Production of Cultural Differences - Israel
Galia Bar-Or

I gave a homeland/ for a homeland./ A not moveable/ for a moveable.// That is to
say/ a not present/ for a present. / A not ceasing.// For I was filled with
longing/ for the not present. / For the snow has looked upon me."

(Avot Yeshurun)

Judaism as a religion, a tradition, and a world-view, has shaped itself
throughout the centuries as a structure that makes possible the survival of
Jewish existence in conditions of exile. Israel as an independent national state
has created a new reality which not infrequently opens fissures in the affinity
to the historical Jewish cultural heritage.

A situation of dualism has arisen, which intensifies during experiences of war
and siege, absorption of waves of immigration from the East and the West, and
the continuing endeavor to sustain a Western culture in the heart of the East.

At the core of the physical existence in a sovereign state, there continues to
exist a schizophrenic experience of "there" and "here", an existential condition
of vacillation between poles, of states of duplication.

This is a personal-political-cultural condition of duality, which arouses
questions about personal and national identity and makes possible an examination
of situations from a position of relativity and doubt, which subsist in accord
with the global existential situation.

Israeli visual art, since its inception, has developed an ambivalent attitude to
inspiration from Jewish sources. Although archaeological excavations have
discovered the wealth of ancient Jewish art, reversing the view that insists on
a contradiction between Judaism and art, it turns out that the question is far
more fundamental: the question of shaping the Israeli identity as including the
Jewish identity as part of itself.

Pinchas Cohen Gan has been active as an artist in Israel for more than twenty
years. In 1976-77, when he concluded his studies in New York, he held three one-
person exhibitions at the Max Protetch Gallery in New York, and gained
recognition from the best of the New York critics. He came back to work in
Israel because in his opinion there is no significant art without consciousness
of the specific place to which the artist relates. Pinchas Cohen Gan conceives
of artistic practice as a systemic act - as a function of culture, time, and
personal experience in a place. Hence he operates in the place where the
constitutive principles of his creative personality took form.

The periphery has a function and meaning in his work and his outlook. He works
from a consciousness of the complex of contexts: Israel as a periphery in the
international context, peripheral areas in Israel in their relation to the
center. He formulates the objects of his work as "a new realism that is
connected with provincialism and mystification, the goal of which is the
creation of a new anthropological type".

Personal experience, "states I have gone through" (as he puts it), constitute an
essential component of Pinchas Cohen Gan's work. In talks he held in 1974, as
part of the work on his "Activities" exhibition, he says: "I define my feeling

of estrangement in relation to the question of my origin and my cultural



surroundings. For example: I was born in Morocco, and I see this as a start of a
path in life, both as a man and as an artist. In Israeli art and society there
is a process of change which is social in character. I am a product of this
change. On the one hand I am conscious of my origin and do not deny it, and on
the other I belong as an artist to Western culture and art".

He writes these things during a period of a social and psychological rupture in
Israel, in the wake of the "Yom Kippur War" (October 1973), at the height of
intensive activity in the conceptual epistemological sphere, which has been
going on continuously since the late '60s, through works which examine
structures of inner image related to a specific society and place (Israel).

One of Pinchas Cohen Gan's conceptual projects was performed at the Dead Sea
(1972), at the lowest point on the world's surface, where conditions of absence
of life exist because of the high concentration of salts. He performed an
experiment in introducing an ecological system of life from a nearby spring
(fishes in fresh water inside polyethylene sleeves) into the Dead Sea.

"The Dead Sea Project" poses the question of the possibility of life far from
its source, and the question of the influence of the environment. An essentially
personal experience, of being a refugee, a particular case in the general
situation of "massive migration to Israel" (as he puts it), is duplicated into a
conceptual examination of the dynamics and energy involved in the artificial
creation of living conditions in a place which does not allow the possibility of
life. The range of contexts extends from questions touching on the very
existence of art, culture and periphery, to problems of East and West, and
existential conditions in a hostile environment.

Subsequently, Pinchas Cohen Gan went off to different sites outside Israel, with
the aim of raising the level of conceptualization and extending the contexts of
the experiments he had performed inside Israel. His going out to beyond the
boundaries of the place made possible a contemplation from a position of
distantiation, an experience in a different field of reference, and deduction
from there about local concepts: "The return to Israel is an acceptance of
reality, an acceptance which means living in agreement with conditions here".

Pinchas Cohen Gan and many others of his generation deal with various aspects of
forms of adaptation and transition on the social, ecological and political
levels. For the first time there develops an awareness of liminal states, of ex-
territoriality as an existential condition (refugee) and as a strategy of
resistance to degenerative influences involved with adaptation to the
environment. Together with this, there is a utopian component: a dialogue
between artists and workers in research and industry, for a systemic grappling
with focal questions.

The utopian and the ex-territorial continue to nourish the work of Cohen Gan.

The local-biographic point-of-departure focuses concern with questions such as:
migration, East-West, periphery, and the creation of bodies of work that relate
to the Hebrew Bible, Jewish history and the existential condition of being a
Jew. The local component is meaningful in the artist's work on yet another
level: in the crystallization of a strategy of action, in the framework of an
"international language", in the construction of an alternative to the art
discourse that is imported from the cultural centers in the West.

The concept "international language" in Pinchas Cohen Gan's work has an
inclusive meaning only with regard to the validity it accords to art and its
place in the general sphere of intellectual creativity. An "international



language", in the Cohen-Ganian context, means that a work in the aesthetic
sphere has a status parallel to that of a scientific hypothesis, in that it is a
unitive entity. It is "correct" in the sense of the degree of precision of each
of its components, the relations between the various components and their
connection to its basic perceptual Gestalt. It may be accepted or refuted on the
level of conclusions, but any arbitrary change of one of its components, any
subtraction or addition, will not improve it but rather cause damage to its
unity. The term "international language" has no specific affinity to any
particular orientation in the art discourse.

Each artistic thesis of Cohen Gan's constitutes, on its completion, a closed
chapter that is put together in a "book" or a "dictionary". In his books, Cohen
Gan integrates verbal language and several structures from the spheres of
science and philosophy, and a language of signs and forms that relate to the
history of art and the history of the grammar of art. He aspires to create a
correlation among image, text and concept, and various categories of conception:
dialectical, taxonomic (classificatory), and semantic.

Since the early '70s he has been creating books, and publishing some of them.
The first was published in 1976 - The Book of the Car, which included 1135
drawings in various techniques. His latest book was published this year (1992) -
Dictionary of Semantic Painting and Sculpture, which includes texts, drawings,
and photographs extending over 500 pages.

"You're facing yourselves. Facing yourselves, what does that mean? Through what?
Through the word of God. Because in the absence of God, there is the book.
However, the face-to-face contemplation of the Jew and God is a face-to-face
contemplation with the Book" (Edmond Jabes).

In his books, Pinchas Cohen Gan deals with the meta-language of art by locating
systems of relations that act in a simulacric manner. He aspires to define the
viewer-object, art-nature-culture relations, the relations between the structure
of the concrete material and the subjective-psychological representation of its
outer appearance.

His latest essay, the dictionary entitled Dictionary of Semantic Painting and
Sculpture, is "a kind of computer-program which stores my artistic work which
has been created over the past twenty years, in the format of a modular
semantics". He processes a kind of comprehensive index of data, which turn into
pictures. These then reappear as evidence which contains within it the emotional
and poetic component, as a final stage in a process which began as cold and
calculated.

Dictionary of Semantic Painting and Sculpture aspires to a new kind of
information storage. By means of it, the artist continues to exist, as it were,
as an independent body, as a total art, outside of space and time. Through
Dictionary of Semantic Painting and Sculpture he offers a kind of model for
intersubjective communication by means of information channels which do not
vanish from the earth with the passing away of the artist.

This latest work of Cohen Gan's combines the decisive element in the artist's
activity: the element of survival in time. This meaning is already evident in
his conceptual works from the early '70s ("nonadaptation" on the conceptual
level in "The Dead Sea"). He elucidates the documentary aspect embedded in his
practice and research, the motivation for the interminable sets of series, work
which is unprecedented in its extent and its intensity. He activates a kind of
centrifuge, which spins materials from different categories, into an
intersubjective and supratemporal existence in the "book".



The marked figure is a central component in all of Cohen Gan's works. It
harmonizes with the elementary concept that exists in consciousness for the
representation of the human figure. The figure is positioned in various active
or passive postures which define basic states. The sequence of states in a
series of works, and the connections between the various series, create a
conceptual text. As in a burial chamber in ancient cultures, various systems of
categories of existence are marked. The human being is represented in a
meticulously planned alignment of his actions as a mortal, in quasi infinite
series of the "activa" rhythm, and on the personal path which he must travel
alone, in the circles of the "contemplativa", in his aspiration for
resurrection.

Pinchas Cohen Gan presents a relative, topological conception of man's status in
the universe. He discusses the influence of the environment (already in the
conceptual works of the early '70s), and other factors, neurological and others,
and presents a perception without illusions of the human condition: man is set
in a complex function of contexts that serve directing factors that shape his
consciousness and action.

The spiritual creation - artistic practice - is the key to survival. It in
itself is an objection against the abyss of oblivion and entropy, "a transition
from matter to spirit and back again, through a biological experience”". This is
man's superiority. Each body of creation carries with it a promise of temporary
life, and because it is only temporary, the circles of the creation remain open.
Like a stone thrown into water that creates ever-extending circles.

"Within the transhuman memory, the recognition of otherness, we create the
immortality of our 'others'. This recognition is why memory is blessing
(zikhronah lebrakha: 'let memory be a blessing') and why the dead live on
(khayeh hamessim: 'the dead are alive')."

* ok Kk Kk

In my choice of four young artists to exhibit beside Pinchas Cohen Gan's
exhibition, I have sought to examine tangents of continuity and change as open
components in the dynamics of culture.

For the younger generation, Pinchas Cohen Gan is one of the models to relate to.
But the young artists do not position art as "critical", and Cohen Gan's
deliberately declarative language is not their language. Cohen Gan's formulation
expresses a stance consolidated in the '70s, which conceives of art (which
includes a component of doubt) as radical in the social context. In contrast,
the artistic personalities of the young artists were shaped in the '80s, in the
era of the collapse of the great ideas, at a time when concepts like social
idealism and socio-political involvement lost their validity in the West.

Cohen Gan adopts utopian components into a structure based on a sober vision,
and strives to present a conception that relates to a picture of the future. The
young artists do not see themselves responsible for any historical or meta-
historical structure whatsoever.

Pinchas Cohen Gan aspires to build an art language through the inspiration of
science and its products (and not the creation of a scientific language as an
art language!), and makes use of formulae and diagrams, the members of the
younger generation of artists represented here operate in an expanse of imagery
that relates to computer technology, codes and physical displays.



The works of Zvika Kantor recall continuous rolls of paper, and integrate
computer images and binary thinking of black-and-white placements. The
fragmented signs that Atsmon Ganor sketches have an affinity to the language of
mapping force-field directions. Daniel Sack's works evoke associations of
plastic models, for the modelling of physiological systems whose sensuousness is
neutralized because they are models. In Neta Ziv's drawings on perspex, diagrams
are formed from combinations of dots, inspired by the manner of description of
cosmic systems (star routes) - quantal or physiological (the human brain). Her
latest works make use of a computer graphics program for a combined display of
sections printed on a transparency. Concepts which were created in the human
brain have progressed beyond the range of verbal expression and language, to
exist as a visual picture and a mathematical equation.

Pinchas Cohen Gan, who began his activities in the '70s as a conceptual artist,
arrived at a recognition in the mid-'70s that there is no substitute for the
visual aspect in the conceptual activity. The artists of the younger generation,
who began their activities in the '80s, have gone through a converse process, of
a return to the "concept" through a process of reduction.

In comparison to Cohen Gan's marking figure, central to their work is an
anthropomorphic figure, a kind of blend of the "painterly" with conceptual
notation. The anthropomorphic approach charges the works with a kind of subtle
humor, which sometimes tends towards the absurd.

The works are made of light and perishable materials, and appear to be floating
in space. The works of the Israeli artist being exhibited in Istanbul this time
all turn, as in the lines of Avot Yeshurun's poem quoted in the epigraph, to the
"not present", the "not ceasing", to an image of a description of the world (and
not to an image of the world). They attest to the continuity of creation in
Israel despite the difficulties of existence, and to a continuing tradition of
creating a unique dialogue among the cultures.

Translated from Hebrew to English by: Richard Flantz



KULTUREL FARKLILIKLARIN URETIMI

Bir wvatanim var / bir vatan ic¢in./ Bir yerinden oynatilamayan /
bir vyerinden oynatilabilen ig¢in./ S6z gelimi/ bir simdiki
olmayan/ bir simdiki i¢in./ Bir bitmeyen./ Clinki 6zlemle doluydum
/ simdiki olmayan ic¢in./ Kar bana baktidi icin.

Avot Yeshurun (1)

Yahudilik bir din, Dbir gelenek ve bir diinya goriusi olarak,
yuzyillar boyunca kendisini, sirgun kosullarinda Yahudi varliginin
sUiregelmesini olanakli kilacak bir yapi dodgrultusunda bigimlendirmistir.
Bajimsiz ulusal bir devlet olarak Israil, tarihsel Yahudi kiiltiir mirasiyla
olan yakin iliskisinin sik sik kesintiye udradidi yeni bir gercgek yaratmistair.
Yasanan savas ve istilalar, Bati'dan ve Dogu'dan gelen go¢ dalgalarinin
eritilmesi ve Dogu'nun tam gdbedinde Bati kiultirini korumak i¢in wverilen
stirekli c¢aba donemlerinde yodunlasan ikili Dbir durum ortaya c¢ikmistair.

Bagimsiz bir devlet icinde fiziksel wvarolusun derinliklerinde kutuplar ve

cogalan durumlar arasinda bocalayan bir wvarolus durumundan kaynaklanan
"burada" ve "orada"nligin sizofrenik deneyimleri, hé&ld sitrmektedir. Bu,
1kiligin kisisel-siyasal ve kiultirel kosullarzi olup, kisisel ve
ulusal kimligin sorusturulmasina neden olur. Kiresel var olabilme
durumuna kuskulu ve gdreceli bir konumdan bakabilmeyi saglar.

israil g&rsel sanatlari, basindan beri, Yahudi kaynaklarindan esinlenmeye
karsi celiskili bir yaklasim gelistirmistir Her ne kadar arkeolojik kazilar,
eski Yahudi sanatinin zenginliklerini ortaya cikarmis olsa da, Yahudilik
ile sanat arasindaki karsitligi 1srarla savunan bakis agisi tersine

déndiiriildiigiinde, sorunun daha temel oldugu goériiliir. Bu sorun Israilli
kimligini big¢imlendirirken, Yahudilik kimlidini de onun bir pargasi olarak
disunmekten kaynaklanir.

XXXX

Pinchas Cohen Gan, 20 yildan fazla bir siiredir etkinliklerini Israil'de
sUrdiren bir sanatgidir. 1976-77'de New York'taki editimini tamamladiginda,
Max Protech Galerisi'nde (New York) ¢ kisisel sergi acmis ve New Yorklu en iyi
elestirmenlerin Ovgistini almistir. Sanatg¢i, Snemli hi¢ bir sanatin,
sanatcinin Dbagli oldudu topraklarin bilinci olmadan gelisemeyecedine inandigi
icin Israil'e geri dénmiistiir. Pinchas Cohen Gan, sanatsal uygulamayi, kultur,
zaman ve mekandaki kisisel deneyimlerin islevi olarak degerlendirdigi
sistemli bir eylem olarak kavrar. Dolayisiyla yaratici kisiligini
olusturan ilkelerin bigimlendigi yerde calisir. Gerek yapitlarainda, gerekse
bakis acisinda, cevrenin bir islevi wve anlami vardir. Uluslararasi baglamda
israil'in bir cevre olmasi ve 1Israil'deki cevresel alanlarin merkezle
olan iliskileri gibi baglamlarin karmasikliginin bilinciyle g¢alisir.
Yapitlarindaki nesneleri, "amaci vyeni bir antropolojik tip yaratmak olan
uydurmacalik ve tasralilikla 1lgili vyeni bir gercgekgilik" le
bicimlendirir.



Kendi sozleriyle "gec¢tigim durumlar" olarak niteledigi kisisel deneyimleri

Pinchas Cohen Gan'in yapitlarinin temel bilesenlerini olusturur. 1974'te
"Eylemler" sergisindeki c¢alismalarinin Dbir parcgasi olarak yaptigi
konusmalarinda soyle demistir: "Yabancilasma duygusunu, koken sorunum

ve kiulturel cevremle iliskili olarak tanimlarim. Ornedin Fas'ta doJdum. Bu
benim, hem insan, hem de sanat¢i olarak yasam cizgimin baslangicidir. Israil
sanati ve toplumunda, toplumsal nitelikte bir dedisim siireci so®z konusudur.
Ben bu defisimin bir trinidylim. Bir yandan kokenimin bilincinde olup, onu
inkar etmiyorum, ama bir yandan da sanat¢i olarak Bati kiltir ve sanatina da
ait oldugumu distuntyorum" (3). Sanatci, bunlari, Israil'in toplumsal ve
psikolojik sorunlari oldugu bir doénemde, 1973 Ekim Savasi'nin (Yom Kippur)
hemen ardindan, belirli bir toplum ve yerle (Israil) iliskili ic
imgelerin kurgusunun incelendigi vapitlar araciligiyla, 60'larin
sonlarindan beri sltrekliligini koruyan kavramsal- epistemolojik alandaki
hareketlerin en yodun oldugu bir ddnemde yazmistir.

Pinchas Cohen Gan'in kavramsal projelerinden biri 1972'de vyer yiziunin en
alcak noktasi olan ve tuz oraninin yiksekliginden otiru vasam kosullari
bulunmayan Lut G&li'nde (0l Deniz) gerceklestirilmisti. Sanatci, bu

projesinde, yakindaki bir tatli su kaynagindan polietilen cepler ic¢inde Lut
Goli'ne tasidigi baliklarla, bir ekolojik vyasam sistemi denemistir."Lut
Golli Projesi", kaynagindan uzak bir yasam ile ¢evre etkileri sorununu dile
getirir. Bu Ornekte, temelde kisisel bir deneyim olan gdg¢men olma durumunu,
kendi sdzleriyle "Israil'e kitlesel gd¢"iin genel durumu icinde 6zel bir durum
olarak belirlemis ve bu olguyu yasam olanagi olmayan bir vyerde, yasam
kosullarinin vyapay olarak yaratilmasiyla i1liskili olan dinamik ve enerjivi,
kavramsal bir arastirmaya donistirerek tekrarlamistair. Baglamlar dizisi,
sanatin, kiltirin ve ¢evrenin asal varolusu ile ilgili sorunlara dedinmekten,
Dogu ve Bati'nin sorunlarina ve disman bir c¢evrede varolus kosullarina
uzanir. Daha sonra Pichas Cohen Gan kavramsallastirma dizeyini
yikseltmek ve Israil'de gerceklestirdidi deneylerin baglamlarini
genisletmek amaciyla Israil disindaki dedisik alanlara gitmistir. Sanatcinin
bulundugu yerin sinirlarinin Otesine geg¢mesi,onun uzaklasarak bakmasini ve
disiinmesini olanakli kilmis, ayrica degisik 1ilgi alanlarini vyasayarak,
oradan vyerel kavramlara iliskin c¢ikartmalar yapmis; "Israil'e geri dénmek
gercegi kabul etmektir. Bu kabullenme ise buradaki kosullarla barisik yasamak
anlamina gelir" (4) demistir.

Pinchas Cohen Gan ve kusaginin pek ¢odu, toplumsal, ekolojik ve siyasal
dizeyde uyum ve gec¢is big¢imlerinin c¢esitli yonleriyle udrasir. Bu vyillarda
ilk kez, esikte durmanin, varolus durumu olarak sinirdisi olmanin (gd¢men)
bilinci ve g¢evreye uyum 1ile ilgili olarak Dbozucu etkilere direnme

stratejisi gelismistir. Bunlarin vyani sira, glindemdeki sorunlari
sistematik Dbig¢imde g&Jisleyebilmek icin, arastirma ve endistride, isc¢i ile
sanat¢i arasinda diyalog kurulmasi gibi Utopyaci bir bilesen de so6z
konusudur. Utopyaci ve sinirdisa olgusu, Cohen Gan'in yapitlarinda
gelisimini sitrdirmektedir.

Yerel biyografik hareket noktasi, gog, Dogu-Batz, cevre ile Tevrat, Yahudi
tarihi wve Yahudi olmanin varolus kosullarina iliskin vyapit dizileri
Uretmek gibi sorunlara odaklanmistir. Sanatg¢inin vyapitlarindaki vyerel

bilesen, eylem stratejisinin netlesmesinde, "uluslararasi dil" baglaminda ve
Bati'nin sanat merkezlerinden ithal edilen sanat sOylemlerine bir

secenek olusturma gibi farkli bir diizlemde de anlam kazanir. Pinchas
Cohen Gan'in yapitlarindaki "uluslararasi dil" kavrami, yalnizca, sanatla olan
uygunlugunun gecgerliligi ile genel entelektiiel vyaraticilaik alanindaki
yerine iliskin olarak dar anlamda kullanilmistir. Cohen Ganci baglamda

bir "uluslararasi dil" estetik alanda bir yapitin, bittincil bir varlik



olarak, bilimsel bir wvarsayimin konumuna kosut olmasi anlamina gelir. Her

bir Dbilesenin kesinlik derecesi, cesitli Dbilesenler arasindaki iliskiler
ve onun temel algisal Gestalt'la iliskisi anlaminda "dogru"dur. Sonucglari
agisindan kabul edilebilir vya da yalanlanabilir, ama. her hangi bir
bilesenindeki her hangi bir keyfi dedisiklik, her hangi bir c¢ikartma ya da
ekleme, onu gelistirmek vyerine birligine zarar getirir. "Uluslararasi dil"
terimi, sanat soylemindeki her hangi bir &zel ydnelime Dbelirgin Dbir yakinlik
duymaz.

Cohen Gan'in her bir sanatsal tezi, tamamlandidinda, bir "kitap" vya da bir

"s6z1ltik" icinde bir araya getirilen bir kapali boélimden olusur. Cohen Gan,
kitaplarinda s6zli dil ile bilim ve felsefe alanindaki bir kac¢ kurguyu,
sanat tarihi wve sanat grameri tarihine iliskin isaret ve big¢im dilini
birlestirir. Amaci, imge, metin ve kavram arasinda bir ba§ kurmak,
diyalektik, semantik ve siniflandirmaci gibi c¢esitli kavrama kategorileri
yaratmaktir.

Sanatci, 70'lerin basindan beri kitaplar yaratmakta ve bazilarini
yvayimlamaktadir. 1976'da basilan ilk kitabi The Book of the Car (Otomobilin
Kitabi), degisik tekniklerle yapilmis 1135 ¢izim igerir. Bu vyil (1992)
yvayimladidi en son kitabi The Syntax of Painting and Sculpture (Resim ve
Heykelin S6zdizimi) ise 500 sayfadan fazla olup, metin, ¢izim ve
fotograflardan olusur.

"Kendinizle karsi karsiyasiniz. Kendinizle karsi karsiya kalmak ne demek? Neyin
araciligiyla? Kutsal Kitap araciligiyla. Cinki Tanri'nin yoklugunda kitap
vardir. Ancak, Yahudi'nin Tanri huzurunda disinmesi, Kitap huzurunda
distinmesi demektir" (Edmond Jabes) (5)

Pinchas Cohen Gan kitaplarinda bir birinin kopyasi olan iliskiler sistemini
saptayarak, sanatin st dili ile ilgilenmistir. Amaci, izleyen-nesne ve sanat-
doga-kiltir iliskileri ile somut malzeme kurgusu ve dis gOrinumiin &znel-
psikolojik betimlemesi arasindaki iliskileri tanimlamaktair.

Son makalesi olan The Syntax of Painting and Sculpture adli sézlugi

"gecen 20 yil icinde gerceklestirdigim sanatsal vyapitlarimi modiler
anlamsal formatta depolayan bir tir Dbilgisayar programi" olarak tanimlar.
Sanatg¢i verilerin kapsamli dizinini, resimlere donlistiirecek bir yontem
uygulamistir. Bunlar, sonradan, blinyesinde duygusal ve siirsel Dbilesenler
tasiyan kanitlar olarak yeniden karsimiza c¢ikar ve soduk, hesapci olarak
baslayan bir siirecin son durumudur. The Syntax of Painting and Sculpture
bir baska tir bilgi depolama pesindedir. Bunun araciligiyla, sanatgi,
bagimsiz bir viicut, tam bir sanat, mekan ve zaman disi gibiymisgcesine var olmaya
devam eder. The Syntax of Painting and Sculpture araciligiyla sanategi,
6liminden sonra da varligini stUrdiirecek bilgi kanallari araciligiyla bir
tir Oznelerarsi iletisim modeli sunmaktadir.

Cohen Gan'in son yapiti, sanatg¢inin eylemlerinin en belirleyici 6desi olan
zaman icinde var olabilme 0Jesini igerir. Bu kavram sanatg¢inin 70'"lerin
baslarinda gerceklestirdigi kavramsal yapitlarinda kendini belli etmeye
baslar ("Lut Goli Projesi"nde kavramsal dizeydeki "uyumdisilik™). Sanatcgi
uygulama ve arastirmalarindaki belgeselligi, sonsuz dizi gruplarinain
nedenini, kapsam ve yodgunluk acisindan essiz olan vyapiti aciklamaya
gider. "Kitap"ta, farkli kategorilerdeki malzemeler dbnerek, Oznelerarasi

ve zaman Ustid bir varolusa dénlisen bir merkezkac hareketi baslatir.

Cohen Gan'in Dbitin yapitlarindaki ortak bilesen isaretlenmis figirdir. Bu,
insan figirinin betimlenmesinde biling¢ diizeyinde var olan ilkel kavramla uyum



igcindedir. Figlr temel durumlari tanimlayan hareketli ya da duragan pozlarda
verilmistir. Yapit dizilerinde, Dbir birini izleyen durumlar ve farkla
diziler arasindaki Dbaglantilar, kavramsal bir metnin ortaya c¢ikmasina neden
olur. Eski uygarliklardaki mezar odalari gibi, wvarolus kategorilerinin

cesitli sistemleri isaretlenmistir. Bir o6lumli olarak insan, eylemleri Ozenle
ve kusursuzca planlanmis diziler, "activa" (etkinlik) ritminin yari sonsuz
dizileri, fUzerinde yalniz basina ylUrlimesi gereken kisisel ¢izgisi,
"contemplativa" (diistince) daireleri ve yeniden dirilme istegi ile
betimlenmistir. Pinchas Cohen Gan evren ig¢inde insanin durumunu goOreli

ve topolojik kavranisini sunar. Cevrenin (70'lerin basindaki kavramsal

yvapitlarinda ilk kez goritlen) etkileri ile niirolojik ve Dbaska etkenleri
tartisir ve insanin bilincini ve hareketlerini Dbi¢imlendiren etkenleri
yonlendirmeye hizmet eden baglamlarin karmasik islevi igindeki konumu
gibi insanlik durumunu yanilsamasiz bir algilama ile ortaya koyar.
Tinsel vyarati -sanatsal uygulama-, var olabilmenin anahtaridir. O kendi
iginde kullanilmayan enerji (entropi) ve unutmanin derinliklerine bir karsa
cikistir; "biyolojik deneyim araciligiyla maddeden ruha bir gegis ve geri
doéniis". Insanin iistiinliigii budur. Yaratilan her viicut, gecici bir yasam
sOzlnil de beraberinde getirir ve yalnizca gecici oldugundan, vyaratilis
daireleri acgik kalir. Tipki suya atilan bir tasin yarattigi halkalarin giderek
genislemesi gibi.

"Gegcici insan bellegi icinde, farkliyi tanimlamakla "Obirlerimiz"i oOlUmstiz

kilariz. Belledin kutsal olmasi (zikhronah lebrakha: 'bellegi kutsayici kil'")
ve Olilerin yasamasi (khayeh hamessim: 'Oliler canlidair') (6) .

XXXX

Pinchas Cohen Gan'in yani sira, sergi ic¢cin bu dort sanatgiyi secgerken

kiiltir dinamigi ic¢inde ac¢ik bilesenler olarak degisim ve sireklilik sinirlarinzi
inceleme pesinde oldum. Gen¢ kusak i¢in Pinchas Cohen Gan baglanti kurulacak
modellerden biri. Ancak, geng¢ sanatc¢ilar sanati "elestirel" bir konumda
gormilyor ve Cohen Gan'in kasitli bir big¢imde kullandigi bildiri dili onlarin
dili degil. Cohen Gan'in bic¢imlendirmesi, 70'lerde pekistirilen ve sanati
(kusku bileseni de dahil olan) toplumsal baglamda kdoktenci olarak kavrayan
bir konumu vyansitiyor. Gen¢ sanatcg¢ilarin, sanatc¢i kisilikleri ise 80'lerde,
bluyik disiincelerin ¢oktiigi ve toplumsal idealizm gibi kavramlarin ve sosyo-
politik ilgilerin Bati'da gecgerliligini vyitirdigi bir donemde

bigimlenmistir. Cohen Gan Utopik bilesenleri, adgirbasli Dbir goriden
kaynaklanan bir kurguya uyarlar ve gelecedin gdrintistyle 1iliski kuran
bir kavrayisi sunmaya c¢abalar. Geng¢ sanatgilar 1ise kendilerini hic¢ bir
tarihsel ya da tarih ©otesi kurgudan sorumlu tutmazlar. Pinchas Cohen Gan
sanat dilini, bilimden ve onun Urinlerinden (sanat dili yerine Dbilimsel dil
yaratmak ic¢in dedil !)esinlenerek olusturmayi amaclarken ve semalarla

formtillerden yararlanirken, burada tanitilan gen¢ kusak sanatcg¢ilar, bilgisayar
teknolojisi, kodlar, gdorintd tUnitelerine 1iliskin genis bir imge yelpazesi
i¢inde Urtn vermektedirler.

Tzivika Kantor'un isleri, vyazicilarda kullanilan siirekli k&gidi cadgristiriyor
ve Dbilgisayar gorintileri ile bilgisayarlarin temelinde vyatan 1ikili

taban (binary) sisteminin siyah-beyaz vyerlestirimlerini Dbitinlestiriyor.
Atsmon Ganor'un parcalanmis isaret taslaklarinin, fiziksel kuvvet alani
¢cizgilerine yakinligi var. Daniel Sack'in calismalara fizyolojik
sistemlerin modellenmesinde kullanilan ve model olduklarindan duyumlari
etkisiz birakilan plastik modellerle benzerlikler tasiyor. Netta Ziv'in
perspeks lizerine yaptidi c¢izimler, kozmik -kuantal ya da fizyolojik-
sistemlerin tamamlanmasinda kullanilan noktaciklardan esinlenmis. Son



calismalarinda, bir asetatin lizerine basilmis parcalarin gdruntisinu
birlestirmek igin kullanilan bir bilgisayar yazilimina basvurmus.

Etkinliklerine 70'lerde kavramsal sanat¢i olarak baslayan Pinchas Cohen Gan,
70'lerin ortalarinda, kavramsal etkinlik i¢inde gdrselligin yerine baska
bir sey konulamayacadini anlamisti. 80'lerde etkin olmaya baslayan genc
kusak sanatcilar ise tam tersi bir slrecten gecerek, azaltma
slirecinden baslayarak "kavram"a geri donmiislerdir.

Cohen Gan'in isaretli figuru 1ile karsilastirildiginda, bu sanatc¢ilarain
ortak vyani antropomorfik figlrdir. Kavramsal yazilimla "ressamca'"nin bir
tir karisimi. Antropomorfik yaklasim yapitlari bazen sag¢maya kacacak
bi¢cimde belli Dbelirsiz Dbir mizahla degistirir.

Yapitlari hafif ve dayaniksiz malzemelerle yapilmistir ve uzayda ylzer gibi

durur. Bu kez Istanbul'da sergilenen Israilli sanatcilarin yapitlarinin
hepsi Avot Yeshurun'un giriste yer alan dizelerinde oldugu gibi "bir simdiki
olmayan”" ve "bir Dbitmeyen"e ve dinyayi tarif eden imgeye (dinyanin
imgesine degil) déniisiir.Hepsi varolusun zorluklarina karsin Israil'de

yaratisin slirekliligine ve kiultlirler arasinda essiz bir diyalog yaratma
geleneginin siirdigtine taniklik eder.
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