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CONJOINED TWINS

In retrospect, the works of both artists convey a sense of freedom that
seems to allow the break from the ground, and in its own way undermines
the sovereignty of its orders. See Meirav Heiman’s

Strawberries—a vibrant blood-red, energetic,

and magnificent “big bang” in the middle of the
domestic kitchen (1998). And we have yet to
mention Heiman’s dining “families” (what seems
like familial relations turns out to be random
grouping) that leap up into the air as one—and with
them the table and everything that was carefully
laid on it while only the landscape of the town

that dreams of reddish rooftops and greens grows

smaller on the ground. And see how the women
n"p 1s0x100 va¥ oivvn 2003 wasweaarn in Ayelet Carmi’s early paintings soar with their

Meiray Heiman, Split, 2003, color photograph, 100x150 i nude bodies, feminine, resolute, and hungry for life,
discovering cosmic spaces of exploration, ripping a
window to the unknow, a world of new possibilities;
even the sky does not pose a limit. Carmi’s women
will later move to a horizontal format (2004), where
they line up for a tongue-in-cheek debate with
patently masculine landscape painting, in the finest
Modernist tradition. Someone had marked a trail
in the painting, but their intensification is gathered
through the experience, and they are already
carrying flags and practicing aerial acrobatics.

Both Carmi and Heiman, each in her own
way, foreshadow the “Israel Trail” that will make its
way into their works a decade later. Their starting

,ﬂ’DﬁUJDD’?N TIDNVTIN TINA 72X X0 ,'N N7

2008,38 ™7 points are opposite: while Ayelet Carmi creates

Ayelet Carmi, installation view from the exhibition

Alexantropia at Gallery 3s,2008 @ painting installation where the figures seem to

105 Galia Bar Or

float in space (2004), Meirav Heiman clings to the ground with a front split
(2003). Clad in dance clothes, her legs spread wide, she juxtaposes ground
with crotch, thighs, legs, all the way to the ankle, her face and torso facing
the viewer. Again and again, she has her photo taken in this pose, settled in
the Israeli landscape as though signifying the act
of taking hold of the land—to the west, and to the
east, and to the north, and to the south; a feminine,
corporeal, and vulnerable monument. With
whimsical hybridity and supposed innocence, she
embeds the “origin of the world” in national and
phallic codes, while in another piece she marshals

a “family” journey of a father, mother, and three
kids, who do not stop stuffing themselves with food
2" 180x120 wax pixm 2010 moenmw mnarn AN drinks while crossing the road between sand

Meirav Heiman, Trampoline, 2010, dunes (2003)
color photograph, 120x180 cm :

Here we already encounter the journey
motif, which in Ayelet Carmi’s work carries
a transformative significance, as in the
installation Alexantropia (2008), which manipulates
the repertoire of heroic quests into an introspective
feminine journey. Juxtaposing, as is her practice,
contemporary body language with images from
mythological, historical, fantastical, scientific

realms, which in turn are also associated with

71°5170302%K FNVYI 71NN 2008 , 77771 17 1Y "N N7
Ayelet Carmi, working on a mural, 2008,

from the exhibition Alexantropia  the joint work Israel Trail: Procession, whose title
invokes a mega structure that transcends locality
and crosses territories. This is a timeless journey that sets in motion and

socialist rituals and kibbutz scenery. Both infiltrate

uncovers survival energy and associations. It is not a journey aimed at
“knowledge of the land”; the place of geology and botany, history and
archeology was taken by the flags as the remainders of a ritual.
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REMAINDERS
of a RITUAL

A multi-age group moves from the first light of dawn to twilight and
the darkness of night, tirelessly and in a strange, acrobatic movement,
leaving behind desert, and sea, and woodland, yet its destination and
purpose remain unknown. And even though banners and flags fly high
on this journey, and the sounds also carry a ceremonial tone, it seems
that the congregation is random, the materials are transient, the tools are
improvised, and above all, the contact with the ground is absent.

What does this avoidance of the ground stand for and what does
it have to do with the quest’s title, The Israel Trail: Procession? After all,
“walking the Israel Trail” constitutes an assertion of belonging through
touch, stringing a series of spots to form an identity of a “place.” In the
absence of points of contact between body and ground, it seems that
what is fixed here is a place of lack. This heartbreaking absence, which
erupts as a funny, perennially poignant incongruity, resonates as a key
characteristic in the earlier works of the artists, Meirav Heiman and
Ayelet Carmi. Indeed, Heiman and Carmi did not know one another in
the beginning of their artistic paths, and the affinity did not suggest itself
since Heiman comes from photography and performance and Carmi
from painting and painting installations—routes that were considered
disparate fields at the time. However, looking back, it is clear that this
unraveling of order, which rejoices in the transgression of norms, is most
certainly present in each of the artists’ work.
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On the eve of the War of Independence (November 1947), following
difficulties and obstacles in the navigation of the desert areas, the first
trail was marked. At the time of its marking, it had a simple objective—to
show the way. After the war, the trail and its marking were left outside the
country’s borders, but a little over a decade later the idea of marking trails
was resurrected. Trail marking was meant to ensure the safety of hikers,
but also to bring them closer to various places and contents. The idea of
marking trails was also (and mostly) circulated amongst many populations
through maps drawn by Field Schools. Thus, under the mission statement
of the Field Schools’ activity, namely “instilling the love of the land and
the values of its landscape,” the desire to bring hikers closer to the land
(“knowing the land”) has been translated into a trail.

The trails offered an opportunity to encounter a plethora of
phenomena, but in the absence of a clear mediator (such as a tour guide),
the trail has lost its added value: an ideological translation of phenomena,
befitting of the knowledge of the land. Thus, the glow of “knowing the
land” has faded, leaving it a hollow motto whose physical manifestation
was the trail. But the markers did not stop. Alongside the spreading use of
the trails, the mapping of the country and the regulation of the trails by a
public committee kept going strong.

When the “trail” became commonplace, the next stage was
formulated—the Israel National Trail. The inauguration of this trail
(1995), a little less than half a century after the first trail made its debut,
marked the triumph of infrastructure over information. The trail planners
were people of principle and made (and are still making) sure to move
in areas that were not under political dispute, mostly in open areas, and
to offer hikers encounters with a wide range of “knowledge of the land”
phenomena. The success of the trail surpassed all expectations. The
infrastructure provided by the trail serves many populations—from young

people after their military service to groups of adults and individual hikers.

All of them hike the trail, each for his or her own reasons. While originally
created with the intention of laying the foundations for knowing the land,

111 Assaf Seltzer

its users imbue it with additional meanings (much like the participants in
The Israel Trail: Procession).

The success of the Israel National Trail as a thematic path motivated
the creation of other thematic trails (Jesus Trail, Golani Trail and others).
These constitute an attempt to build on the idea of infrastructure (the trail)
as the basis for enhancing the hikers’ knowledge of a certain subject or area,
resonating the dream of the “knowledge of the land” founders. Another
instance of the attempt to reinstate the prominence of ideologically-
mediating information is the forming plan to delineate an East-Israel trail.
Here, we once again see the desire to use rambling in nature as a means of
instilling an ideological outlook.

The trails marked throughout Israel and the Israel National Trail
in particular, which are the replication and local adaptation of ideas we
know from other countries, started as an attempt to translate the extensive
activity surrounding the knowledge of the land into an infrastructure. As
the years passed, with the decline in ideological tension and the rise in
leisure culture, the trail defeated the ideology. Born in order to bring those
who walk in it closer to ideological contents, today the trail is used for
many purposes. It seems that the attempt to mediate the land only through
the prism of ideology is not sustainable. Many walk the Israel National Trail
and use it as infrastructure, but do they know the country? Not necessarily.
The trail that was created in order to serve “the knowledge of the land” has
become the main thing, rather than the means.
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Assaf Seltzer
PAVED, and also MARKED'

The first significant buds of ideological rambling in the
1. To paraphrase the first line
in Ehud Banai's song Exit

to Light.

Land of Israel appeared during the British Mandate, with
the rise in national-Zionist activity in the wake of the
Balfour Declaration and the Mandate for Palestine. The
General Organization of Workers in Israel (Histadrut) carried the banner of
this culture: the traveling teachers who operated on its behalf disseminated
information about the land among workers’ groups, in cities and in villages.
In what little leisure time they had on holidays and Saturdays, these workers
flocked in their thousands to the open space, exploring places from the
ancient past and recent present. The activity of “Yediat HaAretz,” literally—
“Knowing the Land,” included providing ideological interpretation to the
variety of phenomena seen in the landscape. Its scholars covered it all—
geology and botany, zoology and history, folklore and hydrology, material
culture and archeology. The aim was not to formulate new knowledge (as
befits the examination of these disciplines in the framework of scientific
scholarship) but rather to bestow meaning onto national existence.

As they developed and disseminated the “knowledge of the land,”
others continued to walk the trails and expanses of the country, not to
interpret the phenomena in ideological contexts, but to satisfy their
various needs and conquer its territories through their feet. These include,
among others, youth movements and defense forces (for example, Palmach
expeditions). Meaning, even when the country and its phenomena were
the arena of purposeful interpretation, the rambling continued for other
reasons too.
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out of Carmi’s botanical paintings.'? The soundtrack
mixes the voice of Mizrahi mourners with clusters of
abstract sounds emanating from shofars/tubes. Are
they lamenting the absence of contact with the land?
The expulsion from it? Is the worship of the soil in
itself the origin of the curse?

The sabil—the Arabic word for road or way—
is also featured in the book Palestinian Walks: Forays

12. See Galia Bar Or’'s text in
this catalogue for a discussion
of the artistic origin of the two
artists directors.

13. Raja Shehadeh, Palestinian
Walks: Forays into a Vanishing
Landscape (New York: Scribner,
2008), p. 139.

into a Vanishing Landscape by Palestinian author Raja Shehadeh. In one
of the walks, Shehadeh describes his fellow hiker as someone who “never
kept the trail when one could be found. He clomped down over the

terraces, causing stones to tumble and creating his own new paths.”*3 In
Carmi and Heiman’s film, The Israel Trail: Procession, there are no side
roads and everyone—Arab and Jews, men and women, young and old—are

doomed to keep on moving together towards the unknown.

115 Tali Tamir

The Path, The Convoy
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“the trail conquered for the first time by the feet of the

g q 9. Almog, The Sabra - A
walkers, is an expression of the conquest of the land.”  p, e, o 273, in this context,

it is worth mentioning the
practice of settlers and
> national yeshiva students
to go on hikes across Israel,
as a sign of the love and
Carmi and Heiman's cinematic convoy resonates proprictorship of the land.
with contradictory layers of Jewish-Zionist-Israeli
history, so much so that it is difficult to discern whether this is the past
or the present, or perhaps the future; Is it a convoy of pioneers arriving in
Israel or a caravan of refugees leaving it? The film is structured as a loop and
refrains from defining an exact location or disclosing a hint of a mosque
turret, the edge of a chimney, or a city sign. The locations reveal only the
quintessential elements of the Israeli landscape: desert—sea—grove, and
nothing more. Despite mentioning the “Israel Trail” in the title of the work,
it does not provide a temporal point of reference and thwarts the formation
of spatial orientation. Is the procession heading north? South? Where is the
starting point? Where is the finish line?
The term “procession,” attached to the title of the video, as well
as the ritualistic pace of the marching convoy’s and the turning wheel
contraptions, bring to mind Hieronymus Bosch-eque hellish scenes that
compete with the Paradise views that unfold along the path. Alongside
these, the procession is also infused with the visual traditions of
agricultural festivals in kibbutzim, the echoes of military parades, and the
sounds of moral plays intended for the entire community.
Whether these are the trials of a Zionist journey of initiation,
a kibbutz festival parade, or a procession of pilgrims, the movement
constraints imposed on the participants take the physical challenge to
grotesque extremes; Some of the participants experienced knee pain
or blisters and struggled to overcome the physical effort. However, the
stipulation for participation was clear: a willingness to “walk” under
complex and difficult conditions—on one’s hands, rolling a wheel using

one’s body weight, walking on a pair of balls, pushing carts, and so on.

117 Tali Tamir

Crutches and wheelchairs suggest a sense of infirmity and weakness,
weariness of body and matter. An experience of continuous exertion.

The heterogeneity of the participants in terms of age, sex, ethnicity,
and family status emphasizes the all-Israeli nature of the trip/journey
fantasy that unravels before us. However, it is not clear whether this is a
cohesive group or individuals who gathered randomly in order to overcome
the journey and survive. The worship of youth and beauty conventions
in Western culture are undermined here through diverse and varied
physical models, including older women, men of advanced age, and body
proportions that stray from Hollywood aesthetics. Although the human
composition includes both men and women, the dress principle imposed on
the participants muddles gender differences, overrides the body’s silhouette,
and creates a physical appearance characterized by a deliberately distorted
sexual identity. As it advances, Carmi and Heiman’s convoy amasses a
rebellious and deviant energy that unfolds a spectrum of questions and
alternating identities.

The language of the accessories and clothing articles of the 49
participants in the journey was drawn from the history of Zionist ethos,
and corresponds with the pioneer and military aesthetics of Israeli culture:
pants in the style of the First Aliyah, shirts inspired by the Second Aliyah,
military belts, water canteens and jerrycans, IDF winter coats and army
vests, rucksacks, stretchers and flags. The sources of inspiration were
culled from private collections, the Old Yishuv Court Museum,® military
warehouses and various archives, and also includes tools (garden fork,

shovel, hoe, rake), agricultural equipment (drip wheels,

10. "Yishuv” is the name given

to the Jewish communities  WHeels for carrying irrigation pipes, trailer carts),
pho lved inthe Land of el construction gear (wheelbarrows, buckets, timber,
measuring devices) and more. All these were embedded

1. The costumes were and assimilated in a collection of clothes and objects
designed by Elisha Abargel,
and the props were designed

by Joanna Jones (whowas  mgves to the sounds of a distant lament sang by three

also production designer)

and Dana Kira. women adorned with flowers, as though taken straight

designed especially for the film.** The slow journey
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a surreal conflation of an Exodus and a refugee convoy, of travelers and
acrobats, and of hiking in nature and torture escapades. The filmmakers
were guided by two avoidance principles: refraining from indicating the
time or specific site in the Israeli landscape and avoidance of allowing
feet to touch the ground. On the backdrop of a desert, eucalyptus groves,
or blue sea, the procession of women, men, and children marches along
a long and winding path at a slow, steady pace, their feet elevated and
do not tread on the ground. Carmi and Heiman designed an assortment
of devices and contraptions: mini crutches, carts, wheelbarrows, and
elevated soles, in order to prevent all contact between the walkers’ feet
and the soil of the trail. This avoidance of touching the ground does not
stem from an acrobatic propulsion, although the thought of a traveling
circus is immediately conjured by the complex acrobatic walking and

levitating exercises with which the two artists challenged the participants.

The issue of treading and avoiding the ground touches on the core

of the Zionist imperative that concerns the connection with the soil.
Metaphorically, in the pioneering ethos, the feet became the primary
organ that validated “feeling the earth under one’s feet,”? in the words

of Yosef Weitz, one of the first settlers in Um Juni
(Degania). And this is the primordial sensation that

2. Boaz Neumann, Land and
Desire in Early Zionism,

Carmi and Heiman's work wishes to undermine translated by Haim Watzman

(Waltham Massachusetts:

al’ld destabilize. Brandeis University Press,
. . . . . 2011), p. 50.
In his book, Land and Desire in Early Zionism,

historian Boaz Neumann turned the spotlight on the ...

prominence of the soil as an object of desire amongst

the pioneers of the first Aliyot, noting that the “contact with the soil [...]
is the basis of the pioneer experience of being-in-the-Land-of-Israel.”
Beyond the vision of returning to nature and to working the land, which
was a significant part of the Zionist ethos and the idea of reviving the
Jewish people, Neumann identifies a dimension of eroticization in the
relation to the land, an A. D. Gordon-like process of mental and spiritual
salvation, nourished and supported by physical contact: “The halutzim
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[pioneers] ‘grip’ the land with their fingernails and

4. Mordechai Kushnir, "Said

atan nappropriate Tme» Plant’ their feet in it.”* Stepping on the soil with bare
Bedvoda, 1918, p. 84, quotedin - foot wag a stimulating experience, as emerges from

Neumann, p 51. Another verse

from aletter by Yosef Weitz  the descriptions of Rachel Yanait Ben Zvi, attesting

to a friend dated 1910, further « . .

emphasizes the physical-erotic that “every touch of her bare foot on the soil delighted
t of th tion t .

e Tha o o he her, and awakened latent chords in her body and soul.

the soil: "The only person who

could*feel the need, livet,  Ghe majntained that all new immigrants should walk

touch it in all its actuality is

one who has embraced the soil the land’s length and breadth in order to soak in its

in his hands, dug it, who has

thrust his plow into it, who has €Ssence and spirit, to give themselves over to the sun
ted his tree in it, and . . . .
b i and e o and wind and cling to the soil.”® Neumann mentions

his grain and produce in it.”

NSEILETT (56 the pioneers’ habit of going out to work and manning

their guard posts barefoot, not only to flaunt the ethos

5. Ibid., p. 51. o 0 o 0
of poverty and asceticism characteristic of the era’s

Tolstoyan socialism, but also to deepen the sense of

6. Quoted in Oz Almog, The . .

Sabra - A Profile (Tel aviv: am  CONINeEction with the ground.

i el The romanticisation of the contact with the soil

of the Land of Israel and the desire for its landscape

and expanses sprouted an extensive culture of walking
and hiking its trails, which went hand in hand with

8. Almog, quoted from the . f 1 . d . d

English publication: The Sabra: an ongoing Process OrI learning, discovering, an

The Creation of the NewJew — gathering knowledge. The Israeli hikes and excursions

translated by Haim Watzman

(Berkeley: University of are steeped in national and Zionist challenges: “We

California Press, 2000), p. 181. . . .
learned to love the land with our feet, with the pain

of walking,”® wrote Matti (Matityahu) Megged, a Sabra and one of the

outstanding authors of the 1948 generation. What began as a romantic

7. Megged, ibid.

and casual stroll in unknown paths became a challenging journey of
initiation, a march tested “in the blisters of the feet and fingertips. In
the thirst. In the weight carried.” “The march,” remarks sociologist and
scholar of Israeli culture Oz Almog, “was not only an expression of the
covenant or marriage between the Sabra and his homeland but also a
test of loyalty. Overcoming physical difficulty was a mark of the fighting
pioneer spirit.”® “And above all,” he concludes with a political undertone,

The Path, The Convoy 118



Tali Tamir
THE PATH,
THE CONVOY

From the time that Rachel the Poetess’ frail legs trodden “But a path...
across Fields” (To My Land, 1926) and the notion of the “Trail” was
conceived as “A way or a path, a narrow road for walkers and animals” (Ibn
Shushan Dictionary), a 1030 km long route grew and stretched, crossing
the entire length of the State of Israel, from Dan in the North all the way
to the Southern Eilat. The Hebrew language did not respond to this vast
change in scale, and attached the “trail” in its innocent and pure sense to
the national geography. The Israel National Trail* is
e ewnae the piéce de résistance of Israel’s hiking trails map: a

Englishy the wordNational route corresponding and maximizing the territory
of the State of Israel; a sovereign marker that allows
the traveler and hiker to exercise their civil freedom. Like the cyclamen
and the anemone that received the patronage of the Society for the
Protection of Nature, the naive “trail” has changed from the lane of a
“solitary traveler,” who wanders along the path (Reveries of a Solitary
Walker, Jean-Jacques Rousseau) to the king’s highway—wide, universally
recognized, and marked. We should do well, then, to set off not only with
a backpack and canteen, but also with the knowledge that the phrase “The
Israel Trail” holds an intrinsic paradox, since it endeavors to maintain
something of the romantic intimacy of the humble and nameless trail, in
the authoritative bosom of the new, upright national identity.
Ayelet Carmi and Meirav Heiman's video The Israel Trail:
Procession—a lyrical and ambitious work created over four years—offers
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In Carmi and Heiman's The Israel Trail: Procession,
the aura of the past and the formative experience Zniiﬂ”gi‘h‘e‘;“;f,‘j;’f,‘;ew,:s"d
associated with the local ritual of hiking collapse. What LTZ':‘[‘::;:;:T 1958,
remains is the body’s act, its physicality and performance,
in intense, multi-directional activity. Contemplating the “body without
organs” (Corps sans Organes) introduced by Deleuze and Guattari after
Antonin Artaud, the body allows the powerful multiplicity to flow through
it, deterritorializing and deconstructing the organism which is constructed
as a logical system of cause and effect, beginning and end. The “body without
organs” is a metaphor for the intensity of immanent desire. The organs of
desire do not disappear, but their random action does not organize itself into
logical sequences. The organs are nothing but currents, potencies produced
by desire that operates for its own sake and is focused on itself.?

Carmi and Heiman's procession has no definite
8. See Gilles Deleuze and Félix
Guattari, "November 28, 1947:

markers of place or time. It may be construed as a
9 0 0 _ 0 0 How Do You Make Yourself

mythical or timeless procession—a grotesque pilgrimage " oy without Organsn

which crosses space and time, possibly in the distant A Thousand Plateaus:

. . . . Capitalism and Schizophrenia
past, possibly in some perverse futuristic mirage. Flags,  (vinneapolis: university of
Minnesota Press, 1987),
pp. 149-166.

symbols, objects, and items of clothing are uniquely
processed as ritual memory residues, or as apocalyptic
anticipation, or as a combination of the two. The structure does not

strive for any particular goal. In fact, it exists in the depths of its inner
passion. Is this a procession of martyrs, or—judging by the conspicuous
feminine presence of singers, horn (shofar)-blowers, stevedores, flag
bearers, and acrobats—a female rite of initiation? The circus-like means of
transportation and the jugglers using them call Dominique Jando’s thesis
to mind, regarding the circus as a site of female emancipation: a place

that enabled women’s artistic and professional realization without being
disrespectful of them in times when female sexuality and athleticism were
oppressed by conservative and religious establishments. The externalized
physical culture of circus acrobats allowed the externalization of sexuality
(by both sexes) in an oppressive cultural climate.®
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Carmi and Heiman's female circus performers—
9. Dominique Jando, "Venuses 9 9 9

of the Age: The Female variously-aged priestesses or warriors—appear a long
Performer Emandpated’in 9y away from liberation due to their attachment
Noel Daniel (ed.), The Circus,

1870-1950 (Cologne: Taschen,  t0 assorted devices. This is not a procession of self-

2009) pp.1o87aTa realization or feminist liberation, but rather a circus of
suffering or a protest march which exposes the body’s difficulties, including
injuries, bruises, and blisters. Momentarily, we are faced with a procession
of pilgrims caught in a religious adventure of self-purification aided by
mutilating torture apparatuses; but while the pilgrims of the past embarked
on a transcendental experience which deviated from their own being and
was rife with physical and mental tests, contemporary pilgrimage a-la
Carmi and Heiman has no set destination. It is a process-minded, multi-
focal experience; a nomadic journey whose end is unknown, neither is it
important, because its essence is learning and gathering experiences. In The
Israel Trail: Procession, the wanderings are for their own sake, and the odd
walk spawns a self-governed world, an ongoing Sisyphean act: the thread
rolling in the hands of the step surveyors echoes Sisyphus, who rolled the
rock up the mountain in vain, while the singing priestesses conjure up the
sirens whose singing accompanied Odysseus’s journey.

The work’s colorful spectacle resembles a dreamy illusion, a pilgrim
fantasy which commences with anticipation and promise for a “great
pleasure excursion to the Holy Land,” and concludes—as did Mark Twain’s
voyage—with bitter disappointment of the “dismal scenery,” where “every

outline is harsh.”*® Carmi and Heiman's nomads
10. Mark Twain, The Innocents

Abroad: or, The New stand on the border—or light—line of Israeli-Zionist

Pilgrims’ Progress (Hartford,
CT: American Publishing

Company, se9), chap. LV, Jurks. Night falls on the procession. The convoy,
p- 606. .. . .

with its people and devices, goes quiet. Shadows are
colored orange and black, and everything transforms into a tableau vivant

existence, behind which a dark world of instincts

of pioneers, adults and children, tilling the land, as in Meir Gur Arie’s
silhouette piece from the Bezalel period. Last day, a beautiful, rueful hour
in a silent, all absorbing wilderness.
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defined Israeli society: pioneering and nationalism, nature and land,
ingathering of the exiles, physical strength and labor.

A quick Google search attests to the current popularity of
marching songs along the Israel National Trail, which join a long line of
hiking and road songs in the national-Zionist context. In Ayelet Carmi
and Meirav Heiman’s work, the collective journey along this lengthy
walking trail echoes the same burning passion to conquer nature with
the hikers’ feet, as a substitute for climbing the heroic paths of the past,
such as climbing up to Masada. The odd, mesmerizing procession unfolds
in monumental projections on three walls of Petach Tikva Museum of
Art, proceeding as contemporary choreography whose rules have been
meticulously outlined. A non-walk walk, it refuses the heroic gesture
of “stamping and forceful treading.” The journey participants—hikers,
nomads, survivors, and refugees—proceed along the route, being carried
and held by strange contraptions which prevent contact with the clods
of earth. The progression from one point to another, performed without
touching the ground, results in an acrobatic, circus-like show—or
possibly a dance-performance, since the design of the gender-blurring,
tight-fitting leotards and the various accessories (e.g. knee protectors)
was drawn from the arena of contemporary dance.

Two young women advance on a drip-irrigation-reel, maintaining
balance; one leans forward, while the other stabilizes the device
by leaning back. Another pair walks on a star-shaped structure, a
progression (walking, falling, advancing while rolling along the path)
which requires planning and fine coordination between the one inside
the star and the one above it. Another group staggers on streetlight
globe shades, while yet another family measures steps, stretching a
thread, rolling it up, only to resume counting steps in a private ritual
of sorts. The procession moves forward in varying rhythms, with the
help of apparatuses made of ram’s horns, bikes for disabled people, and
various crutches—beat, stroke, stop, physical effort, and concentration
on the body.
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Zali Gurevitch and Gideon Aran’s formative essay addresses the
conceptualization of Zionism around the notion of the people’s return to its
homeland. Israeliness is often interpreted as localism which is fundamentally
antithetical to diasporism; this localism, however, is a longed for destination,
an object of yearning, and the root of the problem underlying Israeliness,
since “the place has not yet fallen into place.” In the Israeli experience,
there is no full identity between the Israeli and Israel, and there is aversion
to total assimilation in the country. This discourse of identity is underlain
by a constant struggle over the place—a struggle that takes place primarily
among ourselves, centered on the meaning of the place and our identity as

its natives.® The place—all the more so the Israeli place—
e o o is never neutral, “because, from the very outset, it was

Place): Israeli Anthropology.”  shaned by opposing parties, wars, battles, occupation,

in Zali Gurevitch, On Israeli

and Jewish Place (Tel Aviv: - Hebraization. [...] Israel is, a-priori, a pedagogical,

Am Oved, 2007), pp. 22-24 . . . . . . .

[Hebrew]. ideological site of strife linked with a history of conquest
and settlement, with a history of ‘inscribing, ‘dictating,

6. Ibid, p.14. The Hebrew term AN ‘rewriting’ the place.” In the religious experience

"makom" (place) denotes a . . 0

ohysical site or a particutar 11 the experience of archaic sanctity, on the other hand,

peedghlicalicsaten ks the place (HaMakom) is a key concept, the infrastructure

the same time, it also refers

to the divine, alluding to of the identity binding the individual to the world, and
Sf;:];z::,ﬁ;tous P through the world—to himself.

“Get thee out of thy country, and from thy
kindred, and from thy father’s house, unto a land that I will shew thee”
(Genesis 12, 1)—God orders Abraham, establishing the Gordian knot

between man and land (Heb. adam-adama), and subsequently also blood

(dam). The land is the raw material for the primeval creation; at the same
time, however, it also signifies the end and the return to its bosom, as the
physical departure from and return to it are simultaneously conceptualized
as a proof of faith. In this spirit, Leah Goldberg’s “End of the Road Songs”
recount an internal journey through life’s twists and turns, a movement that
generates a change of consciousness—an age-old existential state, described
by Yehuda Amichai as “walking which is passed down.””
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The roads have no eyes to see

the depth of their travelers'

dreams

— Avraham Chalfi'

Research: Or Tshuva, Bar
Goren, Daria Kaufmann, Shira
Tabachnik, Bar Yerushalmi

1. Avraham Chalfi, Poems
(Tel Aviv: Hakibbutz
Hameuchad, 1986-88)
[Hebrew; free translation].

2. Ruth Ashkenazi, The Story
of Folk Dancing in Kibbutz
Dalia (Tel Aviv: Tamar, 1992),
p. 22 [Hebrew].

3. An Arab folk dance native
to the Levant.

4. A Hasidic custom whereby
honorable men dance before
the bride on her wedding
night holding either ends of a
handkerchief or a napkin.

“The land can be felt by stamping one’s foot and by
forceful treading; nature can be breathed better from
within”?—thus, in the spirit of the Zionist ethos,

the shapers of the new Hebrew culture sought to
combine the pioneering debka?® steps with the so
called Yemenite step; to blend the profound desire

to assimilate in the region and the heritage of the
immigrants who came from distant lands. The unique
fusion of avant-garde and secularism—the connection
between the feet conquering the clods of earth
through labor and the bare feet dancing in nature—
crystallized into folk dancing which was celebrated in
festivals in Kibbutz Dalia (1944-68). The Jewish settler
(referred to as “pioneer” in Hebrew) will dance the
Hora, rather than the East European, ultra-Orthodox
Mitzvah tantz*—ideology thus demanded, decreeing
that “dancing in Hebrew” means close to the soil,

in nature’s bosom, and together. Folk dancing and holiday celebrations
in the kibbutzim incorporated various artistic fields into a symbolic-
mythical narrative, which reflected the political and cultural values that
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