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Dear guests,

We are pleased to present in this catalog the works of
art in the exhibition As the Flight of the Falcon: The
Line Between Matter and Idea — the fourth exhibition
presented as part of the "Art Carmel Forests" project —
a unique initiative of the Isrotel Hotels Chain and the
Carmel Forests Estate, which emphasizes the promotion
and display of contemporary art.

At the same time, Isrotel Hotels Chain maintains other
artistic projects, including DigiArt — a digital art
incubator at the Royal Beach Hotel in Tel-Aviv, which
promotes artists who create digital media in The Lab,
an art laboratory on Herzl Street in Tel-Aviv that serves
as a space for avant-garde experimental art, and the
famous A.F.A.R. Art Forest Artists Residency program
that hosts the artistic work of leading artists.

You are invited to browse the digital exhibition catalog,
delve deeper into the works, and wander through the
exhibition displayed throughout the hotel. All the works
on display are for sale. The Isrotel Hotels Chain has
been a leader in cultural and artistic activity in the field
of hotels and leisure culture in Israel for years; it also
leads in the field of contemporary art and encourages
original Israeli creation.

Best regards,
Lior Raviv
General Manager
Isrotel Hotels
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As the Flight of
the Falcon:
The Line Between

Matter and Idea

The exhibition As the Flight of the Falcon: The Line
Between Matter and Idea draws inspiration from the
migratory flight of the female South African Falcon,
which flies twice a year in a straight line some 10,000
kilometers from South Africa to Finland. This journey
1s guided by an internal compass that connects the
bird’s consciousness to the geographical space—an
innate sense of direction long lost to humankind.
What remains is intuition, which some still know
how to listen to, serving as humanity’s most natural
and accurate compass.

Whether as a scribble on prehistoric cave walls,
Eastern calligraphy, a contour in classical painting,
or a trajectory in digital realms, the line has always
been and remains a central means of visual expression.
Yet beyond its formational function, the line raises
fundamental questions about boundaries, movement,
identity, politics, and communication. Like the course
of a stream, the line seeks to move from place to place,
to form connections, and to carve paths through
obstacles. It may be a thin thread of meaning, or a clear
boundary separating existence from absence. The line
1s both material and conceptual: it may be etched in
stone or flash like light, exist as a metallic strip or
as an algorithmic bolt on a screen. The line may also
signify both physical closeness and distancing, a visual
anchor or an unrealized possibility. The exhibition
aims to trace the multitude of contexts the line holds
in today’s reality.

At the hotel entrance, Lady Lotus, a video work by Adi
Argov, is on display. The piece is a superimposition
of several sketches resembling the lotus flower. These
sketches pulse with a breathing rhythm, back and forth,
like a beating heart of the artwork itself, as together
they create a poetic, pictorial symphony. I chose to open
the exhibition with this work because it addresses the
fundamental form of the line, its simplicity, but also
because the lotus flower, which grows above the swamp,
symbolizes heroism, resilience, and even renewal. This
symbolism connects us to a collective reality in which
such values are deeply needed.



Alongside this piece are delicate and poetic photographs
by Shay Arick, composed of highly minimalist stems
and flowers in clean, straight lines. These works echo
abstract painting, recalling the Bauhaus School—from
Kandinsky to Miro—albeit stripped of their signature
colorfulness.

In the corridor leading to the gym are works that
engage with exterior spaces and the line as a territorial
marker. At the start of the corridor is Maya, Naomai,
Tama, and Alexander, a drawing by Haya Graetz
Ran, depicting her granddaughters standing in a
scorched field, gazing toward the horizon, toward
their unknown future. Their gaze aligns with that
of Alexander Zaid in his statue seen in the distant
horizon, mounted on his mare and looking eastward.
Zaid, a founder of Hashomer and Agudat Hashomrim
(The Guards Association), gestures with his gaze
toward the new Promised Land, which in the 1930s
was still merely an idea. This work draws a line of
tension between the collective ethos of that time
and the promises made by our founding fathers, and
what remains today of all those promises of a land
flowing with milk and honey.

Further down the corridor, Shahar Marcus presents
three photographs from his video Spiral Carmel,
filmed during his artist residency at the Carmel Forest
Hotel. In the video, Marcus is seen performing the
Sisyphean task of laboriously hauling stones up a
mountainside to form a spiral around a female figure
(the performance artist Dana Haras) standing at the
center. Marcus delineates both physical and energetic
boundaries, both on the mountain and around the
subject. This piece recalls 1970s Land art and resonates
with a filmed installation created by the artist Miriam
Cabessa during her own residency, as a tribute to the
famous sculptor Yitzhak Danziger (1916-1977), who
planted a grove of trees on Mount Carmel to restore
the landscape of the oak grove in Sajjat al-Arba’in. This
grove, dedicated to forty Arab heroes, was proposed
by Danziger as a suitable site for a memorial to the
fallen of the Artillery Corps. On the way to the spa,
one can view photographic documentation from the
artistic installation The Tree that Remained.

Further down the corridor, across from the gym,
Ayelet Amrani Navon’s painting Constant Migration
presents an imagined, weighty landscape, loaded,
charged with electricity, divided into two levels. The
upper part may be read as spiritual, the lower—as
material. The two are connected by bubbles that appear
to flow between the two dimensions—between the
visible and the hidden, the spiritual and the tangible,
the physical and the metaphysical. Amrani Navon’s
work takes us back to the Platonic concept of the
ideal line as a passage between worlds, where the
idea i1s the spirit, the abstraction. The three artists’
works in the corridor raise essential questions
about boundaries, movement, political identity, and
interpersonal communication in general.



In the hotel lobby, two photographs by Shirley Wegner
are displayed. These result from intricate studio work
in which Wegner constructs large-scale installations
that she then documents. In one photograph, the
composition is split in two, with visible clips holding
up a transparent vinyl sheet that creates a horizontal
division of the composition. The lower section shows
a dry, distorted wheat field, and the eye immediately
focuses on photographic cutouts of the actual scene.
Is it a photograph? Is it reality? Is it a collage? Or all
of the above? The overall composition evokes a kind
of signal disruption, reminiscent of static on old TV
screens. The broadcast is disrupted. Something 1is
interfering. Similarly, the photo with the prickly pears
is also constructed from the same distorted methodical
approach; only here, the floating prickly pear leaves
don’t look natural—one can see the fishing lines they
are suspended by. These works examine the boundaries
between reality and imagination—not just any reality,
but one fabricated by the master herself. Sometimes
“discrepancies” peek through, but our eyes are so used
to perceive this fabricated reality that the absolute
truth of these “discrepancies” is perceived as a lie or
a conspiracy. Plato’s cave in all its glory.

Such is the artwork of Shony Rivnay, who exhibits
two simulated-abstract paintings positioned at the
medium’s edge of near-abstraction. The abstraction
may serve as a way to blur or disguise a certain aesthetic
reality as a voluntary game, or to create an illusion.
The abstract painting, which i1s often perceived by
the general public as “easy to execute”, can mislead
the viewers regarding the fundamentals of painting
or the artist’s intent. Did the artist mean to embed
informal formational codes? Did the artist’s spirit
command the brushstrokes to a point of dissolution
on the canvas? With Rivnay, the deconstruction is
clear, since he left behind a collection of floating
elements or objects suspended in the canvas space.



In his seminal book Ways of Seeing, painter and art
critic John Berger (1926-2017) argued that the gaze at
the world is never neutral, but filtered through culture,
knowledge, gender, and history. But what happens
when what we see is abstract—devoid of imagery to
decipher? Viewing abstract painting through Berger’s
prism raises deep questions about the way we see,
the artist’s intent, and the meaning of abstraction
when no identifiable image is present. In abstraction,
viewers are left without a narrative anchor and must
therefore engage with the work entirely differently:
somatically, emotionally, sensorially. The artist doesn’t
intend to tell a story, but to convey frequency, color,
motion, rhythm, tension, or stillness—creating inner
resonance in the viewer. Abstraction is not a void,
but a rich space that removes known explanations in
favor of a more direct connection with the material,
the action, the sensation. Rivnay’s paintings become
arenas where viewers don’t just observe, but are drawn
in. Looking at an abstract painting thus becomes not
an analysis but participation; the observation itself
becomes an act of connection.

On the third floor of the hotel, works are displaved
by several artists exploring territorial and collective
connections within Israeli society. Hadar Saifan
created the series Patrols in the Studio, comprising
three lightboxes that reflect the outlines of the
Kibbutzim Hanita and Manara, and the village Arab
al-Aramshe—which were all evacuated at the outbreak
of the war. Saifan patrolled along the Lebanese border
adjacent to these settlements, and later in her studio
traced their contours onto topographic maps. She
then placed perforated black paper over the maps,
illuminated them, and slowly traced over them with
her camera in long exposure. The camera recorded
these movements, creating light sketches of hermetic
fences—a kind of wish to protect these places from
within the studio. Saifan perceptually restores the
splendor of these abandoned communities, creating
what look like golden crowns—symbols of life and
abundance.



In a similar spirit of marking and warning, Shahar
Marcus marks a territory in the Judean Desert in
his video work Smoke Cloud, by walking with a box
emitting black smoke that forms a kind of cloud. This
act 1s, on the one hand, a physical standpoint; on the
other, an ethical stance. Marcus was influenced by
the words of Yitzhak Danziger, quoted in an interview
with curator Amnon Barzel in Haaretz:

“The artist’s responsibility in society is like that
of a teacher, a thinker, a rabbi, a father, a prophet
at the gate, a preacher. He must safeguard what
has been done here. [...] The artist must raise ideas,
point the way, flow like a stream in society, break
through obstacles. The artist is a politician, and
has in fact always been one.”

Indeed, the artist is always political—there is no work
of art that does not take a position of some Kind.

This also applies to Carmel Ilan’s Frayved Bordetrs,
which draws a line delineating the borders of Israel,
thereby taking a political stand. The line is stitched
onto crisscrossed strips of torn Hebrew-Arabic /
Arabic-Hebrew dictionary pages, and two different
hands hold the entire unified surface. The Jewish-
French writer Georges Perec (1936-1982) wrote in
his famous book Species of Spaces (1974):

“Space is a doubt: I have constantly to mark it, to
designate it, It is never mine, never given to me,
I have to conquer it.”*

[lan enters into dialogue with ideas of spatiality, but
her choice of a Hebrew-Arabic dictionary highlights
her critique of current collective realities. While
Carmel Ilan tries to mend frayed borders, Shahar
Marcus and Hadar Saifan have already gone a step
further and are actively marking these borders.

On the second floor, in the gallery space, is an
installation reflecting on the concept of the kibbutz,
which for decades has functioned—and still does
todayv—as a protective wall for the state. Two works
placed on opposing diagonals confront and complement
one another: Waterline by Avishai Platek and Line
of Fire by Gil Shmerlin. The former is a video in
which Platek is seen physically engaging with kibbutz
water towers—leaning into them, examining them
with his body, almost energetically bonding with
these forgotten structures. Once central to life in the
kibbutz, the towers distributed water and sometimes
served for signaling and lookout. This is an emotional
journey expressed physically through Platek’s childlike
movements, contrasting with the phallic rigidity of
the towers. He softens them, perhaps trying to restore
their former vitality. Facing it is Gil Shmerlin’s pillar
of fire, which simulates a rising flame, reshaping
and redefining the exhibition space. The fire element
balances the water element, creating a visual and
conceptual equilibrium.



In the same space of Platek’s Kibbutz narrative,
Boaz Lanir presents a series of black-and-white
photographs from the 1990s. In the series Kibbutz
People, Lanir documented kibbutz members and their
daily labor, framing it as a historical moment in fear
of their disappearance from the Israeli landscape.
His photographs are staged, aesthetically meticulous,
and echoes the traditions of Western, particularly
American, photography. Such series draw on the visual
and ethnographic methods of Diane Arbus (1923-
1971), who documented the margins of American
soclety. Lanir’s technique resembles that of German
photographer August Sander (1876-1964): staging,
curated composition, careful framing, square formats,
and layers of studium (thoughtful contemplation on
photography), imbuing the images with historical
documentary weight.

Hava Graetz Ran also contributes to this discussion
with her series Kibbutz Time, featuring black-painted
fisures—some reminiscent of children’s fairytales,
others drawn from Kkibbutz or village life—painted
onto the plastic plates once used in kibbutz dining
halls. These plates were manufactured at “Tama”,
a factory located in Kibbutz Mishmar HaEmeKk.
Occasionally, a black plate appears—acting as a sort
of amnesia in the collective Israeli memory. These
figures resonate with artists like Kara Walker, who
have transformed the black silhouette figure into a
potent icon of contemporary art.

Further along the floor, Gal Artzi presents an abstract
sculpture made of rusty metal, mounted on a concrete
pedestal. This work is an example of abstract sculpture
in which line and movement are expressed through
the material itself. The viewing experience recalls
the aforementioned discussion on Ravnay’s abstract
paintings, though here the metallic material seems
to be frozen in motion—Ilike soft fabric caught in a
moment of drift or fold. The overall form is organic
and asymmetrical, inviting viewers to move around it
and experience the dynamic tension between closed
and open spaces, between creases and curves. In this
sense, the lines are not drawn but emerge from the
very edges of the crumpled metal—Ilines of motion,
lines of tension, sometimes even fault lines. As with
abstract paintings, here too the composition is not
narrative but emotional, pulling the viewer 1n.



In the second part of this floor, toward the spa, two
large paintings by Shay Arick are displayed. These
are colorful, expressive works that hover between
lyrical abstraction (in the sense of the artist’s personal
expression) and the musicality of painting—the
intimate, spontaneous brushstrokes, though they veer
away from the conventional monochromatic lyricism
as it’s definition in art history. Arick seems to leap
between worlds: between an inner, near-spiritual realm
and a more figurative outer one. The figures, which
appear to be bound to the “womb” of the painting,
are held or connected by lines or “umbilical cords”.
Is this an embryo? Or an already fully formed person
engaging with the material world?

Ayelet Amrani Navon'’s four small paintings, Horizon
Line, are on display in the spa’s waiting area. These
works, as their name suggests, dilute the color even
further into a more smeared abstraction, and serve as
intermediaries between political and artistic spaces.

Michal Levi Gur’s ceramic tile work, Memory of Ruin,
composed of layers of ceramic tiles made of different
layers of clay and earth and burnt at varying intensities,
simulates swirling movements and abstract worlds
that invite multiple interpretations. Her work acts as
a kind of ceramic archive—a remnant of historical
layers belonging to the ancient land on which we live.

Curator: Sharon Toval

* Amnon Barzel, "Yitzhak Danziger: The landscape as a work of art”, Haaretz,
29.7.1977.

** Georges Perec, Species of Spaces, trans.: John Sturrock, Penguin Classics,
1974, p. 91.
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Shay Arick, A Series of Nature Drawings
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Ayelet Amrani Navon, Perpetual Migration
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Shony Rivnay, “How do I convey what I
"don’t yet know
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David Isaacs, The Waterline
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Shony Rivnay, "Suspended by fishing lines"
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Shahar Marcus, Smoke Cloud
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Noy and Tamir, Blade No. 7
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Ava Eliav, War shelter #12
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Boaz Lanir, From the project Kibbutz People
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Avishai Platek, Water Line
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Gil Shmerlin, Fire Line
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Haya Graetz Ran, Kibbutz Time
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Gal Atrzi, Untitled
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Shay Arick, Second Nature
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Ayelet Amrani Navon, Horizon 1, Horizon 2,
Vector/Swan, Black White Pink Gold
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Michal Levy Gur, Remembrance of
Destruction (Impressions)
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Adi Argov, Lady Lotus, Animation Video 1', 2025
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2020 ,"1w yav

Shay Arick, Weeds (Constructions No. 4,9 ,11,29),
Second Nature series, 2020
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Hava Graetz Ran, Maya, Noemi, Tama and
Alexander, pencil on paper, 2013



2019 ,1XT1 71NH 02VD ,2HHO PN ,VIPIN AW
(071 137 :NN2IXH - TIOR3 :D19X)

Shahar Marcus, Spiral Carmel, Stills from
Video, 2019 (Photographer: Noy Eliyahu,
Performers: Dana Haras, Shahar Marcus)
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Ayelet Amrani Navon, Perpetual Migration, 2023
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Shirley Wegner, Greenscreen (CMYK), Archival

Pigmented Inkjet Print, Edition 5, 2023
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2022 ,5 W 11700
Shirley Wegner, Field and Pixels, Archival

Pigmented Inkjet Print, Edition 5, 2022
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Shony Rivnay, “How do I convey what I don't
yvet know", Acryvlic on Canvas, 2023
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Ann Ruth Facktorovich, Lifeline, Printed
Collage: Metal, Wood, Glass, 2025
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David Isaacs, Untitled, Aquarelle and Ink on
Paper, 2024

2024 7771 Y 1771 00 Ay, NIMD X% 0PN T
David Isaacs, Untitled, Aquarelle and Ink on
Paper, 2024

2020 7% Y 1771 072 'WAaAYX, NN XO2 0PN 1T
David Isaacs, Untitled, Aquarelle and Ink on
Paper, 2020
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Shony Rivnay, "Suspended by fishing lines",
Acrylic on Canvas, 2023
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Shahar Marcus, Smoke Cloud, Video (5:13), 2022



2022 ,i17"077 ,7 'On NN WX M0 N
Nov and Tamir, Blade No. 7, Ceramic, 2025
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Hadar Saifan, Studio Patrols: Manara
(evacuated), 2024
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2024 ,(1115nN)

Hadar Saifan, Studio Patrols: Arab Al-Aramshe
(evacuated), 2024

2024 ,(f1NHN) NN TTIVDA D1V LMD TN
Hadar Saifan, Studio Patrols: Hanita
(evacuated), 2024
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Carmel Ilan, frayed edges, Photography of
Woven papers from Encyclopedia Hebraica, 2022
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Aya Eliav, War shelter #12, Acrylics and
industrial paint on canvas, 2022
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2009 ,70Yi1 IPWwn Y127, "mnn" Syomna SoINiT
Haya Graetz Ran, Kibbutz Time, Oil on plastic
plates from the Kibbutz dining room “Tama“
factory, Kibbutz Mishmar HaEmek, 2009



1990 ,D"PNYiT YW — q01N2A PRINWI MY 915 131a
Boaz Lanir, Lavri and Shmuel at the garage —
Shaar Haamakim, 1990

DNV WW — WINAT TTWR TR PR L5 1A

2008
Boaz Lanir, Mike and Maya in a ploughed field

— Shaar Haamakim, 2008

1999 ,0'PNYIT VW — NATINNI XM, 1IX 715 1312
Boaz Lanir, Oren, Yochai and volunteer —
Shaar Hamakim, 1999

1992, D"PNRYT YW — SYHHRA M DRMIK 1PN M5 131a
Boaz Lanir, Ilan, Ariel and Roni at the factory
— Saar Haamakim, 1992



2017 X771 ,(7:41) DT 1P ,PLYD NWIAN
Avishai Platek, Water Line (7:41), Video, 2017
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Gil Shmerlin, Fire Line, Aluminum, pearlescent
paint, warm-tone LEDs, Hand-hammered, 2025
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Gal Artzi, Untitled, Metal and Concrete, 2024






2022 ,72 DY 1AW 21X 11970 ,0K W
Shay AricKk, Yellow Pool, Oil on Canvas, 2022

2022 ,72 Sy 1w ,0an1a 9 DR W
Shay Arick, Star Kid, Oil on Canvas, 2022
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Avelet Amrani Navon, Vector/Swan, 2024

2024 ,1 pDINT 1P ,1121 21Ny NONK
Ayelet Amrani Navon, Horizon 1, 2024

2024 ,2 POINTIP 1121 Mny nHNNR
Avelet Amrani Navon, Horizon 2, 2024

2024 ,2707 717 125 nw 1121 1Ry nHnR
Avelet Amrani Navon, Black White Pink Gold,
2024
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Michal Levy Gur, Remembrance of Destruction
(Impressions), 2024



