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This group exhibition contains artworks whose visual and 

conceptual gaps evoke opposing elements of presence and 

absence. Fragmentation, disassembled forms and 

(in)visibility are core principles that the artists in the show 

convey through their creative process. Fragments shown 

in the artworks reference an experience from the past, a 

historical moment, a geographic location, a voyage or a 

situation. The absent section in the work, the ―negative‖ 

space (that is the void which in fact references the 

presence of something that was there) becomes the main 

visual experience. The fragments and other elements that 

used to be part of a whole (which is now absent) have 

new meanings (detached from their origin) and hence are 

visibly dominant. The negative and empty spaces challenge 

the viewers’ expectations. Using our visual memory and 

archive, we find links to fill in these gaps, which are contingent on our past experiences and pre-conceived 

notions. The remnants existing in these works are linked to sources that cannot be retrieved, and as a result, 

these traces reclaim the original contexts (the source), and become the origin themselves.  

Revealing only fractions of a structure, image or object, these oeuvres compellingly raise issues of memory, 

loss, destruction, disassembly, emptiness, temporality and infinity. Consequently, these works also create an 

interesting tension between the invisible and visible as well as between the corporeal and the cerebral. They 

invite us to consider which we are more likely to notice, things that are present or absent?  

 

The artists in the show Keren Benbenisty, Liene Bosquê, Paul Clay, Ellie Krakow, Ann Oren and 

Lindsay Packer incorporate text, found objects and popular culture imagery from film and magazines, 

emphasizing the simultaneous encounters of absence and presence, fraction and whole, as well as reality and 

illusion. The works in the exhibition are both two and three-dimensional and include video, works on paper, 

sculpture and installation.  

 

In Paul Clay’s ―My Secret,‖ small canvases disclose intimate secrets of different individuals, whose physical 

presence has taken the form of a written text, making them absent and present simultaneously. The 

participants’ confessions are first handwritten by them on note-cards, and then transferred onto small 

canvases by the artist. As a result the participants’ identity is eradicated. These short sentences are 

indistinguishable and can express either a male or a female voice. This participatory piece elicits notions of 

current means of communication, such as texting, utilized to succinctly convey our emotions. These digital 

means of communication that we use daily, have been replaced with handwritten exchanges (such as love 

letters), where ones handwriting and language signified his/her identity. In the digital age, handwritten letters 
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are not as frequent and the notion of having a letter as a physical is no longer in our consciousness. Similarly, 

Ellie Krakow also incorporates text in her work. Krakow combines both form and content while the text 

itself, which describes a certain situation, is in fact the visual encounter. Krakow’s use of language recalls early 

Modernists’ experimentations with words and texts as diverse materials, and in a similar way, she explores 

language as a physical form. The text in her work exaggerates the hidden (absent) element: while the text 

inside the frame is the physical (present) object, it is also a ghostly silhouette. Krakow’s sculptural work also 

integrates presence and absence. The abstract form in ―Stone Support‖ is based on an armature from the 

Metropolitan Museum of Art that supports an ancient stone head. Reversing the prop’s basic intent, now an 

elegant stone sculpture, Krakow not only redefines the armature’s aesthetic qualities, but also alters the 

visible/invisible aspect. The armature, which is hidden in its original contexts at the museum, is now the core 

element and the subject of the work. She deliberately uses alabaster to echo the material of the original 

ancient sculpture, which is entirely missing here.  

 

The relationship between the visible and the invisible seen in Krakow’s work is an element the artist Keren 

Benbenisty profoundly explores in her work as well. Similar to a mason, Benbenisty’s technique is to create 

by means of reduction, using an eraser as her primary tool. In this work, Benbenisty erased the ink off the 

pages of a Burghley Collection catalogue, documenting Japanese porcelains from the seventeenth century. 

After unbinding the catalogue, she removed portions of the photographed objects as well as the text, and 

created new forms, thus permanently losing the original context. Not being able to restore the erased section, 

the remains on the pages are now traces of something that once existed. Normally used as something that 

eliminates, the eraser in this case is utilized as a drawing tool: Benbenisty reshapes and recreates through the 

act of extraction. Part of the work also includes small inkbottles, containing deposits of the ―erased ink,‖ as 

though these are the ashes of the erased porcelains. It is interesting to think about this piece in relation to 

Clay’s work, where the act of writing is the main element.  

 

Also resonating from both Clay’s and Benbenisty’s work is the representation of a place through an object. 

The content on Clay’s anonymous canvases may describe a certain geographical area, and depending on where 

the piece is installed, the language and writing may change. Benbenisty’s process of erasing has eradicated the 

objects’ oriental identity. No longer recognizable, their cultural attributes are ―lost.‖ Benbenisty suggests that 

the fragments she created resemble an archipelago, surrounded by endless oceans. These works’ allusions to 

mapping, border formation and geographic locations also exist in Liene Bosquê’s work. In ―Estacionamento‖ 

(Parking), Bosquê used latex to emulate the shapes and outlines of a stone pavement, located outside of her 

studio in Portugal. This imprint is an homage to the traditional Portuguese pavement technique made from 

cobblestone–a familiar motif that is also found in the artist’s native country, Brazil. The grid has empty spaces, 

indicating the shape of the cobblestone. While this imprint evokes two countries, Portugal and Brazil, Bosquê 

blurs the geographical borders, so the colonizer and the colonized cannot be distinguished. Like Benbenisty, 

Bosquê ensures that geographical identification and provenance are lost in the work. Contrasting the 

permanence of the pavement, Bosquê uses latex, a perishable material, and thus elicits notions of temporality 

and fragility.  

 

Impermanence and instability, in relation to land and territory, are shown in Lindsay Packer’s work ―My 

House.‖ In this video, a small shape of a house, cut out of paper, is placed on a palm of a hand. Once the paper 
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cutout house collapses, the other hand adjusts it so as to prevent it from blowing away. This work evokes a 

sense of nostalgia and how attached we get to places we no longer occupy, though their physical imprint still 

exists in our memory. This work also speaks to the way the destruction of buildings transforms memorable 

spaces, or how the resurrection of new structures reshapes the landscape. Our memory, particularly of places 

we have visited, often replaces the actual experience. In another work by Bosquê, we are presented with a 

variety of small iconic buildings, resembling souvenirs of popular tourist destinations. Reducing the structures’ 

original monumentality (like Packer’s house), and unifying them by coloring them all in the same tone, renders 

them ghostly –similar to the visual reference stored in our memory.  

 

Decontextualization, particularly of objects of popular culture, is noticeable in Benbenisty’s use of mass-

produced catalogue, or Bosquê’s take on trinkets. 

Ann Oren’s incorporation of film also involves an element of fragmentation and deconstruction. In her video 

installation ―An Eye for An Eye,‖ Oren re-appropriated sections from the film "The Piano Teacher.‖ The 

figures and other visual elements from the movie are entirely absent, leaving the eye as the only component 

visible on the screen. This body part belongs to the protagonist, whose role in the movie is that of a peeper. 

The eye then, extracted from its original context (yet accentuating the main character’s story), becomes the 

main element, similar to Krakow’s armature or Benbenisty’s erased forms. The film is disassembled, and the 

organ is abstract and unrecognizable.  

 

Expectation versus experience and reality versus illusion are ideas Packer explores in her light-based 

installations. ―Specific Gravity‖ for example, is a kinetic work composed from ordinary materials and found 

objects. Using small mirrors and opaque tape, Packer covered parts of the mirror, creating small circular 

forms. Spotlights, directly projected on the mirrors, and a fan subtly moving them, cause the light to bounce 

off them and create jumpy, molecular structures on the opposite wall. Having all the components candidly 

displayed, the viewer is presented with both the tangible and nonmaterial. Surprised by the source of these 

shapes, as though freed from Plato’s cave, the viewer questions what is the object? What is the reality (the 

reflection or the mirrors)? What is present? 

 

Packer uses found objects that once had a ―home‖ and are now traces of the past. Their place of origin is 

unknown and thus they are decontextualized. They are displaced. The idea of displacement and traces from 

the past (origin) comes through in many of the artworks in the show. Whether it is in Benbenisty’s erased 

porcelains and erasure remnants, or in Bosquê’s latex imprint, tracking shapes of the cobblestone pavement, 

or Oren’s deconstruction of a well-known film, Clay’s representation of people through short texts, or 

Krakow’s allusion to a museum display. These traces, which serve as evidence for something that is absent, 

become present. In other words, finding ―presence in absence‖ means that the absence presents something 

that is not there, and as a result, that great abyss (the absence) becomes the prominent element, and 

therefore is still present. 

 

 

         —Shlomit Dror, curator 
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