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IN PRAISE OF SHADOWS
Silence in the Time of Light

Curator | Shoshi Ciechanover

In 1933, Tanizaki Jun'ichiro wrote the essay "In Praise of Shadows", a text born
from a deep sense of loss of the old, traditional world. To some extent, the
essay is a lament, but more than that, it is a hymn, an attempt to speak in
praise of a worldview and way of seeing that are disappearing. It is not just
an aesthetic perception that is at stake here, but an entire world experience.
Tanizaki wrote the essay at a moment of profound historical change in Japan.
The decades following its opening to the West during the Meiji period (1868-
1912) brought with them accelerated industrialization, electric lighting, new
architecture and modern technology. In a brief time, not only the streets and
houses changed, but also the very conditions of observation. The gloomy
interiors of the wooden houses, the diffused light of paper lanterns and the
spaces built for shadows gradually faded. Where there had once been a subtle
transition between darkness and light, a complete, almost overtly unconcealed
clarity appeared. Tanizaki’s essay is not just a discussion of aesthetics, but an
allegory of the loss of sensitivity, delicacy, and change of rhythm, of the way
light falls on old wood, the way gold flashes out of the gloom or soft shadow is
absorbed by paper, and the silence created when things are not fully revealed.
In Tanizaki’s eyes, Western modernity is not just a technological change, but
a change in the very conditions of vision itself in a world where everything is
too visible, too bright, too immediate, and too fast.

The European Renaissance school centered on scientific perspective, optical
illusion, and the ability to transform a flat surface into a window onto the
world. Shadow served as a means of creating depth; a technical tool designed
to give volume to the body, to distinguish foreground from background, and
to bring a painting as close as possible to realistic experience.

In the Japanese aesthetic tradition, and especially that which developed in the
Middle Ages and the Edo period (1603-1868), an almost opposite perception
prevailed. Painting and printing did not seek to imitate reality but to allude
to it, not to capture the world but to allow it to appear from emptiness, delay
and absence. Instead of the illusion of depth, Japanese aesthetics offered a
surface; instead of dramatic lighting, a subdued darkness; and instead of a
full description, a partial sign inviting the viewer’s imagination to complete
what is missing. In this sense, as Tanizaki explains, shadow is not the opposite
of light, but a condition for the existence of beauty. It gives things their
emotional depth, their mystery, and the possibility of appearing without
completely surrendering to the viewer’s gaze.



The exhibition "In Praise of Shadows" seeks to observe shadow not as an
absence of light, but as a place where memory, mystery, and imagination
exist; a place where things are not fully revealed. It unfolds as a movement
between tradition and modernity, between classical Japanese printmaking
and printmaking and photography, and contemporary paper, ink, and ceramic
works. But most of all, it seeks to trace one elusive quality — the way in which
shadow gives the world aesthetic, emotional, and spiritual depth.

The exhibition seeks to bring the spirit of "yogen", one of the deepest and
most elusive concepts in Japanese aesthetics, which describes a hidden
depth that cannot be fully expressed, a sense of only implicit mystery. It is an
experience that is not based on complete revelation, but on the possibility of
sensing the existence of something beyond that which is visible to the eye.
Alongside yogen, the spirit of the concept "mono no aware", the sensitivity
to the transience of things, is also present in the exhibition. This is a beauty
that is always associated with the knowledge that it will decay and disappear.
Cherry blossoms, the patina of old wood, the fading of ink on paper; all of
these are not flaws but conditions of beauty. Shadow, in this sense, is also
the shadow of time. This feeling resonates particularly through the concepts
of wabi sabi. Wabi expresses a quiet, unostentatious simplicity, and sabi
the beauty of the signs of time, wear and tear, and obsolescence. Unlike an
aesthetic concept that seeks to shine, burnish, and illuminate every corner,
this aesthetic offers a different attitude towards matter and time — not hiding
the crack but recognizing its beauty, not perfection but vulnerability. In a
world that seeks complete clarity, the exhibition offers the value of ambiguity.
In a world that seeks exposure, it offers the power of suggestion, and in a
world that rushes to illuminate everything, it reminds us that sometimes it is
precisely in the shadows that the true depth of things is revealed.
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Noburo Ofuji worked at a crucial moment in the history of Japanese cinema,
between an ancient visual tradition and the birth of modern animation. In
the 1920s and 1930s, while Western animation sought to create the illusion of
continuous, realistic movement, Ofuji developed a slow, ceremonial, and material-
based cinematic language. Rather than concealing the medium, he emphasized
it; the texture of the paper, the cutting lines, transparency, and shadow. Many of
his works were created using chiyogami papers, a decorative printed Japanese
paper associated with traditional patterns of flowers, waves, and seasonal motifs.
Ofuji cut and assembled figures and shapes from them, so that the material
itself remained visible within the cinematic image. The light penetrates through
the layers of paper only partially, and the entire image seems to hover between
appearance and disappearance. His films include collage, theater, silhouettes,
and traditional crafts. In the two films featured in the exhibition, The Golden
Flower (1929) and the animation of the Japanese anthem Kimigayo (1931), Ofuji
transforms simple means into a mesmerizing visual experience. His works offer
a cinema in which movement does not overpower the material but grows from it.
Shadow, slowness, and the transparency of paper are not just visual devices, but
poetic elements of observation.



Noburo Ofuji
(1900-1961)

National Anthem Kimigayo
Cutout animation (Silhouette)
1931

4:00 minutes
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Night Light and the
Birth of the Modern Gaze

Utagawa Hiroshige, one of the greatest ukiyo-e artists, reshaped
Japanese landscape painting in the nineteenth century. He did so through
unconventional perspectives, sensitivity to the seasons, and poetic depictions
of everyday life. In works such as Cool Evening in Ryogoku and Miyanokoshi,
the landscape ceases to exist as a mere geographical description and becomes
a human experience of journey, changing weather, and the passing of time.
The river, bridge, and road are spaces of movement and contemplation, and
the people appearing in them are presented as one small link in a larger cycle
of nature and the seasons. His prints had a significant influence on European
painters, the Impressionists, and Post-Impressionists, such as Claude Monet
and Vincent van Gogh, as well as on later generations of Japanese printmakers.

In the second half of the nineteenth century and the early twentieth century,
Japanese printmaking underwent a profound transformation. Japan’s opening
to the West brought with it gas and electric lighting, Western technologies
and concepts of perspective, realism, and photography. In this new reality,
printmakers sought to preserve the ukiyo-e tradition while simultaneously
crafting a new visual language for modern Japan. The works of Kobayashi
Kiyochika and Kawase Hasui embody two key moments in this process - The
transition from Edo to modern Tokyo and the preservation of the traditional
Japanese landscape. Kobayashi Kiyochika, who worked during the Meiji period,
was one of the first to make light itself a central theme in his work. His series
Kosen-ga (“Pictures of sunbeams”), created in the 1870s, was influenced by
European painting and Western realism, but retained the Japanese sensitivity
to transient atmosphere and the seasons. In Shops and Stalls in Asakusa at
Night, the urban street appears as a cultural transition scene: Artificial lanterns
emerge from the darkness, the reflections of light create new depth, and the
city changes its face; it is a space that changes before the eyes of the viewer.
Night is no longer a time of darkness alone, but the place where Japanese
modernity is born.



Kobayashi Kiyochika
(1847-1915)

Fireflies at Ochanomizu
Woodblock color print
circa 1880

Tikotin Museum collection

33x21cm
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Kobayashi Kiyochika
(1847-1915)

Sumida River at Night
Woodblock color print
1881

Tikotin Museum collection

34 X24cm
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Kobayashi Kiyochika
(1847-1915)

Night stalls

at Asakusa
Woodblock color print
1881

Tikotin Museum collection

34 X 24 cm
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Silhouette of courtesan playing a samisen
Signature: Yasuharu
Netsuke, tagayasan wood, shibuichi
(copper and silver alloy), red coral

Tikotin Museum collection
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Tsukioka Yoshitoshi
(1839-1892)

Man with a sword in his hand
Ink on paper

Tikotin Museum collection

12.5x13.5cm
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Utagawa Kuniyoshi
(1798-1861)

New Yoshiwara

From the series
“Famous Places in the
Eastern Capital”
Woodblock color print
Cca. 1830-1835

Tikotin Museum collection

34X 23.8cm
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Utagawa Hiroshige
(1797-1858)

Miyanokoshi

From the series
“Sixty-nine Stations
of the Kisokaido”
Woodblock color print
late 1830's

Tikotin Museum collection

38 Xx22.5cm

19

1A'P171 fAT1IRARDIX
(1858-1797)

TWH71IXR™N

TTON 171N

TIINT1 VYT D'ww”

07 10T

TVIX YV DTl

19-1 fIXN{1 7Y 30 T11Y N0

1'D17'D 1IXTIN NDIX



20

Utagawa Hiroshige
(1797-1858)

Night View of Saruwaka Street

[no. 90; Autumn]

From the series

"One Hundred Famous Views of Edo
Woodblock color print

1856

Tikotin Museum collection

22 X34 cm
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Utagawa Hiroshige
(1797-1858)

Evening Cool at Ryogoku

From the series “12 Scenes of Edo”
Woodblock color print

ca. 1835

Tikotin Museum collection

15.8 X 10 cm
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Kawase Hasui
and Japanese Night Poetry

During the 1920s, Kawase Hasui developed the Shin hanga (“New Prints”)
movement, which sought to revive the woodblock print tradition by combining
Western techniques of light and perspective with traditional Japanese
aesthetics. In contrast to the urban and commercial rhythm of the Meiji period,
his works are characterized by silence, pause, and a sense of poetic solitude.

In The Sumida River at Night, light is reflected on the water and diffused
in a thin mist until the entire landscape seems like a fleeting memory. In
Night View of a Town in Tajima Prefecture, night envelops the rural space in
meditative silence, and light appears as a tiny human witness in nature. In
his urban works, Hasui also avoids depicting hustle and bustle, preferring to
present moments of transition—dawn, sunset, fog, and rain—in which the city
seems quiet, almost empty of human presence.

Hasui's works show a connection to the poetic Japanese concept of “komorebi”,
the light that filters through the treetops and creates a delicate play of shadow
movement. For Hasui, too, light is not just a means of description but a
fleeting and fragile moment of observation, giving the landscape a sense of
air and time.



Kawase Hasui
(1883-1957)

Morning in Dotonbori, Osaka
Woodblock color print
1921

Tikotin Museum collection

36 X 24.5cm
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Kawase Hasui
(1883-1957)

Sakurada Gate at the
Imperial Palace, Tokyo
Woodblock color print
1928

Tikotin Museum collection

36.5x24 cm
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Kawase Hasui
(1883-1957)

Lake Hachirogata,
Akita Prefecture
Woodblock color print
1927

Tikotin Museum collection

24 X 36.5 cm
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Kawase Hasui
(1883-1957)

Takatsu in Osaka

From the series

“Souvenirs of Travel I11”

25 Woodblock color print
1924

Tikotin Museum collection

24 X 36.5 cm




Kawase Hasui
(1883-1957)

A Country Town in the
Province of Tajima at Night
Woodblock color print

1924

Tikotin Museum collection

36.5xX 24 cm
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Kawase Hasui
(1883-1957)

Hatakudari, Shiobara
Woodblock color print
1946

Tikotin Museum collection

26 X39 cm

MIDRKRi1 f1DRXR1IRY7
(1957-1883)

MIIXR'Y ,MIRTI7RDXI
VX YV Uil
1946

101770 IXTIN NDIX



28

DD;j7i1 071V JT1IX

— D711 1N 0O7i TNoa” 7w 770710 TTINTIAN TIX XTI 131 D70 1IN0 21711010
D7W1 T117711'¥7110 ,T117711'¥17 DN170 TIX D190 T1NA'TYI 070 ,1"1710N 12 D71V
7V 1DVUTINT AW X1il 17031 X7 .0NYXY AWINT a71IX 7170 271D 70110 712171100

.0T10 7V MINW7 0177 ©WAXN 1TV 7Xi1 DNaW J1IN1700

The Loss
of the Magic World

The German sociologist Max Weber described modernity as a process of “de-
enchantment”, a world in which mystery, ritual, and ambiguity give way to
rationality, functionality, and technological control. Tanizaki wrote from the
same feeling. It is no coincidence that he dwells on places where shadows still
allow things to keep their secrets.



29

Rabbit pounding 1'ON 117X
mochi on the moon N1 "'Y1In

Anonymous artist M'11IX 1NX

Ssurimono (New Years greeting card) (MwTNA M1IW7 1o73) 11110
Woodblock color print VAN YV DO
Tikotin Museum collection 1'D1;7'D 1IXTIN NUIX
13X9.5cm
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In Chinese, Korean, and Japanese folklore, moon spots are interpreted as the
silhouette of a rabbit. While in Chinese mythology, the moon rabbit crushes a
miracle cure and symbolizes health and protection from epidemics, in the Japanese
tradition, it pounds rice to make mochi.

The connection between the moon and mochi is also reinforced in the Japanese
language: The words for “rice pounding” and “full moon” are pronounced similarly
in Japanese as “mochizuki”.
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One Hundred MDD 1NN

Ghost Stories 11NN
Katsushika Hokusai IND1710 {7 WINN{T
(1760-1849) (1849-1760)
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Two prints by Hokusai are based on well-known and beloved ghost stories
from Japanese folklore. Hokusai created the series One Hundred Ghost Stories
around 1830, at the same time that he was also working on Thirty-six Views of
Mount Fuji. Although its name suggests it was intended to be a series of one
hundred prints, the series actually includes only five. Along with landscapes
and animals, Hokusai was also interested in ghost stories from the Edo
period (1603-1868) and created images of yokai, demons and spirits based on
popular stories.

The House of Broken Plates is a 17th-century legend about a maid named
Okiku, who broke an expensive set of dishes. Like many folktales, there are
different versions of the story; either her master threw her into a well, or she
jumped into it out of despair. After her death, she returned as a ghost and
counted the missing plates every night. This is one of the best-known ghost
stories in Japan, and in the most popular version from the late 18th century,
worms found in old wells were considered the reincarnation of Okiku's soul.

The Ghost of Kohada Koheiji is the subject of the second print, based on
another of the most famous ghost stories in Japan. Koheiji was an actor
who was murdered by his wife's lover and returned from the dead to haunt
those responsible for his death. Koheiji's ghost approaches the mosquito
net covering his wife's bed, leans over the net, watching his widow and her
lover, and the flames that form his body symbolize his deep rage and desire
for revenge.

Hokusai does not describe the moments of horror themselves, but the way
they continue to echo. Koheiji appears as a pale flash, floating between
presence and absence, while Okiku is embodied as a hybrid figure whose body
is formed by the plates that were her destiny. The figures seem to grow out
of the darkness itself, as if they are forming before the eyes of the viewer
and disappearing in equal measure. In this way, the prints give form to what
cannot be fully grasped - memory, guilt, longing, and fear. Hokusai envisions
a world in which the visible and the invisible coexist, and magic does not
transcend reality but acts as a hidden layer within it.

The series One Hundred Ghost Stories is based on the game Hyakumonogatari
Kaidankai. The game is a traditional social game and ancient test of courage,
which became very popular during the Edo period. Participants sit in a room
lit by 100 candles and take turns telling ghost stories (kaidan). After each
story, one candle is extinguished, which deepens the darkness and encourages
the appearance of supernatural phenomena. The belief was that when a
candle was extinguished, a passage was opened through which spirits and
supernatural beings could enter the world of the living, and that after all the
candles were extinguished, a supernatural event might occur.
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Katsushika Hokusai
(1760-1849)

The House of Plates

From the series

"One Hundred Ghost Stories"
Woodblock color print

1832

Tikotin Museum collection

17.5 X 24 cm
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Katsushika Hokusai
(1760-1849)

The Ghost of Kohada Koheiji
From the series

"One Hundred Ghost Stories"
Woodblock color print

C. 1831-1832

Tikotin Museum collection

18.4 X 24 cm
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Miriam Cabessa
(b. 1966)

Black and White
Whispering Figures

Oil on linen
2022
100 X150 cm
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Noburo ofuji T"A101IX 171111
(1900-1961) (1961-1900)
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The Golden Flower a7t NNA
Chiyogami (decorative paper) MY M1 TIMYNIX
cutout animation (Av1vn )
1929 1929
17 minutes M7 T17
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"Indeed, this darkness that envelops Noh plays,
and the beauty born of it, belong to an extraordinary world
of shadows that today can no longer be witnessed, except
on stage, but in the past, it was probably not so separate
from everyday life. After all, the darkness that prevails
on the Noh stage is the same darkness as the residential
architecture of that time..."

(Tanizaki Jun'ichiro)

Noh is one of Japan's oldest and most influential theater forms. It took
shape in the 14th century from a combination of music, movement, and
drama. Alongside Noh, Kyogen theater also developed, as short comedic
segments that were presented between Noh plays and offered a moment
of human lightness within the ceremonial and contemplative dimension of
the performance.

Unlike theater that seeks to impress through visual abundance or immediate
drama, Noh theater operates from reduction, slowness, and restraint. The
movement is measured, the voice is almost monotonous, and the literary
language ranges between poetry and whispering. Noh and Kyogen masks
are not just stage props, but objects charged with a spiritual and emotional
presence. A tiny play of light and shadow on the mask's surface can appear
to change the emotional state of the face and the character’s state of mind.
A slight glance from below may evoke a smile, while subtle shading makes
the mask itself sad or pensive. Thus, the mask becomes an intermediate space
between human and superhuman, between living and absent, between a real
figure and the echo of a memory.

Traditional Noh stages were originally built outdoors as an inseparable part
of nature. The square stage, the wooden roof, the narrow bridge leading
to it, and the painted image of the pine tree in the background all create a
restrained ceremonial space, where the materiality itself remains modest and
precise. Even when Noh moved to modern indoor theater spaces, the sense of
emptiness and simplicity was maintained as a space that allows light, shadow,
sound, and time to become part of the performance itself.



old man's face
Noh mask, Painted wood

Man's face
Noh mask, Painted wood

Manbi (perfect eyebrows)
Noh mask, Painted wood

Ugly man's face
Kyogen mask, Painted wood

Noborihige (climbing whiskers)
Kyogen mask, Unpainted wood

Tikotin Museum collection
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Noh mask of Okina (aged man)
Deme Uman (active mid 18th c.)
Netsuke, Wood

Mid. 18th c.

Noh mask of Okina (aged man)
Seal: Terazaki
Netsuke, Wood

Noh mask of Shojo (young man)
Netsuke, Red-painted wood

Noh mask Hannya Type

(jealous woman)

Signature: Yano keitsu

Netsuke, Wood colored in white & black

Noh mask of Hannya
(jealous woman)
signature: Deme Uman
Netsuke, Shitan wood
mid 18th c.

Tikotin Museum collection
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Iwaya Toru
(b. 1936)

Water (mizu)

From the series “Noh series 15
Mezzotint

1990

n

Tikotin Museum collection

61.5 X 47 cm

40

171D f1'N11'X
(1936 T1711)

(11'n) o'n

"5 T0 11" INTo0 717N
1D

1990

1'DI7'D [IXTIN NDIX



41

Iwaya Toru
(b. 1936)

Noh Series 12
Mezzotint
1987

Tikotin Museum collection

49 X 59.5cm
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Kinoshita Tomio
(1923-2014)

Mask No. 3
Woodblock color print
1957

Tikotin Museum collection

79 X 60 cm
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Her Glory, N7

His Fame 1M7'0n
Miriam Cabessa 71D1> D"Nn
(b. 1966) (1966 1T1711)
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Miriam Cabessa's paintings are born from direct contact between body, material,
and surface. The paint is spread, swept, and collected, and leaves behind traces
of movement. Instead of depicting an image, the painting documents an
encounter — between control and liberation, between a momentary gesture and
the accumulation of repeated actions.

In the diptych Her Glory, His Fame, the paint unfolds in a circular motion around
a dark center. The layers of paint simultaneously create a sense of flow and
convergence, while the empty space in the center becomes an active part of the
composition. Absence is not perceived as something missing but as an organizing
force that gives the shapes around it their presence.

Cabessa's works offer a view of the shadow not as a mere optical phenomenon,
but as a space of traces and signs. The body does not appear in the painting as an
image, but its action is evident in each layer of paint. The movement that gave
rise to the work remains present even after it has ended and invites the viewer to
continue following it with their gaze.



Miriam Cabessa
(b. 1966)

Her Glory, His Fame
Diptych

Oil on linen

2020

Loan courtesy of
Tiferet and Alon Lifshitz

70 X 70 cm
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Light Time INT NNNT

Silencem - E m — E 11Xl
Yamamoto Keisuke T1i7710"7 1DINXNX?
(b. 1961) (1961 1'717)
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In The Silence of Light Time, another work from the series Light, Time, Silence,
Yamamoto Keisuke continues his long-standing research on the relationship
between light, space, and time. Since 1992, the year he began the series,
Keisuke has sought to capture the silent flow of time. He does this through
precise descriptions of changes in lighting, those almost invisible transitions
through which we experience the universe. For him, light is not just a means
of revealing reality but the very substance from which visual experience is
created. If we do experience the world through the light that bounces off
objects that inhabit it, then the description of time is, in fact, a description of
the changes in light itself. From this perspective, the work almost completely
reduces narrative, place, or emotional charge, leaving the viewer with a subtle
transition of light and shadow — a moment in which time seems to slow down,
and space is charged with a feeling of stillness.

With minimalist and restrained visual language, Keisuke creates a space of
pause and contemplation, quiet surfaces, empty spaces, and gradual and
subtle transitions of light. Light emerges from ambiguity, and beauty derives
from the delicate tension between presence and disappearance, between
revelation and concealment, and between a fleeting moment and continuous
time. Thus, an experience is created that invites attention to a gentle, gradual
process that arises almost from the darkness itself.



Yamamoto Keisuke
(b. 1961)

Light Time Silence m - E
Lithography
2017

Tikotin Museum collection

60 X 40 cm
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Rooftop A1 1Ny7

Tanaka Ryohei 1M 1;7RIRD
(1933-2019) (2019-1933)
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Rooftop presents a modest architectural detail of a structure from the
Japanese rural world that gradually disappeared during the twentieth century
and beyond. Through precise, textural etching, the wood, straw, and shadow
take on an almost tangible presence that is sometimes reminiscent of modern
photography. Tanaka created etchings from sketches he made in the field.
His interest is not in architectural documentation, but in the surface itself,
in the way time is recorded on the material; in wear, darkening, and the
texture that accumulates through prolonged use. The light in the work is not
sharp or dramatic. On the contrary, it glides across the surface of the roof,
sinking between the cracks and emphasizing the places where the material
has absorbed time and memory. Observing the everyday detail reveals a quiet
beauty, stemming from ambiguity, the patina of the years, and the delicate
encounter between light and shadow.
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Tanaka Ryohei
(1933-2019)

Rooftop
Etching
1972

Tikotin Museum collection

32 x40 cm
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A2 X7
1"XT71
1972

1'D17'D IXTIN NDIX



Tanaka Ryohei
(1933-2019)

Gateway
Etching
1972

Tikotin Museum collection

39 x24cm
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Nishimoto Akio
(b. 1956)

Flying Cranes

C-print on paper

2012

Tikotin Museum collection

40 X 60 cmM
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Nishimoto Akio
(b. 1956)

Sun and Moon
C-print on paper
2012

Tikotin Museum collection

60 X 40 cm
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Tomura Haruki
(b. 1947)

Rainbow
Monochrome mezzotint
1987

Tikotin Museum collection

34 X 46.3 CcmM
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(1947 T1711)
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omori Mio
(b. 1942)

A Flower in Moonlight - 1
Monochrome etching
1987

Tikotin Museum collection

41X 54 cm
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Eight Night NNy

Flowers 11717 'N1N
Zadok Ben David TIT 12 71T
(b. 1949) (1949 T'711)
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Tzadok Ben-David places eight delicate botanical images inside a transparent
display box, a kind of sculptural herbarium or scientific collection. Each “flower”
is made of painted stainless steel, cut with thin lines that recall a hand-drawn
drawing or a classic botanical illustration but translated into a cold and precise
industrial material. The linear placement — a quiet row of plant performances —
creates a sense of almost ceremonial order, like a catalog or museum shelf of nature
preserved outside of time.

Ben-David, who deals throughout his work with the tension between nature and
scientific documentation, between romantic beauty and analytical systematicity,
creates a space in which the flower is not “living nature” but an image that mediates
the memory of a plant, and not the plant itself. The choice of the name “Eight
Night Flowers” indicates a partial vision, a time when the image is on the verge
of disappearance. Inside the transparent box, the objects seem to float between
presence and absence, are caught in the retina, and then almost disappear from it
like a photograph whose memory fades.

Using coated steel and a transparent case emphasizes the tension between heavy
materiality and an illusion of almost graphic lightness. Thus, an object is created
that is at once a painting, a sculpture, and an imagined scientific illustration — a
system of classification of nature that has become a precise, fragile, and fleeting
aesthetic memory, like an attempt to capture a presence that is already beginning
to disappear.



Zadok Ben David
(b. 1949)

Eight Night Flowers
Painted stainless steel,
plexiglas box

Loan courtesy of the Angel
Collection of Contemporary Art

25 X100 x 12
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Maya Smira
(b. 1983)

oh well

Digital photo collage
animation video
2022
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Noa Yafe
(b. 1978)

Light Source #2
Inkject print on paper
2010

Loan courtesy
of RawArt Gallery

60 X 80 cm
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Noa Yafe
(b. 1978)

Light Source #4
Inkject print on paper
2011

Loan courtesy
of RawArt Gallery

60 x 80 cm

11" V11
(1978 n1T711)

#41IXR N
a1 7V T1'1VYAN 00T
20M

TNATXA 7KXW
DIX-11 11M72



60

Noa Yafe
(b. 1978)

Shaman
Inkject print on paper
2020

Loan courtesy
of RawArt Gallery

80 X 100 cm
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Suly Bornstein Wolff
(b. 1957)

From the “Night” series
Oil on canvas
2010

130 x 130 cm
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Miriam Cabessa
(b. 1966)

Long Way Home
0il on aluminum
2022

75 X150 cm
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Kawano Kaoru
(1916-1965)

Camellia D
Woodblock color print
1957

Tikotin Museum collection

60.3 X 45.5cm
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Ueno Makoto
(1909-1980)

Song of Fog
Woodblock color print
1962

Tikotin Museum collection

46.9 X 311 cm
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Hagiwara Hideo
(1913-2007)

Fantasy Green |
Woodblock color print
1962

Tikotin Museum collection

62.8 X 88.4 cm
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Saito Kiyoshi W17 1D'ND
(1907-1997) (1997-1907)
Saihoji Temple, Kyoto 1017 ,"A1'X0 WTi7N
Woodblock color print VAN YV DO
1959 1959
Tikotin Museum collection 1'D17'D 1IXTIN NUIX
46.9 X 311 cm
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Saito Kiyoshi
(1907-1997)

Daikondera Kyoto
Woodblock color print
1966

Tikotin Museum collection

60 X 45 cm
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Stone Garden, D'IAX 12

Ryoanji Temple, A A, "IIX1M WTi7N1
Maeda Masao IXDNN TN
(1904-1974) (1974-1904)
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The print The Rock Garden at Ryoanji Temple A presents one of the sites most
identified with Japanese Zen aesthetics - the Rock Garden of Ryoanji Temple
in Kyoto. Using restrained and precise visual language, Mada Masao does not
describe a physical place only, but seeks to convey a state of mind of pause,
silence, and contemplation.

The garden of Ryoanji Temple, which was probably created in the fifteenth
century, consists of an apparently simple arrangement of white gravel and
fifteen rocks scattered throughout the garden area in small groups. However,
this simplicity contains a perceptual and spiritual complexity. From every
angle of view, at least one of the rocks remains hidden from the viewer. The
concealment is not accidental. It expresses an aesthetic and philosophical
perception that sees beauty as something partial, elusive, and never complete.

Masao translates the principles of rock garden design into the medium of print
through formal restraint and material delicacy. The minimalist composition, the
relationship between void and mass, and the measured rhythm of the rocks and
the space around them create a sense of suspended time and slow attention.
Like the garden itself, the print does not offer one absolute meaning. It leaves
room for the viewer's personal interpretation and inner experience.
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Maeda Masao INDNN f1TNN

(1904-1974) (1974-1904)
Stone Garden, Ryoanji Temple, A A ,"2IX1"M WT7N1 D'IAXA 12
1960 11Y1X YV DATil
Woodblock color print 1960
Tikotin Museum collection 1'D177D 1IXTIN NDIX

61.9 X 46 cmM



Maeda Masao
(1904-1974)

Stone Garden, Ryoanji Temple, E
Woodblock color print
1962

Tikotin Museum collection

44.7 X 29.7 cm
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Yamanaka Gen
(b. 1954)

Stargazer 1
Woodblock color print
1983

Tikotin Museum collection

56.5X76.3cm
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Akiyama Iwao
(1921-2014)

The moon rises
Woodblock color print
1980

Tikotin Museum collection

45.5x29.5cm
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Haiku by
Taneda Santoka
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Anagama FINANIX

Director: Shoshi Ciechanover 11110'Y "WV N
Cinematographer: Yonatan Horowitz Y1101 17117 017N
Editor: Mika Atiya 1DV 17'N 110"V
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The video documents the firing process in an anagama kiln over several days
and nights. The anagama is a traditional Japanese wood-fired kiln in which fire
is not just a means of creating the vessel but an active partner in its design.
Inside the kiln space, which resembles a dark cave, the flames, smoke, and ash
are active for days on end, leaving their traces on the surface of the material
and creating a natural glaze born from the encounter between fire, earth,
and time.

During its operation, the temperature of the kiln reaches approximately 1300°C,
and the ash carried by the fire melts onto the surface of the vessels, becoming
part of their body. The position of each vessel within the kiln determines its
encounter with the fire, so that each of the vessels carries with it a unique
memory of the firing process. In this sense, the potter does not completely
control the result but maintains a dialogue with the forces of material and
time, allowing randomness to act as an integral part of the creation.

The film reveals the anagama not only as a traditional technique but as a
space dominated by presence, observation, and waiting. The fire burning
continuously for days, the changing of the shifts of people minding the
kiln, and the constant listening to its "breath" effectively transform the act
of burning into a communal ritual. The surface of the fired vessels does not
present a seamless integrity but reveals the process of creation, with its layers,
stains, and accidental traces of fire, smoke, and ash. In contrast, the interiors
of the fired objects are a shadowy space etched by heat, smoke, and time.

After firing, some of the vessels undergo the process of kintsugi; repairing
cracks using lacquer and powdered gold. Kintsugi does not hide the vessel’s
flaws but, rather, emphasizes them. The crack becomes a visible memory, and
the surface of the vessel continues to carry its life story.

The ceramic sculptures and vessels on display in the exhibition, all the
products of the firing documented here, the work of potter Meir Moheben.



Meir Moheban 1317111 1'RN

(b. 1959) (1959 T711)
Teapot and Cup D121 D707
Ceramic, anagama firing MNIXIX 1M i7" M7
2026 2026

75



76

Meir Moheban
(b. 1959)

Inside |
Ceramic, anagama firing
2026
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Meir Moheban
(b. 1959)

Untitled
Ceramic, anagama firing
2026
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Meir Moheban
(b. 1959)

Samurai
Ceramic, anagama firing
2026
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(1959 T711)
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Meir Moheban
(b. 1959)

Moon |
Ceramic, anagama firing
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Meir Moheban
(b. 1959)

Moon II
Ceramic, anagama firing
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Meir Moheban
(b. 1959)

Black Monk
Ceramic, anagama firing
2026
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Meir Moheban
(b. 1959)

Monks

Ceramic, anagama firing
Kintsugi repairs
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7 minutes 7717

in Nakanojo 1'A1IX7X11
Maya Smira 11"ND 1'XN
(b. 1983) (1983 mT'7M1)
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A meeting between a body and a landscape that do not share the same space is at
the center of Maya Smira's video work. Projected images of fields, rivers, temples,
and bridges become a temporary environment within which the artist's body
acts, lingers, and disappears. The presence of the body is not given in advance;
it is created from the friction between matter and light, between place and its
representation.

The artist who appears in the work does not position herself in front of the
landscape but is assimilated into it. Her outlines blur and she moves between
exposure and concealment, between appearance and disappearance. She is not
present in her entirety. She merges with the projected landscape, is swallowed up
in it, and at times almost disappears within it. The body becomes a shadow, and
the shadow becomes the body. Thus, a space is created in which the shadow is not
a byproduct of light, but has its own being and existence, evidence of what is on
the verge of vision.

The artist explores the possibility of proximity through distance and the way in
which an image can carry, within itself, traces of place. The landscape ceases to
serve as a mere backdrop within the projected space and emerges as an active
partner in a delicate relationship of presence, memory, and absence.



Maya Smira 71I7'ND 1'XN

(b. 1983) (1983 nT1711)
7 minutes in Nakanojo TANIXRIA 7T 7
single channel video performance TN VINY1 DINN100A IXTM
2020 2020
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Hangaa 1'7n

Timna Tsfati Neumann 1N"11 "7112Y 11NN
(b. 1959) (1959 n1T711)
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The installation unfolds in space. Thin, almost one-dimensional shapes hang from
the ceiling and move between material and air. The "tree" bodies do not seek to
represent actual trees, but what remains of them - bark, fiber. They float in the
space in a state of constant loosening, hanging from a point of attachment.

The working material is created from the bark of the mulberry tree. A dense
rectangular surface gradually unravels into an almost transparent web of
fibers. The priming process reveals an inner subtlety, a transition from a dense
and solid material to an airy and vibrating structure. The bark of the tree,
which in nature serves as a feeding tube for growth, becomes here an image of
interdependence, a delicate system of connections, flow, and change.

The shadows created on the walls are an integral part of the work. Sometimes
it seems that they carry the bulk of the presence, appearing and fading, and
lengthening and changing according to the light, the gaze, and their movement
within the space. The form is created out of nothing, between the physical body
and its dim echo. The work resides in this intermediate zone, where the real and
the transient coexist.

The Japanese term “Taru” carries with it meanings of relaxation and release. The
word also alludes to skin that ages with time, losing its elasticity and bearing the
signs of time on its surface. Indeed, the fibrous texture of the work is reminiscent of
thin skin or a peeling shell, a vulnerable and fragile shell, but also one that carries
within it the memory of life and growth.
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Notan

Notan is a fundamental principle in Japanese aesthetics and art that describes
the interplay between light and shadow, dark and light. It is not a matter
of a sharp contrast between two opposing poles, but rather of balance and
dialogue between them, with each playing an essential role in creating form,
depth, and space.

In Notan, both the dark and the light areas possess equal presence and
significance, working together to create visual harmony. This principle is
expressed in art, calligraphy, woodblock prints, architecture, and Japanese
gardens, reflecting a worldview that finds meaning not only in what is visible,
but also in the relationship between the visible and the hidden.



Katsushika Hokusai
(1760 -1849)

Dragonfly
Ink on paper
Edo Period (1868-1603)

Tikotin Museum collection

28 X 23.2cm
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Kotozuka Eiichi
(1906-1979)

Bamboo in the wind
Woodblock
C. 1950s

Loan courtesy of Erez Gitai

44.5 x 29.2 cm
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White Bamboo 0'711N1 YV

Forest n'117
Suly Bornstein Wolff n711 1""bLWINIL 71V
(b. 1957) (1957 n1T1712)
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Bornstein Wolff's site-dependent installation simulates a white bamboo
forest, a space that invites quiet contemplation and seeks to find beauty in the
ephemeral, the dim, and the half-hidden. The work does not focus on the object
itself, but on what happens around it, in the encounter between material, light,
shadow, and time.

Bornstein Wolff works with quotidian, insignificant material such as cardboard rolls
and toilet paper cores, objects intended for momentary use and then discarded.
This choice is not accidental. It is precisely what is at the bottom of the material
hierarchy that carries the potential for transformation for her. Through simple acts
of painting, connecting, and placing, she moves the material from the modern cycle
of consumption to a space of pause and contemplation.
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Bleaching the basic material is an essential action in the work. White paint, which
leaves parts of the cardboard exposed, acts to partially erase the original identity
of the material and to blur the traces of its functionality. It is not a sterile or shiny
white, but a dull and absorbent white, one that contains abrasion, peeling, and
shades of gray and yellow. It is a receptive surface, a space where light can dwell and
shadow can appear, change, and spread. Through the act of whitening, a uniform,
almost silent visual language is created, directing the gaze to the texture, to the
repetition, and to the tiny differences. Within this silence, the small and accidental
details take on presence and meaning. Beauty here is not found in the individual
object, but in the relationships woven between the visible and the hidden, between
presence and absence, between the material and what eludes it.

The shadows that the "bamboo" casts on the wall are an integral part of the
installation. They expand its boundaries beyond its material body and create a
kind of memory of nature, of leaf shadows of non-existent treetops. The leaves
themselves are physically absent. Their presence exists only as a trace, as an echo,
as a material image of a light phenomenon. Thus, a shadow is created that has no
actual physical source. It is a process that touches on questions of perception and
our trust in appearances.

Suly Bornstein Wolff n71 1"LWINIL "IV
(b. 1957) (1957 n1T1712)
White Bamboo Forest D'117 0'j711n1 W1
Site-dependent Installation 0170 1771 AX'N
Mixed media T1271VN 1771100
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Architecture T1D7LDIX
of Shadows n'7'7xy 7v

Yehudit Sasportas DDLIADD N 71
(b. 1969) (1969 nT'7M])
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The Architecture of Shadows print series by artist Yehudit Sasportas functions
as a time capsule of drawings translated into coded prints. Hand-drawn
sketches that evoke the transition and movement between an illuminated and
visible conscious field of awareness and a hidden subconscious field.

The series, which contains ten prints, formulates a structure in which the
shadow is present and creates a conversation that distinguishes between the
perception of an image and an intuitive response to the invisible material
communicated by it. The works create a space in which knowledge is revealed
through continuous observation of what is on the verge between light and
shadow, and between the visible and the hidden.

The act of drawing, continuous and attentive, takes place in a marginal area
where material is repressed, unprocessed, instinctive, floating, and disrupting
the visible order as a silent disturbance. Alongside this, there is a more
formulated and refined material, based on hidden roots operating in another
time. The encounter between them creates a discourse between the image and
feeling, between the visible and what is communicated without being seen.

The images function as a litmus test, capturing and representing situations
in cultural and collective consciousness. The act of folding and coding
emphasizes that knowledge is not fully revealed but exists as a sequence
of concealment and exposure. The work suggests a pause and dialectical
movement as a condition for becoming. The gaze is required to linger, to allow
the shadow to become meaningful.
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Detail from Architecture of Shadows
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Takahashi Yo
(b. 1958)

Moon and Land
Woodblock print
2009

Tikotin Museum
collection

62.8 X 88.4 cm
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Suezan Aikins
(b. 1952)

Moonfishing
Woodblock color print
1988

Tikotin Museum collection

73 X 34.8 cm
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Suezan Aikins
(b. 1952)

Huangshan (Mt. Huang)
Woodblock color print
1995

Tikotin Museum collection

36 X 78.5 cm
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Tali Benbassat
(b. 1959)

Untitled
Aquarelle
2006

Loan courtesy of the Angel
Collection of Contemporary Art

129 x 89 cm
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Kinoshita Tomio
(1923-2014)

Face (White)
Etching with embossing
1985

Tikotin Museum collection

24.2 Xx30.3cm
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Rythmus DInImM

Noa Yafe 19" V11
(b. 1978) (1978 1 T1711)
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The work unfolds on the wall like echoes of a movement that has already passed.
Concentric circles intersect, open and are swallowed up, creating a sketchy field
that moves between geometric order and organic pulsation. Within the meeting
of the shapes, a space of pause emerges; an intermediate zone that is neither full
nor empty but exists as a quiet tension between appearance and disappearance.

The work’s feeling of emptiness does not convey absence but is an invitation. An
invitation to slow observation, to move to a more attentive state of consciousness, in
which the eye moves following the repeating rhythm. The work echoes the mandala
tradition and simplifies it into a minimalist and harmonious geometric structure.
It can be seen as water ripples, sound waves spreading through space, or perhaps
even an image of invisible subatomic states.

Monochromatic reduction gives the work its power. The lines are not drawn on the
wall but are imprinted on it. The imprint creates a sense of traces, like a mark left
after an event, a material memory of movement, or an echo of a presence that is no
longer there. Thus, the wall itself becomes a space that carries time, a surface where
the silence, the space, and the in-between take on physical substance.

The work invites us to pause. We are not to make an immediate reading, but to
gradually surrender to its inner rhythm, to the circular movement, to the repetition,
and to the still space that opens between the lines.
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Noa Yafe
(b. 1978)

Rythmus
Mixed media
2021

Loan courtesy
of RawArt Gallery

180 X 125 cm
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Kawa no seseragi n'"7Nn1n 717

Timna Tsfati Neumann 1N"11 "7112Y 11NN
and Ohad Tsfati TIAY TN
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The installation is made of Japanese kozo paper, a traditional paper produced
from mulberry tree fibers into which thin filaments of tree bark have been
embedded. Japanese kozo is a living, organic material, carrying within it a
memory of growth, decomposition, and time. From this delicate and fragile
material, a structure is created that simultaneously resembles a tree, a root
system, a stream of water, or a drawing unfolding in the air. It is a form that
is in constant motion between formation and disintegration, between a real
body and the momentary appearance of light and fiber.

The installation evokes a quiet, almost meditative experience of observation.
The thin, semi-transparent paper responds to light in a way that blurs
the boundaries of the material. The fibers become drifting, drawing lines,
and the entire structure seems like an abstract space, floating more than
a solid object. The Sound of Streams does not seek to impose a presence.
Its presentation is subtle, like an echo or a memory of nature. The light
penetrating through the layers of the kozo creates a changing register of
shadows and contours so that the work continues to exist even beyond its
material body. The shadows are not just a result of the object's presence,
but an essential part of it. Similar to the meaning of the Japanese concept
Kawa no seseragi (the sound of streams), this installation also has an aesthetic
of subtlety and slowness, a state of continuous beauty that exists from the
transience of the material and its changing and fleeting nature.
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Timna Tsfati Neumann
and Ohad Tsfati

Kawa no seseragi

Kozo fibers (paper mulberry)
caught within wooven

tree bark
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Detail from Kawa no seseragi
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Inagaki Akemi
(b. 1933)

Recollection
Woodblock color print
1973

Tikotin Museum collection

49.5 X 63.5cm
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lkeda Shuzo
(1922-2004)

Chaos
Woodblock color print
1963

Tikotin Museum collection

47.9 X 65.5 cm
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Shimada Setsuko
(b. 1947)

NIWA - silent
Lithography
2010

Tikotin Museum collection

76.3 X56.5cm
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Carameru ‘7n1D

Ohad Tsfati TIAY TAX
(b. 1960) (1960 T711)
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The stone chain that forms the basis of the work was created from rocks taken
from Mount Carmel. The chain descends into a circular vessel where humidity
is constantly maintained. The chain twists and turns in a soft movement; this
simple sculptural gesture creates a continuous line of tension and relaxation,
a connection between the stone, the dampness, the trees and the air.

The name of the work, Carmel (“karameru” in Japanese), phonetically echoes
the Japanese sound karameru, a verb that means to wrap, weave, tie or
entangle. Indeed, the entire work is built from an act of interweaving. The
stones are interwoven in a suspended chain. The cable is wrapped between the
trees, and the moss clings to the stone and spreads over it. Time itself seems
to wrap its layers over the surface of the material.

Work exists as an ongoing process and not as a fixed object. The vessel, located
in a shaded area in the garden, maintains the damp that allows the moss to
grow slowly on the stones and be absorbed by them. The surface changes
gradually over time; the stone absorbs water, the moss thickens, the colors
deepen. It is a living sculpture that moves between a natural state and an
artistic act.
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The connection between the local stones and the environmental conditions of
shade, wind, and humidity emphasizes the subtle interdependence between
the material and time acting on it. The work echoes the idea of wabi-sabi;
beauty created from impermanence, wear and tear, and surrender to the
natural process of change that occurs with the passage of time. A continuous
existence of wear and tear, absorption, and growth.

The chain winding into the water sometimes seems like a painting in space,
and sometimes like a ritual gesture of deposition and pause. Between the two
trees, under the changing light of the garden, the work creates a quiet space
of observation; a place where time is not measured by a dramatic event but by
the slow accumulation of moisture, shadow, and material memory.
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