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Y32y YT 1270 NN 077NN IYDUNIAD YT 2007
Yiddish Theater, the Jews: Samson the Pitiful

712 117748 ANNN 0YTIND AYDNYA YT 2008
Yiddish Theater, the Jews: Homage to Primo Levi

Eye of the Sun wnwn 1’y 2012
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Herzl Meets Emperor Wilhelm II at the Gates of Mikveh Israel 2012 2006










0’18 PN D18 :NTH DIPNRN N1 DN Ay TIAN )'va 2017 ->

In Eye of Consciousness, How Dreadful is This Place: Face to Face
N'NN CATH DIPNRA N1 AR LAYTIND 1'va

In Eye of Consciousness, How Dreadful is This Place: Murmur

721NN 120 ,73°7IN AT 'NITAR DN
Motti Mizrachi and Dov Or-Ner, The Prodigal Son 2017 212




215 Corner Stones: Letter nin :naw 1an 2021 214




217 2023 Barking, Breathing, and Soul anwn ninwa ,ninaa




219 2024 Corner Stones naw ”nanN Gravitation nryprava 2024 218
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(1PpOMA NP :MPN) 1A NN DIYNN ANy [pIrT
Self-Portrait, black-and-white photograph (photo: Victor Frostig)

7N7N11 NIW MO NINIYNA NI 0N
Motti Mizrachi at the Bezalel year-end exhibition

nNYnn 072280 My’n ,0YIa bIap
Burning Tombs, documentation of a performance at the Dead Sea

1277 Nw 017NN A8y [pIrT
Self-Portrait, black-and-white photograph

(2170O1MA NP :MYN) 1AV NN DIYNN N Y T Y Y T
Hand on Eye Hand on Mouth, black-and-white photograph
(photo: Victor Frostig)

(170D1a NP ;DY) 1AV NN DIYNN INIY! VI
Shema Yisrael, black-and-white photograph (photo: Victor Frostig)

(»po1a NDPN :m1Y7N) 122NN MYNN 01013 1312
Priestly Benediction, black-and-white photograph
(photo: Victor Frostig)

(170O1Ma NP :MYN) 12" NN DIYNN NN NIY23s
Eternal Limitations, black-and-white photograph
(photo: Victor Frostig)

(902 LI :1Y7N) 1AV NN D1PNN ,NY2IN Y DOIWD IN,D'YWIY 198
King of Jerusalem, or the Fool on the Hill, black-and-white photograph
(photo: Robert Bassel)

1227 1Nw 02NN (AT 12792 DIWR ANAY Y1) P8 NTRY
(NN NP2 :mrN)

The Binding of Isaac (in conjunction with the performance Bindings in
the Judean Desert), black-and-white photograph (photo: Rivka Aderet)
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10112 7771 YV DWW 0aTN,M”NY3,'NITE INIT
Mizrachi Mail, postcards, screenprint on chrome paper

MINNY 2AN"20 NINTIN NINN MY N21YN2 2N TYn  Nihay

(12 YN imvN)

Festivities, documentation of a performance in the exhibition

“A Turning Point,” Tel Aviv Museum of Art (photo: Michael Rorberger)

2172 701M 12720078 "N11708 1771 YV 0N YaN) D'WID ,TRYN NIDIRY D'YITI D'1INY
2ANT2N MY NI 0772, NTYN NTAINY 0NN N21YNA NaNn NN
Studies and Models for the Binding Opera, markers and watercolor

on paper, plasticine and wire figurines, installation views in the
exhibition “studies for the Binding Opera,” Sara Levi Gallery, Tel Aviv

DPADNA ,02) MIANN VAN TDON2IA |V INDIAL M MPIN? 0011910
JAINTTN2 MANNY 1770w NIY0 107223 YV D72107a NAND 2T NPNDoN7
MINNY 7AN"20 11NN ,"MNADNN NPMIN :07NIR” N21VNN 111002
("DNIIN NN DIPN)

Sunfrost, body casts in painted polyurethane and polyester, plaster
bandages, plexiglass, and iron constructions, sculptural installation
on the roof of Helena Rubinstein Pavilion for Contemporary Art, as
part of the exhibition “Two Years: Israeli Art, Qualities Accumulated,”
Tel Aviv Museum of Art (photo: Ina Aruetti)

2AN"YN L2701 1273,'n 5 021, T2NYN NTYaY 212,002 208 ,00T1721 1112, TIvY
Pillar, Screw, and Ducks, bronze, iron, and stainless steel sculpture,
h. 5 m, Masaryk Square, Tel Aviv

,220X123X110 ,NINN TINY1 V12N 1DON21810 011 NN ,01P'R

NN NINNY 127NN INTIN Q0IN

Icarus, painted polyester body cast and metal pole, 220x123x110,
collection of Ramat Gan Museum of Israeli Art

77NIN2 MANNY NPINAN VNN 1Nan
The Israeli Pavilion, Venice Art Biennale

JONIWIN N2 NAND ANTA A 6 021, MM NYIAN 1773 Do L vivna

nNINA N2IN2AN

The Pioneer, painted papier maché and light bulbs, h: 6 m; installation
view at the Israeli Pavilion, Venice Biennale

MINNY 127NN INTIN Q0IN,NVIAN N2NM TDON21A 1771 NOW P27 ,1077990
781N N2INAN VNI 10722 NAND INIR G YONTR?

Tempietto, Styrofoam, papier maché, polyester, and painted metal,
collection of Ramat Gan Museum of Israeli Art; installation view at
the Israeli Pavilion, Venice Biennale
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1985

1988

1988

1988

120-116

125-122

133-126

137-134

138

139

141-140
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143

(272N :012N) DRI AN TN, ATIYIT Y
Via Dolorosa, documentation of a performance in Jerusalem
(photo: Avrali)

(MR NP2 :D92N) 122 NN DYNNL(RTINY 12792 DI'EP ANV TN]) ATRY
Binding (in conjunction with the performance Bindings in the Judean
Desert), black-and-white photograph (photo: Rivka Aderet)

(»pOMA NP :MYN) 1A NN DIYNN 120 TWIN
El Condor Pasa, black-and-white photograph (photo: Victor Frostig)

(Y01 DN :MY7N) 1AY- N DYYNN 933 DY 917
Foot with Wing, black-and-white photograph (photo: Robert Bassel)

(DanNT LN DYIN) PNYNIL AN TIVIN PN
Dough, documentation of a performance in Bezalel (photo: Hirsh Diamant)

(NN M7 :D1>7N) YW PRI NINTIN L NMNA NITO"2 AN NN, (W3 Y210
Dipped in Oil, from a performance at “Open Workshop,” The Israel
Museum, Jerusalem (photo: David Soussana)

(MNo M7 :m2°N) D717 ,ZNIW? INTIN,"NMNA NITO”A 2NN TV N ,D'PIRNY
Wrestlers, documentation of a performance as part of “Open Workshop,”
The Israel Museum, Jerusalem (photo: David Soussana)

20045 )MYN N27DAMD ,DIPRI
Vacuum, photographic triptych, 200x45

;122 n21vn”2 N1T0 11NN L,YaN D1YNN,N2190 012 119 T wYIwh

D'2w17? ,NY70 N N2

Triangle Hand Flower Overturned Glass, color photograph, from a series
created for “White Exhibition,” Sara Gilat Gallery, Jerusalem

2100711 %Y D?’PATIN DYMYNN 1770, hawan
Owl, series of photographs mounted on Bristol board

27AN"YN,07N0NN 072,779 AN V17N ANV 012N 01280 2090
Healing, staged photograph for a performance at “Performance '79,”
The Artists’ House, Tel Aviv

MINNY 1AN"ZN NN INR-N120-1R7 N21YN1A AN 01990
Hallelujah, installation in the exhibition “Artist and Society in Israeli Art,
1948-1978,” Tel Aviv Museum of Art

LM N2 ;NI 9798 ANTTY DIPN) MPT 20,2108 DY INTT L2219 NN
(N30 72191 S TIND ;7POIVAIN

From Healing, video with soundtrack, 20 min (camera: Philip Rantzer;
editing: Michel Opatowski; sound: Kundalini Mifune)

"12307°N2 MINK IR 80 *N~YN” Y1T7NA AN TV ,1980 ,MI'n MY
Year of the Dove, 1980, documentation of a performance at “Tel Hai '8o:
Contemporary Art Meeting”
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7771 Yy 119 ,NAWITTY :DNR T' 93 DIK'hY
One-Handed Clappings: SoulMeter, pencil on paper

0MT207T NYNNDONPA NANN NN LN WTps
Moon Temple, installation view at Kunsthalle Diisseldorf

NANN NI ,300 TNIN,DIATN 27277782 VIAN YV 108 :h1'D wTps
OMT?07T NYNNDONPA

Moon Temple: Meter, acrylic- and graphite-painted wood, 1. 300,
installation view at Kunsthalle Diisseldorf

N2pom ,MDX D7nNN N2 NAND AN NITE0 09192
The Fall of the Muses, installation view at MDX Artists House, Moscow

45%37X35 ,NTN1A NPIN? 1119
Marduk, bronze cast, 45x37x35

2AN"YN,NN9IND YTan /N 13.5 1213 ,072107°8 NaNn L NNITe npred
Oriental Kiss, sculptural installation, h. 13.5 m, Opera Tower, Tel Aviv

AN ,NN9IND TN 410 N2 ,NTHN2 708 ,NITivn 079
The Fall of the Muses, bronze sculpture, h. 410, Opera Tower, Tel Aviv

MINNY 272aN"70 NINTIN Q0IN 1IN NN DIIMIYN,NANN D270 ,07I8Y N%00
Stella Maris, metal record, aluminum, and fluorescent light,
colleciton of Tel Aviv Museum of Art

150 D17 ,NNIND NN Q1NN Maad ,MDF ,n312
Blessing, MDF, boxing gloves, and light fixture, d. 150

MINRY NINTIN,YNIWM DMWY MINN D1PR” N21YNA NAND NN ,ARIYY
NN, MY 1P TN

Equation, installation view in the exhibition “Makom: Zeitgendssische
Kunst aus Israel,” MUMOK—Museum of Modern Art,

Ludwig Foundation, Vienna

N27TIN NMINNY NINTIN ADIN,125X250X9 ,NTIND 29101 2773"D112 N1 0079
nam LMY g

Control, nichrome handles and light fixtures, 125x250x9, collection of
MUMOK—Museum of Modern Art, Ludwig Foundation, Vienna

N7 YW NAR” NAYNA AN MAPY 1P 2V 13 N9 IR

2ANTYN ,2NIWTVIN INTIND

Let there be Light, candle soot on wall, traces of a performance in the
exhibition “Map of Memory,” Eretz Israel Museum, Tel Aviv

60x150x14 ,0720721,2{771 Na'N1 Y171 ,[1I'8T
Imagination, nickel-coated bronze, and plexiglass, 60x150x14

35X50X15 ,0790791,%771 9781 N2 ,72'wN
Thinking, nickel-coated bronze, and plexiglass, 35x50x15
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1993

1993

1993

1993

1994

1995

1995

1995

157

159-158

160

161

162

163
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167

168

169

171-170

173-172

174

174

J2NIN N1 NAND ANIA DAY MM TDON’218 Yy ,N2NN ,1988 ,17vn ha'ab
NI NYINAN

Evening Boat, 1988, metal, wood, polyester, and incandescent light
bulbs; installation view at the Israeli Pavilion, Venice Biennale

JYNIRN 10722 NAND INTND VAN TDON21an DN, BIYW) Daan
NI NYINAN

The Peace Rider, painted polyester bicycle; installation view at the
Israeli Pavilion, Venice Biennale

qoIN,196 N1 ,(N1A 72771 0727772 DY) V1IN 022712792 711 NP7 173K 173K
7NINA N2INAN VNI 10722 NAND NN ;D7 NI INTIN

Angelo Angelo, body cast in painted fiberglass (with axes and cow
horns), h. 196, collection of the Israel Museum, Jerusalem; installation
view at the Israeli Pavilion, Venice Biennale

7NN N2INAN YN N2 NAND DR L0720 012NN L1978 197 Inge

(71 Dy)

More Japanese than Japanese, staged photograph, from an installation at
the Israeli Pavilion, Venice Biennale (photo: Gadi Dagon)

,100X195 ,017"MYN MPIN" 1798 01782 NN DK 7' 93 DIN'NY

n”va ORS 220 T Q0N

One-Handed Clappings: Ethics, brass and aluminum casts, 100x195,
Doron Sebbag Art Collection, ORS Ltd.

07w PN )INTIN QDIN ,200X170 ,W'W1 NTNN2,2T712,017MIVN ,Na'ye
Beating, aluminum, iron, bronze, and marble, 200x170, collection of the
Israel Museum, Jerusalem

27780 ,N4'Y0 :NNK 7' 92 NIN'NY
One-Handed Clappings: Beating, etching

DININD 7771 YV DT NAYY ¥R T N1 TON 71NNn 2’08 0'9pn
Record no. 2, from the series Hed Arzi, pencil and Xerox on parchment
paper

110X95 ,01"MYN NP7N? 07981 NNIIR :DOR T/ 93 NIR'NA
One-Handed Clappings: Camel Caravan, aluminum cast, 110x95

125%80 117N YY1 DN NPN? 07K (YOI :DNK T' 93 NIR'NY
One-Handed Clappings: Energy Charger, aluminum cast and oak wood,
125%80

8585 ,1121 11VN YV ,011IMIYVN NP'NY ,NAWITTH :NNK T' 3 NIR'NY
One-Handed Clappings: SoulMeter, aluminum cast, oak wood, and
faucet, 85x85

85x70,017'MYN NP7, + 070108 :NNKR T 92 NIN'NY
One-Handed Clappings: Pendulum +, aluminum cast, 85x70

1988

1988

1988

1988

1990

1989
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1990

1990

1990

1990

1990
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144

145
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149-148

150

151

152

153

154

155

156

224



Index of Works

151D , 01PN 88D N
Peeping Hole, aluminum, d. 15

60 1017 ,21N2 Y1 2V 0TI N2IM NMPW DRADNA NWTY 188N AN
Peeping Hole, transparent plexiglass lens and pink towel on blue
background, d. 60

22AN2N,WIZW 171222 NAND DN APIeN
Passion, installation view at Chelouche Gallery, Tel Aviv

1771222 12NN NINIA L0011 MTIM M2 DY 01220 40,090
2AN"YN,AwITRN

Compassion, 40 walkers with pink towels and flashlights,
installation views at HaMidrasha Gallery, Tel Aviv

(128 7P 12V DYIN) 30X21 20 D7T INRYT (NTYA W0 W
Forward Forward, poster: digital image, 30x21 (photo and design: Miki Avni)

(228 M Y MYIN) WYL YT AT 0TI
Wandering, poster: digital image (photo and design: Miki Avni)

12NN NN ;118 N2, V12N TDONIA YYD WT D (IWHY D' TIN'D JYORD YY"
2015,0°7L177 N7 27N 1INTIR ,’D212YN :077»17Y” n21vna

Yiddish Theater, the Jews: Samson the Pitiful, painted polyester, h. 118;
installation view in the exhibition “Jerusalem: Passages,” The Tower of
David Museum, Jerusalem, 2015

118 N1, V12N IWON?219 17 191999 DIIhA :0'TIN'D IYORD YT
Yiddish Theater, the Jews: Homage to Primo Levi, h. 118

/N 18 Nan, 72NYN 07291 N72127,017MIYN 11a°N2 NANN N7N{11D0NPN Y0 ,wawn |y
TTWN 7210 1272

Eye of the Sun, aluminum-coated metal construction, glass, and stainless
steel sculpture, h. 18 m, HaYovel Square, Ashdod, Israel

700 N211,NTNN2 208 28I -DIIps MYw 2w 07071 10°pN DR @219 Y810
Herzl Meets Emperor Wilhelm 11 at the Gates of Mikveh Israel,
bronze sculpture, h. 700

2N 1IN 180N 2270 ,0T0 DIPAN K D8 :AYTIND Y2 1N'NY NY1) 029 YK b*I9

(112790 :0»7N) vax mvxn (DYowr

Face to Face (in conjunction with the performance In Eye of Consciousness:
How Dreadful is This Place, the Shrine of the Book and the Israel Museum,
Jerusalem), color photograph (photo: Tali Bogen)

(D717 PRI NINYTIM 180N 227001 DIPAN K1 08 :AYTIND ['Y2 ANMY NNY) 280
(1279 :01»78) vav mvNn

Murmur (in conjunction with the performance In Eye of Consciousness:

How Dreadful is This Place, the Shrine of the Book and the Israel Museum,
Jerusalem), color photograph (photo: Tali Bogen)
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200 D17 ,LED MM %71 1881 $172,017MYN 11317
Concentration, aluminum, nickel-coated iron, and LED tubes, d. 200

fOIN,45X10X4 1IN N1 DINA ADON21A NPINY (1988
ANTYN,NMNMWAY MINNY LYY N2

Conscience, polyester cast, pigment, and fluorescent light, 45x10x4,
collection of Chelouche Gallery for Contemporary Art, Tel Aviv

(v19) N”2 80X35%22.7 ,0°1MNN DPADIA MMY ,hi1 913,01
Dominus, Spiritus, Sanctus, perforated plexiglass plates, 80x35%22.7
each (detail)

MINNY NaN NINTINA NAND AN ,DAATP-ATIRN
Rwanda-Casanova, installation view at Haifa Museum of Art

2i771°01712 AN OYYNM MMM M2 15,0100 NIRY
Residual Heat, 15 pink towels with nichrome-coated hangers

60X100 ,7{7?21 D112 AN NTNNA NP NN AIND 913, Cutout
Cutout, light fixture and nichrome-coated bronze cast, 60x100

v1ann nnn’nn o'myyn Yw o'apw Light nvnn Yw %11 n2na ,CNN Light

2NN NNINLN"I 40 01 ,NMIND 2911 NANN MNI0NA DPADYA *211°YY D TNNN
MINNY 12N NN ,NANTP-NTINTY N1vNA

CNN Light, Braille inscription of the word Light, Gulf War photograph
transparencies mounted on plexiglas circles in metal frames, and light
fixtures, d. 40 each, installation view in the exhibition "Rwanda-Casanova,”
Haifa Museum of Art

N217YN2 NANN NINIA 12N YNA Y 12N IDON21910 D7D 2IN 09’0 210 P13

MINNY N2N NNTIANATR - NTINTY

Good Morning Haifa, painted polyester objects on straw, installation view in
the exhibition “Rwanda-Casanova,” Haifa Museum of Art

Blinking nTav>? mnn wop
Newspaper clippings for Blinking

,N”2116x80 ,mT'N? 1YW ;71 YV NDATNA AwNN NTay ,Blinking :natp-nTINN
2AN"YN,NMWAY MINNRY 12 17723 Q0IN

Rwanda-Casanova: Blinking, computer work printed on canvas, three units,
116x80 each, collection of Chelouche Gallery for Contemporary Art, Tel Aviv

N"2120X10 ,NTIND 7211 07271 DWW DN 1798 10993 12IRTR!INITTRY IR TR
Ya Ummi, Ya Rouhi, Ya Albi (My Mother, My Soul, My Heart), brass cylinders
burnished with word decorations, and light fixtures, 120x10 each

1ANTYN AT 17232 NAND AN
Wailing, installation view at Dvir Gallery, Tel Aviv

2AN"YN WYY 177232 NAND AN LDPIYN
Passion, installation view at Chelouche Gallery, Tel Aviv
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AN TV, TAURD (30 137N 2T PN DN
Motti Mizrachi and Dov Or-Ner, The Prodigal Son, documentation of
a performance

(PP 7w :D1278) "2 117p2 58X52,N7871170 NIN ;09 1IN
Corner Stones: Letter, scanography, ca. 58x52 each (photo: Shuki Kook)

NMTN MANY NP2Nnn 287811 TIR7 11PMAan’da ANM TV DAl Div'wl ,nin')
077177, 1N MINNY NTPN PNYND DM

Barking, Breathing, and Soul, documentation of a performance in the
symposium “Uprising at Bezalel,” Department of Visual and Material
Culture, Bezalel Academy of Arts and Design, Jerusalem

500X150 ,N27YN NP0 7’80272
Gravitaion, mixed media, 500x150

350X400 ;71 YV NAMYN NP7130 ,09¢ IR
Corner Stones, mixed media on cloth, 350x400
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Martin-Gropius-Bau, Berlin; curators: Yigal Zalmona, Doreet LeVitte Harten (cat.) | “November
4,1995: Assassination in Retrospect,” Bezalel Gallery, Tel Aviv; curators: Dalia Manor, Dana
Arieli-Horowitz | “The Giving Person,” Palazzo delle Arti di Napoli (PAN), Naples; curator:
Lorand Hegyi (cat.) | “Domicile: privé/public” [Home: private/public], Musée d'art moderne,
Saint Etienne, France; curator: Lorand Hegyi — 2006 “Illness Report: Representations of
the Injured or 111 Body in the Works of Contemporary Artists in Israel,” Avraham Baron Art
Gallery, Ben Gurion University of the Negev, Beer Sheva, Israel; curators: Haim Maor and
students from the curatorship course (cat.) | “LichtWerke aus der Sammlung” [Light Works
from the Collection], Museum of Modern Art, Ludwig Foundation (MUMOK), Vienna | “The
Raffi Lavie Collection,” Mishkan Museum of Art, Ein Harod, Israel; curator: Galia Bar Or |
“Video Zero—Live Acts: Performing the Body,” as part of “Videostoria: The First Generation
of Projected Images,” Haifa Museum of Art; curator: Ilana Tenenbaum (cat.) | “Israele, Arte e
Vita [Israel: Art and Life], 1906-2006,” Palazzo Reale, Milan; curator: Amnon Barzel (cat.)
— 2007 “On a Small Scale,” Jerusalem Print Workshop; curator: Arik Kilemnik (cat.) |
“dateline:Israel—New Photography and Video Art,” The Jewish Museum, New York; curator:
Susan Tumarkin Goodman (cat.) — 2008 “My Own Body: Art in Israel, 1968-1978 / Sixty Years
of Art in Israel: the Third Decade,” Tel Aviv Museum of Art; curator: Mordechai Omer (cat.) |
“Check-Post: Art in Israel in the 1980s / Sixty Years of Art in Israel, The Fourth Decade, 1978-
1988,” Haifa Museum of Art; curator: Illana Tenenbaum (cat.) | “Micro-Narratives: Tentation
des petites réalités [Temptation of Small Realities],” Musée d’Art Moderne de Saint-Etienne
Métropole, France; curator: Lorand Hegyi (cat.) | Mediations Biennale, Poznan, Poland; curator:
Lérand Hegyi (cat.) — 2009 “Last Edition: Newspaper as Art Material in Contemporary Israeli
Art,” Avraham Baron and Senate Art Galleries, Ben Gurion University of the Negev, Be'er
Sheva, Israel; curators: Haim Maor and Students from the curatorship course (cat.) |
“Watermelons,” Rubin House, Tel Aviv; curators: Carmela Rubin, Shira Naftali, Edna Erde
(cat.) | “Essential Experiences,” Palazzo Riso (RISO, Museo regionale d’Arte Moderne e
Contemporanea di Palermo), Sicily (cat.) — 2010 “Can’t You See I'm Walking on Air?,”
Chelouche Gallery, Tel Aviv | “The ‘Old Man’: David Ben Gurion and His Legacy in the Mirror
of Israeli Art” (the performance Aquarium Songs in Yiddish), Avraham Baron and Senate Art
Galleries, Ben Gurion University of the Negev, Be’er Sheva, Israel; curators: Haim Maor and
Students from the curatorship course (cat.) — 2011 “Israeli Avant-Garde in its Cradle,”
Ashdod Art Museum, Ashdod, Israel; curator: Yona Fischer — 2012 “Homage to Dennis
Oppenheim, 1938-2011,” HaBe’er Art and Visual Media Center, Be’er Sheva, Israel | “Portraits
of Cain: Representations of ‘Others’ in Contemporary Art in Israel,” Avraham Baron and
Senate Art Galleries, Ben Gurion University of the Negev, Be’er Sheva, Israel; curators: Haim
Maor and Students from the curatorship course | “The Absent Body: Body Imagery between
Judaism and Christianity I the Work of Eight Israeli Artists,” ANU—Museum of the Jewish
People, Tel Aviv; curator: Irena Gordon (cat.) | “Art Any Way: Exploring the Wheel,” Tel Aviv
Museum of Art; curator: Sara Raiman-Shor — 2013 “Curator: Yona Fischer—Beginnings of
a Collection,” Ashdod Art Museum, Ashdod, Israel; curators: Yuval Beaton, Roni Cohen-

Biographical Notes

Binyamini (cat.) — 2014 “Workshop Myth: Four Decades—Revelations,” Jerusalem Print
Workshop; curators: Irena Gordon, Tamar Gispan-Creenberg, Arik Kilemnik — 2015 “The
Museum Presents Itself: Israeli Art from the Museum Collection,” Tel Aviv Museum of Art;
curator: Ellen Ginton (cat.) | “Israeli Art: The Renewed Collection Galleries,” The Israel Museurm,
Jerusalem; curator: Amitai Mendelsohn | “Jerusalem: Passages,” The Tower of David Museumn,
Jerusalem; curator: Eilat Lieber | “Israel—Land & Identity: Artworks from the Levin Collection,
Jerusalem,” Roe Green Gallery, Jewish Federation of Cleveland, Ohio (cat.) — 2017 “Behold
The Man: Jesus in Israel Art,” The Israel Museum, Jerusalem; Amitai Mendelsohn (cat.) | “Off
the Record: Works from the Nava and Ronnie Dissentshik Collection,” The Israel Museum,
Jerusalem; Tamara Abramovitch — 2018 “Homage to Adam Baruch on the 10th Anniversary
of His Death,” The Chaim Shturman Museum, Ein Harod, Israel; curator: Rino Zror (cat.) —
2019 “First Person Singular: Masculinities in Israeli Art,” Ashdod Art Museum, Ashdod, Israel;
curators: Yuval Beaton, Roni Cohen-Binyamini (cat.) | “Social Bauhaus: An Urban Experience,”
Talpiot Market, Haifa; curator: Galia Bar Or — 2022 “Maintaining the Question,” The Center
for Digital Art, Holon, Israel; curator: Meir Tati | “A Step Forward, Looking Back,” The Artists
House, Tel Aviv; curator: Ina Aruetti | “Ekneimoi” [Birth], Art in the Public Sphere,” Athens;
curator: Dimitris Alithinos — 2023 “Uprising at Bezalel: A Symposium” (the performance
Barking, Breathing, and Soul), Department of Visual and Material Culture, Bezalel Academy of
Arts and Design, Jerusalem

Prizes and Awards

1976 The Beatrice S. Kolliner Award for a Young Israeli Artist, The Israel Museum, Jerusalem —
1987 The Israel Discount Bank Prize for an Israeli Artist, Tel Aviv Museum of Art | The
Sandberg Prize for Israeli Art, The Israel Museum, Jerusalem | America-Israel Cultural
Foundation Prize — 1997 Creativity Encouragement Prize, Israel Ministry of Education and
Culture — 2001 The Dan Sandel and Sandel Family Foundation Sculpture Award, Tel Aviv
Museum of Art — 2002 Israel Minister of Science, Culture and Sport Prize
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Sao Paulo (cat.) — 1990-92 “Place & Mainstream: 44 from Israel—Contemporary Sculpture,”
Museum of Israeli Art, Ramat Gan, Israel; Hara Museum ARC, Gunma Prefecture, Japan;
Fukuoka City Museum, Fukuoka, Japan; National Museum of Contemporary Art, Seoul;
curator: Reviva Regev (cat.) — 1991 “Israeli Art Around 1990” (the installation The Moon
Temple), Kunsthalle, Diisseldorf; Central Artists’ House, Moscow; The Israel Museum, Jerusalem,;
curator: Doreet LeVitte-Harten (cat.) — 1992 “Einblicke-Ausblicke: junge Kunst aus Israel”
[Insights and Prospects: Young Art from Israel], traveling exhibition in Germany: Leipzig,
Bonn, and Berlin; curators: Anna Kristine-Hartnik, Hans Kaiser, Noa Aviram, Hana Kofler
(cat.)| “Art in Design Line,” The Museum of Israeli Art, Ramat Gan, Israel; curator: Sorin Heller
(cat.) | “Musag Art & Culture Magazine: On the Gallery Walls,” Bograshov Gallery, Tel Aviv |
“Curators in Israeli Art,” Sarah Conforti Gallery, Jaffa (cat.) | “Sculpture towards Theater,”
Janco-Dada Museum, Ein Hod; Arad Museum, Bat Yam Museum, Israel; curator: Sorin Heller
(cat.) — 1993 “Makom: Zeitgenossische Kunst aus Israel” [Place: Contemporary Art from
Israel], Museum of Modern Art, Ludwig Foundation (MUMOK), Vienna; curator: Lérand Hegyi
(cat.) | “Locus: Contemporary Art from Israel,” Fisher Gallery, University of South Carolina,
Los Angeles; curator: Shlomit Shakked (cat.) | “Konfrontationen: Neuerwerbungen 1990-1993”
[Confrontations: Recent Acquisitions 1990-1933], Museum of Modern Art, Ludwig Foundation
(MMKSLW), Vienna; curator: Lérand Hegyi (cat.) | “90-70-90,” Tel Aviv Museum of Art; curator:
Rona Sela (cat.) | “Mizrachi vs. Rauchwerger,” Bineth Gallery, Tel Aviv | “The Seam: Between
War and Peace,” Yad Labanim Museum, Petach Tikva, Israel; The Art Gallery, University of
Haifa (cat.) | “Action Traces,” Chelouche Gallery, Tel Aviv | “The First Five Years,” Tel Aviv
Artists’ Studios; curator: Mimi Brafman (cat.) | “Powder Clouds,” Mary Faouzi Gallery, Tel Aviv
| “Happy Revolution,” The New Art Workshop, Ramat Eliyahu, Rishon LeZion, Israel — 1994
“The Studios’ Artists Pay Tribute to the Bauhaus,” Tel Aviv Artists’ Studios | “Tel Hai 94:
Contemporary Art Meeting,” The Arts Institute, Tel Hai, Israel; curator: Gideon Ofrat |
“Anxiety,” The Museum of Israeli Art, Ramat Gan, Israel; curator: Miriam Tovia Boneh (cat.)
| “Object/Object: A Dialogue between Art and Design,” Herzliya Museum of Art; Janco-Dada
Museum, Ein Hod; Bat Yam Museum; Ashdod Museum of Art; Municipal Art Gallery, Kfar
Saba, Israel; curator: Sophia Dekel | “Homage to John Byle,” Bezalel Gallery, Jerusalem | “Artist-
Teacher-Artist,” Avni Institute, Tel Aviv — 1995 “Heroes,” Youth Wing, The Israel Museum,
Jerusalem; curator: Tamar Shatz (cat.) | Galerie Steinek, Vienna | “Small Sculpture,” Chelouche
Gallery, Tel Aviv | “Map of a Memory: Spectrum of Commemoration in Memory of Yitzhak
Rabin,” Eretz Israel Museum, Tel Aviv; curator: Batia Donner (cat.) | “The Myth of Daedalus
and Icarus,” Yad Labanim Museum, Petach Tikva, Israel; curator: Ruth Manor (cat.) | “Co-Op
Votes for Environmental Art,” Chelouche Gallery, Tel Aviv | “Illuminations,” Eretz-Israel
Museum, Tel Aviv; The Artists’ House, Tel Aviv; curator: Naomi Shalev (cat.) | “Israeli Artists
in Neighborhoods and Development Towns,” The Arts Center, Jerusalem (cat.) — 1996 “Let
There Be Light,” The oth International Biennale of Sculpture, Kifissia, Athens | “Windows:
Climpses of Seven Themes in Israeli Art,” The Israel Museum, Jerusalem | “70-90,” Chelouche
Gallery, Tel Aviv | “Clair-Obscur,” Chelouche Gallery, Tel Aviv | “In a Man’s Eyes,” Pyramida

Biographical Notes

Contemporary Art Center, Haifa | “The Binding of Isaac: Spectrum of Communication in
Memory of Yitzhak Rabin,” Many H Gallery, Tel Aviv — 1997 “Abstrakt / Real,” Museum of
Modern Art, Ludwig Foundation (MUMOK), Vienna; curator: Lérand Hegyi (cat.) — 1998
“Tikkun: Perspectives on Israeli Art of the Seventies,” The Genia Schriber University Art
Gallery, Tel Aviv University; curator: Mordechai Omer (cat.) | “Perspectives on Israeli Art of
the Seventies: ‘The Eyes of the Nation, Visual Art in a Country without Boundaries,” Tel Aviv
Museum of Art; curator: Ellen Ginton (cat.) | “Art of the 1970s: Supplements,” Chelouche
Callery, Tel Aviv | “To the East: Orientalism in the Arts in Israel,” The Israel Museum, Jerusalem,
curators: Yigal Zalmona, Tamar Manor-Friedman (cat.) | “The Lesser Light: Images of
Illumination in Contemporary Israeli Art,” The Israel Museum, Jerusalem; curator: Sarit
Shapira | “Contemporary Israeli Art: Three Generations,” The National Gallery—Alexandros
Soutzos Museum, Athens; Brunei Gallery, School of Oriental and African Studies, University
of London; curator: Mordechai Omer (cat.) | “Recipients of the 1997 Israel Ministry of Education,
Culture, and Sports Prizes,” The Artists’ House, Tel Aviv | 60 Horsepower,” Beit HaGefen
Callery, Haifa | Sculptures in the Garden,” Tel Aviv Artists’ Studios | “Outdoor Sculpture,”
Raanana Park, Israel | “Seven Artists in Seven Sukkot [Booths],” Eretz-Israel Museum, Tel Aviv;
curator: Buki Greenberg (cat.) — 1999 “Stains: From the Israeli Art Collection and Elsewhere,”
The Israel Museum, Jerusalem; curator: Sarit Shapira | “Echo,” Chelouche Gallery, Tel Aviv |
“It Turns: Original or Fake,” Givatayim Theater, Israel; curator: Doron Polak (cat.) — 2000
“The Vera, Silvia, and Arturo Schwarz Collection of Contemporary Art,” Tel Aviv Museum,;
curators: Mordechai Omer, Ahuva Israel (cat.) — 2001 “Armory Show,” Tel Aviv Museum,;
curator: Ellen Ginton (cat.) | “Localities.il: Israeli Art from the Collection and Elsewhere,” The
Israel Museum, Jerusalem; curator: Sarit Shapira | “Drawing Aspects in Prints,” Jerusalem
Print Workshop; curator: Ilan Wizgan — 2002 “Conceptes de I'Espai” [Space Concepts],
Fundaci6 Joan Mir6, Barcelona, curator: Lérand Hegyi (cat.) | “The Boundaries of Sculpture,”
Avraham Baron Art Gallery, Ben Gurion University of the Negev, Be’er Sheva, Israel; The Open
Museum, Tefen and Omer Industrial Park, Israel; curators: Haim Finkelstein, Haim Maor,
Ruti Ofek (cat.) | “The Return to Zion: Beyond the Principle of Place,” Time for Art — Israeli
Art Center, Tel Aviv; curator: Gideon Ofrat (cat.) — 2002-03 “Alien,” Janco Dada Museum,
Ein Hod; Municipal Gallery, Kfar Saba; Arad Museum, Israel; curator: Arie Berkowitz (cat.) —
2003 “Thou Shalt Make...: The Resurgence of Judaism in Israeli Art,” Time for Art—Israeli
Art Center, Tel Aviv; curator: Gideon Ofrat (cat.) | “La Ciudad Ideal [The Ideal City],” 2nd Bienal
de Valencia, Spain (cat.) | “Mifkad [Census]: Motti Mizrachi, Miki Kratsman & Boaz Arad, Guy
Raz,” Chelouche Gallery, Tel Aviv; curator: Nira Itzhaki | “Surface Talk,” Chelouche Gallery,
Tel Aviv — 2004 “The Puppet Show: The Terrible Thing that Happened to the Doll Zehava,”
Time for Art—Israeli Art Center, Tel Aviv; curator: Gideon Ofrat | “Love is in the Air: Romantic
Love in Contemporary Israeli Art,” Time for Art—Israeli Art Center, Tel Aviv; curator: Tami
Katz-Freiman (cat.) | “First Love Drafts,” Dvir Gallery, Tel Aviv — 2005 “The Beauty of Sanctity:
Masterwork from Every Age,” The Israel Museum, Jerusalem; curator: Yigal Zalmona (cat.) |
“Die neuen hebrier, 100 jahre kunst in Israel” [The New Hebrews: 100 Years of Art in Israel],
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Naor’s Place, Jerusalem — 1996 “Passage International: Motti Mizrachi, Patrick Raynaud,”
Chelouche Gallery, Tel Aviv; curators: Nira Itzhaki, Lérand Hegyi (cat.) — 1997 “Rwanda-
Casanova: Temptation,” Chelouche Gallery, Tel Aviv (cat.) — 2000 “Rwanda-Casanova,” Haifa
Museum of Art; curator: Daniella Talmor (cat.) — 2001 “Rwanda-Casanova: Temptation,”
Braunstein/Quay Gallery, San Francisco — 2002 “Rwanda-Casanova: Blinking,” The Art
Workshop, Yavneh, Israel — 2002-03 “Rwanda-Casanova: Blinking,” Chelouche Gallery,
Tel Aviv (brochure) — 2004 “Wailing,” Dvir Gallery, Tel Aviv | “Passion,” Chelouche Gallery,
Tel Aviv | “Compassion,” HaMidrasha Gallery, Tel Aviv — 2008 “Motti Mizrachi: A Mongrel
Dog,” Haifa Museum of Art; curator: Ilana Tenenbaum — 2011 “Exceptions Room: Self-Portrait
as a Shaman in Motti Mizrachi’s Work,” The Center for Contemporary Art (CCA), Tel Aviv;
curator: Killy Koren — 2012 Installation of the sculpture Eye of the Sun, Hayovel Square, Ashdod,
Israel — 2014 “Ich bin ein Mensch,” The Gallery at Nitzana, Tel Aviv — 2015 “Engagement
Party: Piazza delle Nozze,” The Franciscan Monastery, Ramla, Israel — 2017 “In Eye of
Consciousness: How Dreadful is This Place / Behold the Man,” performance in the Shrine of
the Book and the Israel Museum, Jerusalem — 2021 “Signal: Motti Mizrachi, Scanography,”
Studio Shuki Kook, Tel Aviv

Selected Group Exhibitions
(and Performances staged as part of these shows)

1975 “Open Workshop,” The Israel Museum, Jerusalem; curators: Yona Fischer, Serge
Spitzer | “Croup Exhibition,” The Artists’ House, Tel Aviv | “Young Artists,” Julie M. Gallery,
Tel Aviv — 1976 “The Artist and the Photograph: The 2nd Triennale of Photography,” The
Israel Museum, Jerusalem; curator: Yona Fischer (cat.) | “Performance ‘76” (the performance
Promises), The Artists’ House, Tel Aviv; curator: Gideon Ofrat (brochure) | “Nine Works + A
Performance,” Julie M. Gallery, Tel Aviv | “The Kibbutz,” HaKibbutz Art Gallery, Tel
Aviv — 1977 “The Autumn Exhibition,” Sara Gilat Gallery, Jerusalem — 1978 Julie M. Gallery,
Tel Aviv | “Artist and Society in Israeli Art, 1948-1978,” Tel Aviv Museum of Art; curator: Sarah
Breitberg-Semel (cat.) | CAyC—Centro de Arte y Comunicacién, Buenos Aires — 1979
“Performance ‘79” (the performance Healing), The Artists’ House, Tel Aviv; curator: Gideon
Ofrat (brochure) | “Artist’s Choice,” Tel Aviv Museum of Art — 1986 The International Biennale
of Young Artists, Paris; curator: Georges Boudaille (brochure) | “Tel Hai ‘8o0: Contemporary
Art Meeting” (the performance Year of the Dove); curator: Amnon Barzel (cat.) | “Borders,” The
Israel Museum, Jerusalem; curator: Stephanie Rachum (cat.) — 1981 “A Turning Point” (the
performance Festivities), Tel Aviv Museum of Art; curator: Sarah Breitberg-Semel (cat.) | “The
Woman in Israeli Art,” travelling exhibition, Omanut La’am | “The Autumn Salon,” Dizengoff
Center, Tel Aviv; curator: Yair Garbuz | “Trends in Israeli Art, 1970-1980,” International Art
Fair, Basel; curator: Michael Levin (cat.) | “Ung Kunst fra Israel” [Young Art from Israel], Henie

Biographical Notes

Onstad Kunstsenter, Hgvikodden, Norway (cat.) — 1982 “Here and Now: Israeli Art,” The
Israel Museum, Jerusalem; curators: Yigal Zalmona, Meira Perry Lehmann, Nissan N. Perez
(cat.)| “Bilder Sind Nicht Verboten” (Images are Not Forbidden), Kunsthalle, Diisseldorf;
curator: Jiirgen Harten (cat.) — 1983 “The Archetype of the Pioneer in Israeli Art,” The
President’s Residence, Jerusalem; curator: Gideon Ofrat (cat.) | “The Camera as a Brush,”
travelling exhibition, Omanut La’am; curator: Sarah Breitberg-Semel (cat.) — 1984 “80 Years
of Sculpture in Israel,” The Israel Museum, Jerusalem; curator: Yigal Zalmona (cat.) | “Pear
and Apple: Still Life,” Tel Aviv Museum of Art; curator: Rachel Melzer (cat.) | “White Exhibition,”
Dizengoff Center, Tel Aviv; curator: Ziva Ron | “Black Exhibition,” Dizengoff Center, Tel Aviv;
curator: Ziva Ron — 1984-85 “Two Years: Israeli Art, Qualities Accumulated” (Sunfrost,
sculptural installation on the rooftop of the Helena Rubinstein Pavilion for Contemporary
Art), Tel Aviv Museum of Art; curator: Sarah-Breitberg Semel (cat.) — 1985 “Milestones in
Israeli Art,” The Israel Museum, Jerusalem; curator: Yigal Zalmona (cat.) | “In the Open: The
First Sculpture Biennial,” The Museum of Israeli Art, Ramat Gan, Israel; curator: Meir Ahronson
(cat.) | “Self-Portrait,” Ahad Ha’am 9o Gallery, Tel Aviv | “In Mizrachi’s Garden,” Givatayim,
Israel — 1986 “There are No Evil Beasts: The Animal Motif in Art,” travelling exhibition,
Omanut La’am; curator: Hily Govrin (brochure) — 1987 “Israeli Art: A Decade of Acquisitions,”
Tel Aviv Museum of Art; curator: Varda Raz | The Israeli Presentation, The 19th International
Art Biennial, Sao Paulo; curator: Mordechai Omer | “The Sacrifice of Isaac in Israeli Art,” The
Museum of Israeli Art, Ramat Gan, Israel; curator: Gideon Ofrat (cat.) — 1988 “The Venice
Biennale: The Israeli Proposal,” The Museum of Israeli Art, Ramat Gan, Israel; curator: Adam
Baruch | “Upon One of the Mountains: Jerusalem in Israeli Art,” The Genia Schreiber University
Art Gallery, Tel Aviv University; curator: Mordechai Omer (cat.) | “A People Builds Its Land:
Israeli History as Reflected in Art,” Herzliya Museum, Herzliya, Israel; curator: Ramy Cohen
(cat.) | “go0 from Israel: Contemporary Sculpture and Drawing,” The Brooklyn Museum, New
York; The Bass Museum of Art, Miami Beach; The Jewish Museum, Amsterdam; curator:
Reviva Regev (cat.) | “Outdoor Museum,” billboards installed throughout Israel | “Screenprint
in Art and Industry,” Jerusalem Artists’ House — 1989 “In the Shadow of Conflict: Israeli
Art, 1980-1989,” The Jewish Museum, New York; curator: Susan Tumarkin Goodman (cat.) |
“The Column in Contemporary Israeli Sculpture,” The Genia Schreiber University Art Gallery,
Tel Aviv University; curator: Mordechai Omer (cat.) | “Homage to Joseph Beuys,” Goethe-
Institut, Tel Aviv; curator: Igael Tumarkin — 1990 “Jewish Experience in the Art of the
Twentieth Century,” Barbican Art Gallery, Barbican Center, London; curator: Avram Kampf
(cat.) | “Israeli Art Now: An Extensive Presentation,” Tel Aviv Museum of Art; curators: Ellen
Ginton, Havatzelet Kolodro (cat.) | “Sculpture in a Human Dimension,” The 1st Sculpture
Biennale of Ein Hod: Nature has Built Us a Museum, Ein Hod, Israel; curator: Meir Ahronson
(cat.)| “The Border of Peace: An Israeli-Palestinian Artist Gathering in Givat Haviva,” The Art
Center, Givat Haviva, Israel | “Inauguration of the Tel Aviv Artists’ Studios,” Tel Aviv Artists’
Studios | “Good Health and Long Life: Humor in Israeli Art,” travelling exhibition, Omanut
La’am; curator: Philip Rantzer (postcard cat.) | “8th Fotoptica International Video Festival,”
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Biographical Notes

Motti Mizrachi was born in 1946 in Tel Aviv’s Shabazi neighborhood, and
grew up in the Ramat Israel neighborhood. Between 1970 and 1974 he
studied art at the Bezalel Academy of Arts and Design, Jerusalem, and
until the late 1970s he lived and worked in the city. In 1980 he returned
to Tel Aviv, where he has lived and worked since. Between 1980 and
1987 he taught at the Bezalel Academy of Arts and Design, Jerusalem,;
HaMidrasha School of Art, Ramat Hasharon; Kalisher School of Art,
Tel Aviv; Holon Institute of Technology; and Camera Obscura School
of Art, Tel Aviv, where he also headed the Art Department.

Solo Exhibitions

and Selected Outdoor Sculptures

1973 Via Dolorosa, street performance in the Old City of Jerusalem — 1975 “Motti Mizrachi:
Conceptual Art from Israel,” Soft Art Gallery, Lausanne, Switzerland | “New Faces: Motti,”
Sara Gilat Gallery, Jerusalem — 1976 “Motti Mizrachi, Drora Halfon,” HaKibbutz Art Gallery,
Tel Aviv — 1977 “White Exhibition,” Sara Gilat Gallery, Jerusalem — 1978 Galerie St
Petri—Archive of Experimental and Marginal Art, Lund, Sweden | Galerie Léa Bloemgracht,
Amsterdam — 1982 “Songs,” Youth Wing, The Israel Museum, Jerusalem; curator: Efrat Natan
— 1984 “Studies for the Binding Opera,” Sara Levi Gallery, Tel Aviv — 1985 Installation of the
sculptures Sunfrost and The Angels’ Lamentation, Ramat Aviv Gimel Branch, Israel Discount Bank,
Tel Aviv | Installation of the sculpture Icarus, National Park, Ramat Gan, Israel — 1986 “The
Evening Boat,” Tel Aviv Museum of Art; curator: Sarah Breitberg-Semel — 1987 “Winners of
the Sandberg Prize for Israeli Art,” The Israel Museum, Jerusalem | Lighting of the sculpture
Ha’ahalutz ‘87, Jerusalem Theater, as part of the Israel Festival — 1988 “Zadok Ben-David,
Motti Mizrachi,” The Israeli Pavilion, Venice Biennale; curator: Adam Baruch (cat.) | “Icarus,”
The Museum of Israeli Art, Ramat Gan, Israel; curator: Meir Ahronson | Installation of
the sculpture Pillar, Screw, and Ducks, Masaryk Square, Tel Aviv — 1989 “Motti Mizrachi:
Sculptures and Etchings,” Sara Levi Gallery, Tel Aviv — 1990 “One-Handed Clappings,”
Chelouche Gallery, Tel Aviv (cat.) — 1992 The Gallery of the Art Institute, Oranim College,
Kiryat Tivon, Israel | Installation of the sculpture The Angel of Peace, Beit Danny, Tel Aviv |
Installation of the sculpture Oriental Kiss, Opera Tower, Tel Aviv — 1993 Installation of
the sculpture The Fall of the Muses, Opera Tower, Tel Aviv | “Stella Maris,” Joseph Constant
Sculpture Gallery, Ramat Gan, Israel (cat.) | “Bronze Statues,” Contemporary Art at Daphna
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Mizrachi: “Now I retreat to words, to the scars of the mind. A scar is
a healing of the rift, and it also signifies and preserves the rift: I have
a soup of scars, and I create a menu of scars, deep-fried consciousness,
a cerebral cortex scraping, bone paste, star meat, inlaying smoke holes
in a defiant forehead, light in light, hand in hand. To these sentences I
can attach my own images, say a bell above a glass—and then you create
alanguage. But the main thing is to cross the language barrier; mind
setting. Make the words come up, I tell myself. And what preceded the
words? The howl; but the words you utter to the world will never be
exactly what is inside. From this howl, I produce stories.”

The stone which Mizrachi is rolling up the mountain—as an artist,
as a victim, as a lover, and as a reformer; as someone who conducts a
dialogue with his Mizrahi origin, leaving it and returning to it in direct
and indirect ways; as someone who assumes diverse identities (Christ
and Herzl, Marduk and Dionysus, Icarus and Samson)—that stone is
the longing for absolute freedom in an absurd reality. He does this
by means of deception and ridicule, fused with the utmost gravity, in
a combination of humor and tragedy, of precision and essence with
disruption and distortion. Out of a disillusioned critical stance, parodic
and ironic even when it is poignant or sarcastic, his work always keeps
a distance of a tense reflection on ethea and myths that dominate
personal and public life.

The starting point of a philosophical or spiritual otherness makes
for the radicalization of the image and the suspicion towards it, in
a process that explores the possibilities of escape inherent in the
language of art, only to eliminate them and remain in the absurd of
the existential struggle. Mizrachi clings to the visual representation
as a central site of political conflict, but undermines it and presents
its voiding, understanding that it is absorbed in hegemonic interests
and powers. Similarly, he explores vocal and verbal representation as
an act that creates and deconstructs meanings, in arrays of anarchy
and distillation, cacophony and clarity. Mizrachi howls from within
the consciousness of the absurd, insisting on opening up reality and
exposing hidden strata.
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disruption, and failure, but also one of struggle, longing, compassion,
and belief in the human spirit, music being one of its manifestations.

In the performance In Eye of Consciousness: How Dreadful is This Place
(2017) at the Israel Museum (whose title, quoting Jacob upon waking
up from his dream, combines the artistic act with the religious and
the historical to cast ironic doubt on all three), Mizrachi resumed the
protagonist’s role: he is seated in a wheelchair, carrying on his back,
as an alter-ego, not a cross but a metal fly—a hybrid between a living
being and a machine, a flying means of communication whose head
resembles a microphone. Mizrachi thus defiantly confronts Itzhak
Danziger’s sculpture Nimrod, the Shrine of the Book, a painting by Shmuel
Hirszenberg, Maurycy Gottlieb’s Christ before His Judges, as well as his
own Via Dolorosa works that were presented in the exhibition “Behold
the Man: Jesus in Israel Art” (curated by Amitai Mendelsohn, 2017). The
act was captured on video and made into a series of photographs, in
which Mizrachi is seen from the back, with his “rear” portrait becoming
a part of the image before his eyes. His and our confrontation with the
properties of the hall of art, eternity and sanctity echoes the defiant
encounter between the human and the insect, a-1a Kafka’s Gregor Samsa.

Mizrachi: “When I was a kid in the neighborhood, Aryeh Busi would
tease you to run after him. There was a very large wall of several meters,
and he would run to the wall and trick you, and you would crash into
the wall. Shimon Ovadia would push you, you would push him back,
and then he would let go of you and you’d fall. It is a deception intended
to undermine your balance. They breach your boundaries and you are
left unprotected. Seventy years later, my last performance in Bezalel
started with my sitting in a restaurant; some dog kept barking, and I
started barking back. There was a barking confrontation between us,
and everyone was stunned by this mind reversal. So I thought to myself,
I should at least have the rights of a dog. So in the performance too, I
started barking and raised my hand with the index finger, like the seven-
year-old child I was, but I covered the finger with aluminum foil. Once
I point at God, and once the hand is clenched into a fist, the symbol of
rebellion. The viewers, in an absurd show, were chirping and inflating
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balloons, which were then released, landing quietly and gently, while
actor Yossi Banai's voice was heard in the background reciting Psalms.
The deception and ridicule gave rise to a very delicate balance—and
that’s the absurd.”

Epilogue: The Absurd as a Howl

In 1989, Mizrachi held a festive Dadaist ritual in the public space
(with a brass band and fish in an aquarium) as part of his exhibition at
Sara Levi Gallery, Tel Aviv. He changed the gallery’s street name to “Motti
ben Flora” (Heb. Motti son of Flora)—a name that served as “logo” for the
worKks in the series One-Handed Clappings, articulating his close bond with
his mother, who was a central figure in his life. The name functionsas a
textual image, which operates in the public space to establish his Mizrahi
identity and fix language as the source for the formation of the visual
image, concurrently denying language by presenting its arbitrariness
as a sign. Similar deceptions often recur in Mizrachi’s work, such as
in the use of Braille in CNN Light (2000); or in Polished Mind (1993), in
the form of two huge nail files with horizontal aluminum weights
between them, in a minimalist syntax of a violent encounter between
consciousness and image. While there is no apt language for such an
encounter, he nevertheless carries on the unrelenting Sisyphean effort
to reach the essence.

Mizrachi delves into the connection between a thing in the world
and its semiotic representation or language. In the spirit of Marcel
Duchamp and René Magritte, he has unremittingly recorded relations
between weights and words, and in the series Corner Stones (2020-21;
whose Hebrew title literally translates as “building blocks of language”),
through photography, he arranged a syntax of objects placed on a bed of
salt: a dumbbell and a fish, a dumbbell and half a tomato, an egg cut in
half, a flower, a gun, a plate, a fish, a flute, a lens. The combinations of
these images are presented as formulae both humorous and seductive,
in encounters at once concrete and metaphorical that embody his
consistent attempts to fathom the world and capture the flickers of
the mind.
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the wild-melancholic performance, inspired by Fellini’s films, as reality

was shattered and the image was created from within (rather than

imposed from the outside) by the act of the participants and viewers:

the image as part of reality and not as a representation of it. The radical

nature of these performances did not derive from a serious revolutionary

sentiment but from the carnivalesque mood, as presented by Bakhtin:

“An iconoclastic celebration that exuded an aura of joy,” inviting one

to “revel in the downfall of the status quo.”22

In the late 1980s and during the 1990s—against the background of the
Lebanon War, the first Intifada, and the collapse of Israeli bank stocks; the
hope of the Oslo Accords and their interruption by Rabin’s assassination,
along with the deepening of capitalist neoliberalism and identity
politics—Mizrachi’s performances evolved into theatrical figurative

sculptural arrays; grand totems representing flawed essences and

self-destruction, including: Sunfrost (1985) on the rooftop of the Helena

Rubinstein Pavilion for Contemporary Art, Tel Aviv, or the installations
he presented in the Israeli Pavilion at the 1988 Venice Biennale.22
Heroes and gods from East and West, from the history of Zionism and

21| See in Groys, Art Power,

pp. 72-73.

22| On the installation
Sunfrost (1985) as

a continuous-frozen
sculptural-theatrical

scene, see Motti Mizrachi's

assertions in Sarah
Lieberman, “3D on the
Rooftop Too,” Davar, 6
Feb. 1985 [Hebrew]; for
an elaboration on his
sculptures exhibited at
the Venice Biennale, see
Talia Rappaport, “The
0dd Couple’s Wild Black
Fantasy,” Davar, 15 April
1988 [Hebrew].

23| ofrat, “A
Mizrahi Herzl.”

the history of art, maimed and amputated, alongside
a figure such as that of the winged but grounded Peace
Rider, were brought together, expressing the encounter
of Apollonian and Dionysian forces in a frozen absurd
theater of desire and castration, heroism and failure, as
a history that can be perceived only when it becomes
amyth.z3

Giving up on no site where the image can rebel
against its own boundaries, Mizrachi went out into the
public space with prominent outdoor sculptures in the
tradition of ancient Western and Eastern art, which
boasts monumental and mythical elements: some
combined absurdity and humor, such as Pillar, Screw, and
Ducks (1989); others were sensual and renaissance-like,
creating a continuity between Mizrahi and Western

24| See Michael Sgan-Cohen,
“Motti Mizrachi: A New
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identity, as in Oriental Kiss (1992)—a play on words alluding to the
Hebrew terms for both “French kiss” and “the finger” (“oriental gesture”
in literal translation from the Hebrew); yet others express the encounter
between body and consciousness, such as sculptures centered on the
mythological figure of Icarus (1985), who in Mizrachi’s case does not crash
down, but rather hangs forever between heaven and earth. It is a free
fall without solid ground, gravity, or stable social and cultural reference
points; a fall of disillusionment and humor even in an attempt to rise
and transcend, the fall of a dream,24 in the spirit of the opening scene
of Federico Fellini’s 8'.: a man is seen from the back, in his car, stuck
in a massive traffic jam, trying to get out while frozen, alienated faces
surround him, but lo and behold, he soars into the air, floating above
the crowd. In the next scene he is still in the air, but his leg is tied to a
rope held by a lawyer; the decision is made, and he falls. Camus: “Living
is keeping the absurd alive. Keeping it alive is, above all, contemplating
it. Unlike Eurydice, the absurd dies only when we turn away from it.
One of the only coherent philosophical positions is thus revolt. It is a
constant confrontation between man and his own obscurity. It is an
insistence upon an impossible transparency. It challenges the world
anew every second. [...]| That revolt is the certainty of a crushing fate,
without the resignation that ought to accompany it.”2s

In 2008, Mizrachi “replicated” his image in non-Mizrahi, categorically
European identities, under the title Yiddish Theater. Mizrachi feels
close to Yiddish culture in part due to of its rejection by Israeliness;
the characters in which he cast himself include Shylock (2006), the
moneylender in Shakespeare’s play The Merchant of Venice, and Samson
the mighty who became Samson the Pitiful (2007)—a
hero who has become a stooping, powerless man, yet

Song,” cat. Zadok Ben-

David, Motti

trans. Richard Flantz (The

Mizrachi, still struggles, humming Shaul Tchernichovsky’s song of
faith and vision (“I Believe” aka “Rejoice, rejoice now in

Israeli Pavilion, Venice

Biennale, 1988).

25| Camus, “The Myth of
Sisyphus,” p.

the dreams”). Through his altering self-image, Mizrachi
reshapes heroism as a mythology of vulnerability,

54.
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17| See Camus,

Sisyphus,” pp.

18| Adam Baruch quoted

in Talia Rapp
You have Chos
Dvar Hashavu’
1988 [Hebrew]

flickering abstract painting. Looking at this pile of digital images, one
sees nothing, yet persists in pointless viewing.

The Image as Theatrical Resistance

The actor, who embodies feelings and ideas, is the absurd man in his
very insistence on portraying more and more characters against all odds,
against ephemerality, the passing time, and death lurking around the
corner.r” The embodiment of the self in a multitude of characters and
roles enables the reflection of the identity and environment within which
he operates. As Adam Baruch observed, Mizrachi “carves images from
the Israeli image bank.”18 As someone whose biography encapsulates
rootedness and immigration at the same time, he looks at Israeli society
from the inside and the outside simultaneously.

In the invitation to his first solo exhibition at Sara Gilat Gallery
(Jerusalem, 1975), Mizrachi printed a photograph of his self-portrait,
with naked upper body, his bearded face turned sideways, calling Herzl's
famous portrait to mind. Some forty years later he created a sculpture
of Herzl meeting Kaiser Wilhelm II at the gates of Mikveh Israel. The
emperor and his horse are cut in half, and Herzl looks at the empty space
that opened between their parts. The irony of the fragile Zionist vision
is echoed in the irony of the halved sculpture, based on an allegedly
documentary image which was in fact a photomontage. The image
thus rests on the myth and at the same time deconstructs it, literally.

Much like role playing, performance—as a live act performed before
an audience, centered on the body, combined with object and text,
movement and sound, an act which carries on its back the tradition
ithe myth of of the modernist avant-garde in the 20th century—

50-53. has been central to Mizrachi’s work from the very
outset. The different roles he chooses to enact time
aport, “For and again, allow him to restrain intimacy by turning
en Us.” to a performance that is between a ritual or carnival

a, 29 April
. and a theater performance; a format which relies on
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structure and improvisation, and produces a participatory image which
is open to multiple meanings and interpretations. The “static-active”
image formed at the beginning of his career in staged photographic
works and performances, later evolved into multiple-participant radical
performances: e.g. “Open Workshop” (1975) at the Israel Museum,
Jerusalem, in which he bandaged his wounds and dipped his face in
oil while Georgian wrestlers performed in the background; the event
staged at the Artists’ House, Tel Aviv (1976), where he sat with his bare
back to the audience, his arms outstretched sideways like a crucifix,
his hair anointed with oil, flanked by young women in a strip show
to the sounds of a Zionist speech delivered by Ben-Gurion; or the
carnivalesque-Dionysian performance Year of the Dove at the “Tel Hai
‘80" art meeting, which responded to the peace agreement with Egypt,
the ideal of Hebrew Labor, and the Trumpeldor myth, and remained
etched in consciousness as an iconic photograph.2e

The Dionysian in Mizrachi’s work does not eliminate the Apollonian-
formalist aspect—whether in the focus on the color white as a central
motif in the performance Year of the Dove, in which Mizrachi walked
on the lawn of Tel Hai, leaning on his crutches, his lower body naked

19| The photograph was
among the opening images
of the exhibition catalogue
Check-Post (2008) at Haifa
Museum of Art (curator:
Ilana Tenenbaum), which
summarized the 1980s

in Israeli art. For

an elaboration about

the event, curated by
Gideon Ofrat, see “A
Mizrahi Herzl,” Gideon
Ofrat’s Warehouse—online
text archive, 5 May

2013 [Hebrew].

20| Albert Camus, The
Plague, trans. Stuart
Gilbert (New York: Vvintage,
1991 [1948]), p. 252.

and painted white; or in the conceptualization act of
creating a video from the performance Healing, staged
in 1979 as part of “Performance ‘79” at the Artists’ House,
Tel Aviv, as a ritual of exhalations and sounds emitted
for the purpose of healing and mental refinement
(Mizrachi refrained from such “spiritual” actions in
the ensuing years). By the same token, the multi-
participant anarchist performance Festivities (1981),
which was held in the exhibition “A Turning Point” at
Tel Aviv Museum of Art, was conceived in the spirit ofa
motto from Albert Camus’s novel The Plague: “[W]e can’'t
stir a finger in this world without the risk of bringing
death to somebody.”2e Mizrachi’s rebellion against
cultural and national conventions was distilled from
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intertwined the seductive character of Casanova—who in his bulimic
skipping between alternating objects of desire challenges the absurdity
of being mortal—with the horrific Rwandan genocide committed
by the Hutu against the Tutsi in 1994. This absurd pairing, which
protests against dispossession and exploitation, was embodied by a
combination of seductive-popish figurative installations and concise
conceptual installations: a huge phallic microphone placed on the floor
next to a transparent lens; sculptures of mosquitoes that have grown
to monumental dimensions; the figure of a boy with a huge phallus;
illuminated plexiglass circles hung on the wall to make up the words
“CNN Light” in Braille, bearing greenish photographs from the Gulf
War; a wall sculpture of a metal ring, with sword blades facing its empty
center, as the cold light emanating from it acts as an empty spiritual
promise, as blinding spotlights. Such a light, as an image that cannot
be grasped, will continue to appear in Mizrachi’s works in the form of
the divine light of the Shechinah infiltrating through the slits between
the fingers, the cold light of the hospital, or the flickering light of the
television screen.

The image, which expanded to become a locus, was given unusual
treatment as a visual and conceptual act performed in the urban space,
in three simultaneous exhibitions in Tel Aviv: at Chelouche Gallery,
Dvir Gallery, and HaMidrasha Gallery (2004). The project challenged
the mirage of everyday urban life, and the decentralization and solitude
that accompany individualism. In the exhibition “Passion” at Chelouche
Gallery, the space was cut by a red screen with a peep hole, where the one
peeking through encountered observation itself in the form of a large,
transparent, empty lens, with a pink towel next to it. In the back, hung
for all to see, were gigantic portraits of Yigal Amir, assassin of Prime
Minister Yitzhak Rabin, and Mordechai Vanunu, who was accused of
exposing Israel’s nuclear secrets to the world—both of Mizrahi origin,
although located at opposite ends of the political spectrum. In the
exhibition “Compassion” at HaMidrasha Gallery, the visitor’s walk in
the space was contrasted with the embodiment of walking in the form
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of a host of walkers with pink towels on them, as Berry Sakharof’s voice
was heard in the background singing “Oh, Good Jews, have Mercy” from
a play by Abraham Goldfaden, the father of modern Yiddish theater. In
the exhibition “Wailing” at Dvir Gallery, on the other hand, the hiding
screen was converted into a sensual oriental object in the form of a
red curtain on which love phrases from an Umm Kulthum song were
embroidered in gold, the floor was transformed into a watermelon field,
and in the background a musician played a Persian wind instrument.

Mizrachi, an iconophile and iconoclast, is completely engrossed
by the beauty and meaning of images, and at the same time criticizes
their control over consciousness. His works in the 1990s and early
2000s touched directly on media bulimia, which stimulates imitative
desires and seduces one to surrender to the oblivious pleasure of
distraction, as maintained by Hito Steyerl.1s A critique not only of the
media, but also of the notion of the Mizrahi (North African Sephardi Jew)
already appeared in the postcards sent by the artist in Mizrachi Mail
(1980), on which he printed pictures of current events accompanied

15| Hito Steyerl, The
Wretched of the Screen
(e-flux journal; Berlin:
Sternberg Press, 2012),
p. 165.

16| Gideon Ofrat,

Identity, Memory, Culture:
Selected Essays, 2008-
2012 (Jerusalem: Carmel,
2012), p. 253 [Hebrew];
Ofrat ironically described
the condescension of the
“humanist” Bezalelites

in the 1970s over their
Mizrahi friend, one of the
first performance and body
artists who discussed his
identity in a “frugal,”
subliminal manner;

see ibid., p. 89.

by thematically unconnected captions from the press.
Gideon Ofrat, who followed Mizrachi in his capacity
as a lecturer at Bezalel, a curator and a researcher,
regarded Mizrachi Mail as an act of arbitrary, healthy
expropriation of “a private media network, which does
not add up to form a consistent image of the world, and
even contrarily: attests to the triteness, absurdity, and
the undermining of culture into kernels of meaningless
banality.”1e Twenty years later, in the series Blinking,
Mizrachi transformed press clippings he collected over
13 months—Dbeginning with then-right-wing opposition
leader Ariel Sharon’s visit to the Temple Mount on
September 28, 2000, which sparked the second Intifada
(Palestinian Uprising), and ending with the World Trade
Center disaster on September 11, 2001—into a baffling
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partitions inside. Mizrachi once again signifies the trinity as a site of
endless struggle, in an attempt to hold onto the body and capture the
spiritual within existence, against death.

The conceptual-abstract-logical syntax—with its contradictions
that convey the ostensible contrast between the world and human
consciousness—is elaborated in the early 1990s series One-Handed
Clappings. The absurd title is based on a key Zen Buddhist koan—"When
you clap your hands, you make a sound; but what is the sound of one
hand clapping?”’—and refers to wall reliefs made of polished aluminum,
at times combined with wood, iron, and fluorescent lights, introducing
monastic, even sterile, iconographic systems that are only ostensibly
logical-rational. Mizrachi strives to touch on the essence of things, to
know how each body is a living mirror of the whole universe, and how it
is affected by the bodies close to it, affecting them in return (like Leibniz’s
monads). Based on physical drawings pertaining to measurements and
gravity, movement, light, and water, images of weights, compasses,
funnels, arrows, and rulers recur, signifying their mechanisms, what
they measure, while echoing the Zionist and Israeli iconology. With
absurd humor, however, their abysmal gravity deceives us: two arrows
that point in one direction, with a tree between them; a comb with
an aluminum mount for an unlit fluorescent light; a camel caravan
and a gun above a grater; a compass on a record, representing endless
movement and storage skills of alienated cold data, being a frozen
memory that replicates itself.

The tension between information, knowledge, and essence, on
one hand, and the skills of perceiving the world and the possibility (or
impossibility) of understanding it, on the other, will be transformed in
Knowledge (1995) and Imagination (1995) into an equation of weights and
empty lenses. The empty lens is the record from One-Handed Clappings;
itis also the greenish alien eye that illuminates the Stella Maris works
(1993); and also the cyclopean eye in the gigantic outdoor sculpture Eye
of the Sun (Ashdod, 2012)—an eye that seems to have landed from outer
space, possibly declining, possibly rising; and it is also the eye of his early

Shimmering Fragments

career in the photographic portrait Hand on Eye Hand on Mouth (1973), in
which Mizrachi partially blocked his mouth and one of his eyes, leaving
the viewer looking at him with only one eye communicating through
a thick spectacle lens. lens. In this way he examines the limitation of
perception and at the same time points to the potential inherent in
that very constraint.

Imagination, Image, Place

The empty lens is also the infinity of consciousness—the boundless
realms of thought and imagination that surrounded Mizrachi during
the long years of hospitalization, between the ages of 17 and 23. The
spatial imagination fuses with the symbolic-conceptual systems of One-
Handed Clappings. In Moon Temple—exhibited in 1991 at the Kunsthalle
Diisseldorf, and later in Moscow and the Israel Museum, Jerusalem—it
transforms into a futuristic ritual installation that combines Apollonian
and Dionysian elements. A temple altar with a cosmic system of strange,
Dada-like mechanical apparatuses, extending over 125 sq.m., in a jumble
of extraterrestrial futurism and sanctity, eroticism and death, technology,
science and worship, Moon Temple was lined with a hundred large iron
weights, rails, burial urns, and a gigantic aluminum disk engraved as a
record. Above them hovered bronze figures of accordion players (their
feet in the sky and the accordion serves as their base) and a winged
Marduk sculpture. Marduk—Motti (Mordechai) Mizrachi’s nickname
as a child in Ramat Israel neighborhood—is Mizrachi; he is Dionysus,
he is the healing shaman, he is the grounded one who seeks to ascend,
who believes in paganism and in one Cod, in flesh and in spirit. His
figure brings together and deconstructs prevalent “Western” concepts
of reason, and a mystical “Eastern” air of passion, mystery, and doubt.

The beauty of the cosmic Moon Temple was replaced by images
of neutered passion in Rwanda-Casanova—an ongoing project that
culminated in a solo exhibition at Haifa Museum of Art (2000),
followed by a series of exhibitions in Israel and the world over. Mizrachi
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that intersect with irrational essences. It unites physical and material,
expressive and grand manifestations with spiritual metaphysics. It
reaffirms the image and at the same time doubts it. On the image stage,
Mizrachi calls forth, one by one, the rational and the transcendent
systems, without which there is no order and logic, good and evil; he
constructs and deconstructs them, infuses them with logic only to
point out their arbitrariness. In Blessing (1993), for example, red boxing
gloves are arranged in a circular structure, like a record that carries
knowledge or a satellite dish, which is also a warriors’ shield with a round
illuminated opening in the center, towards which the gloves face. The
body’s primal instincts of fighting and violence are directed to both the
spirit and the void in this work. The public sexual wallowing in dough,
of which only a photographic image remains (1973), or the grappling of
the Wrestlers (1975) as part of “Open Workshop” at the Israel Museum,
come together in Blessing. This glove sculpture, however, also conceals
the incarnations of the self-portrait Priestly Benediction (1973), featuring
Mizrachi’s agitated face, as his hands make the hand gesture associated
with the blessing, spreading his fingers and splitting them into two
sets of two fingers each (forming the Hebrew letter shin, symbolizing
God), so that “the Shechinah (divine presence) may peer through the
resulting openings; the hands covered in the coarse gloves eliminate
the aura of sanctity, presenting the existential struggle.

Hand gestures are also central to another iconic work, Eternal
Limitations (1973), in which the upward priestly gesture is replaced by a
downward gesture, in an absurd pose that screams gravity. The paradox
in the work’s title signifies eternal limitations as punishment or as a
never-ending Sisyphean act, via a simple, coded formal gesture, entirely
undecipherable. The hands are a partial self-portrait that is whole, and
their position holds a tension that encapsulates the existential link
between body, time, and space.

In a continuous process of research into a fixed database of images
and their transformations, the symbolic, mystical self-image becomes
alogical puzzle in the triptych series Vacuum (1976). The photographic

observed that it was
precisely Mizrachi's
photographs, so loaded with  introducing the inescapable trinity man-world-absurd.
historical and mystical

to the image stems from
photographing simple lights illuminate the void inside with a cold light,
objects in a manner that
extracts metaphysical

energies from them. three boxlike plexiglass structures with perforated
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juxtaposition of images depicting objects and self-portraits generates
a syntax of flow and fixation, inclusion and voiding, exhalation and
inhalation, body and mind; it is subsequently distilled—in the series
Triangle Hand Flower Overturned Glass (1977)—to the question of the
affinities between sign, signifier, and signified a-la Ferdinand de
Saussure, who laid the foundations of modern linguistics through
the differentiation between sign and meaning. At the same time,
Mizrachi offers an abstraction of the body-world-image relationship
via the representation of three elements, linked by a connecting thread,
while the grasping hand creates the syntax. The result, experienced
simultaneously through mind and body, is an image at once abstract
and corporeal.14

The trinity is the embodiment of the linguistic turn—a visual
representation of the connection between word, meaning, and the
world, and at the same time it embodies Christianity’s leap of faith
in the form of the Father, the Son, and the Holy Spirit, as a coming to
terms with the existential absurd. This is opposed by the Cartesian
approach of “I think therefore I am,” and the Kantian view which holds
that the phenomenological world is “cut to human measure” and can
be understood only through the structure of human consciousness. The

of Personal Expression,”

14| See Sarah Breitberg, world seems familiar to us, Camus continues, thanks
“Photography as a Vehicle to (rational or religious) systems of mundane reference
vedioth Ahronoth, 7 May points, which we set for ourselves so that we know how
1976 [Hebrew]; Breitberg toreact—but they are nothing but an illusion. Mizrachi’s

work oscillates between these systems while constantly

In Ya Ummi Ya Rouhi, Ya Albi (My Mother, My Soul,

symbolism, which paved

the way for photography My Heart, 2002), the trinity is manifested in three large

that touches on the mezuzah-like capsules which bear the eponymous
abstract. The new approach

phrase frequently used by his mother, while fluorescent

whereas in Dominus, Spiritus, Sanctus (2000) these are
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In Foot with Wing (1973), Mizrachi’s foot is seen in close-up and
in profile against the mythical view of Jerusalem, in a tense posture
of stepping, crowned with a feather. It is a synecdoche, a part that
represents the whole—the complete portrait of the artist as verging
on the divine, much like Hermes, the messenger of the gods in Greek
mythology. The image captures the tension innate to the aspiration
to soar, which is preceded by a charged step full of intention, a leap of
faith grounded in the corporeal. The absurd is rooted in the image that
points to impossibility, since the feather is that of a chicken that cannot
fly; and the place—]Jerusalem, a city with a bloody history—does not
facilitate such soaring. The step, both earthly and prophetic, encounters
the wall of meaninglessness; nevertheless, it continues to take place in
the photograph, rolling the stone upwards.

According to Camus, coming to terms with the consciousness of the
absurd requires the elimination of the illusion of redemption through
a ceaseless struggle with social norms and the constructs of logic. It
is eternal freedom, which involves liberation from the fear of death.
Yigal Zalmona identified this spirit in Mizrachi’s work as early as 1975,
when he described it as “imbued with existentialism and a sense of the
absurd.”2e Mizrachi'’s image sequences entwine his biography with the
collective iconography associated with them. He explores them as icons,
as signs that carry meaning and interpretation which change from
period to period, in keeping with the social-cultural-political context,
hence they act on the viewer in a manner both rational and primal. The
icons are violated and disrupted in conceptual and concrete, coded and
figurative manners, as Mizrachi reinforces the obvious and challenges

it by pointing out the illogic that spawned it.

10| Yigal zalmona,

“Existential and Personal
Tension”, Ma’ariv, 7

The work El Condor Pasa (1974) indicates the fusion
of direct, emotional-physical action with the mythical-

March 1975 [Hebrew];

Zalmona referred to the
staged self-portraits in
Mizrachi’s solo exhibition
at Sara Gilat Gallery

(Jerusalem,

spiritual act of image-creation, calling to mind a
myth recorded by Pliny the Elder, ascribing the birth
of painting to the act performed by potter Butades’s
1975). daughter, who drew the outline of her lover’s shadow
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on the wall as he was leaving for war. In the background, one may
also think of the medium of photography as a trace of reality, and of
the primal fear of the photographic act as soul-stealing. The work’s
title refers, among other things, to a well-known Peruvian folk song,
for which Simon & Garfunkel created a pop version in the 1970s that
added another dimension to the yearning for freedom and flight from
the depths of the imprisoned body. The iconoclastic concealment of
the face in Mizrachi’s work, which represents disability and flaw,
simultaneously signifies a spiritual transformation driven by the
magical overlap between a human figure and a bird.** The hand
gestures that produce the image are the image itself, while the work
is constructed from the tension and energy stored between the thing
and its shadow, between the corporeal and its sign, in the absurd and
always failed attempt to touch on the self.

11| See Ben-Meir, “Joseph

Beuys as Healing Medium.”

12| See Theodor W. Adorno
and Max Horkheimer,
Dialectic of Enlightenment
[1947] (Stanford, CA:
Stanford upP, 2002),

pp. 35-64, specifically
pp. 46-47; see also
Yossi Mali, “Reality,
Counter-Reality, and
History: The Odyssey

of Walter Benjamin,”
Zmanim: A Historical
Quarterly, 44 (1993),

pp. 52-69 [Hebrew].

13| Walter Benjamin,
“Franz Kafka: On the
Tenth Anniversary of His
Death,” in Illuminations:
Essays and Reflections,
ed. Hannah Arendt,

trans. Harry Zohn (New
York: Schocken Books,
1968), p. 117.

Odysseus asked to be bound to the ship’s mast
so that he could hear the song of the Sirens without
putting himself in danger. Mizrachi asks why he did
so, and the answer is possibly implied in the words
of Theodor W. Adorno and Max Horkheimer in their
magnum opus Dialectic of Enlightenment: “Odysseus
loses himself in order to find himself”; he is estranged
from nature and yet connected to it, mapping it;
he masters nature by understanding its processes
and ways, to the point of betraying them. Odysseus
does not kill the Sirens or defeat them, but rather
outwits them and thus dissolves their charm. Western
civilization moves in a dialectical Odyssean course,
rational progress concurrent with a mythical fall
into the Underworld.12 For the victory of reason over
myth, as Walter Benjamin observed, is a fairy tale.12

In Mizrachi’s work, this dialectic unfolds as an
internal resistance embodied in the perception of
the image, which is underlain by conceptual acts
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king-prophet at the gate, opposing, and at the same time—a powerless
man, reminiscent of Hugo Ball’s Dadaist absurd performance at Cabaret
Voltaire, Zurich in 1916. As in the well-known scenes from Goya’s Los
Caprichos, he is comparable to the figure of the heretic who is executed
in the city square in front of the crowd, to the lead actor in a macabre
religious ritual. Mizrachi: “People want a king, so I dressed up as a king
and I'm sitting on the hill. I'm an imposer, and the Jerusalem context
made things possible for me.”” The image in the frozen photograph
animates the scene, the drama—Dboth the historical and the private—in
our minds.

Image, self-image, and perception are at the heart of the Via Dolorosa
photographs (1973), in which Mizrachi, bedecked with a thick beard,
walks through the Old City of Jerusalem, leaning on his crutches and
carrying his portrait on his back. According to Christian tradition, itisa
symbolic walk of suffering and sacrifice for the redemption of man. It is
the same walk in which the visual image was fixed as a representation
of the spiritual, in the image of Jesus Christ that was imprinted in
the Veil of Veronica (Latin vera icon, true image) after she used it to
wipe the blood and sweat from his face. Haviva Pedaya identifies the
walking of the prophets (alongside walking as a form of
punishment and atonement, but also as the formation

“The work
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The figure of the artist as a victim and a messiah, as the bearer of pain
whose suffering brings redemption, is also introduced in Mizrachi’s work
in the symbolic act of the binding, which in Christianity is perceived
as a pre-figuration of the crucifixion; at the same time he frames the
act as defiance against Zionism, which puts its implementers to the
test of sacrifice and death against the backdrop of the Yom Kippur
War. Having bound himself in the performance Bindings in the Judean
Desert (which was perpetuated in photography as Binding, 1973) at the
outset of his career, Mizrachi (in collaboration with Arik Shapira) later
created an opera that was not performed (of which only Studies for the
Binding Opera, 1984, remained and were exhibited), in which he sought
to unfold Jewish history, beginning with the story of the Binding of
Isaac, through a combination of visual and audio images derived from
divergent, even antithetical worlds. These are colorful painterly studies
blending fantastic and science-fiction elements with others from the
ancient cultures of the Levant. Mizrachi insists on the binding, which
originated in pagan sacrificial rituals, as an absurd performative act
in which the religious, national, and artistic intersect: sacrifice as an
inconceivable act rooted in human existence.

In the 1970s, Mizrachi, like other Israeli artists, was influenced by
Cerman artist Joseph Beuys, who claimed an equivalence between art and

Foot with Wing is the
obligation for spiritual
transformation. There

is no flight, there is
tense treading, against
the tension of the Mount
of Olives, the Temple
Mount, all the myths,

the sanctity, and the
bloody history”; all the
unreferenced quotes from
Motti Mizrachi below were
drawn from a conversation
with the author prior to
the exhibition.

8| Pedaya, “Walking through
Trauma,” p. 18 [Hebrew].

of a counter identity, in the Cain myth) with an act
that stimulates others and changes the present and
future—"a walking that foreshadows and signifies
future destruction or exile, a walk of an individual who,
in his walk, is symbolic for the collective.”® In his walk,
Mizrachi links the mythical, religious, and historical
baggage and weight of the city with his own destiny
asahuman being, a Jew, an Israeli, and an artist, while
questioning the symbolic act and its fixed image, which
leads individuals and collectives to adopt hegemonic
beliefs and ideologies.

9| See Kobi Ben-Meir,
“Joseph Beuys as Healing
Medium in 1970s Israeli
Art,” Protocollage 2011:
Death is a Master from
Germany, selected essays
from the e-journal History
& Theory: Protocols,

the History and Theory
Department at Bezalel,
eds. Ben Baruch Blich,

Gal Ventura, Dana Arieli-
Horowitz, Dror Pimentel,
Naomi Meiri-Dan (Tel Aviv:
Resling, 2011),

pp. 176-177 [Hebrew].

life, introducing art as an engine for social change, and
the artist as prophet and guide. Both Beuys and Mizrachi
created “shamanistic” art rooted in their bodies, in
illness and healing, in the quest for rectification (tikkun)
and the perception of the body, including its limitations,
as a platform for social change.® In contrast to Beuys’s
Germanic gravity, however, Mizrachi not only put
forth but also concurrently undermined any mythical
system that offers hope and redemption via art, out of
an ironic, humorous stance which presents absurdities,
or in his own words: actions and images that present
defiant stupidity.
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recognizing that such an explanation does not exist, that things don’t
make sense. The absurd is an irreconcilable contradiction between the
awareness of chaos and the yearning for explanation, understanding,
and redemption; it “is born of this confrontation between the human
need and the unreasonable silence of the world.”?

Mizrachi’s work transpires in a field underlain by this axiom; it is
rooted in the notion that existence is absurd. His works from the 1970s
to the present, spanning every possible medium—performance and
installation, photography, video, sound and sculpture, drawing and
print—were and still are, for the most part, pioneering in the way they
formulate the power and limitations of the artistic image in relation to
a material and emotional essence, in relation to reality and the ability
of touching it. Consisting of stratified transitions between the visual
and the lingual, between the mimetic-representational-figurative and
the conceptual, his artistic expression is structured as a syntactic and
experiential, physical and mental relay race, which outlines the mind’s
search for meaning in the experience of the absurd.

The Absurd Image:

Between the Performative and the Conceptual

Once man is liberated from the illusion of another world, says Camus,
“The outcome of his thought, ceasing to be renunciatory, flowers in
images. It frolics—in myths, to be sure, but myths with no other depth
than that of human suffering and, like it, inexhaustible. Not the divine
fable that amuses and blinds, but the terrestrial face, gesture, and
drama in which are summed up a difficult wisdom and an ephemeral
passion.”+ Mizrachi, who refers to the absurd in his works as “suspensions
and deceptions,” probes the meaning and operation of the image in
the world, its power to represent reality or create it, impose order on
it or expose its randomness and meaninglessness. He does this out of
28. a consciousness dwelling in a flesh-and-blood body
117-118. versed in pain and limitation—a body rooted in the
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Israeli socio-political reality as well as the universal one; a body that
feeds the notion of the artist’s figure and role.s

Already in his early works, created in the 1970s during his studies
at the Bezalel Academy of Arts and Design, Jerusalem, and as part of
his graduation exhibition, Mizrachi placed the notions of image and
perception at the center—using his own body—as representing the
dynamic between man-made action and choice, and the set of social-

5| The perception of the
self in Mizrachi’s works
echoes two modernist
paradigms, as described

by Haviva Pedaya: a
theological paradigm which
anchors his appearance as
a prophet at the gate,

a shaman, and a healer;
and a representative
paradigm which anchors
the reflection of the
identity as part of

which he operates; see
Haviva Pedaya, Walking
through Trauma: Rituals of
Movement in Jewish Myth,
Mysticism, and History
(Tel Aviv: Resling, 2011),
p. 31 [Hebrew]; see also
Haviva Pedaya, “Walking,
Walking Out, and Walking
Through: Transitional Space
and Traumatic Time,” in

Y. Ataria, D. Gurevitz,

H. Pedaya, and Y. Neria
(eds.), Interdisciplinary
Handbook of Trauma and
Culture (Switzerland:
Springer, 2016),

pp. 217-249.

6| See Boris Groys, Art
Power (Cambridge, MA: The
MIT Press, 2008),

pp. 56-57.

cultural-political constraints. Works that became
iconic—including El Céndor Pasa, Shema Yisrael, Priestly
Benediction, Foot with Wing, King of Jerusalem, or the
Fool on the Hill, Via Dolorosa, Binding, and Dough—were
all staged actions or documentations of actions that
continue to take place in the body of the photograph,
as it were. Having been discouraged from engaging
in painting at Bezalel, photography enabled him to
explore the self through the mediation of the distancing,
detachment and alienation inherent in the medium.
The photographs were printed with a deliberately rough
technical quality that conveyed the urgency of the
gesture. Introducing photographs of performances as
works of art in their own right was a groundbreaking
move, the result of Mizrachi’s power to touch on the
essence of the image and its transformative potential;
an act that outlines a strategy of resistance, a biopolitics
whose main objective is to replace the living event with
an artificial object, which substitutes for the real and
is reproduced independently of the original.e

In King of Jerusalem, or the Fool on the Hill (1973)
Mizrachi is seen seated limply on a chair on the Mount
of Olives, facing the Temple Mount, with his back to
the viewer, his crutches by his side, wearing a white
Bristol board bonnet on his head. The figure of the
artist transforms into a living yet ephemeral obelisk; a
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“Even men without a gospel have their Mount of Olives.
And one must not fall asleep on theirs either. For the
absurd man it is not a matter of explaining and solving,
but of experiencing and describing. Everything begins
with lucid indifference.”

Albert Camus, The Myth of Sisyphus®

Prologue

In Greek mythology, Sisyphus, the founder and first king of Corinth, was
punished by Zeus for his passion for life, rebellion against the Olympian
gods, and scorn for the pantheon. Zeus decreed that in the afterlife he
would be doomed to roll a giant boulder up a mountain in the abyss
of Tartarus in the underworld, only to reach the peak and watch it roll
back down, over and over again, eternally condemned to futile labor
and endless despair.

Philosopher and novelist Albert Camus views Sisyphus as the
quintessential absurd hero embodied in modern man—a man who strives
to gain true grasp of existence, who seeks the absolute, longing for clarity
in the face of reality, striving for its familiarity as it reflects the human
imprint; but he is doomed to exist in a world devoid of rationality, a world

X e of contradictions, in which there is no single truth,
“The My

of Sisyphus” [1955], in

The Myth of Sisyphus and
Other Essays, trans. Justin
0’Brien (New York: Vintage,

1991), p. 94.

2| Ibid., p. 18.

where an “infinite number of shimmering fragments
is offered to the understanding.”2 The absurdity of the
stone rolling up the mountain, despite the knowledge
that it is bound to roll back down, is an expression
of man’s desire for an explanation, for unity, while
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59| The first
was staged in
Shrine of the

Israel Museum

dichotomous critical discourse and identity politics, whose radical
version amounted to stereotypes.

Concurrent with his activity in the “Yiddish Theater,” Mizrachi
launched the series of performances In Eye of Consciousness: How Dreadful
is This Place (2017), which revolved around the figure of the artist, standing
physically in the given place and time, as a witness.s® Mizrachi sits
with his back to the viewer, his gaze presumably directed at what is in
front of him. From now on, he no longer acts and presents, but is rather
fully and directly present, in body and spirit, as if carrying, in his very
presence, all that has accumulated in the residues of his art and life. As
usual, this work in the Shrine of the Book and the Israel Museum sits on
the shoulders of an earlier work, King of Jerusalem, or the Fool on the Hill
(1973), in which he is seen seated on the summit of the Mount of Olives,
looking towards the Temple Mount. In his later performances, however,
Mizrachi no longer portrays the fool, nor does he carry his portrait on
his back as if he were Jesus carrying the cross. From now on, it is the
fly—the one that sent him on a journey of consciousness that began
with the Rwanda-Casanova project—that rides on his back, like the red
boxing gloves in the work Blessing (1993), which are mounted on a record
whose body is engraved with the memory of circles. The directness of
the hybrid element in Mizrachi's body work is one of “punching and
pausing,” a dark and beautiful hybrid. This directness even cast a spell
on the alternative rock scene in Israel, and the work Blessing is featured
on the album cover of the Israeli duo Gingiot (Redheads).

Having described Mizrachi's work as split into two separate
channels—a self-portrait that assumes and sheds form, and an object
that recurs in different incarnations—it is the hybrid element that links
the readymade and portrait channels in his body work, singling him
out as the most important body artist in Israel. In retrospect, from the

very outset of his career, Mizrachi has been concerned

of these with the body as a material and as a place, as a cross
2017 at the

Book and the
, Jerusalem. of a man and a bird of prey, or in the journey of the

between man and animal—whether in the combination

Eternal Limitations

alien fly mounted on his back. In a social and cultural arena dominated
by a dichotomous discourse and antithetical perceptions, the hybrid
quality of his work never ceases to surprise: Motti ben Florase carries
Samson the Pitiful in his body, whether as the betrayal of the body or as
a weapon. He dares and does not flinch, always with grand gestures of
punching and pausing, of the personal in the national, of redemption
in destruction. How Dreadful is This Place (Genesis 28:17), the title of his
recent performances, is directed at the gates of heaven from the story
of Jacob's ladder—on the threshold between heaven and earth, between
body and spirit, between dream and wakefulness, and between being
and nothingness—as a wake-up call.

60| At the opening of his
exhibition #“Studies for
the Binding Opera” at Sara
Levi Gallery, Tel Aviv,

the gallery’s street name
was changed to “Motti Ben
Flora” (Motti son of Flora)
for a day.
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curtain was set against watermelons that were placed on the floor
and exploded in the summer heat during the exhibition period. In
the exhibition “Compassion,” metal walkers with stickers of the Yad
Sarah voluntary medical supply organization were installed, with pink
towels and blinding flashlights hanging from them—objects that take
part in a complex relationship, charged with residues of exclusion
and marginalization, longing and a sense of disaster, wailing, passion,
and pity.

The audience also took part in the performance: in the exhibition
“Passion,” a hole in the wall invited viewers to peek at an object in the
hidden space, thus being caught in the liminal space between voyeurism
(perversion) and naive trust in the promised marvel lurking behind it.
Even if there was anything left of the viewer’s wonder, however, it was
brought to the ground of reality when turning back to the exit, by the
gazes emanating from the photographs of Yigal Amir, assassin of Prime
Minister Yitzhak Rabin, and Mordechai Vanunu, who was accused of
exposing Israel’s nuclear secrets to the world. Against the social, cultural,
and political baggage that simmered under the trilogy’s surface, and in
view of the charged title, “Passion,” room was made for contemplation
of the link between the power of love that drives life and creation, and
the threat of crossing lines, which is bound to end in disaster. The
exhibitions also included a dimension of sound: in “Wailing,” Iranian
musician Amir Shahsar played songs of longing for Persia on a ney reed
flute—*“an instrument of the heart, which conveys yearning, longing,
inner weeping”; in the exhibition “Compassion,” Berry Sakharof's voice
was heard in the background, singing in Yiddish.

Unlike “compassion,” the term “pity,” corresponding with the Hebrew
title of the show, is offensive—but not so in Yiddish. Shortly after the
exhibition trilogy, Mizrachi himself sang in Yiddish “Oh, Good Jews,
have Mercy [‘pity’ in the Hebrew].” The painted polyester sculpture he
created as a frozen performance in 1984 also underwent a transformation:
from soldier figures on a Tel Aviv rooftop to his own figure enacting
various figures from the destroyed cultural world of Jewish Europe

Eternal Limitations

before the Holocaust. Mizrachi’s portrait (120 cm in height) fit well
into the theater, which included Samson the Pitiful (2007), Shylock
(2006), Primo Levi (2008). It was a traveling theater between museums
and art events (mainly abroad), where the sculpture performance was
accompanied by Mizrachi's voice singing in Yiddish, either live or
recorded on the soundtrack.s? “I came to sing songs in Yiddish because
I felt that everything was shallow. I can’t take a deep breath [Heb.
neshima] . There, I can breathe my soul [neshama], I can cry. I am both
Mizrahi [Eastern Jew] and not Mizrahi; I feel Jewish, not so much Israeli.”

Mizrachi is proud of his Mizrahi origin, and dedicated the Yiddish
Theater catalogue to his parents, Nathaniel Abu-Ibrahim and Flora
Bint-Aziza.se He never sympathized with the trend of reduction to
a one-dimensional identity, and drew more and more strings to his
complex identity as a human being and an artist, an identity in which
Yiddish already played a role during his
childhood and adolescence. Grotesque
and heart-rending, full of self-irony and

87| Yiddish Theater was
presented in 2009 at the

Palazzo Riso (RISO, Museo

d’Arte Contemporanea della identification, his theater is centered on
sicilia) in palexmo, in the figure of the anti-hero who does not
flinch in the face of the centers of power
and holds the wisdom of the ages, with

the exhibition ”Essential
Experiences,* which
also featured Marina

Abramovié, Jan Fabre, i . .
Gilbert & George, William empha51s OIl COImpassion and recognition

Kentridge,and others. A
year earlier, in 2008,
Yiddish Theater was
performed in the exhibition
”"Micro-Narratives,” at
Musée d'Art Moderne de
Saint-Etienne Métropole,
France (curator: Léréand

Hegyi).

58| Published by the
Mizrachi Foundation for
the first performance of
“Yiddish Theater” at Musée
d'Art Moderne de Saint-
Etienne Métropole.

of the heroism of the weak. While claiming
the insult of his parents and the price
of erasure and arrogance, he positions
himself, as always, against the Western
mainstream and globalization. At the
same time, in these performances, in
which he practically acted as a curator,
he heralded what in the following years
would be recognized as the solidarity
turn in curating, attentive to the other
and to complex identities, after years of
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In his ongoing engagement with the mirage of human consciousness,
Mizrachi also addressed media as an extension of myths and beliefs
and as a system that structures consciousness through a manipulative
use of myth. As early as 1980, he referred to the ostensibly innocent
medium of press photographs accompanied by captions, when he printed
and sent “mail art” in the form of touristy souvenir postcards—e.g., a
photograph echoing the pioneering ethos of the first waves of Jewish
immigration to Palestine, accompanied by the caption “Elon Moreh
settlement, 8.6.1979.” Similarly, in the exhibition “Rwanda-Casanova”
he included a postcard work: a photograph featuring the St. Peter’s
bell in Cologne (Petersglocke, p. 53 bottom), alongside an inscription
in German referring to the myth of the “Heimat” and the agony of the
German “Volk,”s4+ which was also inscribed on the wall in Vaseline, in
braille. While the materiality of the greasy Vaseline calls to mind (after
Beuys) warmth, rehabilitation, and solidarity, the use of Vaseline and
braille represents a communication failure since the letters are smeared
and blurred by tactile reading. The engagement with memory based
on erasure and oblivion adds another layer to Mizrachi’s preoccupation
with the paradox of human consciousness which is shaped from and
on symbols designed by that very consciousness. At the same time,
Mizrachi explored issues of resolution and information processing,
whether in digital media, which enable information compression and
speed, or in printed media.ss Computer-manipulated press photographs
(from September 2000 to September 2001) were printed on boards to
present an ambiguous reality, in an attempt to process, in consciousness,
a time experience of one year, which began with the second Intifada
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in major international exhibitions which delved into the status of
the object and the readymade.ss His work took a particularly central
place in the exhibition “Conceptes de I'Espai” (Space Concepts, 2002)
at Fundaci6 Joan Miré, Barcelona, where he exhibited alongside Franz
West, Tony Cragg, Christian Boltanski, Haim Steinbach, and others. His
work Blessing (1993) was even chosen for the catalogue cover and for a
poster hung throughout Barcelona. In each of these exhibitions, Mizrachi
created an installation which was, in fact, a type of performance-object.
Its readymade materiality evoked temporal baggage and activated the
space with a fluorescent aura shrouded by the baggage of body and
emotion, mind and consciousness.

Object-Performance:

Portrait Theater and the Return to Performance

In the 2000s, Mizrachi developed another performance practice: a Yiddish
theater revolving around his self-portrait as a sculptural object cast in
painted polyester. The return of the artist’s portrait to the core of his
work opened the door to another return, that of performance works; in
all these types of performance—object-performance, Yiddish theater, and
performance art—self-portrait and object were inseparably combined.
This unique combination culminated in an exhibition trilogy (2004),
featured simultaneously in three “hiding places” or “hide-outs” (as he
called them) in Tel Aviv: “Wailing” (Dvir Gallery), “Passion” (Chelouche
Gallery), and “Compassion” (HaMidrasha Gallery). The “object” deviated
from its narrow sense as an inanimate object that is

54| “St Peter is my name.
I protect the German
homeland. Born out of
German suffering, I call

for unity.”

55| For example, in the
exhibition “Rwanda-Casanova:
Blinking,” the Art Workshop,
Yavneh, Israel, 2002.

(Palestinian uprising) and ended with the September
11 attacks.

Against the backdrop of turn-of-the-century
soul searching, linked to the critical discourse
on the implications of the abstract as an idealistic
representation of truth, Mizrachi’s object works received
wide exposure, Starting in the 1990s, they were included

56| For example, in the
exhibition ”Abstrakt/
Real” at the Museum

of Modern Art, Ludwig
Foundation (MUMOK), Vienna
(1997, curator: Lérénd
Hegyi), where he exhibited
alongside Helen Chadwick,
Bertrand Lavier, Rachel

Whiteread, and others.

essentially antithetical to the living and the human,
as part of a spatial performance that does not settle in
one place, in which the object reciprocates a gaze and
evokes reminiscing. In the exhibition “Wailing,” a red
curtain was stretched across the gallery wall, bearing
the Arabic lyrics of Umm Kulthum's song, “Sert el Hob”
(Speaking of Love), embroidered with gold thread. The
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49| See Roni
Binyamini, “F

Person Singul

political subject, attention to the body and to narratives of exclusion
increased, concurrent with the deepening of (gender, Eastern, Palestinian)
identity politics, which flooded the discourse with repressed issues
seeping from the margins to the center.4°
All of these found an echo in Mizrachi’s work. He created in a
wide range of media and participated in many “biennials” and thesis
exhibitions in the spirit of the times. Concurrently, he developed a
unique project, which brought works from the exhibition “Stella Maris”
and other works together under the title “Rwanda-Casanova.” As part of
the project, he created numerous installations in Israel
Cohen- and around the world, with the display contexts in the
trst different venues charging each of them with time- and

ar,”

cat. First person Singular:  Pplace-dependent cultural and political perspectives.

Eternal Limitations

be silent”s2—which in his case is anchored in time and place, and echoes
the Eastern (Mizrahi) political wound. This surprising choice was praised
as successful in “balancing the lucid and beautiful in the overt layer
with the enigmatic in the hidden dimension.”s2

Throughout the decade, Mizrachi continued to develop and hone
the object-centered expression identified with him—an object that
is an installation, a spectacle, and a space in its own right. He created
arrays of objects illuminated with fluorescent lights, as signals of a
conceptual apparatus, of which curator and thinker Lérand Hegyi wrote:
“...the assemblages always reveal a very rigid basic geometric structure;
this structure in turn always retains rationality and controllability,
method and formal lucidity,” functioning as “a constraining net in
which the functional objects lose their original function and their usual
appearance and are arranged as components of a strongly controlled,
enormous mechanism.”s?

Masculinities in Israeli The first exhibition, at Chelouche Gallery, Tel Aviv
Art (Ashdod Art Museum, . .

2019), p. 29 [Hebrew]; (“Rwanda-Casanova: Temptation,” 1997), was, according
Doron Rabina, “Time to the gallery’s curator, Nira Itzhaki, the first in a wider

Killing,” cat. Eventually
we’1l Die: Young Art in
Israel of the Nineties
(Herzliya Museum of Art,
2008), pp. 258-256.

50| See “Rwanda-

Casanova: Temptation—From
Conversations between

Nira Itzhaki and Motti
Mizrachi,” cat. Motti
Mizrachi: Rwanda-Casanova,
Temptation, trans. Katrin
Tchetchik (Tel Aviv:
Chelouche Gallery, 1997).
Most of the planned
projects were indeed
implemented, including the
comprehensive exhibition
“Rwanda-Casanova” at

Haifa Museum of Art (2000,
curator: Daniella Talmor),
which was accompanied by
a catalogue and a film
directed by Amit Goren.

multi-chapter project; a worldwide vision of spiritual-
philosophical collaborations in Japan, Germany, Russia,
the United States, Australia, and Rwanda.se

Mizrachi conceived of the idea during a sojourn
in Vienna, where a fundraiser was organized for the
rehabilitation of the injured Rwandan children—an
endeavor that he thought represented a hypocritical
attempt by the West to clear its conscience and buy
atonement for the crimes of colonialism and the
exploitation of the Third World. The combination of
“Casanova” with “Rwanda” suggested power relations
where temptation and violence are interwoven. The
chosen title also echoes the duality inherent in his works,
which swing between promise and threat, seductive
beauty and paralyzing oppression. As a motto for the
project, Mizrachi chose Ludwig Wittgenstein’s famous
dictum—"Whereof one cannot speak, thereof one must

51| Concluding remark
of Ludwig Wittgenstein,
Tractatus Logico-
Philosophicus [1922],
trans. C.K. Ogden (New
York: Cosimo, 2009),

7, p. l08.

52| Ouzi Zur, "Political
Statement and Monstrous
Beauty," Haaretz, 26 Dec.
1997 [Hebrew].

53| Lérand Hegyi,

cat. International
Passage: Motti Mizrachi
and Patrick Raynaud,
trans. Katrin Tchetchik
(Tel Aviv: Chelouche
Gallery, 1996), n.p.;
see also the catalogue
of another exhibition
curated by Hegyi: Abstrakt/
Real (Vienna: Museum

of Modern Art, Ludwig
Foundation, 1997).

In CNN Light (2000), greenish plexiglass lenses
replaced the rows of light bulbs of the “formal
brightness” structure, creating a strange celestial
spectacle. The order in which the illuminated bodies
in this work were installed is puzzling: Is it random?
Is it some sort of Morse code signal? In fact, the set of
circles emitting cold light made up the word “Light” in
Braille. The dark became visible, even when it turned
out that the seemingly abstract, liquid stains were
nothing but war images captured by CNN night cameras
during the Gulf War. Hence the sickening greenish hue
characteristic of infrared photography, which carries
realms of consciousness from another technological era,
different from the sensory era of Morse code. The images
of this greenish photography have been associated
with the practice of a sterile-spectacular war, at the
background of a mythological image of a star war—
an alienated optical vision detached from a complex
political-economic reality.
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elementary particles (“gravitons”). Mizrachi too contemplates notions
pertaining to a massless, boundless body that is all waves of motion, like
aliminal space that threatens to be breached and constitutes a source
of light and disaster at the same time. The exhibition “Stella Maris”
also included computer simulations in which an object (such as a cup)
was linked with a human organ (such as an ear) via enigmatic, quasi-
mathematical formulae based on a pictographic language of this world
that has transformed into another, or the other that is already here.+¢
The rationale behind them, according to Mizrachi, is “a formula, a kind
of logic and mathematics, [...] laboratory conditions that will isolate
external influences,” whose purpose is “to touch upon dilemmas. An
atemporal work, a contrasting of states, a quest, a contrasted global
existential state. [...] We are in a global transition period”+7 (p. 50).

It seems that Mizrachi’s quest has no expiration date, and the
creation of quasi-scientific structures composed of objects and signs
has accompanied his work from the outset. Mizrachi is aware that the
“divine compass”—as a profound pattern of being and of the world —will
forever be unattainable for mortals, and yet the conflicting systems he
creates are not apocalyptic. They strive for the freedom beyond eternal
limitations, being a spiritual practice that touches on the realms between
imagination-hallucination and rational analysis. The formulaic structure
draws on the intimate mythology outlined in Mizrachi’s work over the
years in readymade works, which charge the futuristic mystery spectacle
under the cold neon light with individual and collective

in the galaxy, and the
infinity sign will recur in
later works dealing with
celestial bodies, including
Eye of the Sun (2012).

Even today, Mizrachi still
continues to plan works
that will be created with
the help of satellites.

47| Mizrachi quoted
in Pundak, cat. Motti
Mizrachi: Stella Maris.

intricacy. “I come from a personal predicament of
buoyancy, of distance, of experiential overload. I'm not
a photographer, I'm not a painter; maybe I'm trying to
convey my physical-spiritual-mental ECG, signals that
I send. The world is flooded with things.”

The frugal language of the “Stella Maris” works,
with their sickly greenish fluorescent radiation, was
preceded by a simple, minimalist installation that he
staged in 1973 at Bezalel: a bare light bulb suspended

Eternal Limitations

above a green Formica board. Mizrachi was attracted to this Formica and
its greenish color because there was something “very familiar, lonely,
cold and alienating” about it. Such green is found in public institutions,
especially in hospitals and health provider clinics, like those where he
was hospitalized as a child for seven years, confined to a bed, unable to
move or maintain contact with the outside. In Amit Goren’s film, while
awaiting an MRI, Mizrachi talks about the metallic coldness of the
place, about the rattling of the service trolleys, and the touch of nickel
in the transitions between halls and worlds—a readymade setting that
conceals latent connections a-la Marcel Duchamp’s “art coefficient.”+s
For Mizrachi, this “coefficient” echoes the real as a traumatic effect that
refuses to be symbolized.

The Threshold of Language

The 1990s, the last decade of the 20th century and the second millennium,
were marked by an oscillation between promise and catastrophe. The
decade began with the global Gulf war for Kuweit and the firing of
missiles from Iraq to Israel; it continued with a dawn of hope for peace
and the vision of a new Middle East upon the signing of the Oslo Accords,
followed by euphoric years of flourishing and fruitful cultural dialogue
with the world, which ended in severe violence: the assassination of
Prime Minister Yitzhak Rabin, the Intifada (Palestinian uprising),
and the collapse of the vision of peace—with a systematic genocide
in Rwanda in the background. In this decade of the 1990s, which was
shrouded by an atmosphere of end, international art was characterized

by spectacular installations which tended to aestheticize

Marcel Duchamp,

“The Creative Act,”
ARTnews 56:4 (Summer 1957);
rep. in The Essential
writings of Marcel Duchamp,
eds. Michel Sanouillet and
Elmer Peterson (London:
Thames & Hudson, 1975),

pp. 138-140.

the political—while in Israel the homogenous collective
identities gradually cracked. Since the Yom Kippur (1973)
War, the perception of the Zionist subject gradually
changed, parallel to the disintegration of the subject in
contemporary thought, from stable essentialist realms
to fluid, changing spheres. Later, with the return to the
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not heard—the objects are a kind of “Zen proverbs” or “a moment of
enlightenment that causes a mystical leap.”2® This gap between the
visible and the audible, between an action and its being unrealizable,
between the empirical-scientific and the sensory-emotional, recalls the
spirit of Marcel Duchamp’s works; it also calls to mind Beuys, who in
Eurasia (1965-67) signified the duality and the coveted union between
Eastern spirituality and the ratio of Western culture. This contrast
between Eastern and Western thought was reinforced in Mizrachi’s
work The Moon Temple (1991), and intensified into a real clash of worlds,
a clash of civilizations, in the exhibition “Stella Maris” (1993). Later on,
in the exhibition “Rwanda-Casanova” (2000), the Eastern conflict will
resonate in social and political, local and global contexts.

Stella Maris

The pivotal works in the exhibition “Stella Maris” (1993) were based on the
engraved record, an object which was at the center of the drawings and
the aforementioned poetic discourse (1988): “Hed Arzi (literally ‘echo of
my land’ or ‘an earthly echo’) is the echo of an ideal. Hed Arzi is the echo
of an era. Hed Arzi is an ideology. Hed Arzi is the echo of my country.”se
This was also the title of a postcard-mail art created by Mizrachi during
the turning point of 1990. The work referred to an Israeli record company
of that name: through the memory of the sound imprinted in its body,

the mute object echoed what could not be heard in it.4
Mizrachi’s “records” prior to “Stella Maris,” including Record and
Compass (1989), were designed as bright material objects,

39| Mizrachi in an interview which were, at the same time, conceptual and embossed,

with Naomi Siman-Tov

40| Aloni, “Conversations

echoing presence and absence. According to the artist,
the “Mizrachi Foundation” symbol encapsulates minus

with Motti Mizrachi.”

41| The image

record already appeared
in the exhibition “Motti

Mizrachi, Drora Halfon” at

HaKibbutz Art
Aviv, 1976.

and plus, being and nothingness, combined with the
image of the divine “compass” from William Blake’s
famous painting. “The compass signifies order and
measure, and the record revolves around itself to infinity
like a diamond that reflects things. What is in the

of the

Gallery, Tel
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center? I don’t know. Perhaps there is nothing there—and yet something
pulls inwardly, because these are centripetal forces.” This turning point
in Mizrachi’'s work gave rise, in “Stella Maris,” to a strange combination
between a material fetish resembling an actual object-record, and a lunar
icon radiating a phosphorescent light that spreads through the space.

“Stella Maris” is not only a point of light but also a star that marks a
direction,+2 a star that sailors looked to for navigation; the North Star
that functions as a compass and is linked to conscience and morality.
The memory of the luminous celestial body that bore the hallmark of
an eternal, cosmic primacy was imprinted, however, on a record whose
movement is cyclical, with neither direction nor path. The record seems
to embody Raffi Lavie’s observation “sun, stand still over Gibeon”: a

cosmic-spatial rupture that ultimately halts the course of time.

The exhibition engaged with a universal rupture, with seeking or

42| “stella Maris”—the North
Star (Polaris)—appears to
stay put at a fixed point

in the sky, therefore

it is known as an aid in
navigation. It was called
“Star of the Sea” because

it was used by sailors to

navigate sea routes.

43| Ron Pundak, cat. Motti
Mizrachi: Stella Maris,
trans. Richard Flantz (Ramat
Gan: The Constant Sculpture
Gallery, 1993), n.p.

44| Jean Tardieu, from

Les Témoins invisibles,

p. 36 [French], quoted

and translated in Gaston
Bachelard, The Poetics of
Space, trans. Maria Jolas
(Boston: Beacon Press, 1994
[1958]), p. 214.

45| Cormac McCarthy,
Stella Maris (New York:
Knopf, 2022).

losing the path, and the objects in it were illuminated
with fluorescent light that spawned a magical space
of a spectacle. The fluorescent lamp, which “radiates a
light that is cold, unnatural and inhuman [...] combines
comfortably with the high-tech metriality that
characterizes the new works,” as a new intersection in
his practice, but it is also connected to his characteristic
duality, “to healing and the healing activities that
Mizrachi was involved in.”s Mizrachi himself added that
he was interested in “navigation and spiritual search,”
while in the words of artist and poet Jean Tardieu—"In
order to advance, I walk the treadmill of myself/ Cyclone
inhabited by immobility; concluding: “But within, no
more boundaries!”+4

In Cormac McCarthy’s latest novel, Stella Maris,+s
the scientific discourse from the fields of mathematics
and theoretical physics is linked to schizophrenic
liminal spaces between imagination and futuristic
hallucination, in descriptions of hidden, massless
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35| Aim Delielle Liiski,

judgment, truth, and morality, which characterized his 1970s work?
Following this rupture, did he, as Aim Delielle Liiski suggested, begin
to resort to “false representation in order to speak of the truth via the
classical inversion of [post-modern, /G.B.0.] Western visual art”? Does
the return to the enlightened spirit of “White Exhibition” at the end of
the same decade indicate that he was still in a process of searching?3s

Mizrachi replied simply: “I wanted a less visceral atmosphere now,”
and repeated the answer he gave when he turned from excruciating
body works to healing works. His sculptural shows, he maintained, were
entertaining only at first glance, but their contents were in fact harsh:
“Iwas a deceptive dancing demon. [...] A man with a plate and airplanes
on him, what is he?—a martyr whose thigh is pierced by a sword of
light. It corresponds with my physical problem.”2¢ In the sculptural
performance, instead of drawing the shape of his thigh with a “golden
pen” while his surroundings turn gold in the sunlight, the sword cuts
through the thigh. This constant ambiguity—physical and conceptual,
private and collective—is the political element of self identified in
Mizrachi’s sculptural figures, in his own figure.

The sharp turn to the object enabled him to cool down a little, to draw
away from the visceral through “reduction and internalization,” towards
“proper art.” In this sense, Eternal Limitations was a formative landmark
for the internalization he required. This idiosyncratic photographic
work introduced an inexhaustible dialectic between “exterior” and
“interior” far beyond conventional dimensions, on a scale to which he
turned in the series One-Handed Clappings. In an attempt to “extract
essences,” the new object works were made in cast aluminum, brass, and
oak, with a meticulous, polished and elegant design,
and combined readymade elements, such as a ruler, a

“pPoor-Rich Art,” Yedioth

Aharonoth:

1990 [Hebrew].

7 Nights, 21 pec. record,awheel, etc. At the same time, the installation of
the small sculptural units together, in clusters, sought

36| mizrachi in an interview a different object language, an expression other than

with Naomi Siman-Tov, “A
Washed Hand,” Tel Aviv,

that of the photographic image.

7 Dec. 1990 [Hebrew].

Eternal Limitations

In photography, “cut” arms are not perceived as amputation, as
opposed to sculpture, in which the proximity and distance between
the arms are an integral part of the expression. Moreover: in the
reciprocity between “interior” and “exterior” in a sculptural work, what
defines the closed space of the glass compared to the open space? In
his object combinations, Mizrachi sought to create a feeling rather
than convey information, through intuition unbound by routine
concepts. His attention was directed to a “world made of sound waves,”
and his work was nourished by physical and spiritual work under
Aboulker’s guidance, which he developed and deepened, inspired
by sources from Judaism (Kabbalah) and Islam (Sufism), as well as
by practices of dance and mystical movement. All of these share the
perception of life as movement, which helped Mizrachi in his attempts
at sublimation beyond the limitations of the physical transmutation
of matter and the transformation of the body.

The work process began, he says, by preparing a list of objects,
specifying active or passive verbs associated with them, and identifying
their common feature: a faucet, an X-ray photograph of a hand, and
a sounding board, for example, share the movement from the inside
out: water waves, X-ray waves, and sound waves. Mizrachi’s objects are
“conduits, vessels, conductors by means of which we are introduced to
basic elements, such as light, sound, water and motion. They express
arrested energy and frozen movement.”37 In a review of Mizrachi’s
exhibition “Sculptures and Etchings” at Sara Levi Gallery, Tel Aviv
(1989), Raffi Lavie noted that it was imbued with movement in different
directions and at different speeds, yet it was in fact “static, very static.”

37| baniella Talmor,

cat. Motti Mizrachi: Rwanda-
Casanova, trans. Hanita
Rosenbluth (Haifa Museum of
Art, 2000), p. 78.

38| Raffi Lavie, “The strange
relation between movement
and stagnation,” Ha’Ir, 12
May 1989 [Hebrew].

The power of Mizrachi’s work, Lavie observed, lay in
the strange relationship between the “super-powerful
dynamics” and a state of “sun, stand still over Gibeon.”3s

These objects by Mizrachi were produced industrially
rather than manually. In their elaborate design, they
resemble mysterious, alien jewelry. At the same time,
Mizrachi explains, just as “one-handed clappings” are
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metal knives surrounds a core that looks like a glowing star. A closer
look reveals a violent focal point, which captures the knife tips in a red
glow. The cold beauty and the potential for violence inherent in the
work resonate in the title Concentration, conjuring up the “Rwanda-
Casanova” realms of toxic temptation.

In another illuminated circular work, Blessing (1993), red boxing
gloves are mounted on an engraved record, converging into a blinding
focal point. The title refers to Mizrachi’s early self-portrait, El Céndor
Pasa (1974), in which his crossed hands cast a black shadow in the shape
of an eagle or a dark vulture, which merges with a human body to
create a head-mask or a mysterious combination of animal and man,
a hybrid at once magical and menacing, like the awakening shadow
of totalitarianism. In another early work, Priestly Benediction (1973),
Mizrachi’s head is clearly visible, lifted up with religiosity, pinned by
his hands covered with boxing gloves in a ceremonial priestly gesture.
The duality of blessing and threat has been present in his works from
the outset, as was the formal combination of an aesthetic essence
and a violent potential; but the works from the 1970s possess a direct
human presence that, despite everything, still radiates a belief in the
congruence between language and the world, and in the ability of
language to speak to all people.

In this sense, the sharp transition in Goren’s film—from the healing
therapy in Aboulker’s clinic to the installation in the exhibition “Rwanda-
Casanova”’—sheds light on the contradictory complexity of Mizrachi’s
work. This duality also highlights the polar twists and turns in his
work, which took place precisely during peak periods of artistic success.

In the late 1970s, when his work gained recognition following the
presentation of “White Exhibition,” Mizrachi turned to the opposite
pole and initiated performative acts that crossed red lines, in form
as well as content. In the performance Festivities (1981, as part of “A
Turning Point,” Tel Aviv Museum of Art), for example, the grotesque was
combined with the iconic, and the ritualistic with the carnivalesque and

Eternal Limitations

with a sense of humiliation: a man hanging against the backdrop of a
billboard, a requiem blare, a fashion show, a fire brigade band, a speech
by Ben-Gurion, etc.32 In the performance Year of the Dove in Tel Hai
(1980), Mizrachi appeared partially naked (wearing an undershirt, red
socks, and a stocking cap), leaning on his crutches, his lower body and
genitals painted white; he drags a tire behind him and urinates on a
sprinkler, surrounded by children releasing pigeons from boxes placed
on the tire. A short time later, the live show underwent a transformation:
no longer a performance involving his own body, but a performative
sculptural show, a “frozen performance”—as Mizrachi himself called an
installation he created for the roof of the Helena Rubinstein Pavilion
for Contemporary Art (Sunfrost, 1984-85), like a performance frozen in
painted polyurethane figures.

The next flip-flop was not long in coming: at the height of his
artistic success, after bursting into international consciousness with
the figurative sculpture he presented at the Venice Biennale (1988),
Mizrachi returned to intimate dimensions. It was shortly after he teamed
up with curator Adam Baruch on an unprecedented self-advertising
campaign,? making a name for himself outside the art circles with a
“line” of controversial commissioned-commercial works. Once again, at
the very peak of extroverted activity, Mizrachi returned to the starting

point, as outlined in Eternal Limitations, and continued

32| At that time Mizrachi
moved his residence from

Jerusalem to Tel Aviv.

33| See Sigal Reshef, “On
the Bus to Venice: Your
emissaries to the Biennale
will receive advertising
on buses,” Ha’Ir, 24 June
1988 [Hebrew].

34| See Udi Aloni,
“Conversations with

Motti Mizrachi upon the
first exposure of his
drawings,” Ha’ir, 23 Sept.
1988 [Hebrew].

to work on philosophical-poetic combinations, which
were equally conceptual. Classes and assemblages of
objects re-emerged alongside drawings accompanied
by poetic discourse,?4 in a process that evolved into the
exhibition “One-Handed Clappings” (1990, Chelouche
Gallery, Tel Aviv).

These extreme shifts in Mizrachi’s work raised
questions in the art circles: In the early 1980s, when
he began creating his carnivalesque shows, did he
experience a rupture in his life and in his perception
of the Kantian correspondence between aesthetic
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the sun’s rays bathe the bare foot with their luminous aura, carrying a
dreamlike potential of levitation. Influenced by his work with Aboulker
and his new acquaintance with the healing powers of complementary
therapies such as reflexology and shiatsu, Mizrachi began working in
his mother’s house with a group of artists, who collaborated with him
in the performance Healing for the “Performance ‘79” event curated by
GCideon Ofrat at the Artists’ House, Tel Aviv. The guiding principle was
healing by means of converging sound waves, transmitted through
hollow tubes to energy centers (chakras) in the body.

Reviewing the event, Doreet LeVitte diagnosed a “fascist element,”
which was embodied in the “joint action” among the participants and
between them and the audience, being a “mass action that does not
depend on the realization of the individual.” She further observed
that “fascism is not only a characteristic of the right wing, but also a
characteristic of the left,” including mysticism of all kinds; “after all,
those Japanese kamikaze pilots [in World War II] were nothing but monks
of Taoism.” These observations, she noted, could be applied to most of
the works presented in “Performance ‘79.”2¢ Mizrachi’s motivations and
deliberations were completely different, however. He asked himself
whether it was right for him, as an artist, to make a performance out
of healing and bother with artistic sublimation, and decided not to

28| Doreet LeVitte,
“performance ‘79: Motti
Mizrachi’s Show,” Haaretz,
13 July 1979 [Hebrew].

29| Although this
performance was etched in
memory, the event also
included a wall piece
composed of three framed
texts. Underneath them

he hung a plumb line (a
cable and a weight), which
hovered over a glass of
water in a scenic expanse
of two sand hills covered
with inverted glasses.

create any more performances of this type. Instead,
he continued to engage in healing as such, through its
diverse branches, and for a long time he even guided a
group of colleagues from Israel and abroad.

In the film Healing (1979), created at the Midrasha
School of Art on what he calls “table theater,” Mizrachi
brought various experimental works from the 1970s
together, including a mural he created in “Open
Workshop” at the Israel Museum, Jerusalem (1975)2° and
images from “White Exhibition.” He sought to create
a “sculptural work that holds matter” rather than a
“clipping,” which was gaining popularity at the time.

30| Music used in

Eternal Limitations

This kind of work meant slow, “frame by frame” editing where each
unit of action is like a sculpture, an experience of continuity and
interruption which embeds a therapeutic dimension. The entire array
represented repetition and transformation in terms of image, rhythm,
and color, in a poetic style that was emphasized mainly in the second
half of the film. The materiality was felt in the close-ups of objects
such as a cup, a bottle, and a ball, and in the scenery around them, with
meditative “Kundalini” music playing in the background.ze

Sun, Stand Still Over Gibeon

In Amit Goren’s film Apropos Mizrachi (2001),3 the camera follows the
artist as he enters Aboulker’s house 25 years after their first encounter.
His work Triangle Hand Flower Overturned Glass—which was featured in
“White Exhibition” and marked his deliverance from the “frequency of
pain” and his turning to a “frequency of light”—is revealed fleetingly in
the background, hanging on the wall. Mizrachi was 29 years old at the
time, and when the film was shot he was 54, engrossed in preparing a
comprehensive exhibition at Haifa Museum of Art (“Rwanda-Casanova,”
2000). Mizrachi sits down, closes his eyes, takes three deep breaths, and
imagines—under Aboulker’s guidance—that he is drawing his thigh
shape with a “golden pen,” while the space around him turns golden,
and each limb separates from its counterparts in the light. When asked
by Aboulker what he saw before he opened his eyes, Mizrachi replies, “a
rainbow of colors,” and Aboulker confirms that this is good.

The camera returns to the exhibition in Haifa, reviewing works
that radiate fluorescent light, rather than the sun’s
golden light. While the fluorescent light in Jeff Koons’s

healing practices in

the background of the

therapeutic movement.

31| Director

screenplay: Amit Goren,
64:30 min, Israel

Film Service.

works takes on an aura of quasi-ritual passion for the
consumerist spectacle of readymade, the neon light
and radiating from Mizrachi'’s objects conjures up completely
different worlds: mysterious, futuristic, and violent.
In Concentration (1996), for example, a circle of shiny
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26| In 1972,

created a ser
photographs o
toes, with th
“The main (re

are with the tongue and

the toes.”

of affinities that could not be reduced to a decisive definition of image-
object, but drew attention to the strata embedded in the material, color,
movement, in the sensory and emotional aspects, in the transformation
of the complex and the multiple.

“IfI don’t have what's ‘inside, I won’t be able to navigate in the space,”
Mizrachi explains. The preoccupation with essences through objects
thus turned to the invisible, implicit space, to what was formulated
as attentiveness to “what will come from within and find form in
language.” After all, the mouth is both a language and a threshold, an
interior that is also an exterior and a liminal space between the inside
and the outside—a language that opens and closes, blocking access to
the abyss of the interior, while “there is a disconnect between language
and what you have inside.”

Close to the opening of “White Exhibition,” An Anthology of American
Beat Poetry was published in Hebrew under the title Howl—a title that
resonates with strong emotion and a feverish expression that stems
from within. Inspired by the book, Mizrachi titled one of his works
Tinshemet (literally barn owl, alluding to the Hebrew word for breath,
neshima). A series of photographs depicting a mouth created by Mizrachi
focuses on the gaping hole in their center,2¢ which resembled a barn owl.
The hole gaped into a dark inner space generated a disturbing effect—
bestial and erotic, physical and metaphysical. Breathing (neshima) was
associated with the soul (neshama)—pneuma—which breathes life into
the movement of matter and consciousness, and is linked to the dark
aspect of the hole, the puncture, and its recurring images in Mizrachi’s
oeuvre; desolation (neshama) in the sense of destruction, of sexuality,
and of latent, social and political threat.

Moshe Gershuni

Spot of Light

ies of

f a mouth and

e caption: “White Exhibition” reflected the new worlds of healing
al) problems to which Mizrachi was exposed at the time. It was his
attempt to “create art at a frequency of lightand not ata

in Mizrachi’s sculpture
in the 1980s, as in The
Peace Rider (1985),which
was presented since 1985 in
Neve Shalom, and in 1988— I've been constantly surrounded by treatments, and

in the Israel Pavilion at

communist-materialist
vision of a bicycle for
every worker through
the wings in his work
Letatlin (1932).

Eternal Limitations

frequency of pain, where I constantly sway,” an attempt “to save myself.”
He was exposed to the worlds of healing, therapy, and alternative life
experience through Colette Béatrice Aboulker-Muscat, who became a
significant figure in his life and guided him how not to get caught up
in the circles of immersion in pain, and open himself to the outside.
Aboulker taught him to “imagine correctly” and directed him to a short
meditation, so as not to “get lost” in it. In Algiers, Aboulker was an
assistant to her father, a neurosurgeon. She went through a difficult
experience of illness and self-healing with his help, and subsequently
developed her own path of treatment using what she termed “working
imagery,” equivalent to what is now called “guided imagery.” Her holistic
approach was based on scientific tools of brain research, combined with
spiritual sources and intuitive learning.

Joseph Beuys’s work and his mythical figure were also a source of
inspiration for Mizrachi, especially in early works such as Foot with
Wing (1973), in which bandaging is integral to the aching body that
experiences injury and illness. The wound-dressing is also a wing, which
stands for the potential of rehabilitation through art. The image of the
torn wing, which lost its flying capacity as a result of its grounding,
brings to mind—in an ironic reversal—the image of Hermes, the
winged messenger of the gods.2? According to Mizrachi, he related to

the ceremonial aspect of Beuys’s performance and the

27| The utopian dimension rhythm of his works, but the thematic context of his

of the wing was enhanced

oeuvre remained foreign to him. “It’s not that I suddenly
discovered the body. My bond with the body, and also
with spirituality, is very strong. Since childhood,

the person who affected me therapeutically was

the Venice Biennale, and
alludes to vladimir Tatlin,  Colette Aboulker.”

a revolutionary artist

Indeed, the change in his work occurred after

who sought to upgrade the

meeting Aboulker late in 1975. It is discernible, for
example, in the negative work Foot on a Stone (1976, p. 43
middle), which is engulfed by qualities of light. While
also alluding to an earlier work, Foot with Wing, here
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With direct simplicity and without words, Eternal Limitations captures
Mizrachi’s strong connection to both body and spirit; “transmitting
essences,” as he calls it. Limitations of movement were also addressed in
body works he created at the time, but these carried a different character.
The more extreme among them demanded immense mental strength
and involved physical suffering,2e as did The Binding of Isaac (1973), and
other works which were never exhibited or published, including Golem
(1974; p. 41 right), described by Mizrachi as a “golem (cocoon) cast to the
side of the road” or as a perpendicular golem “trying to communicate

with the world.”

20| For an elaboration on
body art, see Hanna Freund-
Chertok, Wwhy would They

Do That to Themselves: The
Moral and Ontological Status
of Radical Body Art (Tel
Aviv: HaKibbutz HaMeuchad,
2019) [Hebrew]; Hadas Ofrat,
Too Much Reality: On the
Art of Performance (Tel
Aviv: HaKibbutz HaMeuchad,
2012) [Hebrew].

21| From “Conversation
with Motti Mizrachi,” 2
June 1995, p. 5 [Hebrew];

a handwritten transcript

of a meeting with Mizrachi
in Miriam Or’s class on
“Sculpture in Modern Art,”
Teachers’ Union, Tel Aviv
(extension of the Hebrew
University); the document
is kept in the Ziffer House
Archive: Documentation and
Research Center of Israeli
Visual Art, The David and
Yolanda Katz Faculty of the

Arts, Tel Aviv University.

22| Yigal zalmona, “White
Exhibition,” Ma'ariv, 8 April
1977 [Hebrew].

Looking back, Mizrachi spoke of needing enhanced
physical and emotional experiences, “as if I must
suffer,” and admitted that the process was somewhat
destructive to him, “like an addiction,” and that if he
had continued with it, he might not have survived.2:
The trauma he experienced during seven tough years of
hospitalization in the period preceding the beginning
of his art practice was too intense to be expressed at the
time through the remembering body. Mizrachi needed
to develop and refine sensitivities of a different kind.

After 1975, a transformation occurred in his work.
This turn in expression and the changing emphases
were manifested in the title—"White Exhibition”—
which he gave to a solo exhibition he initiated in 1977
at the Jerusalem-based Sara Gilat Gallery, where he had
presented his first solo exhibition two years earlier.
This shift did not go unnoticed by Yigal Zalmona,
who pointed out that in Mizrachi’s previous works
there was a “chaotic element (destructive, according to
the artist)—an expressionism of pain and desistance
alongside more ascetic works, which articulated a desire
to control things. The current exhibition is all about
Apollonian self-control, cleanliness, and monasticism.”22

Eternal Limitations

Mizrachi, who usually avoids the terminology prevalent in the
discourse of contemporary art, later spoke of the turning point in terms
befitting a readymade piece: “using the existing, the immediate, in a
way that introduces previously nonexistent modes of seeing,” via an
“abstract” act performed “by means of tangible aids: to connect the
glass to a bottle or anything else, I have to strip it of its everyday sense,
so to speak. A glass, namely an object, retains its meaning; but it is
an object that assumes a different meaning in the special context in
which I place it.”z3

As with Mizrachi, his new works alluded to previous key works;
as if they were sitting on the shoulders of their predecessors, thereby
assimilating residues of experience and accumulated layers of meaning.

23| “Motti Mizrachi: The
Movement of the Static
Medium,” 25 Oct. 1992
[Hebrew]; an interview
kept in the artist’s
archive, conducted in
preparation for the book:
Rachel Bilski-Cohen and
Baruch Blich (eds.), The
Medium in 20th Century Arts
(Jerusalem & Tel Aviv: Van
Leer Institute & Or-Am,
1996) [Hebrew].

24| “Motti Mizrachi, Drora
Halfon,” 1976, HaKibbutz
Art Gallery, Tel Aviv.

25| In the exhibition at
HaKibbutz Art Gallery,
Breitberg identified “a
new approach to the image,
a different perception of
the photographic work,

and an acute insight into
the abstract occurrence
underlying simple objects”;
see Sarah Breitberg,
“Photography as a Means of
Personal Expression.”

The work Triangle Hand Flower Overturned Glass (1977),
for example, echoes Eternal Limitations: the glass has
turned upside down, and the artist’s converging fingers
have also turned round, curling inward in a way that
reveals the interior space of the hand now facing up,
receiving rather than trapped. The arrangement of the
elements forms an equilateral triangle, marked by a
string connecting the palm of the hand to the inverted
glass and a yellow inflorescence.

In works presented before the “White Exhibition,”
in 1976,24 however, the emphasis already shifted from
individual works to clusters of objects through the
installation of photograph layouts.2s The combination
of multiple photographs shifted the emphasis to an
inexhaustible space of mutual affinities between
the objects themselves, and between them and the
world and viewer. The open relationship spawned by
the installation made it possible to trace some whole
greater than the sum of its parts. Mizrachi continued to
engage with “essences,” but the emphasis shifted to the
dynamics of the movement between them, a movement
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were even rarer than representations of illness,*7 let alone instances of
disability which were not war-related. Mizrachi’s work , however, engaged
with his self-portrait, which naturally included the crutches that he used
for walking and waited by his side when he sat, but were absent from the
picture when he was photographed from the chest up. His work indeed
accustomed the viewer to the appearance of crutches in the public space,
but the crutches were a mere tool for him. They were not included in his
sculptural portraits—because a sculpture does not need crutches—nor
in his object installations (and in one exhibition only, “Compassion”
from 2004, did he install walkers which, he says, represented old age).

Since Mizrachi operated in the public sphere as an influential
artist who broke eternal limitations (as the title of one of his key works
suggests), however, the very presence of the crutches had a formative
effect in their collective projection. Harari discusses Mizrachi’'s way
of challenging the so called “ableism”—discrimination and prejudice
that marginalizes disabled people: from his early parodic bare-chested
portrait, which alluded to the figure of Herzl and his physical appearance
(mythologized in E.M. Lilien’s Jugendstil works), as well as in his other
works that gnaw at the fixed image of the Zionist-Israeli subject
and the figure of the sabra (native Israeli Jew).2# The crutches are
present, for example, in the work Dough (1973), alongside an uninhibited

exaggerated. At the same time, Mizrachi was wary lest anything in
his life, his disposition, his art, and his legacy should lean to the overly
dramatic. From the very outset, he applied a “cooling” effect, so to speak,
which toned down his work, and always included a possibility of shift
and deviation from the main road. Like a multifaceted, paradox-ridden
puzzle, everything is in the eye of the beholder.

- Chapter 2 -
Object

Motti Mizrachi considers Eternal Limitations (1973) to
be his first important work, perhaps even the most
significant of all his works. His childhood photograph,

Eternal Limitations, 1973, black-
and-white photograph
(photo: Victor Frostig)

he says, was a source of inspiration for it. The dialogue
between the photographs, between Motti the child
and the artist who he grew up to be, is like a bridge

17| See Sarah Breitberg-
Semel, ”"Portrait of the
Artist as a Sick Man
Upon Gideon Gechtman's
Exhibition,“ Yedioth
Aharonoth, 28 Feb.

1975 [Hebrew].

18| See Harari,

Engaging the Body.

19| Moe Meyer,
“Introduction: Reclaiming
the Discourse of Camp,”
The Politics and Poetics

of Camp (London & New York:

Routledge, 1994), p. 11.

physicality engaging in public sexual intercourse,
which, according to Harari, undermines the typical
representation of people with disabilities as lacking
control of their secretions, desires, and passions, hence
as asexual and impotent creatures, especially compared
to the dominant image of the healthy, vigorous, robust
sabra. Adding an interesting note, Hararai refers to
a discussion about the parodic quality of queer self-
representations, which allows “entering alternative
signifying codes into discourse by attaching them
to existing structures of signification”;2e instead of
concealing the limited, disabled body, its presence is

over an abyss of gaps, infusing the objects in the photograph—a glass,
a wristwatch, a rough surface (table)—with a latent being.

The hand with the watch is the same hand that rests on the child’s
drawing in the early photograph. Now the fingers touch the bottom of
a glass, with a thin, transparent buffer dividing the exterior from the
interior. The fingers are trapped inside the glass, restricted in movement,
while the watch outside signifies the passage of time, or indicates that
time is running out. The other hand, the one that pointed upwards in
the childhood photograph, rests outstretched on the bare tabletop. In
the 1973 photograph, everything is exposed; the artist’s arms are bare,
unlike the child’s arms, which are covered in the long sleeves of a shirt
sewn for him by his mother.
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of Herzl's famous portrait. (The same photograph also appeared on the
invitation to his first solo exhibition in 1975).

In the work of artists such as Moshe Gershuni, Avital Geva, and Micha
Ullman, the new teachers at Bezalel, the conceptual, social, and political
touched on the private-individual aspect and its link to the collective.
In this setting, Mizrachi could discuss the complex nature of the self-
image and the difficulty in shedding it to gain freedom. Under Gershuni,
he developed a language of spatial installation capable of dealing with
the changing face of a complex identity, and he continued to follow
this path, in one way or another, throughout his oeuvre.

Years later, Mizrachi would be recognized as one of the most
important body artists active in Israel, and the work Via Dolorosa—as
a significant triple breakthrough in its engagement with the body,
with disability, and with a Christian subject, until then taboo in
Israeli society.1# The body was an absent presence in local art, whose
mainstream followed the paths of abstraction on the way to full-

fledged abstract. 1967 saw a break, likely related to

14| According to Amitai
Mendelsohn, as quoted by
Anat Barzilay in ”I am in
the East,” Calcalist, 29
June 2017 [Hebrew].

15| Adam Baruch, ”Druks’
First Body Singular,”
Proza, 3-4 (December 1980),
pp. 24-25 [Hebrew]. The
English version of the
quote appeared in: Galia
Bar Or, ”"Remarks on the
Collection of Israeli Art,”
cat. Israeli Art from the
Collection of Gaby and

Ami Brown, trans. Richard
Flantz (Ein Harod: Mishkan
Museum of Art, 2009),

p. 248; translator's note:
the Hebrew term is a pun
denoting both ”first body”
and ”"first person.”

the Six Day War, with the emergence of a new form
of painting and figurative sculpture centered on the
human body. The body in Uri Lifshitz’s and Michael
Druks’s painting, for example, and in Igael Tumarkin’s
sculpture of body casts, offered a gaping, exposed,
and grotesque physicality, introducing an alternative
anti-pathos space in contradistinction to the national
euphoria that prevailed in the aftermath of the war.
This new invasion of the body into art surrendered the
presence of physical, cultural, and linguistic otherness,
and in this sense may be associated with political
subversiveness. Adam Baruch wrote about the body’s
turning point in Israeli painting, in retrospect: “The
betrayal of the body, the body as a weapon, the body
as the first body [person], in Tel Aviv this is still not in
circulation, Druks circa 67, Druks’ first body singular,
what Zaritsky’s fear looks like nobody knows.”1s

Engaging the Body,
Contesting Collective
Identity: Performance
Art after the Yom Kippur
War (forthcoming).

Eternal Limitations

Mizrachi created his body works from 1973 onwards, beginning
during the Yom Kippur War, which spurred the practice of this field
in Israeli art: simultaneously with Mizrachi’s 1975 exhibition, other
exhibitions centered on body art were also staged in Israel, including
Yocheved Weinfeld's exhibition at Debel Gallery, Jerusalem, and Gideon
Gechtman’s exhibition at Yodfat Gallery, Tel Aviv. Mizrachi attested
that at the outbreak of the Yom Kippur War, he felt a “dull pain” and
needed to express that pain, so he “fled” to the Judean Desert. His Binding
of Isaac (1973) was shot in the desert, and today Mizrachi identifies an
“erotic and mythical dimension” in the body shot from above, bound,
arms outstretched. This work, which echoed both the private and the
collective situation, articulated the body’s weakness and helplessness,
an unusual manifestation in Israeli art.

Performance scholar Dror Harari links the Binding of Isaac to the
critical discourse that arose in the wake of the war. He interprets
Mizrachi’s sacrificial act as a performative ritual act that overturns the
Zionist ideal, which required sacrifice as a proof of the son’s loyalty to the
pioneering-generation father. According to Harari, Mizrachi—whose
disability made him an other—turned the binding rite into a critical act.
The son turns to God, pleading for divine intervention, reconstructing
the myth of son-God relations following the leadership’s failure.1e

Mizrachi created this body work with his own body, as he did in all
of his works save one, which was photographed by him, but performed
by someone else. According to Mizrachi, the latter work, which makes
its debut here, is a “mysterious” work that echoes a depth he cannot
explain. He instructed his friend Robert Bassel to assume a crouching
position, bound by rope, while going down Jerusalem’s mountain slopes,
towards the Arab village of Lifta. The body, folded like a fetus, is bound
as with an umbilical cord (p. 39).

As aforesaid, engagement with the body surfaced
in Israeli art after the Yom Kippur War. In an artistic
environment that excluded body representations for
years, however, manifestations of the disabled body

16| Dror Harari,
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13| Interview with
Motti Mizrachi, 1991,
p. 15 [Hebrew].

contemporary everyday language and assimilated into the daily routine
of the body—our common denominator as human beings. According to
Jung, with whose writings Mizrachi was fascinated at the time, effort,
weakness, and pain are the truth conveyed through the body, and the
experience embedded in a body-archetype generates a shared context.

What did Mizrachi know about the goings-on in contemporary
international art? During his studies at Bezalel, the Israel Museum
staged exhibitions by Christian Boltanski and Douglas Huebler, and
Mizrachi remembers the shock he experienced at the Huebler exhibition.
His own work, however, does not surrender a direct affinity with these
sources, and he doesn’'t seem interested in discussing international art
to which he was exposed via magazines, or theoretical issues pertaining
to art and photography.

Mizrachi’s language refuses to be trapped by art labels or the
theoretical-sociological discourse. It is steeped in experiential richness
always rooted in the memory of some encounter in his life, ostensibly
marginal but formative, which left him with an unforgettable insight.
A conversation about his 1970s works might start with a childhood
memory of the time when he was considered the strongest in class, until
anew kid arrived. Mizrachi attacked with “many small punches”—while
his opponent punched him once in the belly, leaving him breathless. The
new boy, slow in his movements, punched and paused, and Mizrachi
realized that things wouldn'’t be the same again: “many small punches”
were contrasted in his mind with a “punch and pause” tactic.

With Mizrachi the storyteller, the picture unfurls, bringing worlds
within worlds to life, including their smallest details saturated with
sensation, movement, and emotion. As a storyteller, he is aware of
what and where, and at the right moment he will return to art with
an insight: “This is how I felt when I was constructing my images
in the 1970s: ascetic, sculptural, without the lyrical boasting of soft
strokes. Something solid, like giving a punch with a
clenched fist and then pausing, and there is value to
both the braking and the blow, that’s why the works
had such character.”12

Eternal Limitations

One can now set out to say something about simultaneous
orientations in his work, upward and downward, as in the succinct
childhood portrait with one hand pointing up and the other down, and
the inkling of a smile shining in the eye, and everything is saturated
with inexhaustible associations to movement: this is exactly how he
speaks about art, shifting from the memory of the body to the worlds
of concept, where he seeks to focus the essence.

Self-Portrait in Body Art

Mizrachi identified the power of photography to generate complex
identities and created a staged self-portrait attentive to the space and
to the three-dimensional medium of sculpture, to which he would
turn in the next decade. His works, which remained etched in memory,
revealed new layers of the private and collective body, manifesting
identities previously excluded in Israeli art. They addressed self-image
and persona, including the image a person creates for himself, the one
he is trapped in and fights. From the outset of his life and career he
developed an internal mechanism that refused the single given identity
trap, which restricts and fixes the individual like a mask.

The self-portrait he carried on his back in the performance Via
Dolorosa (1973), which resembled an icon of a bearded Byzantine saint
with accentuated eyes, was taken in 1972 for the year-end exhibition
in Bezalel, and was used a year later for an installation work he did
in Gershuni’s sculpture class. It was an entire array of experimental
installations which engaged with one’s image and personality cult,
inspired by his experience as the elected chairman of the student
union—an ostensibly “public” figure, entirely unknown to the new
students who came to register. He grew a beard to hide his facial
expressions and emphasize his eyes, and the photograph was framed
and hung next to a mirror in the Bezalel lobby, where the notice board
was situated. The installation also included an additional self-portrait
taken in 1972, bare-chested and in half-profile, a gesture reminiscent
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as works of art in their own right. The emphasis in performance
art was placed on the one-off nature of the event, in its meaning as
time-dependent and audience participation-dependent. Freezing an
event whose uniqueness lies in its temporality in a two-dimensional
medium was regarded as antithetical to its very essence. Even when a
performance was documented, the quality of the photographs was not
an issue. The discourse of the time was largely dominated by institutional
criticism that negated the commercial logic of the art market, and a
photograph-turned-object seemed foreign to alternative art that opposed

commercialization.s
In 1970s Israel, presenting a photograph as an art object, as did
Mizrachi, was unusual also because photography was not yet embraced
as a full-fledged art form. The major museums did not have photography
departments, nor did the Bezalel Academy of Art, where photography
studies were held as part of the Graphics Department, as an assisting
medium. Mizrachi studied photography with Ephraim Degani, who
was “in charge of photography” in the Graphics Department. In 1972,
Hanan Laskin began teaching photography in the Department of Fine
Art, and later said that “during the concept period,” photography was
mainly a documentation of performances and other things, but did not
stand in its own right as art. In the following years, the

Eternal Limitations

In the first years of his studies in Bezalel, the critical review of students’
works sounded to him like quasi-intellectual verbiage that does not add
to meaningful statements in relation to reality, and he yearned for a
different experience and a language that gives room to the image as
well. Imagery was at the core of Mizrachi’s affinity for art from a young
age. During his bedridden years and his time as a patient in a geriatric
ward,e he often copied art books (Rembrandt, Michelangelo) and passed
the time reading and drawing portraits and objects,* thereby creating

8| The presentation of
performance documentation
in photography as a
standalone work of art was
also rare in international
art. Only a few body
artists, such as Vito
Acconci, created unique
photographic works based

on performance.

9| Hanan Laskin quoted in
Noa Sadka, Photographic
Truth is Natural

Truth: A Chronicle of

a Photography Department
(Tel Aviv: Resling, 2018),
pp. 179, 184 [Hebrew].

“painting, sculpture, and concept teachers” challenged
the value of photography as art, as well as the status of
photography teachers, and Laskin decided that “enough
is enough, I am not wanted here,” and established an
interdepartmental photography unit at Bezalel (1977).2

Mizrachi says that he was often asked, with
disapproval or puzzlement, why he enlarged his
photographs. He noticed that not only the enlargement
of the photographs invited criticism, but also the fact
that “the image itself was forbidden.” Looking back,
he remembers what was prevalent in those days as “a
kind of blur, something vague, somewhat conceptual.”

10| There was no

treatment for the
autoimmune disease from
which he suffered, and in
the absence of long-term
hospitalization facilities
in those days, the default
was a geriatric ward.

11| At the age of 17,
Mizrachi attended an
evening art class directed
by Miriam Gorenstein
(later Miriam Or, a
lecturer in the Department
of Art History at Tel Aviv
University), who believed
in him, equipped him with
paints, and even connected
him with Dan Hoffner, then
director of Bezalel, who
arranged a scholarship

for him. The deterioration
of his health condition,
however, confined Mizrachi
to bed for seven years

and he began his studies
in Bezalel only at the

age of 24, after hip joint
replacement surgery

The relationship with
Gorenstein-Or continued

until her passing.

12| E.g. Tamar Getter and
David Ginton.

a space for himself that opens to the horizon, even in
aliving environment rooted in suffering and decline.

When he began his studies at Bezalel, already 24
years old, Mizrachi chose to let go of the past and open
himself up to the new and to the possibility of change
in his work. In the first two years (1970-72) he studied
drawing with Joseph Hirsch and sculpture with Pinchas
Eshet, and in the final year (1973-74) he studied under
Moshe Gershuni, whereafter he continued for another
internship year (1975). Throughout those years, the
image was a driving force in his work.

The pioneering nature of his work lies in the creation
of a carefully staged photographic self-portrait, and
the pictorial dimension with which he furnished it.
Mizrachi’s photographs stand in their own right as art
objects—not as elements in a collage, unapologetically
and without addressing the conceptual validity obtained
through the layout of a series. In this respect, his work
stands out vis-a-vis its conceptual “relative” created
in those years by artists who were students at the
Midrasha School of Art (then in Ramat Hasharon).12 His
self-portrait photographs are not accompanied by text,
nor do they seek the backing of a dialogue with iconic
artists such as Joseph Beuys; these photographs resonate
with a pictorial memory, which is transformed into a
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his peripheral location, Mizrachi’s innovative object works have won
recognition and have been presented in major exhibitions the world over.+

Punching and Pausing

It is not easy to explain Mizrachi’s work, which, as aforesaid, splits
into two channels: a self-portrait that sheds and assumes form, and
object art that constantly returns to his early works. Moreover, these
two channels seem to contradict each other. Mizrachi, on his part,
has not provided aids to define his practice nor made it easy for his
commentators; he followed his own path and was reluctant to affine
himself with any artistic group. Although his presence was clearly felt
from the very outset of his career, he never took part in the art world’s
power struggles, not even those fought at Bezalel in the 1970s. His
work was innovative in that it brought to the fore various aspects of his
world and echoed orthodox, Mizrahi (Eastern), peripheral living habitats,
different from those that dominated the mainstream art discourse. Its
seminal contribution lies in introducing means and tools with which
to present these worlds in grand gestures that were not restricted to

Eternal Limitations

band around his head, as porters do—a manner of carrying he saw at
the market where his father sold vegetables.

Zalmona argued that Mizrachi’s work was closer to the theater,
a conjecture which seems to call for an explanation. At that time,
performance was perceived as a medium that exposes the personal-
intimate dimension through the body and its gestures rather than in
social and historical, iconographic or symbolic contexts—bearing in
mind the tendency of visual art in Israel to exercise extreme wariness
of narratives, vis-a-vis pressures to articulate a Jewish identity. “Due
to the nature of the themes addressed,” Sarah Breitberg observed in
reference to Mizrachi's exhibition, “the photographs explode with
expressiveness and symbolism. Although the artist’s figure appears in
most of the photographs, the personal dimension seems to have been
buried under heaps of historical symbols.”s

In the context of the zeitgeist, it is important to add that the term
“performance” was also inspired by the discourse in the early 1970s on
“performative utterances” and “speech acts””—concepts that originate
in the philosophy of language and are concerned with expression
through the body, an act that creates an effect—

the conventions of the local field.

The multi-disciplinary quality of Mizrachi’s work did not go unnoticed
by critics. Yigal Zalmona, the first to write a significant text about him,
referred to this aspect in his review of Mizrachi’s first solo exhibition
at Sara Gilat Gallery, Jerusalem (1975). Zalmona commended Mizrachi’s

4| Including the exhibition

”"Abstrakt/Real—References:
Malevich, Duchamp, Beuys*
at the Museum of Modern
Art, Ludwig Foundation
(MUMOK), Vvienna (1997,
curator: Lérand Hegyi).

5| Yigal zZalmona,
"Existential and Personal
Tension,” Ma'ariv, 7 March
1975 [Hebrew].

work and pointed out the “existential tension” pulsating
init. At the same time, he wondered about the jumble
of art forms—body works, object works, and works
centered on an “iconographic dimension,” as he
put it, such as the performance Via Dolorosa (1973).5
In this work, Mizrachi walked down Jesus’s route of
sorrows, following the Stations of the Cross to the site
of the crucifixion, leaning on his crutches, carrying a
self-portrait photograph on his back, supported by a

6| Sarah Breitberg,
”"Photography as a
Personal Means of
Expression,” Yedioth
Aharonoth, 7 May 1976
[Hebrew].

7| J.L. Austin's book, How
to Do Things with Words
(Cambridge: Harvard UP,
1962), together with books
published in response

to it, by theorists of
performativity, art,

and language (such as
Jacques Derrida and
Judith Butler), influenced
the multidisciplinary
discourse and

contemporary art.

with emphasis on the body rather than on a symbol
or iconography. Mizrachi’s exhibition, which also
consisted of objects, and “exploded,” as aforesaid, with
iconographic and narrative expressivity, was therefore
seen as more related to theater than to contemporary
performance and body art.

Attention to nuances of the period may assist in
understanding the uniqueness of Mizrachi’s work
and how it deviated from the contemporary art front,
even though it was ostensibly an inseparable part of
it. Already at this early stage, Mizrachi developed a
new genre of photography, since at the time, it was
not customary to perpetuate performance works in
photography and to present the resulting photographs
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1] Motti Mizrachi in

conversations with the

Galia Bar Or

hand this way, up, to the sky.” Later, Mizrachi raises his hand upwards
to say that his hair had been shaven: he had been hospitalized for
stomach problems, “I didn’t know I had an autoimmune disease that
affects various organs. It turned out that I had lice, and they shaved my
hair. What a humiliation,” he laughs.?

A childhood photograph of Jeff Koons (p. 31), his folded arms resting on a
tantalizing new box of crayons with a picture of Ethelbert the Tiger. He
holds a crayon between his thumb and finger, and his conscious gaze at
the camera radiates well-being. Koons the mature artist enlarged the
photograph and placed it in a light box next to the caption: The New
Jeff Koons, 1980. The work was featured prominently in the exhibition
“The New” (1980), which marked the beginning of his artistic career: a
spectacular installation of readymades—(new) vacuum cleaners—and
photographs of his adult portrait, surrounded by a sublime, semi-divine
aura of fluorescent lighting.

The photograph as a document in a family album was transformed
into an artifact, an original and an origin, the making of an artist.
Koons further recounted that the affinity for art was sparked in him at
the sight of a cereal box, which aroused such a deep primal pleasure in
him that remained etched as a kind of wonder. His reflexive gaze will
be henceforth rooted in art as something that has the power to arouse
amazement. His work will play with this wonder, which is bound up with
the delight in consumerism, and will create another
incarnation of readymade in the mutation of the new,

nine typewritten

Eternal Limitations

and performances that do not shy away from sex and bad taste in a
luxurious wrapper. The works of both will challenge the rules of political
correctness in high art and undermine the threshold of shame and even
the very position of judgment. They will introduce craft, fashion, and
commerce into high art, fields from which the art world in Israel has
always been careful to differentiate itself, thereby undermining such
distinctions as “high” and “low,” and challenging, as a Trojan horse, the
power relations and differentiations that dominate the field.

Like an unchanging brand, Koons'’s self-portrait will maintain its
glamorous identity against the threat of death and the ravages of time, as
its construction was, from the outset, a cornerstone in the spectacle that
he will continue to develop, and will persist in his sculptural messages
as well. As for Mizrachi’s childhood portrait, the tail of the smile that
flashed in his eye already suggests that even if the predetermined is
inevitable, permission is granted and orientation is always upward.
Henceforth Mizrachi will refuse to a given, confining identity and will
persistently sail in his own free space of complex identities.

Mizrachi’s self-portrait assumes and sheds form, from the image of
The Fool on the Hill to that of the shaman, the hedonistic esthetician in
Venice, or an architect who looks like a Roman general in One-Handed
Clappings. For Mizrachi, these are “strokes in different directions, which
together create a multiplicity. I have to time it, to touch lightly on all kinds

of things,® while the dagger is hidden underneath in a

3| From ”"Interview with dOVVIlpinVW"
Motti Mizrachi,” 1991

Through all those years during which he created self-

author; all the following
unreferenced quotations
from the artist

were extracted from

these conversations.

2| See Hal Foster,
"Fetish Gods,* in What
Comes after Farce?: Art
and Criticism at a Time
of Debacle (London:
Verso, 2020).

in the spectacle worlds of the media. 2

The childhood portraits of Mizrachi and Koons reflect
such different biographies that any comparison risks
skepticism, but a critical comparison between the
two is aimed at the future: their works will offer,
each uniquely, a perspective on fetishistic aspects
of desire, kitsch, and enchantment, in installations

pages, beginning on page
12, certified by Mizrachi's
signature (no further
details are provided

about the context or the
interviewer); Ziffer House
Archive: Documentation and
Research Center of Israeli
Visual Art, The David and
Yolanda Katz Faculty of the
Arts, Tel Aviv University.

portraits, Mizrachi continued to engage in object works.
One may thus draw a line from the comparison between
his childhood portrait and that of Koons to Mizrachi’s
description as an artist of objects and readymades—a
concept that has been frequently eulogized and deemed
exhausted and outdated. Perhaps because the object,
like the portrait, has no expiration date, since it touches
on the essence of things. Despite the limitation of
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Galia Bar Or Eternal Limitations

- Chapter 1 -
Self-Portrait

Childhood Photograph

A childhood photograph of Motti Mizrachi, then a sixth
grader at a state religious school in Tel Aviv's Ramat
Motti Mizrachi, 1958 Israel neighborhood. Today he can still recreate the

occasion accurately: how he planned every detail in
his head, sitting at a school desk, his right hand raised, while his left
rests on the painting spread out on the table before him. The gaze at
the camera is illuminated, and the familiar smile is already showing.
One may regard this childhood photograph as a first performance.
The staged self-portrait with which he would break into the art world
fifteen years later is already potentially discernible here. In retrospect,
it may reveal even more than that: a reflection on the very practice
of art making, including the question of orientation, since the finger
pointing upwards says something about the structuring of the artist’s
self-identity throughout his life and career.
“I was sitting there in suspender pants that my mother sewed for
me, and the button down shirt that she sewed for me. And the hand
on my painting, which I remember spread on the table, and I raise my
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Reut Ferster

and the catalogue took shape at the initiative of Galia Bar Or, following
her winning an award from the Institute for Israeli Art for a research
on Mizrachi’s work. Her research proposal merged with plans discussed
at the Museum for some time now.

Special thanks and appreciation to Dr. Galia Bar Or, the catalogue’s
editor and co-curator of the exhibition, for the in-depth research and
sensitive curatorial work. Her catalogue essay provides a retrospective
gaze at Mizrachi’s practice, which oscillates between East and West, rise
and fall, the spiritual and the material, the absurd and the terrifying.
Bar Or places his oeuvre within the story of Israeli art and its international
contexts, in the field of artistic research and in local cultural realms.

Heartfelt thanks to Dr. Irena Gordon, the Museum’s chief curator and
co-curator of the exhibition, for her inspiring, thorough work and endless
dedication. Her catalogue essay offers an interpretation of Mizrachi’s
work as quests of the mind in its relentless confrontation of an absurd
existence. Gordon has planned a comprehensive exhibition centered
on Mizrachi’s work since she assumed the position as chief curator, and
I am happy about the synergy of forces that made the plans a reality.

Special thanks to Avigail Reiner, a former student of Mizrachi at the
Bezalel Academy of Arts and Design, for the intelligent and dedicated
design of the catalogue. Thanks to Daphna Raz for the comprehensive,
painstaking editing of the catalogue and exhibition texts, to Daria
Kassovsky for the meticulous translation into English, and to Nawaf
Atamnabh for the proficient Arabic translations for the exhibition. Sincere
thanks to Ania Krupiakov for the significant assistance in research, image
processing, and preparing the works for display, to Julia Yablonsky and
Eti Namir for helping in the research, and to Miki Avni, Sigal Ronen,
and Shmulik Krampf.

Our thanks and appreciation to the Institute for Israeli Art and its
director Idit Amihai, for supporting the promotion of art research and
practice in Israel and the study into Motti Mizrachi’s oeuvre. Thanks to
the Israel Lottery Council for Culture and Art for supporting the catalogue
and the exhibition, in continuation of its long standing support of the
Museum’s ongoing activity. Warm thanks to the Outset Contemporary

Foreword

Art Fund for the uncompromising support of the Museum and the grant
for the production of a new work for the exhibition; to Tel Aviv Museum
of Art for the full engagement in lending Mizrachi’s works from their
collection; to Chelouche Gallery for Contemporary Art, Tel Aviv, and the
Doron Sebbag Art Collection, ORS Ltd, who kindly lent works for the
exhibition,; to the Pro-AV and Tucan Design Studio teams for the space
design and the complex mounting of the exhibition; and last but not
least, thanks to Ayal Zakin and Tali Liberman for the insightful design
of the exhibition’s graphic language.

Thanks to the dear staff of Petach Tikva Museum of Art and the
Museum Complex for their dedication and for harnessing their efforts
to bring the project to fruition. Special thanks to Danielle Tzadka-Cohen
for her significant contribution and uncompromising production; to
Dassi Levy for the dedication and production assistance; to Sigal Kehat
Krinski for the registration and preservation; to Rinat Aharon for the
marketing; to Einat Cohen for the PR; and to Amnon Oved for his help
in mounting the exhibition and its ongoing maintenance.

These complex, difficult days of war and mourning reinforce art’s
role in maintaining a spirit of culture and humanism. The publication
of this catalogue at the present time is all but trivial.
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Reut Ferster Foreword

Petach Tikva Museum of Art is proud to present a first comprehensive
catalogue of Motti Mizrachi's oeuvre, accompanying his retrospective
exhibition at the Museum which opened in January 2024.

For the Museum, whose main goal is the promotion and study of
art in Israel past, present, and future, a comprehensive exhibition and
catalogue centered on the work of one of the leading artists in Israel for
the past fifty years, are of great importance. Mizrachi’s multidisciplinary
work is pioneering in many ways, and is relevant and significant in
these days of war and conflict. It explores the artistic image and its
limitations, blending humor and irony, sensuality and pain to draw
attention to fundamental thematic and medium-related questions
concerning the individual body and the collective body, the connection
between body and mind, and the ways in which identity-shaping myths
and ethe are constituted.

The exhibition and catalogue were made possible through the
arduous work of many. First and foremost, we extend our gratitude to
Motti Mizrachi, who opened his heart and mind to us, devoted himself
entirely to the journey and guided us like Stella Maris. The exhibition
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