








“Take an object

Do something to it Touching upon

Do something else with it routine rmateri-

Jasper Johns: “Sketchbook Notes” Art and Literature 4,  g]s and turning
P 19% Spring. 1965 them into an
essence with an all-embracing meaning is the main
thrust of Vardi Bobrow's exhibition, Cloud Reader.
Bobrow is a multidisciplinary artist. In addition to paint-
ing, drawing, and installations, she manipulates and
handles materials - routine and quotidian objects - and
engenders an artistic discussion regarding their source
and meaning. In this exhibition she uses brushes and
more brushes, of all colors, shapes, and sizes. Some were
collected over a period of months off the production floor
at the Kibbutz Ruchama brush factory, and others were
specially ordered according to precise measurements
in order to set up the installation for Cloud Reader. The
everyday brushes that we all use have become an integral
part of Bobrow's daily artistic life, with the objective of
building a new representation for brushes, transforming
and exhibiting them as artistic objects.

The concept of Teadymade,’ coined by Marcel Duchamp.
has gathered a great deal of momentum since it was
created. Numerous artists invented and developed end-
less variations of a vast number of ideas regarding this
concept. The readymade still fascinates the world of art,

cinema, literature, poetry and music.

In the sphere of art, the idea of placing the Fountain
(1917) in a museum served Duchamp for expanding the
boundaries of art, by defining a specific object as art,
which until then had not been considered artwork. There
was also a desire to uncover aesthetic qualities in objects
considered mundane. The same feature may be found in
Andy Warhol's Brillo boxes, which would not have had
any artistic existence had they not been exhibited in a
museum as a work of art, since his aesthetics drew on the
same sources that made it possible to regard the ready-
made as art, sources which are not limited to plastic art.
In the world of literature and poetry, Kenneth Goldsmith,
an American sculptor and poet, began as a sculptor and
later incorporated texts in his statues. At a later stage he
left his artistic work for the sake of the text, and in 2003
published Day. in which he retyped a complete issue
of the New York Times. The text, which he signed, was
copied word for word. resulting in nine hundred pages
devoted to news, advertisements and pictures. In the
field of music, the composer John Cage is worthy of men-
tion. He was a musician and philosopher, whose musical
work served as an experimental and ideational platform.

Ceage paved new musical roads and introduced elements
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from other disciplines into music. In his musical works he
examined the reciprocal relationship between harmony
and disharmony, sound and silence, and between the
roles of the composer and the listener.

In his book. A Year from Monday (1967). Cage stated that
he was gradually less interested in music as he found that
environmental sounds and noises were far more aesthetic
than the sounds created in the cultural world of music.
Regarding composition, Cage added that the composer
is a person who tells other people what to do, and that
he believed that this approach did not let things happen
as they should. He used the readymade to express his
beliefs and his art.

After we showed that numerous prominent culture greats
established, created, and left their mark on all possible
forms of the readymade, let us return to Vardi Bobrow,
and view her ideas that relate to brushes, ideas which she
consolidated over a long period. The process began when
she was still a student in the Midrasha. on the day she
began drawing landscapes composed of brushes on small
paper platforms of varying thicknesses. Later she focused
on the square format, in which the brushes hovered over
the lower part of the sheet of paper.

While drawing brushes, she decided to attempt to work
with the brushes themselves, and instead of sketching
them in two dimensions, began working with them as a
three-dimensional medium. In other words, she began

working with the brush itself instead of drawing it. She

was surprised to discover that her eyes did not see the
brush but rather an image. This was reminiscent of the
experience of reading clouds - when they often appear
as sheep. as images. while the concept of the cloud is
momentarily forgotten. She felt the same when she looked
at the brushes that had undergone a kind of personifica-
tion. By their very nature, brushes wear out and become
scruffy, and this in turn generate compassion for the
worn-out and tatty brushes. This was where her journey
into the study of brushes began, and they became “putty
in her hands”, oras she says: “All day long [ eat with

brushes. dream about brushes. see brushes

During her wanderings she learnt that brushes had
numerous uses. Brushes for cleaning and scouring serve
the industries. They are made of material with a high
wear coefficient, and are designed for cleaning streets or
polishing marble, while other brush materials are used
for thermal insulation. Thus she learned about the many
uses of brushes, and then the possibilities that opened
before her were endless.

Bobrow naturally shifts to the secrets of the readymade
world and builds objects from brushes with new repre-
sentative characteristics.

The gallery space enables spectators to view the material
from different angles, decipher and read it as an object
that represents a non-urban space outside of its natural
place. In their new home the brushes turn into a line,
a shape, and a mark. similar to a traditional painting

or drawing Bobrow collected raw material in factories,
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surplus material that she found thrown out, among
them parts of brushes, and brush bristles collected and

rolled up in plastic sheets. “The collected materials

arouse one's interest and invite us to touch

handle, and wonder sbout them. Some of the

bristles are soft to the touch. tempting like

fur_long, slipping through our fingers” she

says with emotion. The brittle ones, which scratch and
strike also fascinate her, and engender an infinite number
of ideas. After studying the material, she began to apply
the information. The numerous brushes in a multitude of
shapes are disseminated in three gallery spaces.

The first space exhibits her work, The Source of Light.
Light represents enlightenment, wide-open eyes. gleam,
cleanliness, and a holy halo. The shining brush that
reflects light was built specifically for this exhibition. It
has a white wooden base, into which thin synthetic fibers
were inserted, which gleam in egg-yolk yellow. This work
is reminiscent of the shining sun that disperses light all
around. From afar this glowing work communicates with
the work Source situated in a straight line opposite The
Source of light, in the third space. The brush is made up
of a wooden equilateral triangle, into which black, stiff
and curly synthetic fibers were inserted. This is. in fact,
homage to the painting The Origin of the World (1866) by

the French artist Gustav Courbet, a controversial work,
depicting a naked woman in bed. The work demonstrates
the artistic contexts which the artist interweaves into
the exhibit's subtext.

There is a strong connection between The Source of
Light, and Source as they both are based on brushes,
and both relate to light as an aperture for new creation
and renewal.

On the weall adjacent to The Source of Light, the artist
surprises her audience and draws a panoramic landscape
scene, Untitled. The painting is large, and its calm is dis-
turbed by a white square, apparently covering part of
the painted landscape. This is the only color painting in
this exhibition. The role of the white square is to create
a disturbance emphasizing the contrast between times
when paintings represented idyllic and pastoral reality,
and contemporary paintings representing a broader, more
varied reality, in which not all is perfect. The landscape is
created by wide brush strokes that preserve a linear trace
of clear-cut rows of bristles. Since we are dealing with
color that retains transparency, the choice of aquarelle
is not accidental, and makes it possible to clearly see the
work's linear history. A kind of water lily appears which
was unintentionally created by the brush strokes. It is
soon clear that the collective unconscious contains accu-
mulated artistic knowledge, and thus almost the whole
palette of Claude Monet's Water Lilies exists there. The
unintentional appearance of the water lilies relates to the

work, The Source of Light, and the egg-yolk yellow sun,
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which composes the entire work, is reminiscent of the
role played by the sun light as an important and integral
part of the genre of Impressionism.

In the upper part of this room floats a long, narrow, diag-
onal stripe, made of a yellow brush. A ray that apparently
got disconnected from The Source of Light. It accompa-
nies the visitor and invites him into the next space.

In the niche in the second space, the artist used raw
materials that originated in a brush factory, packed in
long cylinders wrapped in plastic which preserves the
integrity of the fibers. Each cylinder is cut according to
the length needed for preparing the brushes, and after
cutting, many cylinders of varying lengths remain. From
these cylinders Bobrow prepares a relief installation.
Each cylinder is packed in a cable tie designed to pre-
serve the fibers and the cylinder shape. After pressing the
fibers. the plastic protective sleeve is removed. revealing
a confined pile of fibers. Each pressed cylinder creates
a kind of ‘place.’ Creating a ‘place’ on the top surface is
carried out by pushing some of the fibers upwards, and
thus many fibers of varying sizes bolt upright, creating
an unexpected magnificent scene. In this state, the brush
fibers lose their identity and turn into an unequivocal
artistic creation. The simple and unexpected discovery
(to the artist as well) is one of the characteristics of

Bobow's work.

The opposite weall begins with a landscape of brushes,
based on the above- mentioned, earlier sketches that ( at
the Midrasha) comprised a landscepe that hovers over
the bottom part of the page, and from there the artist
continues to work and sketch in felt pens directly on the
wall. The sketch is linear, repetitive, and virtually med-
itative. The landscape of the hand-drawn brushes spans
the room’'s walls, drips into the corners and creates a kind
of controlled and planned entanglement. The further the
line distances itself from the base of the drawing, the
thinner it becomes, until it finally disappears. The inten-
tion of this work is to create a place that aspires to light.
[t resembles a dense forest, into which light penetrates
through the tree branches.

The third space exhibits the markings of industrial
brushes of varying sizes. The brush bristles are of dif-
ferent lengths, and through them the work is carried out
like a hand-drawn sketch, however the line that creates
the sketch is the brush itself. In other words, the brush
markings are seemingly positioned on a sketched line
that forms the composition, and the effect is a kind of
linear-spot sketch, that flows from the main well toward
the two side walls. The brushes have undergone trans-
formation, and have shifted from an industrial brush
to precise lines that naturally cover the wells, while
the wall itself serves as a platform for drawing. Despite
their massive presence, the brushes are not distinct

in this installation, and what we see on the wall is a
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three-dimensional lyrical sketch that derives from the
volume of the brush lines.

In the final space the works are monochromatic, simple,
modest and in stark contrast with the sketch entangle-
ment that flowed in the previous space. It appears that
in this exhibit Bobrow presents in her unique way the
transformation of material and shape. and separates
and rejoins materials. She demonstrates the fascinating
way in which material is transformed. changing from
a low object to a high, artistic, and contemporary one.
This resembles turning a meaningless anecdote into
a short human story. This is also unmistakable in the
group exhibition Disengagement (2016) (curator: Daniella
Shalev), which is currently on display at the Israel Muse-
um'’s Youth and Education Wing. Bobrow's work in this
exhibition, hanging on a high and wide pole, is composed
of thousands of simple transparent office rubber-bands.
The rubber-bands are connected to one another in a flat
knot and turn into hundreds of chains that dangle from
the ceiling, reaching the floor. The work is remarkable
due to the combination of its simplicity, content material,
and visibility. All the components described above and
those in the current exhibition comprise dozens of simple
cleaning brushes, and thousands of office rubber-bands,
which Bobrow transformed into a work of magic, an
enigma, and art that arouses wonder and brings a smile
to the spectator's face.

Writer and artist Meir Agasi related to this topic in a

discussion he held with the British sculptor Tony Cragg.

whom he defined a juggler. Cragg specialized in the low
culture material of "non-art,” turning it into artistic
objects exhibited in the finest museums throughout the

world. Relating to Craggg, Agasi wrote:_._the nature

Qf maIer]al stimulates h]’m T hro]]gh mate-

we do with it2 As an artist T have a respan-

bl e | ¢ ohi ]
111 bt T call “thinki Lol
] 11 hel ; | in thi 'E

Meir Agasi, Hakad Mitenessee (the jar from Tennessee). selected articles on artists,
art and viewing, 1983 - 1987. Am Oved Publishing House. Tel Aviv. 2008, pp. 425-426

Ora Kraus
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