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In a hidden nook in the cliffs
A deer drinks water

What connects us

But the cliffs of my heart
But the spring of my life
But the hidden

Deer

What connects us

But my love

(Yona Wallach)

I don’t know which experience is more required in
the observation of these statues: Is it the experience
of the search for stains of beauty in the narrow
ravines that are difficult to observe; is it a sense of
thirst and desire to drink from the hidden springs,
knowing full well that you cannot fully fathom
them or see them all in one visit. The experience of
hidden plentitude is an intimidating and quenching
experience at once. But it is clear that what is
concealed in these clay cliffs are abundant springs
of mythological tales that are told and untold,

known and private, unveiled and hidden.

From a distant look one can already notice that the
sculptures take the form of mythological animals.
Some of them look like monkeys or oxen, from a
certain angle; some are like dwarf gatekeepers and
some like dancers. The movement that flows from
them into the space is the movement of dance, of
bodies. On the other hand, a different perspective
can show them as statues created to stand still.
Even more so —they are sculptures that were
sculpted together with their display stands - they

were designed to stand motionless on the rickety

wooden legs, as if to spite. They have been barred

the opportunity to stand on a square and solid stand,
as they “should.” Instead, they have been given

only three-four sticks to be displayed on. These are
sculptures that have been denied the right to a stand.
They live on the threshold between stagnation and
movement, the living and the inanimate; they remind
us of Daphne, who became a tree in order to escape
from Apollo. Not an animal but not an object either,
standing on the threshold. This polarity of motion is
often represented in paintings of athletes and dancers
hiding in crevices. They climb the cliffs everywhere,
holding sticks and medals; they are immortalized
while running or raising a leg stylishly. The polarity of
freezing is reminded to us by the image of the artist.
He too appears amid the nooks and crannies with

his brush, reminding us of the fact that this is “only”
a work of art. There is no motion, only the illusion of
motion - the illusion of life. Even the skeleton, arms
and legs apart, reminds us of the stagnation inherent

in the creation of art; stagnation Apollo knew well.

If we look closer, we will see that the wooden sticks,
that create the illusion of movement and vitality, are
often made of broken pieces of easels, rulers, clips and
other art materials. Art imitates life, but makes sure

to remind us of its illusory nature.

In fact, nature passes here through a human filter:
the cliffs and ravines are covered with paintings
of people and buildings, the animals become
mythological creatures, “the world” is displayed as
clay and wooden structures that present a frozen

tableau of human mythology.

Chen Edelsburg
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| first saw Zehava Edelsburg’s work during a random
visit to her home. The three-dimensional works,
some hanging on the wall, some resting on the
ground, hypnotized me. | must admit that | had
never before seen this kind of work. Though the artist
sculpted massive forms of the ceramic material, | felt
she had “opened” the material, exposing an inherent
world that was supposedly hidden: bumps and dents
and endless paintings of people, monkeys, structures
and more. The artist’s approach reminded me of

the longing of the avant-garde artists at the turn of
the twentieth century to discover flow and mobility
in painting and sculpture. In the artist’s works, the
eye is invited to wander through the maze that

has been opened in the once sealed material. The
viewer’s search for possible tracks to travel by within
the work creates a sense of infinity. The experience
created was both of disorientation and a productive
and satisfying experience — as the viewer can grasp
the complexity as an emerging coherent whole.
Compared to the classic mazes, you can always exit
this maze, no matter where you enter from. You can

wander through the maze without ever deciphering

it. Therefore it invites you to reenter it over and again.

Monroe Beardsley argued that art’s biggest problem
is not the simplicity of the art form, but rather its
complexity. Edelsburg handles this complexity by
working with the ceramic material in a manner
utterly different from its traditional potential. In
addition to creating the abovementioned maze, she
combines in her works different materials, such as
ceramic material, wood, paper, etc., as well as various
artistic mediums: sculpture, painting, printmaking
and collage. The challenge the viewer faces in light

of these works includes identifying the materials,

recognizing the media and the different styles the
artist uses. Thus, the artist manages to create a
shared experience with the viewer: the experience
of the search, exposure and insight, while the latter

is always temporary.

In this exhibition, | recognize a significant stage

in the development of the artist’s works. The first
works | saw were three-dimensional objects in

which the material presence of the block of ceramic
material dominated, while the paintings-prints

were integrated into the sculpted block, giving it

a dimension of openness and even flight. There is

a ceramic material in the objects presented in this
exhibition, but the block is broken down into pieces
which seem to open up and come to life, growing
roots and leaves. The block is airy, almost floating

in the air, defying the laws of gravity. The labyrinth
within the material disappears, however, another
complexity forms, as each “branch”, “leaf” or “root”
contains infinite “tracks” to decipher. Here, too, we,
the viewers, are trapped in the mysteriousness of the
beginning, the middle and the end. Ostensibly, the
sealed block is opened, but the unknown that is yet
to be discovered - is there. The fragmentation of the
whole creates an unlimited number of wholes that
are supposedly autonomous, but the content has a
countless number of forms, drawings, prints, figures,
that create assorted narratives while, simultaneously,
all supposedly autonomous pieces unite into an
infinite open-closed whole, which is the object
“floating in the air”.

This situation presented in the work can be described
as a threshold (Liminal), because the work is the
realization of an unclassifiable situation and is on the

threshold of what is and what is not, what was and
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what will be, confirmation and negation, clarity and
opacity. Ultimately, what is created is an object which
simultaneously validates and denies the sculptural

and non-sculptural dimension.

It is not by chance that the exhibition is called Neither
Daphne nor Apollo. As known from the Greek myth,
Daphne runs away from Apollo who desired her.

As he approached her, she grew roots and branches

and turned into a tree.

As the artist explained in a conversation | had with
her, the works in the exhibition encapsulate and
create Metamorphoses: Parts of previous work
(Minhah, 2005) evolved into these works and the
images that appear in the works are frequently

decrypted in new ways. In Daphne’s case as in this

g

case, the metamorphosis led, in a sense, to “salvation”.

Like Daphne, who instantly grew roots, branches

and leaves, these works also “grew” parts of wood
during their transformation. Yet, these statues don’t
tell Daphne’s story, as, unlike Daphne, the changing
bodies here are old bodies, loaded with meaning from
the past; they are not beautiful, young and virginal

beings as was Daphne.

As for Apollo, the works presented are incompatible
with the “Apollonian” beauty - calculated and
harmonious. They are the product of the artist’s need
for destruction and rebuilding. They are the product
of the split of an existing body, “uncontrolled” growth
of each part, a “cancerous development”. There is no
stylistic consistency and the connections between
the parts are all “temporary”. Ostensibly, one might
proceed to split and add to it, infinitely.

The dominant materials in the exhibited works

are ceramics and wood. Compared to the rough,
unprocessed wooden poles, the ceramic parts

are those that underwent a transformation.

They contain complex shapes, paintings and prints.
This combination emphasizes the material’s

potential to “open up”.

The American philosopher Arthur Danto said,
referring to works of modern art, from pop-art on,
that what makes an object a work of art as opposed
to other objects, is its “aboutness”. The observer of the
works in this exhibition is impressed by the fact that
the unconventional combination of materials and
mediums in the works is significant, but like good art
throughout the ages, this meaning remains largely
unencrypted and the works invite the observer to re-

observe them over and again.
Dr. Madeleine Schechter

The Yolanda & David Katz Faculty of the Arts
The Multidisciplinary Program
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The works of Zehava Edelsburg deal with nature

and culture, illustrating the dissonance between
what happens in the natural kingdom and what
occurs in human culture. Human culture occurs
alongside natural processes and is, | believe, largely
the expression of the all too human desire to control
and direct nature according to man’s understanding
and feelings. Unlike man, nature essentially “knows”
how to behave - regardless of man and his inability to

understand how to behave in harmony with nature

Zehava's works invoke thoughts about different ways
of relating to nature, which includes our relations to

society, to other people and with ourselves.

Observing her work raises issues such as chaos,
cycle and cyclicality, metamorphosis, dismantling

and assembling.

Chaos is a positive phenomenon, as it entails
re-organization. It occurs in nature as a part and
parcel of the cycle of growth and recovery.

We experience cyclicality in natural processes on a
daily basis. We are aware of it, but too often try to
control various cycles, causing harm and disharmony.
Metamorphosis - the place where nature never
stagnates, even for a moment, but constantly
changes, constantly takes on new shapes and forms
in order to function optimally - is not adopted by
humans as a lifestyle. The option to change one’s
opinions, thoughts and moods, to act contrary to the
norm and thus escape stagnation and fixation, is

not an obvious choice and often arouses opposition
and contempt. Furthermore, strong and consistent
opinions, rooted ideology and a desire for permanent

and continuous peace and security are considered

normative values that should be aspired to.
Dismantling and assembling occur in nature all the
time. We, humans, as part of nature, deal with it
constantly. Each encounter we have with anything
(matter, idea, emotion, experience, etc.) requires us to
receive, dismantle and reassemble. But in most cases,
we do so automatically, paying little attention to this
process, operating according to the same patterns
that are socially acceptable and that we have become

accustomed to.

Zehava's sculptures show that there are other, fresh
and challenging ways to receive disassemble and
reassemble everything. They suggest the adoption of
those practices from the art world and the gallery hall

into our lives and our relationship with nature.

Zehava presents works which seem to be supported
by scaffolds. Thus, the process of building becomes an
integral part of the work and the supports contribute
to the creation of a new whole. Monumentality
characterized Zehava’s previous works. These works
demonstrated the human desire for control, and
made us, the viewers, feel small and threatened.

Her current works are more accessible to the viewer;
they allow close and more intimate observation,

a dialogue, a feeling of harmony and openness.

The sculptures in this installation were built of parts
of a past work (Minhah, 2005). The original sculpture
fell apart and each one of its parts was cared for,
grew, became more complex and turned into a

statue of its own.

Avner Singer

Artist and curator
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