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Sharon Toval: Your artworks in the 

exhibition create transitional 

encounters between light and space, 

between an image and its abstraction 

and between an object and its 

perceptual representation.  How did 

you arrive at this almost metaphysical 

level of discussion during your work 

process?  

Adam Sher: In my creative process, I 

reverted back to my basic experiences 

in terms of how I perceive my 

surrounding, while focusing on and 

escaping to an entire realm of 

observation that is beyond the physical 

object.  I distinguish between looking 

and observing, and the same 

discernment is what has shaped my 

experience in as a child. I have 

developed a skill for observing and 

understanding the structure of a shape, 

including its content. This exhibition 

very highly indicative of this perceptual 

observation.  It has no narrative in the 

classic sense of an exhibition.  I am 

really peeling off the layers of material 

in order to discover the source.  As if 

discovering the primal makeup of the 

medium.  That is how I arrived at this 

type of abstraction.   

ST: But any abstraction stems from 

realism, or else it would not be an 

abstraction…do you come from realistic 

painting? 

A: Yes, it’s a process I went through.  I 

began my artistic endeavor with realistic 

painting; the perception of composition 

and color scheme in my work comes 

from painting.  I have come a long way 

since. 

S: Is the territory you are dealing with 

today metaphysical, meaning it 

addresses the realm beyond the 

physical; the object?  

A: Yes, in that sense absolutely.  For 

instance, in the sunrise artwork, I turn 

carton into sunrise.  This a 

transformative action that represents 

my process of abstraction and raises the 

discussion to a more metaphysical level.  

The same goes for “The Caesar’s Stone,” 

the work after which the exhibit is 

named.  I photographed a table made of 

artificial marble in a shopping mall, but I 

strip it of all its table qualities.  It is no 

longer “the table” but “table.”  Likewise, 

the marble lost its physical qualities and 

went from being “Caesar Stone” to 

being “the Caesar’s Stone,” a stone 

devoid of any stone-like qualities.  My 

observation of the physicality of the 

marble, its different shades and its 

shape has detached me from looking at 

it superficially. 

S: You arrived at a territory where the 

narrative is cyclical and vanishes at the 

end of the process, by being auto-

reflexive, with no beginning or end. 

In my more recent works, I am using 

video as a means to investigate.  Unlike 

painting and photography, video grants 

me new levels of freedom to handle 

transitional states.  Video makes it 



easier to illustrate how colors merge, 

how imagery spreads until it turns 

almost liquid.  Video is a kind of lab in 

which I study how light is formed, how it 

is absorbed, how it changes into 

different colors.  Narrative does not 

exist in research.  It is a little like 

science; there is an objective and there 

are findings relating to that objective.   

S: From study through painting, you 

transitioned to working with video 

filming. How does this digital medium 

make it easier on abstract expression?  

 A: I regard any medium as an 

opportunity to study transitions. It is 

just the expression and the final product 

that are different depending on the 

medium.  I feel very comfortable placing 

a painting opposite a video installation, 

as I do in my exhibition.  In my work 

process, I determine which medium I 

choose in different time periods: 

whether panda or oil colors, 

photography or video.  Each medium 

presents me with its limitations which I 

respect, and in whose boundaries I 

study those encounters that strike my 

interest.  All of these mediums are 

transitional boundaries.  I study the 

transition itself for now rather than 

what is beyond that.  I show the 

potential hidden in it but always keep 

myself on the verge; in a state of 

constant tension.    

S: In one of your interviews with an 

international art magazine, you said 

that you don’t paint or photograph, but 

compose and investigate encounters 

between forms, textures, between light 

and its image, how it casts itself on 

objects and defines space, how the 

spray meets the canvas and how taking 

a picture is only a digital 

documentation of those encounters.  

So these transitional states you are 

studying constitute a reality in itself or 

some perceptual illusion?     

A: I leave the viewers in a state of 

tension by allowing them to idle in the 

transitions themselves.  The fact that I 

go back to those transitional states 

indicates that for me this is reality. Even 

if it means that feel in transition the 

whole time.  I took this study as a 

modus operandi, I am fluent with it and 

therefore it feels good to me.  In my 

artwork, I try to harness the method to 

my needs.  Along the way, many 

interesting experimentations take place 

and become my focus.  That is how I 

introduce intervals into my study.  

Sometimes artistic mistakes are 

milestones I honor, just like in 

documenting the stickers on the studio 

floor.  In that case, error is the essence 

of the creative piece. 

S:    Do you think the critic’s role 

changes with the progression of the 

exhibit?  Does a critic play a different 

role when viewing a painting as 

opposed to video? 

A: I think that the exhibition shows a 

journey between the different pieces.  

Just like I wandered the streets as a kid, 

encountering different objects and 

having a different experience with each 

one of them.  With every project, I 

create an opportunity for observation 



which the critic is called upon to fill in.  I 

leave it to him to unravel the 

experience, the levels of freedom I left 

him to fulfill. The exhibition offers a 

wholesome experience of observation, 

like a giant jigsaw puzzle the critic must 

put together by its closing date.  One 

can say that the exhibit is one complete 

installation that stands alone and is 

comprised of a number of pieces.   

S: Don’t you think that by choosing an 

abstract exhibition, you are actually 

addressing the more veteran critic? Are 

you not an elitist in some way in 

choosing this type of study? 

A: The exhibition is political terms of its 

artistic creation.  The themes I study are 

a fairly abnormal choice in the current 

local scene.  I am deliberately seeking 

the abstract and the study of 

transitional, “in between” states.  It 

could be perceived as a kind of elitism 

among those knowledgeable, but I 

actually see it as a return to the source, 

the foundation on which all artistic 

creation rests, a sort of DNA of the 

material and the medium.  Is foundation 

an elitist thing? I doubt it. 

S: Let’s turn to an important element in 

your work, which is present-absent: 

the object.  You use mediating objects 

between light and space, but you don’t 

grant them a functional significance of 

any kind.  Did you deliberately neglect 

the physical? 

A: In my work, the object is present but 

is not taken for granted.  It is alluded to, 

like in any transitional state of “is” and 

“isn’t.”  I go back to the distinction I 

make between looking and observing.  

When you look at a table made of 

Caesar stone, it is a table.  But after I 

have contemplated it, it becomes the 

Caesar’s Stone.  I have stripped the 

table of its functionality and turned it 

from “the table” to “a table.”  It is a 

transition from the concrete to the 

absolute.   Likewise, in my video 

installation pieces such as “In the Gap” 

or “Habibi,” the LED lighting is not clear 

or comprehensible; it is alluded to 

towards the end of the video, but it 

certainly doesn’t serve as the 

foundation of my observation of light. 

S: Are regimenting the way we look? 

A: I am not Kant, who wanted to turn 

everything into an absolute.  I am more 

about charging the work with the 

references and cultural essence I have 

absorbed over the years, but not in an 

extreme way.  For example, my piece 

with the colorful stickers- it can be 

linked to Damien Hirst’s “dots 

drawings.”  So yes, my work is charged 

with a historical reference to Hirst.  

Some pieces, like the images of the tiles 

with the stickers were created by 

coincidence.  That was a “work 

accident.”  A little self-humor.  One 

aspect of my artwork involves artistic 

and culture I personally bring with me, 

and another aspect if the outcome of 

my research of the materials I am 

studying.  What is more regimented 

than others- I leave it up to you to find 

out.  

S:  Can you talk about the quality of 

light and color.  Not the physical 



quality but the metaphorical one.  

What I mean is the realism in the gaps 

between – those “in betweens” you are 

examining.  How can you capture that 

quality? Can it be captured at all?  

A: I recall what the famous artist Andrea 

Sala said about my work when we met 

in the continuing education program in 

art school: “You don’t paint realistically, 

you reconstruct reality. “  This is the 

secret to my creative work.  I try to 

reconstruct processes rather than copy 

them.  In my paintings, I try to examine 

how color and light are absorbed on 

canvas or paper.  The same goes with 

photography.  I reconstruct the process, 

like lab work.  I treat the process as both 

scientific and existential at the same 

time.  In the philosophy of perception, 

they talk about different perceptive 

qualities.  The physical quality, like the 

contents of a pail full of water, or a 

perception’s more intrinsic quality like 

the contents of a newspaper, that is, the 

information it contains.  On both these 

levels, our experiences are completely 

different as are our areas of interest: 

the first deals with visual facts- water in 

the pail, yes or no, while the second 

deals with subjective, intrinsic truth- is 

the information, which is non-physical, 

true, reliable or  corresponds to reality.  

My artwork aspires to address the 

second type of content: it contains 

information about transitional states 

which I am trying to convey to the 

outside world.  My work deals with the 

intrinsic quality of perception rather 

than what it represents.  These are 

subjective experiences and individual 

versus universal truth that has reigned 

from the Age of Enlightenment and up 

until the second half of the previous 

century.  Similar to the questions asked 

by philosopher Thomas Nagel, “What it 

is to see?” or “What it is to hear?” I try 

to delve deeply into that same 

perceptual level and convey that 

experience to the viewers. 

Sharon Tuval  

   

 

  

 


