
‰È¯ÂËÈ¯ËÎ†„˜Ù˙Ó†ı˘†¯ÈÓÊ†Ï˘†Â‡È„ÈÂÂ‰†·ˆÈ†

ıÂ·È˜†—†Â˙Â„ÏÈ†ÊÂÁÓÏ†‰Ë¯„‡Î†¨˙ÈÏÂ·ÓÈÒ

‡ˆÓ† ®A† Â‡È„ÈÂ©† † ‰„Â·Ú‰† ÊÎ¯Ó·† Æ˙¯ÈÎ

È¯·‚‰† „ÒÂÓ‰† —† ÈÏÎ¯‡È¯ËÙ‰† ·‡‰† „ÒÂÓ

ÂÈÈÁ†˙‡†ÛÈÙÎÓÂ†¯Ë˘ÓÓ†¨„ÒÓÓ†¨Ô‚¯‡Ó˘

‡Â‰† Â·˘† È¯Â·Èˆ‰† ·Á¯Ó‰† ˙‡Â† ÔÓ‡‰† Ï˘

Ï˘† „ÂÚÈ˙·† ‚ˆÂÈÓ† ‡Â‰˘† ÈÙÎ† ¨ÌÈÈ˜˙Ó

˙ÒÙËÓ†¨·‡‰†„ÒÂÓÏ†„‚Ó†ÆıÂ·È˜‰†˙ÙÈÒ‡

Æ®B†Â‡È„ÈÂ©†ÌÈˆÚ†ÏÚ†®ÔÓ‡‰†Ï˘†ÂÓ‡©†Ì‡‰

Æ‰ÈÁ†‡È‰†Â·˘†·Á¯Ó·†˙ÈÏÎ˙†˙¯ÒÁ†‰ÏÂÚÙ
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„ÒÂÓ† Â·˘† ¨ÈËÈÏ‡ÂÎÈÒÙ† ‰ÏÂÚÙ† ‰„˘Î

‰È¯ÂËÈ¯Ë‰† ÏÚ† ÌÈ˘ÏÂÁ† Ì‡‰† ˙ÂÓ„Â† ·‡‰

ÔÂÈ‚È‰Ï† ÛÂÙÎ† ¨„ÈÈˆ‰† Æ‰˙Â‡† ÌÈÓÒÓÂ
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ÒÒ·Ï†È„Î†ÂÏ˘†ÁË˘‰†ÈÙ–ÏÚ†‡ˆÓ˘†¯·„

„Èˆ‰† Ï·‡† ¨ÂÈÓÈÒ† ˙‡† „ÂÓÏÏÂ† ÂÓÂÈ˜† ˙‡

ÚÂ‚¯Ó†‡ˆÂÓ†ÂÈ‡†‡Â‰Â†¨ÂÈ¯ÎÂÚ·†ÈË˜Ï˜‡‰

ÆÂÓˆÚÏ

ÔÈÈÙ‡Ó†Â‡È„ÈÂÂ‰†ÈÎÒÓ†̇ Ùˆ¯·†ı¯˘†ËÒ˜Ë·

ÂÓˆÚ†˙‡Â†‰¯ÂÁ˘†‰ÈÈÓÈ˙Î†ÂÓ‡†˙‡†ÔÓ‡‰
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˙ÚÈ˜Ù·† ÔÂÈ„†ÌÈÈ˜˙Ó†‰ÙÈÒ‡‰† Â‡È„ÈÂÂ·

ÌÈ¯·Á†˘Â¯È‚·†ÔÂÈ„Â†¨˙¯ÈÎ†ıÂ·È˜·†˙Â¯·Á
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Ï·‡†Æ¯Ó‡Ï†ÔÓ‡‰†˙·Â‚˙†È˘·Â†¨ıÂ·˜‰†È¯·Á

˙ÓÈÈ˜˙Ó† ‰ÙÈÒ‡‰† ÆÌÈ˘¯Á† Ï˘† ÁÈ˘–Â„† Â‰Ê

„ÂÚ·†¨ÔÓ‡Â†È˙È·†Ï‰˜Ï†¯Â‚Ò†¨ÈÓÈÙ†ÌÏÂÚ·

ÛÈˆ‰ÏÂ†ÚÈ¯Î‰Ï†̇ ÂÒÓ‰†̈ ÔÓ‡‰†Ï˘†ÂÈ˙Â·Â‚˙˘

ıÂÁÓ†¨‰Ê‰†ËÒ˜ËÏ†ıÂÁÓ†˙Â¯‡˘†¨ÍÒÓ‰†˙‡

Æ‰ÚÙ˘‰†˙„ÓÚÏ†ıÂÁÓ†¨‰È¯ÂËÈ¯ËÏ

Ï˘†ÌÈË˜†˙Â‡ÒÈÎ†ÌÈ¯„ÂÒÓ†ÍÒÓ‰†ÏÂÓ

ÂÎÂ˙·†ÏÈÎÓ†‰ÈˆÊÈÏ‡ÈˆÂÒ‰†ÍÈÏ‰˙†ÆÔ‚‰†È„ÏÈ

„ÂÚ·†¨‰ÙÈÒ‡‰†ÈÎ¯Ú†Ï˘†˙ÈËÓÂËÂ‡†‰Ï·˜

ÆÌÈ„·ÂÚ†ÌÈ‡˘†ÌÈÂÚ˘†˙Â¯˘Ú†Û˜ÂÓ†ÏÏÁ‰

‰Ú˘‰†ÏÚ†ÌÈ¯ÂÓ†ÌÂÚ·È˜†˙Â¯ÓÏ˘†ÌÈÂÚ˘

¯‡˘˘†‰Ó†ÏÎ†ÈÏÂ‡†¨ÌÂÈ·†ÌÈÈÓÚÙ†‰ÂÎ‰

Æ‰ÙÈÒ‡·† ‰ÚÈÙÂÓ‰† ˙ÈËÂÏÂÒ·‡‰† ˙Ó‡‰Ó
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amir Shatz’s video installation functions as a
symbolic territory, a monument to his
childhood realm – Kibbutz Kineret. The
work (video A) revolves around the
institution of the patriarchal father – the
male institution that organizes, institutio-
nalizes, disciplines and subordinates the
artist’s life and the public sphere in which
he exists, as represented by the document-
ation of the kibbutz assembly. As opposed
to the paternal institution, the (artist’s)
mother is seen climbing trees (video B),
performing a futile act in her living space.

The Zionist, kibbutz territory is
revealed as a psychoanalytical arena where
the paternal institution and the mother
figure dominate and mark the territory.
Bound by the logic of functionality, the
hunter uses the mother, the father, and
anything else found on his turf in order
to establish his presence and learn its
signs; however, his eclecticism becomes
an obstacle and he becomes restless.

In the text running on the bottom of the
video monitors, the artist characterizes his
mother as a black Yemenite, and himself as
a “dark-skinned dwarf,… a sweet little
monkey who wants to resume breast-
feeding, to warm up in your familial nest,
mother, on a tree or in the desert…”. The
physical otherness, identified with the
mother, draws him away from the

dominant territory, while the fatherly
institution, represented by the kibbutz
assembly, requires a decision concerning
tribal loyalty.

The assembly video documents a
discussion about membership expiration
in Kibbutz Kineret and the expulsion of
members whose situation is like that of
the artist. The establishment demands the
obedience of the inconclusive absentee.

In this work, the screen is divided into
two windows; one features the assembly
as broadcast on the closed-circuit video
channel to all kibbutz members, and the
other shows the artist’s response to the
things said there. However, this is a
dialogue that falls on deaf ears. The
assembly is held in a closed insiders’
world, open only to a loyal home
audience, while the artist’s responses,
which strive to overpower and flood the
screen, remain outside this text, out of
bounds, outside of any influential position.

Little kindergarten chairs are arranged
in front of the screen. The process of
socialization entails automatic acceptance
of the assembly’s fundamental values; the
space is surrounded with scores of non-
working clocks, and yet, despite their
standstill, they tell the right time twice a
day – which is perhaps all that has
remained of the assembly’s absolute truth.

Dream Group and a Hunter  Zamir Shatz
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¨ÌÈ¯ÈÚˆ† ÏÂÏÒÓ† ¨ÌÈ·† ÏÂÏÒÓ† Â˘È¢

Â‡†¨ËÈÏÁ‰Ï†ÍÈ¯ˆ††ÆÆÆ·ˆÓ†¯È„‚Ó˘†ÏÂÏÒÓ

‰ˆÂ¯†‡Ï†‡Â‰˘†Â‡†Ô‡Î†˙ÂÈ‰Ï†‰ˆÂ¯†‡Â‰˘

¢ÛÂˆÏ†ÍÈ˘ÓÈ†‡Ï˘†ÆÔ‡Î†˙ÂÈ‰Ï

“There is a sons’ route toward

membership, a youngsters’ route, a

route defining one’s condition and

circumstances… one has to decide,

whether he wants to be here or not.

He can’t go on floating”
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˙¯ÈÎ†ıÂ·È˜Ó†Â‡·Â‰˘†˙ÏÊ·‰†È·‡

ÌÈ˜¯Ù˙Ó†‰ÎÂ˙·†˙¯‚ÒÓ‰†Ô‰†¨È‚ÂÏÂ˙ÈÓ‰

ÌÈÈ˙ÁÙ˘Ó‰†¨ÌÈÈÙ¯‚ÂÈ·‰†˙Â„ÒÂÓ‰

ÆÌ‰È·ÈÎ¯Ó†ÍÒÏ†ÌÈÈˆÂ·È˜‰Â

The Basalt stones brought from the

mythological Kibbutz Kineret form

the framework in which the

biographical, familial and kibbutz

institutions are deconstructed into

their constituent elements.

ÏÏÁ†‰‡¯ÓInstallation view



“Red Something”†Â‡È„ÈÂÂ‰†˙„Â·Ú†ÍÂ˙Ó†ÌÈÈÂÓÈ„

Images from the video “Red Something”
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“My Mother is a Monkey”†Â‡È„ÈÂÂ‰†˙„Â·Ú†ÍÂ˙Ó†ÌÈÈÂÓÈ„

Images from the video “My Mother is a Monkey”

“Red Something”†Â‡È„ÈÂÂ‰†˙„Â·Ú†ÍÂ˙Ó†ÌÈÈÂÓÈ„

Images from the video “Red Something”






