nNIN9 nU'012 NN
THE OPEN UNIVERSITY OF ISRAEL
Angidoll Asolall

DI7N™TN/DITN
|N7IN ND'N NN Y119 1Y AN






DIj7N7N/DITN
|N7IN N2’N NN Y119 "111aY AN

2020 yan - 2020 WY



NNIN9N NV'012INN N7
NPANNTIIYTT ,NN90T Nj77NNN ,ATIN NINA"T JNINN 71NN

|NY7IN NN NN WAI9 1210 |31 :DI7NTN/DIFN

2020 yn - 2020 NI

nnyn

AITIN AN | JITNI72 NN :NNNIN

NNV NI :NFoNl NN

TN 0P :n"In

D'1DIN NIINED9 YT, MW7 A1, [TV 1200 71N’

o

120N TV NINY

W NIV NI7IINT DN

[N N7 STT2IND 1T DY

TNTO[NTINOIN NITN TINMI 21N

12712 17 :0I9TT NN

DM 78T, 070NN 1N ,'N DNAN,|TNIT2 ND 1200 N NTIN NN D17

(019) 2004 ,n10OI2 ,|N7IN NN :NLNT;(019) 2019 ,#2 NINITA NIMIVML,' 11N AN :NTYNT - NN MINT
D'INNT NNINW 217072 NNYN'T NPT 7D ©

Z101-5746 :0"[In

NNINON NOOIIIND TW UNT ANXINNI NIN'ON N7TNN 217070 Ni7oNI 2UX'Y

2020-9"¥N,NNINON NO'012IIND N'NTI ©

4353701 N12y1,808 .7'N,1 NO'0IANND T, T7PUON DT NNIT Y'Y NNINON NO'01IIND N7
*3500 IN 09-7782222 :"10

www.openu.ac.il

noymnna



1n1MNN91 nU012IINN
THE OPEN UNIVERSITY OF ISRAEL
Angi0oll Asolall

DI7N™IN/DIN
|l’]'7IN 1J'N NN Y19 "W |1

NNNIN
NITINNIN | |INI72 N'ND



MNY FTY'7 NTNIPN NTIN
02INN NTIAVT TIi7n NIN'OI N2'ND 7V
NNy inJ>'nn ‘wi



DYV TIN NINTIY 200 1IN0 71 RTIN DDA 2 NIT)0 wI9NN TIY DIFR-TR/017n NdNYNN Tj7ind
NINTIYNTIN NN 7Y I 7V NITIAY TYT 0NN AW 3N 72 007027 D09 TR FNIDYI NN NN
(NINVYN2 01I¥IN DIN W) JNTIN 7€ DNIINN ANTNAETNAN DNTIY OV TIT 07000 0 7Y 7NN
NNTNALNTIN W INTIAYA VNIV DN TYNNE RO DPYTIND DINT 2910 7NN, 11N 7¢I
NNTIN W DTNV NNTRA w1 0030 1Y DN NITIRAE, AT 790,02 Y7 790 NN NNITND
"2 T NITOIV NININN DITIWN .01 70T TNIN WX DRI 107 130 100N 7122 1110 D7
INWN 1IN 12T N NWON TN AW NIDVIN ANINN 27,000072171 DNIN DAWIND 1Al 7123 ,ANI0N0
17W NIN'YNI 221VNN FNIDVIN 70 1Y )NT" 100 NN, NI W19 NITPAN Nwn" .0Mnin Ny
W T2 "N NILAY W TN IANT,TINAN DAY [N NTN, 7122 DAWIND . 12VN N 197N AN WAL
QI7NTNA NN 17 NINJI N .NINIIA W NIV DWN 7INNRIDVIN 27 'WNNn 2NN |12 1NN Nwoon
W V07717 NNINIO ‘7Y NDDANA,NMANINININ,DIFRN AMIN NN 7N DTN NPT, ANINNA
JTIN WA 10D NN WA LANTND 7V NITVATENITINT AN DNMN D7ITNN 7V 121,171 Ny

DIWTNENIWAN ATYRNITHNII,DITIAAE DA 72 NI INI9NN 722 7190 7V N7vN NINYIN

AITINDIN | I7NI7T2 M)






22’20 D71Y'7 NN9'NT . 2IANNT .2'WiTn'T
|I1NI72 N'N)

N'7010N7 DN 1IN |2
DTINYN NTY TINT DIITAN DRIN MPYNITAIND NIVIXI DNWYN 1NN 107 TIIND 1¥N NI, 2020, 00N

TN NI MNNME,NI NN JINAININNA .0#2 197002 NN YYD DINIIN JIN WY INI00MN INT
NNW{T NINYA NO'ON 02 JNINE, AT NN DN NTI71 1IN WWONN NI . T272 TN JIN TINYT N1 NI
770 DIVINDLL NN DAN/TNN XN 7Y NO'ONN N DNINNN 1221, TN |OIN DMV 1T NN DDIND NN
TV 0DIND 2 00N 1Y 7N ,NTIWA 07NN OIND NN NN 12 V112 .DMWON (DN IN) 01NN

AN77NTNE,DYA D7WIN N7

wI9NN .ANINON NO'DIAIND N7 7& IITININ MIOTOIND DY ITNT NN 07 DTN NV 7N
,0NN2N DANNN 7Y NINTNN .AYOWNTNTIN NIDTOIN NN MY NN NN 7Y DITNVR TNTY DY
NN NN DN 7Y D70 DRIND MY AMNAERI YN DIDWNANT, DTN DA D7D YA
IWN DDINN 2VN NIYXANDINITIAI NN IN2TE AT 127002100 INNN TN 1NANT 1N 12N .ANI07ODIND

DY 127 DIND 2 DTN W)

Y19N1 |N7IN DY NO7{7IN NN {770 DAT '12NY .DMPON DINN 7Y NI0 7V YINWN NI QN TIINON
,TAINDN IN N7VON DIIND NVIIN IN TIT ITNXINY DY D'XNYT 179210 TIINON NNaT.201471 0
[]T7 NIWINNT L..T DNT" 0OWNN 7Y 1N TINTN 27 |AINTNT NN 770 2, NINWN NN DX

7NN VI NN N2 7Y 001N AXNN .DAWNINND DWT DN 2 MIYTN 7Y NDDIAN DDINN NYVIIN
NTI2VN NINNONN T N NNXV NN DTN NINIA 2NN 1AW (machine learning) Niidn NTN7 7w
NTIAVN NN VN N TIi70 N 2ND V19772 MINNN 7070 0P ,) 2N 7Y PN, 120 TV NNl
DAWNNT TN PTIVINIOITTA AN TN POITON"010 NT7IVO QI INNN TV D'TAIV DNXY INXN DINND
N9 NTIAVA MY NOTYIENOX NWO'N 1IN TN 171001 17NN NINTYN QAN 7N 71002 2NN TI
TV 77N |N22'02 12N VTN 1INND NN D'NNN 120 NDIVNN DY NN NIDINN INNT .NNND 2N 7NN
I7 MPONNI,T1911 1IN 7 7V NININY I'NIDNTN N2 NN9T 17NN NT 27W1 .0"MWN NN 17 DDINN
NN1L,NTTN NIV TV9 (AN 7D .00 DDIN 2 MIYEN D7 1IN NNNETINNDXY MIXA DI07Nn 72477
J12INDN7 NI NN NTN NN DINN INXN 72 ,IN2A0 DY WHINT TNIT T7Y DI .NNXY NTNT7 ) 7NN1

.07V VIOwNTI DD DY

NN |12&N] NN WN DIMN2NEN'OITI9 NN NIIANY NN ITNTIAY D1 ,)1200W 7Y NNNND IMITIY 1Nd
77V NTNVNN 12 7Y NITTNn DNYOYN



|N'7TIN "2’ DY waonn

Yyn" NJNYN2 X7 DNAY N1 201472 .V'9wN1 ['N1HTINIRY INND INTIN T INTNYY IN 100N 1100w
NN11) N ,2014 010,257 0T NANIND NTIAVA DN )NTIN D70 0¥ 1.ON9™IN DIN NIINNT 11722 "7
:0IY DTN NITIVO N2 VXTI ITND ANTN WONT 77NN NN NINYT /T VAN NTIN .DINT1 7707 TNiMA
NN PI9'ND,NNTIN NIX 'WANTNTIN 7w DNNIO0T 1210 DITNN 1770 D' 7002 . TIVEI2'0 L)1V 910N
NN |OIN TVEINTIAY DT 7V 12NN TNT1,NTIN DY NIDAN NNIY NIN.DNNNDNND DTN NNENTIAVT |V

NTT, MW W DTN N TV NNT DY T2 |01 V2 W7 NN DY WI9NNN DYINN 1N
NTIWONT NNIM (ITINIIWNT TV 1112 |N0N) "NINIINN NN NING'YT |NTA 72" 19NN NIN 71T NN ANT{7IN DY
."2120 D71V NINY ,]IANN, W7 1IN NN 71T AN YT

N'DIL,NJNYNN NNEN T )IN MDY 2014 ,977 INTID DTIAY DN 20 Y 1770 D'WI9NN NiIRya
NTT 7V NNTINNNEI DNO9™IN DINA NNT712 NININ Q'7§7 .NNTRN DY NTIN 7Y TINPD INTIAY |9INT NON'NN
M7 "NTIN NDM NN BA19 11200 2N 017N IN/DEN" NDNYN2 02 NININ '7§7 JN7IN 7Y ,2014 ,012 TX7

.NNIN9N N0'011JINN

D'077INN DANINT 21N '1120Y JHN'N91 NN )N 10'NT NNONN N'NJIIN NNV 7V NTIAVN ) 7NN
JNTIN DY ND'WN TINTNTE,DN9™TN DIN NN 'Y DNIND DNTINNNI

NN "ANT )N NTY TY 1T TV 1T DIMYALNRDTIN DN2NN .2TRN NTIN 7Y 1717 ynwl ,2020 ,0%I8 NT712V]
NIYINNT ...7 DNT" :D1NANNIE DD7IN DN2TAT,TAINDN NIVIXA ]2 JN220 N7 7NN NITN NN
NVIINT NNNNNA NIWINNANNE2VY T ATIVR TAINON NIVIN ."..02T77 NIWINNT ...7 DNT ..02T77
D119 NTY TINTNNENN'N DMIN 12 V0NN INT.TIND NNINIEN0IYNIT, NFIN NN NYIINN 7702 NIT0I0NN

.DYINNIENTATN NITI NN

N'7010N7 DN N |12

N1 NIN IWND 71 00D 2¥NT NYNNN NN TN TW MR D7 NN /73 wnwnin ,0INI2N N T8 NN
212 NN .AVINE DT N NT010NN T NNINNLINNIYT AN 2100 7Y 7Y 179N DN YNAT IND1 ¥
NI NN NN TATN JNNON WI9'NT 1T, 02T W INANT ANND T 71 NIN, 0NN TNN 72, N7010NN1 1IN
NXI',TTIINN JIND .N2'WN 7D N NN, NOTNIN NN NAIWNN ,NPVYNT .NIIWNN 72 10 1NN DI, NINVon

YT TNNT MIONON UNwN NN .ONNNND DDIND MIY 7D DY NVIIN 7¥ |N22'07 11IN1N22'0N

NI TNATANING 1



"NTY NLIRD DA TR Y RUN NTYAT VY

NAUWNN "IV NI RN INIIEDNNN TN 'Y NWID TN TIT .87 D'7'NN 01'9N NNIW NN 00NN 1110w
12IN2 91X ,NAIWNN D1 NN NTNYN DY, NIVAYAN 79 .NTNEN 9122 NNITI XD, 0NN INN NN NN VN
JIM09IN DI NPN'D9 D1 ,JNN9N DA YYD D] - NPNYON 7Y 11 jiniy

NAIYAN |NNT NITNY N'TNY 2

NINIYNYN 2 NNMNI NIPONNN NTIN TV PRITIAY 2 " NITNY DTNWI DT P2 00N 7V .. )NTAY DN 7"
MY 3" NIV N WONN 7221 NITNY NDIT N TW NTIAVA" :NIMIRA9T NINON |9INA ,NININY NITNYI
V2 ,N0D |N21L,NIFTONIND IMNIX NN .DNINNEDNATN 0017 TV |'VN (717721 DIXNXT N9'NY NIONNN
JUEIND 102N DTN RA9T7E WINT NOIX 7D 'NTN NN NINNE KNG ,0W9IN D017 NXNNN NIN 0D 12
¥ NI DN TV NIVRRNN Nnrm n'wn 'DyT, 0NN NNNT7,Y200 NIND7,MNY TN NIN'YYADT DNNN2

JUPINETVNAN D) T212 T2 N, N2IRAENTONDN NIVRRN NN DIENENNTR TV, 71 TWITYN

JNTIN TYN TN N2 NN JITNT 4)1V2) N1 "DATY D7D NDNYNT NN 2N NAINTY TN ININD
Y NITI9] NIDWN |2 NWIV NN NN NIDCINYY TINYD 00N TN .INRNEINTYY T 7191 'MN71 10
N NITPTON1 NPNIINVONN ,NIPYA0N NIYOINN T TINA JNNN N1 NIVA MITIAVN DNN 73 .Mt
DWYIND 7Y TIMNT TIND NN N2 D21 - DYWIND DDA NTNIND T 01220 N1 D701V NY NNIN]

NPOITIoNI DMIVDINN

DINVN |10 V{7 7V DININN D770 TR D09 TN, 7TINN NIINTIW 21 7V NINjNA ) 2nY W NITIava
TV NIVNWNN 27 NINDYN NIVNENY NINY ,N9IND TY 1Y 7N WNINNN |2 TNNN NNN 077NN ,nN72
NT,j719NN D71V 7Y DIYIN N7YN NIN DI TonI NIPYA0N NIVOINN NY7NIENIFNYRN N MENINN |NIN
L07WINEHI9NN, DTN 12NN TV 9N NTTIVIVNN 0TIV INT.709N N77NINWNIION NT, TIN1 1271, 711, N

NTIN2I,017N2,0"N1 {701V NIN .OTN NIN TWNL DTNT D'2N70 D10'01 DaINA 'MNIY N7 |9INA VA1 |NTIN
|9INAI, TN' D1 00191 DM207717 D'02'NT ONYAN NIN .11INDT WN1 DYIN,DI7NN AYININY Q71N
JUTININENANN NFTNIRN NINKXNT NIONON

LM D7y 7NN AN 7Y DN 02NN IWND JDINNADN DD NTINN MY 1200Y W PNImaya
DVIVNN - 120N NNNIX VN9TI 7INN N 7N NNTY1 NIN'XNN,NXD 21X NINPN ,0'9910XN1 D'ONT)
722 YNOIN NIN L, IPIYT NTIIN TV NOMTY PN NOINT .07 NIVAN 12NN, TH7XIND NO'ON NYVIVNNLLNITION

N0 1IN NNIND .Y'NONNIIONTNTAN 7IN TN NNNYNI,UTNN DY9

.11.9.2009 ,pIND NTIN |IMY 'INT |PNN2 IRTIN DN, "NIN I MR- 2
oy 3
201611011 4



>"ININN ¥'N 1120 ANTNLLNND NI 1120 78 VHND 000NN W @Y 111"

212 NPT .MMIVINN 2 &N 017 7I0210 NIANN NTIAY 78 01Y NPV w1 |N7IN NN 190 021 1N
1777 NN TV DTN YINVNN P2 ,024721 107 78 N7ITO NITANTIN. 277 NTNN 112" :JN7IN IN NDDXN NN
ININ NNTN NTIN D'NVOTY 112N NNV .NJINN NNTTIY NIWINNE NN DTN NNV 27 NNTND

6."INIFNT M7 NINN T VIV 7N T& NNN" MNP, DNAN DNTND DNNINE...DN7

NNIXT j72Un 11NY .7INN N TV DIN7IND 1200 72 PRITIAVA DNXND "NTIN 7Y NNIR'T n72700
NN NN NNERN "ININTIN' WNNRN NIN'WNN NN 7I0V7 DIN1 JNXY &0 MY DFRIOYIN
12,2310 TND ININTINT NIONPNIN NN NN .DMPI NINDI IN 10N N7 |'N,DI7N ND9IN NIIN VIINT NNITA

JONIND IN 12NN 'TONDN )19 2NN DN

DIZN™IN/DIN

NT7D NN .I9I0IN DTN DXV NN NNAVAY N721,'DI7N' 7NN DN N7 ON" :)NTIN DOINN NIININ TN
"NOYOIN DN NNNNNEOY7AIT DN NINN NN

DIj7NN NN 17NN NIDN'NN 1T.07IYNI 0’2NN 112202 "D17N" 7V N 7N 1200 D) ,NT7INT JPnina
NITIAVN .N7INY NI NIDN'NIN N'AY NN NINY N 001N AWINT NIdN'MN ' ANNN 03 N NN
TV 'V2, N7 2N NI 7INY M9 Y117 NNITNL 02NN 079N DPRNIN DNW§T T QX1 NI9'NN

ANTNEDTN, DT R

.19.06.2013 ,NIINN AYIY ,NNIXI9IN ) NTIN N2'NNTIN NN DY |INA oW - 5
.2016 YIn-201512n0211,9123 1900 :02i7i"72'2 NDNVAN THDWNT INNNL NN NNO |INTIN MININ, AN NINT - 6

10



11

DITINNIN | NNIT |2 D291 - [N7IN N2'NI 12 N :"DTT1) NI

ViNiTn TN 0'NwNIL, 7123 77 129N 78 QN0 NIN .VIAT 1NN VIINTI DTN NI7I21 N2 7IN DINNT TIWONTN
SN 7V DWINIOYE DNV TY NINZN NIANID T N2NYN N0 Y7V 11TAN D NINTIT NNNN (VNN 'Mn)
Google™n NINN . )N7IN NN 7w DMNINNN 7INN NINTIVEANTND 709 DITNTAN N2l ,)2200Y 2N XY
NILANYNI N7V 1190 D'X90N D'91IN'I DANNA NIT7NNN , NIFTOT NINTIONN 111N YN N Earth
712 ,0NIYY NPNN N9 NIN DN 7RHNY 100 TYIEHNTIN TV ,NTNN 1913 W P2 TINTNN NI .PTNN
NNXP N7 7Y 7NN NNTNA NI90NN WIN'WN NIVXNNA .0'TTI) NITIN 22 7V WNNNNN w29n 12 7117

129N 2NN PRNITT 'TNRITINGN NN 1190 7 NZNIN NINJI 20T NTIN 7Y DNNITIAY

NNDN 7Y 3070 NIY WD 12D INNIN NN 10702 1710 1939 NIwA 1N 7N T713 |NTIN NIN
NNIN NININT N7 ,2009 MIWYT TN 019 NN NTIN 7 2070 ANDN 7@ 7070 NI N7 NN
SN NINNEDTOVN N AN 120 2N 70 WA ,JON INNT T 172 2N 7N 77111100 L0170
N2, N NN N PN DTN 135,000 A0 2,195 NIWA TNIWIT NN NIV NY,1NY T 10
INYIDIN |IY MW7 MINN TV NI T AN0NN 11 DY 2TY7 INTNI DN DTN 112 130,000, DWTIN DWW
VW N 1D ,YA7 DN DNIND 727NN WD 7IN DI 7V1 DAY DI9TANI DTN AMTIINN NMIRFYA NN

31V791 10221, ININTTN NN TIN' VTN I NTI TN N

NN TN DYWL, P22 TINTT 71D TN N 12N 21V, 0PN DF7NARY 0NN N2N7 NNIT, 1999 Nawa
NININI TN 1T PNINND D7D IN 702N NN NINNE 2N TNT TN NI 2007 DA )nNd T
ININD N'INNIN YINT VN 12NNT J'MPN 12V2Y 112N 17100 DY 1100 ,)"VN 0NN YA .nNan
TV 1'7Y2 27 11200 2 7NINN N NN 29107 ONYAN NN D0 . NTIN NN 7Y ININ ' IV 1AW AT

D7 N7V )2 7000 |PUVN VAN TTNN

WNNWNT ON 2NN N9INAI NN DININ 7 NN 9INA 0PIV NINN DI P27 23N 7N P2 V) D00
DYINQ DIIWN NN VA7 IWN DIINN 272 NINN NN DI9T" ININD TRTNINK NINYD,LJ0I0'9 231 [N NYA0W 10111
2N NYNTAWINT 11IVN 4"DIAITIN 119 7V YXNNNT DINTND DAY N VAINT ;7 0700 N ,DNTY
12 NRNN TIND :DN2N NININD DDA PN Y DY 7T NTIVO QINIYA NINI IR NND 1N T IININT
10170801100 N7IVON QINIYA .19 IDTN 17N9 70712700 D7IVN {770 NIN IWNIL,NFTNN DINNA 710V
IN) "02{7" 7" :NINA 110N DXVUN DWN SN NTI7 Y (radicantity) "MIOI7TN NIN DTATN W7IWNN

2011, 7N |INTID ;DTN |RTIN DD T INTIAY , TINC|IVY N2INTYCTNY

.(2079 22N 7M) ANNNN MANNT JINN 0N NN 7V D'00IAN N7 I70{72 DINAIND INTY' 7V ANNY DNATHINY 72 1'N NN 01019
Bashkin, Orit. 2012. New Babylonians: A History of Jews in Modern Iraq. Stanford: Stanford University Press

Petersen, Anne Ring. 2017. Migration into Art: Transcultural Identities and Art-making in a Globalised World. Manchester:
Manchester University Press

Bourriaud, Nicolas. 2010. The Radicant. New York: Lukas & Sternberg 5

A WN =



"MTINYTN'N NJIN | TV TY D'0j7" 2100 NN IYNNT INI22 N10IAN MI9ONA wNNWn 1IN .("LIv i
TIV1IN NNINN) "B N7 P27 (ViNin N NNIXN) "1Iw™ 2 0N1N0 NIVXNND, DIWD (the alter-modern)
NINY 720 DWTN D'ENIY NTIWIEQOINE PRAIY DN NNXN AWN DTININT NID EAIWN NI7,1N1 7Y 777 .(DNXN

71NN DT IN DNN NIV NYA,D0 DN DN 00 ON NN NP0 T 6."DTjn0

J1NY TWIHNTIN 7Y DNMANA DN TN NTINN ,NNINNA Y017 T NF7NIWN NIINNN NN D'09IN DN
N'NJIN NJNYNN NTTNN - 7IN = 2N NT DIFTR ININ 7Y DO 119 7Y wMNNN NN P2 &29NN NIVYNIND
JUVTNIWN NINND N1 DIN2A LY NIDNON ATINN DNENPPONI9N NN

T4 ,INT1,2014 977 9100w 1IN 21 RdInn

TVaNn NN NINY '9) |N7IN NN :(2014) 97§71
11NY 7V INNIXN NWTYT

J1NY TYOINTE MYY NN (T DainN-;2014) 977
DIN1 NN722 NNTN NTIAY NN N7 NTIN NN N
,NAIYN 070 TN !N VIFY NN1Y INTIN .DN9™IN
NNN DMIONNN NNTNN AN 710N 777 YXAN NInw
TV NTNVIN 12N INNTE NT92IW INTIIN NAINN - .1'TN
MmN 771 N72720 DINMNY. My P .0UN
M. C. Escher) N 7w NIDATND IMITN TN
0) N 12 2NN NIN I7TND N1 NTIN .(1972-1898
JIND 2N AN, DNNN D21 NOXN NNTNN N1DY 7uN
10NY .N7VNTM N NINT IWON NNT7IN NOXY NN
0’901 D'WITY NIVNNND NPNOIAIND'TA NIN NN
NNN9 INTIIN NTIAY .OPODIN DWW N1l 77N
wITUN yINn 127 N2 'NY ,NNT712 71 77N 7Y 01
NINY 710N 77X .N9XN 7V NINJINN 19V NITITN
WY YN NTIN TW 1IN0 D10 VN1 V7 NN 1IN
1197 NNY MPYVYUN TV NI97TIN NDNN NINY
TIXT D AN INNN DNRDTAY A7IVON NTNNNY
NTA0NI 00T NN T NYYN,NNIN 777100
NNY N wNnin INTTIN NTIAY 77N2W 07Imon
(E14'MYIN1,21NINN) 191NN 77N7 0121 JNTIN TWND

22,00 6
owoy 7

12



13

JININTIN W IRIVION 2 7V NN NIDIID LT TV NITANN LY NN DAINNY 1197 N Y
1792 TIVA 77NN N NNI' |NTINYD DUNON INTTIIN ,NWYNT IWNY TV 190N 1793 ‘TW 178 DY NINIII0N
NN 7Y NI ANIND D [V NNAITTTINN 7' .NI9DI) NI JWNYT 1INND NN "NNTNT DNNNY"
TNYNY NAIWNN NN, 1INAD 7 INO'ON 1IN 8."DIMIN 7 INNANTN, DTN DINY N1 770" NWNNN
NY207 MWANE,NNINN DN NTION NN DTN 17011770 7 011N N0 VN NI W 7Y 111NY

DTN NINND VNN 78 28 NTD

"DMTA2 NITIN' DNIN NN 2N ;011N DX 1Y 19 TV DINNND 12NWENTIN T DNMITAY P2 D7ennn
D'7ON1 7IN NINTIY N2 DY9IN AWN NITIAY NINYAD L "DMITIA DITINY JIWNIN XD 7Y "0 Nyt
NINIA7N M2 .7INN 071220 DN 7Y )W NITIAY NINNXAD "D DIQEY" AWn XD 7Y .19V DF7ONN
N2NYINTIN 7Y DNMITIAYA B NNT 7D DYDY NT VN7 ,nNINNA terra infirma N'n NNTND L1770

JITTIN NINTND DN NPT 7INT DIPNYOOIN TN |10 DN

0”171 NI7IN

n07 NN NITINA 1909 NIWA NTONW , 1IN TN 1V .|IINN D' 191N DY 7IN Wi DTN NN
NTN VNN NINTINN D1 NIN 710,01 12 .00TIN DINT NYTNA NPNNT 07 JWN TN 0Vn 7Y IPTNNN
Q17122 7w DNIPNNAL VI T2 NNIENIN 12T NID'ON 7V 1N NI 7INN 02,01 10D .terra infirma ,n2'Y

JITNIYN NIDNNTENNIV0NN NRI90 DNAY NITNTI D'NNNT NN NN )22

NI270¥NN NTI7I2 0N ,ANITN NNN NNTND IN TIN2 NINTN NT79 IN 7N NI2'NN 021NN, 7IN NINTIY
nN7INGL(3 NINN ;2014) 71N NIV 1200 7Y INTIAYA U101 NTIN T2 DITIAVA 191 2 N mMinan
D'MY1 DNNINNE NPT XTIN'D NVIIN .DA'VT NINDYD TW NVIIND NFINIDY VXT7IND 'MINN- 7IN- 7Y
NNNN NNTNA DWW 0'0N9N 7NN NOWNN N 7N NNYN NODINNAN N1, 7INN 7Y DPFINIDYIIN NINDN
D'NN NPNN VN1 - NN N"Y 91702 1'7Vn D/XNI DAY 0N D7IN ,07Y110 NITIN N7 1N ,nown 197
miy 7v 21 WI72 ,)NTNY NN NIAX' DINT MY 00700 MX'Y 090 NIX7A NV NNIN 7 .01
- NINDI NND 19 TV DNXY NN Dj7N7 D'0IN D'WANN W 1D NN, INN IN NTNDD 7V AWPNNT DIj7N1 .NINDD

(E16 NV IN1,4 N2INN) NIMYON 'M72 NINIAN 2NN 12T

Hernandez-Navarro, Miguel. 2011. Out of Synch: Visualizing Migratory Times through Video Art. In Art and 8
Visibility in Migratory Culture: Conflict, Resistance, and Agency. Edited by Miguel Harndndez-Navarro and Mieke Bal.
Amsterdam: Rodopi, pp. 191-208



n"0 170X115,7IN |N7Iw 7y N7 .2014 710 |N'7IW 'Y N 23 NJINN

NN 019 DM LV 19 TYN INYINT DXANNDN WWN 100 T D70 TR VNT7IN0] NINDN
¥ 7IN '709 2¥'N NIN NONT .0 TUN TNY! INTIND NAXINE 2011 NwN NTIN T& MdNYN " 7In7ivy"
11NN 019 ,VIFY NOD .NIINNN 770 NOXAT NNNN D'VITRI D'N11 IWN ,NINDDI NIINTIV 12D ,0"N'] 0'0N9

,MNN 7N M2 ,2009 ,(019) AVAY NTIN NN 35 NIINN
|INTIN QOIN "D 43X45X27 ,2 NXAN NINWN NN, D770 12
JATIN NN SDITN I TIN INTINN QOING DTN TN

72 7O 1wn 1IN (5 NANn) nbn7 1¥NN
119 .NNITN NNTN2 D'NIX)7 TV ONTNN DTN
77 TV 122I0W Nw2 NNTN 113 ,19VN 7W Nown
7V DTN 0N 21,7 NTVN 35 7w NI 011NN
.DNTYINN IN WITITI9VT DN YVTIIWYI NN
MINDT IN7NIN TIND N2 1T NN T7enin iy
TV VAN Y |'NT2 RN 2 ,NNIV] DITIAVD 7Y
20NY '9) .NNITNN NNTNN W NT7 TI7NN 7NN
201172 1IMdNYN NN TNT INTI NN INTIN
N2 12N, 0TI 1TI2 0N 7INETNA, TN INTIND
D'NITN DN'VAX .0 NINN |INT 7V VXNT NN
DNINNINY T2V NN D10 NN, 7NN 7INN 7Y
NIN TIN,VIQ71 7NIN NIDC 7N TIVA L'0I7N7 N2IoN

14



15

NN NINY QN 2.0 TV RINNA PN 72 TN 7Y 7020 790 72 1917123 1N {7010 7NN 19NN 0117
|2IN .INITRN 17907 717V DIT7AW Ti7 VNI, TIND TV NNAW NID NN N2 NTO[7A NI NNTND WD, 7NN
1YAI0 7INT N7 VN7 Y910 NI T 1709 02,200 78 TIN |RTIY IND WIN DIj7N 1IN NTNDY 1NN

.NILY AWIN DNWONNN DTNINI DAY DON9 :NINDYD 7 NVDINON DAIVAYA NNN NIN AT 12

0'72n NMT0N (77N 'Y NTIAY (6 NAINN) NIXN

N NINTA7IT) 7102 79NN hain ,|n'7IN v (1988)

,N0'2 IND .NNN 7NN VIYY 27N 7onn N0

7N - INTIN 7Y Nj720N NONWN N7 7091 D)

DWN NN AqMm - iont NNay '7|7VJD Y |inan

11 NN NI NIXN DN YN XN 8D 1id

TN 7Y I'NJINA LITIOM 'MN7IN NIN AT N IN 1D

N 1Nt (Das Unheimliche, The Uncanny)

(E17'nVINY,7 NAINN) 0P .INIMNIWN 0NN ,9IM

DANNN 129 N'N 070N MTON 770 NN DAY MY

"D NNTON N, 1988 ,NINN NN NN :6 NINN DINMY N NDIA NN MIN T 1 DY iXn 70
1'0 253X320%240 mnn ani7na ATIPNN 7AW W NI TN N (79,2001, 77w
N ONIN/ DY, TN |INTID <017 7Y 0277 YL IDIN TN 0N DN

STINNTIY DTV 7UNT NTIN T INTIAYA NN 19V NAINDN 77WN NAINN 717NN N1 2'0IN
NNoON X1 7M1 NMYYN NT7IUA NNA0N 7w nR'NNNA (8 NAiNN) 20197 DMWY 7W NTIN'A] NININY
IMITI2AV MITINN NN MIXD NINTA &NON NI NN9NN T 191 7INN TWND ;N2 MIX IMIXY NINN
NWIN TV T7wn 1Y 7Y NON01 NTIAVN  NIXNI DI NP D770 NNTND 17091 102 .ON9Y N - [NTIN TY

VI D279WNT TITY NINNT2VNY N7 NIT 7NN 7Y 107N AIN'Y NIVYNND

7Y 72N NANTIY O PIWIN NTAVAN 1IN 1172 NIA7YA DNINA 7N NINTIWA 0101 RYT N0 NTIN
.DIONIVI NITTLN NNWT 717 {7XIN DXV 1197 19 NNOINN NN 79 7Y 091N, NMINAN DMNIMNA NIVXIND
NDIN 11210V .IT NNDLIN D'WNNN DIN JNTIN T 7NN 1720 03 ,(471 3 NIINN) 1110 W 7In NI D
JUTNIOVIE DININD'T ANTN 709N TVAITIIVTIONON 11T NYOT NIVXAND 9 7INNT TN N7 139N NNIT wwn
120W ¢ TINN NINTIWA PINNN 702N WIN Y IMITAYT NIYR 7NN 172 7 DNMNIN DN VI
NIMITNINOWN 119 .INXY DIFTAN 7¢ NINAINA |27 7INN 7V DN{7INN DFINIOVIN D'ONON 12 1'NANT TN
TN 922 7IN 191N GIONT IN NIVANN DN VTWNT 1V QNT DNIVA, TIND 11NWENTIN 7Y DRMITIAYA, 7NN

The Israel Museum. 2011. The Work of Micha Ullman: Containers. Video, 0:00-1:53, posted by museumisrael, 9
September 7. Available online
https://www.youtube.com/watch?v=T1V0JJrXznU&feature=player_embedded#at=en&fs= (accessed 6 October 2019)
22011, 7N |INTID ;DTN JRTIN RO TW INTIAY TINT|IVY ,NJINTY NY 10



0NN TNAT :DI7PY .N"0 90X110X75 ,N1I1D7,MNN 7In,7M2,2019 ,'7IN |N'7IW,)NTIN NN :8 NJINN

|9IN DY TN, DFINIDYIN DXONN NN DN'TA DIONT 10/ |IN 12N TW NNV 1ININ N2V NIDNYNA DN7AN
,N22IN N'WIN NIV MNP 701070 DIFTNNE7IND DIFWNNNNY )N N7y .(E18 'y IN1,9 Nainn) 7In 7Y
VINN 'WIN DN DMIVN |N2Y DITITN 7INNEATITNN DPIND 7V, )NTIN T INITIAY D) 1201217 01210 T NN
IT7 NNIT2 ,)2910 NN 7W NWINN NNWN NN NTIN JINDY 19VN DITITN D 7V Q01 |1 0221IANNn 7w

J1nY 7Y TN N7Iw] DTN DNIvnY

NNIY NN ,ANIMI9NN NN 01T 7792 NINLANI vinim 7Y NNIA'Y 10IN2 NIj7o1y I78 NITIAVY DN
0j79N" ,V0Y 11712N13977ONONN IWINN NIYXNND 11,28 "NINJI 0j79N" |1 NI77 NMwy NNI71IN19
DY WHNT NITAI0N NIINN DAY 1D )VID (H.U. Gumbrect) 0011n1) ,(presence effect) "NINJIIN
MnYI |n'7IN TV TINN NITIAY 12.Miv7 any 071Y2 D'NXNIN DN2TN NN NN DIYWO TN N7 1an”
NN 7Y NN NN - 1N1l ‘]'7II'] |9IN] I71 - NIYUNN N 921,00712N1 INNNY "NINJIN O7ON" NN NIN'XVN

.01 9 0NN

Gumbrecht, Hans Ulrich. 2004. Production of Presence, What Meaning Cannot Convey. Stanford: Stanford University Press 11

106,00 12

16



17

Google Earth™n NINNI N2V MIVFLVIIN :"DAYW NIAFY"

TY WIN1 NN 17 DDIWNIN D'0;7'N9NE,207N NNNN 7 7070 NI NNPA 709D |NTIN TW IDNT N'UND
NIINNN 0j7'N9N 77N 197271 WY "NINTN NOTNN" NTIAVA "3IN7INND (Earth Art) NNTNN NIDNN D
;10N ,2UN 11V 1900 TV TN INNNTINN Y127 NINTND TN, D/NT NI YW N9ND ,10N-1XN 077170
NN D770 ANTND NI T4, 727NN 1NN 1IN NIN,MINA,ANTN NNIAN )N TN 72 1IN0 MN9NIW NNTND
121,070 INEDTNN NN 12IN2 7210 NNTN AWIND .ITANTN 7V 1121 'M720 10000 DN ITATE,NNITNA Ny

.N2NNN Y2 7177 10N |, YN 7Y 0NTR 1030 | 1T ATIAVA D'N7INN

NNIDYINNTI NTIN TW INNOYN TW N1INN 1907 ['WN NIN;'9IMTYIN TN D) W 1T VT 917N 07'N9T
NN NYAYI9NT, 11 ]2 TN,NIN 7Y 70N DNINY 190 |NTIN TW 101N I'NN .VjN72 D'WTN DAY NDNT
TV 7I0'WY N1 120N NN ITND N NY P19 NINN NNTNA NN N7 DNINGE,NNOWNN N 77 NTA

JIWTNNNAININI9Y NYTIW NNTN '9ITN TV N1 DT{7IN [N |71 'ONON DIFTNI NNTNA |NTIN

DNIOLDIITA WITN ONTIN NIDIIT TN IN1IN TN ANITN MINN DNTN |NTIN 12 NN ANTN 0j7'N92
NI7INN 7M1 NINTA VAwn 12N ATIvn L(2012) MY WiN7-Nn N7 DN DN DY ,'7a
N0INK 191N JI0T NN 7Y9 17 110D .NNITN NNN NINTNA NIN DI NTAN V9 ‘TN NITI |1, NNTN
7V 10212 NTNI NIN AN 7 1701V .DNDT INTAINN 27V N1 1931 NIWA WITi7n ONDIN D109 NINDYT
NTIY7 D7VN MINN WIIN 1 7V 17N DITNN 17 191 NI DN ONIND NTR N2{72 TRY7 010 WN NTIN
INTNND NN 72 ANTR 1TA 2NN NN N 1IN DIN .07 NN 1T I7PND , HANN DAY NN
N 1977 NIWA I 1192 VA7 MIAINNT 12VINY 1197 ,1968 NIWA i IN122 ININ NI QN ,NNIND DT 1071
NNNAWN NNTND DT 7721, NTIN 72 DNINION DPINEDO7ITION NNY NTIAVN 00NN 11200 TN NNNY
NNND DT 7Y NTND TN NN NTRN MINWD ANTRD W27 9N T2 NTAIY 00007 TN NNTwIY

JINT{7 VAL 7 NOTN NINDIA

NN NN W NN L(ET9 MY INY,10 NINN) Y7 DN TONTA NINIZITL INTIN D7D 1987 Nawa
| ANTN W2 7 NTIN .ONTN ,ground NP72INN N7NN IN 1IN ATIY N ,"N20" Ivnwny ,Grund NIN
277 7w NOIITN )N 07T WD W DRAINA 97N, 17V QRIND DN NN I ININ 20801 V7
,ANINION |77 12YN ,INT DY .DINRIN 1T 7V IWIAN NONIN NNV DITIY 1NN 7 DANYY7 1IN, DINN
|T2INT NN DA TNATE,1D DIVOYT IWONTNY ,AINIUN IDTNT 12YN V771 TNND [TAIND DA DTN
WTNA 7INY NI NINTII0IN NTATAN 71N w123 NONI NNITRN M7V ANTNN,0NAT7 DY0NI N2'0N
AN 1T YT INTIN 7 MNOWN NNTIN NN VYT TV91ING N7 NTIWN 7 NNAND NMIVAYN N7

QNWTNN DTN NILINWNN DNT¥N NNNT NINY YNOD

.371-361,2011 , 7MW |INTIN ;DTN |ATIN NN W INTIAY ,7IN)IVY ,NIINTX TNY 13
371,00 14
365,00 15



.NNT) TINT D'NDNN DTN N2 9170722 YiNy7 N2 NIFOIY |NT7IN 7Y NIF NNNINDN IMITIAYN Nnd
NWYNT NIN NTIAVN DY 2N TN2 D'INND NINITO D737 IN NT7IDN NN )NNN AVn L(1997) 7In 01
NT7IN DNV 279 ,NNT7IN 7702 0'0N9N INJINY INNT .7IN 7w 01" D21 ,VIARA 71N 7Y 01 :Divnen 719)
N9N D1 N'NY 1NN N 7w NINT 7INN9N NN DPX9NN {7170 INNT .N91IN NNITN NNTN 7& Nj7T N1Y
NINN 8. INTTNNIDADTAT 7Y PTNN NNV NNI0N0N" 7IN DI NTIAYA,NJINTY TN ANDW 19D ATV T
(2077) TN INTIND "TIN IV DDNVAN N 770 NP L(11 NAINNY) NJINN NTIAVA NIXAT AWON NNIT
NNTN 7Y 7T N2DY MIT)NNAI TINY NJINN 0701 "D'ONNWN" DIATINNI NJNVNN NNIN WD 1T NN
VNN YNIN YN NIZYN DN TVNY,"D7X") WY INXY NINY NN NTIN.TNND D09 TVI D'WIN TV NnNN

JINYIN NPYN FTIN, V01N 170N D NNITY VAN, 7TIND 'NTNN

DI0W NN NI LN MIDLNT INTIN TN (E20 Ny IN1,12 NJIiNN ;2018) 'MMN9OWNTIT 1N ,)NNNI
NTNN N7 .MNN NNTN 7Y D77 D7 NIVYNND NNOWNTITN N7 1'DY 7¥ NN NINTELINNOYWN N1 niiNn
DAY NTNEDAP NINTEN |12) N0 7NNN {770 N2 772 JANNEL,NNT7IN T NTTIAT7 DNNIN NTIAVN 7Y
NTIN.VIAY TN NINTI AIWT X AN NTIAVN 7Y NNIMN2Y 17V .00 00IWT 1INTIN NJNYN1 DNy
NITVN 7. wn1 1N 122 122IN0N N2NYNA DN7ANN TWND [71TIY ANTN DIN'NN |7’ DTV DY T2y

TN NN, NIMN2AY [N NI9N | 71D |0 'MNSYNTITI MINN ,7in 0P

N DNAN:DITY "N 268 ,0'0NNwN 1007 ,MNN 7IN.DMTYN TN INTIR, TIN D710, 2011, 02NN, )N7INNYN 11 NAINN

420,0v 16
Aya Lurie, Micha Ullman: Semi Detached. In Scene of Events, exh.cat., Herzliya Museum of Contemporary Art, 17
December 22, 2018-April 27, 2019, pp. 99-94.

18



19

NIMINIVYI NIMIDAL 2 12NY 7w 070/ 1T DIN'T NNTOL,MNN N'YIY9172,V'9IN1 AW N2 1911 19N
NN M7 NITY TAVN 1200, NN2IN NDNYNA NJIWNYT DININ NINN DVIN'TY LIT N1T7021 .(2019)
NIN Google Earth NIYXNN] NW 111NW WO'N I'INY DNNNN TN .Google Earth 1721710 19NN 0j7N9
NITINN NIV NV TR 2N NI ATV NNTNIY TV NN NN9Y/N NNINN O ,NNA NNV VN
;1941 NIW1 7121 'TIN YXIAW DN219 ,"TimM9"n NNNTE TN DTN NN DNET DN DITINYT
NV ITI 12TV ,1951-1950 DA ,"TINN9" N 'WINN 1IWYI qI7Nn1 18,17 121N NN ANIND N
NINN 770 DNXY INY N2TNN 7Y 'M1ANNE72700 DN N DNYA§7 N2 D'NINNEDRYIVIIN 0710 DN
T1¥2 20,0027V NIV 019N DIM7 NINEDNINTIN IN DNN 77V NI |IT9'NA J77n3w 7N "2.NNITwn
[ NI YNV INXY ANDNXA V7 19270010 1TV V1 DIFNA 17V 10IN 7V 1NN 1N 7Y 110

.Google Earth 7¥ |"II70 'NITX NIYNNND ININTOT

N7I0 NN DA NNOWNN NITTIN 7V NNIND NOWIN NN Google Earth 7& NFNNNN NMITA 0ANN NI
IMN2 DNV .NNINIO 7V1 NINFN 7V NINT 71030 107NN 7NN NN NAT7 DN I DN 7Y NIy
[N 1901 7NNN, 77NN 1N DANT ININ WD NIN Google Earth 12117 DA7'9NY NIJINNA WNNRNT NNY TV

YA NTIN IV DNoNi

N7'ONON 121NN |9IND ,NTINY NNTNN NN Y'NON |9INA 7¥NN 17N NITX T 1702 TN TI2'VR  NINT DI
SNNITINDIN NN'ON NN NN L'2NY 7Y ITI2'VA NN 7Y 170 DRINN .(bas relief) NIOW 9700 7Y
NNN,(213,N13 NIAINN) #4 NNA 7TWNT )2 .INTVA1INTY NIXTTN 7Y D7NVN [RNITIOY ND 19W/N] I7ND
TV MNIY - N7 7V TIN 2N 70 7w V70T VXTIND N'DLL NIPTNIOYYE NIFITDAI0 MTO NITIAVN
S(E22 'y INY,14 NINN) #3 NN 7UNT NNNN DITIAYA DPENYYR VYR T 70 DIINNN DNN 002
Y7 INII )2 ;'N0ISION NIINN YT NIDWN 07NN, 07NN 1WA M7 NJINNT NN |12 12NY 901N
NV NINON'N 'Y, 7221 YN NIDTNN 107 12V DTN TV 7In0 ﬁ;l),{ 27 2170 ANNN TV N 2
N'WIYN NNNL DTN NDTNN AWIN 7Y 7127 D700 NT7INN )N N7V = 722 NIT1 N2N2 01 P2 Nl N
1IN, MIMTNRIVYI NIMIVAD LITNNTON NITIAYA - 73VNN 1101 12N7N2 7N'YT NTINN DY¥Y1 .N1'900N 1197
DNI90 D'WTIN N2 DWN D) M7V N9I0 WN  NITINN NNITON NNN 7TW NNITA DI7N NN DIT7191 DY
NN ,IT NTI2AVA .NIT72 NI 2,50070 NP NN DMIAN NIAN 7Y DNXIN YIND D21 N2AR1,2070 NN
yon NN N0DIWNN NRRN |N'T NON VN ,i7NNN 71 NND1Q ININT IWONY DITINDIN TN 1712 NN

NND TY INNOWN 111 IV NN

United States Holocaust Memorial Museum. 2019. The Farhud. Holocaust Encyclopedia. Online encyclopedia entry 18
Available online: https://encyclopedia.ushmm.org/content/en/article/the-farhud (accessed 15 October 2019)

Bashkin, Orit. 2012. New Babylonians: A History of Jews in Modern Iraq. Stanford: Stanford University Press 19

The Museum of the Jewish People. 2019. Iraq: The Jews of Babylon and Irag. Beit Hatfutsot Databases. Online 20
encyclopedia entry. Available online: https://dbs.bh.org.il/place/iraq (accessed 15 October 2019)



qD11,790N '121NY NIFINIVYI NIMIVIL NTO]
NN N 7Y IT NITXA 01 ,N1NAN NIRINNN 7Y
TN QXY ,NT INNY DI NIND 12D 07N
Y N NN DI DRINTDEINTN DN NTIN
JIPOONNIDIND NINTN WITY 2 D'NYIN DIV
11200Y 70 NN N INTNNTO 7V NTIAVn wna
7IN2 QNI ITTIODA 7IN |NTIW 7Y P17 NIND NN
N2, W71 722 i DNNN 7Y ViNi7n N'DIN NN
/110w "PTID0N N7 INXY DIynn NN 00N 7"
,070'719 D'NNA - IVON 0T '9IN'D 1NN NY
NI 7Y NNINIDN 2N DY NAN 1 MNTO TTINNN
1071910 ;7791170 DVI,ND'I TNN DTN D'TINN
NN NN NMT0N .NO'J 1NN JHEIVYN Ml
0'72N NINT2 ,NTINN NN 1IN N2'XN NN JNN9T
11NY ,NAIWNI MINELT NN N7NNT )NIY 7N
70117 T12'V NIVNNND 7INN 07207 NI niwn
7¥IN NT7IN TIVA (E23 'V 1IN ,215 ,N15 NIAINN)
27 NNITND NMINNN NNTN |2 N'ONIN2N NY70 NN
L7091 NIENIN TV 'Y VNN INYT T TITNN 71020
VN7 ,0"70'2 T DIYNNND ,7TINN DN 910 1000nY
171 DTNV 'Y 721 7TNT NV N L1012 NI

770 DPONDONN D'0;7'NON 1Y

2NN NIFTRIVY'L AMIVMI0 NT0] D7V N |IT
Google 'NITY 7w NIWITY NI 7V VTN NN DNT
NTNNN 1N 7Y 11 NTO .D'TAIVNEarth
#2 7121 (N16 N2INN ;2019) #1 12 .22AN 7T
D700 DNITY 7V 0'00IAN (216 NAINN ;2019)
JAND T 1171002 AN WN TINN INTIY 7Y DIT2IVN
102 JIW7 DU7INN NORA 119 NN 19N 11NY
NN 001 NN, DY7T D7 109 77ION0DI9
D'YIIN, 22N 7N IND DPINID D'NAN 7Y I NN
N2'0W ,NO9'TTION NNIN NWNINNY 1197 ;NITTN 11
#1712.07N 178 NIINY INTN NN 720,002 1N
NOWONN NN :#2 112 7 77NN NANN NN

NMIONO" MTON 1NN ,#4 "X 1Y 2N :N13 NaINN
N"0 100X60 70" T ND9 TN ,2019 ,"NIFINIDY

mTon NN L(019) #4 MX1 1Y a0 213 NanNn
Nn"0 100X60 ,N"70'2T N09TN ,2019 ,"NIFINIVYI NINILND"

20



21

#2712 ,')2200w 2N 2216 NAINN #1712 /2200w 2N :N16 NINN
2019 ,"NIINIOYI NINIDND" NTON NN 2019 ,"NIINIDYI NINIDND" NTON NN
n"0 100X100 ,N"70"2'T ND9TN Nn"0 100X100 ,N"70"2'T ND9TN

2NN )NTIN DAY "DITY"N NP'O70T NNITA ITND NXNPY Y 7ON 0PN NN {71277 D'NPNNDN L, DNINY DN
20’ 212NN NN JO9YTZIONTDDION INNN 7Y 13017 DIT¥N TND #1 1127 On'Nn 1110w ,(2011) nann
.DNINN NNI2N 220 DANAN DY 0NN 12N - DT 09N 7Y NIV NITAT 7D NNTNA

DNY NIYINNTI D'NINN NOWN 1197 MDA NI7IVN NIYINILYE NNV MTON NININ |NNY NITIAVA
,NOWN 19 7Y NINNINN NN D'WITNEDIN'N DY70TN DTI2VR .NTINT N7IWN AW N0 - DJIN] DNNIN
7N NOY 119 1D NN .qIN |10 TVI NN T, 7IN j2ANN LITN NN DITNTNNN NNIDDj70 0'0'72NI
N2 07N 7Y NN N7PON0N NN WNNWNT DN . 2IANNN 7Y NIV NIWIND ,I7W D172 TNN 72,0M1IVN
NDNYNI DININD DP70' TN D09 TNN 21."MiV2,NOWNN NN WTNN NI2DN" 12NW 7Y PNIRINN (Mieke Bal)
AN "NINJIN D7ON" NN 122 NN'XVNIELNYAT I NIPTOZ0 NIWINA NNNIVAN,NTY NNNIN NINDI2'7Y1 0N
11012 NPT NNA .)ATA1 77N DN TN ViR TN DPINT 71220 N2 178 NPONON NIJNN 0312010

STNVOOIN NPT NINT N1dN !N, 1N TV

Bal, Mieke. 2008. Double Movement. In 2Move: Video Art Migration. Edited by Mieke Bal and Miguel A. Herndndez 21
Navarro. Murcia, Spain: CENDEAC, pp. 15-80



N'M'o9iN NI'vly7’1 :01d'o

LOUNNIN DY NIV NNTIN NNAD 7w 3070 NI MNTNINYT9T VN 1NN 0TI 0NN 7 72
Va0 DINNI 22,300,00070 NP 11IMAN NN 1933 NIwA JPOITIN T79N1 10NY DTN 523,000 1N
NN DY INNTDININ YINT IVINY DNINND P2 10D NTIN NN T 1NN 20N NNeT797 160,000 N
,NNIIN NIV ,ANI9IN NINNY I PIND WIVINT NT20) NN D97 NN 0NANN 7Y DNIIT7 .DNNN

24 NINNININND

70070 X1 DT Y'Y NN, N TN DNTA 77021200 2N 7Y IPTI00N DI DIY, NIvNwn 1IN 0NN XA
,0'M' DNIND 27910 1171200 WITN DNON |N ,N'INNIN NAINY DIXY NN 712 .0917N NNIND 2NN NTVY
D'TTIANI 071N '12NY 7Y NYOFNI0IND INTTIIN NTIAY 7V MW INN .IFTI00N 770 1102 2N |7V
VYW NN NALLITIO0D D7 TV D'0INN '7'70 NNIY NNIWNA NNWVI N7V (17 NJiNN ;2018)
INN'9 NNINY ,NNOITNT NNTNNN 7007010 11X NMAITI1J0 |27 NF701TN NMAI712001 |ANN 7Y INDITY 2

NI 907 197,11IN1IN 0NINNN

NINYN NITN,0NI0IN 2XN , 2018 ,0'TTIAN1 0'2Y7IN )N |20 :17 NJINN

United States Holocaust Memorial Museum. 2019. German Jewish Refugees, 1933-1939. Holocaust Encyclopedia. 22
Online encyclopedia entry. Available online: https://encyclopedia.ushmm.org/content/en/article/german-jewish-
refugees-1933-1939

The Jewish Agency for Israel. 2014. Modern Zionist Aliyot to Israel. The Story of Zionism. Webpage, posted November 13. 23
Available online: http://archive.jewishagency.org/historical-aliyah/content/28841 (accessed 2 December 2019)

oy 24

22



23

NAY INTINTIAY 17.00470,)'00IN2 SXSW N'TNN NIINN 720091 NIIWNYT NANIN O*TTIANI 071N NTIAVN
Q77127 ON' 73 N72,0"72V 0IN 770 T NNIWN DDWN] WN DPINIDYT D'0IN 7Y 1201 TIDTN 7N N1
197 NNXIVA NT7IT0N YINN NN 19/ ON :DJNN 19700 NIVXYNNI NN DY IWHNT D712 DN7ANN JNNND
127NY 'Y 019 NN'WA .NTNN DN DINNNN [7NWN DN NP TIV 12071 D'WTN D'0IN 1INX'T 1701 D, )0NN
YIN2 NPRVN DNT 11NN NYINY DT T DPNNNN DYNND IN DTN 17 171002 7130 NINDID 1
NP NIN WY ,NIDN NNIN,TIIN 0NN 0TINN |I07 NNNL|I2NN NNTNA NTINAIN ANYD DN DNINAY
JINNIND UNTT7AITIN 7Y NTTIN, TN NN 700,700 NPRYN NYTYT INID DN NN DI NN, NTIVOT
N1 NTIAVN DY DY L)POT71H T TINM L, 7"INT NAVIN 12D DAY DNRY TN 17V9Y 700701 '7v9n 1N
N7 T NIN L 12NY NIN,DINVA 7100 .'NNAN N0'ONI N70IN NINND NYAIN D'7VoNn 7w 1T nan ane

.0 NTIDT NN 1AW 721730 NN 7IVNT |N'0I NIN DAF,NFINIRN 700700 NPYYN TY INNNN QY7

- TH'NN NI APINN L, NIMYYN N RN DI 71NN 7 0IN 027 TN DPN'09IND |IN0 ,'AVDT ,|ND
VYND NN TN - NYNYTN NTTIN NWTN RPRYN NI 907 1197 D'NNIN [N 07N DTN D/7n DNID1AY
T2 .2AN TN DNTA IFTI00N TNIY N1DINA N NNYTXN NP7217) N7 N1 1IN DY qI7N1Y YN 77
DITONI NITI2I D'NN1 DAY '12NWIHNTIN 07 TN NMINN 7w DYNNN IR 02NN DNNT1L,071D'0N 7D

JINJ1INFNIN NINNIN 27 Y NPT P2 010N DN, YNNG DINN



2020,0/IN ' 1200 1IN

O'N12 22N 10 ,DI7N7 NTNIN N2XN
N'MIDNTN N2 NIYXNN NYIIN D107 NTIAY
NINYN NITN ,T2IND 'XNY 20

019 :7NNYN

Ronen Sharabani, Plummets, 2020

Site-specific installation, 10 plummets

Kinetic work controlled by artificial
intelligence (Al), variable sizes
Left: detail
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Ronen Sharabani, Plummets, 2020

Site-specific installation, machine x-ray
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Ronen Sharabani, Card, 2014, video, 4 min



Ronen Sharabani, Cystern #1, 2019, digital print, 100X100 cm n"0 100X100 ,N'70'7 N09TN ,2019 ,#1 111 ,)2200W |IN
Left: detail 079 :INNUN

30



31



Ronen Sharabani, Cystern #2, 2019, digital print, 100X100 cm n"0 100X100 ,N'70'7 T ND9TN ,2019 ,#2 112, )00 2N
Left: detail 019 :7TNNYN
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2020 ,0777X 2200w |0
n"D 170X70 ,N'70'2'T NDOTN
019 :7NNUN

Ronen Sharabani, Shadows, 2020
Digital print, 70X170 cm
Left: detail
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Ronen Sharabani, Virtual Territories #1, 2017 2017 #1 niniTn nMIv1L 110w AN
Digital print, 140X230 cm N"D 230X140 ,N'70'2'T ND9TN
Left: detail 019 :7NNUN
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Ronen Sharabani, Reserved Place, 2017 2017 QY Dijzn ' )0Y 1N
Digital print, 100X100 cm n"D 100X100 70T NDO TN
Left: detail 019 :7TNNYN

38



39



Ronen Sharabani, Virtual Territories #2, 2019 2019 #2 ninitn NIMivAL " 1NY 1N
Digital print, 700X100 cm Nn"0 100X100 ,N"70"2'T ND9TN
Left: detail 019 :INNYN
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Ronen Sharabani, Mountain outline, plates 11, 12, 2019 2019,12,11 nINI7,Ann alnn 20w N
Digital print, 90X125 cm Nn"0 125X90 ,N'70' 1T ND9TN
Below: detail 019 :nLN7




Ronen Sharabani, Mountain outline, plate 1 1 N7, 200 nunn 220w N
Sand table in process, 2019, 90X125 cm n"0 125X90,2019,n T2V Y702 7IN |N7IY




'772,1NT1,2018 ,#2 D'0INTN ' )N 2N

Ronen Sharabani, Elements #2, 2018, video, 2 min

i
[] 25

(78NUN) 7T 3 ,INT1,2017 N RN L0000 )N

Ronen Sharabani, Slot A, 2017, video, 3 min (left)
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Ronen Sharabani, Tripled Land, 2020
3 video tracks on sand, 4 min

3 sand tables, 83X50X40 cm each
Left: detail

2020 n¥TIYN NN 20 1N
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Installation view



Micha Ullman, Table, 2016 No. 866
Black aquarelle, 140X200 cm
Artist's collection

Photograph: Avi Amsalem

Left: detail
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1991 ,1 |NTIW ‘TN |NTIN NN
Nn"0 65X50 11 7V 0'91
|NND QOIN

N DNAN :0I7Y

Micha Ullman, Table Shadow 1, 1991
Graphite on paper, 50X65

Artist's collection

Photograph: Avraham Hay

54



55

Micha Ullman, Table Shadow 2, 1991
Graphite on paper, 50X65

Artist's collection

Photograph: Avraham Hay
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Micha Ullman, White House, 2002

Sand print: screen printing, 70X100 cm
Printed copies: A.P. 1/1

Printed by: Yaakov Harel

Artist's collection

Photograph: Avraham Hay

2002 ]2 nra 7N N

"0 100X70 ,'wN DIOT :7IN 9T
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Micha Ullman, Black House, 2002 2002 11nW 0 ,|N7IN NN

Sand print - screen printing, 100X70 cm, edition: 35/35 35/35 :mMITnn .n"0 100X70 ,'wn DI9T :7IN 09T
Printed copies: A.P. 35/35 A.P. 35/35:0'09TIN D'fNIY
Printed by: Yaakov Harel NN 27V "V D9TIN
Collections of Yaakov Harel and Micha Ullman |NTIN NN, TNIN 27V QOIN
Photograph: Avraham Hay N DNAN :DI7Y



Micha Ullman, Glasses, 2004, sand print: screen printing
70X50 cm, edition: L/L, printed copies: L/L

Printed by: Stuttgart Academy, Daniel Zigloch

Daniel Mitch, Michelin Kobler

Artist's collection

Photograph: Avraham Hay

Left: detail
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Israel's textile industry under conditions of accelerated globalization. By now, the major part
of Israeli textile manufacture has "migrated" in pursuit of cheaper labor to Jordan or China,
leaving unemployment and social unrest in its wake. The massive loom, Sharabani says, is
both a monument to the Israeli textile industry's heroic past, and a signal of its implication
in the global migratory cycle. In this conjunction, | espy a radicant optimism. A thread of
determination and hope runs between the creativity and resilience with which a refugee from
Nazi Germany helped establish new industries in an old-new homeland during the 1930s, and
the younger native Israeli artist who, half a century later, is committed to artistic production

of international caliber.

My discussion has elaborated upon a note of optimism in Ullman's and Sharabani's ceuvresthat
defies the unsettling aspects of the radicant condition. This is especially manifest in the
divergent, yet kindred, ways in which they employ sand and earth, maintaining a delicate
equilibrium between groundlessness and presence. Balanced between the insecurities
of shifting ground, the transience of radicant enrootings, and the anxiety of displacement,
Uliman's and Sharabani's art relentlessly asserts and reasserts solid borders and grounds.
Under ever-challenging existential conditions, they weigh positive mass against negative void,

and shifting against solid ground.
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Conclusion: Radicant Optimists, or Optimist Radicants

A wave of German-Jewish immigration arrived in pre-State Israel in the 1930s, in the wake of
the Nazi's rise to power. Emigration from Germany encompassed over 300,000 of the 523,000
German Jewish population counted in 1933,2° over 160,000 of whom immigrated to Israel.?!
Forced, by intensifying antisemitic harassment, to leave the country that they had considered
their homeland for centuries, German-Jewish émigrés clung to a culture that they saw as
their own. In this way, their German habitus was transmitted beyond the first generation of
immigrants.?> Micha Ullman's parents belonged to the German-Jewish strand of the evolving
Israeli society, which has been credited with significant contributions to the onset of Israel's
industrialization, in addition to their foundational role in the fields of medicine, academia,
art, and culture.® In a meaningful coincidence, Sharabani currently occupies a studio space
in Tel Aviv owned by a German-Jewish entrepreneur and former textile manufacturer, who
arrived in Israel in the 1930s as part of the aforementioned generation of immigrants.
A massive German weaving loom, which might have been cutting-edge technology at the
time, still occupies a central space in the studio. It inspired Sharabani's interactive installation
Conductors and Resistors (2018; figure 17, see p. 22). The installation draws on the rows of
spools still extant in the studio, forging a direct connection between the artist's prowess
in digital media and the textile manufacturing technology that ensured a German-Jewish

immigrant's livelihood back in the 1930s.

First presented at the 2018 SXSW media art festival in Austin, Texas, Conductors and
Resistors features a video of an actor tangled in virtual yarns issuing from serried rows of
disproportionately large spools. Visitors could interact with the installation via their phones:
By pointing their phones toward the screen they could create new threads and further
entangle the writhing actor. As the artist remarked in private conversation, the presence
of the loom in his studio recalls the relentless efforts of German-Jewish immigrants to
industrialize Israel, which was then a relatively neglected Middle Eastern district under the

British Mandate. At the same time, the now-disabled machine calls attention to the decline of

20 United States Holocaust Memorial Museum. 2019. German Jewish Refugees, 1933-1939. Holocaust Encyclopedia.
Online encyclopedia entry. Available online: https://encyclopedia.ushmm.org/content/en/article/german-jewish-
refugees-1933-1939 (accessed 7 October 2019).

21 The Jewish Agency for Israel. 2014. Modern Zionist Aliyot to Israel. The Story of Zionism. Webpage, posted November
13. Available online: http://archive.jewishagency.org/historical-aliyah/content/28841 (accessed 2 December 2019).

22 Hansen-Glucklich, J. 2017. "Father, Goethe, Kant, and Rilke: The Ideal of Bildung, the Fifth Aliyah, and German-Jewish
Integration Into the Yishuv." Shofar, 35(2): 21-53.
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| propose that through his digital
manipulation of the photographed sand
table (figures 15a, 15b), Sharabani confers a
concrete solidity on the sand relief. Where
Ullman's sculptures establish a chromatic
kinship between red hamra and rusty iron,
Sharabani transforms sand into concrete. A
deeply ingrained yearning for firm ground

drives both aesthetic projects. Figure 15a, 15b: Ronen Sharabani, Mountain Outline,

plate #1 (a) sand table in process, 90X125 cm,
(b) digital mold

A full discussion of the Virtual Territories
series requires attending to a third group
of manipulated images culled from Google Earth, centering on Tel Aviv, the artist's city of
residence. Cistern #1(2019; figure 16a, see p. 21) and Cistern #2 (2019; figure 16b, see p. 21) are
both based on Sharabani's digitally photographed and manipulated sand table, superimposed
with Google Earth views of major road junctions in Israel's busy urban centers in and around Tel
Aviv. Sharabani has transformed the surface of the sand table into a post-apocalyptic concrete
wasteland, scarred by thin lines marking roads that, before the unexplained apocalypse, were
once presumably bustling with life. Cistern #1 being the negative image of Cistern #2, it features
the blank expanse in deep black, as looming cavities that threaten to suck in all life. Sharabani
regards Cistern #1 as an X-ray, probing into Cistern#2 to reveal traces of former life in the form

of minuscule residential buildings clustered around the black holes.

The works that comprise Virtual Territories, particularly Cistern #1 and Cistern #2, render surface
textures affectively communicative. These surfaces are digitally manipulated so as to suggest
a variety of resonant materialities and textures, from sandstone, through bronze, to rough
concrete. In their different ways, these tense surfaces seem to appeal directly to visitors'
skins. In Mieke Bal's terminology of migratory aesthetics, Sharabani's images participate in
"a new sensate production of surface as skin.""® It is crucial to recognize the strong haptic
appeal and suggestively material presence of the prints and installations discussed here, and
the degree to which they arouse somatosensory responses. These aesthetic traits work to
counter the core experience of groundlessness and spatiotemporal disorientation. Freely

inflecting Bourriaud's concept, | propose to regard this practice as one of "radicant optimism."

19 Bal, Mieke. 2008. "Double Movement". In 2Move: Video Art Migration. Edited by Mieke Bal and Miguel A. Hernandez
Navarro. Murcia, Spain: CENDEAC, 22.
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Figure 14: Ronen Sharabani, Basrah #3 (detail), from the series Virtual Territories, 2019, digital print, 60X100 cm

Territories revisits the home of one diasporic Jewish community, which took up the challenge
of relocating to Israel, its historical country of origin, in the space of a few months in 1951.
The virtually rendered relief folds the migratory journey undertaken by the artist's family
into the region's ancient history. In these works, Basrah remains an excavation site viewed

from a safe distance, not a nostalgically remembered home.

Looking beyond the images of Basrah, the Virtual Territories series addresses Google Earth's
representation of Jerusalem's Temple Mount. The quintessence of Jewish identity, this site has
been violently contested among the three monotheistic religions throughout history. In this
work, Sharabani has traced the contours of the satellite image of the Temple Mount onto an
actual sand table, opting, in his words, to "bring the place itself into the studio." Addressing
this politically charged geographical site, Sharabani's Temple Mount series maps the historical
trauma of the Jewish exile from Jerusalem onto contemporary circumstances, namely political

clashes between Israel and Islamic fundamentalists.



Ullman's sand maps of memory scapes return with a twist in Sharabani's project, Virtual
Territories (2019), which experiments with digitally manipulating satellite views derived
from Google Earth. One geographical site chosen for experimentation is the Iraqi city of
Basrah, formerly home to the artist's family. Sharabani's family, along with most of Iraqg's
Jewish population, fled Iraq in the wake of anti-Jewish persecution, which peaked in the
Farhud pogrom of June 1941.'¢ After a decade's tribulation, practically the entire Jewish
population left Iraq in 1951, shocked by the sudden collapse of their participation in the
country's economic and cultural life.”” Forced, by a specially legislated decree, to forfeit their
citizenship and private property upon leaving, Jews have been unable to return since, even
to visit.'® While Sharabani's grandfather had long relinquished any desire to reestablish
contact with Basrah, the artist found an outlet for his interest in the remote satellite views

of Google Earth.

The manipulated satellite images of Basrah presented in Virtual Territories neither disclose
the artist's family history nor reveal any trace of the millennia of Jewish life in the region.
These satellite-mediated views neutralize the memory of violence and trauma, affording what
the artist regards as analytical distance - at the cost of masking traumatic memories, both
personal and collective. In choosing to resort to Google Earth's global views, Sharabani sends

us into orbit, in an inverse spatial movement to Ullman's digging in the earth.

And yet, Sharabani experiments with the possibility of transforming the lost ground into a
solid object, in a manner reminiscent of the ancient art of bas-relief. Presented as if in low
relief, the views of Basrah from outer space bring to mind archaeological excavation sites - as
ifthey unearththe ancientfoundations of vanished civilizations. One work from among Virtual
Territories named Basrah #4 (figure 13a, 13b, see p. 20), for example, is a digital simulation of
a tabletop relief carved in sandstone, featuring a satellite view of Basrah. In other iterations,
such as Basrah #3 (figure 14), Sharabani has added a bronze tint to the satellite image. This
brings to mind Mesopotamian art, thereby forging a connection between twenty-first-century
Irag and the region's remote past under the Assyrian and Babylonian empires. In turn, this
nod to the region's history invokes the primal Jewish trauma of displacement and exile,

under Babylon in the seventh century BCE. Returning full circle to Modern Iraq, Virtual

16 United States Holocaust Memorial Museum. 2019. The Farhud. Holocaust Encyclopedia. Online encyclopedia entry.
Available online: https://encyclopedia.ushmm.org/content/en/article/the-farhud (accessed 15 October 2019).

17 Bashkin, Orit. 2012. New Babylonians: A History of Jews in Modern Iraq. Stanford: Stanford University Press.

18 The Museum of the Jewish People. 2019. Iraq: The Jews of Babylon and Irag. Beit Hatfutsot Databases. Online
encyclopedia entry. Available online: https://dbs.bh.org.il/place/iraq (accessed 15 October 2019).

E21



E20

There is no escaping the connotation of mass burial in Grund, which recalls the mass killings
of Jews in the forests of Nazi-occupied Europe. Beyond the memory of trauma, though, the
installation centrally evokes a loss of purchase on the ground. Over and above its unmissable
reference to the Shoah, and the title's ambiguous reference to reason and reasoning, the
installation's uprooted and floating ground resonates with profound existential incertitude.
Ullman's work in Kassel, which is close to the town from which his family were traumatically

displaced, evinces a persistent migratory apprehension.

Some of Ullman's later installations spatialize existential transience on a scale suited to
gallery exhibition. In Sanday, performed in 1997, the artist moved the contents of his home
into an art gallery in Tel Aviv. The Hebrew title, Yom Hol, is a play on the double meaning of
"weekday" and "sand day." Spraying thinly-sieved red soil over the objects before removing
them carefully, he created an ephemeral sand map of his family home. A similar gesture
can be found in the site-specific installation Wedding (figure 11, see p. 18), which featured
centrally in the artist's exhibition Sands of Time (2011) at the Israel Museum. A performative
"wedding," the installation entailed the exhibition curators and volunteers acting out a Jewish
matrimonial ceremony. The artist sprayed a thin shower of hamra soil over the entire scene,
participants included. Ullman defined his own part as that of a "photographer," recording in

sand the imprint of a cryptic event that seemed to have been disrupted, perhaps violently.

Finally, in the installation Semi-Detached (2018; figure 12) Ullman returned to the trope of
the home, tracing the floor plans of his family residence and the adjacent neighbors' semi-
detached home in thin berms of red hamra. Re-scaling the house to fit the gallery space,
the artist included contours of home
amenities, such as showers, wash basins,
and bathrooms, among which visitors
were invited to meander. The extreme
fragility of the installation required weekly
maintenance, which the artist undertook
himselfwiththe help of assistants, restoring

ledges damaged by visitors walking inside

Figure 12: Micha Ullman, Semidetached, 2018
Herzliya Museum of Contemporary Art

Red sand, 6X1470X2000 cm. Photo: Avraham Hay
investing the very notion of presence with Earth installation, presented at Scene of Events

the haunting shadow of impermanence. exhibition, Herzliya Museum of Contemporary Art, 2018

the transitory home. Sanday, Wedding, and

Semi-Detached are fragile memory maps,



This land-exchange project has a biographical
dimension as well, relating closely to both
the artist's family's migratory history and his
entire generation's commitment to putting
down new roots in the land. According to
Ullman's older brother, their father had
entrusted the ten-year-old Micha with the
task of digging seven cubic pits in the field
adjacent to the family home, which the
father would then fill with fertile hamra
earth brought from another region of Figure 10: Ground (Grund), 1987, (Permanent)
Israel.’”> Ullman's engagement with earth  Skulptrenmuseum glaskasten, Marl, Germany

as an aesthetic medium appears to have  Iron earth, grass
15X15 m. Depth: 3 m., height from the ground: 1.06 m.

been nourished by this early memory of
Photographer: Micha Ullman

exchanging earth to ensure fertility.

In yet another earth project, Ullman shipped red hamra from his home in Israel to the Church
of St. Matthew on Berlin's Potsdamer Platz, where he installed Steps (2012). The installation
consists of seven iron stairs functioning as containers for the earth, which descend into a
shaft filled with still more red hamra. The work is @ memorial to the murdered resistance
fighter Dietrich Bonhoeffer, who was ordained as a priest in St. Matthew's in 1931. The pit's
depth matches the artist's height, conforming to his practice of working to the scale of his
own body. These human dimensions invest the installation with the solemnity of a burial
chamber. Like the iron and earth sculptures Day and Midnight, it enfolds positive and negative,
home and tomb, ground and underground. Steps brings to mind the American artist Walter de
Maria's Earth Room, which itself originated in Munich, Germany, in 1968 (installed in New York
in 1977). But in fact, Ullman's conflicted and traumatic emplacement, which involves fragile
transportable ground, stands in stark contrast to the mass of black earth which fills De Maria's

room with the sensuality of primal nature.

In 1987, Ullman conceived and executed Grund (figure 10), which literally means "reason"
in German but also resonates with the English term ground. Lifting a chunk of earth off the

ground, he positioned it such that it extended above a pit surrounded by a grove of trees.

15 Ibid., 365.
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to sink one's fingers in them or scoop up a
handful of sand. In fact, visitors to Sharabani's
exhibits have been caught attempting to
capture the virtual objects, complete with a
handful of sand (figure 9). This would suggest
that the interfacing of sand and digital media
fosters somatosensory arousal, and at the
same time, cognitive dissonance. Ullman's
installations, too, incite viewers to tactile
engagement with massive bodies of rust and
sand, and with the haptically suggestive sand Figure 9: Visitor scooping up sand from Sharabani's
tables. In addition, | propose that Ullman's installation

carefully balanced mounds of earth induce a

similar bodily tension as that displayed by Sharabani's dancers in Sand Table.

But while these works address the unreliability of ground, and signal displacement and
disembodiment in myriad ways, still, a specifically phenomenological inquiry is prone
to disclose a compelling presence effect."" On Gumbrecht's account, this means that the
installations under scrutiny tap into "a layer in our existence that simply wants the things
of the world close to our skin."'? They thus reaffirm - if only fleetingly - our presence or

emplacement in a material body.

Fragile Traces: Ephemeral Architectures and Views from Google Earth

Ullman's career as a sculptor debuted in the 1970s, with American Earth Art as a context for
his early projects.’® In one site-specific work, performed in 1972 as part of the collective Metzer-
Meisser art project, Ullman exchanged earth between two identical pits dug on the grounds of
Kibbutz Metzer and Meisser, its neighboring Arab village.'* The exchanged earth was layered
with connotations of historical yearning and the actuality of violent conflict. The work invoked
the Hebrew term adama (earth), which, in enfolding adam (man) and dam (blood), evokes both

the painful conflict over the land and the possibility that the contested territory might be shared.

11 Gumbrecht, Hans Ulrich. 2004. Production of Presence, What Meaning Cannot Convey. Stanford: Stanford University Press.
12 Ibid., 106.

13 Zalmona, Sands of Time, 2011, 361-371.

14 lbid., 371.



A work from Ullman's Containers (1988) series named Midnight (figure 6, see p. 15) consists of a
large iron container which has been cast in the generic form of a house and holds a pyramid of
red sand. Like Chair, this sculpture relies on Ullman's technique of keeping sand in dangerous
equilibria while creating a deceptive impression of firmness. Taking up Freud's concept of
the uncanny in its original German formulation, we might say that if Midnight is a home, it is
profoundly unheimlich. It is a home haunted by its own fragility. Day (figure 7), another work in
the Containers series, is the obverse of Midnight. It sets forth the same generic house, but in a
negative form. Here, the home is a hollowed-out mass, which - collapsing in on itself - could

become a massive tomb.

The motif of the hollow house, a negative form carved in earth, recurs throughout Ullman's work.
It returns in Sand Table, presented at the 2019 Jerusalem Biennale (figure 8, see p. 16). Having
been punctured through with a house-shaped aperture, the base of the iron table frame lets
sand drift out, leaving a sloped crater in the shape of Ullman's generic form, the ghostly home.
As in Day and Midnight, the larger earth sculptures, the work relies on a delicate equilibrium

ensured by slanting the sand at a liminal angle, thus destabilizing the home's foundations.

Ullman's experimentation with perforated sand tables commenced in the wake of a visit to the
Auschwitz death camp."® His iron tables, with their perforated bottoms, betray the promise of
support and containment; of firm ground. As in the case of Sharabani's Sand Table (figures 3,
4), in Ullman's works the ground preserves only the faintest traces of those presences to have
left their imprint upon it. In making an aesthetic leap from earth sculptures to new media,
Sharabani broaches a similar concern with instability and transience, in the domain of virtual

reality.

And yet, the grainy materiality of sand
endows these works with a distinctly sensual
appeal. Significantly in this respect, visitors
to Sharabani's installations are hard put
to distinguish between the virtual objects
projected onto the sand and the concrete
materiality of the medium itself. The surfaces

and mounds of sand in both Ullman's and Figure 7: Day, 1988, From the series "Containers",
Iron and red sand (hamra), 178X240X320 cm. Israel

museum, Jerusalem: Beverly and Raymond Sackler,

Sharabani's work induce a strong desire

I — New York, B88.0235; Photograph: Israel museum,
10 Zalmona, Sands of Time, 2011. Jerusalem / Avraham Hay
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Figure 4: Ronen Sharabani, Sandbox, 2014 (detail), 170X115 cm, Projection on sand-table.

objects, despite appearing solid, in fact, barely hold together. In part, the works' appearance
of solidity owes to the chromatic resemblance between rusty iron and red soil. As Ullman has
explained in a video interview on the occasion of his 2011 exhibition at the Israel Museum,
iron and sand conflict and converge at the same time. The similar colors of sand and iron
camouflage their diametrically opposed physicality. Whereas iron is solid and fixed, sand
is fluid and dispersive. It is held within the boundaries of the iron container in a strained
and tense balance.® Although it appears solid, the carefully formed body of earth within the
container is extremely vulnerable, and displaced by the slightest touch. Needless to say, this
chair cannot afford stable seating. Like Sharabani's Sand Table, Ullman's chair undercuts the
function universally attributed to chairs, which are usually taken to provide grounding and

firm support. In the same move, these works transform sand, uncannily, into quicksand.

9  Thelsrael Museum. 2011. The Work of Micha Ullman: Containers. Video, 0:00-1:53, posted by museumisrael, September 7.
Available online: https://www.youtube.com/watch?v=T1V0JJrXznU&feature=player_embedded#at=en&fs=1 (accessed 6
October 2019).



The works of Ullman and Sharabani interface with each other along two major axes. | refer
to them in terms of "treacherous sands" and "fragile traces." The first category encompasses
installations involving sand tables and other containers of soil. The second covers works
that mainly feature architectural ground plans modeled in sand. Together, these categories
speak to the notion of terra infirma, or unstable earth/land. Yet, alongside this recognition
of impermanence, Ullman and Sharabani's works entail a relentlessly optimistic attempt at

solidifying and stabilizing eternally shifting grounds.

Treacherous Sands

In Israeli culture, sand is associated with the Mediterranean coast. Established in 1909 on
the sandy coast of the Mediterranean, the city of Tel Aviv, situated on historically coveted
territory that is fraught with contemporary tensions, has come to epitomize the resurrection
of the Jewish diaspora in a modern nation-state. At the same time, sand is the quintessential
terra infirma. Like water, it defies borders and calls notions of solid ground and territorial
fixity into question. As such, it taps into the tensions and anxieties undergirding Israeli

history and culture.

Sand tables, which consist of iron or steel boxes filled with sand or heavier red earth (hamra),
form the primary point of intersection between Ullman's and Sharabani's bodies of work.
Sharabani's installation Sand Table (2014; figure 3, see p. 14) features minuscule virtual chairs
projected onto non-virtual sand. In perfectly simulated movement, a pile of virtual chairs
accumulates before collapsing onto the sandy surface. The objects gradually submerge, as
if in quicksand, only to reemerge seconds later in an eerie resurrection. All the while, on the
extremes of the projection frame, two human figures position themselves uneasily on a row
of chairs. Rather than conventionally sitting on one chair, they seem to be trying to place

themselves impossibly across several chairs (figure 4).

In struggling to remain above ground, Sharabani's digitally simulated chairs echo Uliman's
installation, Under, from his 2011 exhibition at the Israel Museum. The installation featured
sand sculptures of household items such as tables and chairs, which appeared submerged
beneath the gallery floor. Ullman's toppled chair, from the installation Under (figure 5,
see p. 14), consists of two rusty iron containers filled to the brim with red earth. With the
surface of the mound inclined exactly 35 degrees, a liminal angle preventing the thinly sifted

dry earth from spilling over the sides, the work maintains a very fragile equilibrium. Ullman's
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a disorienting spatial ambiguity that recalls the architectural conundrums of M.C. Escher
(1898-1972). Note that Ullman is positioned simultaneously atop and beneath a floating layer of
earth, while obviously, the gallery floor can only be seen from above. Sharabani intensified this
effect of disorientation through a series of spatiotemporal and acoustic disruptions. The video
opens with a view of an empty gallery space, save for three mounds of soil piled on the floor.
The sound of grinding, issuing from an
invisible source, precedes Ullman's entry by
ten long seconds. An additional nineteen
seconds elapse before the action that
actually explains the grinding sound begins.
Over its entire duration, Card is unsettlingly
dissonant. The paradoxical spatiality of the
video culminates in Ullman entering the space
upside down, as it were (figure 2), a whole
second before his upright mirror-self walks in.
What is more, Ullman's movements are notin
sync with those of his flipped doppelganger.
Indeed, the video ends with Ullman leaving
the space, while his "underground" double
lingers behind. Miguel Hernandez-Navarro
has suggested that migratory experience
unfolds within a "temporal space which is
not Euclidian, but rather mobian." In light
of Navarro's concept of migratory space-
time, Sharabani's uncannily flipped cell might
qualify as a spatiotemporal Mébius strip. It
is a disorienting space-time conundrum that
taps into the uncertain status of ground in

Israeli art.

8 Hernandez-Navarro, Miguel. 2011. Out of Synch:
Visualizing Migratory Times through Video Art.
In Art and Visibility in Migratory Culture: Conflict,
Resistance, and Agency. Edited by Miguel Harndndez-
Navarro and Mieke Bal. Amsterdam: Rodopi, 195. Figure 2: Ronen Sharabani, Card, 2014, Video, 4 min



Traveling back and forth between Tel Aviv and global art centers of the East and West Coasts
of the US, Sharabani may be regarded as caught in what Anne Ring Petersen describes as
circular migration: "the migratory pattern of artists, who have chosen to be based in their home
country but must live as globetrotters and engage with many different cultures and places in
order to pursue international careers."4 Notably, Sharabani's international career as a media
artist involves close trans-Atlantic collaborations with his two brothers, one of whom works
in media in New York, the other in the cyber-tech world of Palo Alto, California. Together, this
triad brings to mind Nicolas Bourriaud's discussion of contemporary aesthetics through the
botanical metaphor of radicant. In The Radicant,” Bourriaud conceptualizes the subjects of our
times through the botanical differentiation between radical and radicant patterns of rooting.
"Radicant" designates, for Bourriaud, "an organism that grows its roots and adds new ones as
it advances," whereas the radical plant depends on a central root, deep-seated in nourishing
soil.® Radicantity, as inflected by Bourriaud, thus implies "a multitude of simultaneous or

successive enrootings."’

Conceiving of Israeli art as essentially and foundationally radicant helps reveal a key dimension
of Ullman's perforated sand tables, earth sculptures, and pits dug in the ground, all of which
tap into the precariousness of being rooted in ground and place. The present exhibition
brings into conjunction Ullman's and Sharabani's earth-aesthetics in this critical frame. In
Sharabani's case, virtual simulations projected onto sand tables are at stake, as well as the
hitherto unexhibited series, Virtual Territories, which experiment with Google Earth images.
The intergenerational encounter, taking place through the unstable medium of sand, brings

into focus the poetics and problematics of ground, place, and memory in Israeli art.

Card (2014): Micha Ullman, seen through Sharabani's Lens

Card (2014; figure 1, see p. 12) is a single-channel video by Sharabani, depicting Ullman in
the process of preparing an earth installation at the Umm el-Fahm art gallery. Ullman seems
absorbed in a strange ritual dance, which he performs to the grating sound of earth-crumbs

crunching under his feet. The video image has been duplicated and then flipped, producing

4 Petersen, Anne Ring. 2017. Migration into Art: Transcultural Identities and Art-making in a Globalised World.
Manchester: Manchester University Press. Kindle location 2423 of 6382.

5  Bourriaud, Nicolas. 2010. The Radicant. New York: Lukas & Sternberg.

Ibid., 22.

7 lbid.

[}
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Shifting Sands: Ronen Sharabani and Micha Ullman -
an Intergenerational Encounter | Hava Aldouby

Sand is matter that cannot be contained within fixed boundaries. It drifts across and beyond
borders, and thwarts the promise of firm ground. This exhibition highlights the resonance of
Ullman's precariously-balanced earth sculptures and perforated sand tables in Sharabani's
projections on sand, and in his digitally manipulated views from Google Earth, which hone in
on geographical sites that reverberate with histories of displacement and re-emplacement.
The resonances between these two bodies of work, which together span over five decades,
highlight an intergenerational encounter taking place on shifting sands, as it were. Through
the trope of precariously balanced bodies of earth (in Sharabani's case, suggestively hardened
through digital manipulation) installations by Ullman and Sharabani endow the cross-

generational migratory history of Israeli society with a compelling spatial presence.

Micha Ullman was born in Tel Aviv in 1939 to parents who had fled Nazi Germany in the early
1930s. Based in Israel, Ullman has built a successful international career since the 1970s,
exhibiting and teaching worldwide.” Sharabani was also born in Tel Aviv, about a generation
later. By then, Tel Aviv had become a major city and the capital of Israel's business and
culture. Sharabani's grandparents immigrated from Iraq in 1951,2 along with the majority
of Irag's Jewish population: close to 130,000 out of 135,000 Iraqi Jews left their homes in the
space of six months. Fleeing anti-Zionist (which soon tipped into antisemitic) harassment,
they were compelled to give up their citizenship and abandon their property by a specially

legislated law.3

In 1999, Sharabani, like many young Israeli artists, left Israel to study in New York, where his
career as avisual artist began. In 2007 he returned to Tel Aviv, where he bases his international
artistic career. In a curious coincidence, Sharabani's rented studio space once belonged to
a German-Jewish immigrant of the same generation and social stratum as Micha Ullman's

parents. In concluding this essay | revisit this space, which is rich with historical resonances.

1 Zalmona, Yigal. 2011. Sands of Time: The Work of Micha Ullman (Hebrew). Jerusalem: The Israel Museum.

2 Sharabani's biographical information, and his references to his work quoted in this paper, are based on the author's
personal communications with the artist (Tel Aviv, 2019).

3 Bashkin, Orit. 2012. New Babylonians: A History of Jews in Modern Iraq. Stanford: Stanford University Press.



violent cutting involved in penetrating the earth and the primeval, soft and sensual heap of
material dug out of it.' The heap and the hole that Ullman sometimes visualizes as a womb
[...] and pulling out the earth from its place, create a 'tension of disconnection," and a longing

of the material to return to its place."®

Sharabani's projections on sand tables parallel Ullman's "pits." Sharabani awards the
virtual shapes an existence of their own. Instead of using real matter, he uses "non-matter."
Projection is not material. Much like air, it does not occupy space, and has no mass or material
presence.The non-material is a state. Be it physical, metaphysical, spatial or geographic, itis a

metaphor for an existential, social, political, historical, and cultural situation.

Place/Non-Place

In one of his interviews, Ullman said, "If we take the word 'place,' we will discover that
in Hebrew it is actually infinite. It encompasses the most concrete matter and the most

abstract spirit."

Sharabani, too, explores the broadest and deepest meanings of the concept of "place." His
exploration includes the material and the spiritual, and refers to the most basic and deeply
emotional concept of home. His works bring to the surface a series of tangible and geographic
connections that are allegorically tied to a deep, primeval, existential kernel of association

between blood, man, and earth.

6  Drorit Gur Arieh, curator of the Petah Tikva Art Museum, in an article written for the exhibition cluster Bibliology:
The Book as Body, November 2015 - March 2016.
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In an article written for the Connected Vessels exhibition at the Givon Art Gallery,* curator Yigal
Zalmona wrote: "As always, a dialog is an inseparable part of Ullman's work and thought. One
distinctive feature of his oeuvre is the connection he creates between the separate systems of
time and space. Each work is anchored in the extremely extended time of astronomical and
physical natural phenomena, while also engaging with the middle-time of ethics and human

values, and with the shortest, immediate time of historical events and politics."

In Sharabani's work, tension always exists between what the viewer sees (in the projections
on sand tables, and in the prints hanging on the enormous concrete wall of the gallery), which
are beautiful and astonishing, and the significance of those images. By exploring physical
and natural phenomena within the context of global human values, he raises the concept
of a world falling apart or buried in sand, unpredictable and ever-changing. It is a world that

constantly challenges the familiar, the existent, the predictable, and the controllable.

Ullman has an unusual way of dealing with concepts that are of concern to humanity. He
engages with life, place, and the great apprehension that we, the residents of that place, feel
about our safety. He relates to collective and personal aspects, and metaphorically - to the

complex and exceptional Israeli reality.

Sharabani's works are imbued with anxiety about reality. When the structures projected onto
the sand tables rise and fall, shake, compress, and crowd, their physical state changes. Reality
disappears into the sand, and suddenly grows out of it. This shakes the foundations and
undermines the perception of the solid, the familiar, the safe, and the existent. The viewers
have no control over what appears before their eyes. They are taken by surprise, over and

over again, and the unexpected keeps amazing them. Nothing is certain.

"A hole in the ground comprises two elements: The air, which is the spirit, and the

earth, which is the material">

Micha Ullman has dug many holes over decades of artistic work. His fingers have felt many
types of sand, out of which he has created his sculptures. Drorit Gur Arieh quotes Ullman:

"A hole filled with vacuum"? Perhaps a cracked male-female unity, [standing] between the

4 November 2016
5 Maya Stern, interview with Micha Ullman, "Micha Ullman: digs holes, arranges weddings" 19.6.2013.



In Plummets (2020), the swing of the plummets is accompanied by Ullman's voice uttering
a sentence. Its overlapping repetitions pile up until they become unintelligible. Then the
sounds gradually synchronize, and the words begin to ring out clearly: "Let the sensations
speak. Let the sensations speak." The worlds of emotion and logic are bound together.
The sound moves up and down, becomes murky and clears up, spins and straightens.
Its movements correspond to the spatial motion of the pendulums; a strong, dominant,
noticeable movement. This is a journey between conversation and its echoes; and its careful

refinement.

A meeting between plummet and pendulum

The essence of a plummet, a tool that verifies the upright position of a wall, lies in its tendency
to reach a static state. To be fully effective, it must be motionless. In contrast, the essence of a
pendulum is mobility and movement. The plummet and the pendulum contrast each other. In
fact, on the way to finding the ultimate solution, the plummet demonstrates the full range of
possible errors and all the answers. The answer is not absolute; rather, it serves as a thinking
tool. The swinging plummet moves in and out of synchronization with the line of plummets.

Itis a metaphor for discourse.

Posing questions and providing answers

"All my life | have worked [...] on the relations between opposites and on posing questions."?
Ullman's works are characterized by ambiguous statements and open questions that call for
interpretation: "My job is to raise questions that are as good as possible."3 His work aspires
for reduction; for refining an idea down to its core. He reduces universal forms - a chair,
a house, a hole in the ground, a glass - to their abstract, elementary, essential kernels.
Each viewer is invited to sense and interpret them from his or her personal perspective, in line
with dynamic reality, with the powers of nature, with the flow of life. The meaning of place and
home, of absence and emptiness, of earth and place is sublime and metaphysical. At the same

time, it is also worldly and sensual, expressing a universal human symbolism.

2 "Micha's vision", Micha Ullman interviewed by Eli Armon, Haaretz, 11.9.2009. (Hebrew)
3 Ibid.
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challenge. At that point, they embarked on developing artificial intelligence, and eventually
installed it on each individual plummet to enable it to make fast decisions independently, and
to communicate with its neighboring plummets. Each plummet was operated at night, and
began a self-learning process. Like a child who learns to communicate with its environment,

the plummets discovered the best way to synchronize with their neighbors and to affect them.

Like Sharabani's other works, this work invites ethical, political, and social interpretation.

The meeting with Micha Ullman

Sharabani was familiar with the work of Ullman - a famous and influential Israeli artist.
In 2014, they were both invited to participate in the exhibition The Generous Tree at the Umm al-
Fahm art gallery.” Ullman assembled his work Glass (2014) for the specific space and location
of the gallery, where it is currently on permanent display. Ullman went to the gallery to inspect
the space, to look for earth in the area, and to gather it and put it through processes of
granulation and sifting. Sharabani accompanied Ullman and the gallery team in their searches
for an idea for the work and for suitable earth. He held long conversations with Ullman, and

learned about his work methods and ways of thinking.

Sharabani noticed Ullman's attentive approach that avoided determining in advance what he
was looking for: "Keeping the pipes open all the time" he said, pointing at his head. "l search

without knowing exactly what | will find. | listen, observe, keep open to the world around me."

In the wake of those meetings, while the exhibition was being set up, Sharabani created his
video art work Card (2014), which refers to Ullman's unique use of earth. Card was projected
on a door at the Umm al-Fahm gallery, next to Ullman's Glass (2014). Card is also part

of Place/Non-Place: Ronen Sharabani meets Micha Ullman at the Open University Art Gallery.

Sharabani's work process for the exhibition at the gallery parallels Ullman's process in Umm
al-Fahm. It is a process in which the work evolves slowly through listening and openness.
Sharabani returned to the recordings and photos taken in Umm al-Fahm. Although he did
not remember the exact words, he did remember the essence of the conversation that was

etched in his heart and has accompanied him since.

1 Curated by Daniel Cahana.



Listen, watch, open up to the world
Carmit Blumensohn

A meeting between plummet and pendulum

Plummets (2020) is a kinetic sound installation comprising twenty soundtracks and ten

plummets hanging the length of the colonnade.

Throughout history, the plummet (also called plumb bob) has been used as a reference line in
construction. A plummet is essentially stationary; moreover, it is only possible to suspend one
plummet from each point. The plummet, therefore, creates a single perspective, and hence,
an inflexible and static perception of reality. In the present installation, the plummets keep
moving, thus challenging the concept of one state/one truth, and offering a variety of possible
positions. Whenever the work seems to be in chaos, the relations between the plummets

change until they become perfectly synchronized.

In creating the work, the artist was in a dialogue with the unique architecture of the Open
University Gallery. The encounter with the gallery's colonnade had a strong architectural
influence on him. The clear repetitive rhythms, the regularity, the straight parallel lines,
and the time and space continuity all gave him a strong sense of truth emerging from the
architecture. Sharabani chose to challenge this suggestive space and explore its limits, using
the plummet installation's incessant movement between chaos and stability. The sound also
spans a range of possibilities. Sharabani sampled part of a recorded conversation with Ullman
from 2014, and reproduced the sample in each plummet's sound track. The movement of
the plummets activates the sound, creating patterns that move from unintelligible random

sounds, to the clearly resonating phrase "let the sensations speak."

Computerized mini-motors that communicate with each other control the plummets'
movement. The installation uses artificial intelligence in a process of machine learning, in
which the system tests and teaches itself as the work evolves. Adi Sharabani, Ronen's brother
and a tireless entrepreneur living in California, wrote the code that sets the work in motion.
It took transatlantic cooperation to work on the project: The code was written in California
and had to be frequently adjusted in the Tel Aviv studio to the installation and its computers.
Cameras installed in the Tel Aviv studio enabled observation and control of the work in
both Tel Aviv and California. After a long period of trials, the brothers understood that the

precise synchronization of the plummets to the thousandth of a second was an enormous
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At the epicenter of Place/Non-Place stands the intergenerational meeting between Micha
Ullman and Ronen Sharabani. Sharabani's digital prints and virtual reality projections on
sand tables stand next to works on paper by Micha Ullman. The sand tables are in dialog
with Ullman's well-known iron and earth tables (which are not displayed at the exhibition). In
Sharabani's works, the sand absorbs the digital simulations and documents their traces. In
Ullman's work, the red earth might be steady or treacherous, and boundaries are tentative
and fragile. Sharabani has set up a vibrating boundary in the gallery's colonnade: a kinetic
site-specific installation created especially for this space. The works on display engage with
the dichotomy between territory, boundary, and home as concrete material concepts and
virtual space, where everything is possible but nothing leaves physical traces. In an era in
which distinctions between the real and the virtual have become increasingly blurred, the
sand retains traces of presence, but this presence is essentially transient, and therefore,
laden with anxiety. In Israel, the experience of place, presence and home feeds on a collective
trauma of uprooting and exile, as well as on the violent dispute over borders and land. In
the Israeli context, as well as in the global one, the exhibition broaches issues of place and

boundaries, presence and absence.

Carmit Blumensohn | Hava Aldouby
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Special thanks to Adi Sharabani for code writing and development

for the installation Plummets and for his support of the exhibition
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