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Fig. 3

Etti Abergel, Heads, Jars, 2011

Part of "In Between" installation,
Dvir Gallery, Hanger at Jaffa port
Paper, masking-tape, aluminium foil,

jesso and metal wire
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Fig. 5

Elisheva Kamaisky,

Restoring a small jar from the Western Wall grounds, 2012
Height (without rim] 16.8 cm

Diameter [with handles) 16 cm

Stills from single channel video projection
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Fig. 4
Karen Singer, Alfahuri type 1 & 2,2012
Papier Mache, pigments, medical sewing thread

and ceramics. 20 cm, height 50cm
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Fig. 7

Gideon Gechtman, A Handsome Couple, 2001
Photographs, porcelain figurines, metal cast
and marble blocks

95x25 cm

Courtesy of Ami and Gaby Brown collection
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Fig. 6
Miri Fleisher, Column, 2012

Melted shards of Palestinian pottery, porcelain

shards conglomerated by stoneware, fired at 1200°c,

©25 cm, height 35 cm
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Fig. 9 9 NN
Martin Klimas, Untitled, 2007 2007 ,77177712 X77 ,0N'7{7 1'0N
Porcelain Figurines series, digital photography Y7XDIT D17°X 777’00 J71712T TNT0 TINN
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Fig. 12 12 NN

Erez Israeli, Explosion postcards, Lowland, ,121721 FIATX 7IT1N O'Y1X'A 711172 7RI TR Fig. 10 10 NI
Installation at Givon Gallery, Tel Aviv 2012 2012 ,11V22 1"M1721 1¥"N Naoya Hatakeyama, Blast #5417, 1998 1998 ,#5417 yi¥Y'2 , INKYTXDNI "IN]
Courtesy Shalom Shpilman Collection, Tel Aviv 1'IX 771,]N7'2w 017w QDX THNATXD C Print, 38x57cm Nn"D 38x57 ,'M17'X DOTil
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Fig. 16 16 111NT Fig. 15 15 11NN

Simon Fujiwara, Rehearsal for a Reunion, 2011-12 2011-12, 717X 7 7770 , AN 112 1IN0 Simon Fujiwara, Rehearsal for a Reunion, 2011-12 2011-12, 710X 7 77770 ,AMXNY112 1N"D

Still from single channel video projection, 14:24 min 7T 14:24 IXT IIN70 71N NI Still from single channel video projection, 14:24 min 7T 14:24 AT IIN70 N DT
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Fig. 18 18 INNM Fig. 17 17 ONnn
Tamsin van Essen, Ornamental Metamorphosis I/, 2011 2011 /I T1'DIY7 [1112712XD7A ,JOX 11 1'DNXRD Tamar Schoer, Broken Vessels: Tikkun, 2010 2010 ,71;777:077112¥ 072 V1Y NN
26x17.5 cm n"D 26x17.5 Still from single channel video projection, 34 min TN{77T 34 X1 N7a 71N NI
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Fig. 24
Jim Hamlyn, Quarter plates, 2012

Porcelain parts with epoxy

24 nnn
2012 ,V17 771N7Y 1*7N 0va
Dj719X {7171 DNA1INN 711'DN 77N

37

yd

Fig. 22

Magdalena Hefetz, Whole, 2006-12

Stoneware, wheel-thrown, Raku fired and breakage
40x40 cm
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Fig. 26
Ayelet Zohar, Chimaeras, 2010-12
Porcelain and mixed media

sizes vary
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Fig. 25

Ayelet Zohar, User Transparent, 1995-2001

Qil, acrylic, lacquer, woodcut and gun shots on plywood
124x124 cm

Courtesy of private collection, Tel Aviv
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20.
See notes 17-18.

21.

Hybridity is a central term in
PostColonial discourse and in the
literature of Homi K. Bhabha. In

his writings the concept of hybridity
indicates the assimilation of varying
sources, colonial and subaltern,
towards the creation of a new level of
existence in the form of PostColonial
culture. See Homi K. Bhabha (2006).
‘Cultural Diversity and Cultural
Differences,” The Post-Colonial
Studies Reader, B. Ashcroft, G.
Griffiths, H. Tiffin (eds.), New York
and London: Routledge, 155-157.

22.

Richard Hunter (2012). Plato and
the Traditions of Ancient Literature:
The Silent Stream, Cambridge:
Cambridge University Press, 82-5
and 84 n. 143.

23.

For a reflective discussion on

the interpretation of material
culture in archaeology, see lan
Hodder(1989). ‘This is not an

article about material culture as
text’, Journal of Anthropological
Archaeology 8(3): 250-69; and lan
Hodder(1992). ‘Material Culture,
Symbolism and ideology’, in: Theory
and Practice in Archaeology, London
and New York: Routledge, 174-83.
For particular references to the
question of restoration see Sorin,

H. (2011). ‘A virtual restoration of

a broken vessel’, In: On cooking
pots, drinking cups, loomweights
and ethnicity in Bronze Age

Cyprus and neighbouring regions,
an International Archaeological
symposium held in Nicosia
6-7.11.2010.97-100; Philips, K.M.
(1988). ‘Undoing the Past: Changing
Attitudes towards the Restoration

of Greek Pots’, Expedition 30:21-28;
Buys, S. [1996). The Conservation
and Restoration of Ceramics, Oxford
University Press. | thank Eran Arie
for these multiple references to the

e

problem of narrative construction
and restoration in Archaeology.

24.

These kinds of debates are
particularly prevalent in the sphere
of Israeli archaeology, where splits
between religious and secular,
national and civilian ideologies

may clash to create conflicting
narratives out of similar findings.
See Israel Finkelstein (2001) The
Bible Unearthed: Archaeology’s
New Vision of Ancient Israel and the
Origin of Its Sacred Texts, New York:
Touchstone.

25.
See note 15.

26.
See note 16.

27.

This is in contrast to the Western
term’ China” which is linked to the
Qin Emperor (221bc-207bc] that
unified the six kingdoms of ancient
China, but in reality ruled only for
a very short period. The term Han
#; X in Chinese, and subsequently
in other Asian languages, refers to

the cultural and intellectual power of

the Han as the source and structure
of Chinese culture.

28.
Derrida 1983, p. 1.

29.

See images from the original
installation entitled Camouflaged,
during the Front + Center project,
Jan-Feb. 2011, Headlands Centre
for the Arts, San Francisco. http://
www.ayeletzohar.net/2009/02/
camouflaged-2009-headlands-
centre-for.html

30.

Kare sansui (fLL7k) is one of the
traditional styles of Japanese
gardening. See Ginter Nitschke
[1991). 'The New Garden Type of the
Muromachi Era: kare-sansui - dry
landscape garden’, The Architecture

of the Japanese Garden: Right Angle

and Natural Form, Koln: Benedict
Taschen Verlag, 98-114.

31.

For artistic references to Mini Israel,
see the catalogue for the exhibition
curated by Larry Abramson, “Mini
Israel”: 70 Models, 45 Artists, 1
space, Israel Museum, Mars-August
2006.

ASH

32.

Nakba is an Arabic word meaning
disaster, a linguistic expression

used by Palestinians to describe the
horrific events of 1948 that eventually
led to the loss of Palestinian land
and authority, and the beginning of
Diaspora and refugee life.
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Fig. 27

Dry Landscape Graden: Mini-Nakba, 2012
Installation on Beit Benyamini roof veranda
Broken tiles, smashed ceramic objects,
discarded archaeological pottery shards for
burying and ruined miniature stone houses
400x700 cm
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of the sculptures is the remains of smashed porcelain
figurines previously used in Camouflaged installation
(2009),% the remains and shards were reworked to create
new figures holding the memory of its past shape into its

current Chimaeresque quality.

Finally, it is an open installation on the gallery’s rooftop that
allows a new field of experimentation. The raw material
collected onto the plane consists of ceramic shards, the
remains of a smashing performance held on the rooftop
Added

discarded by researchers, fragments of ceramics from a

during installation. are archaeological shards
previous installation, and ceramic remains brought in by
different artists. This mixture of sources and qualities was
then spread over the open rooftop of the gallery to create
a relief plane, much in the style of Japanese dried gardens,
where the shards follow the pattern of the gravel's role in
classic ‘dry landscape’ style.®¥ The large stones, however,
were replaced by structural and building remains that were

installed among the ceramic shards.

The current field of shards, remains and debris suggests a
political reading of the installation of miniature ruins, as a
reverse version of a Mini-Israel® Theme Park in the form of a
that can be referred to as Mini Nakba.** In this sense, living in
Israel and curating an exhibition that questions the meaning
and presence of debris and shards cannot be stripped away
from the underlying, primary context of the Palestinian-
Israeli conflict at the fundamental level of existence in this
country. Smashing, deconstruction, fragility and shards
are all metonymic presence for lost lives and the gloomy
sadness that encompasses Israeli and Palestinian identities

today, with the hope for a better, reconstructive future.

Ayelet Zohar
Haifa, November 2012
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Fig. 27

Dry Landscape Graden:
Mini-Nakba, 2012
Installation on Beit

Benyamini roof veranda
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19.

“But when Zeus had driven the
Titans from heaven, huge Earth

bore her youngest child Typhoeus

of the love of Tartarus, by the aid of
golden Aphrodite. Strength was with
his hands in all that he did and the
feet of the strong god were untiring.
From his shoulders grew an hundred
heads of a snake, a fearful dragon,
with dark, flickering tongues, and
from under the brows of his eyes in
his marvelous heads flashed fire,
and fire burned from his heads as
he glared. And there were voices in
all his dreadful heads which uttered
every kind of sound unspeakable; for
at one time they made sounds such
that the gods understood, but at
another, the noise of a bull bellowing
aloud in proud ungovernable fury;
and at another, the sound of a lion,
relentless of heart; and at others,
sounds like whelps, wonderful to
hear; and again, at another, he would
hiss, so that the high mountains re-
echoed [...]. Hesiod (1914; c700bce).
Theogony, Hugh G. Evelyn-White
[trans.] lines 820-60 http://www.
sacred-texts.com/cla/hesiod/
theogony.htm
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In 2009, Living Channelof Virgin TV in the UK broadcasted the
documentary Rehab series that examined the rehabilitation
of crushed lives as a result of addictive behavior, including
addiction to alcohol, drugs, gambling, plastic surgery and the
like. While the different chapters in the series looked at the
painful, mental and emotional processes of reconstructing
lives out of the shattered experiences of addiction, the
promotional videos that preceded the broadcasting
displayed some extraordinary clips, each only thirty seconds,
of small particles and debris being scattered on the floor,
and then collected together to become one body, a living
person. Created entirely with 3D software, the images of
the tossed chips, flying up to create a living person, strongly
demonstrate why the experience of shattered ceramics is
so painful and intimidating in terms of the experience of
impossibility vis-a-vis the reverse direction of the collected
particles. While quite literally able to demonstrate what
‘rehab’ may mean, the short clips are quite successful in
creating an emotional affect and attachment to the image of

reconstruction of debris.

Jim Hamlyn's Quartered plates (2012) is an interesting case
of working with fragments while emphasizing the qualities
of fragmentary realities. In his text on Hamlyn's work, Ken
Neil refers to the Rashomonesque quality of Hamlyn's
work, where fragments are attached together to create a
whole, while that whole retains its fragmentary qualities,
and externalizes the conglomerating process. Much like
Rashomon [1951), Kurosawa's first cinematic, international
success, truth is not to be found and a comprehensive,
linear narrative is lost. The four stories recounting the same
incident remain one next to the other, one complementing
and negating the other at the same time. Hamlyn's project,
following the initial narrative of the Willow Pattern story toys
with the slippery surface of truth, narrative, cultural context,
mimicry and assimilation. While the Willow pattern was
originally designed by Thomas Milton in 1790, hence being
created within a British context, it has a romantic legend

attached to it, telling several possible stories that animate
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Fig. 23

Mainframe Ltd.,

Rehab promos, 2009,
Living Channel, Virgin TV,

30 sec. each

Fig. 24
Jim Hamlyn,
Quarter plates, 2012
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the people, birds, trees and pavilion seen in the pattern. Most
importantly, the story is about China (porcelain], in fact, as
is the design, the colour scheme and other elements in
the project. Hamlyn cleverly plays with these elements: he
fragmented four different variations of the Willow Pattern
plates, and using each quarter of the four with a quarter of
the other plates, creates a Rashomonesque, fragmented
vision, in which hero and heroine, minor characters and main
actors are all lost in the story and its welded, Chimeraesque
nature. Hamlyn, therefore, skillfully employs Kurosawa's
masterly storytelling abilities into his own ability to weld
narrative and shape, material and concept, creating a unique

and outstanding piece of transcultural references.

By way of Conclusion:
The Curator as Artist, the Artist as Curator

A Letter to a Japanese Friend [1996) is a rough carving
that employs an erasure of the painting’s surface as
deconstruction, an action referred to in Derrida’s text A
Letter to a Japanese Friend, which is a detailed discussion
of the complexity of the term deconstruction and its
application, in reply to Derrida’s Japanese friend, Professor
lzutsu, who wanted to know the proper translation of the
term into Japanese.? This artist’s specific personal link was
constructed by the translation and inscription of the title in
Japanese onto the painting’s surface and the repetitive acts
of deconstruction through cutting and engraving, eliminating
the representational surface of the work, returning to its
material quality, keeping only shards of its previous function
as arepresentational tableau. In User Transparent, the long-
term engagement with East Asian cultures is approaching
its saturation point, and then comes the moment of
homecoming. Therefore, the smashing of Blue-and-White
patterned plates and the final deconstructive act performed
by a series of gunshots at the painting, marks the end of the
project.

A more recent project is the installation of porcelain

creatures that were created since 2011. The basic substance

Fig. 25
see page 38

Fig. 26
Ayelet Zohar, Chimaeras,
2010-12, detail
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the forests of the Upper Galilee in northern Israel, suffered
destruction from a bad fire several years ago. During our
conversation, Schoer retells the profound effects of that
trauma and the scar it left on her. Since those days of loss
and despair, she was not able to throw away any broken
dishes, damaged cup, cracked vase or wrecked bowls. She
kept them allin her backyard, as a cemetery of dysfunctional
objects, and the pile grew to contain hundreds of objects.
Schoer then decided, in a compassionate act of mercy and
self-therapy, to wash all these cracked, damaged, broken
shards, and give them a last moment of grace before they
were taken away. The continuous act of washing the broken
dishes, bowls, cups, plates and saucers occupies Schoer's
video for over half an hour, while the meditative action is

charged with gentle emotions of sorrow and grief.

Tamsin van Essen is one of the three ceramic artists whose
work is on exhibit in the current show. In Ornamental
Metamorphosis vases, three of which are exhibited, the
cracking is the result of a physical process. Taking rococo and
baroque decorative elements -- rocaille, foliage, curlicues --
Van Essen explores how pattern and ornament can become
integral to the structure of a vase, rather than being applied
to its surface. Decoration overtakes and disrupts the form
of the piece, to the point where it begins to distort, rupture
and break down. Van Essen exploits the tensions between

incompatible clays, to the point of blasting from within.

In a previous series, Medical Heirlooms, Van Essen
experiments with and compares various maladies of the
human body and their possible “translation” to clay and
the jar shape. In the Syphilis jars, salt was added to the
casting slip, then, during the firing process, the jar burst
open with fissures and cracks. The body’s maladies and its
deterioration become evident in a work like Psoriasis: the
cracked, flaking surface is the result of both a physical and
chemical process. The jar's surface was covered with oily
resist that caused the outer layer to adhere only partially

to the jar's surface. After being put through a very harsh

Fig. 18

Tamsin van Essen,
Ornamental
Metamorphosis /ll, 2011,
detail

Fig. 19
Tamsin Van Essen,
Syphilis Jar, 2007

Fig. 20
Tamsin Van Essen,
Psoriasis Jar, 2007, detail
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firing cycle so the oil bubbled and burnt away, the outer
slip shrank quickly, causing cracking and peeling. All in
all, Van Essen’s work demonstrates how bodies, animate
and inanimate, functional and decorative, reach the point of
deterioration, collapse, deconstruction and decay. Bodies
are born to die, grow and deconstruct, breakdown and flake
away. Therefore, Van Essen’s work is an insightful project
that sees through the qualities of matter, its weak points and
potential deterioration, bringing these characters through

collapse and fissure, peeling and cutting, break and burst.

Magdalena Hefetz works with herjars in a politically charged
manner. The images, texts and the presence of a broken
part become a metaphor for an experience of breakage
and trauma in Israeli society and its political conflicts. In
one of her works, Zabar (2005-7) (fig. 21), Hefetz created a
detailed ceramic object that contains the leaves and fruit
of a sabra plant. However, in place of its thorns, small toy-
soldiers were placed. The combination of the sabra plant
with the image of the soldiers echoes the place of the plant
in Palestinian and Israeli discourses alike. The plant used to
serve as the borderline fencing of Palestinian agricultural
grounds, thereby demarcating Palestinian villages’ limits,
and borrowed to become a metonymy for Palestinian identity.
The term was then appropriated by Jewish-Israelidiscourses
to signify those born in Israel [vs. Jews in Diaspora). The
images of the ‘spiky’ plant, with (Israeli) soldiers placed as
spikes over the leaves, allude to the troublesome conflict, the
situation of war, appropriation and occupation. The Sabra Jar
was well documented, before it was deliberately smashed to
the ground by the artist, scattering in all directions, in an act
of despair, criticism and deep grief.

In another project, Hefetz uses only a fragment, a shard, a
piece of fired clay, which she treated with much attention and
care, glazing it turquoise blue, a colour mostly associated
with Arab culture in Israel. In this manner, Hefetz’ object
becomes a metonymy for destruction and breakage, with the

extra reference to Arab culture through the tint.

| I

Fig. 21
Magdalena Hefetz,
Zabar Jar, 2005-7

Video projection, 3 min

Fig. 22
Magdalena Hefetz,
Whole, 2006-12
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and received through the internet. In Ruff's work, therefore,
the ‘blow up’ of the picture (enlargement] and the ‘blow up’
of the bomb (detonation] become continuous associations
for deconstruction, destruction and dissemination.

In Bouke de Vries™ installation, War & Pieces (2012) (fig.
14), on the other hand, the blast itself is made of porcelain
and ceramic shards, bringing back the image of the bomb

mushroom into the territory of clay and ceramics.

A similar kind of research into the emotional impact of the
crash and smash, and the relationship of the museum display
to the artwork is also present in Neil Cummings and Marysia
Lewandowska's Use Value project. This sound installation
was originally installed at the ceramics galleries of the
Victoria & Albert Museum in London, during the Give & Take
exhibition in 2001, when Cummings & Lewandowska smartly
installed the sounds of the ‘use value’ of porcelains into the
museum’s collection of dear porcelains. Using recorded
sounds of eating and using plates and cups recorded at the
V&A cafeteria, Cummings & Lewandowska were successful
in creating a transgressive effect that exposed the impossible
gap between use value and art-market value of old decorated
porcelain utensils. The installation was augmented by the
looping of the sound of falling and smashing plates that was
constantly broadcasted at the museum’s lobby, creating a
haunting effect of danger and disaster that left the visitor in

a state of doubt and curiosity.

Another form of engagement with a museum collection
comes through the film installation of Runa Islam, Be The
First To See What You See As You See It (2004). This is a
looped 16mm projection portraying a young woman walking
through a museum collection of fine porcelains displayed
on pedestals. Shot in slow motion, the camera follows the
woman gently touching the objects, then softly and casually
starting to push plates, kettles, cups and saucers off their
pedestals to smash onto the floor. The film has an intense
sense of carelessness and lightheartedness, in a manner

that questions the value attached to museum objects. It is
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Fig. 14 “

Detail from War & Pieces
an installation by Bouke
de Vries at the Holburne
Museum, 2012

© Holburne Museum .
© Bouke de Vries
© Tim Higgins
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also a reference to an early slow motion film that shows a
man dropping a jug of water. Islam’s gentle actions that lead
to disastrous results for the museum collection while the
young woman walks around in grinning, carefree fashion,
has a profound effect on the viewer, displaying a sharp
contrast between elegance and the catastrophic meaning of
it, and alluding to many other situations, social and private,
that may carry this sort of dissonance.

The elegance and emotional charge of Islam’s project is
transformed into a premeditated violent burst portrayed in
Simon Fujiwara's work (fig. 15-6). Fujiwara (b. 1982, London)
was born to a British mother and a Japanese father, with
whom he lost contact at an early age. The fictional film on
display seems like a rehearsal between Fujiwara and a British
actor to whom he explains the situation and his relations
with his father. Fujiwara explains to the actor that after many
years of separation he met his father, and since they had
little in common, they decided to pass their time together by
preparing a tea set of ceramics, much in the spirit of Bernard
Leach and his mentor Shoji Hamada. As the two talk through
the details of the proposed performance, a set of Leach’s
tea cups is brought to the table, and to the actor’s horror,
Fujiwara pulls out of the table drawer two hammers, asking
the actor to join him in a violent, deliberate, over-charged
smashing of the tea set with the hammers. The scene ends
with a zoom out that exposes the whole situation to be set up
on stage, leaving the viewer with overwhelming emotions at
the view of the smashed cups, the ambiguity of the situation
between reality and fiction, theatre and life, real life people
and actors, and actual incidents and imaginary situations.
The impact of the smashing of the cups with hammers,
whether Leach’s or not, stays with this viewer for some time,
by the effect of the brutal power used against muted objects

of obvious fragility.

Fujiwara’'s violent act stands in sharp contrast to Tamar
Schoer's (b. 1948, Kibbutz Alonim, lives in Klil) compassionate

action. Schoer’s house, located in an isolated village among

Fig. 15-16

Simon and Kan Fujiwara,
Rehearsal for a Reunion
(with the Father of
Pottery), after Bernard
Leach and Shoji Hamada,
2011, still from video

Fig. 17
Tamar Schoer, Broken
Vessels: Tikkun, 2010,

still from video
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forms still active today. Han Dynasty rulers were some of
the most powerful emperors in Chinese history, and to this
day, the Chinese people refer to themselves as Han people.”
Therefore, although we are not sure if Ai truly got his
hands on a 'Han urn’, or if he just wants us to believe so, by
choosing to refer to ‘Han" in the work'’s title, Ai is successful
in directing the viewer's attention to his meaning beyond
the deconstruction of a precious and rare urn. Demolishing
power, ruling systems, and old accepted values are indeed at
the core of this deconstructive act. Notably, this ‘drop” was
only the first in a series of other forms of deconstruction for
Ai, such as painting Han urns, or decorating a Han urn with

a Coca Cola logo.

Another form of deconstruction is suggested by Martin
Klimas’ photography and its engagement with the fraction of
time between full shape and scattered shards, the moment
of horror and deconstruction (fig. 9). If Ai chooses his objects
to importantly signify the power of culture and the ruling
system it stands for, Martin Klimas (b. 1971, Singen, Germany)
works through a more subtle gaze. His objects come from
a popular view of ‘China’ - a term that equates culture and
material, place and objects, cheap production and porcelain
souvenirs. Klimas" ‘Chinas’ are popular objects of dubious
origins, remote from any value or (high] cultural significance.
What makes his photographs so interesting and significant
for the viewer is the ability to display the ‘passage’ between
completeness and debris, between the full, smooth object
and its fragments. In this sense, Klimas" project is about
photography rather than ceramics, and as much as Edward
Muybridge was determined to find where the horse legs
were set during his gallop, Klimas’ work is set to discover the
process that takes place in front of our eyes but never able
to isolate the moment of fragmentation: one moment we
see a white, smooth object, and the next we gaze at an area
covered with scattered shards, as if we never had the chance
to capture the instance of disfiguration and deconstruction.
Klimas" images behold the impossible fraction through

a series of complexly constructed photographic devices
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Fig. 9

Martin Klimas,

Untitled, 2007,

Porcelain Figurines series

Digital photography
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that function to grasp this breathless instant of enormous

intensity, energy and scattering to present to the viewer.

Another artist who is concerned with capturing the instan-
taneous moment is the Japanese photographer Naoya
Hatakeyama (b. 1958 Iwate, Japan], who shares with Klimas
the intensity of the image of the fragmented object. Yet,
Hatakeyama's work is centered on the blast of soil or rock
(fig. 10), with no specific information provided about the
location of the detonation or the nature of the material being
exploded. It is about the dispersion, the deconstruction
of matter and its transformation into fragments and dust.
The work is normally shown in series, hence, exposing the
sequence of the event as a succession of frames that capture

the process of change and dispersal.

Interestingly, one of the early, successful photographs of a
blast was captured by the renowned Japanese photographer
Reiji Esaki (1845-1910) (fig. 11), who is well known for his
photograph of a torpedo explosion in the Sumida River in
1883. The link between the two series exposes an ongoing
interest in Japan in the challenges of photography’s
technical innovation and experimentation with light and time

throughout the past 150 years.

Erez Israeli [b. 1974, Beer Sheva, Israel] contributes to the
imagery a group of small postcards documenting the shelling
in World Wars | and Il found objects which he acquired during
his residency in Frankfurt last year. For Israeli the images
of explosion are linked to a series of landscape paintings
created by amateurs in 1942, at the peak of the Final Solution
years. Israeli was fascinated by the image of the explosion,
which turns into a sculptural object, changing the landscape,
modeling it anew, becoming, in one brief photographic

moment, an inseparable part of it.

Thomas Ruff’s version of explosions, in his Jpegs series (fig.
13), however, links the effect of detonation to the historical
memory of war, as its quintessential images are distributed

Fig. 10
Naoya Hatakeyama,
Blast #5419, 1998

Fig. 11

Reiji Esaki, Torpedo
Explosion on the Sumida
River, 1883.

Fig. 12
Erez Israeli, Explosion

postcards, Lowland, 2012

Fig. 13
Thomas Ruff, Jpegs, 2006,
C Print, 121.9 x 91.4 cm
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mimic the shape and style of the original material, combined
and sewn together with needle and surgery suture (fig. 4J;
and Etti Abergel’s various works that make use of shards,
fragments, threads, canes, sticks, plaster, wires, papers,
tape, aluminum foil etc. -- materials coming from different
uses and cultural contexts that are conventionally related
to different disciplines (fig. 3). Yet, in Abergel's hands,
they are all composed into a new, conglomerated, and
Chimaeraesque object that uses the history, memory and
lost function of the debris in a formation that holds much
emotional and sensual charge within. In a similar manner,
Miri Fleisher also combines porcelain shards into heavy
ceramic matter, creating ‘piled” debris that mount up into
tower shaped objects, some of which may be reminiscent of
a Muslim town skyline with minarets and domes covering
spiked structures. The Chimaeresque quality here is more
entrenched in the actual material qualities of porcelain’s
smoothness and brightness versus the roughness of the
raw clay that forms the fundamental structure of the towers
(fig. 6). It is interesting to mention that all three Israeli
ceramicists touch upon Palestinian materials and memories

which are integral part of life in Israel here and now.

Gideon Gechtman (b. Alexandria, Egypt 1942- d. Israel 2008)
created a work that consists of four broken blue-and-white,
European style porcelain figurines. The images were broken
and then refigured with metal elements, using the missing
parts as models for the casting, now accentuated in golden
tint. This mixture created two different images of each
figurine, now placed on top of a grey Marmara marble block,
facing an enlarged photograph of two of the figures framed
in golden framing. The work makes a complex Chimeraeic
attachment between porcelain and metal, broken pieces
turned complete figures again. The fictional completeness
is also evident of the fancy style presence of death in
Gechtman’s work, here present through the figurines gazing
at their own photographic reflection.

e

Fig. 3

Etti Abergel,

A Hundred Beats,
2011, detail

Fig. 6
Miri Fleisher, Jaffa, 2012

Fig. 7

Gideon Gechtman,
A Handsome Couple,
2001, detail
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Smashing and the Chimaera: Deconstruction and
Fragments in Contemporary [Ceramic] Arts

Inlight of the ideas discussed above regarding becoming, void
and deconstruction, followed by reconstruction, composition
and the Chimaeraesque, the current exhibition examines the
meaning and impact of the moment of the crash, and the
plethora of possibilities, opportunities and prospects that
open up once the fragments are collected and considered as
raw material for a novel stage of creativity, inverting meaning
and existence. Moreover, fragmented objects suggest the
crossroads between the once finished, accepted object and
the phase of “raw material” to be transformed and thereby
accumulate new layers of meaning. Images and objects in
the exhibition display the “after life” of shards and remains
transformed into a new phase, in which debris becomes the
raw material for creating innovative works of art, with fresh
connotations that breach the common use of ceramic utensils
and their multiple functions. The juxtaposition of phases
makes use of the memory and symbolic value imbued in
the charged substance, containing the reminiscences of the
past life of the object. This is a mechanism for reconsidering
history through reconstruction as a means for constituting
the present, which in turn acts a critical apparatus for
creating a new and unforeseen future.

Moreover, as this exhibition suggests, artists not only rely on
found or already existing shards, but some artists actually
start the process by breaking and deconstructing objects, for
different reasons.

Considering Ai Weiwei's (b. 1957 Beijing, China) artistic
background and the complex relation he holds with
government agencies in China, the reasons for smashing
the Han urn holds significance. In Chinese history, the Han
Dynasty (206BCE-220CE) is considered the most powerful
and significant of all Chinese dynasties. During the Han
Dynasty, the Chinese ruling organizations, philosophical

schools and writing systems were all standardized into

Fig. 8

Ai Weiwei, Dropping

a Han Dynasty Urn, 1995,
A triptych of gelatin silver
prints. Each print
127x100 cm
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Chimaeraesque object, therefore, rises above the common
and known, the accepted and recognized. Plato already
refers to these creatures as “soul-beasts” in The Republic,
specifically identifying them with the three monstrous beasts
mentioned above.”? In so doing, he actually contributes
some extraordinary and spiritual characteristics, beyond
the known or accepted. All three already had artistic and
literary images before Plato’s time, as monsters combined
of fragmented animals such as a girl, dog, goat, snake, fish
etc. Borrowing this term to describe the reconstruction
of new objects, vessels, formations and such, is aimed at
identifying the potential locked within the fragment and its
route to becoming an image of the soul that goes beyond
common reason or the images of the real.

Archaeology and Restoration:
Construing the Narrative of the Past

Another form of engagement with the fragment and a
source for an expanded narrative is evident in archaeology,
the science and study of the past. Archaeological narratives
are reconstructed from the study of fragments; therefore,
archaeology is quite relevant here. In its material aspect,
archaeologists attempt to reconstruct vessels from frag-
ments found in specific locations or excavations, as in the
meticulous work of Israel’'s Antique Authority restorator,
Elisheva Kamaisky (fig. 5). At times, complex vessels are
shaped fromasmallamount of remains, forming a new phase
of interpretation and interpolation of comparative existing
knowledge applied to the reconstructed object.”? In this
sense, the work of restoration is similar to the creative work
of an artist by its means of reconstruction and the attempt
to reach a final goal from the primary collection of shards,
which in many cases holds a limited amount of information or
clues of the past object and is open to interpretive modes of
reconstruction by the restorer. When archaeologists are set
todescribe a culture from its wreckage and ruins, its material
remains and textual references, they actually reconstruct a

new narrative, a novel world of references that is set forth in
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Fig. 5

Elisheva Kamaisky,
Restoring a small jar from
the Western Wall grounds,
2012, still from video
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parallel narratives based on the data found in the ruins and
shards. Since the interpretation and making assumptions
about the past contains a high level of re-structuring, the
narrative, can depend on personal views and ideologies that
may lead to fundamental debates on the possible narratives
being told.” The artist, on the other hand, may relate to the
information imbued in the fragment as an opportunity to
embark on a new narrative that only partly relates to issues
of “truth” or the fragments’ past for the sake of its newly
construed future. In this sense, the fragment becomes a new
opportunity, “as clay in the potter's hand,” not less than the
fresh mud, this time containing within the raw material the
sort of [personal) memory and cultural significance that may

be of great value to some artists.

In this text | refer to all new formations from debris as
Chimaeras. This mythological creature that appeared in
Homer's /liad as early as the 8th century BCE and in Hesiod's
Theogony, is possibly one of the most ancient images of
amalgamated (rather than hybrid] creatures, described
by Homer as a creature that is a conglomerate of a lion,
serpent and goat.®® The Chimaera became a model of all
possibilities involving multiple sections, each one of these
already carrying a specific kind of identity or (symbolic) DNA.
Yet, by integrating all parts into a new shape and form that
receives a new name and a newly assigned role, the Chimera
becomes an independent, newly born creature, as described
in The Republic's dialogue, where Socrates requests the
discussant to only create and envisage the Chimaera in his
own imagination.”® The power of the Chimaera as a novel
construct and a fresh formation plays well as a metaphor for
the desire of artists to create unknown shapes and functions.
Thus, the "Chimaeras” born of the varying attempts at a
dialogue between broken vessels and newly constructed
objects is, indeed, an exciting process. Consequently, |
borrow this term to relate to different works in the exhibition,
such as Karen Singer, an archaechologist by education,
Chimaeraesque jars built of fragments of local, Palestinian

pottery remade in hand-made Papier-maché fragments that

Fig. 4
Karen Singer,

Alfahuri type 1, 2012
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moment of assembly and assemblage, or reconstruction
and restoration, of assimilation and hybridity, of creation
and creativity. A whole new range of possibilities is now
inserted into the collection of shards, calling for a new level
of engagement with the substance, one which is beyond the
common practices of kneading and pressing, molding and
stretching, but a skill to reorganize and reshape a new life

based on the memory and past function imbued in the shards.

On the psychological level, the deconstruction of the past for
the sake of a newly shaped future, is a concept that can be
easily traced in the writings and thinking of Freud, Lacan and
other psychoanalysts. However, it is more precisely Gilles
Deleuzeand Felix Guattari,and theirconceptof schizoanalysis
that encourages the shatter and scatter of the previous for
the sake of the newly shaped rhizome.”™ An important thread
of flattening is created here: a three-dimensional object,
smashed, spread to become two dimensional or flat, and
scattered to create a rhizomatic shape of endless directions
and numerous shards on the plateau. This description is
in perfect accordance with Deleuze's ideas of the passage
from the singular to multiplicity, from psychoanalysis to
schizoanalysis, from single shape or use to a multifocal point

of view that enables the reshaping of shards."

Reconstruction: Typhoon, Scylla, Chimaera
and Cerberus

[...IChimaera. She was of divine stock, not of men, in the
fore part a lion, in the hinder a serpent, and in the midst
a goat, breathing forth in terrible wise the might of
blazing fire.

Homer, /liad"®

Therein dwells Scylla, yelping terribly. Her voice isindeed

One of those natures that the ancient fables tell of,” said
I, “as that of the Chimaera or Scylla or Cerberus, and the
numerous other examples that are told of many forms
grown together in one. [...] Mould, then, a single shape
of a manifold and many-headed beast that has a ring of
heads of tame and wild beasts and can change them and
cause to spring forth from itself all such growths.

Plato, The /‘?epub[/'ﬁ7

[...] he must explain the forms of the Centaurs, and then
that of the Chimaera, and there presses in upon him a
whole crowd of such creatures, Gorgons and Pegasus,
and multitudes of strange, inconceivable, portentous
natures.

Plato, Phaedrus'®

The combination of shards, of farfetched elements origi-
nating from remote origins to recreate new formations and
lives is not a new theme. There is a plethora of composite
creatures in Greek literature and mythology - from Hesiod's
descriptions of the Typhoon' to Homer’s account of Scylla
and Chimaera, which also appears, together with Cerberus,
in Plato’s dialogues.?® These creatures, contrary to the
formulation of hybridity, are combinations of particles that
can be easily identified as part of a preceding creature
with specific description and identity. While hybridity is
characterised by “melting” and amalgamation of different
sources to create a new form of existence that contains in
its history and genealogy sources of varying nature,? the
Typhoon, Scylla, Chimaera and Cerberus are creatures
made of particles that carry the memory of past existence,
shape and function. Thereby, objects that are reconstructed
formations contain past memory in the form of (functional)

shards, with the characteristics of the past object instilled.

Li Xiaofeng, Porcelain
POLO, 2006, Ceramic
shards and wire, photo (c]
Miko He, detail

Fig. 2

Yeesookyung, Translated

but as the voice of a new-born whelp, but she herself is Some may experience these combined images as bordering

an evil monster, nor would anyone be glad at sight of her, on the monstrous, and therefore, at times, they are Voo 2010, Coramic

no, not though it were a god that met her. formations hard to accept, as they go beyond normative or shards, epoxy, 24k gold

Homer, Odyssey'® accepted form of natural beauty and suited function. The leaf, 135x85x85 cm
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Therefore, all pottery objects carry their singular identity,
made by the tracing and indexing of the arche-writing of
the hand.” For Derrida, arche-writing is the source of the
writing system, as it contains the scratches, traces, marks
and signals of the real as it was inscribed and instilled into
matter.”” Concurrently, vessels produced through industrial
processes of the machine are repetitions of a firstly shaped
singular object that has the potential to reproduce and
distribute in multiplicities.”

Yet, once fired in the kiln, the mud-ish clay will change its
qualities of flexibility and elasticity to become durable, hard
and fragile matter. This is a one-way track, a process open
to all possibilities and formations until the moment of firing,
which is irreversible and fixes the shape, space and colour
to become a final object, beyond the infinite possibilities that

were encompassed in the wet mud.

Once fired in the kiln, the possible change of the fired object
is more likely to take place by the activation of physical
power that could smash, crack or break the object into
fragments. However, engaging with Derrida’s concept of
deconstruction, the moment of breaking and shattering is
a moment of analysis and re-interpretation, going beyond
the binary dichotomy between complete and broken, object
and fragment, utensil and rubbish, use and uselessness.
Derrida’s suggestion is to go beyond the solitary, hermetically
assigned function of the (ceramic] object, to enable new
options of dismantling and reconstruction, of returning to an
open-ended state of reshaping meaning and significance, to

empower a dynamic position of alteration and modification.
Deconstruction: Smash and Blast

FD#EL MBRRSBZ BOOANE BRDIED FHHEZTS
tamano’oyo taenaba taene nagaraheba shinoburu koto
no yowari mozo suru

String of beads, if you must break, break; If you last
longer, my endurance is sure to weaken.

Princess Shikishi, Poem'?
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The Big Bang of the smashing object, or alternatively, the
deliberate act of dropping or smashing a ceramic object,
is experienced as highly violent and intimidating. Yet, the
shattering of a unified, complete and singular existence
into a plethora of nonequivalent shards of varying sizes and
weight is an opportunity for new dimensionality. While the
creation of the ceramic object was articulated by Lao Zi as
the insertion of space or void into matter, transforming it
from a lump into a three-dimensional object, the smash of
the vessel is its conversion from three-dimensionality into
flat matter. The effort to release space from within, to enable
the object to return to two-dimensionality involves a great
amount of power and energy, which is released onto the
object’s surface to penetrate and deconstruct it. This energy
can be accumulated by a well-designed action, like Simon
Fujiwara's use of hammers (fig. 15-6), or by the chance
operation, as in Runa Islam’s film (fig. 14) or the urn drop,
as in Ai Weiwei's defiance [fig. 8, or Martin Klimas’ [fig. 9)
projects. In those ‘accidental’ events, it is the dynamism built
up through the fall and the instantaneous contact with the
hard surface of the floor that creates the enormous energy
needed for the smash. However, the fragment as substance
occupies a differing position. It contains the detailed traces
and memories of the past -- the specificity of function, place,
design, time, history, period and cultural context, framework
and use value of the object. More often than not, the specific
disaster that leads to the destruction and fragmentation of
the object, whether by an accidental slip, or a preconceived,
well calculated action, is also contained in the fragment.

Once the energy is released, the object is back-to-flat, lying
scattered on the floorin a frozen moment of comprehension.
The floor (or any other surface upon which the shattering
took place) becomes the substance upon which the flattened
vesselis lying. Common practice is to accept this moment as
a dead-end, collect the shards, and throw them into the bin,
end of story. But the shards lying on the plateau can also be
a moment of a new beginning, a moment of the post-vessel,

post-construction and even, post-deconstruction. This is the



not the text, but the claim to unequivocal domination of
one mode of signifying over another. A deconstructive
reading is a reading which analyses the specificity of a
text’s critical difference from itself.

Barbara Johnson, The Critical Difference, 19812

Deconstructionis a philosophical concept closely associated
with Jacques Derrida’'s method of undoing fundamental
concepts and distinctions, often articulated as oppositions.
Deconstruction here, as suggested by Barbra Johnson, is a
process of undoing singular, fixed meaning in the text for the
sake of its instability and enabling new layers of meaning
and application. Derrida used the idea of deconstruction in
his analysis of philosophical and literary texts as a means to
penetrate their texture and recreate new insights delivered
from within the existing narrative. First introduced in his
quintessential text of Grammatology, Derrida set forth to
examine the structures of language and its prior acceptance
of binary values - good or bad, sacred and unholy, complete
andbroken.®*The mainaim of this processwasto overcomethe
initial dichotomy between spoken and written languages, and
the ‘naturalness’ of speech, as argued by earlier scholars.*
The deconstructive intention developed through Derrida’s
texts tremendously influenced further approaches of cultural
critique, disallowing a set of hegemonic, prescribed values
to structural modes of being and presence. Deconstruction,
therefore, reexamined previously accepted concepts and
commonly used dichotomies, such as advanced/developed
and primitive/backwards, valuable and worthless, intelligent
and emotional, and the complete and fragmented, smashed
object. Translating Derrida’s linguistic terminology into the
world of ceramics and (clay) constructed objects, plays on
multifaceted possibilities, with his notion of deconstruction
as a form of analysis that enables new formations and
reconstructions. Hence, this exhibition endeavors to examine
and to celebrate those artists who took on the fragmentary
option as a valuable moment - of criticism, of compassion, as

a new beginning, or as raw material for novel interpretation.
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Becoming-Ceramics

BN R, SHE e
shan zi yi wéi qi, dang gi wu, you qi zhi yong
By adding and removing clay, we form a vessel.
But only by relying on what is not there, do we have
use of the vessel.
Laozi, Daodejing’

The effacement of all figuration in this trace is itself
the guarantee of a link, of authenticity; if there is no
figuration it is because contact has taken place. The
noniconic, nonmimetic nature of this stain guarantees its

indexical value.
Georges Didi-Huberman, The Index of the Absent Wound
[Monograph on a Stainf

In the beginning there was the arche: clay or earthenware,
dust dug up directly from the earth, a primordial matter, then
mixed with water to become a plastic, designable substance
in the hands of the potter. Fresh clay comes directly from
earth as newly-born, untouched matter, with a limited
amount of meaning and memory attached. Therefore, it
permits the potter a freedom of action, of design and shaping,
molding and formation that can go as far as the physical
limitations of gravity and heat. The process of becoming’
of the ceramic object is an act of imprint and negation.
The potter exerts much effort and skill into the insertion of
absence, of void and emptiness, into the lump of clay in her
hands, to create the vessel. Lao Zi had already identified that
what is “not there” is what determines the shape and use
of the vessel.® The skilled potter is, therefore, able to shape
this absence in a multitude of shapes, by hand or by throwing
on the wheel, or molding or copying. The potter’s task is
to enclose emptiness into the elastic matter of clay, while
working through the shape of this enclosure. The imprint
of this struggle is what becomes the trace, the impact, the
sign and index of the potter’s hand or shaping process that

is registered into the soft clay, as handprint onto the mud.
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http://www.mandarintools.com/sounds/dang1.aif
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SMASHING!:
FRAGILITY, DECONSTRUCTION AND FRAGMENTS IN
CONTEMPORARY [CERAMIC] ARTS

AYELET ZOHAR

When | chose the word, or when it imposed itself on me -
I think it was in of Grammatology - | little thought it would
be credited with such a central role in the discourse that
interested me at the time.

Jacques Derrida, A Letter to Japanese Friend, 1983'

Smashing!: Fragility, Deconstruction and Fragments in
Contemporary [Ceramic] Arts is a project that considers the
process of ceramic-making from the charged position of its
deconstruction and the fragment. It is commonly accepted
that broken ceramics have reached a dead end, usually
ending up in the rubbish bin. Nonetheless, the fragility and
delicacy of the ceramic material is part of its charm, and
the shared love for pottery, ceramics and porcelain objects.
As the curator of this project | endeavor to examine this
stimulating momentum of death and rebirth, desecration
and re-sanctification, deconstruction and restoration of the
ceramic matter as it is represented in the work of visual,
non-material artists, as well as ceramic artists. Therefore,
Fragility and Smashing offers a collection of artworks that
scrutinize the [unlholy moment of smash, blast and crash
of the pottery object, along with attempts to reconstruct and
re-contextualize the fragments that return to the substance

stage to create a new phase and forms of life.

Deconstruction: Beyond Hermetic Singularity

Deconstruction is not synonymous with destruction,
however. It is in fact much closer to the original meaning
of the word analysis itself, which etymologically means
“to undo” -- a virtual synonym for “to de-construct.” [...]

If anything is destroyed in a deconstructive reading, it is
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