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TAL STERNGAST

FROZEN — ON SEVERAL
DICHOTOMIES IN THE WORK
OF EITAN BEN MOSHE

In his renowned article “Entropy and the New Monuments?,
recounting the work and attitudes of his own generation

of artists, Robert Smithson described how contemporary
artists preferred watching B-movies to studying nature in the
country. “The movie gives a ritual pattern to the lives of many
artists,” he wrote, inducing a “low-budget mysticism” that
keeps them in a “perpetual trance.” He distinguished between
two genres - horror films and sci-fi - claiming that the “blood
and guts” of horror movies provided for the artists’ organic
needs, while the “cold-steel” of sci-fi movies provided for their
inorganic needs.’

Extrapolating this distinction, in Eitan Ben Moshe’s body
of work — seemingly antithetical to the work registered in art
history as “minimal art” — two different conditions, or modes
of expression, can be found that correspond with Smithson’s
somewhat unlikely division, leading to a certain condition of
trance.? The first can be dubbed a “hot-and-wet” state, the
second, a “cold-and-dry” one. The two states, intertwining

“emotive” and “perceptive” standpoints in Ben Moshe’s

work, complement an effervescent cosmos, which seems

at the same time to be always already scenery, set-design,

an arrangement of props, a representation of something

else. The “hot-and-wet” mode is ripe, humid, likely to rot,
incorporates visceral elements, monstrous, formless, or at least
contour-less organs, cave-like edifices (bringing to mind female
genitalia) and constant organic growth. The “cold-and-dry,”

in turn, is architectonic, constructive, and includes geometrical
structures, such as crystals, spirals, tubes, as well as cement

1 Robert Smithson, The Collected Writings, ed. Jack Flamm (Berkeley: University
of California Press, 1996), 10-24.

2 Unlikely also in the sense that it challenges such dichotomies as formalist,
autonomous sculpture as opposed to primeval, functional matter; or creation
versus production.




constructions, boxes, pedestals, lattices, tables, sets that are
meant to display, to describe, and perhaps to represent.

Against the backdrop of Alon Segev Gallery’s white

P.182-184 cube space in Tel Aviv, in the installation Jericho Moons
(2012), Ben Moshe arranged a fractured scenario, perhaps
inspired by a doomsday biblical story, or an apocalyptic
Hollywood production, populated by sculpted element-figures,
communicating with each other, while each was defined for
itself (as an artwork or object) with a pedestal or a stand, fixed,
and yet portable. This provided a stage-set of a “landscape”
with vertical (trees) and horizontal (pond, rocks) elements
that apparently had undergone a chemical transformation,
frozen in time or deconstructed. Dim light of dawn or twilight -
equally synthetic - illuminated the landscape, while some
artworks, like Day, were actually illuminating from within.
A moon was hanging over all of this, artificial through and
through, in the form of a round light box showing a geometric
pattern in warm colors (Crystal Cubes, 2011), alluding to an
idolatry or a mystical origin, that was also conveyed by the
exhibition’s name.?

The organic-botanic-biological look of the vertical
elements, such as Wanderer, Epiphyte, The Good Samaritan,
Bird of Paradise or Midnight Bird (all from 2011), rising to
a height of up to three meters, made of a steel structure
coated with epoxy and rubber tubes, melted glass, pigments
and pieces of litter - seemed to work as a microcosm and
macrocosm at the same time. As much as these limbs
resembled broken tree branches, they could have also
represented microscopic organisms, bacteria or viruses (Ben
Moshe likened his sculptures to living organisms frozen in the
midst of transformation).*

This is a recurring effect in Ben Moshe’s work, as seen

P.156-157, 40-41  in outdoor sculptures like Slug #2 (2007) or The Pearl
(2009). These seem to have independently walked out of the
exhibition spaces, into the fringes of ordinary life, blown-up

3 The objects’ titles insinuate an opaque narration and a figurative approach.
The exhibition’s title in Hebrew, Yareahei Yeriho, connects the name of the biblical
city Jericho (Yeriho) to the Canaanite word for moon Yareah (and to the name of
the lunar deity Yarikh for whom the city was an early center of worship), whereas
Yareah, the Hebrew word for moon, also means “month.”

4 “Eitan Ben Moshe in Conversation with Yael Hersonski,” Eitan Ben Moshe:
Jericho Moons (Tel Aviv: Sternthal Books, 2011).
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in size, sticking to corners and edges of an urban landscape,
adjusting and habituating themselves like parasites to their
hosts. This representation by means of scaling, minimizing
or maximizing, strengthens the figurative (and perhaps
metaphoric) aspect of the work.® All the while, the horizontal
objects - above which the verticals were hovering in the
gallery space - were amplified and transformed by the light
spots to reveal a thicket of theatrical shadows: Golden Egg
(2011), a bronze oval ruptured by a dark open wound, a dusty
cement pond, and The Cave of Light (2012), a rock made of
cement, expanded polyethylene, and epoxy, seemed to be
more invested in their own matter, volume and weight.
Two years later, the colors had drained, and the heat

P. 45-60 had become a chill. The White Light (2014) centered on
a monochromatic row of delicate, undefined and semi-
transparent objects that were placed on a mirror slab on top
of a long table in the middle of the gallery - vessels, tubes,
rings, broken panes, and even flowers, all made of crystal,
clear glass, plexiglass and 3D prints — melted into each other.
As with the shadow-theater in Jericho Moons and in other
installations by Ben Moshe, simple low-tech devices create
dramatic effects: here, the spotlights reflecting in the mirror
and through the semi-transparent, crystalline matter, resulted
in silhouettes with an icy coating. An archaic dance frozen
in motion, generating a vast duality. It was as though motes
of dust from Man Ray’s 1920 work Dust Breeding (Marcel
Duchamp’s Large Glass with Dust Motes) had increased and
solidified into a display of broken Kabbalistic vessels.

s In his 1976 performance Lecture #1, American artist Dennis Oppenheim
(1938-2011), speaking from an imaginary future (1995), outlined a conspiracy
involving a series of murders aimed to annihilate American avant-garde, beginning
with the death of Robert Smithson, three years prior to Oppenheim’s performance.
Smithson was 35 when he was tragically killed in a light aircraft crash on the site
of his Amarillo Ramp in Texas. Oppenheim’s art-world-war included the (fictitious)
deaths of artists like Walter De Maria, Carl Andre, Robert Morris, Bruce Nauman
and Vito Acconci. With this he presented a counter-conspiracy to the one held
against these artists, who were all working to destabilize the status of the artistic-
object and its economy. Oppenheim dramatized a transformation that Smithson’s
death seemed to have marked (and that indeed took place, even if with less drama,
and of which he himself was a part) a shift from an art of presence, which Smithson
and his colleagues were attempting to formulate and manifest, back to an art of
representation. See Moshe Ninio, “After Nature” Studio (July-August 2004).
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Indeed, this is the scope within which Ben Moshe’s
works operate. Glass, pivotal to modern art both in concrete
and allegorical ways, also becomes an esoteric symbol
in his hands. While in Man Ray’s photograph what looks
like a futuristic landscape, is in fact a year’s worth of dust
collecting on the surface of Duchamp’s Large Glass (when
first published in the Surrealist journal Littérature in 1922,
it was captioned by the artist “view from an airplane™),
complicating the object’s status as a document and artwork.
Ben Moshe shapes the passage of time by effects in matter.
Glass, emblematic of the relations between artwork and
viewer, at least since Duchamp’s work, has conveyed an
illusion of clarity and transparency, a continuity between
world and subject (as a lens or a framing device), while
keeping the viewer at a constant distance. Furthermore,
the paradoxical psycho-socio-political evolution of the glass
curtain wall in modernist architecture, has been inherent to
modern sculpture as a component, a catalyst, and an object of
observation or analysis. Beginning with aspirations for an ideal
open and visible society destined for rational citizens (Mies
van der Rohe, Martin Gropius), or the expressionist, mystical
(alchemical) ideal of a light crystal minaret that organizes the
new city around it (Bruno Taut), since the 1950's this ideal has
evolved (or collapsed) into the massive glass deployments in
corporate towers that pretend to offer universal transparency,
but in fact enforce total secrecy and oppressive control.®

With this in mind, the suggestion in The White Light
of Kabbalistic broken vessels (shvirat ha-kelim) - an
interpretation of the given world as merely a leftover made
of shards, fragments and pieces of the vessels unable to
contain the cosmic eternal light, with the fracture being an
inevitable and essential part of creation — bonds Ben Moshe’s
objects potentially anew with the viewer as objects of ritual,
consistent with a collective use of the art object which
predates modernist categories.

Ben Moshe’s inventions think in millennia and thrive
where archeological findings and apocalyptic reality collide.
The artist’s point of view is not external to esotericism in its

6 See Jeff Wall, Dan Graham’s Kammerspiel (Toronto: Art Metropole, 1991) and
Benjamin H. D. Buchloh’s description of glass’s disciplinary powers in Anne Imhof’s
“cult of glass” reviewing her installation in the German Pavilion in Venice in 2017:
Benjamin H. D. Buchloh, “Rock Paper Scissors,” Artforum (September 2017).
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counterculture configurations and New Age commercial
variants, from crystal healing or psychedelic trip treatments
to mindfulness and Zen Buddhism. Attuned to the extent to
which our Information Age - networked, decentralized, and
with no distinct gravitational center - is defined by such
esotericism (rather than rationalism), he aspires to navigate
art back to its premodern, archaic pursuit to give shape to
a collective consciousness.
In the exhibition Thus Far at Herzliya Museum (2019),
every single element seemed to be outside its natural
habitat, but what that habitat is, remained unclear. Entering
the exhibition, visitors encountered a room within a room -
a box of mirrors, partially darkened, divided in two (Ad Olam,
2019). Reflective walls surround an elevated crystalline surface,
partly covered with a white coating, that like in The White
Light resembles ice or hardened dust: a deserted alchemy
lab or small-scale tundra? Turning and shaking slowly via a
rotary engine, glass fragments emitted a melodic sound that
metamorphized them into musical instruments. These glass
forms, from which tubes and pipes, fingers, and butterfly
wings jut out, exist somewhere between organic and synthetic,
and although their state is one of expansion, their growth
is synonymous with decay. At Ben Moshe’s studio, things
tend to grow rather than being created or produced. This
growth is simultaneously a movement of reproduction and
decomposition, a process - chemical, epidemiological, or
spiritual - that is uncontrollable and not entirely conceptualized.
One aspect of the radicality of the art Robert Smithson
was discussing in his aforementioned article (including works
by Carl Andre, Dan Flavin, Soul LeWitt and Robert Morris, that
Smithson, like Donald Judd, avoided calling minimal art), was
its denial of any kind of interiority, the denial of an organic,
energetic or philosophical core and source of significance.
Instead, this art presented - or was the presentation of an
object (or painting for that matter) as something only external.
It located the source of “meaning” in its surfaces, revealed
through its public appearance. As such, it was in opposition
to the idea of art as an expression of the (psychological) self,
and to the very cohesion of such a private self at the center of
art making and perceiving.”

7 See Rosalind E. Krauss, “The Double Negative,” Passages in Modern Sculpture
(Cambridge, MA: MIT Press, 1977).



The eccentricity of our self-perception — a destabilization ALBERT SWISSA

of one’s knowledge of oneself as placed at the center of one’s

body, transparent to consciousness and opaque to others - TH E STO N E, TH E I—EAF
appeared to be one subject of Smithson’s own final earthwork AND THE S NAIL S HELL

Spiral Jetty, erected in 1970 in Utah’s Great Salt Lake.® Ideally,
visitors entering the spiral of basalt rocks (meant to become
integrated with the environment through natural erosion over
time) and walking along its narrow arcs would experience
themselves as an expanded consciousness, the spiral

resonating early inhabitants’ myths about whirlpools in the P.165-178 This essay accompanied the exhibition The story of Y at Alon

middle of the lake as well as the actuality of passing through, Segev Gallery, Tel Aviv. 2021.

engulfed by a gyrating space. Flying above the site, Smithson

said, “Was | but a shadow in a plastic bubble hovering in a For many days, like Krishna in his chariot, the avatar Meher

place outside mind and body? [...] | was slipping out of myself Baba, merciful father, God in human form, drives the canopy

again, dissolving into a unicellular beginning, trying to locate of his humble blue bus through the vastness of India’s

the nucleus at the end of the spiral.”® pastures while his entourage, filled to the brim with love,
Throughout the centuries, innumerable accounts have surrounds him, sleepy and dormant. He quickly conquers

linked an intense white light to an externalized consciousness district after district, village after village, gathering the various

in near-death experiences, accompanied by a sense of lepers, impure and destitute to be found. He pours fresh water

tranquility and the sense of floating above the body - an on their feet, caresses them and spreads his wing over them.

experience Ben Moshe may have been referring to in his 2014 “The lepers,” he says, “are beautiful souls of an ugly bracket.”

exhibition. Similarly, psychedelia, informing a large section of Now and again he abruptly stops his entourage, keenly

Ben Moshe’s work, generates audio-visual effects as a force scanning the surrounding fields, turning briskly toward a tree

that seems to dissolve our sense of self, a force that renders or hill where one of his ‘masts’ is found: solitary creatures

the self-obsolete. The effects of mediums (any extension of whose love for God has driven them to insanity, until they

ourselves, any new technology), rather than their content, become stripped of everything, bare as on their day of birth.

were also at the center of Marshall MclLuhan’s attention, when Meher Baba, on a vow of silence for forty years, then

he claimed that the content of any medium is always another begins a fervent, excitable gesticulating conversation with

medium."™ When Ben Moshe describes his work as “a visual the anonymous mast. This performance ends when the mast

séance” that uncovers hidden realities, perhaps he is referring effortlessly stands erect from his place of rest, stepping carefully,

to the way it sets effects free and lets the world reveal itself examining the ground with an investigative eye for a long moment

through them. under the open and curious supervision of Meher Baba. The mast

comes to a sudden halt, leans long over a piece of ground and
bends over, picking up a pebble, which he hands to Meher Baba
as an odd gesture of otherworldly meaning. Meher Baba inspects
the stone carefully from all sides, then beams a hawk-like eye at
the surrounding ground, and in turn begins to fumble in the earth.
He stops now and again to lean over something, intermittently
inspecting the mast’s alert face, withdraws, then resumes his
search. Finally, he finds a leaf and places it hastily in the mast’s

s See note 5. palm. They sit a short while in silence, the mast pensively

o Robert Smithson, The Collected Writings, 149. crushing the leaf in his hand. Then again the mast stands and

10 Marshall McLuhan, Understanding Media: The Extensions of Man (Cambridge, paces, hunched over the earth, eyes closed. Upon opening them,
MA: MIT Press, 1994), 8. he points immediately at an empty snail shell. Meher Baba begins

80 81
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to roar with laughter as the mast raises his finger before him
like Socrates before the School of Athens.

Wood board, 3D printer, bio-plastic fiber, car kit, epoxy,
plaster and paints.
These are the tools and materials with which Eitan Ben Moshe
has built his cryptic claim, as a precise series of ten wall reliefs
that feature various fusions of natural architectural forms
and genitalia of animals and plants. A strong morbidity and
an agitating eroticism radiates from the works, alongside an
uneasy impression, like a frozen dissociation that results from a
dubious laboratory experiment that has spiraled out of control
and was abandoned; we are not too eager to find out its results.
Additionally, from another angle, Ben Moshe’s 3D printer that
stands in the corner of his studio looks innocent and calming,
reminiscent of a primitive home machine, a spindle or loom,
and the final products of this pseudo-laboratory for genetic
engineering that he created conjure up obscure remnants of
a prehistoric culture, shrouded in fog. The mind, therefore, is
quite irritated and conflicted faced with these reliefs.
Alongside all these, slipping and crawling by, an animation
film is exhibited, at once both figurative and abstract,
simulating a heartwarming and joyful dance of flower petals
that appear like interlocking hands, as in a cult, an unknown
ideal of ideals. Within these, the mysterious Y flower appears
intermittently. A calm and transfixing Buddhist mantra/prayer
accompanies the video, all bells and whistles, drawing you into
a world that is pure goodness. We hope the video is a mantra,
or a key to deciphering these uncanny reliefs — but one cannot
help but wonder with concern whether the video is not in fact
in total opposition to them? As a radical contrast between
a fullness which is infinitely empty, and an emptiness which
is infinitely full. And why does the uncanny tend to be so
beautiful and attractive? Only god knows.

The Story of Y
Like the multiplicity of reproductive organs from the animal
and plant kingdoms that are melded together in Ben Moshe’s
reliefs, Y alternates and is unstable, a strange toy/symbol
of the mind, a Tower of Babel flipping according to different
Chabad movements that alternate between days and nights
of consciousness.

In classical theology, Y is a symbol of divinity and creation:
oneness that opens into multiplicity (Aristotle/Rambam) or
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multiplicity that unites into oneness (Spinoza). In the occult, Y is
a symbol of the secret/fragment of divinity: if “the whole physical
earth is full of his glory” (Book of Zohar), is infinite fullness, then
divine reduction (infinity) cannot but create infinite emptiness. It
in itself is empty space, devoid even of divinity. It is conceivable
that the empty space referred to in late mysticism is but a faith
reversal of the rupture that emerges in the full space and the
primal real, in the dawn of the history of pagan consiousness.
This in itself is the existential empty space of our time.

In western philosophy, Y is a Cartesian offering for
the eastern yin and yang, because in Y there is a conscious
separation whereas in yin and yang there is a dynamic
division. Some are convinced that Y is an ‘either-or’ division
of fullness and emptiness of mind: the fullness full to infinity
and the emptiness empty to infinity, or a radical negation to
the theology of fullness/emptiness with the conversion of
space’ into one infinite ‘plateau’. According to this, Y is a mere
quantum of free will.

In gender, Y is a phallus that opens into a vagina, or vice
versa, or, it is a symbol of the repressed hermaphroditic desire
of the mind: oneness that is its own cause and continuation,
an incoherent and disorganized multiplicity of sameness in the
heart of an open and infinite plateau (Deleuze).

Either way, it seems that the stars, the stone, the leaf and
the snail can be found in fullness, whereas the human mind
stands alone in emptiness. The mind has its own gatekeeper,
in front of which it stands in infinite alienation and loneliness
within a universe that exists for itself.

Paganism, religion, philosophy and art are but an
enormous factory restoring fullness to itself. Art is the new
paganism, ruthless labor/passion in empty space in and of
itself (in infinity).

¢

Art, the eroticism of the body without organs
Paradoxically, this is the reason why the sense of touch,
caressing, is taboo among all the input options of art, because
art in its essence achieves through deception, saying one thing
but meaning another: it is a body without organs in empty
space. After all, if there was no empty space, the mind would
be like waters that cover the sea, or water within waters, and
the question of art, faith and spirit would not be asked at all.
Art, like faith and spirit, is the eroticism of the eye: only to
be looked at, whilst religion and material orgasm are but mere
sensual intoxication, a cyclical relapse to the starting point in
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empty space, until redemption is achieved by the redeemer or
by the hands of death.

In all mythologies of full space, including the womb
according to Freud, man is an auto-erotic (androgynous)
creature, dedicated fatally to the act of self-pleasure. Once
deported to empty space, man was cut up, divided, split,
subjected to one sole life mission, to achieve wholeness at all
costs. The primal one fractures here into power stations of
eroticism, unfulfilling acts of indulgence, and death, on which
societies and civilizations are built.

The multiplicity of genitalia - instead of filling the void
with a matching and arbitrary organ or prosthetic - can be
a strategy of evasion or denial in the hands of the desiring
machine against the tyranny of the imaginary yearning of
the full space ideology. The empty space that fills the whole
universe would then become an infinite, boundless rhizome of
desires, lacking pagan/ideological purpose. Art is one of the
clear channels of this rhizome.

Truth and faith in art

One of the most daring statements in art history is that of Paul
Cezanne to Emile Bernard, “l owe you the truth in painting
and | shall tell it to you.” Many believed Cezanne, and many
others tried to prove their belief in him. Derrida diagnoses

the important triad in Cezanne’s audacious claim: ‘promise/
commitment - truth - obligation/debt’ When | used to ask
the artist Pesach Slabosky his opinion about a particular artist
he would reply simply, ‘I believe him,” without any attempt

to adopt the jargonistic discourse on this ‘important’ artist.
Artists are a strange community of faithful individuals, bound
by some obligation to truth and faith in art.

However, in an age ruled by design, the seen and the
symbolic coincide more and more with art, and both are
assimilated into our showcase society of appearances, until we
can no longer discern between art and design-art. Where are
we headed? Will someone please tell us the truth in art? Maybe
this is where Eitan Ben Moshe is aiming when he says “the
artist is the medium,” because in opposition to “the medium
is the message,” which changes — with the medium so the
message - the artist can always stay faithful, even though his
message may change, and even must change. Nevertheless, as
stated above, if we connect the artist to his Y, we will discover
that art is nothing but a matter of faith, a quantum of free will,

and the currents of art are but a community of faithful trustees.

P. 45-60
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MENAHEM GOLDENBERG
OPEN MEDITATION

This essay accompanied the exhibition Thus Far at The Herzliya
Museum of Contemporary Art. Curator: Dr. Aya Lurie. 2019.

Where are you going? Following the sound.
And when it stops? Following the light.

And when that goes out? Following the form.
And when that is gone? | keep going.

Where to? To the presence.

Don’t you feel it? The confusion?

Since it is impossible to know things in their entirety, to
perceive them perfectly and completely as they are, we must
fill in the gaps with meaning. And the less we know, the more
meaning we bestow. We adopt a self-explanatory illogic. This
is the way things are for the consciousness and the soul. If one
wants to survive, one must find meaning for existence.

Since it is impossible to know things in their entirety, to
perceive them perfectly and completely, we are obliged to
imagine their sense. And the less sense things have, the more we
shall fabricate. However, there are actions that seek to address
fantasy as real. There are times when we do not necessarily live
the fantasy, but position ourselves in service of the fantasy -
allowing it to exist through us, and articulating the logic of the
fictitious. This is how things are in the realm of things: if one
wants to know something, it is best to find a reason for it.

Breathing
Let us step into the space that opens before us — between
the “self-explanatory illogic” and the “logic of the fictitious.”
Let us join the movements of thought: concentrate, analyze,
contemplate. Without fear, without conflict, without concern.
Positioning: We enter the sphere of the imagination,
moving between the imaginary and the fictional, between
fantasy and science fiction. A space where things can (only)
resemble things, be “like” things, and yet nonetheless are real.
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Characterization of the space: A space composed of
relationships and communication, of countless possibilities
and occurrences. Some are specific (unlimited), some are
concrete (restricted).

(Relative) advantage: The power of imagination is bound
by perception. So even though things can get out of control,
one can count on the original perceptions being certain. In
cases of confusion, one can go back and rely on the simple
perceptions of things. Those who wish to continue to take full
advantage of the (relative) advantage can use the following
strategy: Since imagination is bound to things, its original
perceptions are certain, since they allude to something
concrete. In other words, they refer to things that can be
thought of. This strategy can help connect the power of
thought to the power of imagination.

Equipment recommendation: To allow the imagination
to meet the real, to allow for an experience of the spirit,
it is recommended to use a Transcendental Accelerator
(henceforth, TA). Use of the TA is permitted to anyone,
provided that they have a friend.

Transcendental Accelerator (TA)

TA is a psychosophical device that allows us to experience
spaces where the determining force is the power of
possibilities: spaces of presence governed by the power of
imagination — namely, reality.

In order to start, the TA must be loaded with a truth
statement. A truth statement is one that is ineluctably certain.
It is modeled after an ‘analytical statement’ — one in which the
predicate is an essential part of the subject itself. Thus, we
can say that a truth statement does not add knowledge, but
merely extricates and highlights what is already inherent in
things; a statement free of meaning. Thus, truth statements
are both hidden and common at the same time, and may be
produced about anything. Therefore, one must concentrate
on the things themselves, to try and establish their character,
to derive their quintessential and inescapable attributes, to
mine information. (In truth, a single truth statement is enough
to start up the TA and get going — however, the TA may be
loaded with as many truth statements as one likes, and as
often as one wants.)

Once loaded, the TA is ready for action. It is designed
to operate intuitively. From the moment it starts, the TA is
attuned to the movements of thought and to the patterns

of reality. Operation of the TA requires no prior skills, and is
simple and easy, if a little inconvenient. So practice is in order:
desire and internalization, the creation of habits. You can use
the following short guide to get a picture of where you are.

Initially, the TA helps to distinguish between meaning
and sense. To this end, the TA operates with the basic logical
unit of the truth statement - the identity theorem, A = A.
Since truth does not add knowledge, we now have concepts
that do not require the creation of meaning. The TA helps
us to propel ourselves beyond explanation, and allows us to
construct and examine meaningless sense. At this stage, we
are led to an abstract logical space in which we encounter
concepts and activate them, providing them with a living-
room (a world).

At the second stage, the production of sense that is
liberated from meaning - the clarification of the reason of
the truth statement - will allow the TA to accelerate beyond
sense, to the presence of the identity theorem. Here, the TA
allows us to experience the sensual (aesthetic) dimension
of logic. The identity theorem is one of duplication and
resonance. Duplicating the thing and the attribute, duplicating
the imaginary in the real. At this stage the concepts resonate
the attempts to present accidents as essential. Through
these duplications, the TA reveals the hidden resonances
of the innumerable possibilities of the things’ being, and in
accordance with their own nature. Note that this action will
allow you to roam freely, following concepts and ideas and
forms and attributes, as though they were objects. To pursue
sense, toward the nonsensical.

At the third stage, you will have objects. Strange objects
perhaps. Symbiotic objects, speculative objects, duplicated
objects - real objects that are also objects of thought. In the
sensual space of logic, the TA works to distinguish between
the existence of a thing or an attribute and their materiality.
To produce the real through its effect, or the impression it
leaves. Accelerating toward the nonsensical helps to harden
the reality of the objects for thought. At this stage, the TA will
allow you to encounter objects that require no foundation
or explanation. Objects that bring with them their own time
and space, their own world, their singular conditions of
experience - their own impressions and notions of perception.
In short, objects with style!

By the way, this is a good time to gather truth statements
for future use.
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The final step in the TA’s operation involves the
transformation of each relation into consciousness. This is
a phase marked by experimentation - that is, by dissolution.
The object of thought (like any object) reciprocates, or
duplicates, the action directed at it: it gives feedback. The
TA perceives the object’s act of reciprocation as a reflective
response — an echo of the object’s recognition of its own
nature. The reciprocal action is merely an expression of the
nature of the object, the object’s consciousness of its essence,
and the adoption of a strategy that will enables us to grasp it.
Without much fuss.

By this point, we have accelerated beyond the logical
realm that we have traversed so far, toward the spiritual
dimension of presence. Now you can forge a bond with
the objects around you, act in relation to them, and with
them. At this stage, the TA opens up before us the realm of
relationship and (telepathic) communication as an objective,
shared, symbiotic space. A space where you can approach
the objects, connect with them, form relationships, and
receive in return some of the truth of the things and of (their)
relations and ties. A space of thought that is not necessarily
subject to categories of type or sex or race or nationality or
any other construct. Now you can grasp the ways in which the
relationships and the ties that things maintain - even when
these appear to be random and coincidental — are a certain
point, here and now, their (essential) properties.

Cautionary note: Attention! At this stage, the TA will
allow you to turn anything into an object. It is an experience of
thought that draws inspiration from psychotic thoughts and
flirts with them. If you have decided to try it, this is the stage
where you are advised to use your friend.

AYA LURIE
THE WHITE LIGHT

P. 45-60 This essay accompanied the exhibition Thus Far at The Herzliya
Museum of Contemporary Art. Curator: Dr. Aya Lurie. 2019.

A large-size mirror-plated table is situated in the center of the
gallery; Eitan Ben Moshe has set up a sculptural installation
on it that invites the audience to take part in a surrealist
carnival, steeped in mystery and a both brittle and abrasive
sense of anxiety. The sculptures, placed in organized disorder
on a table whose base is a mirror, like a structure poised
between stability and downfall, project into the darkened
gallery space a glittering mirage of light refractions, a
repeated echo of shadows and reflections. Like a celebration
that has ended badly, collapsed onto itself, drugged and
intoxicated; like Venice, Atlantis, or Jerusalem’s Versailles
wedding hall, site of the worst civil disaster in Israel’s history.!
Yet at moments the fantasy seems to re-establish itself,
grappling with illusion, provocatively mixing pleasure and pain.
Like the complexity also present in Ben Moshe’s video work,
screened in the gallery near the installation.?

The sculptures - hybrid creations, made of parts melted
together - fuse glass, plastic and crystal, like the remains
of different functional worlds, representing various states
of matter and cultural spaces and times. They are elements
originating in a biological or chemical laboratory, a living
room cabinet, a display hall catalogue or a three-dimensional
printer. At times we may recognize a spindly glass flower, a
crystal star or an overflowing champagne tumbler, but for the

1 At 22:43 on May 24, 2001, a large portion of the third floor of the Versailles
Wedding Hall collapsed in Talpiot, Jerusalem, Israel. Twenty-three people fell to
their deaths through two stories, while another 380 were injured to varying degrees.
Wikipedia

2 The film on which the video work is based was shot about three years ago,
documenting swans in a muddy area near a lake.
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most part we sense the refusal to form a unified, concrete and
organized narrative. The same goes for the mutable materials
and states of matter: plastic looks like luxury crystal, melted
glass seems like ice or a falling drop, what appears hand-
made was actually produced by a digital printer. The glittering
sand powder brings to mind the primary origins of glass as a
material prior to heating and blowing, yet also recalls states
of dream and nightmare, fairy dust or a mind-altering narcotic
arranged on the mirror in lines ready for consumption.

Ben Moshe’s array is reminiscent of the 1946 work of
French photographer Mark Foucault (1902-1985), called
Untitled. Foucault’s photograph is associated with Surrealism,
visiting the exhibition like a phantom whose echo is present
in the objects comprising the installation. In Foucault’s work
we discover a prophetic nightmarish vision, in which vegetal
and animal, human and beast, seem to be surgically joined,
in an act both horrifying and amusing, creating a new hybrid
entity. The boundaries between healing and injury, natural
and artificial, reality and illusion are not only transgressed
and subverted, reflecting the hybrid praxis applied in the
sculptural array, but become, now more than ever, the
characteristic and visible features of our time.

Here, you won’t find Leonardo’s religious-theological
hymn of praise The Last Supper (1498-1494, the Convent of
Santa Maria delle Grazie, Milan), nor Judy Chicago’s defiantly
feminist Dinner Party (The Brooklyn Museum, 1979). Or are
both perhaps present in some sense? At times we seem to
see an illusory vision of some ancient banquet, glorious and
deserted, futuristic ruins or a misused science lab. We are
reminded of fragmented celluloid scenes, flickering back and
forth in disarray: The tragic figure of Miss Havisham (Great
Expectations, Charles Dickens, 1861), the abandoned bride
grown old and worn in her wedding gown, refusing to be
consoled at the set table that has long been covered in layers
of dust and spider webs; Krypton (Superman, Jerome Siegel,
1938), the ultimate superhero’s home planet, devastated and
deserted as a crystal ruin following the triumph of evil over
good; and the gothic horror story telling the downfall of the
House of Usher (“The Fall of the House of Usher,” Edgar Allan
Poe, 1840), which draws a connection between the horror of
human loss and the physical collapse of the family home.

Like these contexts, the exhibition’s title, The White
Light, outlines a praxis of fusing together different associative
spaces. These include the “white light” often mentioned in

testimonies of people who have undergone clinical death; the
phrase also appears in the title of the Velvet Underground’s
second album (White Light/White Heat, 1967), referring to
the blinding light experienced on the “morning after” a wild
night of drinking, drugs and sex. It is also the title of a novel by
mathematician and science fiction writer Rudy Rucker (1980),
telling the story of a scientist who ventures beyond his own
mind and body through the use of drugs, seeking to explore
scientific theories dealing with the limits of matter and the
real and spiritual spaces of infinity. The white light also evokes
spiritual doctrines that find in this phenomenon an amazing
holistic healing energy. The latter may explain the silver jacket
embroidered with an enigmatic geometric sign, hung upon

a hanger on a side wall, suggesting a mysterious shamanic
ritual taking place beyond the space of rationality in which we
take refuge.

Ben Moshe’s work presents a fusion of hedonism and
debauchery, possessiveness, chaos and destruction, the
consolation of scientific-technological progress alongside a
promise of spiritual salvation.

In The Blue Octavo Notebooks, based on the notebooks
written by Franz Kafka in addition to his diaries, the author
traces a painfully accurate simile for the hopeless human
condition:

“Seen with the terrestrially sullied eye, we are in the
situation of travelers in a train that has met with an
accident in a tunnel, and this at a place where the light
of the beginning can no longer be seen, and the light of
the end is so very small a glimmer that the gaze must
continually search for it and is always losing it again,
and, furthermore, both the beginning and the end are
not even certainties. Round about us, however, in the
confusion of our senses, or in the supersensitiveness
of our senses, we have nothing but monstrosities and
a kaleidoscopic play of things that is either delightful
or exhausting according to the mood and injury of each
individual. What shall | do? or: Why should | do it? are not
questions to be asked in such places.”®

Retrieved from the internet at https://docs.google.com/document/d/1gD981HZ-
190BUJF-3czZNX3DsFWvqp3cq-Z4QS4d-9gw/edit?hl=en.



I shall conclude with a quote from the postscript to the
Hebrew translation of Kafka’s Octavo Notebooks. It seems
to offer not only an interpretation of the Kafkaesque state,
but also, to a significant extent, an illuminating analogy
for the installation discussed here. So writes the translator,
Shimon Sandbank:
“we see a typically Kafkaesque unexplained reversal)
it may represent a new beginning (according to
Blanchot, ‘Kafka and the Work’s Demand, in The Space
of Literature) [...] For Kafka ‘there is no possible world,
only otherness, the flow of constant otherness.’ His
new beginning is ‘esoteric knowledge, Kabbalah,” which
would have developed and grown were it not for the
interference of Zionism (diary entry from 16 January
1922). This secret knowledge, Kafka’s ultimate truth,
can only be defined in terms of ‘otherness,’ of a basic
and unbridgeable break from everything we know
[...] the break with comprehensive meaning, with the
truth, is in my opinion at the basis of Kafka’s famous
fragmentariness [...] this fragmentation is not arbitrary.
It is part of the meaning it smashes; it represents
absence, which is neither accepted nor rejected [...]
and we may also add the impossibility of art. For
art that seeks to depict the truth, admits, in its very
interruptedness, its inability to achieve its goal. At most
it can be said to expose itself to the truth and thereby be
‘blinded’ by it. Blinded by the light shed on its ‘twisted,
recoiling face’ - like a spotlight from another world -
‘which alone is true.” But art itself remains twisted and
recoiling.”*

4+ Kafka’s Eight Octavo-Notebooks, translation and postscript by Shimon
Sandbank, 2007: Am Oved, Tel Aviv, pp. 138-141 [in Hebrew].
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