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“Something’s Happened to Us, Father.” This appeal appeared
in a short video included in Tomer Sapir’s most recent
solo exhibition at Chelouche Gallery for Contemporary
Art in Tel Aviv (December 2017), whose title was borrowed
from this work. Sapir was toying with the photo-editing
app Masquerade, which enables users to exchange faces in
real time and create human hybrids/mutations. While he was
directing the camera at his children, Tamara and Nimrod,
who were playing unawares, one of them suddenly said:
“Something’s happened to us, Father.” The gap between
reality and the image viewed through the app’s filter
endows the appeal to the father with a different meaning,
increasing its urgency. A moment later, the children sneeze
and their own faces are restored, as if through a mystical
intervention or the removal of a magic spell.

The appeal to the father marked a turn in the trajectory
delineated over the past decade by Sapir’s artistic strategy,
which evolved under the title Research for the Full Crypto-
Taxidermical Index. This trajectory has led from nature to
culture; from the creation of fictive organic configurations
and questions of categorization and classification to a
focus on human presence and civilization; and from a concezxn
with the world and nature to a preoccupation with home

and family. At the same time, the children’s appeal also



provided an opportunity to reexamine a number of themes
that have engaged Sapir over the past decade, yet were
not always central to the discussion of his work: death,
anxiety, sexuality, and the relations between a disaster
that has already occurred and an impending future disaster.

This book seeks to position the central works created by
Sapir as part of this project one alongside another, in an
order that is not necessarily chronological, and to examine
them with a fresh gaze. The point of departure for the book,
as for the project itself, is the appearance of the Montauk
Monster on the calm shores of Montauk, New York, in 2008.
Sapir’s chance encounter with the image of the “monster,”
which appeared in the American media, was the catalyst
for his long-term strategy and for the concern with
cryptids - creatures whose existence is supported by
no scientific evidence, and which are not part of the
official zoological index. Yet Sapir was not interested
in the questions: “What really happened there?” or “Was
the creature discovered on the seashore real, or was it
a Photoshop trick?” Rather, his main concexn was the
reaction of the public and the media: the fear provoked
by the threatening, unidentified creature - either a mammal
or a bird that had emerged out of the sea - as well as
the numerous theories to which its appearance gave rise.
According to one of these theories, the creature had escaped
the Animal Disease Center, an isolated government facility
(classified as “top secret”) on Plum Island, a small island
known also as “Monster Island.» This facility, which had

originally been a military base, was given over in 1954

to the Federal Ministry of Agriculture, and served for the
study of animal diseases offshore. In 2003, the management
of this site was transferred to the Department of Homeland
Security, which used it to develop a defense program
against biological terrorism. Sapir became interested
in this moment in time, which was suspended between the
disaster that had already struck the dead creature, and
the potential of a future disaster - one related to a fear
of a biological epidemic, terrorism, or a cuzrse.

Similar instances have appeared as a recurrent motif in
many of Sapir’s works. Over the past decade, he has created
a series of creatures - carcasses cast on the ground, mostly
on their back - which appear in a range of contexts and on
various occasions. Overturned Cryptid (2008),the first of
these creatures, originated in an image of an overturned
turtle lying on its backsshell. The shell, which is made
of concrete, seems to belong to the pre-historic past, a
fossil whose layers, accumulated over time, are imbued with
the residues of history. Its interior is fleshy, seemingly
alive, and covered with an expanding layer of artificial
mold. The unnaturally inverted position of this creature
reveals its vulnerable belly. At the center of its soft
underside is a hairy human rectum, which increases the
danger of injury to the exposed creature. This work was
followed by The Visit (2009) - an installation centered on a
“Cryptid Queen” shattered into individual vertebrae, which
were scattered on the floor and surrounded by fluorescent
stains resembling a poisonous chemical substance. Cocoons

made of the floss surrounding the seeds of the Ceiba tree



were piled up in the fireplace in the corner of the space,
as well as in various corners of the room.

In the exhibition “Terxrra Incognita” (2012), Sapir
created an unknown land, a suspended present in which the
objects scattered throughout the space challenged the
ability to distinguish between a journey, fictive arenas
of action, a visit to a natural history museum, or a
visit to an art gallery. Positioned on the floor among the
objects/sculpturess/exhibits was the overturned skeleton
of a dinosaur with a fractured neck. Nestled within the
skeleton was a cocoon, a pupa waiting to emerge - a toxin or
perhaps a parasite. In another work in the same exhibition,
he brought together testicles, a sting and a lion’s tail
to form a single wall sculpture whose materiality appeared
mucous and wet, a hybrid creature mounted by a hunter
or perhaps a cocoon waiting to hatch, a seductive and
poisonous trap reminiscent of a horror film.

Approximately four years later, Sapir created Fetal Baby
(2016), as part of a dialogue with the Edmond and Lily
Safra Center for Brain Sciences at the Hebrew University of
Jerusalem. He assembled a plastic skeleton of a fetus that
he had ordered on the Internet, covering it with layezrs
of latex and fibers that created a semblance of live skin
without a mediating layer of flesh, and adding a pair of
large eyes. This living-dead skeleton, which appeared to
be either being born or coming back to life, was positioned
inside a display case illuminated by a white fluorescent
light that simultaneously provoked fear and compassion:

the effect was that of a life-saving incubator, a natural

history display case featuring vestiges of the past, or
an experimental laboratory.

Living or dead bodies - lying on their backs, battered,
hit by disaster, and exposed to violence and fear -
reappeared in the dance performance Bodies, a collaboration
between Sapir and the choreographer Sharon Vazanna, which
premiered in 2015. At the opening of the performance,
the audience found three dancers lying on their backs in
bright fluorescent puddles that called to mind chemical
leaks or a spreading plague, and were reminiscent of the
puddles on which the “Cryptid Queen” was placed during
the first installation of The Visit. As he did with the
rectum of the overturned cryptid or the parasite growing
in the stomach cavity of the overturned dinosaur, here too
Sapir, in collaboration with Vazanna, explored the limits
and orifices of the body, the manner in which matter is
introduced to it and is extruded from it, and its intrusive
encounters with other bodies, as its boundaries and its
orifices are trespassed in different ways.

In his solo exhibition “Ministry of Information,” which
was featured in 2016 at the Beit Hankin Museum in Kfar
Yehoshua (curator: Neta Haber), Sapir presented his own
death mask, which similarly faced upwards, in the center
of a complex system of tables positioned at different
heights and topped by taxidermy animals, objects, and
display cases. Positioned on the same table as the mask
was a mound of local earth. Below it, on the floor, were
the roots of trees that had been pulled out of a local

orchard, as if in preparation for the artist’s burning at



the stake. The death mask reappeared in several exhibitions
in a number of variations - vertically and horizontally,
hanging on the wall and placed on a stage alongside a
mound of gravel or stones.

The carcasses, death masks, and skeletons presented
in these different exhibitions clearly created a morbid
environment, a distilled moment announcing an impending
catastrophe. Yet a retroactive gaze reveals that the same
was also true of the signature display cases, shelves,
light tables and glass containers that Sapir created
over the past decade. These elements appeared in works
such as Research for the Full Crypto-Taxidermical Index
(2010, “Shelf Life,” Haifa Museum of Art; curators: Tami
Katz-Freiman and Rotem Ruff), which endowed this evolving
project with its title, as well as in Mother of All Wheat
(2014-2015, “Agro-Art: Contemporary Agriculture in Israeli
Art,” Petach Tikva Museum of Art; curator: Tali Tamir).

In 2013, Sapir created The Svalbard Global Seed Vault,
a multilayered collage based on a landscape photograph
featuring the entrance to the carefully guarded facility
run by the Norwegian Ministry of Agriculture, on the remote
island of Spitsbergen, the largest of the islands in the
Svalbard archipelago bordering on the North Sea. This
vault contains the world’s largest collection of seeds,
to be used in the event of a global catastrophe. To date,
this facility, which is largely located underground, in an
area quarried into the frozen mountain, contains hundreds
of thousands of specimens. Mother of All Wheat was boxn

of the concern with this seed vault, and focused on the

Mother of all Wheat - the ancient wild wheat that was
used to produce the domesticated wheat we consume today,
and which was long thought to have become extinct. Inside
the museum, Sapir constructed a greenhouse that provided
optimal conditions for growing static, artificial, lifeless
objects, in preparation for the impending catastrophe.
Tomer Sapir’s long-term material and visual research,
and his processes of collecting and classification, explore
the world through the gaze of an artist, in distinction
from the gazes of the scientist, researcher, or
archeologist - thus enabling him to play with the
distinctions between history, mythology, and fiction. The
pseudo-scientific model of display enables him to point to
the political and ideological use made of “exhibits” and
“facts” in order to tell a historical story. Rather than
attempting to explain the world, as science or history do,
Sapir’s methods of classification serve only to underscore
our lack of knowledge and uncertainty, as well as the

anxiety pertaining to the unknown.
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In July 2008, the carcass of a strange, slippery creature
with a sharp, beak-shaped mouth was washed ashore in
the town of Montauk, New York. Was it a rare type of
raccoon, the bloodied and disfigured body of a dog, or
perhaps, according to some, a sea turtle that had lost its
shell? Nicknamed the “Montauk Monster,” the unidentified
animal joined a series of mysterious creatures such as
the Loch Ness Monster and Bigfoot - the source of numerous
media reports and much scientific curiosity, as well as
of conspiracy theories and countless interpxetationsﬁﬂ
The inability to affiliate this creature with a distinct
category, its existence outside of a familiar zoological
index, and its relation to other phenomena that have
remained without scientific explanation, served as the
flutter of the butterfly’s wings for Tomer Sapir, providing
him with a core inspiration. As a student in the Bezalel
Academy’s MFA program at the other end of the world,
he subsequently embarked on the creation of a complex
and wide-ranging body of works centered on the fusion
of animal and mineral, organic and synthetic, real and

imagined elements.



Overturned Cryptid (2008) was the first work in a series
of hybrids related to the Montauk Monster and to the
kingdom of cryptozoology - the study of creatures that are
not recognized by science - or, in other words, the study
of monsters. This concave sculptural object resembled an
overturned seashell or a prehistoric fossil, with a hairy
human rectum gaping at its center. Composed of concrete,
wax, latex, salt, and the silky white floss surrounding
the seeds of the Ceiba insignis tree, the sculpture was
installed at the center of the space like an inverted
turtle shell. The adjacent puddle, which resembled a
bodily excretion, lent the sculpture a seemingly real,
organic appearance.

A year later, in 2009, as part of Sapir’'s MFA graduate
project, the cryptid creature evolved into an installation
titled The Visit (Hatachana, Tel Aviv, 2009, curator:
Sarit Shapira). Here too, the sculptures were composed
of concrete, plaster, wax, latex, salt, and silky white
floss. The central sculpture was an organic mass, which
appeared to have erupted into the space before being
shattered into tiny fragments that were ejected from its
body - invading the building, gathering in its corners,
spreading like parasites over the walls, and erupting out
of the fireplace like aliens arriving from the future. In
a later version, The Visit No. 2 (Beit Ha’ir, Tel Aviv,
2012), Sapir focused on the silky tree fibers, winding them
around the columns and staircase banister so that they came
to resemble a series of mucous cocoons, without revealing

the identity of the creatures growing on their interior.

The last version of The Visit was featured in 2014 in the
exhibition “Dark Times” (Genia Schreiber University Art
Gallery, Tel Aviv University, curator: Avi Lubin). Here
the exposed flesh of the “invasive creature” was placed
upon three elevated, shiny mirrored surfaces, appearing
as a dissected and headless monster, a mass of tremulous
tissues.

The key work that situated Sapir’s sculptures in a museum
context as a pseudo-scientific display was Research for the
Full Crypto-Taxidermical Index (2008-2010). First shown at
the Haifa Museum of Art (2010) in the exhibition “Shelf
Life” (curators: Tami Katz-Freiman and Rotem Ruff), this
work has since branched out in different directions. The
exhibited structure resembled a chest of drawers combined
with glass display cases, which contained a collection of
imaginary taxidermy creatures. Their deceptive materiality
lent them the appearance of organic or artificial remnants,
archeological vestiges, or organic exhibits in various
states of decay - fossils, silk cocoons, porcupine quills,
stones, or the remains of rotten fruit. The glass cases
called to mind the display conventions typical of natural
history or archaeology museums. At the same time, they
seemed to occupy a twilight zone between categories, since
it was impossible to know whether the artifacts, which
appeared like curiosities from a Renaissance cabinet of
wonders, were bodily excretions or artificial imitations
painstakingly handcrafted by the artist. At the bottom of
the structure was an aquarium containing a greenish liquid,

which was home to an amorphous, crystalline creature.



Suspended above it was a gilded birdcage, which contained
a bloody slab of flesh. Sapir applied various sculptural
manipulations to a range of materials including cement
powders, salt crystals, fibers, seeds, and plastic beads;
some of the artifacts resembled fossils or carbonized
objects, others were wet, and yet others were crumbling
or covered with webs resembling silk cocoons. In this
work, the silky floss covering the seeds of the Ceiba
tree, whose bio-mechanical trait is expansion, were made
to resemble crisp miniature brains. The term “crypto-
taxidermy,” which refers to the stuffing and mounting of
animals which do not exist in reality, fixed this woxrk in
a liminal space between the natural and the artificial.
Sapir exposed a new lexicon of constantly evolving hybrids,
while undermining familiar systems of classification used to
distinguish between nature and culture, art and science.
The resulting sense of ambiguity questioned the very
validity of dichotomous definitions.

The dialectic relations between nature and culture were
discussed at length throughout the intellectual history
of Western culture. In the current age, with countless
manipulations and reconstitutions of an imagined nature
constantly being recycled, it is no longer possible to
distinguish between the real, the processed, and the
virtual. As the digital revolution redefines the human
condition and desire has come to be mediated by technology,
these relations are constantly reexamined by contemporary
artists, prominent among whom are Mark Dion, Matthew

Barney, Roxy Paine, Camille Henrot, and Pierre Huyghe.

Sapir’s oeuvre similarly blurs the line between “nature”
and its countless representations (specimens collected by
a scientist and animal, vegetal or mineral vestiges) and
between what is clearly manmade (culture). This theme has
come to constitute the central axis of his work, which
he repeatedly circles around while refining the deceptive
vacillation between reality and its representation, between
natural materials that appear synthetic and artificial
materials camouflaged as organic ones. Like an alchemist in
his laboratory, he concocts materials, explores the points
of intersection between the biological and the synthetic,
and attempts to compose a precise formula for their fusion -
to distill the actual substance of life, so that he may
paradoxically use it to create a new artificial nature.
The hybrids first exposed in Research for the Full
Crypto-Taxidermical Index as if they were in the process
of incubation gave rise, two years later, to a body of
hybrid works that seemed to have emerged out of the drawers
and shelves, expanding and growing to their full size.
In the exhibition “Terra Incognita” (Chelouche Gallery
for Contemporary Arxt, 2012, curator: Avi Lubin), the
sculptures appeared as mutations created in a laboratory,
suspended between the categories of the biological and the
artificial, the vegetal and the mineral, at once seductive
and threatening: the bodily remains of a gigantic cryptid
monster - a monstrous scrotum and a lion’s tail oozing
a black mucous liquid (Untitled, 2012) hung on the wall
like a fossil; creatures resembling spiders with pointed

tails (the monster’s limbs) were installed around the space



like organic implants; a skeleton of a dinosaur (Untitled,
2012) lay on the floor, with cocoons embedded between its
ribs like horrifying parasites. As an aficionado of horror
and science-fiction movies, Sapir intended to evoke the
experience of a recent catastrophe: the exhibits appeared
as the repulsive remains of a plague or a natural disaster,
masterfully cloned fossils of pre-historic creatures, the
body parts of entities from a science-fiction movie, or
life forms from another planet. “Terra incognita” (unknown
land) is the Latin term once used by cartographers to
describe areas that had yet to be mapped or documented. In
this case, Sapir expanded the term from its territorial to
its zoological aspects, while continuing the tradition of
marking these unknown expanses with images of mysterious
mythological creatures. The figure of the cryptid monster,
whose identity, like that of all monsters, is fluid and
without clear boundaries, appealed to him because it was
constructed of and nourished by familiar materials, thus
appearing at once attractive, threatening, and repulsive.

Representations of nature in Sapir’s works are thus
almost always imbued by a morbid significance; they appear
in apocalyptic-futuristic contexts and as part of the
symbolism of life cycles and of vanitas, and recently
also in familial, autobiographical contexts. It seems
that the very attempt to distill the organic Real implies
an obsession related to death and dissolution, which
recurs throughout his works even when it is not explicitly
expressed. In this context, it is interesting to follow

the diverging lines stretching from The Montauk Monster

to Research for the Full Crypto-Taxidermical Index, and
from there on in a range of morbid directions. For the
project Mother of All Wheat, which was included in “Agro-
Art: Contemporary Agriculture in Israeli Art” (Petach Tikva
Museum of Art, 2015, curator: Tali Tamir), Sapir created
a sort of greenhouse designed for preserving grains of
wild wheat in the event of an ecological catastrophe: As
in Noah’s Ark, this apparatus concealed a genetic archive
for “rebooting” if the existing reservoir was destroyed or
damaged irreversiblg.[ﬂ In the ambitious project “Ministry
of Information” (Beit Hankin Museum, 2016, curator: Neta
Haber), which was created in an old natural history museum
located in the agricultural settlement Kfar Yehoshua, in the
Jezreel Valley, morbidity was coupled with a commemorative
atmosphere reminiscent of a mausoleum.

“Ministry of Information” was one of the most intriguing
projects to develop out of Research for the Full Crypto-
Taxidermical Index, since it dealt with the strategy of
collecting, which is related first and foremost to the fear
of emptiness (horror vacui) or death. Freud, an ardent
collector of antiquities (who was known to have some
3,000 items in his collection), related the thrust for
collecting to the anal inclination for accumulation, as
well as to actions pertaining to a repetition compulsion

[3]

stemming from a thrust for self-preservation. Sapir

has often referred to himself as a collector: “I am a



collector of objects, mostly from nature. It is a family
tradition . . . my mother was a collector, as was her
mother before her. Nature is the prism through which I look
at the world. As an artist, this is my way of telling a
storg.”[“ Indeed, processes of collecting, classifying, and
categorizing, which had already been given expression in
the first version of the “research,” were expanded in this
project to an engagement with, and disruption of, an entire
museum collection. Sapir took on an existing inventory
of exhibits, a multidisciplinary display of natural and
manmade objects, and manipulated it by disassembling and
reassembling it. The skeletons, taxidermy animals, dried
thistles, geological collection, antiquities, books, and
guides were rearranged to include his own works: a pair
of fetuses preserved in formaldehyde that he had found
in the collection was presented both as an artifact and
as two ghosts captured in an X-ray hologram; a sculpture
of a dead dinosaur was placed in a display case; and a
death mask of the artist himself was placed at the center
of the space, echoing the death mask of the Zionist
philanthropist Yehoshua Hankin featured in the museum’s
memorial corner. In this manner, Sapir detached the objects
from their museum definitions and disrupted the coherence we
expect when entering a museum. He created an intentional
deception while calling attention to the impossibility

of classification, of producing clear-cut narratives, and

of experiencing the comfort of some established order.
Using pseudoscientific methods in a takeoff of sorts on
cabinets of curiosity, which preceded the emergence of the
modexrn museum, Sapir worked against the grain of scientific
conventions and museum practices. Rather than supporting
the core Zionist ideals of the museum where “Ministry of
Information” was constructed, he engaged in the disruption
of collective memory, while raising charged personal and
political concerns.

The project at the Beit Hankin Museum was preceded
by an exceptional work titled Bodies (2015) - a dance
performance in collaboration with the choreographer Sharon
Vazanna, which was also characterized by an apocalyptic
and morbid quality. After years of being concerned with
representations of the organic by means of objects (animal
carcasses, stuffed animals, fur and skulls), in this work
Sapir first took the obvious leap of working directly with
living and breathing human bodies. The entire surface of
the dancers’ bodies was coated in a mixture of pigments
and various powders that thickened on their skin like
dough or a disease, forming a rubbery and murky epidermis
that dried, crumbled, and fell away as they moved. The
choreography was imbued with the quality of a ritual
dance involving a ceremonial process of wallowing and
withdrawal; the sense that “you were made from dust, and
to dust you will return,” was amplified when it seemed
that the dancers were shedding the dust of their lives
like an old skin, an excess charge of dirt. The symbolic

meaning of this work was also related to the twilight zone



between life and death, as well as, of course, to Julia
Kristeva’s “abjection,” which is based on a view of the
body as a metaphor of interior and exterior, a symbolic
system controlled by a regime of prohibitionsﬁﬂ

Sapir’s exhibition “HANOTERET” [The Remainder] (Gabirol
Gallery, 2017) was similarly accompanied by morbid ritual
and ceremonial resonances, which were directly related to
the offering of sacrifices. This site-specific sculptural
installation centered on a mound of sand and pigment
powder, which seemed to have fallen and been collected
from the bodies of the dancers in the previous work. The
mound was encircled by stones surrounding the white fur
of a mammalian carcass - the remainder of a sacrifice or
ritual. Other ceremonial objects, such as an animal skin
suspended from the ceiling on a metal chain, as well as
mammalian bones and skulls, were scattered in the space.
According to the sacrificial rules outlined in the Torah,
no part of a sacrificed animal should remain on the altar
on the day of the ceremony, and any such remainders must
be burnt. The preoccupation with the animal carcass, fur,
and skin is also related to the concept of the abject.
Here too, the treatment of what is filthy and contaminated,
of the exposed organism and lacerated body, is symbolic.
Abject materials related to repulsion and pollution also
include rot, blood, and bodily excretions. These elements
all represent a series of prohibitions and taboos related

to disorder and to a fear of death. In this work, they are

crowded together on the remaining skin, on the margins of
the living body’s protective envelope. Sapir’s concern with
the animal skin, like his engagement with the excess skin
on the dancers’ bodies, carries the idea of the skin as
a symptom of internal processes to its poetic and morbid
extreme. He underscores the metaphorical power of the skin
as a vulnerable, revealing, and protective part of the
body, which defines its limits and underlies the dialectic
between interior and exterior.

In recent years, Sapir’s preoccupation with death has
become more apparent and explicit. The catalyst for this
change in his artistic strategy was, perhaps, the joint
work created with Sharon Vazanna on the dancers’ bodies,
which provided an opportunity to engage with 1ife itself;
or perhaps it was the impact of the intimate familial
experiences of raising children in the domestic sphere. In
2016, Sapir participated in the group exhibition “Between
Synapses: Where Art and Brain Sciences Intersect,” which
was initiated by the Safra Center for Brain Sciences at the
Hebrew University of Jerusalem (Jerusalem Artists House,
curator: Michal Mor). Within this framework, he presented
Fetal Baby (2016) - a work born following his exposure

fel It consisted of a

to the term “philosophical zombie.”
plastic skeleton of a fetus coated in a layer of white floss
and latex, which was stretched like dry, shriveled skin with

no flesh underneath it. A pair of artificial, harrowingly



realistic eyes stared out of its skull. Placed in sterile
isolation like a scientific artifact, locked in a glass case
as if in a cage, the tiny creature simultaneously provoked
compassion and horror. The combination of the dwarfed body
and large, gaping eyes called to mind the lovable alien
from Steven Spielberg’s movie E.T. (12982) - an infants
monster that the viewer comes to befriend thanks to its
human qualities. “I wanted this work to raise questions
concerning the manner in which we perceive the ‘other.’
The image of the fetus at the heart of the work challenges
the question of the beginning of 1life and consciousness.
Since it represents such a liminal state, it undermines
our relationship to it as a human being.”[ﬂ

The sculpture Fetal Baby exerted a significant influence
on another work, which was included in Sapir’s most recent
exhibition, “Something’s Happened to Us, Father” (Chelouche
Gallery for Contemporary Art, 2017, curator: Avi Lubin).
This conclusive exhibition, which centered on Sapir’s
family and personal life, closed the circle that began
with Research for the Full Crypto-Taxidermical Index, while
perhaps indicating the emergence of a new direction. Yet in
contrast to its previous appearance as a sterile exhibit
locked within a display case, in this case the skeleton
coated in a shriveled, mucous layer of floss was that of an
adult, whose remainders were taken apart and reassembled
as a mutation riddled with mistakes. The skull with its
gaping eyes, which may have momentarily appeared to be

smiling a grotesque smile, and the limbs severed from the

spine, appeared as if they had been cast at the end of a
struggle (or game) onto the floor of an improvised house, of
the kind that children construct out of chairs and blankets
in order to create a protected space. The disassembled
skeleton was part of a two-story installation resembling
a domestic territory, in which Sapir placed death masks
of himself and his partner, who was also the exhibition
curator, alongside memorial candles, photographs, and
video works featuring their two children, Tamara and
Nimrod. The human presence that was merely alluded to in
Mother of All Wheat, and motifs from his family life that
were only hinted at in “Ministry of Information,” now came
center stage. The video work featuring the twins removing
a death mask (of their artist father) from a plaster
tray, which was first presented at the Beit Hankin Museum
on a small television screen set upon a chest laden with
objects, was featured here as well, yet this time as a
large projection in a separate room.

In terms of the artistic vocabulary, it seems that
the human skeleton, as well as Fetal Baby, were vestiges
of real or imagined organic objects, a reincarnation of
The Montauk Monster in a pre- or post-human figure. The
sculptural representations of the Real came to be replaced
by images of the artist’s family members, whose names and
identities were exposed through photography and video. As
mentioned, several copies of the death mask were integrated
as a recurrent motif into the exhibition spaces, echoing
the sloughed-off skin that appeared in previous works. This
time, however, the familial context and the more direct

and exposed artistic language gave rise to a new meaning:



Was the skeleton shattered because it was no longer needed?

The title of this exhibition was borrowed from that of
a video work by the same name, in which the twins’ faces
are interchanged and one of them calls out “Something’s
happened to us, Father.” The psychanalytic filter through
which Avi Lubin explained this sentence, and the work’s

overall strategy "

pointed to its clearly morbid charge,
relating this cry to that of the dead son in the father’s
dream described by Freud in the seventh chapter of
The Interpretation of Dreams. “Father don’t you see I'm
burning?” is the sentence that the father hears in his
dream, as he lies asleep in a room adjacent to the one in
which his son’s body is surrounded by candles that seem
to have caught fire. Freud argued that the dream could
be interpreted as the fulfillment of the father’s wish
to bring his son back to life, yet believed that this
interpretation was unsatisfactory, and that an attempt to
interpret the dream using the tools previously presented
in his book would lead to a dead end.w] Jacques Lacan,
who devoted two chapters to this dream in Seminar XI,
argued that this call represents the trauma of the father
who cannot save his son."’ As Lubin writes, “Waking from
the dream allowed the father to avoid the encounter with

the real trauma. The dream does not function here as the

fulfillment of a wish, as implied in the earlier chapters
in Freud’s book. It makes the father face the Real, the
trauma he cannot deal with outside the dream, the agony
that cannot be expressed in words.” "

One way or another, the Real is related here to trauma
and death. I would now like to attend to this notion of
the Real as a botanical, biological or organic element
that recurs throughout Sapir’s oeuvre, and which has served
as a guiding principle in the course of this discussion.
It seems that throughout the development of Reseazrch
for the Full Crypto-Taxidermical Index, from Overturned
Cryptid to Fetal Baby, from the mucous scrotum to the
slough crumbling off the dancers’ bodies, Sapir sought to
distill the same experience of a physical, fleshy existence,
of a biological organism, the core of the Real, which
in Lacan’s terms expresses the fusion of life and death
into a strange, amorphous, unidentified entity. This is
the moment in which the body as a cultural form becomes
flesh, an organic material, natural and degradable: “the
flesh one never sees, the foundation of things . . . the
flesh from which everything exudes, at the very heart of
the mystery, the flesh in as much as it is suffering, is
formless, in as much as its form in itself is something
that provokes anxietg.”hﬂ

A similar concern with the Real arises zrepeatedly in
the writings of Slavoj ZiZek, who is known for his popular

interpretation of Lacan’s work. In his essay “Passions of



the Real, Passions of Semblance,” he writes: “When we get
too close to the desired object, erotic fascination tuzxns

[13]

into disgust at the Real of the bare flesh.” Writing
elsewhere about the film director David Lynch and his double
treatment of the human body and flesh, of what happens
under the skin, as well as about a range of science fiction

and horror films, ZiZek speaks of crude reality and its

[14] 5y [15]

dissolution, of ”mucous stuff of the life-substance.

The unexpected malignant, wicked, and subversive
element (Zizek’s “Real”) sheds light on the implicitly
threatening dimension concealed beneath the seemingly
normal semblance of reality. This attention to rot and
dissolution underscores the tension between the mundane,
bourgeois reality unfolding on the surface and the
tremulous, infected “slab of 1life.” In this context, one
can also recall the repulsive liquid creature in the film
series Alien (1979), or the human fly in David Cronenberg’s
film The Fly (2986), as well as, more recently, that headless
“thing” in the television series Stranger Things. As
technology continues to advance, the monster of the Real
appears increasingly repulsive and threatening. This is
the monster that ZiZek calls “the absolute living creature,
the pure essence of life.” It is the most palpable visual

expression of a pure libido, a plastic form of skinned

organicity - a glimmer of a bodiless life, a perfect
corporeality. According to ZiZek, this is precisely the
source of the ambiguity underlying the postmodern image:
the hyper-real strategy provokes a sense of disgust with
the Real, while simultaneously serving as a barrier that
enables the subject to keep his distance from the Real and
to protect himself against its intrusion.™

This, perhaps, is the key for understanding Sapir’s
obsessive strategy - from his striving for a cryptid
hybridity to his engagement with 1life and death, which
is enfolded within life as a promise (or an appeal to
the father). The very creation of an enigmatic, bodiless
organic presence enabled him to keep a protective distance
from it, yet he no longer seems to be in need of this
protection. The infiltration of life itself, through the
expansion of his artistic language to include photography
and video, has led to a turning point at which Fetal Baby
and related representations of the cryptid real have been
disposed of as an unnecessary surplus, a now useless object.
Only time will tell whether Sapir has reached a point of
no return in the evolution of his oevure, or whether the

concern with the organic Real will return to preoccupy him.

is an independent curator and art historian based in Miami,
Florida; she served as the Chief Curator of the Haifa Museum of Art (2005-2010), and
was the curator of Gal Weinstein’s project "Sun Stand Still” in the Israeli Pavilion
at the Venice Biennale (2017).



[1]
[2]

Mold and Rot:

The Dead on the Living in Tomer Sapir’s Work

Tali Tamir

The skin . . . acts as the mirror of the soul.

Lo . [1]
Didier Anzieu '

. wreaths of glass, the very kind I make in my cell, to
which they bring the odor of wet moss and the memory of the
trail of slime left on the white stones of my village cemetery
by snails and slugs.

[2]
Jean Genet

Concrete and Salt (1)

The prevalent assumption that Tomer Sapir is primarily
concerned with the encounter of art and science requires
a deeper understanding of his work’s position between
these two disciplines - of their areas of congruence
0or intersection. A good point of departure could be the
material basis of Sapir’s works and the “laboratory”
practice that he conducts in his studio as a serial work
process. In attempting to distill the tension underlying

Sapir’s unusual inventory of materials to one fundamental

Didier Anzieu, The Skin Ego, trans. Naomi Segal, New York: Routledge, 2018.

Jean Genet, Our Lady of the Flowers, trans. Bernard Frechtman, with an Introduction
by Jean-Paul Sartre, New York: Grove Press, 1991, pp. 58-59.
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principle, one could point to the joining of concrete
and salt as giving rise to all other points of contact
and congruencies. The chemical friction between the gray
industrial mixture and the white, crystalline mineral
simultaneously produces a rash and an irritation, orx, in
the words of Julia Kristeva, embodies “the interference of

the organic within the social.” "’

The organic in Sapir’s
work “attacks” the cultural and pushes it towards the
bodily, the tactile, the moldy and the liminal. The brushed
concrete (which is not cast) exposes a surface given over
to touch and response, one that can be transformed, by
varied processes, into granular, hairy, furrowed, inflamed,
moist, barren, or bubbling substances. At their core,
Sapir’s objects are grayish and indifferent to color,
yet the intensifying hues that arise from them are not
a given, but rather a calculated result: the result of
an activated chemical process. As in the case of a skin
disease, the color - reddish, blushed, or purplish - is
a symptom of an infection or of danger. These concerns
were given an intense expression, for instance, in the
installation “HANOTERET» [The Remainder], which Sapir
presented at Gabirol Gallery in 2017. This installation
included “inflamed” and fermented objects in shades of
heat and fire, whose bubbly, furrowed surfaces reacted to
chemical actions and to the manipulations of the colorful
light filtering through the windows.

The basic encounter between materials, which is sometimes
embodied in Sapir’s work by means of solids and in other

cases as a powdery or granular substance, involves a high

degree of sensitivity to the surface. As such, it calls
to mind the observation made by the French psychoanalyst
Didiexr Anzieu - that the skin, or the surface of the body,
functions as a “mirror of the soul.” Anzieu, who argued
that the skin is the largest and most primal sensory organ
perceived by human awareness, one that is already active
in the fetal state, coined the term “skin-ego,” which
demonstrates how the surface of the skin supports the
formation and shaping of the ego. Based on this logic, he
suggested viewing various skin diseases, such as eczema,[“
for instance, as an expression of cracks in the skin and
crevices in the wholeness of the ego, or “an attempt to feel
the bodily surface area of the Self from the outside, with
the skin’s painful lacerations, rough feel, humiliating
appearance, and at the same time a wrapping of warmth and
diffuse erogenous excitations.” '

The manner in which Sapir treated the skin of the dancers
in the dance performance Bodies (2015), a collaboration
with the choreographer Sharon Vazanna, dialogued indirectly
with Anzieu’s theory of the skin-ego. Sapir covered the
bare bodies of the dancers with a multicolored, irritated,
inflamed, pathological coating whose appearance vacillated
between that of the human and the animal. Yet concealed
beneath the animalistic associations and the seductive
surface were also sickness and itching, as somewhat
repulsive external expressions of mold or rot. As the
explanatory text accompanying the performance noted, this

work explores “the tension that is exposed between the



body as evoking desire and temptation on the one hand and
arousing repulsion on the other . . .” and “the body’s
boundaries and its orifices” as extensions of the body’s
interior. In Sapir’s thinking, the extensions of the
interior erupt onto the surface of the body, violating
the smooth, clean skin.

A skin pathology also served as inspiration for a group
of sculptures created by dripping liquid concrete, like
building “palaces” out of wet sea sand. Sapir titled these
layered grayish sculptures Scleroderma (2008-2010), after
a severe skin disease that causes the skin to harden and
thicken.'™ The bumpy skin’s topography once again bridged
the distance between the concrete and the organic body,
blurring the separation between them.

The seemingly scientific title that Sapir gave his
ongoing project over the past decade is Research for the
Full Crypto-Taxidermical Index. First exhibited in 2010 as
an installation included in the exhibition “Shelf Life” at
the Haifa Museum of Art (curators: Tami Katz-Freiman and
Rotem Ruff), this title combines the three functions that
continue to preoccupy Sapir: his concern with indexical,
classificatory aspects; his concern with cryptozoology -
a pseudoscience that presumes the existence of unknown
creatures derived from anecdotal or folkloristic origins;

and the taxidermical aspect, which is concerned with the

preservation of animals through stuffing and mounting -
relating not only to the meticulous treatment of the
external envelope, but also to a morbid concern with
postmortem states and with subversive forms of death.'
The notions “for” and “full” allude to the highest fictive
ambitions, while the imaginary figure of a devoted scientist
hovers above it all.

Yet the lexicon that Sapir chose is located in the
liminal space between science and fantasy, reality and
horror: the world of cryptids, which is full of hybzrids
and inventions, and the world of taxidermy, which is
pervaded by the morbidity of death and corpses. Sapir
thus underscores the ironic dimension of the aspiration to
complete the research project, for one fiction can always
give rise to another fiction. The title of another work
by Sapir, The Visit No. 2 (2012), alludes to a horror
plot involving a parasitical organism that takes over a
carefully tended historical building (Beit Ha’ir) in Tel
Aviv. The stylized staircase and the surrounding walls
were “attacked” by a wild, furry growth composed of the
silky floss of the Ceiba tree, which appeared to be either
erupting from the inside or invading from the outside.
This scene of an urban invasion undermined the building’s
aesthetic design, transforming it into a contaminated and
distorted “surface.”

Sapir’s laboratory of materials dialogues with the
laboratory of an old-fashioned natural scientist, ozx

alternately with a 19th-century cabinet of wonders. Dozens



of jars, boxes, and crates contain a range of organic
materials which were gathered outside: tree bark, shells of
bird eggs, fruit peels, various seeds and fibers, the floss
of the Ceiba insignis tree seeds, wax, sheets of latex,
crystals and minerals, alongside bits of brushed concrete
and anatomical models of bones and skulls. Botany, zoology,
and human anatomy meet on Sapir’s work table as they
undergo various stages of rotting and fermentation, while
blurring the line between live specimens and inanimate
vestiges, purity and dirt.

“To deal with dirt first,” the anthropologist Mary
Douglas suggested as early as the mid-1950s. “In the course
of any imposing of order, whether in the mind or in the
external world, the attitude to rejected bits and pieces
goes through two stages. First they are recognizably out
of place, a threat to good order, and so are regarded as
objectionable and vigorously brushed away. At this stage
they have some identity: they can be seen to be unwanted
bits of whatever it was they came from, hair or food or
wrappings. This is the stage at which they are dangerous;
their half identity still clings to them and the clarity
of the scene in which they obtrude is impaired by theirx
presence. But a long process of pulverizing, dissolving
and rotting awaits any physical things that have been
recognized as dirt. In the end, all identity is gone. The
origin of the various bits and pieces is lost and they

. . [8]
have entered into the mass of common rubbish.”

This comprehensive, circular analysis of dirt, and its
relation to the term “remainder,” which Douglas so aptly
defines, can shed light on Sapir’s thinking - serving, as
I would like to suggest, as a supporting guideline for
the interpretation of his work. Douglas was the one who
extricated the term “dirt” from the realm of hygiene and
moved it to the realm of culture, arguing that: “Reflection
on dirt involves reflection on the relation of order to
disorder, being to non-being, form to formlessness, life to
death.™ Douglas delineates a conceptual sphere that frames
Sapir’s transitions from the meticulous grid of the glass
cases to objects lacking contours; from the regimented
character of a pseudo-scientific display to malignant
wild growths; and from a discipline of classification to
mounds and residual layers of salt and dust. She points
to the connection between the “remainder” that has been
removed and its loss of identity, to the point of its
disappearance into a creative formlessness that opens up
a new cycle of life.

In her famous essay on abjection, Kristeva developed
Douglas’ anthropological thinking about filth and impurity,
steering the discussion to the psychoanalytic repressed:
“It is thus not lack of cleanliness or health that causes
abjection but what disturbs identity, system, order. What
does not respect borders, positions, rules. The in-between,
the ambiguous, the composite. The traitor » 2]

Kristeva draws the contours of abjection around what is



liminal, non-specific, and impossible to name, the remainder:
“Remainders are residues of something but especially of
someone. They pollute on account of incompleteness."hﬂ
Sapir’s exhibition “HANOTERET” was concerned with the
remainders of a ritual and the burning of an unidentified
offering. Suspended from the ceiling at its center was a
crucified, furrowed stretch of “skin” resembling that of a
slaughtered ox. This skin was stretched over a “puddle”
filled with stains and “excretions,” which accumulated as
the materials that Sapir worked with - pigment and salt -
dripped down. Arranged on the floor in an adjacent space
was a circle of stones and a mound of material residues
that appeared to be the remainders of a ritual bonfire, with
an unidentified, fur-covered carcass 1lying at its center.
Sapir conjured up the Halakhic concern with “the
remainder” (hanotar, in Hebrew) - the remnants left at the
end of the day from the sacrifice offered at the Temple,
which the Torah categorically forbids to eat and commands
to burn. The Hebrew title “HANOTERET,” which changes the
gender of the word “remaindexr” from male to female, was
clearly concerned with the concept of the “remainder,” as
discussed by Douglas and Kristeva. Following these two
thinkers, Sapir’s burning ritual could be interpreted
as an extinction ceremony for anything that exceeds the
symbolic order - politically, psychologically or in texrms
of its gender. As Kristeva argues, “Defilement is
what escapes that social rationality, that logical order
on which a social aggregate is based.” *! The installation

“HANOTERET” thus conjured up a sacred social ritual that

seemingly sought to balance the psychopathology of the
symbolic order and to restore it - including the gendered

order - to an earlier state.

The basic elements of the work Overturned Cryptid (2008)
are concrete and salt combined with wax, latex, and the floss
of the Ceiba tree. This “sculpture” (a three-dimensional
object situated in space) resembles an overturned turtle
shell containing a “puddle” of accumulated concrete whose
weight balances the shell, and whose external margins are
strewn with grains of salt. A tiny aperture that sprouts
a pale patch of down opens up at the edge of the concrete
surface, suggesting a bodily option that involves a double
inversion: one centered on death and dissolution, and
another, homoerotic inversion that draws the gaze to
the rectum. Homoerotic sexuality is not anchored here
in the glorious eroticism of the male body, but rather
infiltrates the gray morbidity of the overturned creature,
which appears as a fossil or remnant of a carcass exuding
salt fumes, while simultaneously alluding to sexuality
and death, rot and desire. “The human body is a fenceless
entity,” Vazanna wrote about her and Sapir’s collaborative
project, referring to the apertures and crevices. “Matter
is introduced to it and extruded from it; it encounters
other bodies, touches them, intrudes into them and is
intruded by them. The body’s boundaries and its orifices are
trespassed in different wags.”[U] Kristeva points to the

body’s orifices as liminal zones, “parceling-constituting



the body’s territory,” ™"

while simultaneously blurring
the distinction between interior and exterior, suggesting
“a border passable in both directions by pleasure and
pain.” ™*! Douglas’ anthropological gaze sees the body’s
orifices as charged with the symbolic value of entering
or exiting social systems, in contrast to the static
perception of bodily wholeness, which represses and denies
the orifices. According to Douglas, the striving for total
purity, which conceals impurity, may represent an “ideal
theocracg"[m] and constitute a true enemy to any “change

[17] . .
H Taboo and contamination

ambiguity and compromise.”
are thus vital forms of existence, which are channeled
into sacred rituals in order to preserve them as part
of the texture of 1life. In Sapir’s work, the ambivalent
relationship between exterior and interior is imbued with
both attraction and repulsion, pleasure and pain.

The concrete sculpture included in the exhibition
“Terra Incognita” (Chelouche Gallery for Contemporary Art,
Tel Aviv, 2012, curator: Avi Lubin) is composed of a
gray material that dripped and coagulated into a vertical
structure filled with crevices and tunnels, in which there
have accumulated - like debris that has drifted to the
banks of a river - vegetal fibers, quail-egg shells, wax and
grains of salt. The melting wax forms transparent, mucous
traces that call to mind “the trail of slime left on the
white stones of my village cemetery by snails and slugs,”

as Jean Genet writes in Our Lady of the Flowers - describing

the wreaths of glass beads carried at the funeral of the
book’s protagonist, Divine, as if describing traces of
sperm trickling down the body of the dead lover.™

In an unforgettable scene in Genet’s film A Song of Love
(Un Chant d’Amouxr, 1950), the wall of the prison cell
becomes a desired body, and the prisoner engages in
lovemaking with his neighbor in the cell beyond the wall
by means of cigarette smoke, which is passed through a
tiny hole in the wall. Genet offers a concrete metaphor
for homoerotic desire, whereas Sapir’s installation, which
is similarly composed of impermeable concrete, produces a
field of unidentified creatures lacking clear contours, which
echo Douglas’ term “creative formlessness.” The encounter
between the salt, concrete, wax, and floss of the Ceiba
tree spawns a new and strange evolutionary development,
in which internal and external materials intermingle.

The Visit (2009/2014) represents another stage in the
development of a subseries concerned with the idea of
the “visit” as an invasion from unidentified realms. This
theme first appeared in Sapir’s work in the MFA graduate
exhibition of the Bezalel Academy of Arts and Design
(2009, Hatachana, Tel Aviv, curator: Sarit Shapira). In
2014, in the exhibition “Dark Times” (Genia Schreiber
University Art Gallery, Tel Aviv University, curator: Avi
Lubin), Sapir doubled the split body by placing it over
mirrors that enabled viewers to gaze into its entrails.
This work represents the critical rift that preoccupies
Sapir, a sort of geological fissure that opens onto a

cave or concealed tunnel with a powerful innexr landscape



characterized by blazing colors. The red rising from
below is absorbed and spreads like a poisonous material.
The “corpse” lies on a surface resembling a table, as if
in preparation for a postmortem operation performed by a
pathologist, and its interior cavities, which are reflected
in the mirror, blush with an infected red and produce an
awesome vision of danger and rot. The internal surfaces,
which are exposed to the gaze, bloom like a fertile field
of malignant growths, recalling Aznieu’s words: “the
seriousness of the damage to the skin . . . is zrelated
to the quantitative and qualitative extent of flaws in
the Skin-ego. . . . the skin . . . acting as a boundary

allows to read directly the sexual and aggressive
desires . . . the skin is zrevealed . . . as a fragile
wrapping that invites physical penetrations and psychical
intrusions.™’ Invaded and fragmented, Sapir’s work is
only seemingly protected by the “scientific” display. The
body of the unidentified “invader” gapes open before the

viewer, radiating a pathology of contamination and danger.

Sapir’s urge to collect, which is given expression through
the multiplicity of objects displayed in Research for
the Full Crypto-Taxidermical Index (2010) and Mother of
All Wheat (2015), ironically follows regimented cultural
practices and traditional conventions of display predicated
upon an orderly scientific ethos. The museum display cases,
which were made of glass and iron, obey the rules of

scientific presentation. Yet under the presumption of

a proven truth, they present the viewer with a dubious
assembly of exhibits representing various degrees of
reality and fiction.

The greenhouse in Mother of All Wheat operates within
an evolutionary framework whose limits were established by
Sapir himself, who insisted on adhering to the architectural
morphology of wheat. The choice of the specimen known as
Mother of All Wheat stemmed from its archetypal status as
an ancient and durable plant, discovered in 1906 by the
agronomist Aaron Aaronsohn in the vicinity of Rosh Pina,
as well as from its genetic makeup, which is considered
to be the antecedent of later specimens of wheat that
became central to the Western diet. Sapir, however, was not
lured by Zionist narratives; faithful to the apocalyptic
tune accompanying his work, he relied on the model of the
Svalbard Global Seed Vault in Norway, which was dug into
the northern ice in order to preserve a range of seeds, with
an emphasis on edible species, in the eventuality of their

. . [20]
extinction.

Such an inventory may become useful if the
need arises to restart extinct forms of life, recultivate
barren agricultural areas, or renew specimens decimated
by ecological or other disasters. One way or another,
an impending catastrophe lurks behind the accumulating
body of knowledge, and mutation appears a necessary and
required option.

Sapir intervened in the genetic makeup of the Mother
of All Wheat, creating artificial-fictional mutations,
inventing unfamiliar forms, combining 3-D prints with

manual processes, and placing synthetic elements alongside



the organic source. The strategy central to viewing these
works is the scrutiny of the disruptions, small “betrayals,”
“forgeries,” and other “scandals” that the scientific world
derisively condemns. Sapir has infused new life into the
rebellious character of “The Gay Science,” following the
Nietzchean principle that: “the conditions of 1life might

[21

include error.”™! within Sapir’s remarkably ordered display
cases, fiction, mistakes, and mutations are arranged side
by side as if in accordance with a natural principle,
which demonstrates what Nietzsche called “the doctrine
of poisons”: “e.g. the doubting drive, the denying drive,
the waiting drive, the collecting drive, the dissolving

drive »lee]

As Nietzsche foresaw at the close of the 19th
century, human beings had yet to make numerous sacrifices
before they learned that all of these could exist as
“functions of one organizing force in one human being!”[n]

Nietzsche dedicated the concluding lines of clause
113 in the third book of The Gay Science to the cross-
fertilization of science and art: “how far we still are from
the time when artistic energies and the practical wisdom of
life join with scientific thought so that a higher organic
system will develop in relation to which the scholar,
the physician, the artist, and the lawmaker, as we now
know them, would have to appear as paltry antiquities!"h”
Nietzsche’s radical stance, which preceded its time, is

given expression in Sapir’s “supreme organic structuzre,”

which enables the powers of the organic to flourish and
go wild. Paraphrasing Kristeva’s statement about writers,
one could state that “an artist (man or woman) has to
engage with what he calls demonic only to call attention
to it as the inseparable obverse of his very being, of the

other (sex) that torments and possesses him."hﬂ

Sapir’s
attempt to present the aesthetic and the contaminated as a
natural continuum that is not abject endows his work with
its power as a redemptive fiction. He acts from within the
“inseparable obverse” as well as from without it, while
casting a different gaze at science and art - a gaze that

melds them together, inextricably.

is an independent curator and a historian of Israeli art and culture. She
has curated numerous exhibitions in Israeli galleries and museums, and has published
numerous studies concerning the connection between art, society, ideology and
culture. In 1994-2004, she served as the curator of the Kibbutz Gallery in Tel Aviv. In
2005-2010, she served as the curator of the Nachum Gutman Museum of Art in Tel Aviv.
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The Jerusalem Artists House

Collaboration with the Edmond and Lily Safra Center for Brain
Sciences, Hebrew University of Jerusalem

Curator: Michal Mox
2016

T1371VN 1j7'10D

50 x 70 x 150

07w ,0'INXT 7' ,2016 ,"TIINXRIT NN 'WTN *IN0N1 117X'T - Mool
D"7W11'1 1M1V fTD'DNAIXR NN 'WTNY7 X120 771 TNNTX 17N DY 17190 NIy
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2015

Collaboration with the choreographer Sharon Vazanna

2015-2017, Warehouse 2, Jaffa

2016-2018, Tmuna Theater, Tel Aviv

2017, Open Look International Dance Festival, Saint Petersburg
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2015

171 TNY J1'D721X"1Di1 DY N12I1wn in'x?

197 ,2 1UNN ,2016-2015

12X 771 ,V11NT 11NDXT1,2018-2016

1111700 LID Open Look International Dance 71'bon ,2017
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2009-2014

Mixed media

Variable dimensions







niova

2014-2009

a71yn ny7'10L

DITIYN 07712

176



Untitled

2009

Cement, wax, Ceiba insignis fibexs

110 x 50 x 30

“Harika,” 2009, Hachava Gallery, Holon
Curator: Irit Carmon Popper

naniJ K899

2009

712{71 712 210, YWY DN
30 x 50 x 110

11710 ,A1Ni 1"M71,2009 ,"Ni7'N"
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“HANOTERET?”

2017

Ceiba insignis fruit, stones, bones, cement, salt, sand,
synthetic fur, mirror, wax, Plexiglass, nylon sheets

pigments,

Gabirol Gallery, Tel Aviv

172
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2017

JANVY ,AIXIN TDID 71179 ,0'DINA 710,070,070, TINXY 01X 1171271 1710 111n
1171 My ,Dj7a0NA

1'aX 771 ,7171'22 72
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Vitrines

[ 21 “Collecting Dust,” 2013, The Israel
Museum, Jerusalem

Curator: Tami Manor-Friedman

[ 21 Seed Library, 2016, commission for the permanent
collection of the SLSC Museum

(Saint Louis Science Center)

[ 31 “Agropolis,” 2016, The Bloomfield Science
Museum, Jerusalem

Curator: Maayan Sheleff

[ 4 1] “The Hidden Passengers,” 2014, Apexart, NYC

Curator: Avi Lubin [ 3]

[ 4]




[ 2]

D7V 7RIV INTIN ,2013 73X N1

1NTDMIN NI TINXIXR

SLSC-n 7w V117 NDIXI 111V NINTIN 1T1aY ,2016 ,0'U17 710
(D'X17 DID 7W VTN IX'TIN)

0'7w11' ,17'9N171 "V VTN [IXTIN ,2016 ,"D'71211IX"

N7 1'UN :TNYIX

721" 11 Apexart 2014 ,"D'no D'Wo11”

1217 "IX NI

n1177v71
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“Ministry of Information»

2016

Mixed media

Kfar Yehoshua

Beit Hankin Museum,

Neta Haber

Curator:
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2016
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23 YOI . TNYXIXR
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Paper Works

[ 2] Tiger
2015
Transparency and greaseproof paper
72 x 90

[ 2] Black Dune
2017
Mixed media (layers of greaseproof paper)

70 x 95
[ 3] Svalbard Global Seed Vault
2013
Mixed media (layers of greaseproof paper) [ 5]
45.5 x 77
[ 4] Montauk Lighthouse No. 3
2014

Transparency and greaseproof paper
62 x 99

[ 5] Montauk Lighthouse No. 1
2008
Mixed media (layers of greaseproof paper)
12x 27




[ 4] [ 31
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2015
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90 x 72
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2017
(bINa1A 1M1 MIdY) NIV 17100
95 * 70

T117X10 7V N'711720 D'WATN 120D [ 3 1]
2013
(DINANQ 1M MI3DW) NANYA 171100
77 x45.5

3 'Dn 71NN N71In [ 4 ]
2014
DININD 1T 7Y
99 x 62

1'DN vIIN N7TIN [ 5 ]
2008
(LINANN 11 T11DW) TIINIVA 171100
27 x 12
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Mother of All Wheat

2014-2015

Galvanized iron, polycarbonate, Perspex, LED tubes, wheat, photopolymer
3-D prints, epoxy, pigments, cement, salt, soil, latex, seeds, grains

230 x 210 x 230

“Agro-Art: Contemporary Agriculture in Israeli Art,» 2015,
Petach Tikva Museum of Art. Curator: Tali Tamir

“What a Wonderful Place,” 2016, The Weizmann Institute of Science.
Curator: Yivsam Azgad
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2015-2014

,AN'71271D121 N*TANN77 N7 1N 17 ,LED 11711 ,0i72010 ,011117'712 1117120 7111
012721 O'WNT ,D{7D7 ,iINTX ,N7N ,07N ,0'DINA'A 'D719X

230 x 210 x 230
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NI 70 S TNXIR

TATY DWIT :IXIX .WTNY [N 1197 ,2016 ,"X721 D170 1TR"
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2012

Curator:

»Unnatural,” 2012,

Tami Katz-Freiman

The Bass Museum of Art, Miami

JNR?N ,N1INRY OR1 ]IR?TIN ,2012

1n77a-y3J 7nn

Research for the Full Crypto-Taxidermical Index (Slide Projection)

(N1721pw Napn) KRYNA INITIOPV-1VATIAPA OPTITRA NNIPY PN

2012

,”Unnatural”

SNARIN
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“Terra Incognitar

2012

Mixed media

Chelouche Gallery for Contemporary Art, Tel Aviv

Curator: Avi Lubin
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The Visit

200972014

Wax, Ceiba insignis fibers, plaster, cement, salt, pigments,
glitter, polyurethane foam, latex, mirrors, steel, birch plywood

135 x 500 x 120

“Dark Times,” 2014, The Genia Schreiber University Art Gallery,
Tel Aviv University

Curator: Avi Lubin










The Visit No. 2 —

2012

Ceiba insignis fruit

“Borderline,” Beit Ha’ir (old City Hall), Tel Aviv
Curator: Ayelet Bitan Shlonsky

2014/2009

,1T79 ,T1IXON D707 ,]71MIX710 N¥§7 ,0°¥I¥1 ,0'0INA'0 ,N7N 071,011, J1j711{71 171D 20 ,iyy
n11'7 117

120 x 590 x 135
1'IX 77 NID'DOIIX 2™V 1" W'V NTINXRT TI'RD'DI11IRG 11711 ,2014 ,"0D'7AX D'

17217 12X XX







The Visit —

2009

Wax, Ceiba insignis fibers, plaster, cement, salt, pigments, polyurethane
foam, latex

“Industry,” 2009, MFA graduate show, Bezalel Academy of Arts and Design,
Hatachana, Tel Aviv

Curator: Sarit Shapira
— 2 ’'0on 1pran
2012
T1'{711j72 1771 11172

1'aX 771 Q'il 11'1,2012 7122

WO0N7YW 111 N7V TNIXIR
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2009

D707 JTIMIX'710 N¥{7 ,0'DINA'A ,NYA 070,032 171371 7T '1'0 ,a1ve

12X 77 ,71INT0 DNTN ,7X7X¥1 7w TINRD "W IRIT 7Y N0 1211V ,2009 ,"Iwinn”

X21'AQY T1MY TINXTXR
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Scleroderma

2008-2010
Concrete
Variable

“Grandfat
Chelouche

Curator:

dimensions, approximately 30 x 15 x 15 each

her Paradox,” 2010, ON-OFF Artprojects, Hamburg;

Gallery for Contemporary Art, Tel Aviv
Avi Lubin
2010-2008
1101

X" 1171 15 x 15 x 30 ,0"ITIWN 0'7TA

1'IX 771, 7MIWOV NINXRY7 w17W 1"173 ;21100 ,0N-0OFF Artprojects ,2010,"X10i Di71T12”

17217 *IX XX




The Montauk Monster

2009

Projection

“The Answer is Within You,” 2009, Substitut Gallery, Berlin

Curator: Urs Kiienzi

P1017NN N¥Yann
2009

an7n

1"771,01DVUID 1"172,2009 ,"The Answexr is Within You”

N7 DX XX

The Shores of Montauk

2009
Mixed media (layers of greaseproof paper)
Variable dimensions

“The Answer is Within You,” 2009, Substitut Gallery, Berlin

Curator: Urs Kiienzi

Pi1viin 7a1n
2009

(LINANA M1 7Y TIA0W) IAVN 177100
D'INwn 0'771

1"771 ,01LVUID 1"171,2009 ,"The Answexr is Within You”

N7 DX XX
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Research for the Full Crypto-Taxidermical Index

2010

Concrete, wax, latex, cotton wool, Ceiba insignis fruit, dry grass,

soil, salt, wood, glass, metal, fluorescent lightbulb, dry coral, crab
arm, porcupine quill, dry seaweed, avocado pits, cement, dry beetroot,
empty silkworm chrysalis, resin, acrylic, pigments, dry leaves, aquarium,
water, oxygen stone, Acrilan, birch plywood

250 x 240 x 165

“Shelf Life,” 2010, Haifa Museum of Art. Curators: Tami Katz-Freiman
and Rotem Ruff

“Cabinets of Wonder in Contemporary Art: From Astonishment to
Disenchantment,” 2012, Herzliya Museum of Contemporary Art.
Curators: Dalia Levin, Daria Kaufmann and Ghila Limon

“To the End of the Land,” 2018, National Gallery of Modern Arxrt (NGMA),
New Delhi. Curators: Drorit Gur Arie and Or Tshuva

64
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2010
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770 WI1Y D70 1T712X 17V, TTIWIAT T¥X ,]301T Y117 ,]D10 7w VIt (w17) 21N7X ,DIXDIIXI72
,JJXNN 11X ,0'N,01M11j7X ,0'W11'N 07V ,0'DINA'A 777X Y WD W71 7W M7 Tyi72 ,wan
1117 YV 127 177X

165 x 240 x 250

N1 DT1NT JAMA°YD AT :TINXIX JI1IAXY7 719N 11X710 ,2010 ,"77TR 'n”

JIMYOY NIINXYT 17X 1IXTIN ,2012 ,"TIINDAT7 NIXTIYAN - TMYOY T1IAX1 71IX72 "N
11177 1721 N2IX7 17,1117 177 :TINXIX

77 11 ,(NGMA) Tmin IMINXY7 N'NIX7i "7 ,2018 ,"To The End of Land”
T21WT X1 77X 13 TN T TYIR
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Overturned Cryptid

2008

Cement, salt, wax, Ceiba insignis fibers, latex

43 x 77 x 59

»Grandfather Paradox,” 2010, ON-OFF Artprojects,
Chelouche Gallery for Contemporary Art, Tel Aviv

Hamburg;

Curator: Avi Lubin
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