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A COLLECTION'S EVOLUTION

Dana Golan Miller

Two decades of art collecting are a time span which provides a perspective on the nature of the Doron Sebbag Art Collection,
ORS Ltd., facilitating an attempt to map it along the temporal axis according to its metamorphoses. These are years of research,
of reviewing the art field and putting a body of works together that unite into a collection, much like the development of
a never-ending intricate plot recounted by its owner. As a collector, Doron Sebbag has been guided in the course of these
decades by two major values: the decision to purchase and present, side by side, contemporary Israeli and international art,
and the decision to expose the collection to the public at large via loans, exhibitions, and incorporation of the collection in
public spaces.

The exhibition "Accelerating Toward Apocalypse,' the fifth show to present works from Sebbag's art collection, is held
as part of an extensive activity, which includes support of artists, catalogue production, and various artistic projects. It was
preceded by two theme exhibitions which travelled in museums throughout the country: "Quotations in Art" and "Portraiture's
Many Faces," and two large-scale exhibitions featured at the Tel Aviv Museum of Art, which exposed recent acquisitions to the
collection: "Exposure" and "Depletion.?

Unlike the previous exhibitions, the current show is the result of collaboration with a guest curator: Tal Yahas. A "hosting"
collection, which subjects itself to the points of view of other curators, grants itself a life outside its confines. An external
curator asked to conceive of a thematic exhibition from a private collection is not versed in the internal dialogue and dynamics
underpinning it, functioning as a researcher observing from the sidelines. This act inevitably sets in motion an attempt to map
out the routes guiding the curator and his personal taste, and to present yet another layer from the collection. The exhibition
features a body of works purchased for the collection in recent years, while combining earlier works from the collection, thereby
striving to explore a sequence of taste and persistence in the temporal sphere.

Much has been said and written about art collecting: obsession, passion, and competitiveness are words often used in
depicting the figure of the collector.> Samuel Keller, who has worked closely with collectors throughout the world, attempted
to chart distinctive features shared by collectors, maintaining: "The more art collectors | see, the more | am struck by their
differences. ... Collecting works of art is an act of individual expression. ... Art collectors need to own art. It is a passion that
can cause suffering. But in general it is a source of happiness"
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As a collector, Sebbag constantly follows the latest currents in galleries, museums, art fairs, and biennials the world over.
He keeps up-to-date with professional periodicals and publications. His collecting does not stem from a calculated attempt
to construct a cohesive or chronological body of work, but rather from a sense of awe vis-a-vis originality and the ability to
create and renew. The collection expresses Sebbag's attempt to comprehend, identify, and decode - from a large selection of
contemporary artworks — those which reflect the zeitgeist and the constantly evolving culture. Hence, the collection functions
as an active organism in a never-ending process of becoming; it is an infinite pursuit of an object of desire by someone who
enjoys the search and research, who vigorously follows new, dynamic approaches in art, always attentive, trying to pinpoint,
in advance, the cultural heroes of the future.

By virtue of this attempt to secure a foothold on the temporal axis, the collection has assumed and shed form over
the years. The exhibitions, which presented thematic clusters from the collection at various points in time, reflected — each
in its own way — a critical gaze at our society and culture. At the outset, Sebbag was interested in works which examined
the tension between painting and photography, some engaging in artistic quotation, and others in the link between
figure/image and portrait. The exhibition "Exposure" staged at the beginning of the new millennium, attested to the establishment
of the photographic medium in the field of contemporary art and the transition to video and more advanced technologies. It
manifested an engagement with the human condition, with a language typified by a surplus of direct, provocative images in
the spirit of the period, and the works included in it focused on the margins of society, the rejected, less represented loci or, at
least, criticized the apparatus of creation of spectacular, canonical Hollywood-like images.” One of the most outstanding artists
in that exhibition was Nan Goldin (whose works are also included in the current exhibition, see pp. 42-43, 46-47), whose lens
exposed moments of weakness and intimacy, as well as strata usually regarded as excluded, dark, and daring.

The intense quality of the art of that period has been replaced, in the course of time, by representations dominated by
void and absence (architectural, physical, mental, and ethical), mainly in the wake of 9/11, and these were presented in the
exhibition "Depletion" staged in early 2008, which concluded the "bubble" years of international art. Collectors from all over
the world queued up to buy works, prices skyrocketed, auction houses set record prices for contemporary art, and new
collectors from various economies, mainly from the Far East and the FSU, entered the game. Acquisition of art works, which
has always been identified with consumerist culture and a lavish life style, as stemming from the fetishism of commodity,
pushed the boundaries of common sense to the point of total dissolution. Many works related critically to the economy of
the contemporary art market and to the complex mechanism of the field, as exemplified by the Gelitin Group, one of whose
defiant works was included in the exhibition "Depletion” (see p. 8). The perplexed viewers were invited to taste strawberries from
a chocolate fountain via tubes which passed through the body of a kneeling giant figure made of plasticine. The installation
of the sculpture at the heart of the museum in such a blatant, grotesque manner, yet full of humor and pleasure, illustrated
and enhanced the critical edge®

The world economic crisis which broke out shortly after the exhibition was also felt in the field of contemporary art.
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The feeling of void, in its ethical sense, expanded into an apocalyptic sense of a destruction of culture and loss of boundaries.
In an era characterized by excessive materiality, and in reaction to a global eco-conscious culture, many artists throughout
the world turned to create objects based on heaped aesthetics: installations and sculptures created from expendable, found
materials, like relics of culture. The sculptural medium, which existed in the collection from the outset alongside photography
and video, and their range of manifestations (new media on the one hand, early technologies on the other), changed its
nature in keeping with that tendency. This change was manifested in the transition from perfect, meticulously modeled
objects to works mirroring a process and consciousness of deconstruction and disintegration of the material. One of the key
works in the current exhibition, illustrating this inclination, is Huma Bhabha's work (see pp. 22-23), which conveys a post-
apocalyptic sense of destruction, decay, and desistance through crude, raw sculpting — encapsulating the spirit of the time

in a work of art.

An exhibition culled from an art collection, held after two decades of continuous exhibitions, suggests itself as a temporal
point for the conclusion of a period. Alongside Sebbag's constant need, as a collector of contemporary art, to maintain direct
contact with the period and to preserve the ephemeral experience, he also feels the need, but not necessarily consciously, to
stop from time to time, to watch from the wings, place and catalogue the act of collecting along the sequence of time. The
current exhibition intertwines works from the collection's beginnings, and contains retrospective elements, while looking into
the future. It enables examination of the metamorphoses of the collection as a life's work, a type of time travel into the depths
of the evolving contemporary culture, on which Sebbag takes us, against the backdrop of an atmosphere of apocalypse, as if
he were asking himself what he has formed thus far, but also — what is the essence that he takes with him, into the future.

Notes

T Louise Bourgeois, "The Collector," text recorded at the artist's New York home,
26 December 1997 by Brigitte Cornand, in Judith Benhamou-Huet, Global

Collectors (Phebus, 2008), p. 19.

2 "Quotations in Art, from Michelangelo to Hitchcock! curator: Aya Lurie,

traveling exhibition, The Wilfrid Israel Museum of Asian Art and Studies, Kibbutz
Hazoreah; Petach Tikva Museum of Art; Corine Maman Ashdod Museum,
1997-1998; "Portraiture's Many Faces," curator: Aya Lurie, Ben Ari Museum of
Art, Bat Yam, Israel, 1996; "Exposure: Recent Acquisitions, the Doron Sebbag
Art Collection, ORS Ltd." curator: Aya Lurie, Tel Aviv Museum of Art, 2000-2001;
"Depletion: Works from the Doron Sebbag Art Collection, ORS Ltd." curators:
Aya Lurie and Nili Goren, Tel Aviv Museum of Art, 2008.
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This theme has recently been studied at length in two essays, see: Galia Bar Or, "On Collecting and Collectors," cat. Israeli Art from the Collection
of Gaby and Ami Brown (Ein Harod: Museum of Art, 2009); Tami Katz-Freiman, "Collecting is a Form of Uprooting: An Encounter between Self
and Object," cat. Shelf Life (Haifa Museum of Art, 2010).

Samuel Keller, "Shipwrecks and True Wealth," in Global Collectors, op. cit.n. 1, p. 15.

For an extended interview unfolding Sebbag's motivations as a collector in that period, see: Aya Lurie, "To Freeze the Course of Time,'
cat. Exposure: Recent Acquisitions, the Doron Sebbag Art Collection, ORS Ltd. (Tel Aviv Museum of Art, 2000), pp. 124-114.

6 The Gelitin Group numbers four members: Ali Janka (b. 1970), Wolfgang Gantner (b. 1968), Tobias Urban (b. 1971), and Florian Reiter (b. 1970),
all of them born, live and work in Vienna.

John Bock, Trecker (Tractor), 2003 (video stills) | (1x*T7"1 TIMn 0'DIA) 2003, 21DFZID ,i711 11" 70
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A : images juxtaposed, and trapped the archangel of the soul
between 2 visual images and joined the elemental verbs and
set the noun and dash of consciousness together jumping
with sensation of Pater Omnipotens Aeterna Deus

to recreate the syntax and measure of poor human prose...
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A journey in the digital archive of a collection spanning
many hundreds of works is like a dizzying tour in a symbolic
stream of consciousness in which images of artworks are
run in a sequence, leading to scores of potential narratives
which are gradually spun and modeled, while concurrently
unraveling to be re-assembled in a different signifying order.
Every combination and juxtaposition generates a narrative
which is not a full embodiment of the collection as a whole,
but rather an accumulation of fragments, of dynamic splinters
of taste and consciousness that have changed and evolved
in the course of twenty years of collectorship.

As a tourist delving into the depths of the Doron Sebbag
Art Collection, ORS Ltd., my quest began by browsing through
the collection's digital catalogue. Image after image, artworks
emerged which differed fundamentally from one another —
in their language, style, and artistic content, their medium,
technique, and size, the place in which they were conceived,
created, and originally presented - all unified by the given
digital picture format of the software. The sequence of
images disintegrated like a jigsaw puzzle which one cannot
reassemble in a single gesture to capture its totality, but
only try and extract from it certain syntaxes, more distinctive

than others, which may contain a possibility of trapping the
"archangel" of the collection's soul.

The one quality which may generally define the polyphony
of the works in the collection is that most of them are dated
from the mid-1980s and onward, and may be gathered
under the broad and fluid category of "contemporary art'?
Two comprehensive museum exhibitions were dedicated
to the collection in the last decade — "Exposure" (2000)
and "Depletion" (2008)° - both formulated synchronous
readings of recent acquisitions. The former focused on body
representations, with emphasis on photography, and pointed
to the return of the figurative in the art of the 1990s, whereas
the latter addressed the notion of emptiness, alternating
between abjection and the sublime in the art of the early
2000s.

While the current exhibition features some of the
major acquisitions added to the collection in recent years,
"Accelerating Toward Apocalypse" does not necessarily
set out to define the "contemporary" tendencies of the
collection, but rather to propose an associative web of paths
pertaining to different manifestations of time in the
"contemporary," through which one may examine the
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simultaneous and juxtaposed intersections which may tie
the different works in the collection together, without sorting
them based on their time of acquisition.

The exhibition proposes to regard an active collection of
contemporary art as a corpus occurring in present continuous.
The collector strives to capture the "contemporary" as it
happens; at the same time, he wishes to sustain a recurring
act, which does not redundify the "contemporary" validity
of the previous acquisition, while outlining the movement
toward future preferences and acquisitions. Hence, the act
of collecting, whose range is defined as contemporary, is
underpinned by an oxymoron of simultaneous movement
which pursues time and the zejtgeist, and suspension which
regards the works in the collection as frozen in a perpetual
"present." "Accelerating Toward Apocalypse" proposes to view
the oxymoron of present continuous through the various
manifestations of time in the collection: the contemporary
embodied by imaginary archaeological time, the temporal
multiplicity unified in the archive, the waste of time, the time
of hallucination, the obsession with freezing the moment, as
well as the simultaneity of time, as it is experienced in the
works themselves and by virtue of their subjugating to an
organizing sequence, an exhibition.

One may begin the exhibition journey with The Keys (2010),
llit Azoulay's work, whose oeuvre addresses, among others,
notions pertaining to collecting, archiving, and modes of
representation and presentation, touching upon some of the
issues on which the current exhibition strives to shed light.
Azoulay's work involves a sequence of systematic, meticulous
acts. It begins with collecting findings from structures intended
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for demolition and from construction material factories; urban
particles, often tiny, originating in different fields, which are
taken out of their (often marginal) functional context in
the world, transforming into archaeological relics of forlorn
urbanity, and are studied anew. Following the gathering phase,
the findings are brought to the studio, cleaned, and sorted
according to subjective values (of location, shape, or material),
and are subsequently placed on display surfaces drawn from
different worlds (the domestic, museal, industrial, etc). In the
next phase, each item is photographed separately, bit by bit,
usually in fixed daylight and from a fixed angle. Next, the
hundreds of photographic fragments are transferred to the
computer, stitched together via Photoshop, and assembled
into a particular syntax, which never existed in reality. Finally,
the work is printed at a scale which leaves some of the objects
in their real dimensions, while others acquire enlarged or
miniaturized proportions.

Azoulay's photography, with the collection of fragmentary,
deliberately slow acts involved in its realization, operates
in resistance to the photographic essence of capturing a
decisive moment. This essence is brought into sharper focus
in the conscious renunciation of a composition based on a
vanishing point — a perspectival object around which the
eye can focus the viewing order and hierarchy. Instead of the
convergence of the gaze and viewing direction, the act of the
eye observing the work constantly disperses in disorientation
across the printed sheet in an attempt to survey the details
into an organizing whole. The signified typological sorting
generates an apparent order, but since the sorting principles
are associative, fictive, or invisible to the viewer, the whole is
denied any unique signifying possibility and remains insoluble,

concealing a secret.

The work's poetic quality lies in the redemption of its
details from their destiny to become extinct, forgotten; from
the slow, virtually squanderous act to find a different essence
in them, to write a new syntax for them; at the same time,
it is also embodied in restraining the pathos of the process
in recognition of multiplicity, excess, and fragmentariness,
bound to be the objects' fate when they disperse back into
the world.

Suspended Time: From the Imagined Contemporary
in the Archaeological to the Always Pertinent Death

The aesthetics of the archaeological lie at the core of Huma
Bhabha's sculptural work, but this is an imagined archaeology,
which is not made of real relics taken from a given place, but

rather produced from raw sculpture in found construction

materials and organic materials. Bhabha's sculptures hold a
duality of creation and destruction. She creates an idiosyncratic
world and language, yet these come to form a setting which
signifies desistence and ravage, one which may, at the same
time, be prehistoric or post-apocalyptic. The archetypal
human images, standing within the work in the exhibition,
resemble post-Cubist totems brought together in a crude
material assemblage. The artist ties the figures' positioning
on a slightly raised platform and the sense of suspended
time with Samuel Beckett's play, Waiting for Godot,® taking
place in a continuous present which contains neither climax
nor a dramatic resolution, but only a repeated, Existential
contemplation about the absurdity of existence. The title of
the work in the exhibition, "... And in the track of a hundred

thousand years, out of the heart of dust, hope sprang again,

like greenness" (2007), taken from 11th century Persian poet-
philosopher-mathematician Omar Khayyam's Ruba'iyat,®
leaves at least a tiny spark of a possibility for change. Within
the archaic, historical, stagnated time, one may or should
capture a brief moment of movement, of hope.

Over the years, sculptures of human cocoons, embalmed
with sugar or salt, appeared in Sigalit Landau's rich body of
work, like mummies pulled out of their graves for the purpose
of artistic-scientific research. Landau's human sculptures are
living-dead, skinned to the flesh or bone, stripped of all signs
of personal identity to become a human archetype. Albeit in
a state of desistence, her sculptures are highly expressive and
rife with emotion that seems to be innate to their "genetic
code!" The title of the work in the exhibition, Alatlal (2001) -

the ruins in Arabic — is also the name of a poem by Ibrahim
Nagi performed by Umm Kulthum, which became one of her
hallmark songs. The ruins in the song are the ruins of love,
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the remains of dependence and the debris of a break-up
left by a former lover. In this context, Landau's sculptures
may be deemed archaeological findings of the soul, traces
of the intensity of human emotion, throughout its range of
manifestations, which charge man with potency, while causing
his annihilation at the same time.

Peter Buggenhout's amorphous sculptures are likewise
replete with expressive power. At first sight, they resemble
pieces of soil or ruins taken at random from construction
sites or archaeological excavations, which cannot be ascribed
to a specific place or time; in effect, however, they were all
sculpted in his studio. Buggenhout sculpts in organic (e.g.
dust, hair, internal animal organs, and blood) and industrial
(iron, polyester, plastic) materials, letting time mutate his
sculptures, destroy and deform them in unpredictable ways.
"Gorgo," his series of blood sculptures to which the work in
the exhibition (Gorgo #08, 2007) belongs, is named after the
Gorgons in Greek mythology,” female monsters who guarded
the entrance to the Underworld. The best known among
them is the serpent-haired Medusa, who could transform
onlookers to stone, to a sculpture, with her petrifying gaze.
In the story of Medusa's defeat, Perseus is assisted by Athena
who holds her shield as a mirror, so that he would observe
Medusa only through her reflection, through her image, thus he
manages to overcome and behead her. The works in the series
"Gorgo" indeed resemble amputated organs, swarming with
abjection and decay. Being partial forms from a nonexistent
whole, they remain abstract, resisting the possibility of their
unequivocal symbolic signification. They embed a dark, violent
facet, but like the healing powers attributed to the blood of
the dead Medusa in mythology, the destruction here may
also be seen as containing a therapeutic energy.
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The abject is also fundamental to the transgressive view of
art as ritual, central to the work of Hermann Nitsch, a member
of the Vienna Actionists in the 1960s, who developed a genre
of radical performance-theater, including acts of crucifixion
and rituals based on slaughtered animals whose blood was
let on the event participants. His paintings, sometimes the
by-products of these performances, are relics of sorts that have
absorbed the moments of ritual catharsis. In Relic of the 50th
Action (1975) in the exhibition, the stain of blood spreading
on the canvas also conjures up Nitsch's affinity with formalistic
issues associated with American Abstract Expressionism
and Action Painting, in a subversive variation which shifts
the discussion from the sterile modernist purity of form to
questions of physical-spiritual purification, through taboo
breaking and undermining a bourgeois social dictate.

Thomas Helbig's sculpture erupts from a fusion of abstract
modernism and commercial kitsch — abstract painting and a
reproduced sculpture which lose their identity to one another,
together metamorphosing into a deconstructed form of a
relic, rife with movement and brilliance. Helbig works with
plastic figurines and other synthetic materials, which he
deconstructs and reconstructs into a new assemblage, seeking
the momentum that will strip them of their reproduced, vulgar
form and convert them into a new essence in which a yet
unrealized spiritual potential may be embodied. The identical
title of both sculptures in the collection, Taufe (Baptism)
(2006, 2007), attests to the spiritual dimension which Helbig
designates for his work —an almost religious redemption of
the duplicated, reproduced object through the singular touch
of the artist's hand.

Amon Yariv's works too bring two types of media together:
photography and sculpture. The process commences with

the construction of a frame — not a photographic frame,
not yet, but rather the construction of a space, a type of cell
which delineates a work space, indicating a material presence
with boundaries which later become the boundaries of the
photograph as well. A three-dimensional composition is
constructed inside the cell from found or sculpted objects,
which is photographed and subsequently disassembled. In the
work Man with Broken Face (2011) featured in the exhibition,

a schematic head appears in the cell, crudely sculpted in
plaster, like a death mask, pressed within the boundaries
of the cell's front, its nose broken and its eyes hollowed.
The photograph captures the sculpture in a single, close,
frontal point of view. The crumbling sensual materiality of the
sculpture is visible, but it is no longer present in the space
itself; its material history now exists only in the materiality of
the photographic paper.

Shosh Kormosh's photographs renounce realism, and
the link between the photographic act and its instant quality
is neutralized in favor of the construction of a private time,
memory time. Kormosh's photographs are the outcome of
a handmade collage, combining images of antique furniture
taken from auction house magazines, removed from their
original context, or alternatively — images originating in
objects, which the artist photographed and printed in small
format, and subsequently duplicated, cut, and attached in
a new composition, painted the background to control the
shadows, retouched and photographed again in large black-
and-white format. The resulting image floats in a spectral
space devoid of time and place, a space at once compressed
and flat, which exists for the sole purpose of the photograph.
Kormosh's accumulating body of work became an archive
of sorted images which recurred in her works in different

variations, traces of memory from her parents' home, relics
of a disappearing cultural identity that was assembled each
time anew, with a surreal personal syntax of inner time.

Gideon Gechtman too explored values of collecting,
archiving, and perpetuation, and organized his oeuvre as a
conceptualization of death, his own death, and at the same
time — that of the myth of the dead artist. A short while after
the fictive death at the outset of his artistic career (obituaries
announcing his death from 1974), Gechtman began gathering
his works under the organizing pattern of the "Mausoleum"
project — an archive of images centered on death, which
accumulated to form his life's work. The singular quality of one's
death, which is certain, but not-yet-present at the time of the
works' creation — a suspended potential of something which
one will not be able to report in retrospect — is conceptualized,
emerging in the works as an echo, a multiple repetition of
duplicated matrices, reporting, over and over again, the absent
(yet potential) presence and an unattainable origin.

Intoxicated Time: From Time Wasted to the Traces of
Lost Time

A strategy of repetition and waste of time is discernible in
Mahmoud Bakhshi's Wall (2009-2011), made of thousands
of Bahman cigarettes, incorporated to form a classical Islamic
ornamental pattern.” Inexpensive cigarettes popular among
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nonconformist bohemians in present-day Iran, Bahman is also
the 11th month in the Persian calendar, the month in which
the Islamic Revolution broke out in Iran in 1979.The industrious
effort involved in the work's creation is also evident in other
works by the artist, such as Solitary Show (Confinement) (2007),

in which he conceived of objects which prisoners in solitary
confinement can produce from the materials available to
them in their cells in order to "kill time." In his works, Bakhshi
points at the futile state of Iranian citizens, but the insistence
on waste of time, on excessive repetition which does not take
part in the historical-purposeful time, may also offer a small
gesture of resistance.

Repetition and wasted time are manifested in John Bock's
work as compulsiveness and loop. Employing performance,
installation, and video (often simultaneously), his work is
rife with radical nonsense humor. Bock's video works are
typified by raw low-tech aesthetics, and contain an improvised
performative dimension. In Trecker (Tractor) (2003), the
ecstatic artist is seen riding a tractor wildly and aimlessly.
Screened in a loop, the work leaves the situation in a perpetual
climax, infinitely mad and eccentric.

Obsessive repetition of freezing the moment can be
seen as typical of photographers who document intimate
and everyday life, Nan Goldin being, possibly, their most
quintessential representative in the collection. Goldin's
photographs are a visual diary documenting her life and
the life of her close circle, between moments of party and
moments of crisis: from her communal life in Boston in the
early 1970s, through the clandestine drag clubs, the move to
New York, the drug addiction, the rehab, the romantic affairs
and sexual liaisons, and the documentation of the death
throes and passing of many of her friends from AIDS. Goldin's
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photographs are created with closeness and affinity with her
subjects, herself among them; her gaze is not external, but
rather one which lives the immediate time of the situation
while photographing it and being photographed: "There is a
popular notion that the photographer is a voyeur, but I wasn't
crashing, this was my party. The photographs were my way of
remembering what had happened the night before; taking
pictures allowed me to be in control and out of control at
the same time. They became my memory."'

Photography depicting young culture, albeit slightly
staged, is typical of the early Wolfgang Tillmans, some of
whose works are included in the collection (as well as of Doron
Rabina's atypical photographic work in the exhibition), and
mainly of Ryan McGinley's. McGinley, whose work alludes to
that of Goldin and Tillmans, began obsessively documenting
the everyday of his friends in the young art scene of Manhattan
in the late 1990s, doing graffiti, sex, and drugs. Unlike Goldin,
whose photographs depict a life of many predicaments, the
image arising from McGinley's work is one of free hedonistic
youth confidently undermining conformism and relishing in
its self-made image of life-on-the-edge. As noted by curator
Sylvia Wolf: "His subjects are performing for the camera and
exploring themselves with an acute self-awareness that is
decidedly contemporary. They are savvy about visual culture,
acutely aware of how identity can be not only communicated
but created. They are willing collaborators!'"

One of McGinley's close friends, who appears in many
of his photographs (including the two in the collection), is
artist Dash Snow, who also perpetuated his life on dozens
of Polaroid snapshots, but with a more somber outlook. He
began taking pictures at 16 in a desire to document the lost
time of nocturnal occurrences engulfed by drugs, which

were erased from his memory.'> Snow was a graffiti artist
who, in his last years (before he died of a drug overdose
in 2009) began creating collages, mainly textual, some of
which are included in the collection. The urgency of Polaroid
photography and graffiti painting is also conveyed in these
works. The texts in the collages deconstruct and intertwine
newspaper headlines, glued together with the artist's sperm,
to create a short narrative in two simultaneous voices, explicitly
depicting situations imbued with violence: murder, suicide,
sex scandals, police chases, etc, portraying a dark world, full
of paranoia.

Andreas Hofer, part of whose work is created under the
pseudonym Andy Hope 1930, makes extensive use of text
in his paintings and collage works. Hofer is influenced by
the worlds of comics, German horror stories, Romanticism,
and Expressionism. In his paintings, he creates a rhetoric of
nightmares, struggle, and apocalypse, rife with fictive evil
forces, scheming and death. Perdition also haunts Avner
Ben-Gal's nightmarish paintings which expose a world of
violence and blatant sexual desire blended together. His
paintings are underpinned by the logic of a psychedelic
dream: the spaces are distorted, smoky, boundless, and the
figures hover in the space without a shadow, without ground,
sexual objects in the hands of others or in their own hands.
The sadistic or sadomasochistic sexual energy, oriented
toward the pre-climactic moment, spawns a sense of
urgency and intensity. Urgency is also conveyed by Offri
Cnaani's swift ink drawings, which likewise depict perverse
sexual power relations, and by Marlene Dumas's watercolors
inspired by an image bank she has culled from various
sources, among them porn magazines, as in the case of the
work in the collection, Fingers (1999).

Ori Gersht's video work A Breath of Air (2004) features a
dissolving vapor drawing of a dying Minotaur. As the image
dissolves, a labyrinth of colorful city lights which gradually
come into focus is revealed, performing their artificial dance
of seduction. The vain time of the evaporating vapor is
replaced by the vanity of the ever-flashing spectacle of the
city of pleasures.

Light as a dark force appears in many of Banks Violette's
works, whose sculptural world is nourished by the tension
between his fascination with a sinister, eccentric neo-Gothic
youth culture and his enchantment with post-minimalist
sculpture. The work Not Yet Titled (Bergen Chandelier) (2007),
constructed as a chandelier made of fluorescent tubes, calls

to mind minimalistic light sculptures a-la Dan Flavin, but in
a dark, theatrical version in which the minimalistic formal
hermeticism loosens, and the apparatus at the core of the
work is exposed by the tubes' wiring falling to the floor,
chaotically tangled, thereby charging the formal sterility with
chaos and coloring the bright light with a darkness which
sizzles under the surface like the constant faint hum of the
flickering fluorescent bulb.

And after the flicker of fluorescent, the somber lighting of
night life, the darkness of an archaeological quest, and the
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gloom of apocalyptic nightmares — one moment of daylight.
A time of direct contact (via an image) with the sun, in Dalia
Amotz's photograph. Itis a sun that falls on a desolate field:
dazzling, blinding, effacing in its intensity, but also elevating
a captured mundane moment into a sublime primeval time.

A moment in time, which sends one forward and back to the

Notes
' Allen Ginsberg, Howl and Other Poems (San Francisco, CA: City
Lights, 1956), p. 20. The poem Howl, as well as several other poems
by Ginsberg, inspired me in the early phases of the exhibition's

development. While the direct affinity grew looser over time,
Ginsberg's work continued to resonate in my mind throughout
the writing process. The title of the exhibition was extracted from the
poem Kaddish. The cited excerpt from Howl is Ginsberg's tribute to
Paul Cézanne. Ginsberg was fascinated with the latter's experiments
in perception and the deconstruction and reconstruction of forms
and spaces in Cézanne's works, and tried to apply them to his
poetry. See: Paul Portugés, "Allen Ginsberg's Paul Cézanne and the
Pater Omnipotens Aeterna Deus," in Lewis Hyde (ed.), On the Poetry
of Allen Ginsberg (Ann Arbor: University of Michigan Press, 1984),
pp. 141-157.

2 The fluid definition (or lack of definition) of the term "contemporary

art" as the epistemological category that replaced "modern art," has
been discussed at length recently. The dating of contemporary art's
starting point changes considerably according to context, ranging
from the end of World War II, in the categorical division of some
of the collections of the major museums in the West, to the early
1990s, the starting point most prevalent in current theory, associated
with the disintegration of the Soviet bloc and the dominance of
the post-colonial discourse. For an elaboration, see the anthology:
Julieta Aranda, Brian Kuan Wood, and Anton Vidokle (eds.), What is
Contemporary Art? (e-flux Journal) (Berlin and New York: Sternberg
Press, 2010).
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beginning and to the end; a moment which can oscillate

between termination and genesis.

Both exhibitions were staged by the curator of the collection at the
time, Aya Lurie; "Depletion" was curated in collaboration with Nili
Goren.

Giorgio Agamben, "What is the Contemporary" (2008), in What
is an Apparatus? and Other Essays (California: Stanford UP, 2009),
pp. 51-52.

Thomas McEvilley, "Huma Bhabha: The Future of the Past," in Huma
Bhabha (New York: Salon 94 and Peter Blum, 2010), p. 64.

Zeev Jabotinsky, who translated many of Khayyam's poems to
Hebrew, called him the "Ecclesiastes of Persia." See: Yaacov Orland,
in his introduction to the Hebrew translation of The Ruba'iyat of
Omar Khayyam (Tel Aviv: Akad, 1976), n.p. [Hebrew].

Peter Buggenhout, 'It's a strange, strange world, Sally' (Belgium:
Lannoo, 2010).

Boris Groys, "Comrades of Time," in What is Contemporary Art?

op.cit.n. 2, p.32.

The work in the collection is one wall unit of three originally presented
side by side.

Goldin in a documentary about her work, 'll Be Your Mirror, 1996.

Wolf quoted in: Philip Gefter, "A Young Man with an Eye, and Friends
Up a Tree," The New York Times, 6 May 2007.

12 Thomas Micchelli, "Dash Snow;" The Brooklyn Rail, October 2006.
13 Agamben, op. cit. n. 4, pp. 44-45.

4 Allen Ginsberg, Kaddish and Other Poems, 1958-1960 (San Francisco:
City Lights, 1961).
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Measurements are given in centimeters, height x width x depth

Dalia Amotz
1938-1994, Kibbutz Gan Shmuel

Valley of Ayalon, 1984
Silver print, 52x52

llit Azoulay
Born in Jaffa, 1972; lives and works
in Jaffa

The Keys, 2010
Inkjet print, 150x370

Mahmoud Bakhshi
Born in Teheran, 1977; lives and works
in Teheran

Wall, 2009-2011
Cigarettes and tinplate, 250x100x40

Retrospective, 2011
Pen drawings on cigarette package and
sponge, 40x35x4 (each)

Avner Ben-Gal
Born in Ashkelon, Israel, 1966; lives
and works in Tel Aviv and New York

Untitled, 2005
Oil on paper, 100x70

Hang and Jerk Off, 2006
Oil on paper, 100x70

Huma Bhabha
Born in Karachi, Pakistan, 1962;
lives and works in New York

"...And in the track of a hundred

thousand years, out of the heart of dust,

hope sprang again, like greenness', 2007

Wood, acrylic paint, clay, Styrofoam,
wire, leaves, petals, ashes, sand, iron,
rust, and plastic,

185.4x426.7x365.8

John Bock
Born in Gribbohm, Germany, 1965; lives
and works in Berlin

Trecker (Tractor), 2003
Single-channel video, 3:29 min, sound

Peter Buggenhout
Born in Dendermonde, Belgium, 1963;
lives and works in Ghent

Gorgo #08, 2007

Polyester, papier maché, iron, wood,
plastic, household dust, horsehair, and
blood, 91x120x51

Ofri Cnaani
Born in Kibbutz Cabri, 1975; lives
and works in New York

Make-Up Sex after the Ceasefire, 2006
Ink on Mylar, 57x72

Press Conference, 2006
Ink on Mylar, 57x72

Marlene Dumas
Born in Cape Town, 1953; lives and
works in Amsterdam

Fingers, 1999
Watercolor on paper, 100x55

Gideon Gechtman
1942, Alexandria — 2008, Rishon LeZion,
Israel

Echono. 2, 1992

Wood, Formica, c-prints, brass, Hebron
marble and synthetic marble casts,
242x86x20

Ori Gersht
Born in Tel Aviv, 1967; lives and works
in London

A Breath of Air, 2003-2004
Single-channel video, 4:52 min, silent
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Nan Goldin
Born in Washington D.C,, 1953; lives
and works in New York and Paris

Self-Portrait in Bed, NYC, 1981
Cibachrome print, 76.8x102.4

Axelle on My Bed, Hotel Lutetia, Paris,
1999
Cibachrome print, 102.4x76.8

Joey with Tear Drop (Breasts Revealed),
NYC, 1999
Cibachrome print, 76.8x102.4

Jona with Valerie and Reine in the
Mirror, L'Hétel, Paris, 1999
Cibachrome print, 76.8x102.4

Valerie's Back, 'Hotel, Paris, 1999
Cibachrome print, 102.4x76.8

Joana's Back in the Doorway,

Chateauneuf de Gadagne, Avignon,
2000
Cibachrome print, 102.4x76.8

Thomas Helbig
Born in Rosenheim, Germany, 1967;
lives and works in Berlin

Taufe (Baptism), 2007
Wood, lacquer, and polyurethane foam,
87x100x45
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Andy Hope 1930

(Andreas Hofer)

Born in Munich, 1963; lives and works
in Berlin

We will Buy Your Dreams, 2006
Oil on board, 56.5x43

The Day is Ending, 2007
Acrylic and lacquer on canvas, 120x90

Shosh Kormosh
1948, Regensburg, Germany — 2001,
Tel Aviv

Untitled, 1994-1995
Silver print, 82x111

Untitled, 1994-1995
Silver print, 84x112

Sigalit Landau
Born in Jerusalem, 1969; lives and
works in Tel Aviv

Alatlal, 2001
Fiberglass and sugar fiber, 183x45x46

Ryan McGinley
Born in Ramsey, New Jersey, 1977;
lives and works in New York

Dash & Agathe (Black Leather Couch),
1999
C-print, 76.2x101.6

Dash (Stairs), 2002
C-print, 101.6x76.2

Hermann Nitsch
Born in Vienna, 1938; lives and works in
Vienna and Prinzendorf

Relic of the 50th Action, 1975
Blood on canvas, 225x205

Doron Rabina
Born in Savyon, Israel, 1971; lives and
works in Tel Aviv

Untitled, 2008
C-print, 27x36

Dash Snow
1981-2009, New York

Poster (all Polaroids), 2006
C-print, 186.2x122

White People are Going to Burn, 2006
Collage on paper, 62.5x62.5

High School, 2006-2007
Collage on wood, 40.2x13.6x2.4

Sex Club, Tragic Suicide Shame,
2006-2007
Collage on paper, 35x27.5

Untitled, 2006-2007
Collage on paper, 62.3x31.5

Wolfgang Tillmans
Born in Remscheid, Germany, 1968;
lives and works in Berlin

Paul, Arm Right Angle on Floor, 1998
Cibachrome print, 40.6x 30.5

Rat Disappearing, 1998
C-print, 54.5x41.2

Silvio (U-Bahn), 1998
Cibachrome print, 30.5x40.6

Banks Violette
Born in Ithaca, New York, 1973; lives
and works in New York

Not Yet Titled (Bergen Chandelier), 2007
Fluorescent tubes, fabricated steel,

hardware, roadcase, and electrical
wiring, dimensions variable

Amon Yariv
Born in Tel Aviv, 1975; lives and works
in Tel Aviv

Man with Broken Face, 2011
C-print, 178x113.5
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