





LAND "1'N' 721









<

WIPD W3 IN-TIN V)
1“0 16x95%171 ,2013
O1M'IIN YU NUON'719

Noa Arad-Yairi, Local Boy
2013, 171x95x16
Polyester, wood, aluminum

LAND "'\ 721

2013 172N1211-121UPIX

N7U71 NoNyn

IANNIN 12NN ININ
wivnam

N7 21Xy
1MUM7 NP AX PTIV0

onan
Mynv NN

178N NUaTN
muouaTn.y

NaIYn 7y
2013 ,7MN N'M7X 11y X
127 Y12X 10N 6 U7 T,LAND 721N TX

aN1XN112,0"UN™U1ul NNy nimmn
NIM2AYN 7277 U1mI'a NTATNA 11X MTAyn
N7 NUATNA 1NX1IY 39-38,17,16 'My1

TNIN TN INTT1 M1 12 MY 101720 1170
INU IN NFUTNT 71yan

nmMuy 'nn:maxogn?

Zemack
Contemporary
Art

NMYIY MININ FRIT 72
62198 1'AX 7N 68 1"NX1 N
03.6915060 .70
03.6914582.Up7a
info@zcagallery.com
www.zcagallery.com

N“YA PR MYAT MNY MM 72 2013 ©






NN nmYy
Ass Icon
2013, 60x48.6




I79N-D177 N T

vig1a m

TN YU DX 2INW N2 NN F7T MINNA .02 711 TN NWINa 127 T2 DY 1mMT
NN 1IN 7Y 2127 0TN U121,N1"77X 1NUNN2D 1D ,NYD .7ma1 770 nuwn 1347
T7V1,1IN TW 1T NN IN 72T T2 7370 1N U TN NI L1110 X O TN71 0N
N7 NINK X T 7772 NPNIND-U217D DX XD 900 T8 .LAND NIPNIND V2N DMTIN
1721 OTND - "N 721 T N21IN INTYT 778 12 107270 Y70 7Y 1INy 0NoD

.Dj77IN NN, LAND NN

Y )TN TY NI 1T NN TY DINN X V717 ,MNTN NYNYNA LAND 770
170 "M21N N2ANN 7212 TIYY NN, D700 LDz’ AW itnimynyn DX 1ang
D700 NNTINT W7V XN 10'012Y N7X° 7182

-NUW) NO MAN’S LAND "1 NTIUNI1 LAND 1771 YIN'Y NNYNIT NYY "IN
0"N1aN 0'7'Yal 'MN NX137 - “N7701M” NX1272 1m'7'yan 7703 01 ' .(pan
TINT .TNTUN N0 1WA 2MIYINTN 1ann-17 )IRT DTN N71ya N
VX217 NTUN1 NX1270 NIV VISIT NO MANS LAND U718 17ann-NUw1 0j7nnn
NMIN-21Y 07X OV .NMyNnwyn 1YY 2721919 1N71N12 1'aay-Nn'nmy N'71ya
7171 NTTI2 NIND D7aNUn 1N, LAND IN MAN 17722 77 01N I8 U320 DN DTN
myIn” 0y TN N2IY1Y “T717027211 NXY1M” 113U U011 10’17 X1 N21IN021 WIn'vin
AN 7WAN 1MX T M7 0NN (UNUIPKT "N NTYIINT) NTY 91 - “NMIXVN
TNNI DY7W1] DMV, YTUN-P1a NY17Wn 100 UMNan JiMian o' 7M1 X
TINTIN NMNFINY NINNYT NN JAT2 1TV 1INND YTUNN TWRI ,0'8011 Nz 0yl
(MMINA DNTINANIN) “NTNP-NN2N-MMNY N121YNN X271 NN2UN2A Mijyn-nna
N211UN 2210 NUITIN, 17077 ,NaMa 2"INT-TNT 1977 71N 17712 1Y0I0 0T 0yl
1NITY2 YN, NPMIRD NN NY'T DY TR 7Y 137001 .0NK 027 DM yaY-IR17
NO "J"2N NN PINN NIT X7 12T 71N .0231X1D 102 MYYT 012w 0217 1N IR M71ya
NIN DNMIX DMYFNN IMYNWNN DX XY WK ,LAND 1770 N21U'7 MAN’S LAND
,7UN7 )N NNNA DTN 177 197710 MYTN NM71ya1,)N7201 121710 12182 Wi7aN
VY NINI2 IN 1AXN 171U 7192 UM Y 17NWINY LAND NINIX DY "N TYX
O"WUN DTN TR “N7VN 170”7 7Y 10XaTn 17ann NUYN XX NN 1171119
7101 N1"'7'7X'7 1N2aM V{771 N1N71¥00 N1MATN 71072 DPIWR NINTM NNy NI
Y11 NUY1 N7yaw NMI7YIn0 ‘P N’ NXI2pT R 910NN 2012 NIV 7109210171

"0177" NN NMAY2 D WN N
N MTYN OGN NPMTIN XN
{778 U'U12W LAND N7MnN M1y

manT7 NI T NTIFIA N01N NN
170 /X271 "IT 7w 21wNn 1Nagy

DY 01737 7V 281 ,D7nAn 2wina
.2007 ,2'AN-7N 121y

MMMYIIN YN M NN 2
My T PYXND IMWN 1IN
.12 2N Nyaixa

2012 W



1925 ,"07V17M0" 073, MIN-T11 TN

TN AN UIMN FANN MTIN 3
SNY1nn 7w N77xn” NI T
.21-20 My ,22.12.2011 7177 pari

A7,N“0,Nn1N NMux11 4

2012 /ND1IN 9" ,p9IN [

02) 2'X2N 1IN "NINAD XX NUWYI N2V NX1I7N .77 I'KT[FN N1ND Wn'wy
DVl D'UTIN NW17W N2 n71va (‘1 1n” DTN XY 17ann-Nnuvy N1 12
NNNT DNINX TYN'YY 0121 N2 172701 N21TYn 1NN X W78 107011 ,4X127”
NX12770 12N DX 07127 "N TY'N D'UTINN NY17Y 17702 .0'M20Nn 0m'7'van

1'77XN NX2 7yn 121, LAND-N DI'MIN DX 0'7'van 0N Ny

TNIMINT NN 7NN AXM-ANT 07X XD 1210 "N IWAN, NM7IX 1TUND 7'yand
ITIND NIMMIND YIN'Y 71N U171878 "YU 0N D'WXIN NMJIXOY ,LAND 1211 TN
121N ,N'77X2 "TTN-NNDNA NYEIN TV 10VN1 YN X JUNNA 11 NINT -
TNIDMTIN DN OTN 01X 1'TN1TTX DY .00 'NyaN TVIN 071,78 7Y N1 7182
WINGIMINAD TN I 1IN, DTN DTN INNE TUN DTN DN NYIY
0UNA 1925 MY .N1M77X X7 VY11 731 TRIW 0N 1720 N1 1010 X0 “INTXD”
NIMANY NMATgIND MINYT 01NN OIND N2 NYITN ‘01700 79X D170 NN
7Y NN KNI 0TV NIV ,NXTTN X170 DYNa INY DY 1120 ,“INTND” NN
1907 ,Dwn YWY MWL 1807 DNTTX TN TINAD X TV X1TN
-1 AN,FAN (NFNI) 01N AT WY D1NNK D127 MY 101 ,“DR T 00770
MN DX INNT 12'UNY M2 DM77X 20-0 DY 9107 700 17,0027 18D Y1270 7170
UIMN (FU1U) DNNANWMINT 9057 ,0MIn nT12y31 'R0 1002731 PYINT X121
N1270 D21 INIY-YINT INMTY YU NN NIRNNN MY79X NNTU 12X YI12 X121
TMN-N1TINI NMITX NN 7120173 YW1 5X1270 77777 NNII7X JNUNND NUNWwY
O'NY112 07001 D70 012U JW MATWN 1021,0M0N1Y0 P MYIND N11on
my™ wIawd “Inm7” NX1A7 )N N1'77X 70-0 MY 1Y 791X 0NN ;0T
NNAUNIA 12 DA ,)A21A INOMT ;DTN Nj7Taunn 12 DrYI7 0'7002 TN 7Y 12
;TN 12T DWIU0 7Y “NNNn IN7N”7 W 1N"77X DN 1978 MW MY ,“IN'7” m71ya
NMI7INIDIN-TTINGA NAW1 1'au 11132 NMJ7X 2004-2001 01U MY NT'N 0NN
;0 TIV1 0'7V18, 0K 77N ,07770 1120 M7 7Y 07170 0031 TN NN DIINNNAN
-MTNN 1731 DX NN'70 TWK DTN NMT 7Y 1'UNI30 177X 1N UM ) 10D UN1a
, 11127 N1P77X INTX] 27'Y NTUNIAN INT ;DY T 0N MYIND NITINT "UNIRN
0'17¥nNnN 0"77X-"12N12 1721,/X27801 M2FY1A "UTITmn NYNn Y12Mnn 7nn
N7 WNIN 0N 0T 'Y XY M7 ,0'2100 ,0°21Y ,0'7Y ,0'81Y 120 0'2'0UIN
IMYIN-O021, 701 NPUTNa-NrINIUEN NMYyNYn N17V21 NrXeTaniy 127 0NN
NN 11272 DA DMIXY-MINIFIT D170 NM77X0 Naw1 U7 1117 W10 ) TRNA
STINID NTIND N1 N7 YA “N1DT DYDY NNTUL, NRNDMN 47278 Uit Mxa
MYIN DAY 77N NI7XN TN 11NN 0211 QW D127 7N INYIN ;A0 MYl



J7OIN ONNAN 7Y 112 ,721X 1N ;)W “INTND" DY TWNDNN 12217 N2'NKI-N"2INY
TNPN 1N 17D 20T Y71 7Y D77 0A 7Y NNITR N7 N121INKD 012 X
TW 1121 JOIN NN TW 0,V AN T-NYYNI NONN N0 7081 177y, Nnruani
nN1T71,210 700 DN 7Y 1T n77XT nranan 1N NN YT, (719) 7Y nwn 7uan

JMIN ANT TN IV Ngmyn imannng

"WIIN 11IXD D970 10"V 1971 TNR-721 TNN-TN 10 ,N1aW1DIN 10 7R 7Y N'7Xn
- NITAN ITYN 10 7T DTNIND "TNIN 7Y 02172 XAN D700 D707 XN mnyg
0 ,1N17N 12212 D1721 872NN XN 122122 D177 7102 0N .07V 1Y 7Y NTVN
NITN2 JUN NMNT 29171 171V N 071V 7Y 12171 NIN DY DIND TV NIY
NIO N Y TNMTTY WALT NN DT TN .DMNT Mynwn TYN 1WnAwn 0pnn
0INYN 01290 .NMIXD DX 7'Wan'7 - N71va1 U1717 107 D0 UFY-"X 102 7'
7'I1N7 - “Dpn“d NUW NU'a 1UNT 7T "NyIN1 NNIT L HINT 12182 Dy 73 0'7y18
11N27 12,1 T N7 D)’ NANTI 1MIYnT NMNIND-UIY T 7Y 0MUN 2N
JINT1 NT720 JNNANNID NNTN N1MTIXN 127N DU “D17NRYD wnv'7 1ImvaN NN
INWI DN .O17NAN DTINT M7 )X IXTX 71 TN DYN 72 YNNI 07198 11MND
YT M70N X0 M1, DXY NDINYT0N D 1'Win'7 U, D7NN IV n'7ony
INT DM MIYNNA mI2T7 N TV 17 DT On "IN 17V MTVT D'YPIN 19N
,072 é.(sacred) WNF-MM1'77 (profane) 71N-N1MI1{7 121N1 112Y'7 11723 “Dignn”
0IMIX DN N ,D77A 1TYN - DINT 202 N7PN1 NMIY7 DNNMOY D700 "wUpan
IV NN 70T DNMIY1 SWIT DN KT 70 1Y - DM1TN-0MIX NIN W Ty
,(N17732 7wn'7 ,N2"200 101N X O'NY'7) N1Tan 020 7.anxy NN nn'7ony
1M12UN12 NTINNT M XTNX MYNWN 1IN TYN NYYNIT 0N TUX MYNINNN NN

8 ' NN-NmINN N'7ann

N7 .(no man’s land) 17an-Nuw NINW 017012 17'NNN LAND-1 NM'71y3a 11IND
VN DXANAD NN, 7NN NIMIXN DXV DY12Un M1 Tn DN N0 11 XY
-NUWN XX NID D170 7101 NID 17 NN-1M7X0 01700 DTN NN Dm0 v
TN 12 V1 TNN ‘DA TN NN 1N NIN D174 1NWT0 2001 17N 17ann
JY YyUNT7 INKY ON MUUNNN ONX 2 "UUWN'713 11'NY NWVYNI 1N'71va 7Y n7'IN
12127170 MAW N1 12 0M20-0177 TN D I7anN-NUW1 X N 7Y 117 N0-INN
° MIN I7ANNY T D171 1721NY BN 0170 - “I7ann-01773" NIn XA XD

Mircea Eliade, The Sacred and 5
Profane, Harcourt, Brace & World
Inc., New York, 1987, pp. 14-16.

NN NTN XD 71700 MIX0” 6
TN 2N FNXT 19100 NN'
AN 17NN MIXN” INTNa
STMNAN X120 1217000 )TN0
.1982 ,2aN-IN

77X, TN AN NN 7
,IN-IN TINGN X170 21700
.13'Y,1982

.38My DY 8

D03 N2 MyNwN |IxIN 0DnTg 9
N2 YTT AN P TITN Uaa
,AN-TN 1Y DY, 01730 TV
.24-23 'y ,2007



2013 W79

2013 ,NN9Y

M'7°ya N21U'7 NM7XNN NX Ya1'7 1R NN, N1"77X0 DX NN)UN12,0'701 71 N1'Nan
O'UPND "N U1 ,“NT70M”7 NXI1272 1INXM 7702 ,XXIN NT1721 AN XM
AXMIN MINT 1INV 108N N1NTTXT NITMIND TNIMDNU NN 7XND TWUNN1,0MYmM
O177XN MIMANAT DY DTN NN - “21027 TV XN NTINYn 7INNY X TV
NUY NIIX Y217 701700 MYMN 02,13 OX 0TI 1N 7Y 1NgNInng 7'1pna

.D1'7'XN Nzan Opan v

VI N .“DFAN“D 0NN TN 1'WINT NIUN1 NI 1A X1ax 021 DMK 17'wan
Y17,0N7Y “D1700" MNaT IN,“01i700" NN NN IN DT D171 7Y 1NXNT 0N 0Nl
N7 N2YNN TV MM TITXTD MIvn mYIXNN 2“mzan 1nan“a o'y on
1PN YN ONWI DT 7191 DNN 079277 03 720 "N 7Y 177800 27,7101
7Y 11201122 7Y NN DTN N'77X :mynwvn 7y 7y-n11n N 1737 DXAFNN I
TN "INIYININD 017X 07120 12 001717 TU71T NN 017X0 A 7Y “771 nnin”
NN NMINX TY 1127 727 07N 187UXN 102 DY79X D770 ;40-101 30-1 DY JY
UM N771X T 7Y 1942-1 NYIUINY 0'7'aynNin NMIN DY 7Y ,“NN1nyu” "N 1D
MIN'N NN1UN '8 7Y NAXIYY L1207 DT N1ONNY w1an 7 1n'77x )23 ;Nyn 02
NNNTI NFNYN YN P 07041 7NN ,MIIND MT71N2 (equestrian) M21MN-w1an
“MUNTNINUNIT NUITIND T ,(N7"ATT7 176) 1010 JY 12100 UNJNIX U171 704
"1 (1940) “7T 1 T71U2INX NUITINYD N'TD1,N21738 1'Y21 NANMN 17UNT NNA (1453)
YN MYY "“INIYT TIN T 'JUPFITN UIUTINN-YIA1 18, 01718 T17 ' 70ay DNyY
DIPAN-NTMX DX 7 TNY (2% 1INa NXF) 9011 1010 7W 017XND ;(2006) “1VXn
INTTIZ 770 7Y UAUNN 1YY 07V NXN1 DINX 027257100 7Y 29T 1Tya
NN LAND NN DX WK TV 11207 773 “NMY 'YW 07N rX-NT1721”
121;(12 N2M DIXN T 7Y TYINY) “TTN 7377 121N 11"V NN 7WUNT N701N NNRINN

SNDOY7” AN 017XNN

NNXY “NIMIEN D “mipynan-1Nan“a 17w0n N0 7Y NIaX DTN 1IN 7'V D1Xn
1D PUWN "2 NTIN N TYINTY 778110212 “D1i700” DNIXN DX D727y NN
MDYV NP1 N7INT 1MIYTN-70 NIN T 027 02T 12 17 T T DN
IN 12N 71072 DX .1'AND 7Y NI N201,7M1a11 2271 XA )NTMT 7Y 7191 1Y)
(2013) “NNA'7” TN UNMN1 .M2'WN N2Y 1MIY0TN NT'E1 yaal "N 1nv'7d 0pn
1Y 3D NNAY7 N27IN DX NIXDNAN D'70021210 7107128 NN D17XD0 M2 00PN 980

mrio



TY N2 M 1AW N1 .17V 107 0Un 400-0 Nzmnnn nyain maxa
782 NN XNAYT 12 MUUIYATLAND N1TNIND D70 DTN DN NN U100 1800
DY TN 1YIN NU70 DY WU NIm O'7W1 7Y DIVNAN TMINDID 1YY 20V
780U 3TN “Mnal MY OORIEFNINn YN 0OV N XNaY7 INAXYN DN Y1na
VAU NMY NIN 12N D1'NT NNAY7 .172712 N7N1T7 07107 UAW N'7N) AV 71220 YW
;21T XX 1DIND TIMNWN PM2NT INNI) 1231 D T'7 01" ,0'71'07 Nwnwnn
-D17N1'7 NIXIT NI XDAYT .N2-"UN1 0TTIANNT U791 0170 Unwn X XN DNy
DTN 1MYUNA .10 7101 N0 (2013) 1'% 17Ny TVUN 112V 12 M70Y 1780
DT 1DV, NANT 77 X0 XNAY7 “D1nn“D 1N717 7Y DTNV 0N INNTNI WYY

AMpnn” N7 MI7ynnT pn g 7Y 1Mo PN 1D

10 ,(2013) LAND X710 NT12Y2 1718 XX ,]1'07 731 Na1N1 1710 Ui7*781170
71N2 T10MA1A NN NYXAN IRTL .DTINNIT 0T DMNMND X T 00Ny
NN TN 1NXY ,0MIAPY XT AT 708 7IXT LAND-N DPNIX 7111 WY 1U2 012N
DI7NIN-N1PNIN 7Y 71V 70 Njza X0 ,0WTIN 1200 18 7Y 1WIaNn 1WN IXM-"wian
1070 NN NNT D120 DX DTT7M NN 7127 DTINN NN 1780, NYNINnn '7'7m
7 1MIN NTaN PN 7Y LAND NN DX 171N X017 N0 1NN X11a7 NN
nyxna NN DA N'79121 NAXIN TV 1NN DFNT ,¥TNN 122711 1MYnN NNK IX UMn
102 JMIN DAY N1 ,NN1D X170 N300 D172 1NN NNUn ,Nnxya nyaan 1na

017NN K77 ,LAND-11 IMNIN X777 0100 77 0721 0NN N IRTIN

XN MMA FANA N AN 177180 071X NIFNT D2 712 NN NIV N 17N
N2TAY  MMUVUTFN 'NT1 TR 1D N'NT NN ONY 01IN7 I8 UINIUY 1972707 TWaNy
PN NMIND N'7'Wan NN'7X0 AX7N0 117 12 1Wax 0172 'K 12D D17nn-NrniN

?DPN2 WINT 910 9101, MIYNNN NN

LAND, 2013



21un
Circle
2013, 1:00 minute, HD video

13112







oooooo
00000000000






9130

Flood

2013, 60x90

& 2013, 1:00 minute, HD video

17116



Y -nom
Estate - summer
2013, 60%x90



nUpw fNnND
Silent Protest
2013, 60x90

19118



1IN
Tower

2013, 53.3%77



= o 2
[
[J)
S ec BO
n °
[l
o
o







2222222222



TINT
Glider

2013, 53.3%77



<

(913) 910 ks
Tower (Babel) Tower
2013, 50 X 40 2013, 53.3x77

25124






in1nuo
Struma
2013, 65%x140

27126



< LAND1

I

\

/




== 3







LAND 2

LAND1 >

:33-28 Ty
(1-6) mpn
N M TN 0T

p.28-33:

LAND (1-6)

Zohar Kawaharada & Yuval Yairi,
2013, 55%x90

& 2013, 5:00 minutes, HD video
Editor: Yoav Bezaleli

31130



LAND 3



LAND 4

LAND 5

33132



LAND 6



277
Go Forth
2013, 28x35

35134






111'73
Pilgrim
2013, 60x90

37136



alll]
Market
2012, 60x90



Al

= 4

_,Jg: %

; . - ‘-';;f;‘-.ngn S-S AR

-
[
el

b
e

NNgY
Lifta
2013, 118x300

39138




.H! .
R -"-.wgm










NN Nnnon
Milhemet Miswah
2013, 30x140

431 42






ann
LANDing
2013, 17x13

45 | 44



Ny
Untitled
2012, 30X45



47146







A207
2013, 60X90

49 1 48



MUITIN
Monument
2013, 13X17




w11
Conquest
2013, 17x13

51150



IIIIII
0000000000



21un
Circle
2013,100x100



NP1wnN-TaN mpn
Lost-Lust-Land

2013, 25%34



1TWn JIN9
Field's Edge
2013,60 X 90

55 | 54



=

lf}‘.%"p =

"rl

'ﬁ oL .-*'4 _‘"

i

{.l.'. -

V"{ il

\» ;&s.;w i

wwl p,
e V v‘

T

O1TIOpPN
EEEEEE
11111111111



MYy u9nY wanNn
ATIANIP MIPU Wi
INTNT AN Y

Icon Factory March

Performer: Takanori Kawaharada
Editor: Yoav Bezaleli
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LAND, 2013

The conflict that swells and expands with each attempt finds a release in
the video work “LAND” (2013), the product of collaboration between Yairi and
artist Zohar Kawaharada. In the video Kawaharada execute a performance
plece in an abandoned concrete structure with the letters L-A-N-D. Over
non-sequential episodes, edited together from performance encounters
spread over several months, she lets herself loose and unleashed on the
letters of the place and the space of the performance, as though possessed:
she measures the structure and her relation to it, tries to break it and gives
in to it, hangs the L-A-N-D letters on the wall, separates them from the
pole or from one another and reassembles them, throws them on the floor
and falls as well, hurts them and is hurt herself, smashes them forcefully
against the walls, and even burns them. At the end of the video she is left

only with the pole, without the L-A-N-D letters, without the place.

And perhaps what seems like surrender can also be read as redemption: the
release was achieved through an internal and external struggle that can
be equated with a trance or an experience - if not religious then certainly
ecstatic — at the end of which the letters of the place are already gone. Is it
possible that through the performance the manipulator of the letters was

able to achieve the transcendence, and finally sense the place?

67 1 66



instant horseman entitled “HaShomer HaTzair” (The Youth Guard) (2006); a
photograph of another rider (this one a little less heroic) holding the letters
of the place while sitting on a donkey; in other images we will find a young
man climbing a silo in the video “Iconic Landmark in Sixty Seconds” in order
to raise the L-A-N-D letters on top of it in a heroic gesture evocative of the
raising of the “ink flag” (captured by photographer Micha Perry); as well as
the panoramic photograph “Lifta”.

Such compositions hint at the reason for the failure of the “place test”™
locality itself is what undermines the ability of the place to successfully pass
this test. Yairi's body of work tells us between the lines that the place is too
saturated, too much has happened in it, it is a mound of distant and near
history whose layers have been piled up and are overflowing, it is complex
and convoluted, and a lot is resting on its shoulders. If we would throw a
stone at any place we would surely hit a meaningful piece of history. Let
us consider “Lifta” (2013) as a case study: the photograph is a monumental
panorama depicting the ruins of Lifta as they are observed from a hill
some 400 meters west of the site. Among the lanes, slopes, and houses of
the ruined village let us locate the wandering figures holding the L-A-N-D
letters. Lifta was an Arab village on the western outskirts of Jerusalem,
abandoned as his residents fled with the eruption of the Independence War.
Lifta is identified with the biblical settlement (Mei Niftoach) mentioned
in the Book of Joshua as the border between the territories of the tribe
of Judah and the tribe of Benjamin. Today’s Lifta is nothing but a nature
reserve used for hikes, educational tours of the village (since his ruins are
remarkably preserved), and at times it even serves as refuge for recluse
and homeless people. Lifta is an example of a no-man’s-land that hangs
between its fraught past and its future, as though devoid of a present. The
historical charge that had seeped into its soil is what hinders its acceptance
as “the place”. Lifta is just an example, for it would seem that no place can

transcend and become “the place”.

Iconic Landmark
in Sixty Seconds, 2013

Lifta (detail), 2013
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In terms of medium, in the process of creating the silhouettes Yairi puts
down his camera momentarily in favor of a more performative action. In
his starting point, as part his practice with Muslala group, Yairi conducted
perfromative acts. Later on, he delegated his artistic responsibilities to
the silhouettes, which became the performance artists. Although the
black silhouette is a negative of sorts, it has lost its photographic values
and attributes as Yairi moved further away from the medium. We can

say then, that the artistic medium similarly assumes the form of a

deserted land - the desertion of photography.

The letters manipulators move therefore between places in the
aim of declaring one of them as “the place”. Why, then, do they
refrain from declaring one place or another as “the place”, or at
least “their place”; why do they fail the “place test”? The different
configurations in his works allude to the answer. Despite their
detachment, many of Yairi’s silhouettes as well as other images

in this body of work carry a local context, or alternately are
assembled to create a meaningful super-structure: the
silhouette of a man carrying on his back the Wall and Tower
structure, referencing the photograph of Zoltan Kluger, one
of the prominent national photographers in pre-state Israel
during the 1930s and 1940s; a series of silhouettes in which

individuals are joined to form a ship which Yairi had
named “Struma”, the namesake of the immigrant ship
sunk in the Black Sea by a Russian submarine in 1942;
naturally the silhouette of the horseman mentioned
earlier which follows in the tradition of equestrians
in the history of art, from ancient sculptures such as
Marcus Aurelius riding his horse (176 AD), through
Donatello’s Gattamelata monument (1453) in Padua, to
the Alexander Zald monument (1940) at Beit She’arim

by sculpture David Polus, or Erez Israeli’s sarcastic




Mircea Eliade, The Sacred and
Profane, Harcourt, Brace & World
Inc. New York, 1987, pp. 14-16.

The “secular pilgrim” is a thesis
developed by author Yitzhak
Orpaz in his essay of that title, see
The Secular Pilgrim, HaKibbutz
HaMeuchad, Tel Aviv, 1982

Ibid., p. 13.
Ibid., p. 38.

The geographical place also carries

significance in the religious aspect;

see Zali Gurevitch, On Israeli and
Jewish Place, pp. 23-24.

As mentioned above, their action takes place continuously in light of an
ideal and an existential need to define the place. If we were to inquire
about the purpose of the place, the reply would be that its purpose is its
very existence, and its existence is the purpose of its seekers, those who
seek to walk to it and on it. They need it in order to gain an existential
transcendence through “the place”, meaning, to shift from the profane
existence to the sacred existence.® However, the seekers of the place whose
longing for transcendence reaches an impasse — an absence of a place — are
not actual pilgrims but rather secular pilgrims, pilgrims without a sacred
place’ whose pilgrimage is one that serves as its own raison d’etre.® Their
physical surroundings (at times even the absence of surroundings, like in
the silhouettes), the sites of occurrence that are in fact the destination, are
nothing but the arenas for experiences in which the secular pilgrimage will

manifest itself.?

As mentioned above, the LAND actions started in a place that is in fact
a no-man’s-land. A fitting point of departure considering the dichotomy
inherent to the secular pilgrimage, and the futile effort of the protagonists
seeking the definition of the place: the secular pilgrim is devoid of “a place”;
he leaves no-man’s-land in order to define some expanse as “a place”; he is
unable to define one “place” and therefore is doomed to repeat his action as
a polytheist rather than an atheist act. While Yairi's secular pilgrim departs
from no-man’s-land, the intermediate place in which he is held captive, the

limbo in which he finds himself is “no-man’s-place” — a geographical place

deserted by man and a religious place deserted by the sacred.”




fabricated “Justine Frank” paintings, the “Lavi Suit” series, “Live and Die as
Eva Braun” drawings, and other artworks; Eliahou Eric Bokobza returned
in many of his paintings to the silhouette as part of a stylistic-naive art
language and his ongoing love affair with the old “Bezalel”; in recent years
Jonathan Ofek, son of Avraham Ofek, painted red silhouettes of bulls and
deer on a golden background, as if they were byzantine icons, and inserted
them in metal cutting sculptures of his making; Abi Shek, brother in law
of Jonathan Ofek and son of the sculpture Moshe (Jock) Shek dedicated his
graphic art to silhouettes of all kinds of animals, much like Rudolf (Rudi)

Lehmann’s deep commitment to them.

Yairi's silhouettes are archetypical, they are no-one and everyone, and
therefore their actions carry the validity of an existential human need.
The need to define the place found at the heart of the letters holders feeds
on the lack of definition - the absence of a supreme value. They are devoid
of a place in its earthly, geographical sense, and in the spiritual sense,
as it was said of God that he “encompasses the world; the world does not

encompass Him"s

Thatis to say, a lack in the definition of the place means a lack of existential
meaning. This lack haunts Yairi’s silhouettes, it imbues them with a
restlessness that drives them to take action — manipulate the letters. The
black protagonists constantly act in an urgent, dramatic and expressive
manner in order to validate a piece of land as “a place” - to crown a certain
expanse with the scepter of the letters and elevate it to the status of “a

place”. Or more accurately put, in order to examine its potential to serve as

“a place” before the silhouettes will continue in their relentless endeavor.

Johnathan Ofek
Red Cow, 2012

5 Genesis Rabba, 68:9



Nahum (Nach’ke) Rombak
Pioneers in the Kibbutz, early 1930's,
courtesy of Yad Yaari - HaShomer
HaTzair archive, Givat Haviva

Paper cuttings such as these are kept
in HaShomer HaTzair’s Yad Yaari
archive in Givat Haviva.

For more on Rombak and Amarant,
see Yuval Danieli, “The Movement’s
Silhouettes”, HaZman HaYarok,
22.12.2011, pp. 20-21.

their artworks: Bezalel’s Meir Gur-Aryeh is the most familiar of the Israeli
artist preoccupied with the painting of silhouettes. In 1925 he published the
renowned series of silhouettes entitled “The Pioneers”, which featured scenes
in the spirit of utopist Zionism typical of “Bezalel”, such as a shepherd, a
tryst of two pioneer, workers’ meal, and similar portrayals of the pioneers’
labor and leisure life. In addition to these, Gur-Aryeh created silhouettes of
the Book of Genesis, The Song of Songs, the children’s book The Duda’im
in many other artworks; Nahum (Nach’ke) Rombak, the paper cutting
artist from Kibbutz Kfar Menachem, created from the late 1920's onwards
many silhouettes that beautifully portrayed the life of the Kibbutz and
its members, including farmers at work and rest, fruit picking and fields
plowing;3 Avraham (Toschek) Amarant from Kibbutz Mizra designed a
series of silhouettes depicting the journey of his immigration to Israel and
the establishment of the Kibbutz, which served as a shadow theater for the
Kibbutz’ children;* Yehoshua Grossbard created silhouettes which drew on
the traditional Jewish folk art of paper cutting, incorporating decorative
and symbolic Jewish motifs; in the 1970's Avraham Ofek created silhouettes
in collaboration with Leviathan group, when he spread pieces of fabric on
the ground as symbols of notions from Jewish metaphysics; and in 1978
Michail Grobman, also in the framework of Leviathan activities, painted the
silhouette of the Angel of Death on rocks in the Judean Desert; in 2001-2004
Avraham Eilat painted sepia silhouettes in a pseudo-archeological language
depicting hunting scenes and alignments of figures such as soldiers, farmers,
workers, and slaves; Pinchas Cohen Gan enlisted to his oeuvre a schematic
silhouette of a human figure that accompanied his visual-theoretical
endeavor to define art in scientific terms; Larry Abramson incorporated
many silhouettes in his artworks, from the Modernist black square of
Malevich to shadows-groupings incorporating motifs such as branches,
leaves, grapes, carobs, planks, human profiles, bugs, crescent moon and
others into compositions that hold current political meanings on the one
hand and intra-artistic meanings on the other hand; Roee Rosen adopted

the use of silhouette in a series of self-portraits coated with sweets, in the
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to a station set at the Petach Tikva Museum in the framework of the cluster
of exhibitions “Art-Society-Community” (curator: Drorit Gur Arie). In this
journey Briller and Yairi arrived in Jaffa, Wadi Salib in Haifa, Ramlah, the
Monument to the Negev Brigade near Beersheba and many other locations.
In the course of the journey Yairi occasionally took out the letters, performed
actions with them or allowed passersby to have their way with them.
After a short while the artist abandoned the expression “no-man’s-land”
in favor of the word “land”, which holds the meanings and contexts that he
seeks in a more concise and decisive manner, and dedicated new actions
to this single word. In one of these actions Yairi marched with the letters
L-A-N-D strung from a pole in the crowded Musrara market, and in the
Jaffa Gate courtyard in another instance. The departure from the specific
no-man’s-land of the “city line” to different areas brought about the first
attempts at separating the photographed figures from their background and
transforming them to silhouettes devoid of a place. In late 2012 Yairi joined
the Jerusalemite “Empty House” group operating in an abandoned area that
had once used as a teaching agricultural farm. In the grounds located at
the outskirts of Armon HaNatziv (which also falls within the bounds of the
no-man’s-land created by the definition of the “green line”), the group held
a three months long action entitled “Kibbutz”, during which they occupied
the abandoned farm where they erected structures used for living and
for cultural activity. In the course of the three months Yairi occasionally
documented the members of the group while they manipulated the LAND

letters, and further expanded the creation of the silhouettes.

As a shadowgraphist, Yairi may have shifted here from a photographer
to performance artist, delegating his responsibilities to the protagonists
of LAND, who as silhouettes act out performance pieces while using the
letters as props, an aspect that will be revisited later. But first let us consider
the choice of the cutout image, the silhouette prevalent in Yairi's current
practice, which holds a wide range of expressions. With his silhouettes Yairi

attaches his link to the chain of Israeli artists who employed silhouettes in

Monument to the Negev Brigade

Meir Gur-Aryeh
from The Pioneers, 1925



1

Yairi feels that the Hebrew word

“Makom”, is the most accurate and

comprehensive translation of the word

“land” in the sense that is found at the

basis of his current practice. At this
point it would be opportune to mention
Zali Gurevitch’s important book
discussing the concept of the place, see:
Zali Gurevitch, On Israeli and Jewish
Place, Am Oved, Tel Aviv, 2007.

The “seam line” is the “city line” or
“green line” that crossed Jerusalem
between 1948 and 1967 and constituted
a temporary boundary line in
accordance with Israel’s Armistice
Agreement with Jordan.
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Nostos
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Yuval Yairi: No-Man’s-Place

Ron Bartos

Imagine a white piece of fabric stretched in front of you. A bright light
switches on behind it, rendering the screen a smooth and gleaming surface.
Now, like in a shadow theater, a man riding a donkey emerges from behind
the screen, advancing towards its center. He holds a long pole, like a flag
in the hand of a flag bearer or a spear in the hand of a knight, from which
hang the four letters L-A-N-D. He then hoists the letters-pole one way or
another, and freezes like a black stain against the white background. This
is the protagonist of Yuval Yairi’s current artistic body of work — the man
holding the letters L-A-N-D, the letters of the place.

The word “land” means soil, ground or the territory of a country, but more
specifically for Yairi’s intents, it should be taken to mean “a place”. The place
is what stands at the heart of the current essay that wishes to look at the
body of work rooted in a tenacious effort to define the place.

Yairi first made use of the word “land” as part of the phrase “no-man’s-land”.
This was in the framework of his activity with the Muslala group - a group of
artists and social activists thatinitiates artistic actions along the Jerusalemite
“seam line”,? particularly in Musrara neighborhood. Yairi positioned himself
in no-man’s-land in the project VISIT NOMANSLAND, which the group held
with the aim of performing a typographic artistic action in a topographic
space fraught with meaning. In this project he photographed passersby
holding the complete phrase, choosing the word “MAN" or “LAND”, or
even just one single letter. The use of writing was further expressed in the
framework of NOMANSLAND Council —another collaboration with the Self
Broadcasting Authority, a broadcasting group (live video feed on the Internet)
placed in a caravan, which was conceived and operated by the artist Guy
Briller. The project was comprised of three expedition (two in Jerusalem and

one in other cities and sites), the last of which was broadcasted in real-time
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