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Totem 1(Towers and Abyss), 2019, color print
on archival paper, 80x190 cm
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n”0 70x110 ,"21797X 1771 HY H9vn MY ,2020 ,MapY n”0100x150 ,"21737X 71773 HY H910Nn D1Y7X ,2020 ,1 Y?PN M0 :31-30 D*TINY
Traces, 2020, manipulated photo on archival paper, 110x70 cm Pages 30-31: End of Summer 1, 2020, manipulated photo on archival paper, 150x100 cm




n"0 70x110 ,231731X 1771 HY H90UN D12°X ,2020 ,07AN'0
Signs, 2020, manipulated photo on archival paper, 110x70 cm




n”0 70x110 ,23173IX 7773 HY Y900 MY’X ,2020 ,MY1¥N Y?
yss, 2020, manipulated photo on archival paper, 110x70 cm




n"D 70x110 ,22172IX 7771 HY Y9010 mY’X ,2020 ,1 MMINN
Abyss 1, 2020, manipulated photo on archival paper, 110x70 cm




n"0 70x110 ,31731X 1773 HY H910N D127X ,2020 ,MIWN YA
The Burnt Forest, 2020, manipulated photo on archival paper, 110x70 cm




n”0 70x110 ,"1172IX 1773 HY Y:wvn MY ,2020 ,591va
43 Landscape in the Mist, 2020, manipulated photo on archival paper, 110x70 cm 42




n"0 70x110 ,221731K 7771 HY H:wn MY’X ,2020 ,2 MmM¥n

ss 2, 2020, manipulated photo on archival paper, 110x70 cm




n”0 70x110 ,"1172IX 1773 HY Y9N MY ,2020 ,3 P11°a DYDY
Green Fog 3, 2020, manipulated photo on archival paper, 110x70 cm




N0 70x110 ,”221757X 1771 HY H:wn mYX 2020 ,3 mhvn
Abyss 3, 2020, manipulated photo on archival paper, 110x70 cm




n”0 70x110 ,"21737X 1771 Yy H90n mY7¥ ,2020 ,2 P1172 D29y
Green Fog 2, 2020, manipulated photo on archival paper, 110x70 cm
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N0 100x130 ,”21731X 7771 YV Y9100 MY’X ,2020 ,175N
Moat, 2020, manipulated photo on archival paper, 130x100 cm
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:59-54 D7 TINY

,245 :NNYNA NAXN RN

2020 ,775N 7X1IY-NYN NPT 2NN

Pages 54-59:

Installation view: 245, 3-channel video
installation, Moat, 2020

:N2TYNA NAXN NN
2020 ,(MY1¥M 0*57an) D'NVIV 245
Installation view:

245, Totems (Towers and Abyss), 2020
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YOPIDN MP?¥? ,2020 ,0°NDT MINI ,245 :NNYNA NAXD RN
Installation view: 245, Phantom Beehives, 2020, epoxy casts




n"0 40x30 ,2213IX 171 HY YIAX NOOTN ,2021,2 D907y
Fog 2, 2021, color print on archival paper, 30x40 cm
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n"0 30x40 ,22173IX 171 HY YIAX NOOTN ,2021,3 D907y
Fog 3, 2021, color print on archival paper, 40x30 cm
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,2020 ,2 Y?P0 MO :71-70 DTINY

n”0 100150 ,221737X 71771 Yy Hor0n mMY7x

Pages 70-71: End of Summer 2, 2020,
manipulated photo on archival paper, 150x100 cm

n”0 50x40x5 ,"OPIOK NP?X? ,2021,1 DINDT MAND '’

N0 50x40x5 ,"0719K NP?X? ,2021,2 DINDT NN :HRNW

Right: Phantom Beehives 1, 2021, epoxy cast, 5x40x50 cm
Left: Phantom Beehives 2, 2021, epoxy cast, 5x40x50 cm
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SOME WORDS IN CONCLUSION

The use of photography to reach the abstract is one key: Photography
is the mechanical, all-knowing gaze of reason. The use of video for
the abstract is a second key: Video carries credibility. We think of
video footage as reportage. There is something almost news-like
about it. And even when video art is not a documentation of the
world, even when it is staged, we believe that this staged thing
that took place somewhere, in a reality of some kind, is faithfully
captured by the video. Sculpting absence is a third key: Not looking
at what is there but looking at what is not there. Not marking, not
indicating, not formulating a message about the world, but giving
presence to what escapes representation by its very nature.

Fromchenko’s work process is based on removing the object from
context, on observing it not from the correct distance, on rewriting it
in an “incorrect” language, on unraveling its uniformity, on weaving
it as an abstract in the viewer’s gaze. This is a view of how we do not
see. This is making the invisible visible. Fromchenko’s abstract is the
testament of things.

Totem 2 (Towers and Abyss), 2019,
manipulated photo on archival paper, 190x80 cm
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C

Another body of work in the exhibition comprised semitransparent
epoxy castings of the beehives’ interior. These works correspond
with a long tradition of contemporary art that turns to the negative
space between, under, inside things, from Bruce Nauman to

Rachel Whiteread.

The beehives’ epoxy castings give shape and presence to the empty
space that was once, one can assume, humming and buzzing with
bees. In its honey-like translucent nature, the epoxy feels more like

a beehive than the actual hives. As was already mentioned, it gives

a picture that is independent of the gaze of reason. It depicts the
beehives not from the outside, like an eye, but from the inside. In that
sense, these works complement the video by giving the viewer a sense
of being a bee, of being inside, being one with the object - in total
contrast to the disengaged, external gaze that holds the subject/object
logic, the one against which Fromchenko’s entire artistic project stands
in defiance.

Fromchenko’s artistic project, and this is the main claim of this text, is
to point at how we point. To show the manner in which we see. To offer
a different type of gaze, and with that, a different type of image of the
world. Fromchenko looks at the world and disassembles it. She carries
out an abstraction that we could call feminine, in the spirit of the things
said earlier, but we can also call it Deleuzian, rhizomatic; abstraction
born from a too close, disintegrating, associative, cyclical gaze, which
gives precedence to sensibilities and intuitions over rationality.

The move that Fromchenko performs in 245is not about bees more
than The Vanishing General is about Major General Barbivai, or the
ejector seat has to do with ejector seats. All these are a medium
through which she examines our gaze. The obvious gaze, the gaze

of the subject that sees nothing but objects, the gaze of Raphael who
assembles the world into a vanishing point and establishes it from his
position at the center and opposite it. The master’s gaze.

Fromchenko is preoccupied with signs. She endeavors to free them
from their signified. To give them autonomy. Create a territory that is
free from the tyranny of meaning.

Bees famously dance. The dance of the bees is a type of primitive
language through which they communicate about the place, distance,
and quality of nectar they found. Fromchenko’s work turns their
dance into modern dance. Movements without a message or meaning.
The imprint that the life of the bees has left on the walls was captured
on video and enlarged, photographed from the outside and arranged
as a tower, and cast from the inside and duplicated. With that, the
dance was stripped off of all the flowers, nectar, and bees. Of the
honey and the sting.
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writes in the exhibition text, “In the beginning, there were the beehives
that found their way to the artist’s backyard, like a call for action.”

The modus operandi was carried over from the previous projects:
Abstraction that is not an ideological abstraction (Mondrian, Malevich),
which is not a machoist sublime (Pollock); abstraction whose trajectory
is not from the world out but from the world in. The abstraction of
observing the object from such extreme proximity that it disintegrates,
loses boundaries and contexts, and becomes pure aesthetics.

The exhibition comprised three bodies of work: video installation,
photographs, and sculptures. The video Moat, projected
simultaneously on three walls, is a world. This world that envelops
the viewer is made up of screens on which the image climbs up, so
that the viewer feels as though he is falling. What is filmed on the
ascending screens is a close-up of unbelievable power and quality of
the beehives’ interior walls. You are basically a little bee that has lost
its ability to fly and is now falling slowly, like a feather, from the roof
of the hive to its floor.

Once again, the supposed abstract, which is in fact the realism of

the unseeable. And this abstract is discovered as a strategy against
conventional representation mechanisms. A mode of seeing that at
the same time has a sense of tactility, cyclicality, avoidance of taking
pleasure in the meaning of the objectifying gaze, as well as a comment
on how our gaze is controlled and based on our habit to look for
shapes, meanings, significances.

B

Alongside the video installation, the exhibition also featured photos.
The large-scale photographs are not of the actual beehives but of the
sculptural objects, like organic modernist totems that Fromchenko
constructed with the beehives. The photos are quite blown-up,
creating another facet of distancing from the original. These are not
the hives but the sculptures; these are not the sculptures but their
photograph; and the photograph is not the right size - it is enlarged.
What you are seeing is the refusal to give account. The refusal of
the shape of art as an indicative statement. A refusal of the ego. A
refusal of art as an expression of emotions. Against a white a neutral
background, the beehive totems stand tall like the pillars of a Greek
temple. Like models in a catalog. Like a solitary ejector seat, without
an airplane or sky. Like a major general without IDF, like peeling
walls without Brenner.

Indeed, others before me have already noted that bees are noticeably
absent from this exhibition. But that is not because the exhibition
waves an ecological banner, warning of the colony collapse disorder.
As mentioned above, the bees are the once who have made their

way to Fromchenko and set the process in motion, and not the

other way round. These empty beehive towers are tombstones. And
tombstones mark something that is gone. But for me, and in the spirit
of everything that was said above, what is gone is not the bees but

the scientific, logical, organizing, naming, and defining gaze. This is a
hymn to everything that evades naming.
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precisely the source of his power. And here Fromchenko does not
paint Brenner or his protagonists or his ideas or his landscapes.
Instead, she photographs peeling walls in Portugal.

She writes: “This is a country that has frozen in time under the
dictatorship that governed it. Only in recent years, it has awakened
from the imperialist reveries to
which it has fallen... The peeling
walls I photographed there reminded
me of my paintings.” Once again, we
learn that Fromchenko’s gaze refuses
to be linear, theoretical, academic,
and insists on being decentralized,
stratified, associative, and
ambiguous. In her work, the peeling
walls and the awakening of Portugal
from its imperial dreams are linked
to the Zionist dream and its decline
Fig. 7: The Vanishing General, 2015, in Brenner's tormented world and
mixed media on paper, 90x140 cm to the existential crisis that Brenner

represents. In his insistence on not
drawing his essence from the outside, from ideas, from nationalism, or
from religion, Brenner serves as a model.

D
A similar move can be traced in the painting The Vanishing
General ", exhibited at the Petach Tikva Museum of Art in

2018. Fromchenko painted the first woman major general in IDF,
Orna Barbivai. In my reading, she steps over the simple, obvious,
transparent feminist text, which celebrates the accomplishment, and
does that only to show how the celebration itself is an affirmation

of the anomaly, as though it were an extraordinary and marvelous
event, like a circus bear riding a unicycle, while the anomalous,
strange, extraordinary thing is that only now and only one.

The Vanishing General painting once again opens up the discussion
of how the master represents the woman; how the correct discourse
of reason represents the world in its realism that makes the
represented appear natural. In The Vanishing General, Fromchenko
disrupts the formal photograph. She writes it, if you will, without the
silent letters.

PART II:
ABOUT THE EXHIBITION 245

A

All the projects I have discussed reach their culmination in this
exhibition. Even its starting point is the material and not the

concept, the world and not intention. There was not a moment when
Fromchenko sat, like Rodin's Thinker, and then a light bulb appeared
above her head “Ah! I will film beehives!” On the contrary, as Yair Barak

78



81

B

Let us begin our journey with works from the 2017 show What’s

Up Bro? &9, The show centered on the observation of an ejector
seat. Fromchenko painted and drew it until it disintegrated into a
series of acrylic paintings from which it is impossible to recreate
its original form. Observing it from “too close,” meaning, from a
distance that cancels out rational
coldness and allows a direct gaze
of its viscera, the paintings turn
into all-over patterns - threads,
laces, tubes, belts and buckles,
evocative of the innards of an
animal. In a series of ceramic 3D
prints, the chair has been removed
from the airplane, from the sky,
from anything that defines its
essence, and becomes a purely
aesthetic object. In other words,
Fig. 5 Exit, 2017, wood sculpture from instrumental rationality,
coated with beach sand, 70x90x190 cm from an instrument, a device, it has
turned into a piece of jewelry. The
ejection seat is a universal metaphor for life as sitting in a crashing
airplane. An expression of the dream to be ejected from life into a
leisurely glide through the air. A defiance of the master's discourse,
the myth of the heroic and masculine pilot. Everything is converted
here. Under the impotence of the one who was ejected emerges the
impotence of the one who remained aboard the airplane.

The central sculpture in the show is made out of wood and covered
with sand paint. Smadar Sheffi noted that the lifesaving seat
resembles the life-taking electric chair: Technology will serve

any master. I wish to add that here technology has reverted into
the natural: wood, sand. Rationality reverted into emotion. The
functional has mature into the futile.

C

Let us continue by looking at photos

from the exhibition From Fog to

Doom (of 2019)®&%), at A Place for

Art. Fromchenko starts here from

Brenner’s quote that can shed light

on how nationality is formulated,

how the narrative from exile to

the State of Israel is represented.

Perhaps due to his ambivalence

3 towards everything, from his own

Fig. 6: From the Mist 1, 2019, color work to the Zionist project, in

print on archival paper, 30«40 cm recent years Brenner has become
(or perhaps we should say regained

his status as) a cultural icon, precisely because this characteristic

ambivalence resonates with contemporary psyche and thought.

To a contemporary reader, Brenner presents a Jewish Nietzsche,

life affirming and passionate on the one hand, and skeptical of the

mechanisms of religious and national identification on the other

hand. A man who is always on the brink of the abyss, which is
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3. Structuralism

In the context of Fromchenko’s works, I wish to examine how the
work process produces meaning. The work process is my structure
here: Taking something from the world, and looking at it through
photography, painting, video, until it becomes abstract.

4, Speculative realism

In recent years, I find my thinking to be more and more influenced
by Object-Oriented Ontology, from the school of Graham Harman.
This is a school of thought that does not distinguish between things
and processes (after all, a mountain is not a thing but the process of
the earth rising as tectonic plates collide, albeit large and slow, and

a lit match is not an event but a thing, albeit small and quick). With
this in mind, the artwork is a temporal object created as an event of
observation, and the artist who makes it is the viewer who engages in
method acting. Meaning, when you read the line “the wine-dark sea,”
the sea is not there and the wine is not there; you are the one who
plays the sea as if it were wine.

In light of these three interpretive theories, and in light of the
teleological problem I have introduced in the opening, I wish to

claim that there is a problem to represent the world from a woman’s
perspective. I suggest that one strategy is disrupting the master's
discourse, the second strategy is to adopt a view of female essentialism
and work from a spiral polyphony that defies the repressive aspect of
instrumental rationality, a third strategy is to try and point to how our
concepts of the world are not natural and transparent but rather the

outcome of knowledge-power relations and mechanisms of policing,
controlling, socialization, and normalization, and that these structures
can be identified as such through the artist’s modes of operation and in
the object oriented affinities that the work generates in the encounter
with the viewer.

PART I:
ABOUT ANNA FROMCHENKO’S OEUVRE

A

This is the thesis, then: There is a correct mechanism of
representation. It belongs to the patriarchy and is called “realism.”
There is abstraction, which involves ideology and the sublime, and
it also belongs to the male logic. In Fromchenko’s works, I identify
another abstraction, abstraction towards life, the quotidian, and
experience. Abstraction that constitutes a disruption of the master's
discourse - circular, Jungian, essentially feminine in the school of
Hélene Cixous; abstraction of Mother Earth and not of Father Time,
and at the same time, one that teaches us about the artificiality of
social structures that seem natural; abstraction that is an effective
means of creating the conditions for the viewer’s method acting,
which is necessary for turning the artwork and viewer into a
temporal object.
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the Orient and women as irrational and childish and therefore as
requiring the patronage of the enlightened West - because of this, the
question we must ask today about art is whether and how the world can
be represented not from the Western/male/master perspective.

For this purpose, we have quite a few models at hand. I am thinking,
for instance, about Olympe de Gouges’s 1791 Declaration of the

Rights of Woman and of the Female Citizen. De Gouges wrote it in
almost phonetic French (i.e., without the silent letters that are not
pronounced). Some assumed that this was because she was a simple
and uneducated woman, but today it is commonly believed that she
could have afforded to pay for the text to be proofed, if she so wished,
and that the reason for the phonetic writing is the master discourse -
the correctness of language as a tool for class differentiation, and the
accessibility of the phonetic text to women of the lower classes.

I wish to look at this choice and understand it as a philosophical
strategy: The master formulates the correct language, which is the
faithful and rational means of representation, whereas de Gouges,
in her simple writing, uncovers the hidden links between language,
revolutionaries, nationalism, and machismo.

Two other models I would like to present here are contradictory, and for
me, represent two opposite poles of feminist thinking: One asserts that
there is something we could call “feminine” writing, and the other that
such a thing does not exist. The model that represents the first pole

is identified with Hélene Cixous, who speaks of “écriture feminine,”

women’s writing, writing of multiplicity, circular as opposed to an
arrow - not a cypress but grass. The model that represents the opposite
pole is identified with Judith Butler, who sees women and femininity

as social constructs created by mechanisms of repression. An
interpretation that sides with the first school of feminist thought will
look for the bypass roads that the artwork paves around the masculine-
Western-linear-hierarchical instrumental rationality, whereas the
writing and interpretation of the opposite school will try to see how the
text exposes the artificiality of the languages that present themselves
as natural. Not only that, if Butler asks us to turn our attention
precisely to the question of how and why we associate femininity with
materiality (mother/matter), Cixous (and more Jungian versions, such
as Clarissa Pinkola Estés’s Women Who Run with the Wolves), asks us
to identify resistance in the same exact discourse. Butler writes that for
a woman to engage in mimesis means to try and take back the place

of her exploitation by the discourse, without allowing herself to be
reduced by it. If she is on the side of the “sensed,” the “material,” this
means giving herself anew to ideas, particularly ideas about herself that
were processed by the male logic. Butler also stresses that her interest
here is not in the materiality of sex, but in the sex of the material -
materiality as a site in which the drama of sexual difference is enacted,
and reminds us that according to Plato, femininity is formless.

In this short essay, I will try to stay open to both perspectives. I will try
to show how Fromchenko’s works write like de Gouges, stand against
logocentrism in the spirit of Cixous, while uncovering the socially
silenced like Butler.
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About Anna Fromchenko’s Body of Work
Jonathan Hirschfeld

v

This essay sets out to examine Fromchenko’s body of work since 2012,
and to offer a thematization of her artistic practice and keys that
could assist the reading and interpreting of her various projects. In
the introduction, I will present thoughts about art that engages in
abstraction by means of photography, video, and painting. These
thoughts, some my own, others have already become the convention
in the artworld, are based on a feminist interpretative approach, on
interpretative structuralism, and on speculative realism. In the first
part of my essay, I will attempt to examine these thoughts in relation
to some of Fromchenko’s exhibitions and projects. I will devote

its second section to 245 - her latest solo show, which was held at
Braverman Gallery Project Room.

INTRODUCTION

1. The teleological problem

Embarking on the task of writing an interpretive or thematic
essay about art, we should keep in mind the pitfalls of any and all
interpretive theories: Every method inevitably leads to conclusions
that it was designed to find. For example, a Marxist analysis will

find that the work touches on class tensions and the ownership of
the means of production, a structuralist analysis will reveal that
the real content is found in the structure of the artwork and the
underlying social structures, a feminist analysis will uncover the
hidden chauvinistic content or the meaning of the work in relation
to the patriarchy, and so on and so forth. This is a built-in catch.
And so, in order to overcome the teleological problem, in this essay
the interpretive work was carried out deliberately along several
methodical avenues simultaneously.

2. Feminism and realism, presence and absence

Some may wonder why, alongside Marxism and structuralism,
feminism is an interpretive method. One possible answer to

this question is that today, the material that presents itself to
interpretation also requires “reading outwards,” and so, we must be
able to identify a history of injustice. In this context, feminist theory is
related to queer theory and postcolonial theory, and at the same time,
to an internal reading aimed at exposing the text’s denied nature - a
reading capable of seeing Ophelia as the protagonist of Hamlet and
Artemisia Gentileschi as heralding a voice that in fact was heard only
centuries after her death.

And because the West’s mechanisms of representation have been
masculine for thousands of years, and since “the gaze” as a rule has
become synonymous with the masculine gaze, which is the objectifying,
appropriating gaze, the gaze of reason, of realism - the one through
which, according to Linda Nochlin and Edward Said, the West understood
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The drastic shift between the three works, the three aesthetic-critical
monuments in 245: the cinematic manifestation (Moat) - the amplified
and hyperrealist video, the “simulacrum,” in Baudrillard’s terms; the
photographic manifestation (Totem); and the replicated cast models
(Ghost Beehives), the reproduction of the closest origin to the dead
thing, the actual traces, in Benjamin’s terms - engenders a fascinating,
complex, and charged dialogue that expands the metaphorical and
aesthetic gamut of human-animal relationships, “...because the
relationship between man and animal was metaphoric. Within that
relation what the two terms - man and animal - shared in common
reveal what differentiated them. And vice versa.”” Not only that -

the entire exhibition admonishes the brutality of industrialization,
production, and consumption of animals on the one hand, and their
no-less brutal domestication on the other hand, since “the rejection

of this dualism is probably an important factor in opening the way to
modern totalitarianism.”™

Published on Erev Rav online magazine,
25.11.2020 www.erev-rav.com/archives/51982 (in Hebrew).

12

Berger, p. 7. For the similarities and
difference between humans and animals,
see my article “Sculpture of Her Own,”
www.e-mago.co.il/node/11651 (in Hebrew).
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also in his life, and made recurring use of slabs of fat, beeswax, honey,
animals, and felt in his art performances and installations. In his
famous performance, How to Explain Pictures to a Dead Hare (1965,
Galerie Schmela in Diisseldorf), he covered his head with goldleaf and
honey, materials that have a symbolic link to thought and creation
processes.® The epoxy casts, the “death masks,” the “tombstones,”

the silent bees, are also a conceptual link between Totem - the three
elongated photos that depict the exterior of the beehives, their shell,
and the inner walls of the beehives, horrifyingly amplified in the
overwhelming and unsettling video projection. In more general and
essential terms, the two spaces of the exhibition (the ground floor
that features the video projection and the upper floor with the photos
and epoxy casts) embody the difference between the experience of
reality and space before and after modernism and the Industrial
Revolution. Before modernism, man’s place was safe and fixed and his
relationship with the world developed slowly and gradually, allowing
external impressions to be absorbed and become real experiences. In
the new era ushered in by modernism, according to Walter Benjamin,
we have lost the sense of continuous time, place, and space, and
started experiencing reality as a state of fragmentation;°’ even beyond
that (to add the postmodern and digital age), according to Jean
Baudrillard - as a state of decentralization, dispersal, and depletion
of time, space, and matter, as a result of the new social organization
of the general conditions of production and the accelerated pace of
capitalist technology.” We could also say that the difference between
the experience of watching the video projection on the ground

floor and that of viewing the photographs and epoxy casts upstairs

.8
Moshe Ninio, “Actions, Pauses, Final Pause,”
Kav 8, eds. N. Neuman, M. Ninio,and Y.
Fischer, 1988, Jerusalem, p. 17 (in Hebrew).

9

Walter Benjamin, “The Work of Art in

the Age of Mechanical Reproduction,” in
Iluminations, edited by Hannah Arendt,
translated by Harry Zohn, from the 1935 essay
(New York: Schocken Books, 1969), pp. 13-14.

beautifully echoes the difference that Benjamin delineates between
painting and photography, as well as the difference between the
painter’s role and the cameraman’s. In The Work of Art in the Age
of Mechanical Reproduction, this idea is formulated by drawing

on terms from the surgical world, as Benjamin equates the painter
to the magician, to the holistic healer, to the shaman, and the
photographer to the surgeon:

The surgeon represents the polar opposite of the magician. The
magician heals a sick person by the laying on of hands; the surgeon
cuts into the patient’s body. The magician maintains the natural
distance between the patient and himself; though he reduces it
very slightly by the laying on of hands, he greatly increases it by
virtue of his authority. The surgeon does exactly the reverse; he
greatly diminishes the distance between himself and the patient
by penetrating into the patient’s body, and increases it but little by
the caution with which his hand moves among the organs (...) in
contrast to the magician (...) the surgeon at the decisive moment
abstains from facing the patient man to man; rather, it is through
the operation that he penetrates into him."

The magician and the surgeon are analogous to the painter and the
cameraman. The painter maintains in his work a natural distance
from reality, the cameraman penetrates deeply into its web. There is
a tremendous difference between the pictures they obtain. That of
the painter is a total one, that of the cameraman consists of multiple
fragments which are assembled under a new law.

10.

Jean Baudrillard, Simulacra and
Simulation, translated by Sheila Faria
Glaser (1981; Ann Arbor: The University of
Michigan Press, 1994).

m
Benjamin, pp. 13-14. 920



93

at large and bees in particular (which have always been a focus of
fascination and fear), unless they are presented as sterile and efficient
“isolated productive and consuming units” as novelist, essayist, and art
critic John Berger would say;® a monument to the collapse of the clear
distinctions between nature and culture, between the natural and the
industrial, and between the authentic and the artificial, in the order,
regime, and efficiency of animals’ productive economy, organized

as a conveyor belt of industrial mass production. “Two hundred

and forty five / Is placed exactly
under / Two hundred and forty six”
as Fromchenko’s poem goes.

Box no. 245, which set Fromchenko’s
two-year beehive journey in motion,
is one of five hives that were
removed from the industrial hive
due to “defects” that hindered the
efficiency of the production line. Cell
no. 245 appears in the middle of the
totem in the central photograph. The other four hives were left in the
artist’s backyard. In a previous life, they were used as a set design on
an episode of the web series Gimel (2018),” created by directors Miki
Fromchenko (the artist’s son) and Assaf Machnes, where a soldier tries
to get stung by a bee to get “gimmelim” - sick leave from the army &,

Fig. 4: Miki Fromchenko and Assaf
Machnes, directors, Gimel (still), 2018

On the floor of the gallery’s upper level, the artist symmetrically
arranged castings of the negative space of four hives and their lids,

.6

John Berger, “Why Look at
Animals?” in About Looking

(1980; New York: Vintage, 1991), p. 13.

7

The award-winning web series, now online
on Ynet and ARTE, was featured in many
prestigious international festivals and
placed first in Google’s “Made for Web 3.0.”

made of epoxy mixed with (yellowish-beige) wax-colored acrylic paint
with accidental residues, remnants, organic traces, beeswax or bee
body parts, fragments that were caught in the castings in the process
of removal from the original mold - the actual beehive. Two of the lids
are placed on a transparent podium, seemingly floating in the air like
ghosts, an impression that is further amplified at twilight time, when
the eucalyptus trees, the “tombs,” the cast chambers, and the window
panes throw long shadows on the floor.

In a way, it is as though the casts wish to bring the viewer back to the
material world and with that balance the heterotopic, the perverse,
the imaginary, the abnormal, and the hyperreal, the video in its
monstrous dimensions (4x8.5 meter central wall, 4x7.5 meter flanking
walls) with the here and now, the real, the tangible, the thing that
looks most like what it tries to represent; like the replicated and
duplicated death of the bees. One might also think of the ritual of
embalming the body of the departed - and particularly the death
mask, the closest representation of real death, forever suspended as

a living-dead. Perhaps the thin and translucent rectangle castings,
which look like they are made of a natural material, honey or beeswax
maybe, and carry actual organic traces, will first bring to mind

Joseph Beuys’s concept of “social sculpture.” The influential artist
coined this term in the second half of the 20th century as a take on
the Wagnerian notion of gesamtkunstwerku, conceiving society as a
whole as one great work of art. Beuys considered art as a means for
healing and shaping society and policies on political, ecological, social,
and cultural issues. He adopted shamanism not only in his art but
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Natural forces, perhaps the tectonic movement of plates, disrupted

and upended the order of the earth’s strata in the deep. The result

is giant expressive abstract paintings, compositions of horizontal
layers arranged on top of one another and separated by protrusions,
bubbles, holes, drips, cuts, lines, etchings, imprints, dents, markings,
and signs that at times look like traces of fossils, skeletons, bones,

and prehistoric cave paintings®¢?. These are projected on three walls
of the “elevator” shaft, i.e., the gallery walls, and accompanied by a
hypnotic-disturbing and somewhat
balancing soundtrack composed by
the Budapest-based Israeli composer
and artist Asher Goldschmidt. The
viewers find themselves caught
between the white high ceiling of the
“elevator” - the ceiling of the gallery,
that is, which looks as though it
could come crashing down on them
at any moment, and the “unstable”
and deceptive floor, which looks as
though it is about to go up.® The viewer feels movement, like tectonic
shifts and imagined tremors, suggestive of the unsettling experience

of a precarious elevator ride. The experience can reference the ride in
the “night truck,” the bees’ death truck which appears in the poem that
opened this text, titled 245, like the title of the exhibition. The death
truck “Moves like a storm / Like a huge whale / In the sea of black
darkness,” and inside it “Every turn of the stormy ride / Is felt inside
the truck as an earthquake / The rustling is getting louder / Excitement

Fig. 3: Green Fog 3, 2020, manipulated
photo on archival paper, 110x70 cm

5

See picture in pages 54-55, view of the
video Moat, which shows the transition
from one floor to the one below it - the
shift from the yellowish-brown part to the
lighter section split by a black layer. This
is exactly the illusory moment in which it
seems that the floor is about to rise and the
ceiling to go down the wall.

turns into fright / Yes the Queen is there with them / As an insurance
policy for the safe landing.” The experience may also be interpreted

as another element of the ride: from “the sweet field / [...] the orange
groves / The high evergreen trees / The flowers dripping with nectar /
The flowers that yearn for the embrace,” from the natural environment,
the bee swarm in nature, to the other environment, “to the forever
another field” - the industrial beehive.

The heterotopic space on the ground floor, which takes the viewer on
aride through the depths of the unknown/subconscious material and
spirit, man and earth, is distinguished both from the gallery’s external
space (the courtyard and vestibule that separate the gallery from

the street) and from the upper level. Thus, against the destabilized,
imaginary ground floor that is simultaneously deceptive and concrete,
the upper level feels fixed, static, frozen in time. Radiating a sense of
stillness and death, it unfolds what look like silent graves, tombstone
after tombstone, remnants of a life that is now dead.

Across the stairs, the viewers come face to face with Totem. The work
comprises three photographs depicting a modest tower (about the
height of an average man) made of boxes - five industrial beehives
stacked on one another. Presented from three different angles, the
“totem” stands like a cairn or a memorial to the dualism of human

life interweaved with (and dependent on) the life of animals and the
disconnect between modern man and nature in general and animals in
their natural, non-industrial, and undomesticated state in particular.
An aesthetic architectural monument to the inability to meet nature
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monumental and to a large extent sublime site specific visual
expressions span the two floors of the gallery; three elements that
offer a journey through the abyss, and at the same time - modest
towers that unfold a dynamic and erratic world, bustling and bursting
with life; a dead body that was given generous doses of aesthetic
resuscitation, kept on life support.

On the ground floor: a mirage - the video Moat (2020) that seems to
lead the viewers down a giant shaft, like a formidable elevator that
moves frame by frame, “floor” after “floor” at a steady yet menacing
pace in one clear direction - down, underground, to the depths of the
earth (humus) and man (homo).? Towards the red-brown-black-gray
organic material made of dirt, soil, rocks, kurkar, basalt, and limestone
that stacks in horizontal layers of corporal and mental geology; the
type of spectacular and eerie total experience that embodies the
dissolution, the full, almost biblical, fusion between the physical and
the mental, between the objective and the spiritual, and between earth
and man. “And the Lord God formed man of the dust of the ground,
and breathed into his nostrils the breath of life; and man became a
living soul.”® And in a more contemporary, modern context, we could
think of Meir Ariel’s song “A Human is Not But”:

2

The link between man (adam nTx) and
earth (adama nn7x) in Hebrew is also found
in other languages, as in the Latin humus
and homo.

.3
Genesis 2:7.

4.

A human is not but a

developed chunk of mud.

How, what is mud?

-soaking wet soil.

Such is the human:

soil of the land,

as it is said, soil you are

and from soil you were taken-

soaking in all sorts of fluids.

Only, developed...

delineated and delimited

by one partially smooth and hairy half
alternating between sealed and penetrable
and it has a certain character

and a perfect shape, and whatever
developed... for mud

it’s developed, because

it’s just mud, yes, just mud-

some form.*

Meir Ariel, “A Human is Not But,” first
verse, from the album Charcoal Drawings,
1995, translated by Lonnie Monke.
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245 / Anna Fromchenko

The night truck

Moves like a storm

Like a huge whale

In the sea of black darkness

Two hundred and forty five

Is placed exactly under

Two hundred and forty six

The tiny hairy legs stretch

The limp wings flutter

The warriors are sitting on the laborers
The workers on the juniors

The juniors on the cocoons

And the cocoons are sleeping unaware
Of the long journey

The journey that always takes them
From the sweet field

To the forever another field

Passing by the smoky chimneys

By the shrinking lakes

By the large fields of skyscrapers
From which the workers fall to their death
Passing by the worn-out men

1

And the hopeful women

Every turn of the stormy ride

Is felt inside the truck as an earthquake
The rustling is getting louder

Excitement turns into fright

Yes the Queen is there with them

As an insurance policy for the safe landing
But, she is sound asleep

Dreaming about the orange groves

The high evergreen trees

The flowers dripping with nectar

The flowers that yearn for the embrace

Of the fluttering wings

The honeycombs are full of sweet potion
And the pollen is strong and healing

Even while she sleeps

There is endless wellness that flows from her subjects
To the bustling swarm around her

And the road is stretches ahead in the darkness
To the sweet new home

To the forever another field.!

Three manifestations, visions, spectacles -

245, from the exhibition 245, poem and
translation by Anna Fromchenko.
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animals have been the subject of ritual, exploitation, and research.
In his essay, Why Look at Animals, John Berger maintains that
animals are humanity’s first metaphor. He goes on to write: “But by
no other species except man will the animal’s look be recognized as
familiar [....] The animal scrutinizes him across the narrow abyss of
non-comprehension.”

Fromchenko looks at the bees and their world through their habitat,
their living environment. The bees themselves are absent from the
work, and their absence produces a petrifying emptiness that alludes
to a real danger of extinction, since the environmental role of bees is so
meaningful (their role as honey makers is utterly marginal) that it is

impossible to imagine a world without them.

This is the world that Fromchenko creates in 245. Still and spectacular,
threatening and consuming, enticing and terrifying. This is the
memory of what the artist calls singular and irreproducible “wing
prints”; a testament to a cycle of life and death and to the formation of
our gaze.

a
John Berger, "Why Look at Animals,” About
Looking, 1980, p. 5.

>

Fog 4, 2021, color print on archival paper,
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245 | Silent Abyss and Towers

Yair Barak

v

In the beginning, there were the beehives that found their way to
the artist’s backyard, like a call for action. The process started with
the documentation of the interior walls of the small structures.

Fig. 1: Anna Fromchenko, Moat, 1994,
video installation, 2020, Braverman
Gallery, Tel Aviv

This chance encounter eventually
became the three-channel video
Moat eV, 2020, projected in perfect
unison on three of the gallery
walls, conjuring a seemingly
abstract image of a spectacular

yet unnerving interior. The viewer
plummets deep into the void created
by the camera movement, pulled
down what seems like a bottomless
shaft. In fact, we are viewing a

fictional camera movement along the beehives’ walls. Imagery of a
masterful organic tapestry, traces of a swarm and beeswax residue
that reluctantly became an expressive image, like the walls of a

prehistoric cave.

Israeli art is typically understated in nature - from the humble
Want of Matter to 1970s Conceptual Art. 245 is a monumental
installation that brings to mind spectacle art, which in many

respects is an attempt to return to the artistic sublime, like
Olafur Eliasson’s large-scale installations and Rachel Whiteread’s
expansive sculptural works(fie-2),

The exhibition presents three bodies of work across the two levels of
Braverman Gallery; three bodies of work that form one installation
in three visual (and material) permutations of absent objects: the
upper floor features three large-scale photographs of sculptural
objects that Anna Fromchenko
created by stacking beehives. The
functional structure, designed to
serve as a factory for reproduction
and honey-production, becomes
an architectural structure of
monumental qualities; in the
photographs, the modest, human
height totem stands tall as an
ostentatious skyscraper. At the
center of the upper space, the artist

Fig. 2: Olafur Eliasson, Moss Wall, 1994,
installation view, Tate Modern, London

placed thin and translucent epoxy casts of beehives and lids. The
rays of natural light in the upper gallery hit the yellowish polymeric
epidermis, exposing the patina and organic scars left on it with the
passage of time.

Bees have always been the focus of facination and fear, myths and
symbolical references, while also carrying a significant financial
and ecological importance. Generally speaking, throughout history
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