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snake shall | Become (the Fourth Hour), 2022, installation,
copper sculptures, execution and production: Yuval Benjamin
Arm choreography, in collaboration with dancers Dor Frank
and Ortal Atsbaha, and the snakes Saharan Horned Viper 47,
saharan Horned Viper 48

videography: Gitai Silver; lighting: Shay Nassi; editing: Hinda
Weiss; production: Mor Afgin; costume design: Reut Shaibe;
hair and makeup: Arava Assaf

Thanks: Aziz Subach, Dr. Boaz Shacham, Itay Tesler,

Tal Yahas, Irit Tamari, Aya Zaiger, Ifat Zvirin, Shira Zaban-Kfir,
Matan Oren, Hila Cohen-Schneiderman




emitted from the ground, riding and leaning on
one another, waltzing together and separately
as a system that introduces other, parallel rules.
The productive-industrial order re-emerges as
chaos; cleaning agents shed their functionality
to become a formal-aesthetic passion, and the
productive "now” becomes an archeological
panorama. Viewers are invited to wander

between scenes of ecological destruction
60 and self-destruction, between skeletons,

manufacturing defects, and spectacular
paintings, revealed as the bare nerves of the
systems that activate both culture and the
artist’s tormented consciousness.

MORAN KLIGER

Moran Kliger returns to the story of the flood

in biblical and in Mesopotamian mythologies,
discussing the power of the natural forces
versus the nullity of man’s will; the common
fate of humans and animals, and their
interdependence; and the attempt to reset their
power relations. Her large figurative drawings,
in round frames akin to windows peeking into
the human unconscious, feature manifestations
of fear of and admiration for nature. The
drawings are arranged as a pictorial panorama,
in which the figurative and the abstract

blend, chaos threatens to take over order, the
shades of gray and black are pitted against

the white, and a void forms against fullness.
Drawn images of the forces of darkness and
light are nourished by each other and evolve
from one another to create an unraveled,
disconcerting space that transpires between
the realistic and the imaginary. The works bring
art historical images and scenes together,

intertwining different chapters in the history of
Western landscape painting, the Renaissance,
Romanticism and Symbolism, the religious

and the scientific-scholarly, the realistic and
the fantastic.

The delicate shadows of three birds
appear in the drawings. Two of them, the raven
and the dove, are the birds that Noah sent “"to

see if the waters were abated from off the
59 face of the ground”—and they are joined

by the swallow from the Gilgamesh flood
myth. Their silhouettes ostensibly continue
the bird taxidermies placed on a pedestal in
the center of the space in a flight posture,
reminiscent of the mode of display in museums
of natural history. The transitions between
the menacing installation and the apocalyptic
paintings bathed in beauty, present the cultural
process of observing nature, being a part of
it, falling in love with it and its destruction,
the sense of impending disaster versus the
potential of life, the question of controlling and
being under control.

MICHAL SOPHIA TOBIASS

Michal Sophia Tobiass teamed with a snake
researcher in the Negev and became
acquainted with the venomous Saharan horned
viper, which has a pair of horns protruding

over its eyes. Given its age-old survival skills
and striking manifestations in ancient Egyptian
culture, she set out to translate its movement
to the human body. Using a movement notation
she created especially for the project, Tobiass
focused on the connection between its
movement and the possible mobility of the arm
and hand —a connection whose echoes may

also be seen in ancient Egyptian hieroglyphs,
sculptures, and paintings. On this basis she
created a dance for two dancers, projected
on two screens in the space next to a series
of copper sculptures. In their movement,
the dancers and the sculptures fuse nature
with its incarnations in culture and art, as
their calligraphic-drawn quality follows the
movement of the viper in nature and the
58 movement of the human arm, tracing
ancient Egyptian images of the serpent,
as well as biographical symbols pertaining to
the artist herself.

Tobiass drew inspiration from the
Egyptian Book of the Dead texts concerned
with the afterlife, and specifically from the
journey of sun god Ra, whose symbol is the
eye, and his figure sports a solar disk over its
head with a coiled serpent around it. Every
day at sundown, Ra descends by boat to the
underworld. At the fourth hour (that gave the
installation its title), his left eye is injured, and
good snakes treat him and help his eye recover
before sunrise. Simultaneously, Tobiass studied
the Nehushtan—the biblical copper serpent,
which led her to the ancient copper mining
site in Timna near Eilat, the site of an Egyptian
shrine dedicated to Hathor—the goddess
of beauty, love, and fertility, who is also the
goddess of mining and miners. Hathor, a wall
relief in whose image adorns the Dendera
Temple in Egypt, has been incarnated in the
figures of Aphrodite and Venus in Greek and
Roman mythology.

Together, the work’s three modes—
documentation, dance, and sculpture—
form one shamanistic man-animal array;
new, living and pulsating, physical and
metaphysical imagery developed into a

spell through observation of nature and the
study of its manifestations in mythology and
human history.

AMIR TOMASHOV

Amir Tomashov delves into processes of
destruction and construction. The point
57 of departure for his work is his childhood
landscape overlooking Tel Megiddo—
site of the battle of Armageddon at the end of
days—and his participation (during his military
service) in Israel’s humanitarian aid missions to
natural as well as man-made disaster-stricken
areas of the world. This starting point supports
the recognition that the extinction of our
world is already an existing fact, that applies
to biodiversity as well as to humans and their
deeds. He traces this space of trauma based on
photographs from Homs, Gaza, etc., creating
monumental drawings (alongside modest
studies), including a five-part work (Space:
Zero, no. 6) that unfolds an architectural-

social-ecological battlefield. The apocalyptic
sights are drawn with spectacular realism, and
encased in wooden frames, alongside piles

of scaled-down building bricks in identical
frames. The title of the work was drawn from
Georges Perec’s book Species of Spaces (1974),
which harnesses language for deconstruction
and reconstruction of our living spaces.

In the center of the space is an
installation of building rubble in a circular
construction, a hint of urban accumulation
processes. The aesthetics of progress,
construction, and renewal is concurrently an
aesthetics of destruction. In a kind of white
allegory for Late Modernism, Tomashov places




