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n"0 200x150 ,72 7V ' 77N

Giant Baby Walking on the Ocean, 2021
acrylic on canvas, 150x200 ¢cm
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Red Field, 2020, acrylic & graphite on canvas, 116x117 cm Timeless Desert, 2021, acrylic on canvas, 105x110 c¢m
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Untitled, 2021, acrylic on canvas, 115x116 cm It Came Through the Wall, 2021, acrylic on canvas, 112x117 ¢m
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n70105x100,71 7y "1 1yN , 2021 , 0013 ¥77
Untitled, 2021, acrylic on canvas, 100x105 cm






n”0120.5x120,72 7Y 7N , 2021, 1777 170 1720
Visitor Between the Walls 2021, acrylic on canvas, 120x120.5 c¢m

n"0130x135,71 7Y 7'7{7N , 2021 ,¥2W 10NQl
The Other Coming, 2021, acrylic on canvas, 135x130 cm
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n7o 115x110,72 7y y'7"17N ,2021 /282 VI20
Etched in Stone, 2021, acrylic on canvas, 110x115 cm
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n"0125x125,71 7y y'11yN ,2021,2009 OV v/
Is ThereColeThere? , 2021, acrylic on canvas, 125x125 cm

n”0100x100,7T2 7Y 7'7yN ,2020, n1n12 ¥77
Untitled, 2021, acrylic on canvas, 100x100 cm
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116x113.572 7V 7'77N, 2020 07010 K77
Untitled, 2020, acrylic on canvas, 113.5x116
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Yishay Hogesta (b. 1990, Tel Aviv) lives and works in Tel Aviv. Yishay studied film and art at
The Minshar School of Art (2018) and participated in artist residencies in Betonest, Germany
(2018) and Parasite, Jerusalem (2019). Selected group exhibitions in which he presented:
"After Midnight,” Herzl 16 (2019), "The Annual Sale Exhibition for the Levinsky Garden
Library,” Beit Binyamini, (2019), "Exhibition No. 1: Group Exhibition,” Halal Bastudio, Tel Aviv,
(2021). The exhibition, "Parity,” at Maya Gallery (2021) is his first solo exhibition.
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n70 110x110,T1 7V ' 77N , 2021, n101) K77
Untitled, 2021, acrylic on canvas, 110x110 cm

n"o 110x110,72 7y 7778 ,2021 ,¥YID ¥77 )17 '1UNKD
Behind the Dead End, 2021, acrylic on canvas, 110x110 cm
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What motivates me is the attempt to
experience things that cannot be
experienced, as they often appear in
science fiction - how can one create
something new? How can you create
something that was not there before? I
draw inspiration from the unplanned
urban space - from the putty patching
on a wall to the colors of a stain on an
electrical box. This contrast between the
impossible and the everyday fascinates
me.

Yishay Hogesta

n"0 110x100 ,72 7V {778 ,2021 ,0'0 79 )71 71V 713'N
Giant Baby Walking on the Sea, 2021, acrylic on canvas, 100x110 cm
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n70120x125,71 7Y ' 1N , 2021 ,221WX17 17N 11VIay DN
The First Compound We Reached , 2021, acrylic on canvas, 125x120 cm

n"0130x135,71 7 7'7jN , 2021 77100 0’ 7V
On the Strange Sea, 2021, acrylic on canvas, 135x130 cm
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n"o 114x110 ,72 7y {'7yN ,2021 AWyn7 01713 1217 DN
If We Could Communicate, 2021, acrylic on canvas, 110x114 cm
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a strong affinity for the abstract, because the bottom
line is that the the lines, the color, the material and
the composition demand a sensual response from me.
Undeniably, Yishay's paintings provide feedback to my
gaze, feeling and curiosity. As a spectator, I do not
need a specific technique, I do not need history and I
do not need prerequisites.

Elinor Nechemya: When I look at Yishay's paintings I
think of jazz, pre-jazz even. There is an affinity
between the two in their essence, in the movement
and in their presence. I experience the paintings the
same way [ experience jazz, as something very
abstract that masks through improvisation some
elusive legitimacy that invites participation. The
forms are also an open invitation that Yishay does not
often close.

Menahem Goldenberg: When you say that, I understand
exactly what you mean, he is truly a jazz artist. This
raises the question of what stands at the core of jazz that
is also present in Yishay's paintings. Maybe it is the
improvisation, the prose, the repetitiveness. As in jazz,
here too, he seems to build a composition and improvise
on it. However, on second thought I am not sure there is
improvisation here exactly. I think he is checking, that he
is a gambler. On the whole pot.

Gilad Efrat: Another prevalent component that stands
out in the paintings is the way the shapes are
organized on the canvas. In a large number of the
paintings, for example, there seems to be a grid
structure. The markings are not organized in a jumble,
on the contrary, the feeling is that there is a distinct
place on the canvas for any formal arrangement. But
while in modernism the grid is the supreme rule, based
on the theory of Rosalind Kraus ("Grids” in October
vol.9,

1979), Yishay uses the grid in a way that precedes the
modernist idea. He uses it as the organizing principle
for the space on the canvas so that each of the
elements receives its own distinct place. Yishay's grid
creates a kind of 'treasure chest’ full of drawers, with
each drawer holding a different occurrence,
sometimes even painted in a different language.

Menahem Goldenberg: In my opinion, Yishay
approaches painting as a 'painter,’ that is to say with
a lot of reverence for painting. But this whole
position is fictitious, everything is imaginary. In the
end, ‘painter’ and ‘art’ are ideas. Yishay approaches
painting with authenticity (relative to the
imaginary), but this does not lead to discovery or
exposure, it only represents the encounter with his
imaginary perceptions. Because I think his paintings
are without hierarchy, authentic action is an amazing
occasion because it unites me not with the person
himself, but with his internal thoughts; meaning I am
met first by the visual interpretation of the thoughts
that lead me to feel like a participant and only then
am [ met with the person behind the thoughts. This
is Yishay's greatest achievement in my opinion. His
authenticity as a painter allows me, as a viewer, to
become familiar with the things that are painted;
with different ideas, concepts, shapes, colors,
connections and affiliations and to build my own
narrative (almost without having any need to get to
know the person behind the paintings).

Gilad Efrat: The organization of Yishay's painting evokes a
feeling of buoyancy and weightlessness, as if there is a
magnet behind the painting that attracts all the shapes. It
is connected to the things you said, Menahem, about
reverence for painting, it is evident in these open forms.
They exude a vibration, a haze, a sense of calculated
movement. Yishay does not place these forms on the

canvas in a rough, overly-decisive way, rather they are
inserted only after meticulous exploration - this is the
reverence I see. Another element that can be frequently
found in Yishay's paintings, in addition to the
organization of the paintings themselves, is their large
square format. It is important for me to note that this
format characterizes not only the works exhibited but all
of his works from the last two years. It would be
interesting to hear what you think of this format.

Menahem Goldenberg: I relate to the square format as
an extension of the concept of approximation with the
idea. What characterizes the idea is that it is not
specific, it does not exist in the world, it is schematic.
The square format echoes this idea. The square
substrate is seemingly distinct but it is in actuality
trivial - in the sense that it ‘just’ allows Yishay to paint.
In this respect, the square may seem like a lazy choice,
however, it actually functions as a schema into which
he can bring his interpretations. He can start working
with what the painting gives him, without distraction.

Elinor Nechemya: You could say that the format is basic
or lazy, but that is exactly the freedom that it allows.

The square is somewhat democratic in a way, it had no
hierarchy and as a result the departure into the daring
is made possible. There is something very neutral about
this shape, another shape would have diverted attention
from what is taking place on the canvas itself.

Gilad Efrat: The square frame, in its modernist context,
opposes narrative. If one thinks of the traditional
formats in art history, a horizontal rectangular frame
automatically resonates with landscape paintings, while
a vertical rectangular canvas is closely associated to
portraiture and the body. This 'basic’ feeling evoked by
the square format, actually brings me back to the
photograph with which I started the conversation. The
square format in Yishay's paintings reminds me of the
square frame Instagram uses to dictate each image's
final shape and size. In fact, today, because of our
relentless exposure to digital images on the web, the
square has become the ’standardized frame’' for
conveying visual information. This frame organizes and
cuts the composition compulsively, sometimes violently
and in a way that is ultimately irresistible. Yishay
utilizes the square frame but does not give in to it, he
builds a composition within its boundaries and
transforms his control of the space into an asset.
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A conversation between Elinor Nechemya, Menahem Goldenberg and Gilad Efrat

Elinor Nechemya - Film director, writer and teacher

Menahem Goldenberg - Philosopher, professor, editor
(publisher) of the magazine Bypass and a member and
founder of The Order Gilad Efrat - Artist and curator of

the exhibition

This conversation took place in Yishay Hogesta's studio
in April 2021, in preparation for his solo exhibition,
"Parity,” at Maya Gallery in Tel Aviv.

In Yishay's studio, displayed next to and on top of one
another are large, bold, square format paintings that
together create a colorful mosaic. There is much that
links the paintings: the size, the format, the colorful
surfaces that blanket the entire canvas, covered by a
diverse array of stains, shapes and markings similar in
size, that seem to float across the painted surfaces.
Looking at the collection of works reveals a congruous
internal logic that dictates how the shapes are
scattered across each canvas and raises questions
about the meaning of the uniform colored surfaces, the
repetitive, large square format, as well as the nuances
of the shapes, their organization on the canvas and the
way in which Yishay handles them.

Gilad Efrat: I once came across an Instagram photo of
Yishay holding two paintings on the street (pg.11).

Seeing the paintings outside of the studio, in an urban
context, helped me to understand where the symbols
he paints originate. They connect me to graffiti or
seemingly trivial, incidental markings that can be seen
on many an external wall of the houses in Tel Aviv.
That is to say, they connect to a concrete reality. Yet,
they also characterize another intangible place that
does not exist in this reality. This creates a beautiful,
paradoxical situation that can exist in painting - it
allows them to be in both places at the same time
without contradiction. Something intriguing is taking
place in the body of the paintings: on the one hand, the
formal motifs seem abstract and on the other hand, the
symbols crystalize into almost recognizable images,
such as perhaps different letters or shapes like a boot, a
bow, a ladder, or the letter "U.” The form is suddenly
tangible, like something out of the physical world, the
pictorial language becomes more illustrative, thicker,
more substantial. The colorful material in the paintings
introduces an expressive element, reminiscent of the
work of Philip Gaston. Gaston, at the age of 50,
abandoned abstraction and moved into more naive,
expressive paintings. For two years, he dedicated his
time in the studio to exploring very basic symbols that
sometimes resembled alphabetical letters. He explained
that he wanted to return to basics, to forget all he had
learned and produce only the simplest forms. He
painted objects like a shoe or a book, in the most direct
way and all of this after an entire career. Yishay's
paintings also remind me of the analysis of the
painter's

condition and the Pedagogical Sketchbook of painter Paul
Klee. Klee depicts the tension between the concrete and
spiritual through the use of the image of an arrow. The
starting point of the arrow is rooted in the material, the
concreteness of the material canvas - I am here and
everything is a representation of the physical body in the
present moment. Meanwhile, the trajectory of the arrow,
drawn in a circular, upward motion, symbolizes the
aspiration of the spirit in the world. Looking at these
paintings allows you reach another plane of experience,
of hallucination, of dream. Perhaps this is the best way to
understand the presence of forms and symbols in
Yishay's paintings. They seem to achieve the consistency
of a dream. There is a sense of establishing on the canvas,
through the use of both material and form, the same
blurry and elusive feeling; an attempt doomed to a
deliberate failure of definition between fantasy and
reality. It is impossible to fully grasp their form and as a
result, it becomes mud, stain, dirt. The paintings
emphasize the gap between the cleanliness of the
imagination and the dream, and the attempt to give this
cleanliness shape on the canvas.

Elinor Nechemya: That is interesting, a dream was the
first thing that came to my mind when [ saw the works,
because there is in these paintings a kind of inherent
invitation to try and formulate a story or an image. The
paintings give me freedom and space to explore; to
connect the forms or not connect them, to disassemble
and reassemble them. At first, I felt that there was a
story in the paintings that I needed to follow and then I
realized it was trivial and that was not what was
happening. It was a similar feeling to trying to catch a
dream, to pull at the end of a thread that the dream
presents to you, to try and follow it and sew it and
unravel it. It is tempting to approach Yishay's paintings
and try to connect the shapes, although it is also

very rewarding to simply chase after them and move
between them and sometimes get stuck on something
specific along the way. Inside all of these works, there
are displays of seduction. My eye keeps jumping to
the painting, "The First Compound We Reached,” (pg.
29) I don't know why. Maybe simply because it is pink,
which is reason enough. I observe the images freely,
and suddenly am met with such intense presentations
of purple and yellow that I am consumed and forced
to ask, "what I am experiencing?” The painting, "If We
Could Communicate,” (pg. 33) is the most prominent
example of Yishay's exploration into erasure,
inclusion and the rewrite. The first association that
comes to mind is the process if writing a script.
Pacing back and forth, adding and deleting, countless
attempts to move forward and blur traces of what
was, it is exceedingly palpable here.

Menahem Goldenberg: There is something almost anti-
narrative in Yishay's paintings. When I look at them, the
first thing I see is multiple happenings,’ or an event in
which there is almost nothing organized except the
frame that contains them. The canvas is transformed
into the equivalent of a ‘'town square,’ or a public
meeting place which allows for compelling inquiry,
enhanced by the material form and varied gestures that
contribute to this eventful atmosphere. His painting
allows for an encounter among many elements, which in
their own right and out of their individual
distinctiveness and autonomy are content with
themselves and surrender fully without the need to be
contextualized. Thus one can suddenly distinguish
between different connections that are formed within
the painting, connections that are not narrative - one
thing leads directly to another, or one thing that allows
one to leap to another altogether. The signs are not a
metaphor or a representation of something external. In
this sense, the paintings have
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N0 110x104,7T1 7Y 7*77N, 2021, 0101 ¥77
Untitled, 2021, acrylic on canvas, 104x110 cm

n70 110x110,T2 7V 7'7 NI |nW , 2021, N101D N77
Untitled, 2021, oil & acrylic on canvas, 110x110 cm
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N0 115x113,727Y 7'7yN , 2021 1101 ¥7¢ 0'0IN
Strawberries Left Unexperienced 2021, acrylic on canvas, 113x115 cm

n"0125x125,72 7y ' 1 yN , 2021 0170 N77 XXN01 QT
It Is FoundWithoutaPlace , 2021, acrylic on canvas, 125x125 cm
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n”0120x125,12 7y {'7yN ,2021 200 v' 0'121 DITY QTN
What Kind of Fields and Gardens are There? 2021, acrylic on canvas,125x120 cm
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