
of the capitalist machine - and combine them in ways that allow each
element to retain a degree of empirical specificity” Adler interprets this
aesthetic property as one through which the works operate critically - be
they “comments on capitalistic economies [...] anthropologies of everyday
life... criticism of museum practices of collection and interpretation
[...] twisted replications of sales strategies from advertising, stores, and
television shopping networks, or [...] surrenders to the psychologies of
accumulation, be they sumptuous pleasure, emotional displacement, or

» 12

pathologized hoarding behavior]...]

An example of the current approach to the connection between
sculpture and the body is the forum organized by Julian Hemandez
and Susan Richmond at the annual conference of the American College
Art Association in 2013. It addressed the question: “How do sculptural
practices uphold or, conversely, equivocate the certainties of gendered
and sexual embodiment?” The organizers view sculpture as a medium
based on the relations between body and object, and investigate how
these are framed as politics of sexuality. In their description of the
forum they write that they are motivated by “a belief in the capacity for
sculpture, and particularly abstract sculpture, to enable alternative modes
of erotics and embodiment” (for instance, how the form of a certain
sculpture might indicate physical flexibility as well as gender, sexual, or
racial elasticity).” In the same year, SculptureCenter’s volume included
an essay by one of the two editors, the curator Ruba Katrib, about flesh
as a central element in the representation of the body in contemporary
sculpture. As opposed to historical precedents of dealing with the subject,
Katrib argues, contemporary sculpture no longer uses literal signs of
body or limb but brings us closer to flesh as matter and to its sensorial

qualities. Contemporary sculpture refers to the current culture in which
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papers, books, and innumerable symposia that ask these very questions:
various forums in the annual meeting of the US College Art Association,
and a series of conferences organized by the University of Artand
Design in Linz, Austria, ¢ are prominent examples. It is thrilling to bump,
in this thicket of discussions, into the series of books published by New
YorK’s SculptureCenter, titled “Inquiries into Contemporary Sculpture”
It is edited by two former SculptureCenter curators: Mary Ceruti,
current Executive Director of the Walker Art Center in Minneapolis,
and Ruba Katrib, now a curator at PS1, in New York. Each volume binds
together short texts, epigrams, and images composed by artists, writers,
curators, critics, and art historians. By the editors’ statement, the volumes
examine the “questions and issues and concerns of artists and others

working and thinking through sculpture today.””

The first volume, titled Where is Production? (2013), is still situated within
the familiar scope of sculpture as a technique. However, it addresses not
just the studio practice related to sculpture, but also the link between the
sculptural object and the consumerist one, and is positioned within the
field of Marxist theory so closely identified with American art criticism.
The next volume poses another question, which seems to be farther
removed from the basic, consensual definitions of sculpture. “What about
Power?”, it wonders, pointing to the “various power dynamics - political,
spiritual, erotic, or others,” and to issues such as will, subjugation, and
desire. “Sculpture’s relationship to power is distinct, as it is engaged
with particular spatial and physical realms hinged on considerations of

architecture and the body;” the editors argue.®

And voila, the next volume, published in 2016, indeed poses in its title a
question from even farther regions: “How Does It Feel?” Here the editors
suggest that we pay attention to the “sensory aspects of contemporary
sculpture that go beyond the visual” and to “the bodily relationship
between works and their receivers” Sculpture is examined here through

notions of tactility, smell, sound, and taste, as well as through theoretical

perspectives that “investigate the potential of sculpture to affect us
holistically” Contemporary artists working with sculpture, the editors
argue, “are able to dramatically increase the receiver’s experiential
range, and “a multi-sensorial experience of sculpture prompts an
uncanny emotional identification. A sculpture is no longer simply an
object to circle, but a perceptual event that might enlist many or all of
our senses to change our understanding of our own bodies. Among the
arts, sculpture is uniquely equipped to address this expanded notion of
the bodily condition. Sharing the space of a room, objects and human
beings engage in a series of interactions that can arouse sentiments that
are quite different from those sparked by, say, the perception of a flat,

pictorial image”?’

The last volume, Who Cares?, introduces concepts such as care and
responsibility into the sculptural field. It does that, significantly, not only
in regard to the process of making the sculpture but also to the scope of
its reception. In focusing on the association between the artwork and the
viewer (and the extended margins of these two fields), the question “who
cares?” once more strives to define sculpture’s unique traits, and extends
this task as well to other areas — the viewers, curators, conservators,
commentators, and critics. The editors describe the volume as pointing to
“the range of responsibilities that objects engender, collating perspectives
about why we care, why we don't care, who should care, and who shouldn't
care. Once brought into this world,” they write, “objects demand our

attention.” !

Traversing the concepts and viewpoints suggested by the series provides
a new outlook on sculpture and its values, as well as on writing about it.
Current writing about sculpture, in most cases, clearly seeks to address
not only the content of the works and what is behind them, their creation
process, but also what goes on around and even in front of them. In this
sense it is not animistic, does not attempt to bring inanimate objects

to life, but rather shines a light on the living subjects that gaze at the
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Talking Around Sculpture
On Recent Interpretive Perceptions of Sculpture

Leah Abir

“Contemporary sculpture knows no boundaries,” the art critic Ken
Johnson complained in a show review he published in the New York
Times in 2004. There is no material that sculpture won't exploit, and no
dominant style to set boundaries or standards. On the one hand, he claims,
“this makes sculpture a zone of enormous creative freedom,” while on the
other hand, “if sculpture can be anything, then maybe it is not anything in

particular. It loses a sense of tradition, identity and purpose.”!

The current exhibition of the Doron Sebbag Art Collection, ORS Ltd. - a
group of works selected and displayed under the heading of materiality
- is an opportunity to think again not only about material and the ways
artists are using it, but also about sculpture today. Many works in the
exhibition are sculptures or sculptural works (the definition is already
cracking), created between the 1990s and recent years. The presentation
of works by artists such as Ida Ekblad, Eitan Ben Moshe, Gelitin Group,
Gideon Gechtman, Matthew Monahan, Ohad Meromi, Ugo Rondinone,
Damien Hirst, Monika Drozynska, Yaacov Dorchin, Nate Lowman, and
Hila Lulu Lin provides but a taste of these artists’ abundant bodies of

work, representing a range of sculptural perceptions and propositions.

The invitation to think about sculpture today might seem odd, even
reactionary. We may have swept away the cobwebs of this category -
“sculpture” - which roots as a technique reach back to ancient times
(sculpture as an object created by means of carving or modelling, through

the subtraction or addition of matter), and has begun to be framed as a

slightly different category in the 19th century, as part of the Modernist
project of delineating the characteristics, rules, and meanings of various
artistic media, and distinguishing them from each other. Throughout
the 20th century, and regarding other art objects on display within the
gallery walls, artists and critics have been tossing out ostensible excess
weight that seemed to belong in other disciplines, in an attempt to define
the medium of sculpture. Following this process, sculpture has been
positioned in an expanded field,? becoming a part of the environment
and the world outside the gallery. This expanded field has undergone
further processes of decentralization, which beget the medium of
“installation,” even if the latter has since moved away from its sculptural
origins. In recent decades it has become clear that sculpture may be
an environment, a place, a product of a temporary social interaction, a
figure as well as a background. And yet, the category persists. We still say

‘sculpture’ and imagine we are talking about the same thing.

“About the only thing sculpture cannot tolerate, at least in theory, is being
restricted to two dimensions,”? Johnson writes in that griping article from
2004. The argument may seem unfounded in light of the last decades of
virtual artworks that employ various imaging and 3-D technologies,*
and his claim of excessive freedom can be similarly directed at other
art categories.® Is the insistence on sculpture as an art category and as a
common, consensual viewing experience based on clinging to the past, on
nothing more than a psychological desire for boundaries and definitions?
And what does the avoidance of the two-dimension restriction entail?
Is there a certain gain, or even a need - for artist and viewer alike - in
“sculpture” as a proposition, as a basis for a unique experience that teaches
us about the realms of perception in today’s world, which themselves seem
sometimes to be both everything and nothing, but insist on pervading

our lives and changing us every moment?

The search for the characteristics of contemporary sculpture and its

artistic and theoretical horizons has discovered in the last two decades
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artists, styles, and materials, attesting to quality, critical thinking, and a

collector’s daring.

The material search in art in recent decades stems from an apocalyptic
sense regarding the destruction of culture, loss of boundaries, and
material excess. At the same time, it also reflects a global culture
highly conscious of ecological issues and recycling concerns. During
the millennjum, a shift has taken place from perfect sculptures and
meticulously designed and hewn objects to works that show processes of
deconstruction and awareness of the disintegration of matter. Alongside
works typified by strict material polishing, objects have emerged which
were founded on cluttered aesthetics, installations and sculptural works
created from diversified, found materials. Expansion of the material
range attests to the artists’ constant desire to seek new materials,
previously not included in the artistic canon, and their need to enhance
the qualities of a given substance to explore its behavior and challenge its
limits. These tendencies are clearly discernible in the Doron Sebbag Art
Collection, of which the sculptural medium (the “object”) has been an
inseparable part from the outset. The material diversity, as manifested in
the exhibited works, is indeed great: wood, marble, plasticine, polyester,
mirrors, glass, styrofoam, leather, sponge, heavy metals (iron), beads,
fiberglass, stone, threads, various textiles, organic and plastic substances,

natural and processed ones, as well as new compounds.

While the featured selection is only a small fraction of the collection,
its power lies in the unusually broad material range. Beyond this rich
material cross section, the works address themes relevant to our times.
They explore, among other things, the mechanism underlying the art
world, correspond with art history, introduce internal tributes, and revisit
female artists active in Israel mainly in the 1990s, whose works were

purchased for the collection in its early days.

The dynamic space of Sotheby’s Tel Aviv, which ordinarily functions

as office space, differs from the cold halls of the art museum. Entered

from the bourgeois urban heart of Tel Aviv, wandering amidst the
sculptural works elicits thoughts about man’s place in the material world
surrounding us. Concurrently, it is an assortment of works attesting to
a unique, thoughtful process of selection by an art collector, offering a

glimpse into his world.

Dana Golan Miller

U The Artist boutique hotel (35 Ben Yehuda St., Tel Aviv), owned by the Sebbag family and managed by
the Atlas hotel chain, was renovated extensively this year, and its public spaces now feature new site-
specific works commissioned from Israeli artists. Other projects and exhibitions from the collection

may be seen at www.orscollection.com.

101.5x137x10 , T2 7V 9IW1 02127 ,2006 1710 87,0071 |R'NT

Damien Hirst, Unforgiving, 2006, flies and resin on canvas, 101.5x137x10

>
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What's the Matter

Works from the Doron Sebbag Art Collection, ORS Ltd

Many of the collectors focusing on contemporary art are driven by
the desire to capture the zeitgeist and the dynamic processes reflecting
the period’s culture, to fathom its values, reveal its motivations, and
encapsulate its essence through art. It is a collecting practice which does
not stem from a calculated attempt to build a cohesive or chronological
body of work, but rather from a sense of awe vis-a-vis originality and a
profound appreciation of the ability to create and innovate. Such is also
the Doron Sebbag Art Collection, ORS Ltd, headed by art collector
and businessman, Doron Sebbag, which has crystallized in his spirit and

image.

The collection has been in existence for three decades, during which
works spanning a broad range of themes and techniques were acquired.
Its extensive activity over the years has included support for artists, and
the publication of catalogues, as well as curating exhibitions, some of
them of museum scale, lending works to exhibitions in and outside of

Israel, and initiating various art projects.'

The selection of this cluster of works for the large space of Sotheby’s
Tel Aviv resulted from an “overview” of the collection, while relating to
its broad material spectrum and the line between the two-dimensional

and the three-dimensional in art. It is a selection that crosses periods,
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Monika Drozynska, Glamour or Discourse, 2017 [detail; see p. 21]
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