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Gilad Baram presents a panoramic photograph of an American lab.
Surprisingly, the photo was not taken with either still camera or with web
cam, but with surveillance camera. As it turns out, online surveillance
camera systems are virtually exposed to all eyes and can be manipulated
directly through any given PC: “Surveillance cameras are not benign
objects,” says Baram. “An eye is watching all of us; and we collaborate
with it. It is a bourgeois collaboration as it reinforces our sense of
security, but actually it undermines our security and can potentially be
used against us.” Baram took control of a certain surveillance camera
and shot, frame by frame, the lab in the corner of which it was installed.
Using Photoshop to stitch together the (4000 odd) frames resulted

in one high-resolution photo that allows us a detailed inspection of

the space. However, instead of producing a homogeneous image and
conceal the techniques used in assembling it, Baram opted to forego
automatic means of fusion and to preserve the specific traits of each
and every photograph. Baram has decided to simulate the movement

of the surveillance camera he took control of as it surveys the space

in which it is installed. Thus the presence of the act of surveying is
evident also in the process of assembling and producing the image.

Baram examines the photographic medium in an age in which the
photographer doesn’t have “to be out there,” but rather acts and operates

by remote control. This practice both “extends” the photographer’s eye and
limits it: “l set out to conquer the world with my gaze, it’s me and my eyes
and the world, and I’'m limited all the time in this activity, as I'm depended
on the movements of other persons, on the streaming quality, and on what
the camera lens can show me; and I'm limited because when I’'m out there

in the world, | can also see what is out-of-frame, and when I’'m in front of my
computer monitor, | can only see what is in the frame.” These concerns about
the limitations of remote control photography as well as Baram’s attempts
to overcome them have led him to the current project. But, above all, it
seems that this project highlights the voyeuristic aspect of photography and
the current possibilities for invading the privacy of people and corporations.
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Within the framework of a larger project that chronicles the changing
attitude towards photography, Eli Petel is looking into the experience of
watching news on the Internet. When, due to the low quality of streaming,
four events intermingled, Petel used the command “print screen” to freeze
the frames and then photographed the screen with his still camera. He
documented four frames: from the trial of former Israeli President Moshe
Katsav; from the visit of Pope John Paul Il to Israel; social gathering that
intermingled with Katsav’s trial; and an image of Binyamin Netanyahu that
merged with an image of Israel’s National Library. The disrupted transmission
resulted in unintentional or unconscious hybridization of events, people
and places. The hierarchies that are so religiously guarded by television in
general and news broadcasts in particular were confused and merged as a
result of faulty technology. Unexpectedly, the pixilated configuration of the
distorted images brings to mind a fusion of grid- and abstract painting.

Petel transformed these images into large-format paintings inundated with color
and brushstrokes. Upon completing the painting, he photographed and printed
the image and destroyed the painted original. Watching the work from a distance
produces a trompe loeil effect — only on closer inspection the piece reveals itself
as photographed painting. This revelation may cause a certain disappointment —
a feeling that we were denied the opportunity to see the original and a suspicion
regarding the nature of the connection between the artistic object and the image
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reflected therein. According to Petel, the project has to do with an attempt to
manufacture craving for the painting by means of its absence and denial.
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In this series, Ariel Caine wishes to transcend the
boundaries of Israel and the preoccupation with
the local by paying homage to two pioneers of
modern photography, Bernd and Hilla Becher. The
Bechers worked in collaboration and were renowned
especially for their typological, serial approach.
Their photographic endeavor was dedicated to the
commemoration of obsolete industrial buildings
and to their formal and functional cataloging. The
journey of the Bechers was a physical one - they
visited each and every location, walked around

it, mapped it. They always took their pictures
under the same lighting conditions — early in
slightly cloudy autumn or spring mornings.

Caine used the Bechers’ mythological project as a
point of departure for his journey out of Israel. He
selected some of the industrial sites photographed by
the Bechers and located them with the aid of Google
Earth’s satellite imagery. More than “virtual tourism,”
this was an online pilgrimage of a young photographer
to the canonical sites of contemporary photography.
After locating a building and confirming that it was
actually documented by the Bechers, he elected to
have the frame cover an area as big as possible that
included the plant and its surroundings, without
diminishing our ability to clearly see even the minutest
details of the photograph. In order to produce a quality
ready-to-print photo with high resolution, he had to
deconstruct any given frame and create a grid made

of hundreds of frames, which he then reassembled
using Photoshop’s stitching program. In his homage

to the Bechers, Caine illuminated the movement

that the look itself have undergone — from horizontal
cataloging look striving to organize existing knowledge
to an all embracing overlook that epitomizes the

ever broadening boundaries of knowledge and also
produces a sensation of information overflow.

ARIEL
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The Archeological Museum of Palestine, 2011, charcoal on paper, 50X70 cm
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HILLEL ROMAN

Hillel Roman has been working in recent years with Internet images. At the beginning of his career,
Roman worked on image-bank, an ambitious project he found appealing since it represented

an attempt to organize all the images of this world according to their categories, variations and
alluring factor. Nowadays, he does not necessarily search, but finds. For example, reading an article
in “Haaretz” newspaper induced him to Web search images of the Iranian House of Parliament.
Roman’s Web searching process is based on hyperlinks, on hopping between Web sites, much like
the navigation in Wikipedia that enables one to move from one entry to another and travel through
different epistemological worlds: “At the end of the day, you don’t really remember what you read,
but your journey was an important one. It is an anti-scientific journey, because, ultimately, a
scientist has to remember his epistemological expeditions and thus cannot set out on too prolonged
journeys.” And perhaps herein lies the secret power of an art that is engaged in a dialogue with
science — it is not obliged to accumulate knowledge and can remain charlatanic, anti-scientific.

The drawings in the present series were executed in charcoal on paper. According to Roman, the work
with charcoal allows him to continuously draw the image and rub it off until a satisfactory result is
obtained. In this interesting process, the image is actually being drawn by means of erasure. It is
an attempt to let something accumulate, despite the ceaseless rubbing off: “a sort of evolution, in
which the powerful thing — perhaps the essence — eventually remains. This is so, even though what
| take is very inessential by nature, since the images on the Web are mostly leftovers of low status.
It isn’t some high resolution or signed image. And | try to transform it into an auratic image of sorts.
To validate it.” Roman is drawing directly from the computer monitor, which explains the reiterative
nature of the process of drawing and rubbing off. By this process, he penetrates metaphorically the
image in order to understand its structure. The erasure and the optical illusion it creates endow the
image with sculptural, almost three dimensional, quality, resemblant of computerized imaging.
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Ramadan Fireworks, 2012, markers and ink on paper, 60X42 cm
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Elham Rokni presents in this exhibition
two series that relate to her Iranian origin
and to her growing interest in the culture
from which she was uprooted as a child.
In this context, the Internet allows her to
bridge the distance and revisit virtually
the regions of her childhood, which are
no longer accessible to her. She started
working on the Abbas series in 2008, as a
tribute to film director Abbas Kiarostami,
whose works thematize questions of truth
and fiction in the cinematic medium.
Rokni began Google image searching

of the director, and gradually reduced
the search to its formal essence - the
keyword “Abbas.” Then she appropriated
to the series various portrait photos
yielded by this Web search query. She
printed the images and freely painted
the portraits with felt pens without
over-committing to the original.

As Rokni herself admits, her “determination
whether a certain person is Abbas is
somewhat racially biased — it is sometimes
based on his outward appearance, and

at other times on her liking or disliking
him.” In other words, she deals here

with stereotypes of the “Moslem man,”
internalizes them through her choices and,
simultaneously, exposes and undermines
them. The mosques’ series evolved from
the Abbas series, when in the course of
her searches Rokni came across Iranian
ornaments. She started using felt pens

or stickers to make loose, childish, fixed
pattern creating an illusion of depth

and space that vanishes the closer one
gets to the image. The experience of
viewing Rokni’s images involves a sense

of optical illusion, whereby the eye
completes the occurrence. According to
Rokni, these images were not born out

of nostalgia for Iran, but rather out of
inquisitiveness and research. However,
since the research was conducted on the
Internet it pushes to the surface mostly
cultural and aesthetic stereotypes.
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Abbas Suit, 2009, tape and markers on paper 60X42 cm
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OFRA LAPID
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In her series of photographs, Ofra Lapid documents
buildings of modernist architecture based on images
she found in a blog. Her eyes are attracted to buildings,
which, despite their violent and blatant presence in
their actual environment, retain a certain magical
allure in the photographic images. Having selected

her images, she prints them and, based on the
photographs, creates models that further enhance

the overwhelming presence of the buildings by
emphasizing their displacement. The finished piece

is a still photograph of the model. Lapid subjects
interiors of movie theaters to a similar process:

she cuts their front curtains and displays on their
screens an image of a building — a rationalist structure
with fixed pattern that reproduces itself, in a sort

of narcissist architectural gesture, as if the movie
theater is presenting the structure of its exterior. Lapid
creates here an optical illusion, which induces us to
think that the structure she has photographed is an
actual, three-dimensional one. She forges a building
while attempting to replace the original: “The forgery
deceives, and this deceit has its own presence and
truth. Optical illusions are a trick of forgers,” she says.
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Cutting Extremes #5, 2012, print on paper, 106X83 cm
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Untitled, 2012, color print on paper, 56X73 cm

Motivated by the idea of images that manage to stir
us up in the midst of the mainly cyberspace “image-
pollution,” Noga Inbar set out to create her series of
drawings of amputees and fragments of maps. The
inspiration for this project was born on the day in
which Syrian civilians broke, with their own bodies,
through the Israel-Syria border and marched into the
Druze village of Majdal Shams. Inbar was enchanted
by the action that transformed the human body into
political weapon, despite its great vulnerability.
Browsing the Net, she found drawings of WWI
amputees. The drawings were taken from old surgery
textbooks complete with illustrated instructions

of how to perform battlefield amputations. Inbar
drew the amputees and then made real incisions in
the drawing. On the parts that were cut, she pasted
fragments of maps of the Middle East and Britain

— the colonial country in which she chose to live.
Inbar says about the long trajectory traversed by
these images: “First were made the drawings that
went to print, and years afterwards the books were
scanned and the images uploaded to the Web, where
| found them. | took the JPGs and enlarged them in
Photoshop, and then | printed them and thus turned
them once again into paper images. The image was
manipulated when it was uploaded to the Web. And
now | re-appropriate it. | retrieve the image from the
virtual world and bring it back to the real one.” In this
context, it seems that the incisions drawn by Inbar,
alongside the real ones she made in the paper, also
represent restoration of the grip on actual reality.!

1
Slavoj Zizek refers to the connection between
the body and the “passion for the Real” with
regard to the phenomenon of “cutters.” See:
Slavoj Zizek, Welcome to the Desert of the
Real: Five Essays on September 11 and Related
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Dates, London: Verso Books, 2002, p. 20.
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For Yitzhak Livneh the Internet is a “megalopolis” that provides one with
anonymity and with the possibility to make up stories about random people.
Liveneh has been fascinated by love and break-up stories for quite some

time now. Image-Googling the keywords “couples hugging” has produced an
enormous number of photographs, of which he chose and printed some images
and later clipped and painted them in large formats. The men are systematically
cut out of the pictures, and only their hugging hands remain to remind us of
their previous presence in the image. This pathological pattern of action brings
to mind serial killers and/or sex deviants. According to Livneh, “a photograph

is something that invites intervention, cutting and pasting. Internet image of a
pretty woman invites it all the more; a pretty woman, preferably a blond one,
with ominously faint scent of a vulnerable victim.” The cutting out of the man
suggests an act of appropriation, not only of the image but also of the woman.
It also implies, as it were, potential violence against the woman. However,

the actual violent activity — the cutting out - is directed against the man.

For Livneh, painting is a violent and perverse act, a mimetic act that makes
the original redundant, but at the same time also emphasizes its absence.

7”0 180X140 ,72 '?Y 1R ,2012 ,N2VA NIX0
Kitchen Scene, 2012, oil on canvas, 180X140 cm
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The present exhibition
broadens the scope of
the extensive research on
contemporary manually
labor-intensive Israeli art
by adding to it digital
and virtual contexts.
Thus, for example, the

exhibitions Overcraft:

Obsession, Decoration
and Biting Beauty and
BoysCraft, curated by
Tami Katz Freiman,
focused on the issue of
manually labor-intensive
art. The latter exhibition
reflected, according to Katz
Freiman, the evolution

in the critical thinking of
artists in the wake of the
feminist revolution and the
pervasion of gender and

post-colonial theories.

6

Walter Benjamin,

“The Work of Art in

the Age of Mechanical
Reproduction,” in:
idem, Illuminations,

ed. by H. Arends,
London: Fontana, 1992,
pp. 211-244.

7

Guy Debord, “The Society
of the Spectacle,” thesis 12,
in: hetp://www.antiworld.
se/project/references/texts/
The_Society%20_Of%20_
The%20_Spectacle.pdf.

Although the artists whose works are displayed
here differ in their styles and fields of interest,
one thing is common to all of them - they all
search the Web, deliberately and intensely, draw
from it the images they intend to work with

and appropriate them in different ways. The
appropriation relates not only to the changed
ownership of the image, but also to the material-
structural transformation it undergoes — from
virtual image into physical, namely actually
existing, image. In the works of these artists,
this transformation is achieved through a
series of sometimes excessive or, at least,
unnecessary labor-intensive activities.2 This
labor-intensive activities seem to rest on low-
tech practices such as drawing and painting,
but they also imply other procedures: scanning,
printing, cutting etc. — regardless whether the
finished product is printed on photographic
paper or on canvas, and whether the cutting,
pasting and stitching are Photoshopped or
manually done with scissors, glue and thread.
The labor-intensive pattern of action involved
in overstepping the confines of the virtual
space seems to contradict the process of
technological-mechanical reproduction defined

by Walter Benjamin.¢

The way in which images are adopted and
processed reveals the unbearable ease with
which we, as Web surfers, accept the self-
evidentiality of the “existence” and reliability of
the virtual image; or, to quote Debord, modern
society presupposes that “everything that
appears is good; [and] whatever is good will
appear.”Z Applied to the Web context, this thesis
may illuminate the immense trust we have in any
visual representation appearing on the Internet,
despite the great easiness in which such images

can be fabricated and falsified.

Greg Van Alstyne, one of the forefathers of the
situationist interpretation of the virtual public
space’s usage patterns, argues in his article
“Cyberspace and the Lonely Crowd” (1996) that
the very act of uploading an “object” to the

Web leads to a loss of information about that

object and sometimes also to forfeiting the
context in which it was made or documented.?
It seems that, as a result of the alienation and
disorientation involved in the Web browsing
experience, we, as web users, are incapable
of (or maybe disinterested in) distinguishing
between “good and bad,” between “true and
false.” Or as Van Alstyne puts it: “Our minds
are separated from our bodies;in turn we are
separated from each other, and from the non-

technological world.”?

In contrast to the typical Web surfer, artists
who derive their images from the Web (and
actually from any other source, in the spirit of
the modernist tradition of readymade and pop-
art) are exempt from the necessity to provide
realistic context to their images. Instead,
through their intensive treatment of images
that were sanctified by average Web surfers,
these artists raise questions of authenticity,
manipulation, prejudices and cultural
perceptions deeply-rooted in a society that
believes that its “modernity” lies precisely in its

uncritical use of the Web.

Indeed, it seems that the artists participating
in the exhibition deal with this material and
contextual loss and endeavor to fill the void in
more than one sense. They are not necessarily
interested in the historical story of the object
in and of itself, but rather in the fact that it
has a story. What we have here is a wish to
restore something to the image — maybe its
aura and specificity, or its materiality and
historical context. However, in the same
breath, we find here the elimination,
uprooting and de-signification of the image.
Nothing perhaps portrays better this emotive
and cultural complexity than the following words

of Slavoj Zizek:

The problem with the twentieth-century “passion
for the real” was not that it was a passion for the
p
Real, but that it was a fake passion whose ruthless
p
pursuit of the Real behind appearances was the

ultimate stratagem to avoid confronting the Real!®

8
See: htep://library.
nothingness.org/articles/SI/

en/display/77.

Ibid.

10

Slavoj Zizek, Welcome
to the Desert of the Real:
Five Essays on September
11 and Related Dates,
London: Verso Books,
2002, p. 24.
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1
Lev Manovich, Avant-garde
as Software, in: heep://
manovich.net/DOCS/

avantgarde_as_software.doc

2

Charles Baudelaire,
The Painter of Modern
Life and Other Essays,
New York: Da Capo
Paperback, 1986.

In his essay “Avant-garde as Software,” cultural
theorist and critic Lev Manovich contends that
ever since the 1980s, our visually saturated
society and culture no longer try to create new
images but rather recycle and re-cite existing
contents. “Culture,” he says, “is now busy re-
working, recombining and analyzing the already
accumulated media material.”! This diagnosis
has bearing on the question of how the Internet
information revolution and globally available
online images impact contemporary photography

and art.

The artists whose works are displayed in

Search Engine spend long hours in front of

their computer’s screen in search of online
images. Vagrant by their nature, these searches
are equipped with internal engine — any given
Web site leads to another, and each link leads

to another. Hyperlink is the basic unit that
allows jumps and movement between Web sites
and, actually — allows a non-linear, net-based
wandering in the virtual public space rather than

the physical one. It was poet Charles Baudelaire?

and later philosopher Walter Benjamin2

who introduced the concept of “wandering”
into our cultural “desktop.” However, in the
context of contemporary culture, it may be
more beneficial to consult the writings of

Guy Debord, who co-founded the Situationist
Movement in the 1960s. The term “dérive”
(drift), coined by Debord, refers to conscious
wandering through urbanscapes as a means to
understand the psychogeography of the modern
city.2 Debord’s theories can easily be applied to
our social patterns concerning the Internet and
“virtual tourism.” “Virtual tourism” is a remotely
controlled practice — the subject does not go
out into the real, physical world, but rather
wanders, as present-absentee, through the Web.
Moreover, this wandering makes it clear that
the Web is not merely a repository of knowledge
and images, but has long since transformed
into a landscape in its own right. Or, as Yitzhak
Livneh has put it in a conversation about

the exhibition’s subject matter: “Nowadays,
Google is not only a substitute landscape, but

substitute universe.”

3

Benjamin delved into
the theme of “flanerie”
in some of his essays,
see, in particularly,
“Marseilles,” and “The
Return of the Flaneur,”
in: Walter Benjamin,
Selected Writings, vol. 2,
pt.1,1927-1930,
Cambridge, Mas.:
Harvard University Press,
2005, pp. 232-236;
262-267.

4
See Guy Debord,

“The Theory of the
Dérive,” http:/[www.
bopsecrets.org/SI/2.derive.
hem. “Théorie de la dérive”
was originally published

in the situationist journal
Internationale Situationiste
# 2 (Paris, December 1958).
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