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CBEYEHUA

CerogHs Mbl NepexXnBaeM OTHIOOb HE Camble CBET/ble BPEMEHA, U NLb
€ANHMLbI BCE eLle BEePST B ABUXKEHME BNepen nnn XoTb Kakoe-To ABU-
XeHne Boobule. Mo 6onbwen 4Yactn Mbl NpebbiBaeM B npocTpauumu,
6ny>xxgaem, XAem, noka CryvynTcs HeYTO, XOpoLee UK NNOX0Ee, XOTb
4yT0-TO. COBpPEMEHHAs XN3Hb 3TO HE CTONIbKO CYLLECTBOBaHNE B XWU-
BOM HacCTOSALEM, CKOJIbKO BbIXOJIOLLEHHOE OXMAaHue, oTCpovnBaHue,
6ecnepcnekTMBHOE OTKNagbiBaHWe. Mbl MONPOCTYy TpaTuM BpeMs
BNYCTYIO.

HeT KpynHbIX CBETW, HO €CTb clabo MepLaloLLne B TEMHOTE CBEYEHNS,
npo6neckn Hagexabl, MUMONETHbIE MOMEHTbI pagocTu. KoTopble BO3-
HUKaIOT, TPENeLLyT 1 TyT XXe pacTeopsitoTcs. CBeYeHUss MOryT, cnosamu
BanbTepa BeHbsiMrHa, 06pa3oBbIBaTL «CO3BE3AUSA», NOAOGHO NoMepK-
NbIM cO3Be3ansM Ha Hebe, B KOTOPbIX Mbl Y3HaeM (urypbl 1 KOTopble
NPUHNUMaeM 3a 3HaKW. B HaAcCTOALWNA MOMEHT 3TO BCe, YEM Mbl MOXKEM
[OBONbCTBOBATLCS, a 3afa4va, BBEPEeHHasi CEerogHs NCKyccTBy, — Mpo-
ANNTb XUW3Hb 3TUX CBEYEeHUI B BUAe Wndpos.

MpencTaBbTe pasHuLy MeXAy MOLLbo orHel Hbto-Mopka unm Mocksbi,
HablogaeMbiX U3 KOCMOCA, U MeSbTELLEHNEM CBETISIYKOB, Pa3INYnNMbIX
TONbKO B camMol oTganeHHonm rnybuHke. MNMpeacTaBbTe pasHULY MexXay
NPOXeKTopamu, OCBELLAIOLLMMN PEKNAMHbIE LWNTbI N 3HAMEHUTOCTEN
(To>Xe MMeHyeMbIX 3Be34amMun), 1 CKPOMHbIMU CBEYKaMU, 3aXKMraeMbiMun
B KBapTupax B OeHb POXAEHUS Ui Ha XaHyKy. bnvctatenbHbin CBET,
yOen ropofgos 1 NUAEPOB, TauT MHOrMe obellaHns, HO Ha fene gaeT He-
MHOroe. A HageXxay MOXET pa3>eyb TOSIbKO CaMblil KPOXOTHbI OFOHEK,
OCBETMBLUMA OOVH 3bI6KNI MOMEHT.

K TakoBbIM OTHOCATCS paboTbl B «CBeYeHUsx»: pasgpobrieHHble, N3no-
MaHHble, MogAaBMIEHHbIE 1 BCE XXe NPOOMBalOLLMECS CKBO3b HEMPOrNSAHbIN
Mpak 3uMbl U 3aBecy Houn. Korga Hawm rnasa 1 cepgua npucnocabnu-
BalOTCS K BOCMPUSATUIO TUXOro, COep>XaHHOoro, MeOSsIeHHO TeKyLlero —
B NPOTMBOBEC OrJyLaoLWEeMy OENCTBY, LOMUHMPYoLWeMy B cdepe obLe-
CTBEHHOIr0 — 3KCMo3nums HaunHaeT BUbprpoBaTh B OBVXKEHUN.




[MponsBeneHst UCKYCCTBa Ha BbICTaBKe MPEACTaBASOT COO0N OOBLEKTHI,
n3ny4yaroLme CBET, UCTOYHMK KOTOPOro 3aTOYEeH BHYTPU HUX U Henpe-
CTaHHO NPOJOIKAET Iy4YUTbCS HaOexXaon. To eCTb NoTeHuman NCKyccTBa,
0c060 aKkTyasbHbI B HaLWW OHN: UCKYCCTBO CMOCOOHO obeperatb dhaken
HafeXAbl, BbDKMBATb BO BPEMEHA OTYMEHWs, COXPaHSATb YaCTUYKN OyLUn
yenoseyecTBa gnsa Gyayuiero npouseTaHus. XygodXKHUKN ynogobnsatoTtcs
APEBHUM rnocodam U MOHaxam, HeECYLUM B MUP MYAPOCTb, MOCTyna-
TENbHO, MO KPYMNuUe B KaxKOoW oTaenbHowm pykonvcu wnn 6ecepe. Wc-
KYCCTBO HE MOXXET pa3oM U3MEHUTb BECb CErOAHSLHUIA MUP, HO MOXKET
co3paBaTb HEGObLUNE aHK/IaBbl AHEPIN U XXN3HWN, KOTOPbIE CONPOTMBIS-
IOTCS MENHCTPUMY. OTO, KOHEYHO, HEe TPUyM@asbHbIE N reponyeckne ae-
AHNS MOAEPHM3MA C ero rPOMKMMI YTONMUYECKMIN NOEAMN, HO U HE nopa-
>XeH4yecTBO. «CBeyveHnsi» BonaowwaoT hopmMy OENCTBUS, YCTPEMIEHHOrO
B OGyayLlee, KOTOPOE Mbl ELLE HE MOXXEM MOMbIC/UTb.

YMeCcTHbIM MpeAcTaBnsieTcs nposefeHne napannenen ¢ AByMS Maru-
CcTpanbHbiMK TekcTamu. epBbin — «[lenen, nronka, KkapaHgaw n cnmy-
Ka», acce LwWBenuapckoro nucatensa PobepTta Banb3epa, HanucaHHoe
B 1915 rogy, KOTopoe NpMBOLUTCS LENNMKOM HXKe. Banbaep 6bin ogHUM
N3 HeopaMHapHbIX ronocoB nutepatypbl XX Beka. Bygoyun mapruHanom
N 3aTBOPHUKOM, Banb3ep Tem He MeHee Monb30BasiCs BbICOKMM yBaXe-
HMEM OPYrMX 3KCLEHTPUYHbIX uryp oT cnosecHocTu: PobepTta Myauns,
Banbtepa BeHbsimuHa, ®paHua Kadgku. Ero nponsseneHns onvcbisatoT
MenkKne npegMeTbl, HEBUOMMbIX N0OEN U HenpumedvaTeNbHble COObITUS,
Kak pas 13 KOTOpbIX CKaabliBaeTcs 6onblias yacTb Halwen XnsHu. Banb-
3ep paboTtan nMcLoM, acCUCTEHTOM mu3obpetatens un gsopeuknm. CTtpa-
Aan oT AyWeBHbIX pacCTPONCTB W NPOBEN NocnegHue 25 neT CBoen >XXN3HN
B CaHaTOPHbIX KNUHUKaX. B aTu rogbl oH n3ob6pen ocoboe MUKporpamma-
TNYECKOe MUCbMO, KOTOPOE HasbiBas «KapaHOallHbIM METOAOM»; paboThl
3TOro nepuopa 6binn pacwmndpoBaHbl U ONy6ANKOBaHbI MHOIo no3xe. Ero
«Mukporpammbl», Nogo6bHO AaHeBHMKaM Kadku 1 nutepaTypHOMy Konna-
Xy B «[laccaxax» BeHbsiMvHa, NOBECTBYIOT O pas3pyLlleHNN CyBEPEHHOM
HEe3aBMCUMOCTW NIMYHOCTWN NOL, MOLLbIO HAaTUCKa CU HapPOAHbIX Macc, Tex-
Honornn n NocypapcTtea. Banb3ep npowen He3aMmeyeHHbIM Ha hoHE YMO-
NOMPaYNTENBHOMO ryna COBPEMEHHOCTU N TPArm4eCKnx CobbITUA ABYX MU-
poBbIX BOMH. OgHaKo cerofgHsi ero HErPOMKUA MSFKUN FON0C, CKPOMHbIN
M NPOCTON TOH €ro MUHNATIOPHbIX PYKOMUCEN HAXOAST B HAC MHOro 6onee
rnyboKun OTKNNK, Yem Ntobble rpaHANO3Hble CBEPLUEHNS U BE3MEPHO am-
6ULNO3HbIE MaHN(ECTbI TOFO BPEMEHN.

Takue nssiLHble CTPOKM OTKPbIBAKOT YNOMSIHYTYHO NoBecTb Banb3epa:

Hanucan g9 kak-To Hebosnblytd 3aMeTKy npo nenen,
NPVHSMN €€ HEeMoxo, a B He — [OBOSIbHO MHOrO He-
o6bl4HOro, cpean Npo4yero Bbickazan HabnogeHue, YTo
HeT y nensia HUKaKom CUfbl K conpoTmeieHno. KoHeu-
HO, MPU XOTb CKOJIbKO-HNOYOb CEPLE3HOM MOrpPYy>XEHUN
B NPEOMET, OaXe O TakOoM MEeoYn MOXXHO NopacckasaTb
KOWM-4ero O0BOJIbHO-TaKN Hebe3bIHTEPECHOro, BOT €L,
KCTaTu, YTO €CnM Ha nenesn NogyTb, TO HY HAYErO B HEM
He CTaHeT COMpPOTUBIIATLCS, YUTOObI HE pPa3neTeTbCs BO
BCe CTOpPOHbI. [lenen ectb camo CMUpPEHNe, cama He3Ha-
YNTENIBHOCTb, CaMma HUYTOXHOCTb, a CaMO€e NpeKpacHoe,
YTO HM Ha YTO OH He rogeH’.

Kak >ke ecTecTBeHHO aBTOp AeNaeT Nepexoq OT HE3HAYUTENTbHOCTU K CO-
CTOSIHUIO YMUPOTBOPEHHOCTU 1 HECOMPOTUBIIEHNS!, HAMOMUHAIOLLIEMY Yy4e-
Hue [3eH. Kak oH npeobpasyeT nenes B HEYTO NPSIMO NPOTMBOMOMOXHOE
cebe, OQHOBPEMEHHO N COBEPLUEHHO 3heMepHoe, 1 MoACNyAHO BEYHOE.
B 3aknoueHne TakmxX JEerkOMbICNIEHHbIX CTPAHCTBUA MO OO6blgGEHHOMY
Banb3ep nuLLeT: «CTOUT NNLLb rnasa OTKPbITb Aa BHUMATENIbHO NOrnsaeThb
BOKPYT, KaK yBUAWLLb BELLM, LOCTOWNHbIE MPOHUKHOBEHHOIO 1 06CTOATENb-
HOrO PaCCMOTPEHUSI».

BTopon TeKCT, KOTOpbI NPUXOAUT Ha YM — KHUra COBPEMEHHOIro nucare-
na n kypartopa >Kopxxa Ouan-KO6epmaHa «BbknBaHne CBETNAYKOB». ITO
HeboMbLIOEe NPOUN3BELEHNE B BUAE PasMbILEHU BOKPYr 3amMeTku lMbe-
pa MNaono MasonuHn 1975 roga «Ctatbs o ceeTnsiukax» (L'Articolo delle
lucciole). B Hel nTanbsHCKWIA pexkmnccep 1 Mo3T C ropeyvblo OnMchiBaeT
MOMEHT, Korga B VTanum ncyesnu CBeTNAYKU, a C HUMU «OFOHbKU Yeno-
BEYECKOWN HEBUHHOCTW, MOrMOLWEHHbIE MPAKOM — WK ,,3BEPCKNM” CBETOM
NPOXXEKTOPOB — TOP>KECTBYIOLLEro alumamar2.

MasonuHu owmnbancs. CeBeTNAYKM Ha caMOM gerne He ucyesnu. Ho ero cno-
Ba metadopuyeckn n GykBanbHO rOBOPST O TOM, Kak Mbl 6ofiee He Mo-
XXEM MX pasrnagetb. [asonvHu yTBEpXOaeT, YTO Nocne noasBeluvBaHns
(3a Horu) mepTBOro MycconvHm B MunaHe awmam He yMep, a BbISBUTb €70
1 60pOTbCS C HUM CTasno, HaobopOT, eLle cnoxHee. [1a3onnHn ykasbiBaeT
Ha 6onee rnybuHHyo opMmy halumama, 3gpascTBytoLyto U B 1975 rogy —
dhawmnsm, nopadoLlarowmin ymol. Dawmsm, no ero cnosam, NEPEpPOLUICS



B UHTEPHaNM3NPOBaHHY0 (hOPMYy MaCCOBOr0O MPUHY>KAEHWS, CUMY, KOTO-
pasi cBA3bIBAET Ntoaen BMecTe 1 cTupaeT pasnmums. (NTanbsHCKUn TEpMUH
fascismo npoucxoanT OT fascio, YTO O3HaYaeT «CBA3Ka» UIN «0bbeanHe-
HVe» N UMEET 0bLLME KOPHN C TaKUMW aHIMUNCKNMK ClioBaMK, Kak fashion
n fascination, nnn «moga» 1 «06BOPOXUTENBHOCTbL» COOTBETCTBEHHO).

B Hauane XX Beka hawmsm copeBHOBasics ¢ gpyrumu popmMamu Coum-
anbHOW OpraHn3auun, CyLecTBOBaBLUNMM B cpefe CeNMbCKNX OBLLVH, 3eM-
negenbueB 1 nponetapmarta. [1Be MuUpoBblie BOVHbI 06EPHYNCH KOJSOC-
caslbHbIM (PU3NYECKM U3HUYTOXXEHNEM U KPOBaBblM 3BEPCTBOM, Yy>Xac
KOTOpPbIX OO CUX NOP OCTaeTCs HeU3bACHUMbIM. C Opyron CTOPOHbI, ABe
BOWHbI NPOTOPUAN NYTb 015 KaTka MOAepHU3aLmm, nogMsiBLLero nog cebs
BeCb MUp, cAenas ero OAHOPOOHbIM. JTy CTaAMo UCTOPUYECKOrO pasBu-
Tnsa MNasonnHn n HasbiBaeT «MCTUHHBIM hawmnamom». Ouan-KObepmaH xa-
pakTepusyeT 3Ty yrnybneHHyto dopmy dalimsma, Kotopas BegeT K UCTo-
LLIEHMIO YesloBeYeCcKOoro, Tak:

YyTb No3xe, HE3340NMO 4O HaNUcaHus ctatbh 06 ncyes-
HOBEHWM CBETNSAYKOB, [a3onnHu obpallaeTcs K Tparnye-
CKOW 1 anoKanunTUYecKon TeMe MCTOLLEHUS] YEeSI0OBEYHO-
CTY BHYTPM COBPEMEHHOr0 06LeCTBa: «5 NPOCTO UCXOXY
N3 TOro, 4YTo, MIAAS BOKPYr cebsi, 0Co3Hat Tpareguio.
B uem cocTouT aTta Tparegua? B ToM, UTO YenoBEYECKMX
cyliecTB 6onblle HeT: ecTb Nlb UHAMBMAYaNbHbIE Ma-
LUNHBI, 6optoLLmecs apyr ¢ Apyrom»>,

CknapgplBaeTcsa cutyaums, rae Bce MbICNST OQMHAKOBO, rae BoobpaxkeHne
nogkoHTponbHO CMW 1 roe yepes couyanbHble CETU OTC/IEXXUBAOTCA BCe
aKTbl CaMOBbIPaXXeHNss — cuTyauus, roe HeT ceBobopnbl. Mbl Bce MeHbLUe
N MeHblle BMOMM NIOAEN, a BMECTO HUX MallvHbl, HanpaensieMble LOB-
newowmMmn cuctemamu. Tak, CTAHOBUTCS KpanHe npuTaraTefnbHbIM Mpau-
HbIn anarHo3 NazonmHn, roeopsaLWMn 06 ONyCTOLEHUM N ClENOTe HaLLEro
BPEMEHW, KOrga Bce TOHET 1 YNOLWAEeTCA B PE3KOM CBETE MPOXXEKTOPOB.
Ho mo>xxHO o6paTtuTtbea K Ouan-t06epmaHy, OTbIOCTMPOBaTbL CBOM YyBCTBA,
C TeMm 4TOObl HAyuNTbCSs pasnnyaTb MepLaroLMe CBEYEHNS U OaXe MSr-
Kne ronoca MHakoBoCTU. VIX nepenmBbl MOXXHO OLLYTUTb B HaLLIMX cepAauax
M ronioBax, €C/M Ha BPeMs 3arnywmnTb cebs. B yem, Kak HM B 9TOM, MOXET
CerogHs 3ak/o4aTbCsl POJlb UCKYCCTBA — OTKPbIBaTb BO3MOXHOCTU MO-
OO6HbIM dhopMam TUXOro pasmblWeHnsa?

BaxxHo nogyepkHyTb, 4yTo Ouaon-KO6epmaH nuweTt He 06 MCUYE3HOBEHUM,
a 0 BbDKMBaHUN CBETNSAYKOB. [1a3zonuHn owmnbancs He TONMbKO B yTBEPXK-
OeHNN 06 NX NCYE3HOBEHNN, HO 1 O HaLLen HECMOCOBHOCTN NX PasrnsgeTb.
Ero HamBHOCTb HEMMOBEPHO ObLICTPO Mepepocna B pPelnTebHOEe OCy-
>XXOEHNE COBPEMEHHOCTM Torga u cerogHs. lNpu aTom Takas pagukasbHas
Kputuka oT lMasonuHu Ha pyKy MPOTUBOMOSIOXKHOW CTOpPOHe. Pasouvapo-
BaTbCS B YE/IOBEKE — BCE PaBHO YTO «OMpaBgaTb TO, YTO HaM HaBs3biBa-
€T MawuHa. He BngeTb HN4YEro, KpOMe HOYHOro Mpaka 1 OCnennsoLero
CBeTa NPOXXeKTopoB». YToObl 3TOro nzbexartbs 1 NPOOO/IHKNTL BOPOTLCS
C YNJIOWEHNEM YENOBEYECKOW OyLn, CrenyeT ocTaBaTbca Hebespasnuu-
HbIM, BHUMAaTESIbHbIM, COXPaHATb MECTO OIS «MOSAB/IEHNSI BO3MOXXHOCTEN,
BCMbIWEK — HECMOTPSI HU Ha YTO»*,

HecMoTpsi HM Ha YTO Mbl OO/KHbI AaBaTb TPeneLwlyLyM cnabbiM OroHbkam
CBETUTLCS U MSFKUM rosiocam KpenHyTb. TakOBO CErofHs Halle nonoxe-
HME, NMONIOXKEHNE COBPEMEHHbIX MHTENNEKTYaNI0B, XYO0>KHMKOB, NO3TOB: Mbl
He MOXXeM obellaTb BUAEHUS BEIMKOro 6yayLero, HO MOXXeEM ABUraTbCcs
CKBO3b MOBCEOHEBHOCTb, COBeplUasi MUHU-pPeBoNtOLMN. BeHbAMUH Ha3bl-
Bas1 9TO «Cnabol MECCUAHCKOW CUOWN», NMPUBOAS B NMPUMEP CUY PEenK-
BU NN NMbiNKn B ckagkax nnatbs. O noxoxken cune roeoputcs n'y Kadku,
KOTOpPbIN MULWET O Cufle, pacceKaroLlen camyro NOSHY0 HEBO3MOXXHOCTb
B MOMEHT, Korga Ans 4yenoBeka BCe, Kasanocb 6bl, o6pevyeHO npen
BpaTamu 3akoHa. [lenen, nronku, kapaHgawm n cnnykn — Te cnabble,
Manble 1 NoAaTNMBble CYLHOCTW, YTO MOrYT NEepPeXuTb CUbHenwmne
LUTOPMbI.
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MENEN, Ur0JIKA, KAPAHAALL U CMINYKA

Hanncan a kak-To Hebosbllyt0 3aMeTKy Mpo nenen, NpuHANn ee Henno-
X0, a B HEM — [OBOJSIbHO MHOIO HEObbIYHOrO, Cpean NPoYero BbiCKasan
HabNO4EeHNE, YTO HET Y MNenna HUKaKoW Cunbl K conpoTusneHnto. KoHey-
HO, NPV XOTb CKOJIbKO-HMOYOb CEPbE3HOM MOrpPY>XeHUN B NMPeOMET, Aaxe
O TakoW MEeNoYM MOXKHO nopaccKasaTb KOW-4ero OOBOJSIbHO-Takn Hebes-
bIHTEPECHOIO, BOT eLle, KCTaTuh, YTO ec/in Ha nenen nogyTb, TO Hy HAYEro
B HEM He CTaHeT COMPOTUBNATLCS, YTOObI HE PasNeTeTbCs BO BCe CTOPO-
Hbl. [lenen ecTb camo CMUPEHNE, caMa HE3HAYUTENIbHOCTb, CaMa HUYTOX-
HOCTb, @ CaMoe NPEKPACHOE, YTO HX Ha YTO OH He rogeH. MoXXHO nn 6bITb
HeycTon4mMBee, cnabee N He3HauyuTeNbHee nenna? Henerko ato. EcTb nin
elle 4YTo-HMbyapb, CTOMb XEe nogatimeoe v Tepnenusoe? Haspsg nn. Het
y Nenna xapakTepa, a OT OepeBa OH Kyda gasnblue, YeM YHbIHME OT 3a40-
pa. Tam, roe nenen, Tam y>X no4nMTam 4YTO HUYero M Het. Hactynn Ha ne-
nen v He NOYyBCTBYELWb faXe, YTO HacTynun Ha 4to-To. [a-ga, Tak BOT,
1 He oymato, YTO CIINLLIKOM Y>K OLLINOYCb, ECNN BbICKaXXy MHEHWE, YTO CTOUT
NWb rnasa OTKPbITb A BHMMATENbHO NOrNsAeTb BOKPYr, Kak yBUOMLLb
BeLUW, AOCTONHbIE MPOHNKHOBEHHOIO N O6CTOATENILHOIO PACCMOTPEHMS.

BoT, K npumMmepy, nronka, oHa, Kak U3BeCTHO, OCTpast 1 nonesHasa n He Tep-
nuT rpyboro obpalleHns, Kakor 6bl TOHKOM OHa HY Bblna, a LeHy cebe, no-
X0XKe, 3HaeT. YTo e KacaeTcs KapaHaalla, TO OH 3aC/y>XVBaeT BHUMaHMS
B TOW CTeNeHn, B KaKoW CrneayeT 3HaTb, Kak ero OUYMHATb, NMOKa OYUHATb
OyQeT Heyero, Nocne 4Yero KapaHgaiw, BCneactasne o6yCnoBieHHON HEMU-
NI0CepAHbIM 1CMNoNb30oBaHNMEM 6eCcnone3HoCTn, bpocaroT Kyna nopgasnbLue,
a y>K Torga HMKOMY 1 B FOSIOBY He MPUAOET XOTb C/IOBEYKOM BO3OAaTb eMy
JO/IKHOE 332 MHOIOYMCIIEHHbIE OOCTUXKEHUS. Y MPOCTOro KapaHpalla ecTb
OpaT, CMHMIN KapaHgall; pacckasblBatoT, YTO NIOOAT Hec4YacTHble KapaHaa-
LK Apyr apyra 6paTckom NtoOoBLIO 11 YTO 0OBLEONHSAET NX HEXXHASA 1 KpernkKast
Opy>x6a Ha BCIO XU3Hb. BOT y>Xe Tpu, Kak ckadanu Obl, B BbiCLLEN CTEMEHN
npuMeYartenbHble, YONBUTENbHbIE U Bbi3biBaloOLME BCAYECKOE COYYBCTBUE
BELLUM, KaXX[as N3 KOTOPbIX, B CBOK O4YePedb, HE MEHbLLE NPOYNX roguiach
Obl, ecnv 6 NpeacTaBuiCs K TOMy Criyvan, o8 OTOENbHON NOBECTU.

J1to60MNbITHO, YTO CKaXKET YnTaTelb O CNUYKE, KOTopas IEXXUT B KOPOOKE,
Kak MUnbI, 04apoBaTesbHbIN 1 CBOEOOpPa3HbI YENTOBEYEK C MHOXKECTBOM
npusaTenen, NeXXnT TepnenmBo, akKypaTtHO M NOCAYLIHO, KaxeTcs, 6yaTo
OHa CnuT 1 BUOUT CHbl. [Moka cnryka oTapIXxaeT B KOPOOKe, noka ee He unc-
Nonb3YOT U He TPEBOXAT, OHA, BHE BCSAKOro COMHEHMS!, He obnagaeT Ka-
Ko 6bl TO HM 6bINO LeHHOCTbI0. OHa, Tak ckasdaTb, OXMUAAET rpsgyLuero.
Ho B 0guvH, Kak roBopuTCs, NpeKpacHbI OEHb €€ BbIHUMAKOT N3 KOPOOKMU,
NPOBOAAT HECHACTHOW, MU0 FOIOBKOW MO MOJIOCKE Cepbl, NMoka ronos-
Ka He 3aropuTcs, a Bcnepn 3a Hel 1 nanodka. OTo Benuyaniiee cobbiTne
B >XXW3HW CMWYKN, B HEM — €€ MpefHa3HavyeHne n Cly>KeHune, XoTa OHa
n nornbaet B orHe. PasBe 3710 He TporatenbHO? CnnM4Yku croparoT B My-
Kax, X KOH4YMHa 60ne3HeHHa, NyCTb U NPUHOCUT MNOJb3Y; yMMpasi, cnnyka
npoby>xgaeTcs oT nIeHocTn, 6e30eaTeNbHOCTM 1 6ecnone3HoCT, oHa ge-
MOHCTPUPYET, Yero CTouT, Byaydnm OXBayeHHbIM PBEHUEM, CIY>KUTb N UC-
NoNHUTL cBOM Jonr. Pagyscb COGCTBEHHOMY MpefHasHayeHuto, cnuyka
ropuT, NPosiIBUB Cebs1, cropaeT potna. Beca pagocTb ee XN3HM — B CMepTy,
a npoby>XOeHne K XXU3HM O3Ha4yaeT A1 Hee CKopbli KoHel,. OHa niobut
N CNY>XXWUT, NOCJie Yero nagaet 3aMepTBO.

Pob6epT Banbsep
MepeBopg ¢ HemeLKoro AnekcaHgpa dununnosBa-YexoBa
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U3 KHUI'A «<BbDKUBAHWE CBETJIAYKOB»

(Paris: Minuit, 2009)

MepBoro cdespana 1975 roga, To eCTb POBHO AEHb B AEHb WX, BEPHEE,
HOYb B HOYb Yepes3 TpuauaTb YeThbIpe roga nocne Toro, kak MasonuHn Ha-
nucan ceoemy gpyry getctea ®paHko Paponbdu NMMCbMO O CBETSAY-
Kax, 1 POBHO 3a OeBATb MecsiueB A0 TOro, Kak nacTb r1y6oKOWN HOYbIO
Ha nnsxe B OCTUM OT PYyKM XECTOKOro youminubl, OH onyénukosan B ra-
3eTe Corriere della sera cTaTblo O TEKYLEN CUTyaUUn B UTANbSHCKOWN
nonutnke. OHa HasbiBanack «[lyctota Bnactu B Utanun» (Il vuoto del
potere in ltalia), HO no3gHee 6bina BKNOYeHa B cO6opHUK «[lnpatckue
TEKCTbl» Nog ApYruM, 3HAMEHUTbIM C Tex Nnop 3arofioBkoM — «CTaTbs
o cBeTnsaykax» (L’Articolo delle lucciole)'. 910 6bIna cTatbst HE NPOCTO
O CBETNdAYKax, a Npexxne BCero 0 CMepTy CBETNSAYKOB. [1a30/NHN ropb-
KO ceToBan Ha To, 4to B Vtanum ncyesnn cBeTnsa4ykun, TO eCTb OFOHbKM
4yesloBEe4YECKON HEBUHHOCTW, MNOrNOLWEHHbIE MPAKOM — WU/ «3BEPCKNM»
CBETOM MPOXEKTOPOB — TOPXXECTBYlOLWero dawmnsma.

MicxogHasa nocbinika TEKCTa CBOOUTCH K CnefylowemMy: MHEHNE O TOM,
yTO (awnsmMm TPUALATbIX-COPOKOBbLIX FOAO0OB MNob6exneH, OWMBOYHO.
Xota MycconuHun 6bin1 Ka3dHeH 1 MOBELLEH 3a HOMM Ha MUIAHCKOW No-
wanwn JlopeTo, siIBMB COB0I0 «NO30PHbIN» 06pa3 U3 Tex, YTO u3gasHa
BXOASAT B 06Oblyai NTanbssHCKOW MONUTUKW?, HA pyuHax ero gawmsma
Bo3pogmncs dawmn3mMm Kak TakoOBOW, HE MEHee CTpallHbIM U, MO MHe-
Huto [lazonuHu, 6onee MNPOHMKAWNIA N ONYyCTOWUTENLHbIN. YXe
«XPUCTUAHCKO-OEMOKPATUYECKNI PEXNM OKa3ancs YncTenwen soapl
NPOLO/MKEHNEM peXxinma awncTckoro», a B cepegnHe 1960-x rogos
NPON30LW0 «HEeYTO», faBLlee POXXAEHNE «paanKanbHO, BCELENO 1 He-
npenckasyemMo HosoMmy cdawnsmy»S. lNepBas ctagus 9Toro npouec-
ca o3HameHoBanacb «MNOJNIMUENCKNUM Hacuimem 1 npeHebpeskeHnem
K KOHCTUTYLUUN» BKYMNe CO «3100HbIM, TyNbiM M PENPECCUBHbLIM rOCY-
0apCTBEHHBIM KOHMOPMUIMOM», HE Xenast MUPUTbCS C KOTOPbIM, «UH-
TennekTyansl N opyrve HecornacHole cTpounu 6e3paccyaHble nnaHbl»
NONNTMYECKOro nepesopoTa‘.

Hauano BTopon ctagum o603Hauymn, cornacHo NasonnHmn, MOMeHT, Kor-
Oa «Oaxke camble NepenoBble U KPUTUYECKN HACTPOEHHbIE UHTENNEK-

Tyanbl He 3aMETUN ,,MOCTENEHHOIO NCYE3HOBEHMS CBETNAYKOB (Nnon
si erano che ,le lucciole stavano scomparendo“)»®. B cnosax, HangeH-
HbIX UTANbAHCKMM PEXMNCCEPOM B 3TOM TEKCTe, Xap Nnonemucra nnum
Ja>ke NpoBoKaTopa, Kak 0 HEM 4acTo roBOPSAT, JOMNOJIHAETCS 1 BO3BbI-
laeTcsl HEXXHOCTbIO NoaTa. Nonemuct 6e3 konebaHnn roBOPUT O «re-
HouMae», ccblnasiCb B NOAOEPXKKY CBOEN MbICAN Ha Te3nc Mapkca o6
yrHeTeHnn nponetapuarta b6ypxkyasmen®, a noaT obpawiaetcd K cTta-
PUHHOMY, IMPUYECKOMY, JINYHOMY — MOYTU aBTObBMOrpadrvyeckomy —
ob6pasy CBETNSAYKOB:

B Hauvane 1960-x rogos nog, BAUSIHUEM NPOMbILLIEHHbIX
BbI6pocoB B atMocdepy 1 (0COB6EHHO B CEMbCKON MECT-
HOCTW) 3arpsiBHEHNS BOObl — NTa3ypPHbIX PEK U KpUCTallb-
HO YMCTLIX €elle HedaBHO KaHa/lioB — Hayanu mcyesaTb
CBETNSAYKN (sono cominciate a scomparire le lucciole).
OTO nMpon3owno nyrarowe MOSHUEHocHo (il fenomeno
e stato fulmineo e folgorante). 3a Heckonbko NeT cBeT-
NAYKOB He ocTanocb. CerogHsi OHW XXMBYT /MWb B LUe-
MSILLMX BOCMOMVHAHMSX O NPOLLSIOM (SONo ora un ricordo,
abbastanza straziante, del passato)...’

3apavya 9TOro MO3TMKO-3KOoJIormyeckoro obpasa BOBCE HE B TOM,
yTOObLlI CMArYNTbL yXXac deHoMeHa, AnarHoctTumpoBaHHoro [llasonuHn,
a, ckopee, B TOM, YTOoObl NOAYEPKHYTb aHTPOMONIOrNYeckoe — C ero
TOYKUN 3peHust, Hanbonee rnybokoe n pagukaabHOe — M3MEpPeHne no-
NMTNYECKOro npouecca, o KoTOpoM uaeT peyb. Vicnonbsysa B cepeanHe
1970-x rogoB KaTeropmyHoe cnoBoO «reHoumg», NazonnHn obo3Hava-
€T UM O6LYI0 TEHOEHUNIO K KY/IbTYPHOU gerpagaymy n 4acTo roBoOpuUT
WMEHHO O «KyNbTYpPHOM reHouupge». igpesa yrnybmuswerocs dawunsma,
npuwepwero Ha CMeHy OTKPbITbIM XecTaM MyCcCONMHU, YEeTKO BbisA-
Bunacb yxxe B 1969 rony, B 6ecepnax pexuccepa ¢ >KaHom [iodnod.
B ctatbe 1973 roga «[lBe akkynbTypauum» NasonnHm yToUHSET CBOO
MbIC/lb: BO BPEMEHA UCTOPUNYECKOro dalinamMa ele coxpaHsanacb Bo3-
MO>XHOCTb COMPOTUBAATLCS, TO €CTb OCBELaTbh HABUCLWINIA MpaK nNpo-
6neckaMmu MbiCNn — Hanpumep, nepeynTbiBas «Ag» [aHTe Unm oTKpbI-
Bas ona cebsa MOoNbKAOPHYIO NO33NI0, UK Jaxe NpoCcTo Habnwpas 3a
«TaHUeM cBeTnsvykoB» B bonoHbe B 1941 ropgy.

dawmnam npegnaran pPeakUMoHHY0 1 MOHYMEHTasbHYHO
Mogenb, — nuweT [lasonnHn, — HO OHa ocTaBaacb
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MepTBON OykBoW. PasnunyHble 060CO6MEHHbIE KYNbTYPbI
(KpecTbsiHCKMe, NOMMNEH-NPONETAPCKNe, paboyne) npo-
O0JKann CTPOUTb CBOO XKN3Hb MO MPUBbIYHBIM A5 HAX
mMogensm: awmnsm nogaensn UX, HO 3TO Mnoga.fieHMe
OrpaHn4MBasnioch N1LWEHNEM npasa cfoBa. B Hawm gHu,
HaNpoOTMB, UMEHHO MOAENN ONSA XXU3HU NpeanucbiBaoT-
CSsl U3 LeHTpa ToTasbHO 1 6e3ycnoBHO. [oanHHbIE Kyb-
TypHble MOAENN OTpULAKTCA Kak TakoBble. CamooTpeye-
HMe [oBeAeHO A0 KoHua®.

B 1974 rogy Tema «KynbTypHOro reHoumpga» nonydvaet y [lasonvHu
panbHenwee pasputue. «MICTUHHBIN hawmam», — yTBep>XaaeT OH, —
HanagaeT Ha LeHHOCTW, Aywu, A3blK, XXecTbl, Tena Hapoga'®. VI panee:
«bes maccoBbIx Ka3Heln 1 6e3 nanayen oH fOOMBAETCHA YHUUTOXKEHUS
3HaYNTENbHbIX YacTen obwecTBa», — BOT MNOYeMYy «3TO [BCceoOLlee]
npucoegnHeHne K obpasy nU KayecTBY >XXU3HU Bypxyasum» eCcTb BCe
OCHOBaHuA HasBaTb reHoumgom''. YyTb nNo3xxe, HE3a[ONro A0 Hanu-
caHua ctaTbn 06 NCYE3HOBEHUM CBETNAYKOB, [MasdonnHu obpalaeTcs
K Tparn4eckom n anokKaannTuyeckom TeMe UCTOLYEHUST YE/I0OBEYHOCTU
BHYTPM COBPEMEHHOIo obuiecTBa:

$1 IPOCTO NUCXOXXY U3 TOro, YTO, MNSAS BOKPYr cebsi, 0co3-
Hato Tpareauto. B uem coctonT aTa Tparegma? B Tom, uto
YenoBEYECKUNX CYLLECTB BOMbLUE HET: €CTb JINLWb UHANBU-
AyanbHble MalHbl, 6optoLmecs apyr ¢ gpyrom’2,

M3 Bcero atoro cnegyeT, YTO TOYEYHOE U HEBEPOSATHOE CUSHUE CBET-
NAYKOB CNYy>XXUT B rnasax llasonuHu — rnasax, yMeBLUMX CTOJSb MpPO-
HMLATENbHO BCMATPMBATLCA B IMLA U CTOJIb TOYHO HAXOAUTb HY>XKHbIN
XXECT B Tefnlax ero gpysemn n aktepos, — MeTad)oOpoin 4YeNOBEYHOCTHU KakK
TakoBOW, TO €CTb YENOBEYHOCTU, NPUBELEHHON K €€ HaUMpPOCTENLLEN
crnocobHOCTW: nogasaTb HaM 3Hak BO Mpake. He BuauTt nu MNasonuHu
OKpPY>XaloLWnim ero MMp Kak Mpak, KOTOpbI/ OKOHYaTENbHO YHUYTOXW,
nopaboTun nNu MUCToLmM OT/INYMS, CO34AaBAEMbIE B TEMHOTE BCMbIL-
KaMun CBET/ISIYKOB, nwywmmm ntobsn? Monarato, 4to aToT 0b6pas elle
Hy>XaaeTcs B yTOYHeHMN. Begb cBeTNsaYKM ncyesnn He Bo mpake. Kor-
0a Mpak MakcumManbHo rinybok, Mbl HA4MHAEM 3amMevaTb Hanmanenwee
CBeYeHVEe; camMO yracaHue cCBeTa €elle OCTaeTcs BUAVMMbIM O Hac,
noka coxpaHsieTcs ero cnef, CKosb yrogHo cnabbin. HeT, cBeTnsuku
NCYe3n He BO MpakKe, a B OCNENNTESIbHOM CBETE «3BEPCKUX» MPOXKeK-

TOPOB — MPOXXEKTOPOB CTOPOXXEBbLIX BbIEK, MOIUTUYECKNX TOK-LUIOY,
(hyT60NbHBIX CTAQMOHOB 1 TenecTyauin. YTo e 0o «MHANBUAYanbHbIX
MallnH, 6oplonXCs ApYr C APYrOM», TO OHWU CYyTb HE YTO MHOE, Kak
SIPKO BbICBEYEHHbIE Tena repoeB CUTKOMOB C UX CTEPEOTUMHLIMU XKe-
naHusIMK, Kak Henb3s 6onee ganekne oT TPeneTHbIX, 3hemMepHbIX, He-
BUHHbIX CBET/IAYKOB, 3TUX «LLEMSALLNX BOCNOMUHAHWIA O NPOLLIOM».
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ILLUMINATIONS

By Roy Brand

We’re not living in a time of great light and very few of us still believe that
we are moving forward or even moving at all. For the most part we are lost,
roaming, waiting for something to happen, good or bad, anything.
Contemporary life is not so much about the living present as it is about
an empty expectation, a delay, a postponement without any promise.
We are simply wasting time.

No great light, but there are weak illuminations that shimmer in the dark;
flickering signs of hope, short and fleeting moments of joy. They appear,
quiver and quickly vanish. Sometimes they form what Walter Benjamin calls
constellations, like the dimmed groups of stars that we see as figures and
read as signs. That’s all that we have at present and the task left to art today
is to make them linger longer as ciphers.

Imagine the difference between the glaring lights of New York or Moscow
seen from outer space, versus the flickering of fireflies noticeable only
in the depths of the countryside. Imagine the difference between
the spotlights illuminating billboards and celebrities (also called stars),
and the modest candles lit in a small apartment to celebrate a birthday
or the miracle of Hanukkah. The magnificent light reserved for cities
and leaders promises much but delivers very little. Only the smallest
of lights casted on a fragile single moment can spark hope.

These are the works that llluminations gather: fractured, broken, muted but
nevertheless glimmering in the dead of winter and in the thick of night. The
exhibition begins vibrating with movement and life once we let our eyes and
hearts readjust to that which is quiet, restrained, slowly enveloping, at the
antipode of the loud spectacle that dominates our public sphere.

The works of art in this show are light-producing objects whose source
of energy is trapped within them, dimly but constantly glittering with hope.
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That’s what art can do, at least in our present time: it can pass on the torch
of hope, to survive the stupidity of our present times and preserve
something of the soul of humanity for prosperity. These artists are like
ancient philosophers or monks disseminating wisdom, one conversation
and one manuscript at a time. Art today cannot change the whole world
at once but it can create small pockets of energy and life that can resist the
mainstream. This is not the triumphant and heroic art of high modernism
brandishing utopian promises, but neither is it defeatism. llluminations
is a form of acting for a future we cannot yet imagine.

I have in mind two formative texts. The first is a short story from 1915
by Swiss author Robert Walser, called Ash, Needle, Pencil, and Match,
and reproduced in the following pages. Walser was one of the most peculiar
voices of the early 20™ century. A marginal recluse, he was nevertheless
admired by other eccentrics such as Robert Musil, Walter Benjamin and Franz
Kafka. His writings are concerned with the little things, the invisible people
and the non-events that make up the majority of one’s life. He worked
as acopyist, an inventor’s assistant and a butler. He suffered mental
breakdowns and spent the last 25 years of his life in sanatoriums. During
these years he developed a miniature form of pencil writing that was later
deciphered and brought to publication. The Microscripts, similarly to Kafka’s
notebooks and to Benjamin’s literary collage in the Passagenwerk, recount
the collapse of individual sovereignty in face of the greater powers of the
masses, of technology and of the State. Walser was lost in the overbearing
noises of modernity and the shocking events of the two world wars. Yet today,
the soft voice, the humble and simple tone emanating from his miniature
writings succeed in touching us more deeply than any of the grandiose
actions and over-ambitious manifestos that dominated his times.

Here’s how Walser’s ‘prose piece’ wittily opens:

Once | wrote a treatise on ash, for which | received not a little
applause. In it | brought to light a variety of curiosities, among
them the observation that ash possesses no resistance
worth mentioning. In fact it’s possible to say something
meaningful about this uninteresting substance only by deeper
penetration; for example, if you blow on ash, it doesn’t
in the least refuse instantly to disintegrate. Ash is modesty,
insignificance, and worthlessness personified, and best of all,
it’s filled with the conviction that it’s good for nothing.'

How wonderfully we pass from insignificance to an almost zen-like quality
of serenity and non-resistance, transforming ash into an antithetical
substance that is both utterly ephemeral and tacitly eternal. Following his
lighthearted wanderings through the mundane, Walser concludes: “We
need only open our eyes and look around carefully to see valuable things,
if we look at them closely enough and with a certain degree of attention.”

The second text | have in mind is called Survival of the Fireflies by Georges
Didi-Huberman, a contemporary writer and curator from France. Didi-
Huberman’s little book revolves around The Article on the Fireflies (Larticolo
delle lucciole), a short text by Pier Paolo Pasolini from 1975. In the latter, the
[talian film director and poet laments the moment in Italy when the fireflies
disappeared and with them, “those human signals of innocence annihilated
by the night—or by the “fierce” brilliance of spotlights—of triumphant
fascism.”?

Pasolini was mistaken. The fireflies did not in fact disappear. But his claim
serves as evidence for our inability to see the fireflies, both literally and
metaphorically. Pasolini’s thesis is that Fascism did not end with the hanging
(upside down) of Mussolini in Milan; it only became more difficult to identify
and resist from then on. Pasolini points to a much deeper form of fascism
well alive in 1975; one that takes over the minds. Fascism, he says, has
transformed itself into an internalized form of mass coercion, a force that
binds us together and eliminates differences (the Italian term “fascismo” is
derived from “fascio,” which simply means binding or grouping, and is also
related to the words “fashion” and “fascination”).

During the early part of the twentieth century, fascism competed with other
forms of life organizations such as those embodied by rural communities,
farmers and proletarians. The two world wars brought massive physical
extinction and atrocities that to this day remain unfathomable. But they
also set the ground for modernization’s leveling machine that plowed and
homogenized the world. This stage is what Pasolini terms “true fascism.”
Didi-Huberman shows how according to Pasolini, this deeper form of
fascism results in the “disappearance of the human”:?

In 1975, just as he writes his text on the fireflies’
disappearance, the flmmaker has also taken up the motif—
the tragic and apocalyptic motif of the disappearance
of the human at the heart of contemporary society: “All
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| want is that you look around and take notice of the
tragedy. What is the tragedy? It’s that there are no longer
any human beings; there are only some strange machines
that bump up against each other.”

There is no freedom when everyone thinks alike, when the imagination
is controlled by the media and social networks monitor every expression.
More and more we do not see human beings but machines triggered
by overpowering systems. We can easily empathize with Pasolini’s somber
analysis of the emptiness and blindness of our times, after the harsh
spotlights have washed away and flattened out everything on their path.
But we can also, together with Didi-Huberman, readjust our senses in order
to see flickering emanations of light, and we can tune in to hear the soft
voices of otherness. If we let ourselves go quiet for a while, we can feel their
humming in our hearts and in our minds. And what other role is left for art
today, but to provide the opportunities for such forms of quiet meditations?

It is important to stress that Didi-Huberman does not speak of the
disappearance of the fireflies but of their survival. Pasolini was not only
mistaken about their disappearance but also about our inability to see them.
He’s naiveté changed all too quickly into a harsh condemnation of his times
and ours. In fact, Pasolini’s form of radical critique is playing into the hands
of his opponent. To give up on the human is “to give credence to what
the machine tries to make us believe. To see nothing but the black night
or the blinding glare of spotlights.” Instead, to resist the flattening of the
human soul we need take care, to pay attention, to allow the “openings,
of possibilities, of flashes, in spite of all.”

In spite of it all, we must let the weak and trembling lights sparkle, and
the soft voices gather force. This is where we stand today as intellectuals,
as artists, as poets of our times: we cannot point to a great vision of the
future but we can enact mini-revolutions in the midst of the everyday.
Benjamin called it the “weak messianic force”® and gave as examples the
power of a relic or the dust left in the fold of a dress. Kafka mentioned
a similar power, cutting through the thickest impossibilities at the very
moment that your fate seems doomed before the gates of the law. The ash,
the needle, the pencil and the match, those weak, small and yielding
elements can survive great storms.
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ASH, NEEDLE, PENCIL, AND MATCH

By Robert Walser
Translated by Tom Whalen and Annette Wiesner

Once | wrote a treatise on ash, for which | received not a little applause.
In it | broughttolightavariety of curiosities, among them the observation that
ash possesses no resistance worth mentioning. In fact it’s possible to say
something meaningful about this uninteresting substance only by deeper
penetration; for example, if you blow on ash, it doesn’t in the least refuse
instantly to disintegrate. Ash is modesty, insignificance, and worthlessness
personified, and best of all, it’s filled with the conviction that it’s good
for nothing. Can one be more unstable, weaker, more wretched than ash?
Not very easily. Is there anything more yielding and tolerant? Not likely.
Ash has no character and is more removed from any kind of wood than
depression is from exuberance. Where there is ash, there is really nothing
at all. Put your foot in ash, and you hardly feel you’ve stepped on anything.
Yes, yes, that’s the way it is, and | doubt I’'m very much mistaken if | dare
to say that we need only open our eyes and look around carefully to see
valuable things, if we look at them closely enough and with a certain degree
of attention.

Take the needle, for example, which as we know is just as pointy as useful,
and which doesn’t tolerate being dealt with roughly, because as tiny as it is,
it still seems to know its true value. Regarding the little pencil, what makes
it so remarkable, as we have every reason to know, is that as it’s sharpened
and sharpened, eventually there’s nothing to sharpen anymore, whereupon
we throw it away, now that it’s useless through merciless use, and it occurs
to no one, even from afar, to offer a word of acknowledgment or thanks for
its many services. The pencil’s brother is called the blue pencil, and as has
often been told, the two unfortunate pencils love each other like brothers,
since they’ve struck up a delicate and intimate friendship for life. That’s
three, then, as one in general can surely say, very strange, remarkable, and
sympathetic objects, which, one just as much as the other, would possibly,
that is, in the right situation, be suitable for a special lecture.

And what would the reader say to the little match or matchstick, just as dear
as delicate, a sweet, odd little person, lying in its match-box next to its
numerous comrades, patient, proper, well-behaved, as if adream or asleep.
As long as the little match rests in its box, unused and unchallenged, it’s
of no great value. It awaits, so to speak, that which is to come. One day,
though, one takes it out, presses it against the rough surface, scrapes its
poor, good, dear little head until it catches fire, and now the little match
flames and burns. This is the great event in the life of the little match,
by which it fulfills its purpose in life, does its good deed, and then dies
a death by incineration. Isn’t that heartbreaking? The little match must
miserably burn up, pitifully go to ground, while it performs its sweet task,
awakening from its apathy, inactivity, and uselessness, revealing its worth,
and smoldering with its eagerness to serve and do its duty. The moment
the little match takes pleasure in its destiny, it dies; the moment it unfolds
its meaning, it perishes. Its joy in life is its death, and its waking its end.
The moment it loves and serves, it collapses altogether and expires.
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SURVIVAL OF THE FIREFLIES

Excerpt

(Minneapolis, London: University of Minnesota Press, 2018)

By Georges Didi-Huberman
Translated by Lia Swope Mitchell

February 1, 1975—that is, thirty-four years to the day, or rather to the night,
after his beautiful letter on the fireflies’ appearance, and exactly nine months
before he was brutally murdered in the dead of night on the beach in Ostia—
Pasolini publishes an article in the Corriere della sera newspaper about the
political situation of the time. The text is titled // vuoto del potere in Italia,
but it would later be republished in the Scritti corsari under the soon-to-be
famous title L’articulo delle lucciole, “The fireflies article.”" Yet | would argue
that this is, above all, the death notice for the fireflies. It consists of a funeral
lament on the moment, in Italy, of the disappearance of fireflies, those
human signals of innocence annihilated by the night—or by the “fierce”
brilliance of spotlights —of triumphant fascism.

The thesis is this: it’s a mistake to believe that the fascism of the 1930s
and 1940s was defeated. Mussolini was executed, of course—hanged
by hisfeetinthe Plaza Loretoin Milanin an “infamous” staging, characteristic
of ltaly’s oldest political customs.2 But from the ruins of that fascism, another
fascism was born, a new terror that, in Pasolini’s view, was even deeper
and more devastating. On one hand, “the democratic-Christian regime
was the pure and simple continuation of the Fascist regime”; on the other
hand, “something” happened in the middle of the 1960s, “something” that
made way for the emergence of a “radically, totally, and unforeseeably new
type of fascism.”® The first phase of the process was marked by “police
violence and disregard for the constitution,” all of it drenched in “atrocious,
stupid and repressive State conformity,” against which “intellectuals and
opposition of this period cherished ridiculous illusions” of political reversal.*

The second phase of this historical process began, according to Pasolini,
at the very moment that “the most advanced and critical intellectuals
did not realize that ‘the fireflies were disappearing.”” In the words that
this polemicist—or rather provocateur, as Pasolini is usually called—
brings together, all his violence is assembled, constructed [montée]

with all the care of the poet. The polemicist does not hesitate to speak
of “genocide,” justifying his choice on this occasion with a reference
to Karl Marx, on the bourgeoisie crushing the proletariat.® As for the poet,
he deploys the ancient, lyrical, and delicate—that is, the autobiographical —
image of fireflies:

At the beginning of the sixties, the fireflies began to disap-
pear in our nation, due to pollution of the air, and the azure
rivers and limpid canals, above all in the countryside.
This was a stunning and searing phenomenon. There were
no fireflies left after a few years. Today this is a somewhat
poignant recollection of the past.”

The return to this poetico-ecological image is not in any sense an attempt
to soften the violence of the phenomenon that Pasolini is diagnosing.
Rather, it’'s a way to insist on the anthropological dimension—in his
eyes, the most profound and radical dimension—of the political process
in question. Pasolini uses the hyperbolic word genocide in this period
to designate more precisely a general movement of cultural decay, which
he clarifies frequently with the expression “cultural genocide.” The idea that
a deeper fascism had supplanted Mussolinian gestures appears clearly
in 1969, in Pasolini’s interviews with Jean Duflot.? Later, in a 1973 article
titled “Acculturation and Acculturation,” the filmmaker explains his idea:
in the time of historical fascism, it was still possible to resist—that is, to light
up the darkness with a few glimmers of thought, by rereading Dante’s
Inferno, for example, but also by discovering dialect poetry or, very simply,
by observing the fireflies’ dance in Bologna in 1941. “Fascism proposed
a model, a reactionary and monumental model, but it remained a dead end.
Various individual cultures (peasants, workers, the subproletariat) continued
undisturbed in identifying with their models, for repression was limited
to obtaining their adherence in words. In our day, however, adherence
to the models that the center imposes is total and unconditional. We reject
true cultural models. The renunciation is complete.”®

In 1974, Pasolini fully develops his theme of “cultural genocide.” The “true
fascism,” he says, is one that takes over the values, the souls, the languages,
the gestures, the bodies of the people. It’s that which “leads, without
executions or mass killings, to the suppression of large portions of society
itself,” which is why this genocide must be called “that [total] assimilation
of the quality and the way of life of the bourgeoisie.”™" In 1975, just as he
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writes his text on the fireflies’ disappearance, the filmmaker has also taken
up the motif—the tragic and apocalyptic motif—of the disappearance
of the human at the heart of contemporary society: “All | want is that
you look around and take notice of the tragedy. What is the tragedy? It’s
that there are no longer any human beings; there are only some strange
machines that bump up against each other.”?

It’s necessary to understand that the improbable, minuscule splendor
of fireflies, in Pasolini’s eyes—eyes skilled in the contemplation of a face
or the selection of just the right movements of his friends’ and actors
bodies—is a metaphor for nothing other than humanity in its essence,
humanity reduced to the simplest of its powers: to send us a sign
in the night. Does Pasolini see, then, his contemporary environment
as a night that would finally devour, subjugate, or reduce the differences
formed in darkness by those luminous flashes of fireflies in search of love?
This last image, | believe, is not yet quite right. It’s not actually into
the night that the fireflies have disappeared. When the night is darkest,
we’re capable of seizing on the faintest glimmer, and even the expiration
of light remains visible to us in its trace, however tenuous. No, the fireflies
disappeared in the blinding glare of the “fierce” spotlights: spotlights from
watchtowers, on political talk shows, in sports stadiums, on television
screens. As for those “strange machines that bump up against each
other,” they’re nothing but the overexposed bodies, with their stereotypes
of desire, that confront each other in the bright light of sitcoms—so very
distant from the quiet, the hesitant, the innocent fireflies, those “memories
of the past, not without pain.”

El
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ABHEP BEH-TAJI

XyOOXHUK UCMNOSb3yeT MPUriylleHHble TOHa A1 U306paXkeHns Hanps-
>KEHHbIX 1 OMYCTOLIEHHbIX CLIEH, KOTOPbIE BbI3bIBAOT O6LLIEYENIOBEYECKOE
YyBCTBO Yy»aca. PaambiTie rpaHuLbl Mexay abCcTpakTHOCTb U durypa-
TUBHOCTbIO JIULIAET 3PUTENST YBEPEHHOCTU B Pasfinymm Mexny o6bekTms-
HO YBWAEHHbIM 1 OOMbICNEHHbIM. Purypbl 1 ¢opMbl, BCNbiBaloWwme 13
TYMaHHOI AbIMKM, MOFYT ObITb KaK yCTpallaloLMMK, Tak 1 3aBopaxusato-
LWMMK, a Yale — codeTatoT oba achdekTa BMecTe.

AVNER BEN-GAL

Avner Ben-Gal uses a muted palette to depict intense and desolated
scenes, unburying a universal sense of dread. Painting between abstract
and figural, we can never be entirely certain if what we see is in the painting
or in our head. Figures and forms appear from the haze, they can be both
intimidating or captivating, usually both at the same time.
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AsHep ben-Tan

Bepayuuas nporHo3a rnorofb|
2018

XoncT, cMellaHHas TexXHKa
160 x 120 c™m

Avner Ben-Gal

Weather Girl

2018

Mixed media on canvas
160 x 120 cm

Asnep ben-Tan

LLnpuybl

2012

XoncT, cmellaHHas TexHVKa
120 x 160 c™m

Avner Ben-Gal

Syringes

2012

Mixed media on canvas
120 x 160 cm
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AsHep ben-Tan Avner Ben-Gal Asnep ben-Tan Avner Ben-Gal

Apabckasi BeLyaTesibHasi CTyausl B TEeMHOTe The Arab’s Broadcast Studio in Dark Kposnvik B BepTosieTe Rabbit on Helicopter
2018 2018

2017 2017
XOJCT, CMeLllaHHasa TeXHMKAa Mixed media on canvas

XOJCT, CMeLllaHHasa TeXHMKAa Mixed media on canvas

50 x 60 cm 50 x 60 cm 220 x 180 cm 220 x 180 cm




Vo

3UTAH BEH MOLLIE

OntaH beH Molwe YyepnaeT BOOXHOBEHME B 3KNEKTUYHOM CMIETEHUN Ky b-
TYPHbIX NOEHTUYHOCTEN, (DOPM N MaTepuanoB, KOTOPbIE €ro OKPY>KaroT.
Ha BbicTaBke «CBe4yeHusi» TBOPYECTBO XYLOXXHMKA MPEACcTaBfieHO Mac-
WTabHbIMK NanTbokcamm, NOBEPXHOCTb KOTOPbLIX COYEeTaeT pasHOHanpaB-
NeHHble aheKTbl: MEPEHOCUT HAc B Marnveckme napansenbHble MUpbI
M NOrpy>aeT HaC B CKOMJIEHVE WnpnoTpebHoro xnama. [yxoBHOCTb 1 Ma-
TepuanbHOCTb 34eCb CObpaHbl BOEANHO, KaK 3TO 4acTo 1 OGbIBAET B HaLLewn
NnoBCeOHEBHON >XN3HMW.

EITAN BEN MOSHE

Eitan Ben Moshe finds inspiration in his neighborhood’s eclectic mix
of cultural identities, forms and materials. As part of the exhibition
llluminations, Ben Moshe presents seven large light boxes the surface
of which holds antithetical powers: it both transports us into magical parallel
universes, and makes us dwell in the cluster of cheap junk. Spirituality and
materiality come together as they often do in our dalily life.
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Jiitan ben Mowe

bes Ha3BaHusI
2018

CmeluaHHasa TexHuka (nanTbokc,

antoMVHNEBbIE PaMKN)
70 x 100 x 20 cm

JiitaH ben Mowe

bes Ha3BaHusI

2018

XoncT, ungposas neyatb,
akpu, MeTan, nanbe-mMatle
165 x 85 cm

Eitan Ben Moshe

Untitled

2018

Mixed media (light box
with aluminium frames)
70 x 100 x 20 cm

Eitan Ben Moshe

Untitled

2018

Digital print on canvas, acrylic,
metal, papier mache

165 x 85 cm
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JiitaH ben Mowe

bes Ha3BaHusI

2018

CwmeluaHHas TexHuka (nanTbokc,
antoOMUHNEBbIE PaMKN)

@ 120 cm, rnybuHa 13 cm

Eitan Ben Moshe

Untitled

2018

Mixed media (light box

with aluminium frames)
@ 120 cm, depth 13 cm

JiitaH ben Mowe

bes Ha3BaHus

2018

CwmeluaHHas TexHuka (nanTbokc,
anNtoOMVHNEBbIE PaMKN)

@ 120 cm, rnybuHa 13 cm

Eitan Ben Moshe

Untitled

2018

Mixed media (light box
with aluminium frames)
@ 120 cm, depth 13 cm
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bEH BALLJIEP

CospgaHHble cneuunanbHo ONs 3ToW BbicTaBku, paboTel Bagnepa Bxogart
B €ro TeKyLMin UMK OTAUTBIX U3 6eToHa cKynbnTyp, «COpoK nopTanos».
Ha nepenyTbe, mMexny apXxeonormyeckyuMn pymHamu U pPenvrmo3HbIMu
obutensmun, B cBoux pabotax Bapgnep pasmblwnseT o GopMUpYHOLLEM
BO3OENCTBMN apXUTEKTYPbI HAa Halle CaMOCO3HaHWE U ee POJIN B Ka4yecTBe
NPOBOAHMKA HALLEero OTHOLIEHVS KO BHELIHeMY MUpPY. B npeacTaBneHHOM
LVKIe XYOOXHUK MCMOoNb3yeT CBET (CBeYM): Kak B BMAE KaKOOAHEBHOMO
puTyana, 3HaMeHYHLLEro BEXV B XM3HW OAHHOWN BbICTaBKW, Tak 1 B Kaye-
CTBE CTPYKTYPHOIO KOMMOHEHTA, KOTOPbIN MOCTENEHHO PACLUMPSET rpaHn-
Lbl ero paboTbl BO BPEMEHW U MPOCTPaHCTBE.

CtouTt ynomsiHyTb, 4YTO BepHUcax «CBedyeHunn» coBrnagaeT ¢ XaHyKou, eB-
PEeNCKUM NpasgHMKOM OrHen. OTO BpeMs ropa, Korga eBpeun no BCemy
MUPY B TEeYEHNEe BOCbMIW HOYEN 3aXXUraroT CBeYY B NaMsATb O BO3BPaLLEeHU
Btoporo Mepycanumckoro Xpama Wygon MakkaBeem 1 nocnenyoLlem
yyge. Ytobbl ouncTuTb Xpam, Makkasen pewnn B nepsBble BOCEMb AHEN
BO3Xe4b MeHopy. Ho macna B xpame oCTaBasioCb /iMWb Ha OOVH OEHb.
Tem He MeHee OroHb Obinl 3aXXXKEH U KO BCEOOLLEMY OBNErYeHno Ta nme-
toLLleecs TonMKa Macna YyaecHbiM 06pa3om nporopena Bce BOCEMb OHEMN.
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BEN WADLER

Produced especially for this exhibition, Wadler’s work is part of an ongoing
body of cast concrete sculptures called Forty Portals. At the crossroad
between archeological ruins and religious shrines, Wadler’s works question
how architecture informs our identity and mediates our relationship
to the world. In this series, Wadler uses light (candles) both as a daily
ritual, marking the exhibition’s life-span; and as building material, gradually
expanding the work in time and space.

It is worth recalling that the opening of the exhibition llluminations coincides
with Hanukkah, the Jewish Festival of Lights. At this time of the year,
Jews throughout the world light candles for eight nights to commemorate
the regained control of the Jewish Maccabees over the Second Temple
in Jerusalem, and the miracle that unfollowed: to purify the Temple, the
Maccabees had decided to burn ritual oil for eight days. However, only one
day’s worth of oil was left in the Temple. They lit the menorah anyway and
to their relief, the small amount of oil miraculously lasted the full eight days.

bex Bapnep Ben Wadler

Copok noprtasioB Forty Portals

2012 2012

JlnTon 6eToH, BOCKOBbIE CBeYln Cast concrete and wax candles

60 x 30 x 90 cm 60 x 30 x 90 cm




TCUBW N'EBA

XKueonncb Tcmbu eBa CylleCTBYET Ha rpaHuue Mexny abcTpakumen
N UrypaTUBHOCTBLIO, MEXOY OTKPbITUEM W COKPbITUEM, MEXOY CeMaH-
TUYECKNMU CTPYKTYypaMn U1 3KCMAPECCMBHbIMU Bbinsieckamn. [lanutpa
N3 3eMNSHbIX TOHOB N SIPKOro 6enoro HenocpeacTBEHHO BOOXHOBIEHA
nemsaxxamm 1 ocobbiM xapakTepoMm ocBeLlleHust B N3paune. N3 MHoro-
CITOMHOCTU XOJICTOB U LUMPOKMX MA3KOB CK/1a[bIBAETCS HEKAsS apXe0s10rns
CIOB 1 3MOUUN, rae NIMYHOE U 3CTETUYECKOE CXOAUTCS C MOMUTUYECKNM U
nctopuyecknm. Tpuntux Tcubun — ckopee nepdopmatmeHas pabota. Xy-
OO>XXHNK 6E30LLEHOYHO MO3BONSAET NATHAM 6€/10r0 1 YEPHOro COMepHNYaTb,
N3 Yero poxxpgaeTcs rpaHuua, 30Hbl n3onaumm n KoHtponsa. OgHako npu
bonee NpPUCTasibHOM PacCMOTPEHUM OBHapY>XMBAKOTCS HEKME MOrpaHny-
Hble 06nacTu, rAe U3 Cy4YanHbIX CMELLEHUI POXKOAaeTcsl 6oratcTBO LBETOB

N TeKCTyp. B pesynbTaTe nepen Hamm KapTuHa «Npoucxogswas» B gaH-
HbIA MOMEHT, NN «COObITUE>.

TSIBI GEVA

Tsibi Geva’s paintings exist in the threshold between abstraction and
figuration, between revelation and concealment, between semantical
constructions and expressive outpours. Their palette of earthy tones and
vibrant whites are directly inspired by the landscapes and the quality of light
in Israel. Their multi-layered surfaces and profuse brushstrokes present an
archeology of words and emotions in which the personal and the aesthetic
meet the political and the historical. The Triptych is mostly a performative
work. Geva lets an expanse of white and black rival each other without
prior deliberation to produce a border and areas of exclusion and control.
But looking closely we find living liminal zones where a wealth of colors
and textures emerge from accidental mixtures. The result is a painting that
is a “happening” or an “event”.
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Tcnonm leBa

bes HasBaHvis (TpynTuix)
2011

XoncT, cmellaHHast TeXHUKa
178 x 120 c™m (kaxxapblin)

Tsibi Geva

Untitled (Tryptich)

2011

Mixed media on canvas
178 x 120 cm (each)
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Tcuom leBa

be3 Ha3BaHus

2015

XoncT, cMmelaHHas TexHuka
140 x 50 cm

Tsibi Geva

Untitled

2015

Mixed media on canvas
140 x 50 cm

Tcuom leBa

be3 Ha3BaHus

2012

XoncT, cmellaHHasa TexHuKa
178 x 120 cm

Tsibi Geva

Untitled

2012

Mixed media on canvas
178 x 120 cm
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O0P IE3

[op Ne3 3apgaeTca Bonpocamn 0 ponv COBPEMEHHOIO UCKYCCTBa B NoBe-
CTBOBaHUN HEMMCcaHbIX NCTOPUYECKUX CHOXXETOB N PEKOHTEKCTYanmaaumnm
BU3yasibHbIX U MMCbMEHHbLIX UCTOYHNKOB. B BuaeopaboTe Sabir 3anevat-
NeH 3akaT Ha nobepexxbe B NopToBoM ropoge Adda. Mosepx ycbinnsto-
LLEero njaecka BONH Mbl crbiwnM ronoc Camupbl MoHanep. >KeHuwmHa pac-
cKa3sblBaEeT O ee CPean3eMHOMOPCKOM OeTcTBe B Adde o cobbitnin 1948
roga. Mbl yaHaem o TOM, Kak BoHa 1948 roga BbiHyAuna ee ceMbto 6exxaTtb
n3 Addbl B an-Jing, Kak oHM ykpbiBanuch B Llepken Cesatoro Meoprus,
Kak OHV BMOCAEACTBUMN MOMYYUIN N3pannbCKoe rpaxkaaHcTBo. Ha npotsa-
>KEHUM MOHosora uenbHas pedb Camupbl MONEPEMEHHO 3BYYUT TO Ha ee
pogHOM apabCkoMm, TO Ha 6ernom nBpuTe. BUANHIBM3M reponHM OTPaXkeH
B Ha3BaHWM NPOU3BEOEHNS: CMIOBO sabir BOCXOOUT K NaTMHCKOMY rnaro-
ny «3HaTb» N 0603Ha4YaeT rMbpuaHbIi A3blK HA2 OCHOBE apabckoro, rpeve-
CKOro, Typeukoro, 6epbepckoro n paHLy3cKoro, Kotopbin 6bi1 B Xo8y
B CPEAN3EMHOMOPCKNX MOpTax B Mepuog OT 3MOXu KPeCTOBbIX MOXOO0B
BNNoTb 00 18-ro Beka. MefieHHO 3axofsiiee CONHLUEe Hag MOPEM CIy>XXUT
BU3yasibHbIM MapKepOM yTeKatoLero BpeMeHU, KOTOpoe crniaBnsieT Boe-
ONHO BOCMOMMHAHUA 1 YTPaTbl XXEHLLUMHbI 1 yXOOSALLMIA CBET.

e
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Hop le3 Dor Guez

Cabup Sabir

2011 2011
OpHokaHanbHoe B1Uaeo Single-channel video

19’ 21" 19’ 21"
[MpenocTasneHo ranepeen Oemp Courtesy Dvir Gallery

DOR GUEZ

Dor Guez’s practice raises questions about contemporary art’s role
in narrating unwritten histories, and re-contextualizing visual and written
documents. His video Sabir captures the setting sun on a beach in the
port city of Jaffa. The lull of waves accompanies Samira Monayer’s
narration of her childhood years in pre-1948 Jaffa, on the Mediterranean
shore. As Samira’s story unfolds, we hear how her family fled coastal
Jaffa to al-Lydd, seeking refuge from the 1948 war; how they hid in the
Church of St. George; and how they eventually received Israeli citizenship.
Throughout her monologue, Samira seamlessly shifts back and forth
between her native Arabic and fluent Hebrew. Her bilingual facility relates
to the title of the piece, Sabir, a word derived from the Latin verb “to know’
denoting the hybrid language composed of Arabic, Greek, Turkish, Berber,
and French spoken in Mediterranean ports from the time of the Crusades
to the eighteenth century. The sun’s slow descent into the sea serves
as a visual marker of passing time, fusing her recollections and losses with
the disappearing light.

i
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KEPEH WEANA-TONAH

WHcTannsaums «>Knokun 6enbin» npencraBnsieT cobon BUOeOoNnpPoOeKL Mo Ha
BOJHYIO NOBEPXHOCTb B eMKOCTU U3 oprcTekna. Ha Bngeo nokasaHa cama
XygoXHuua, ogetas B 6enoe, oHa MHOMOKPaTHO OKYHaeT /vuO N PyKU
B MOJIOYHO-6€enyto XNOKOCTb, coBepLuas nepdopMaTuUBHbLIA akT, Bbi3blBa-
oM accoumaumm ¢ KONAOBCKUMU pyUTyanaMm 1 TauHCTBOM KpeLLEeHUS.
BykBanbHO 1 obpa3Ho norpyxas cebs n 3putensa B 6enbin useT, onaH
OCYLLECTBNSAET OENCTBO OYNMLLEHNs, KOTOpoe pa3 3a pa3oM CBOAMUTCS Ha
HeT B CUy TOro, YTO 6enas Koxa XyAo>KHULblI He NepeHnMaeT Hu pusnye-
CKMX, HN CUMBOJIMYECKNX CBONCTB XXUOKOCTN.

Kepen Heana-Fonan Keren Yeala-Golan

XKugkmi 6enbivi Liquid White

2005 2005

OpHokaHanbHoe BUAOeo, Single-channel video

AWMK U3 NneKcuriaca c Booomn in plexiglass box with water
2' 53" 2' 53"

KEREN YEALA-GOLAN

Liquid White is an installation composed of a video projected on the
liquid surface of a white plexiglass box filled with water. The video shows
the artist herself, dressed in white clothes, repeatedly dipping her face and
hands into a milky-white liquid, following a performative action that calls to
mind witchcraft and baptism rituals. Literally and metaphorically immersing
herself and the viewer into the color white, she engages in an act of
purification that consistently fails to materialize as her “white-colored” skin
cannot retain any of the liquid’s physical and symbolic qualities.
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OAHWUIN KUK3AJNEC

Hannan Knksanec ¢ gaBHMX Nop 06BOPOXXEH CUNOW BUAA, OTKpbIBatOLLe-
rocs ¢ ropbl Ckonyc, BO3BbILWEHHOCTU B Mepycanume, Ha KOTOpoOW pac-
nono>xeHol EBpenckuin yHMBepcuTeT 1 anbMa-maTtep XygoxkHuka, Akage-
Mus Beuanenb. Y nogHOXbs X0NIMa packuHynach nNanecTuHcKas AepeBHs
Anb-Viccasus, a B ganu BugHa Wypenckas nyctbiHa 1 MepTBoe Mope.

B 6nuctatenbHo cobnasHuTenbHOM BMaeo «ocnaHHUK», CHSTOM Ha rope,
Knuanec cMOTPUT BHU3 Ha OEPEBHIO 1 OTBEYAET Ha MyCYyJSibMaHCKune npu-
3bIBbl K MOIUTBE aKKOPAAMU 3NEKTPOrUTaphbl, BrjaeTas CBON My3blKanbHbIN
nepcdopmaHc B puTyasibHble HaneBbl My3a3uHa. [1Be My3bikasibHble Tpaau-
UMK, BOCTOYHAA W 3anafHasl, HeOXNOaHHO CXOAATCSH B 3MOLMOHANIbHOM
avanore Ha hoHe NoCTENeHHO 3axOAsLLEro CoHUa U B pUTME NSTU 06s1-
3aTenbHbIX MONUTB. HeBONbHO AyMaellb O 3anagHoOM POMaHTU3Me, KOJlo-
HVYanuame 1 KynbTypHo anponpuaumn. OgHako BMECTe C 3TUM 3pUTESIo
npepnaraeTcst 3afymMaTbCsl TakKe O eOuHsILLEen cune My3biku U YHUBEP-
canbHOW OOMUHAHTE NMPUPOAbI, MPOXOASLLEN CKBO3b couMasnbHble, KyJb-
TYPHbIE N PENUTMO3HbIE Pa3NNYns Ntogei.

Nauuan Kuk3anec Daniel Kiczales
lNocnaHHUK The Messenger

2011 2011
OpHokaHanbHoe B1aeo Single-channel video
177 18" 17 18"

DANIEL KICZALES

Daniel Kiczales has long been fascinated by the highly-charged view from
Mount Scopus, the Jerusalem hill that hosts both the Hebrew University and
the Bezalel Academy of Arts and Design where he studied: the Palestinian
village of Al-Issawiya sprowls at the foot of the hill while the Judea desert
and the Dead Sea are discernable in the distance.

In his beautifully seductive video The Messenger, Kiczales stands
overlooking the village and uses his electric guitar to respond to the
muslim calls to prayer, interweaving his own musical performance with the
muezzin’s ritual singing. The two musical traditions, western and oriental,
come into an unexpected and emotionally-charged dialogue while the
sun progressively sets in the background, following the rhythm of the five
daily prayers. Notions of western romanticism, colonialism and cultural
appropriation invariably come to mind; but also, the viewer is led to consider
the unifying power of music and the overarching dominance of nature over
any of our social, political or religious particularities as human beings.
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KAPAM HATYP

Kak wamaH, HaTyp ncnonb3yeT TBOPYECTBO Kak MHCTPYMEHT AJ19 NpoTope-
HVS HOBBIX MyTel OBUXEHVS SHEpPrn B NHTepecax BCero Mupa u, B 4acT-
HOCTW, ero PoAHOro apabckoro obLecTsa. XyLoXKHMK COy4acTBYeT B CO3-

AaHuM paboT C pasnMYHbIMA CYLLHOCTSIMU, TPaHCIMPYEMbIMA Yepes3 ero
maTtepuanbHoe Teno. HoBas cepusi LMpoBbIX OTNEYaTKOB B COBMECTHOM

aBTopcTBe ¢ Sage (MyapeuoMm) COCTOUT N3 Tpex HebeCHbIX KapT, BOMpa-
towmMx B cebst yXoBHbIE, HayYHble 1 XyO0>XKECTBEHHbIE ansto3un, OTCbina-

tome K apabeckor, eBPONENCKON N aMepuKaHCcKom KynbTypam. B nuuHon
mudonorum Hatypa ero coastop Sage npoucxogut ¢ BeHepbl, nnaHeTbl
nobBn 1 KpacoTkl, a caMm Hatyp pogom ¢ ConHua, ocBellatoLero Bce
BOKpYT.

KARAM NATOUR

Working like a Shaman, Natour uses his art as a tool to open energy paths
for the world and for the Arab society he comes from. He “co-creates” his
works with different entities channeled through his own physical body. His
new series of digital drawings, co-created with Sage, consists in three
astrological maps that blend together the artist’s spiritual, scientific and

artistic references, borrowed from Arab, European, and American cultures.

According to Karam'’s personal mythology, Sage comes from Venus, planet
of love and beauty, while Natour himself comes from the Sun, shedding
light on its surroundings.
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Kapam Hatyp Karam Natour Kapam Hatyp Karam Natour
ConHue Sun BeHepa Venus

2018 2018 2018 2018
Lincpposas nevatb Digital print Lincdpposas nevatb Digital print
@140 c™m @140 cm @140 cm @140 cm
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Kapam Hatyp

CarypH
2018

Lindposas nevatb

S O = <

@140 cm



66

Xunneno Poman

Ob6bemMHoe napocogepxaHue
2014

Bbymara, yronb

160 x 240 cm

Void Fraction

2014

Charcoal on paper
160 x 240 cm

XWINENb POMAH

OCHOBHbIM NCTOYHMKOM WM3006paxkeHun ona Xunnens PomaHa siBnsieT-
csa MHTepHeT. Ero «OkcnaHcus» ocHoBaHa Ha mnntocTtpauum 1970-x ro-
00B, B Menbyanlimx geTansx nsobpaxawwen KOCMUYECKYIO KOSTOHUIO
NASA: — ynuubl, CTPOEHMS], cafpl, OePEBbS BbIMIECKNBAOTCA U3 MMraHT-
CKOro pora — cumBosa n3obunms n cbitoctn. OcHoBon «O6beMHOro na-
pocofgepaHusi» bbina CoenaHHasi Yepesd 3MeKTPOHHbIM MUKpocKkon ¢o-
Torpaduvsi NOPUCTOro Marepuana, KoTopbli PENPE3eHTOBaH MPOCTO Kak
pacchbinaHHble yrnoBaTtble Kybbl. B aTnx OByx paboTax npocnexuBaeTcs
o6LLMIN MHTEPEC XYOOXHMKA K YTONMYECKON apXUTEKTYpPe U Hay4HOW dhaH-
TacTuKe, a TakXKe K MPOUCXOOSALLEN N3 HUX HANMPS>KEHHOW rpaHnLe Mexay
Hagexxaon n obmaHoM. PomaH BbIHOCUT 3a CKOOKM MaclTab 1 MponNcXox-
OeHne B3ATbIX U3 CETU N3006paKeHUn — OT KOCMUYECKOro OO MUKPOCKO-
NNYECKOro, OT PE3YNbTAaTOB Hay4YHbIX MCCNEeLOBaHU OO PeKnaMHbIX Ma-
Tepuanos — 1 TPaHCHOPMUPYET UX B CBOEN OeTaNlbHON MOHOXPOMHOM
MaHepe. Tak XygoXKHWK YMaoWwaeT TpaguuMOHHbIE MepapXxmm 3HaHUs
N NMepeOCMbICNSAET B3SATblIE M300paXKeHNs Yepes NpusMy JIEKCMKOHa cob-
CTBEHHOW M1 oNorMm NoCcTMoAepPHa, KoTopas nosiHa 3aypsagHon KpacoThbl
1 HecObIBLUNXCA obeLLaHnii.
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HILLEL ROMAN

Hillel Roman sources his images primarily from the internet: Expansion
is based on an illustration from 1970s of a NASA space colony designed
to its last detail, including streets, houses, gardens, and trees that spill
out of a huge cornucopia—symbol of abundance and nourishment. Void
Fraction is based on a shapshot of a porous material as seen through the
eye of an electron microscope, appearing as a simple mound of pointy
cubes. These two works illustrate Roman’s interest in utopian architecture
and science fiction alike, and in the tension between hope and deception
that they generate. Roman isolates online images from all scale and origin,
from the galaxical to the infinitesimal, from scientific research to advertising,
and subjects them to the same minutious monochromatic treatment. This
allows him to flatten out conventional hierarchies of knowledge and to
re-emblazon these images within the lexicon of his own mythology of the
postmodern era, full of underwhelming beauty and unrealized promises.

Xunneno Pomau

OkcnaHcusi
2015

Bbymara, yronb
160 x 260 cm

Expansion

2015

Charcoal on paper
160 x 260 cm




WErYOUT CACMOPTAC

Y>e Ha npoTskeHun MHorvx net Meryout CacnopTac perynsipHo oTrnpas-
nsetcsa Ha 6onota Ha cesepe 'epMaHUKM, NMYCTbIHHBIA NPUPOOHbLIA NaHa-
wadT, B 3HEPreTuKe KOTOPOro XyooXXHuMLUA YeprnaeT BOAoxHoBeHue. B ee
rnasax 6osioTa BonsoLwalT HenpopaboTaHHOe npolioe Npupoabl, 4a-
CTWUYHO OTOPOLLEHHOE, HE MHTEMPUPOBAHHOE B KY/bTYPY, HO BMECTE C TeM
N >XXKN3HEHHO Ba>KHbI UCTOYHNK BOCCTaHOBJ/IEHWS, LUMPOKO NMpencTaBeH-
HbI B KOIIEKTUBHOM Mdonorum nogcosHaHus. Muctannsaummn Cacnoptac
HepeaKo COCTONAT N3 MaTepuasnoB, HaOeHHbIX Ha 6010Te N BCTpanBaeMbIX
B 00LLYyt0 KaHBY €€ TBOpYECTBa. XOJICThI, rpaduka 1 MHCTaNNAUNN XyLoXK-
HULblI MOXHO OnucaTtb Kak «naHawadTbl Co3HaHUSA», yxoasiwme rinybokKo
B NOLCO3HATENbHOE U BbI3bIBaOLLME Y 3pUTENS BbICOKOMHTEHCUBHbIE CEH-
COPHbIE OLLYLLIEHNS.

YEHUDIT SASPORTAS

For many years now, Yehudit Sasportas has been regularly visiting
a swamp in the north of Germany; a desolate natural landscape which
powerful energy has kept inspiring her practice. To her, the swamp
embodies an unprocessed part of nature, partly rejected, which has not
undergone cultural integration; and on the other hand, it is a vital source
of life regeneration, figuring prominently in our collective unconscious
myths. She often collects pieces of material from the swamp, brings them
back to her studio and arranges them into installations that feed into her
work. Sasportas’ paintings, drawings and installations are thus “mental
landscapes” which delve deep into subconscious territories and offer the
viewer an intense sensory experience.
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Heryaut Cacnoprac

O6pbiBKM OTCYTCTBUSI — OTredyaTku |
2017

Lindposas neyats, Tupax 1/3

135 cm

[MpenocTaBneHo ranepeen COBPEMEHHOIO
nckycctea Commep, Tenb-AsnB

Yehudit Sasportas

Rifts of Absence— Traces No. |

2017

Print 1/3

@135¢cm

Courtesy Sommer Contemporary Art,
Tel Aviv

Heryout Cacnoprac

O6pebiBku oTcyTCTBUS — OTreqdaTku Il
2017

Lindposas neyats, Tupax 1/3

@135 cm

[MpenocTaBneHo ranepeen COBPEMEHHOIO
nckycctea Commep, Tenb-AsmB

Yehudit Sasportas

Rifts of Absence— Traces No. Il

2017

Print 1/3

@ 135cm

Courtesy Sommer Contemporary Art,
Tel Aviv
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Heryaut Cacnoprac

O6psbiBkn oTcyTCcTBUST — oTriedatku Il
2017

Lindposas neyats, Tupax 1/3

135 cm

[MpenocTaBneHo ranepeen COBPEMEHHOIO
nckycctea Commep, Tenb-AsmB

Yehudit Sasportas

Rifts of Absence— Traces No. IlI

2017

Print 1/3

@135¢cm

Courtesy Sommer Contemporary Art,
Tel Aviv

Heryout Cacnoprac

3epkasio 3aragok. Ountux

2008

Bymara, mapkep

200 x 150 c™m (kaxkabin)

[MpenocTaBneHo ranepeen COBPEMEHHOIO
nckycctea Commep, Tenb-AsmB

Yehudit Sasportas

The Mirror of Enigmas, Dyptich

2008

Marker on paper

200 x 150 cm (each)

Courtesy Sommer Contemporary Art,
Tel Aviv

75






78

Hup Xon

Houb, korga bl yLuna

2012

Macno, nepeBo, TEMHO-Cepoe 3epKaJo,
3oM0Tas pama

29 x 39 cm

YacTHaa konnekuus, benerus
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Nir Hod

The Night You Left

2012

Qil paint on dark gray mirror mounted
on wood with metal gold frame

29 x 39 cm

Private collection, Belgium

HUP X044

«Houb, korga Tbl ywna» COCTOMT U3 Habopa LBETHbIX 3epKas, Ha KOTo-
PbIX LEeneTuibHO HaHECEH PUCYHOK B BUOEe O0POXeK 6enoro nopoLuka.
MNpounsBeneHne PUKCMPYET yS3BMMOE COCTOSIHNE SMOLIMOHAIbHOWN B3BUH-
YEHHOCTWN, KOTOPOE HacTynaeT Mocsfie HannbiBa raybokon nevann, 0cos-
HaHWs MOMEHTa OAMHOYEeCTBa NOCPEAN MNaMypHOro KnyoHOro aHTypaxa.
OTpaxkeHne 3putens B 3epkanax CNy>XUT MUMOJSIETHbIM HarOMUHaHNEM
06 yHuBepcanbHOCTN NtobBK, yTpaTbl 1 6onn. B camy noBepxHoCTb pabo-
Thbl BMIOXKEHO CMYyTHOe ObeLlaHne katapcuca, 6nyxxgarollee Mexay OanHo-
KMM CTOJIKHOBEHWEM 3PUTENSA CO CBOUM e 06pa3om 1 MeTadopuyecku
NpeAcTaBfeHHbIM MOMEHTOM 3cKanunama.

NIR HOD

The Night You Left consists in a series of colored mirrors on which lines
of white powder have been delicately painted. It captures the vulnerable
point of heightened emotional state that follows a heartbreak, when the
club scene’s glamour has morphed into an intimate moment of loneliness.
Bounced back by the light, the visitor’s reflection in the mirror operates
as a fleeting reminder of the universality of love, lost, and pain. The promise
of catharsis is ambiguously embedded within the work’s very surface,
swinging between the viewers’ lonely confrontation with their self-image,
and the escapist moment that is metaphorically offered to them.
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Omep Leirsac

KyseH VT

2017

CwmeluaHHas TexHuKa

BbicoTa: 120 cm, @ 40 cm

[Mpu nopgaepxxke LLIkonbl nckyccTea
1 KybTypbl Bercuc

© Bepa Bnagummpckas (poTo)

Omer Sheizaf

Cousin Itt

2017

Mixed media

H: 120 cm, @ 40 cm

With the generous support

of the Basis School for Art and Culture
© Vera Vladimirsky (photo)

OMEP LUEU3AD

CoueTtas HaBbIKM XYOOXXHWKA, CBETOpexXuccepa n My3blkaHta, Omep Len-
3ad co3gaeT noaBeLleHHble CKYMbMATYpbl, HaXxogswmecs B NOCTOSSHHOM
KonebaHnn Mexny OObeKTHOCTbIO U CyObekTHOCThH. Ero «KyseH UTT»
OLHOBPEMEHHO BbICTYMaeT M YCTPONCTBOM [AJIS1 OCBELLEHUSI NTECTHUYHO-
ro nogbema C NepBOro Ha BTOPOM 3TaXK BbICTaBKM, W NOACMYOHO Yyrpo-
>KaroLmm, noayopPOMIEHHBIM CYLLIECTBOM, Pa30M MOXOXMM Ha MOPCKYHO
Meny3y, Ha OUCKO-LIap 1 cBepKarwLyto rosiosy Menysbl, KoTopas naput
BBEPX U BHWU3 Hapf, NECTHULEN, NOOYNHASCb COOCTBEHHOMY BHYTPEHHEMY
puUTMy.

OMER SHEIZAF

Combining his skills as an artist, a lighting designer and a musician, Omer
Sheizaf’'s suspended sculpture is constantly oscillating between object
and subject positions: a tool to lighten the staircase and connecting the
upper floor to the lower floor of the exhibition, Cousin Itt doubles as a half-
threatening, half-slapstick creature reminiscent of a jellyfish, a disco light
and a blazing Medusa head combined, floating up and down the staircase
to its own inner rhythm.

81



¢ LN

- e -

I /

3CTEP LLIHAUAEP

MHorue n3 nHctannsaumn LLHangep ncnonHeHbl B Matepuanax, Kotopble
TPaANUMOHHO CUYMTAOTCS >KEHCTBEHHbIMW W CTpaHHbIM Obpa3omM npu-
CYTCTBYIOT 1 B OOMALLUHEM, U B PEUTMO3HOM, N B 3POTUYECKOM MUpaXx:
yKpalleHHble 6aXpOMON LUTOPbI, WBENHbIE HUTW, aT/lacHble NEHTbI, NCKYC-
CTBEHHbIE BOIOCHI, NaBMANHbY Nepbsl. XyAOXKHMLA NCNONb3YeT WabnoHHble
XOO0Bble OPHaMEHTbI, NPeaHasHaYeHHbIe ON15 YKpaweHns ogexapl N Me-
6env, n NMWaeT ux naHavasbHon yHKUMK, Byab TO MPUKPLITL 3anpeT-
HYHO AN rNas KoXy, pasgenntb coumanbHoe NPOCTPaHCTBO UK YKPacuTb
napoxeT (3aHaBec, NokpbiBaroLLM CrUHAroranbHbI KOBYET, rOe XpaHATCs
cBuUTKM Topbl). B pykax XyaoXKHWLUbl 3T Matepuarbl, ONPSATHO OpPraHn3o-
BaHHble B reoMeTpunyeckne hopMbl Ha CTEHE, YTPaunBaroT COOCTBEHHbIN
ronoc. Kpome cnyyas, korga, Kak MOXHO [orafatbCsi U3 NOsTyCePbe3HOr0
Ha3BaHus paboTbl «CynpemaTnyeckasa CcTeHa», UX npegHasHayveHne n co-
Aep>xaHne cybnmMmmnpyroTcs B «4MCTyro hopMy», rae, CornacHo onpepene-
Huto Kasnmupa Manesuya, «UBET eCcTb CBET». DopmMmpyemasi Takmm 06-
pa3oM CTPYKTYpHasi KOMNO3uULMsi MOBTOPSIET ovepTaHus Viepycanmmckoro
Xpama, OT KOToporo octanacb auwbe 3anagHas CteHa, nnm CteHa lNMnayva.
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ESTER SCHNEIDER

Many of Schneider’s installations are constructed using materials that are
traditionally regarded as feminine and bizarrely shared by the domestic,
the religious and the erotic worlds alike: fringed curtains, threads, satin
ribbons, artificial hair, peacock feathers. Schneider takes those mass-
produced ornaments meant to embellish people and furniture and strips
them of their original function: whether intended to hide forbidden skin,
to divide a social space, or to decorate a “parochet” (the curtain that covers
the holy Torah ark at the synagogue), her materials become mute once
they are neatly organized into geometric shapes against the wall’s surface.
Unless, as suggested by the work’s tongue-in-cheek title Suprematist Wall,
their purpose and contents are sublimated into a “pure form” in which
“colour is light,” as per Kazimir Malevich’s definition. The emerging structural
composition follows the line of the Jewish temple, from which only the outer
Western Wall survived.

dcrep Wnanpgep Ester Schneider

CynpemaTtunyeckasi CTeHa Suprematist Wall

2013-2014 2013-2014

[[apAVHbl, HUTKK, UCKYCCTBEHHbIE BOJIOCHI, Curtains, strings, artificial hair, fringes,
Baxpoma, OepeBsIHHbIE paMbl, aT/lacHble wooden frames, satin ribbons, peacock
JIeHTbI, NaBANHLY NEePbS feathers

250 x 250 cm 250 x 250 cm
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ABHEP BEH-TAJI

(1966, ALIKENOH)

BbinyckHMK Akagemuun XyooXKecTB U NpuknagHoro nckyccresa beuanenb
(Mepycanum). N3bpaHHble NepcoHasnbHble BbICTaBKU: Tenb-ABUBCKUA XY-
OO>XECTBEHHbIN My3el, My3ein coBpeMeHHOro UckyccTBa, bazenb, Xygo-
XXecTBeHHbIN My3en AcneHa, Konopago, ranepes Sadie Coles HQ, JloH-
[oH, ranepest Bortolami, Hbto-Mopk, CFA Gallery, BepnnH, Givon Gallery,
Tenb-ABKMB. Y4yacTHUK psga rpynnoBbiX BbICTaBOK, BKodasi BeHeuunaH-
cKyto brueHHane 2003 roga. >KueeT 1 paboTtaeT B Tenb-ABUBE.

AVNER BEN-GAL

(1966, Ashkelon)

Avner Ben-Gal studied at the Bezalel Academy of Arts and Design
(Jerusalem). Ben-Gal had solo shows at the Tel Aviv Museum of Art;
Museum fir Gegenwartskunst, Basel; the Aspen Art Museum, Colorado;
Sadie Coles HQ London; Bortolami Gallery, New York; CFA Gallery, Berlin;
Givon Gallery in Tel Aviv, and more. He participated in various group shows
including at the Venice Biennale in 2003. Lives and works in Tel Aviv.
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3UTAH BEH MOLLE

(1971, Xaiicpa)

BbinyckHMK Akagemun XyOoo>KecTB U NpukagHoro nckyccrtesa beuanens
(Mepycanum). MNpenopgaet B OTOENeHMM U3BSILWLHbBIX UCKYCCTB AKagemum
Beuanenb n B Konnepxxe LLleHkap. YyacTBoBan B psiie€ BbICTaBOK Ha Ta-
KNX nnowagkax, Kak Tenb-ABUBCKUA XYOOXECTBEHHbIN My3ein, Xyaoxke-
CTBeHHas ranepes npu Tenb-ABUBCKOM YHUBepcuteTe, [anepesa Akage-
Mun Beuanenb, Ctambynbckas 6ueHHane n BeHeunaHckas OGueHHane.
B 2012 rogy ygocToeH Harpagbl MuHucTepcTBa 06pasoBaHns N KynbTypbl
Napaunns. XXveeT n pabotaet B Tenb-ABuBe.

EITAN BEN MOSHE

(1971, Haifa)

Eitan Ben Moshe graduated from the Bezalel Academy of Arts and Design
(Jerusalem). He teaches at the Department of Fine Arts at Bezalel Academy
and Shenkar College in Ramat-Gan. His work has been shown in numerous
exhibitions such as the Tel Aviv Museum of Art; Tel Aviv University Art
Gallery; Bezalel Academy Gallery; the Istanbul Biennale and the Venice
Biennale. In 2012, Ben Moshe was awarded The Israeli Ministry of Education
and Culture prize. Lives and works in Tel Aviv.

bEH BALLJIEP

(1982, CLUA)

Bobipoc B CLUA n ummurpuposan B I3pawnb nocne nosy4yeHnst CTeneHn ma-
rMCTpa No HanpaefIeHUIO CKYbNTypa B KOponeBCcKOM Konneaxe NCKYCCTB
JlonpoHa. LLnpoko BbICTaBnancs no BCEMy MUpy, B TOM YACHE B ranepee
Drawing Room, Hbto-Mopk, 1 Hayward Gallery, JlonaoH. B 2012 rogy noy-
uun Harpagy «Monogon ckynbnTop» hoHaa Kenneth Armitage Foundation.
)Kuneet n paboTtaet B Tenb-ABuBe.

BEN WADLER

(1982, USA)

Ben Wadler grew up in the United States and immigrated to Israel after
he earned his MFA in sculpture from the Royal College of Art, London.
Wadler has exhibited widely internationally including at the Drawing Room
in New York and the Hayward Gallery in London. In 2012 he was selected
for the Young Sculptor Award by the Kenneth Armitage Foundation. Lives
and works in Tel Aviv.
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TCUBW N'EBA

(1951, JitH-LLiemep)

Tenbu NeBa — OanMH N3 KPYNHENLWNX XyOOXHUKOB 3pauns. LLInpoko Bbi-
cTaBngeTcs no Bcemy mupy ¢ 1979 roga. 136paHHble nepcoHasnbHble Bbl-
ctaBku: Mysen Vspanns, Vepycanum (1984), MIHCTUTYT COBPEMEHHOIO UC-
KyccTBa, bocToH (1985), Tenb-ABUBCKMIA XyO0>XKeCTBEHHbI My3en (1988),
Xandckum xygoxxecTBeHHbIN My3en, Xanda (2003), Tenb-ABUBCKUI My3€en
(2008), LUeHTp uckyccts KatueHa npun my3ee AMEPUKAHCKOro yHMUBEPCU-
TeTa, BawwnHrtoH (2013), Mysen MACRO Testaccio, Pum (2014), My3en
coBpeMeHHoro uckycctea Moénchenhaus, Nocnap (2015), Vspannbckum
naBubOH Ha 56-11 BeHeumaHckon 6ueHHane (2015). XKuneet n paboTtaet
B Tenb-Asuse 1 Huto-Mopke.

TSIBI GEVA

(1951, Ein Shemer)

Tsibi Geva is one of Israel’s most prominent artists. Since 1979 he has
exhibited extensively worldwide. Solo exhibitions include the Israel Museum,
Jerusalem (1984); Institute of Contemporary Art, Boston (1985); Tel Aviv
Museum (1988); Haifa Museum, Haifa (2003); Tel Aviv Museum (2008);
The American University Museum at the Katzen Arts Center, Washington,
DC (2013); MACRO Testaccio, Rome (2014); Mdnchenhaus—Museum
of Modern Art, Goslar (2015); and the Israeli Pavilion at the 56" Venice
Biennale (2015). Lives and works in Tel Aviv and New York.

A0P I'E3

(1981, Uepycanum)

XyOo>XXHUK 1 nccnenoBaTeflb CMELaHHOro XpUCTUAHCKO-NaneCTUHCKOro
N NyOencKo-Typeukoro npoucxoxgeHusi. B csoem TBOpuyecTBe €3 uc-
cnegyeT NPOLWIoe B MIOCKOCTSAX JINYHbIX BOCMOMUHAHUA U OULManbHON
NCTOPWN, BCKPbIBash HENM3BECTHbIE Npexae ctoxeTbl. [Mposen 6onee Tpu-
AuaTtn nepcoHanbHbIX BbICTABOK MO BCEMY MUPY, B TOM yucne B VIHCTUTyTe
COBPEMEHHOI0 UcKyccTBa, JIOHOOoH, VIHCTUTYTe COBpPEMEHHOIO NCKYCCTBa
KW, BepnuH, Tenb-ABUBCKOM XyLOOXECTBEHHOM My3ee. YYacTHUK psiga
MEXOyHapOOHbIX BbICTaBOK M GueHHane, Bktoyas CtambynbCKyto GreH-
Hane, bepnuHckyto bueHHane, Toknnckum geoped, Mapux, Mysen MAXXI,
Pum. XKuseT n pabotaet B Tenb-AsuBe.

DOR GUEZ

(1981, Jerusalem)

Dor Guez is an artist and scholar of Christian Palestinian and Jewish Tunisian
origins. His artistic practice interrogates personal and official accounts
of the past while revealing histories that were previously absent. Guez’s
work has been the subject of over thirty solo exhibitions worldwide including
at the ICA in London, KW Institute for Contemporary Art in Berlin, and the
Tel Aviv Museum of Art. It has been included in numerous international
exhibitions and biennials such as the Istanbul Biennial; the Berlin Biennial;
the Palais de Tokyo in Paris and the MAXXI Museum in Rome. Lives and
works in Tel Aviv.
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KEPEH UEAJIA-TOJIAH

(1974, Puwon-Jie-Linon)

3aHumaeTcs Bupeo, doTtorpaduen n nepdopmMaHcoM. TBOPYECTBO Xy-
OOXXHWUBI 3aTparnBaeT BOMPOCHI reHAepa, XXEHCTBEHHOCTU U PUTYyasioB
B KOHTEKCTE KOHKPETHbIX MECT M anbTePHATUBHbLIX COCTOSIHUI CO3HAHWSI.
OkoHunna Mmarucrtepckyto nporpammy Lkonbl n3obpas3utenbHbIX UC-
KYyCCTB, HbI-O—|7|OpK, B 2004 rony. BeicTaBnsinacb ¢ nepcoHanbHbIMU 3KC-
nosvumnamun B HaHeder Gallery, Tenb-ABMBCKOM OOME XyOoXHUKa, My3aee
AHko Oapa, OnH-Xoa. YyacTHMua rpynnoBbiX BbICTABOK Ha U3PansibCKNX
N MeXOyHapoOHbIX MioLwaakax, Bkatovas VIHCTUTYT COBPEMEHHOIO NCKYC-
ctBa KW n BeHeupaHckyto brueHHane. XKuset n paboTaeT B V3paune.

KEREN YEALA-GOLAN

(1974, Rishon LeZion)

Keren Yeala-Golan is a video, photography and performance artist. Her work
deals with gender, femininity, and rituals in relation to sites and alternative
states of consciousness. She received her MFA in 2004 from the School
of Visual Arts in New York and had solo exhibitions at HaHeder Gallery, the
Artist House in Tel Aviv, and the Janco Dada Museum in Ein-Hod. She has
participated in group exhibitions in Israel and abroad such as at the KW
Institute for Contemporary Art in Berlin and the Venice Biennale. She lives
and works in Israel.

OAHWUIN KUK3AJEC

(1980, Hoto-xepcu)

XyOOXHUK 1 My3blKaHT. OKOH4YMN GakanaBpcKyto nporpammy Akagemuu
XyOOXecTB U npuknagHoro nckyccrtea beuanens 8 2011 rogy. YyacTHuK
rPynnoBbIX U NepCcoHanbHbIX BbicTaBok B Art Basel Miami, Manamu, My3ee
Pokdennepa, Vepycanum, Xandckom xyao>KecTBeHHOM My3ee, Xanda,
Tamtam Art Gallery, bepnvH, ranepee Kav 16, Tenb-AsuB, My3ee XoH-Ia,
Tanban, ranepee Yaffo 23, Viepycanum, V3pannbckom LeHTpe undpoBoro
NCKyccTBa, XoNnoH. XKueeT n pabotaeT B Viepycanume.

DANIEL KICZALES

(1980, New Jersey)

Daniel Kiczales is an artist and musician. He received his BFA from the
Bezalel Academy of Arts and Design in 2011. He has had solo and group
shows at Art Basel Miami, Miami; Rockefeller Museum, Jerusalem; Haifa
Museum; Tamtam Art Gallery, Berlin; Kav 16, Tel Aviv; Hong-Gah Museum,
Taipei; Yaffo 23, Jerusalem, and the Israeli Center for Digital Art in Holon.
Lives and works in Jerusalem.
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KAPAM HATYP

(1992, Hazaper)

MynbTUANCUNNANHAPHBIN XYOOXKHUK; NOoAyyYnn 6akanaBpCKylo M marun-
CTEPCKYIO CTeneHb B AKagemMun XyOo>KeCTB U NPUKIaAHOro UCKycCTBa
beuanenb. Uundposble oTnevaTtkn n Bugeo Hatypa BbICTaBnAsS/INCb B My-
3edx N Ha gecTmBansx Nno Bcemy Mupy, Bktodas Tenb-ABUBCKUIA XyOo-
XECTBeHHbI My3ell, Myael coBpeMeHHOro nckycctsa, Huto-Mopk, Mex-
AyHapoLOHbIN KNHOMECTMBaIb KOPOTKOMETPaXKHOro KnHo B ObepxayseHe.
TBOPYECTBO XyOOXXHMKA UCCneayeT BOMNPOChl MOEHTUYHOCTU, €e CBOWCTB,
ee TeKy4ylo M3MEH4YMBOCTb, €€ HacaxAeHne nocpencTBoOM MexXaHU3MOB
counyma, KynbTypbl, reorpadum, rpaxgaHcTea n nctopun. XXnset n pa-
6oTaeT B Tenb-ABuBe.

KARAM NATOUR

(1992, Nazareth)

Karam Natour is a multidisciplinary artist. He earned his BFA and MFA from
the Bezalel Academy of Art and Design. His digital drawings and video
works have been shown at museums and festivals worldwide, including
the Tel Aviv Museum of Art, the Museum of Modern Art in New York and
the Oberhausen Short Film Festival. Natour’s work deals with identity, its
characteristics, its fluidity, and the way it is imposed by society, culture,
geography, nationality, and history. Lives and works in Tel Aviv.

XWINENb POMAH

(1975, Jloc-Anxenec)

OkoHunn @axkynbTeT MNO33UN U CPABHUTENBHOIO JSMTEpPaTypOBeneHMS
Tenb-ABMBCKOrO yHMBepcuTeTa, LLIkony mnckyccts Xamngpaisa B Tenb-Asu-
Be, [ongcMmuTckmin konnep)k B JloHOooHe. 3agelcTByS LUMPOKUI CNEKTP
TEXHUK, BKoYas rpaduky, >XMBOMUCb, CKYbMTYpPY, rPaBlopy M BUAEO,
XYOOXHVK pasMbIlLNSEeT O NPUCYLLLEM 3Moxe NOCTMOAEPHM3Ma pas3pbiBe
MeXAY KOHKPETHbIM U MeTadopudecknM, 6aHanbHbiM 1N YyTOMUYECKUM.
Cpeon n3bpaHHbIX BbICTaBOK MepcoHasnbHble akcnoauumn B Dvir Gallery
1 Tenb-ABMBCKOM LIEHTPE COBPEMEHHOIO WCKYCCTBa. Y4YaCTHUK MHO-
>KeCcTBa rpynnoBbIX BbICTaBOK, BKtoYas BbicTaBky B Stadtische Galerie
Bremen, "'epmaHus, Galeria BWA Zielona-Gora, MNonblia, Tens-ABMBCKOM
XYOO>XKECTBEHHOM My3ee, a TakXe Ha TpeTben nepycanmmckomn neHHane
rpacduku, Nspannb. XXnset n paboTaeT B Tenb-ABuBe.

HILLEL ROMAN

(1975, Los Angeles)

Hillel Roman graduated from the Poetics and Comparative Literature
department of Tel Aviv University, from HaMidrasha Art School in Tel Aviv,
and from Goldsmiths College in London. Roman uses a wide range
of techniques such as drawing, painting, sculpture, etching and video
to reflect on the chiasm between the concrete and the metaphorical,
the banal and the utopian in our postmodern era. Amongst other venues,
Roman had solo shows at Dvir Gallery and at the Center for Contemporary
Art, Tel Aviv. He participated in many group exhibitions including
at Stadtische Galerie Bremen, Germany; Galeria BWA Zielona-Gora,
Poland; the Tel Aviv Museum of Art, and The Third Jerusalem Drawing
Biennial, Israel. Lives and works in Tel Aviv.
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WEFYOUT CACIMOPTAC

(1969, Awpon)

OkoHuunna Akagemunio XyooXXecTB U NPUKIagHoOro nckycctea beuanenb
B 1999 rogy. Cant-cneumdurk NHCTaNISaUUM XyOOXKHULbBI B BUOE CKY/b-
NTyp, PUCYHKOB, BUAEO N aKyCTUYECKMX paboT nccnenyoT Noaco3HaTesb-
HOE 1 TPEOYIOT BbICOKOHAMPSXXKEHHOr0 CEHCOPHOro Bocnpuatuda. B 2007
rony npencraesnsna Mspannb Ha BeHeunaHckon GueHHane; 3a nocnegHee
OecaTuneTie nposena 6onee OeCATU MeXOYHapPOOHbIX MepCOoHaNbHbIX
BbICTABOK Ha Takmx nnowiankax, kak Kunsthalle Basel, basenb, Xynoxe-
cTBeHHbIn My3en bepknn, CaH-PpaHuucko, Kunstverein Braunschweig,
BpayHwsenr, DA2 Domus Artium, CanamaHka, Mysen W3panns, Nepyca-
M. XKueet n paboTtaet B bepnvHe n Tenb-AsuBe.

YEHUDIT SASPORTAS

(1969, Ashdod)

Yehudit Sasportas graduated from the Bezalel Academy of Arts and Design
in 1999. Her site-specific installations, which include sculptures, drawings,
video and sound works, delve into subconscious territories and call for
an intense sensory experience. Sasportas represented Israel in the 2007
Venice Bienniale, and has presented more than ten international solo
exhibitions during the last decade, in venues such as The Kunsthalle Basel,
The Berkeley Museum of Art, San Francisco, The Kunstverein Braunschweig,
DA2 Domus Artium, Salamanca, and The Israel Museum, Jerusalem. Lives
and works in Berlin and Tel Aviv.

HUP X044

(1970, Tenb-ABuB)

13BecTeH cBOMMU rMNeppeanmcTUYECKMMM X0NcTamMm, B KOTOPbIX XYA0X-
HUK nccnegyeT UKoHnyeckne obpasbl, KBUP-3CTETUKY, HAPLNCCU3M U NO-
HUMaHNEe ayTeHTUYHOCTU. OKOHUMN AKageMunio XyOoXKeCcTB U NpUKIagHo-
ro uckycctea beuanens (Mepycanum) n LLkony nckyccts Kynep KOHMOH
(Huto-Mopk). V36paHHble nepcoHanbHble BbicTaBkU: Tenb-ABUBCKUI XyO0-
XecTBeHHbI My3el, Rosenfeld Gallery, Tenb-ABuB, Paul Kasmin Gallery
n Jack Shainman Gallery, Hbto-Mopk, Michael Fuchs Gallery, BepnuH. >KuseT
1 pabotaeT B Hbto-Mopke.

NIR HOD

(1970, Tel Aviv)

Nir Hod is known for his hyperrealist paintings investigating iconic imagery,
queer aesthetics, narcissism and notions of authenticity. He studied at the
Bezalel Academy of Arts and Design in Jerusalem and the Cooper Union
School of Art in New York. Selected solo exhibitions include the Tel Aviv Art
Museum and Rosenfeld Gallery in Tel Aviv, Paul Kasmin Gallery and Jack
Shainman Gallery in New York, and Michael Fuchs Gallery in Berlin. Lives
and works in New York.
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OMEP LUEW3AD

(1982, U3paunnb)

XyOo>XXHUK, cBeTopexmccep, My3blkaHT. OkoHUYun Tenb-ABUBCKUIA YHUBEP-
CUTET MO cneunanbHOCTU nnTepatypa n punocodusi. Y4acTHUK COBMECT-
HbIX MPOEKTOB C 3apybe>XHbIMU XYAO0>XKHUKaMW, TeaTpasibHbIMU Tpynnamm
1 TaHUeBasbHbIMN aHcambnsamu, B Tom dncne LA Dance Project, Bat Sheva
Dance Company, Acmun Mopaep, Vipvc Opes, Mocen Bepr n Open, Mpad,
Pon Accad, VpaH Lapabun, Pud KosH, n T.0. YneH Tenb-aBUBCKOW aH-
peprpayHg rpynnel Rutsi Buba, npuHumMaswen yyactme B My3blKalbHbIX
npoekTax B VI3apanne n gpyrmnx ctpaHax. >)Kuset n pabotaet B Tenb-ABuBe.

OMER SHEIZAF

(1982, Israel)

Omer Sheizaf is an artist, lighting designer and musician. He was born
in 1982 and graduated from Tel Aviv University in literature and philosophy.
He has collaborated with international artists, theatre and dance groups
such as LA Dance Project, Bat Sheva Dance Company, Yasmeen Godder,
Iris Erez, Yossi Berg and Oded Graf, Roy Assaf, Idan Sharabi, Rif Cohen,
and more. He performs in the Tel Aviv underground music scene with his
band “Rutsi Buba”, and has participated in musical projects in Israel and
abroad. Lives and works in Tel Aviv.

3CTEP LLIHAWAEP

(1978, Mocksa)

Omurpuposana B Mapannb ¢ cemben B 1979 rogy. Yumnacb B eBPENCKMX
PenNUrMo3HbIX WKoax; nonyynna 6akanaBpCKyo 1 MarMCTEPCKYHO CTeNeHb
B AKagemMumm XyaoxXecTB 1 NpuknagHoro nckyccrea beuanens. B nonotHax
N VHCTaNNAUMSAX XyAOXXHMLUbI MHOXXECTBO KYNbTYPHbIX OUCKYPCOB Crifie-
TalTCH B HEKYIO MOMUTUKY UHKIO3UBHOCTUW, BOOXHOB/IEHHYIO €BPENCKNM
MUCTULN3MOM, NEPCUACKUMN MUHMATIOpaMmn, NCKycCcTBOM BusaHtun, pyc-
CKUM MOLEPHU3MOM U U3PanIbCKON >XUBOMUCHID. YyacTHMLUA BbiCTaBOK
B ranepesix Yaffo 23 u Art Cube B Vlepycanume, Inga Gallery, Contemporary
by Golconda Gallery n Xygo>xectseHHOM ranepee npu YHMBEPCUTETE NMe-
Hu eHn LLpanbep B Tenb-ABuBe, npocTtpaHcTBe Hangar Bicocca B Muna-
He 1 T.0. >)KuBeT n paboTtaeT B Tenb-ABUBE.

ESTER SCHNEIDER

(1978, Moscow)

Ester Schneider immigrated to Israel with her family in 1979 and studied
in religious jewish schools before earning a BFA and MFA from the Bezalel
Academy of Art and Design. Her paintings and installations interweave
multiple cultural discourses into a politics of inclusion, drawing inspiration
from Jewish mysticism, Persian miniatures, Byzantine art, Russian Moder-
nism and Israeli painting. She participated in exhibitions at Yaffo 23 and the
Art Cube in Jerusalem; Inga Gallery, Contemporary by Golconda Gallery
and The Genia Schreiber University Art Gallery in Tel Aviv; Hangar Bicocca
in Milan, and more. She lives and works in Tel Aviv.
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