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Shira Zelwer, Devil's lvy, 2018, wire and wire Goni Harlap, Funnel Chart, 2013

mesh, epoxy, wax, and acrylic paint, 124x50x35 Clear resin and rubber, 100x70x20
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Haimi Fenichel, Puddle, 2009, hollow mud casting, 15x30x12

JOMDWN JPITI 2IPMAX AW NIPYN X 5w Mwdna nynynn Mmna 1wy
mHa W .0PMIMIK DPRAM NTHNN NP A0 IR L15WA DMK Nnpnn
nYh ANwn TYO gMmwnn OX APYnn L NYYYYn PRI DR DX oMby
501K TN

,0NPD wnnnni ,NYAn RIN A1pna nv/onnkd oamwnn 0onn Tnx
1215 103 MMaYb 12PN DDIAW NLRW ;MMAYd nanni A poma o
TUMA L,DIPINPN TN ¥ 0P9RIAND NHA DMmINA YW LMy 10 nnn
MOXWA WY 09 117152 qWIN 0NN DIANT M PPN Dan YIIM 1070 NNIK
.01 PAR S Pavd orra oIXRa 01pn Sy ,na1n Sy nrnnan mnooin by

.615-613 My ,(2012 533 :ax 5n) MarYan Sw o 1w M Y mT 1

TINWN TN QM 70 7V 77777 ,2019-2017 ,U1AVa1 1119 ilT 'A'Y
Tzipi Zohar, Memory and Longing, 2017-2019, acrylic on papier-maché, variable dimensions
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Daphna Alon, Snow, 2016, gouache on honeycomb paper covered with epoxy varnish, 100x130
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The works of Goni Harlap and Tzipi Zohar illustrate a tension between
man and nature, between the wild and the domesticated. The works emphasize
the gap between what we expect and what we experience, obscuring the line
between natural and artificial. This begs the question: Does it even matter?

Harlap's installation, created especially for this exhibition, is made of
tree branches extending from the wall, on which plastic funnels blossom.
This muddies our preexisting notions between what came from nature
and what is man-made from natural materials. Positioned opposite the
installation are charts of flower-like funnels, organized as customary in
taxonomy and the natural sciences. These represent man's will to tame,
classify, and maybe even control the wildness of nature. According to
Harlap, plastic was made to replace other materials, and here she takes that
idea one step further and converts nature itself.

In some of the works, the human need to catalogue and regulate
extends beyond nature to people and cultures, as in Zohar's installation,
which is assembled from a collection of African masks in the tribal art
style. Tribalism is perceived as part of a wild lifestyle, but these masks did
not originate in Africa. They are made of papier-maché, and were created
by a western artist. Zohar wonders whether it even matters if these masks
are "authentic" and African.

Shira Zelwer presents familiar objects, such as a tapestry, once a
European household staple, or a hanging plant; in her case, however, they
are all made of wax. The choice of material inspires a sense of dread: the
fear that the object might melt and turn into an unidentified lump, and this
threat alienates the familiar. The richly ornamented golden frame, at first
thought to be sturdy and firm, now appears fragile and brittle. This sense
of uncanny is enhanced when observing the plants. Despite their realistic
appearance, they are odorless and motionless, characterized by the stillness
of death, and the wax from which they are made echoes human vulnerability.

Daphna Alon oscillates between high and low art, between prestigious
and simple materials. She combines honeycomb paper, used as a surface for
transferring goods, gouache paint, and recycled wood, with epoxy varnish,

which creates the illusion of stained glass. The warmth and roughness of

Shira Zelwer, Tapestry, 2009, MDF panel, wax and acrylic paint, 130x130
130x130 77X VaX1 Myw ,MDF N17 ,2009 17212 Q1177 My

the honeycomb paper are contrasted with the varnish's vibrancy and shine.
Alon's work is rich in humor and plays with our perceptions. She paints a
family portrait of an African tribe, situating it in the snow, adding a padded
armchair and stylish boots. These unexpected combinations spawn an
amusing scene that presents shared features alongside differences, creating
universal hybrids of sorts.

One attribute common to the participating artists is the desire, which
sometimes materializes, for a reciprocal relationship between the viewer
and the work; the wish that viewers will physically approach the works
and try to wrap their heads around what they are made of. The use of
unconventional materials creates an illusion that draws us in, requiring a
profound and contemplative gaze. This closer look opens up a rich world,
full of questions regarding social norms and culture, humanity's place in

nature and life's fleeting transience.

1 David Gurevitz and Dan Arav, Encyclopedia of Ideas (Tel Aviv: Babel, 2012),
pp. 613-615 [Hebrew].
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even try to touch it, namely—activate yet other sense to decipher reality. The
third is the conceptual level: the ideas behind the work's form and materials,
the themes it addresses, and the message it conveys. A dialogue is thus set in
motion between the work and the viewer, between different world views and
values, and, perhaps, we might even learn something about ourselves, much
like a costume that can sometimes set our "true" self free.

Edith Fischer-Katz and Haimi Fenichel's works use imagery from
seemingly contrasting fields: work boots and boards, associated with
physical labor, which is identified with the masculine, versus a hand-knitted
doll associated with the feminine. By masquerading as other materials,
they challenge us to question social constructs and reexamine our basic
assumptions. In actuality, the knitted doll is made of sturdy polymer clay,
while the shoes are made of hollow mud casting, and the planks are made
of sand—fragile, perishable substances. Together they blur the dichotomy
between masculine and feminine, pointing at human complexity. Fischer-
Katz focuses on the need to look normative, "like everybody else," but despite
the conventional appearance, there is more than meets the eye beneath the
surface. Behind the Iris we are confronted with a dynamic relationship on
the wall, hinting at its complexities, whereas in Leak, the signs of the wall's

rot and wear, which cannot be covered, burst through the elegant wallpaper.

Haimi Fenichel, Boards, 2013, hollow sand casting, 50/60/70x10x2.5
50/60/70x10x2.5 ,i1717N 71N Tj7'X" ;2013 ,@*W1{7 7010 NN

Goni Harlap, Funnel Chart, 2013, clear resin and rubber, 100x70x20
100x70x20 ,'N121 N1j7¥ 1Y ,2013 ,0"2AWAN N17 2”770 1)
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Mysterious Matters

Yahel Sachs

The exhibition brings together six artists, five women and one man, who
work in diverse materials. As befitting the month of its opening, when
the Jewish festival of Purim is celebrated, all of the works share a similar
trait. They are not what they appear to be at first sight. The materials have
"masqueraded,” creating an illusion, a gap between what is expected and
what the viewer faces in reality.

Classical art sought out to mimic reality and often beautify it. Already in
ancient Greece, Aristotle coined the term "mimesis," denoting imitation or
representation of reality via artistic means." Over the years, art developed,
and the ways in which it simulates the world around it have become more
sophisticated. The invention of the camera and its ability to produce accurate
depictions of reality changed the art world fundamentally, forcing it to re-
define itself. Artists began exploring the substances of their work, and
turned, among others, to minimalistic trends and to artistic styles such as
the "Want of Matter." An example of this inclination is Brutalist architecture
in which the construction material—concrete—remains exposed. Now,
in the digital era, our senses are constantly flooded by visual stimuli. We
have become accustomed to absorbing our surroundings with a glance and
moving on. Art finds itself in a new, post-modern era, which is characterized
by use of materials that resemble others, demanding a second glance, and
calling upon us to doubt the reality perceived at first sight.

This exhibition strives to deceive the viewer and encourage a more
profound observation. If you thought you understood what was in front of
you at first sight, a second glance will make it clear that you were wrong. The
works may be read on multiple levels. First, the formal level, namely—the
aesthetic facet: the works are beautiful, and operate as a figurative honey
trap, luring viewers in, making them linger and look again. The second level is
the material level: the illusion and uncertainty regarding the materials from

which the work is composed elicit curiosity, making the viewer approach and
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