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various sizes
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2011,(N2AND OININD)

nanyna n7Ide

1”0 103.5X138X103.5 :N1ATA

Alona Rodeh

Black Instrumental
Anxiety (installation view)
2011, mixed media

stairs: 103.5X138X103.5 cm
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11”0 330X400X240

Alona Rodeh

The Resurrection of Dead Masters
(installation view)

2012, mixed media

330X400X240 CM
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Nevet Yitzhak

A Great Joy Tonight
(installation view)

2009, video installation
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Nevet Yitzhak

The Concert (installation view)
2013, video installation
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Nevet Yitzhak

Alashan Maleish Gherak
(Because | Have No

One But You)
(installation view)

2011, video installation
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7Ny’ 913
2212 NN

IN'TY72N'7 ,2009

Nevet Yitzhak

from Star

2009, video installation
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(N2ANN NINTA)

IN'T'I72N' ,2013

Nevet Yitzhak

Star Quality
(installation view)

2013, video installation
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Tzion Abraham Hazan
from On Your Mark
2013, video installation
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Tzion Abraham Hazan

On Your Mark (installation view)
2013, video installation
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1IN VA 100 / 0124 VA 10

I[N71¥ N9A 7V NINIJ VIN :NA71 ,2007
NINIJ T2l 7'0079A N'AY9 TN

1”0 45X1,000

Guy Goldstein

Men’s 10m - 100m Thread

2007, Embroidery: cotton thread on
disposable plastic tablecloth
45X1,000 CM
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(naxn nx1n) Office Hours

7Y IN'T'I NI ,2010

DTN VY BN

"0 32X29X17

Ben Hagari

Office Hours (installation view)
2010, video projection on

wood and aluminum maquette
32X29X17 CmM
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Hilla Ben Ari

from Dawn
2011, video

25

MN|2 N7
N2 Inn
IN'TY 2011
Hilla Ben Ari
from Dusk
2011, video
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Timetable
(N2XN ANN)
TIINO™1N'1,2010

Guy Goldstein
Timetable

(installation view)

2010, sound installation
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A Free Moment 71nn
n“n 35 '7/w07'9 201
IN'T'7 ANy

Nir Evron

from A Free Moment
2011, 35mm B/W film
transferred to HDCAM
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A Free Moment 7inn
n"n357/w 079,201
IN'T7 Iy

Nir Evron

from A Free Moment
2011, 35mm B/W film
transferred to HDCAM
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N1y N7IoY 2013
Maayan Elyakim

Ouroboros
mixed media ,2013

077N |"un
01N12NMIN
(119)

Maayan Elyakim
Ouroboros
(detail)
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Different formats and

packaging styles for video art works
from the Haaretz Collection
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Michael Fried, "Art and Objecthood”,
Artforum, Vol. 5 June 1967), pp. 12-23.
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Julie H. Reiss, From Margin to Center: The
Spaces of Installation Art, 1999, The MIT Press,
Cambridge Massachusetts, London England,
pp. 1-181.

Juliane Rebentisch, Aesthetics of Installation

Gerrit Jackson, Sternberg Press, Berlin,
pp. 1-292.

Claire Bishop, Installation Art: A Critical History,
2005, Routledge, New York, pp. 1-144.
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Kate Horsfield, “Busting the Tube: A Brief
History of Video Art”, from: Feedback: The Video
Data Bank, Catalog of Video Art and Artist
Interviews, 2006, Eds. Kate Horsfield and

Lucas Hilderbrand, Temple University Press,
Philadelphia, pp. 7-16.

Rosalind Krauss, “Video: The Aesthetics of
Narcissism”, October, Vol 1. (Spring 197s),
pp. 50-64.

John G. Hanhardt and Maria Christina Villasenor,
“Video/Media Culture of the Late Twentieth
,Century” (Editors’ Statement), Art Journal

Vol. 54 No. 4 (Winter 1995), pp. 20-25.

Bill Viola, "Video as Art”, Journal of Film and
Video, Vol. 36 No. 1 (Winter 1984), University of
[llinois Press, pp. 36-41.
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V'N] N''9X

TeZ117

——— Laser Projector (Portrait)

/— Epson ELPMBPJF Universal Projector

Ceiling Mount ;

Auray 55-4320 Lightweight-Aluminum
Speaker Stand :

SDHC Card Class 10

BrightSign HD220 Ethernet Networked
Solid State Digital Sign Controller

oK e R By o T W 2 e
T711 Ww'N21 n''9X
R s s e e et

Tzioh Abraham Hazan
On Your Mark
from the installation manuatl
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01_1080p landscape

02_720p protrait
03_SD landscape
04_720p portrait
05_720p portrait

06_1080p landscap (With Sound) -

07_720p portrait
08_1080p landscape

09_8D landscape -

10_720p portrait

M1¥717 170 *27 RN 10

HD 1080p 16:9 landscape
HD ready 720p 16:9 protrait

SD 3:4 landscape

‘HD ready 720p 16:9 protrait

HD ready 720p 16:9 protrait
HD 1080p 16:9 landscape
HD ready 720p 16:9 protrait
'HD 1080p 16:9 landscape

: SD 3:4 landscape
HD ready 720p 16:9 protrait

Aot e

CcL.au

V'N]1 N''9X

T7Z11
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‘Black Instrumental Anxiety

7
L]

Technical Sketches: top and wiring

¥

W

y. 1035

——anti-slip sticker
93,55
2.5 from edge

screws+nyloc
nuts+washers

*top of screws and

“séan from the outside.
makea sure using washers
on both sides.

KEEP SUPER TIGHT!

recommended volume: volume is dependent on the size and acoustics of the space. But it
should be clear, that there is a minimum level of volume for the moving of the bottles, and that
is usually around here ° in the volume button.

alonarodebh@gmail.com, www.alonarodeh.com 2013

- S

waghers are the only ones,

B

Alona
Black
from

-

e i I 0 I e A
niaaTtTn/aTOnN

NJ7ZNNN NINIIN

Rodeh

dac T o -

Instrumental Anxiety

the installation

manual
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Black Instrumental Anxiety

_Technical Sketches: side

*All sizesin cm

103.5

-

- natural phywood -
{no paint or vamish)
texture vertical
T . | &

-

All of 1.7 red plywood (preferred embadiment: gaboon ar any other light, simple wood)

*build to be able to stand on,
with additional inner support as needed - .

alonarodeh@gmail.com, wwwalonarodsh.com 2013
. : s

B

Black Instrumental Anxiety
Technical Sketches: back

103.5

g

,'I i e
_ na'i;ralphﬂébd
. lno paint or vamish)

1=

3om half-round hole for
exit of cables

alonaradeh@gmail.com, www.alonarodsh.com 2013
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-
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The Resurrection of Dead Masters

MANUAL +

aléna rodeh 2013

-

- ; D71 NJ31T7N

' : ninTn

R DA ] I B st -~

Alona Rodeh i <
The Resurrection of Dead Masters
from the.i_nst'allation manual
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The Resurrection of Dead Masters
Technical Sketches: general and front view

=All sizescin ¢, all thin deywalls (58m), no sound isolation needed

¥

alonarodeh@gmall.com, wenwalonarodeh.com 2013

-1-

The Resurrection of Dead Masters
Technical Sketches: front inner door,
back (space is not visible to viewers)

=1

ninmyTn
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2014

* Gaffer tape was purchased at Lightone — TN 2¥NN2 D'RAPIAAN IO

*The work is hung on top with Self Lock mashroom head connectors (also called Dual Lock, 250
heads per square inch) and on the sides and bottom with Velcm .
*Hook goes to wall, Loop goes to work.

*Top Dual Lock connector strip that go to wall MUST be fastened to wall with screws+adhesive
side! ;

Placing of Top strip of Placing Dual lock on back of work, front viev;;

M&Mﬂﬂ. starts 5.5cm from top starts 5 5cm from top starts 5.5cm from top

1. To attach to top of 15em * 35.;;.; : } Oemy } chm
work the wall should get ~ i — :

three strips of Dual lock. 60 3cm 1685cm : 143.Ten

The left 60.3cm long, the | : :

middle 168.5cm, the right e

143.7cm. , ;
Top of the Dual lock
connectors starts 5.5¢cm
from top of work.
*When hung on wall the
work should be stretched
abit so the hinged parts .
of the work losses its

crease. s

Placing of velcro strips on back of work ; front view

c £ ot =i
velcro

*yelcro can be added to
back of work where
needed using industrial
strength adhesive loop.

*Hook goes to wall, Loop l ' 7 i : l

| 100em i 100cm

goes to work.

A B R B Th
2014 AR 972 234 i
TR S T a1 g e ke s 1 M

Naama Tsabar
Laila, February 23 2014 _
from the installation manual
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1 Locate the two strips of Gaffer tape hiding the folding lines and remove them.

Placing of Folding lines:

65 cm

. Folding Points

»

179 cm

i,

2, Seperate the Velero connection from the bottom and sides of work, Can be done by peeling the
hook from the loop part and putting tape on the Hook part thats on the wall sa they dont reattach,
3. Seperate the self lock mushroom connectors {Dual Lock) by a peeling motion from either lefl

side to right or right side to left,

*Da not pull the connectores, the work is likely to rip before the connection will.
*Do not fold the work at a place different then the folding lines, this will leave a noticable dent

in the material.
Folding Line;

**Save the Dual Lock that was used on the top part of the wall, it can be reused many times,

Folding [.ine

|
|
|

11

*

B

Einishing the work after hanging:
*After hanging the work should look like this:

1 - :
I Two strips of gaffer should be applied to finish the work, one
continous strip on each crease (the white colored exposed
backing of the work).
2.The strips should be applied straight, small side cuts can be
made to the gaffer at the places where it
has a tendicy to break the straight line.
3. Apply pressure with hand over the newly laid gaffer strips, so
to adhere them better to the work. -
4.Trim or fold access tape from bottom and top so they are lined =
up with edges of the work.

Cleaning work: after install clean dust off work with a very |Ighl]y moist rag,
For future cleaning the work can be dusted with a duster.

ANI1T292 23 ,nY7'Y

2014
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Another possibility

Occasionally Irith tells me that plastic art is inferior to music (and literature),
that it cannot move one like music. Because she’s always right, I have no choice
but to agree, as was the case the other morning, when she played for me, from
her collection, an excerpt from Nino Rota’s music for “The Godfather”; and
afterward, on the way to work, when Razi Barkai and Hakol Diburim current
events radio talk programs hit the bottom of the barrel and I escaped into
Mozart’s Piano Concerto No. 9, with Alfred Brendel, on the Voice of Music.

She might not be persuaded, but when I suddenly saw the room by Eden Bannet in the
Haifa Museum of Art - a collection, seemingly, of nothing at all (behind which, it turns
out, is a precise musical score) — or Shai Ratner’s moldy concrete niches, of which

only photographs remain, there was that moving moment of the first view, in which

it is immediately clear that this is a superb work (even before I understand it, and
possibly I will not understand it fully). I then tell myself that, when all is said and done,
plastic art, too — as in this exhibition, conceived by Efrat Livny, in which it extends

its scope into time, space, sound and music - offers moving and riveting moments.

Amos Schocken
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A

Function
of Space
and Time

Efrat Livny

Introduction

Space and time are usually present as a dual function in a work of art: both representational-
ly, in the form of attributes that are “internal” to the work; and also from the point of view of
the physical exhibition, referring to the work’s “external” conditions and contexts. From its
inception, Western art has coped with the challenge and the concomitant questions about the
ability of an image to represent, reflect or create space and time. The artistic conventions
that were subsequently brought into play to address these issues have assumed a multiplic-
ity of forms throughout history, nourished by conceptual innovations and diverse aesthetic
and philosophical approaches, as well as by the development of artistic mediums, modes of
exhibition and physical spaces devoted to artworks.

For hundreds of years, these questions were addressed in two-dimensional art and three-di-
mensional art, in which time and space exist as frozen elements imprisoned in the picture
or the sculpture. However, this did not nullify the power of art to depict and create spaces
ex nihilo, accord representation to the transitory and produce chronological disruption or
simultaneity. Nor did it alter the two basic requisites of art: the physical space required to
exhibit it and the time that is needed to observe, ponder and experience a work. Beginning
in the second half of the 20th century, an extraordinary dramatic breakthrough occurred in
regard to both of these attributes, with the emergence, more or less simultaneously, of two
new mediums: installation art and video art.

Installation art involved new modes for addressing the issue of space, while video art fo-
mented a revolution in terms of the concept of time in art; and both alike engendered multi-
ple possibilities concerning the combined function of space-time in art. Their influence was
felt representationally as well as in the way the works were exhibited, both in terms of how
space and time are embodied and represented in the works, and in their physical expression
- their physical exhibition and the relationship they forge with the viewer. Still, if there is
one conclusion that research and writing about these two artistic mediums agree on, it is that
both categories resist straightforward definition. No definitive answers exist to the ques-
tions, “What is installation art?” and “What is video art?” Both mediums tend to be character-
ized in terms of the differences they display from other categories of art from within which
they developed, and those differences tend to revolve around questions of space and time.

The present exhibition consists of installations and works of video art from the Haaretz
Collection. What they have in common, however idiosyncratically in each case, is their con-
scious preoccupation with the variables of space and time and the use they make of them
in the different layers of the work, both as material and as theme. In some cases, the works
on view use space-and-time attributes to address questions of display conditions and view-
er-artwork relations; others wield these attributes to undermine the status of the art object
and challenge preconceptions about the supposed sui generis character and cohesiveness
of works of art; while still others invoke space and time to expand the two-dimensional and
three-dimensional experience. All the works pursue new possibilities that have opened up
through the reconceptualization of space and time. Thus, the presence of space and time in
the works, and the heightened interest manifested in them, serve both as a means to con-
template the conditions of artistic creation and as a method to address and comment on the
concrete, the reality of our substantive, local, and immediate life. As such, they are used to
reexamine questions of representation in the face of particularity and to censure the sepa-
ration between art and reality.



1.

Theoretical
and Historical
Background

Installation art sprang from the tradition of minimalist sculpture, which itself developed
from, and as an innovation of, modernist sculpture. Michael Fried’s seminal article “Art and
Objecthood”' (1967) articulated the differences between these two philosophical concep-
tions. Fried adopted a denunciatory posture against minimalist sculpture and sought to ex-
pose its shortcomings and show its inferiority vis-a-vis modernist sculpture. In retrospect,
however, it turns out that all the differences he viewed as negative in character were the
seeds from which minimalist sculpture grew into an important, central stream that changed
the face of art. Indeed, in large measure these features continue to form the foundation for
attempts to define installation art. They can be summed up as the undermining and rethink-
ing of the art object, of the viewer as a subject and of their web of interrelations.’

Installation art, in contrast to painting or sculpture, is not embodied as an object that main-
tains relations with an external reality — if only illusionary, symbolic or abstract relations.
This medium presents a different model, more closely akin to something totalistic, or an en-
vironment that transcends the boundaries of the artistic and exists on the cusp of the literal
and the particular, on the brink of the non-artistic (from this point of view, installations are
also often viewed as offshoots of readymade art), or at least in a constant state of tension
with these potentialities. Unlike an artistic object, which is inherently fraught with meaning,
the elements in an installation interact with the viewer as fomenters of meaning that simul-
taneously subvert their existence as representations of meaning. Thus, for example, instead
of representing light, texture, space and so forth, installation art simply presents them di-
rectly. In terms of the conditions of creation and display, too, an installation is a non-object.
It is not fashioned in the artist’s studio and transported as a finished product to the exhibi-
tion space (and afterward to other spaces). It is, rather, site- and time-specific, planned and
executed for display in a particular space. At the conclusion of the exhibition it is dismantled
and disappears, existing only in the memory and the testimonies of those who experienced
it, in documentation made of it and in potential future reconstructions.

Installation art has also radically transformed the time-honored set of conventions for view-
ing works of art, by deconstructing and reexamining their traditional underlying subject-ob-
ject relationship. That relationship is demarcated by clear boundaries, in which the viewer
(the subject) positions himself opposite the artwork (the object), observes it, takes it in as a
whole with one look or from a given, limited number of angles, but is prevented from touch-
ing the work and in some cases even from approaching it closely. Installation art, for the
first time, invited the viewer to enter the work itself, move about in it, sometimes touch it,
climb on it or act within it, and in many senses, become part of it. Installations can rarely be
apprehended in their entirety with one look: they are encountered from multiple directions
and angles. Installation art offers an open experience, which is sometimes fragmented or
incoherent and lacking a center. It also partakes of theatrical features that shape its inter-
action with the viewer, through its similarity to a stage set, or amid situations in which the
viewer plays the role of an actor onstage, and by the incorporation of body and movement
and the duration of the experience as meaningful components of the work.

Video art had its genesis from within, and in counterpoint to, technological developments
in mass communications, particularly television.? Indeed, video art began as a counter-re-
action to television, a medium that is based on a structure of language, particularly written
language, on the transmission of a message, on narrative and on conveying a story. If the
prevailing conception was that television broadens the viewer’s horizons and knowledge,
the point of departure of video artists was that by the same token, television narrows the
viewer’s horizons by the construction and imposition of the linear-narrative model, and be-
cause of the conventions inherent in the modes of packaging information and serving it to
the viewer.

This medium created a new, non-language-based model. Whereas for the purveyors of tele-
vision, the medium was transparent and acted as a tool to transmit content, for the video
artists the medium became the thing itself. They presented abstract and reflexive formats
of camera movement and lighting, and relied on different techniques to process visual and
auditory information, nonlinear modes of editing and the like. These means enabled them
to transcend the medium’s boundaries and create an alternative precisely by utilizing the
modes of the everyday medium. Subsequently, video art entered into a dialectical dialogue
with the art of cinema, as well, notably in works that make use of the Hollywood tradition
in order to create an antithesis to it.

Video art is essentially a time-based medium. The work is in a state of constant change and/
or progression, even in cases where this is not apparent to the eye at first glance. In this
context, two main types of video art developed over the years: works with a line of devel-
opment structured as a beginning, middle and end, in which the start and conclusion of the
cycle are distinguishable even when the work is screened in a continuous loop; and works
in which what takes place is repetitive and unchanging, making it impossible (or almost im-
possible) to distinguish the polarities of the cycle. In the first type, the work dictates to the
viewer the amount of time needed to experience it in full; in the second type, the duration
of the experience remains open, left to the viewer’s discretion.

Video art radically altered the methods of presenting and viewing works of art. Instead of
illuminated spaces, darkened areas were called for, along with physical distance from the
work to enable projection and viewing. In short order a convention arose of a separate dark
room for each work and seating arrangements for comfortable viewing. Museums and gal-
leries, long identified primarily with the “white cube” model, added “black cube” rooms.
Later developments include the advent of video installations — multichannel works consist-
ing of two or more video streams - and the use of huge screens and entire walls, creating an
enveloping space through which the viewer walks.

In video art, as in installation art, the viewer’s experience involves deconstruction of the
traditional subject-object posture, even if by other means. Situated in a dark space oppo-
site a huge screen, the viewer is seemingly swallowed into the work itself, or is confronted
by multiple screens in simultaneous, split projection, sometimes visual and auditory alike,
making use of multiple viewing and listening points. In terms of viewing time, this is by
definition a prolonged experience, albeit without fixed rules. Loop-projection often leaves
the viewer in the dark, as it were, about a work’s start and end points and about the length
of the viewing time. There are no conventions about duration; some works last a few min-
utes, others run as long as feature films or even longer, and some works have completely
breached accepted viewing times, their duration ruling out the possibility of a full viewing
(even if the potential exists). Patently, video art has effected a radical change in the amount
of time needed to view an exhibition. In some cases it is impossible to experience a work in
its entirety during one visit: there are video works that require more time for viewing than
the daily visiting hours of the museum or gallery where they are on view.

These changes in the perception of and engagement with space and time, as manifested in in-
stallation art and video art, are closely bound up with shifts in the perception of subject and
object that are contained in postmodernist thought and theory. “That the rise of installation
art is simultaneous with the emergence of theories of the subject as decentered is one of the
basic assumptions on which this book turns,” Claire Bishop writes in the introduction to her
book, “Installation Art: A Critical History.” She adds, “These theories, which proliferate in
the 1970s and are broadly describable as poststructuralist, seek to provide an alternative to
the idea of the viewer that is implicit in Renaissance perspective: that is, instead of a ratio-
nal, centered, coherent humanist subject, poststructuralist theory argues that each person
is intrinsically dislocated and divided, at odds with him or herself. In short, it states that the
correct way in which to view our condition as human subjects is as fragmented, multiple
and decentered — by unconscious desires and anxieties, by an interdependent and differen-
tial relationship to the world, or by pre-existing social structures.”



Whereas installation art manifests the undermining of the concept of the subject by physi-
cal means, video art proceeds virtually, by subverting the traditional structure of art-reality
relations. Because video art exists in a place empty of space and time, it is able to create a
disconnect between space-time and reality. That potential derives from its essence as mat-
terless matter, enabling it to be freed from the immutable laws of the “here and now” and
to disequilibrate relations of signifier-signified and image-representation using methods of
deviation, antithesis, erasure, and stretching of boundaries. “The claim about video[art],”
writes Aim Duelle Luski, “is that it repeatedly challenges the concepts of space of the or-
ganic body, time and signifier, because of its polarized dual structure: all is stretched be-
tween the extremities and invites the events of violence and deviation. And even though
it already has a ‘history,” not only does it not repeat itself, but every time another video is
made it creates a system of laws for itself, [using] devices that do not necessarily continue
and are not necessarily obliged to the existing devices of its brief tradition or of the artists
that articulated it beforehand. The absence of a law governing video is the only rule of law
that is posited in putting forward a form of reality that does not yet exist; for the viewers
inhabit a world in which laws rule, while observing a world without law, which they cannot
understand or internalize.”®

Space and time thus act as raw materials in installation art and video art, but are also often
the themes of these mediums. From its inception, installation art turned a reflective gaze
on space itself, aiming to examine the different ways in which it is utilized for purposes of
division, arrangement, hierarchy, control, or separation between people and between differ-
ent human activities; between inner and outer, private and public, central and marginal, and
so forth. What is considered the first group show of installation art was held at the Museum
of Modern Art in New York in 1970, titled “Spaces.”® The show’s six installations focused
on the movement of the viewers in space — by blocking, directing and routing the audience
- and by means of effects involving architectural intervention in space with the use of col-
or, lighting, dimming, sound and alteration of scale. Viewers also had to follow special in-
structions and directives, such as removing their shoes before entering an installation, and
the like. In some of the installations, walls, floor, openings and ceiling constituted both the
materials and the theme.

Six years later, the first major exhibition, “Rooms,” was held at MoMA PS1, this time with
the participation of 78 artists, most of whom presented an installation room.” Here, too, in
many of the works, the space itself - its interaction with and activation of the audience, its
stretching of the boundaries of the artistic-literal, and the turning of the gaze to the impli-
cations of the space that is perceived as natural and self-evident, namely the room itself
- was the principal theme. Indeed, the room has been a constant theme in installation art.
Notable examples are: Room, by Lucas Samaras (1964; plate 3), in which the artist relocat-
ed his studio apartment to a gallery, including his private effects, and invited viewers to
walk through it and touch and use objects; Ilya Kabakov’s The Man Who Flew into Space
from his Apartment (198S; plate 2), consisting of 17 rooms in a structure that imitated a typ-
ical Soviet apartment; and Haus u r, by Gregor Schneider (1985; plate 4), which turned the
artist’s home into an extended installation of empty rooms, windows and light, in the wake
of which Schneider developed a whole corpus involving spaces that are synonymous with
rooms, such as cells and cages.

Video art’s reflexive occupation with its character as a time-based phenomenon is appar-
ent from its outset (even in 16 mm film, before the advent of video). Examples are Andy
Warhol’s Sleep (1963) and Empire (1964; plate 1), the former a six-hour documentation of a
man sleeping, the second a static eight-hour record of the Empire State Building. Beginning
in the 1990s, when video technology reached the peak of its development, video artists in-
creasingly turned their attention to the theme of time: differences in the sense of time, the
ability to stretch, stop or manipulate time, the disparities between “real” time and “fiction-
al” time, the question of degradation and finality vs. endlessness, and so forth. A few of the
key works in this connection are: 24 Hour Psycho (1992; plate S), in which Douglas Gordon
stretches out a screening of Alfred Hitchcock’s “Psycho” over a 24-hour period; Stan Doug-
las’s Win, Place or Show (1998), in which a six-minute scene is projected on two screens in
a continuous loop with minuscule random variations, so that the same situation repeats it-
self only once every 20,000 hours; The Quintet Series (2000-2002; plate 7), by Bill Viola, con-
sisting of four video works (The Quintet of the Unseen, The Quintet of the Astonished, The
Quintet of Remembrance and The Quintet of the Silent), centering on a composition of five
figures that imitates Renaissance paintings screened in slow motion, creating persistent
tension between static and dynamic, with each nuance of movement or shift in facial ex-
pression, body posture and interrelations between the figures acquiring its own volume of
time; and, of course, Christian Marclay’s monumental The Clock (2010; plate 6), a work that
is shown in continuous cycles of 24 hours, consisting of a collage of thousands of film clips,
all of which refer to the progress of time and to clocks and watches, edited so that the work

itself acts as a clock and is screened in sync with the time of the venue at which it is shown.

By repeatedly subverting the conventional perception of space and time - reversing it or
playing with it, challenging it and seeking an alternative - installation art and video art defy
and assail reality itself. For space and time are perceived as the two natural, permanent,
necessary and unchallenged categories that make possible the knowledge of reality “as it
is.” As such, these two art forms possess an enormous potential for challenging all conven-
tional perceptions of reality: political, social, class-based, and others. Chronologically, the
two mediums sprang from the counterculture revolution of the 1960s, with its efflorescence
of neo-Marxist and critical theories, activist ideology and feminism, its struggle for equal-
ity and civil rights, together with new insights about the repressiveness of the modern na-
tion-state, capitalism and the mass media. Installation art and video art emerged together
both as a response to and a part of these movements and currents of thought, as embodied in
their three cardinal aspects: (A) The fact that their artistic means and materials are proxi-
mate to reality — the construction of entire site-specific milieus based on readymades in the
case of installations, and the documentation of reality in the case of video art — enabled them
to hone their ability to act as a critical tool; (B) By positing an alternative model to passive
viewing - installations, by compelling the audience to enter the work and be part of it; vid-
eo art by means of the sheer activity occurring on the screen - they not only took the active
approach one step beyond anything that preceded them in art, but also created an analogy
to the viewer’s involvement in the world and a certain comparison between activism in art
and activism in the political-social realm; and (C) The very fact that neither medium has a
“source” creates a critical stance toward the world of art itself, and in particular toward its
underlying exhibitory and economic mechanism.

Implanted in both mediums (even if only potentially) is social vigilance vis-a-vis the polit-
ical, economic, national, gender and historical conditions of social fields generally and re-
flexively in regard to the field of art. Juliane Rebentisch offers a cogent take on this quality
in installation art (which is equally applicable to video art): “If installation art has a common
denominator, it is that these are, in the broadest terms, works that open themselves quite
literally toward their visible and invisible contexts or even render them explicitly thematic.
Installations are context-sensitive with regard not only to the interior or exterior space in
which they are exhibited but also to the social frameworks that influence the reception of art
in general. Installation art thus engages society not from a sphere presumably untouched by
it and in this sense autonomous; it also always addresses its own social dimension.”®

Initially, installation art and video art succeeded in producing a genuine shock to the struc-
ture and mechanism of the art field, even if, historically, the shock lasted only a brief mo-
ment before the field “corrected” itself and adjusted to the new conditions. The rules of the
game in galleries and museums were radically altered: gallerists and curators were no lon-
ger able to view an artist’s works in the studio beforehand and choose from among them, but
were left to imagine the work on the basis of descriptions, sketches and models, in many cas-
es becoming the work’s producers. Commercially, installations unhinged the mechanism by
which works of art, particularly paintings and sculptures, had always been - parallel to their
existence as art objects — also merchandise. And as such, like other merchandise in the mar-
ketplace, they possess a fixed economic value, which is subject to conditions of supply and
demand, are exchangeable and are transferred from place to place and from hand to hand,
from merchant to client and from seller to buyer. Installations — site-specific, using low-
grade, perishable materials, and dismantled and disappearing after the exhibition — aimed
to create a counter-reaction to art’s commercial aspect. Video art, which effectively lacks
corporeality and is readily duplicable, was part of the same trend. The two mediums under-
mined the traditional economic structure whereby a work’s value is intimately related to its
materiality, its sui generis quality and its rarity. Accordingly, installation and video art were
seen as radical, because they ostensibly undermined their own foundations of existence.

“In a past that now looks so remote,” Liz Kotz writes in an article about the history of video
art, “the modes of video art, performance art and early experimental film set out to undo
the form and function of the gallery and the museum and to replace distinctive collectors’
objects with a temporal experience that might be utterly transitory or amenable to endless
replication.”’ As we know, however, the history and sociology of art have their own ways to
digest counter-phenomena of this kind and transform what begins as a marginal alternative
into the mainstream, at the heart of creative activity and artistic convention. In the case of
both mediums under discussion here, the process was quite rapid: less than three decades
after their inception, video art and installation art were at the forefront of world artistic pro-
duction. The economic mechanism not only adjusted and compensated itself, but absurdly,
and contrary to the initial impulse, was inflated to unprecedented dimensions. The works’
technical and logistical requirements became costlier and more complex than ever, and the
finished products called for vast spaces and multiple screens and projectors. Production



became complicated and protracted, the art institutions became ultimate producers and the
artist’s status was immensely enhanced. Some artists became celebrities, with huge studios
and dozens of employees to put together the work. In short order the mechanism began to
feed on itself, and it is no longer possible to say where the circle begins and ends: that is,
whether creating costly works necessitated a system for generating a source of income to
cover the costs, or whether museums’ growing need for revenue led them to exhibit ever
more grandiose and spectacular works, which generated heightened interest among the vis-
iting public and collectors and sent the prices of the works soaring. What is beyond ques-
tion is that these developments accelerated the objectification and commercialization of the
two mediums. Limited editions of numbered video-art works were marketed and stills ex-
tracted from them. In the case of installations, their photographic documentation was put
up for sale, together with preparatory sketches, individual objects from them, and in some
cases their entire contents, including instructions for assemblage and permission to rein-
stall them.

2.

Video Art and
Installations
from the Haaretz
Collection

Israel lagged slightly behind the international art scene in the production of installations
and video art. According to the art historian Gideon Ofrat, the first Israeli work of installa-
tion art was Joshua Neustein’s 1968 Rainwater,” while Raffi Lavie’s 8 mm Geranium, from
1974, is considered the first Israeli work of video art." In the 1970s and 1980s, many of Isra-
el’s leading artists tried their hand at these mediums, but in most cases tangentially to their
central defining corpus as painters or sculptors. It was not until the second half of the 1990s
that the definitive breakthrough of the two mediums occurred in Israel, as artists emerged
whose professional identity was intimately bound up with them - Sigalit Landau, Guy Ben-
Ner, Hila Lulu Lin, Ohad Meromi and Yehudit Sasportas, among many others. By the first
decade of the 21st century, mirroring international developments, installation art and video
art were very dominant mediums in the Israeli art field.

The first work acquired for the Haaretz Collection that deviates from a standard painting
format is the 1993-1994 series tsooba by Larry Abramson (plate 8a, 8b). Curated by Tali
Tamir, tsooba was shown in the Kibbutz Art Gallery in Tel Aviv and purchased there in 199S.
The work consists of 38 small landscape paintings, 38 impressions of the paintings on news-
paper and 13 oil-on-canvas still-lifes of different sizes. The tsooba series is a good example
of the relationship between installation art and installed art, which was a kind of connecting
link between painting and the emergence of installation art, and in this sense its primacy in
the collection is symbolic. The body of work of many artists is divided into series that re-
flect their interest in and investigation of a particular subject (thematic, stylistic or materi-
al) in a certain period. Over the years, the Haaretz Collection has acquired numerous series
of paintings, in full or in part, deriving from a special interest in the works’ sequence and
the context within which an individual painting was done. However, tsooba is not a regular
series; it is an artistic project. In a series, each of the paintings is considered an indepen-
dent work — even if all the paintings in the series possess common features — and is exhibited
and sold accordingly. In contrast, tsooba consists of a group of works that were created as a
preplanned conceptual whole and whose individual elements acquire meaning and validity
only as part of the totality. Abramson made repeated paintings of the hill on which the ruins
of the Palestinian village of Suba lie. The scene was chosen in the wake of a previous series
of paintings done between 1970 and 1985 by Joseph Zaritsky, which bear iconic status in the
history of Israeli art. In contrast to Zaritsky, who ignored the vestiges of the Palestinian vil-
lage - they are erased and swallowed, and in general disappear in his abstract landscapes

— Abramson directs his gaze squarely at them and positions them in the center. tsooba, then,
is an artistic project of rehabilitating the gaze, and the fact that it was exhibited as a whole
and sold as a single unit bears inherent meaning."

The roots of installation art lie in minimalistic sculpture, but they have branches in the con-
ceptualist project and in the development of the practice of mounting exhibitions tightly and
holistically. “It is not by accident,” Rebentisch writes, “that the term 'installation', when used
in museum practice, initially designated, and continues to designate, the physical arrange-
ment of an exhibition".” In the case of tsooba, even though it does not come with instructions
for mounting its discrete components, and even though it is not a site-specific work, the ar-
tistic validity of each single element in it derives from the context of the whole work. Its
structure is holistic but also fractal, in that its segments replicate the function of the whole
work. Over the years, the Haaretz Collection has loaned parts of it for group shows. In 2009,
the Israel Museum chose to include the series in its first permanent exhibition of Israeli
art, in the form of a long-term loan of six landscape canvases together with their six corre-
sponding newspaper impressions." In fact, only on one occasion has tsooba been presented
complete since the original Kibbutz Gallery exhibition: in 2010, as part of a solo retrospec-
tive of Abramson’s work at the Tel Aviv Museum of Art, when a special room was devoted
to the series.

The second multi-limbed work acquired for the collection was Gideon Gechtman’s Hedva,
from 1995 (plate 9). Here, too, one discerns features of a transition stage in the process that
culminated in the emergence of installation art as a distinct medium. Hedva, which was ac-
quired in 1996 from the Chelouche Gallery in Tel Aviv, consists of six sculptures, six sculp-
ture pedestals, six series of framed photographs and four collages of photographs on wood.
After breaking a typical East European porcelain figure of a shepherd girl into six pieces,
Gechtman restored the full figure from each piece, using bronze casting to complete the
figures. Each of the six resulting sculptures stands on a Formica pedestal in traditional-clas-
sic form, and behind each sculpture is a series of four framed photographs that document
it from four different angles. The sections of porcelain were enlarged threefold from the
photographs and used to create four collages of the full figure from four different angles:
front, rear, right, left.

In this work Gechtman pursues the consistent themes of his corpus: the relations between
authentic and fake and between original and image, the meaning of imitation and replica-
tion, and the place of the substitute in processes of repairing and healing — physical and men-
tal - with special emphasis on the consciousness of loss. Formally, as in the case of tsooba,
this is an artistic project, holistic in character, in which the validity of the separate parts
derives from the complete work. Of particular interest is the way this work symbolizes
consciously the crossing of the medium’s boundaries from sculpture to installation, as well
as the new relationship it forms with space and the display tradition, with transitions be-
tween three-dimensional and two-dimensional and with the interconnection between detail
and whole. The work’s axis shifts between a single sculptural object and its multiplication
and replication; between classical high positioning and low materials; between an invitation
to the viewer to move about in the space to obtain multiple angles of vision, and rendering
movement unnecessary and superfluous by means of the stills; and between deconstruct-
ing and reconstructing.

If tsooba is a painterly installation and Hedva is a sculptural installation, Wall-Painting #3,
by Dalit Sharon, fuses painting, sculpture and installation (plate 10). This is one of a group
of works executed in 1997-1998, a series of huge paintings done on both canvas and on lace
fabric, which are attached to a metal construction that is situated in the center of the view-
ing space, simulating buildings covered with scaffolding. The inspiration for the series was
an old building in Tel Aviv’s Neve Tzedek neighborhood called “Hamumheh” (the expert),
the city’s first tile factory. The building, which was slated for demolition, was the artist’s
studio at the time. The exhibition was held in a temporary gallery that was fashioned at the
site, called Gallery Hamumbheh.

Architecturally, the structure was striking: an expansive space with supporting pillars and
beams, narrow windows in the upper area and an unusually high wood ceiling. Sharon’s work
was influenced by the powerful presence of the space. The series addresses the relationship
between architecture and the mediums of painting and sculpture, executing a double stroke
of simultaneous disconnection and connection between the painting and the wall. Thus, on
the one hand, the two-dimensional painting is separated physically from the wall and pre-
sented as a three-dimensional sculptural structure, while at the same time it adheres to the
wall through the image. The paint canvases come to resemble provisional walls that conduct
a dialogue with the space in which they are located and which was the original source for
their creation. The work’s fulcrum is interior-exterior relations: An exterior wall introduced



into the interior space opens up deceptive windows within it, either as apertures to allow the
blue of the sky in, or as slits for peeking into interior spaces of other people’s homes. The en-
suing viewer-artwork relations differ from those of a regular painting or sculpture, though
also from an installation project or a site-specific work. In this case, unlike tsooba or Hedva,
each element of the project possesses independent artistic validity, whereas the exhibition
as a totality is site-specific and draws its validity from the particular space in which it was
created and shown — a space that no longer exists."

Interaction with the exhibition space and interior-exterior relations are also at the center
of Tre Fontane, a work by Shai Ratner from 2014 (plate 11). Tre Fontane was exhibited in
2014 as a site-specific installation at the Herzliyva Museum of Contemporary Art, in a group
show. The work was planned and installed in a corner space of the museum at its northern
wall, which has windows set in its upper part. By means of intervention and a change in the
space, the original wall — which is designed in the spirit of modernism, stylized, white and
sterile, church-like and awash in daylight — was transformed into the semblance of a ne-
glected, moldering structure, surrounded by filth and debris, evoking an abandoned, par-
tially destroyed construction site with no clear function, or a dark and deserted yard. Ratner
created five niches, two of them were completely sealed with panels of rough concrete; the
three others, which are constructed as nonfunctioning, leaking public lavatory stalls, are
the three fountains (“tre fontane”).

The work takes its title from the Christian myth of the death of St. Paul. According to this ac-
count, he was decapitated in Rome; his head rolled down and before coming to a stop touched
the ground three times, with a fountain springing up at each point of contact. By means of a
double contradistinction - between installation and positioning space, and between installa-
tion and title - the work examines the differentiation between sanctity and defilement and
between sublimity and abjection. By creating an environment that connects these opposites
and presents them as inseparable, Ratner succeeds in upending not only the ostensible con-
tradiction that exists between them, but also the accepted distinctions between worthy and
unworthy and rendering them “natural.” In another layer, which also exists in both the han-
dling of the space and in the work’s title (which refers overtly to Marcel Duchamp’s Foun-
tain), the installation deals with unfastening the connection between art and sublimity and
between the "white cube" of the museum and sacredness. It thus spotlights the labor of dif-
ferentiation that is invested in separating them from the earthly “reality” that is supposed-
ly exterior to them.

In many senses, Tre Fontane, like tsooba, Hedva and Wall-Painting #3, is an installation
based on the relationship to the wall, as though it has difficulty detaching itself from the
wall, being half-attached and half-separated, gauging the ability to move away and extend
into space. The viewer faces the wall frontally, but the resulting experience is fundamen-
tally different from the traditional viewing of a painting or a sculpture, with the work pro-
jecting into the whole space and creating a sensual-physical effect of substantiality that has
an effect on the visitor.

The present exhibition displays the installation’s photographed version, thereby putting
two-dimensional/three-dimensional relations to a further test by stretching the work’s man-
ifestation from the wall into the space and back again to the photographic image hanging on
the wall. Before the original installation in the Herzliya Museum was disassembled and de-
stroyed, at the conclusion of the exhibition there, Ratner decided to document the five cells
in a manner that would accord the photographic representation the status of a work in its
own right. In this connection he writes, “The medium of the installation deals with space-
time and physical relations between the viewer and the sculptural elements. The transition
to two dimensions annuls and flattens these features. For the work of documentation to pos-
sess its own validity, it must promulgate new laws. The laws in this case are simple: 1. To
treat each cell as a unit and make a portrait of it; 2. To try to stretch the image to the limit
of reality. That law engendered numerous difficulties, owing to the work’s size. Each cell
was 1.4 x 3.6 meters in area. After the technological challenges were resolved, the work was
printed and rolled up. Because of its size and the directions for mounting it, it cannot be
opened and unrolled any which way; it functions in a similar manner to the operation of the
installation, which is revealed in full only at the conclusion of its construction.”™

Transformed from a wall installation into a photography installation, Tre Fontane arrived at
the collection’s storeroom rolled up and packaged, accompanied by instructions for mount-
ing it. It is on view here for the first time, and its placement involved a further series of de-
cisions in order to adapt it to the given space. Because of the wall’s size and character, it was
decided to mount the photographs on a hard surface, without framing, and to hang them so
that the five cells relate, respectively, to the five neon lights that are affixed to the ceiling
of the space and which thus became part of the installation.

Interior-exterior relations are central also to the large-scale installation by Eden Bannet
from 2011. If Ratner’s Tre Fontane refers to the “backyard”, with all that the term implies,
the title of Bannet’s work, Backstage, indicates that she, too, is aspiring to and aiming at sim-
ilar realms (plate 12). First exhibited as part of a group show at the Haifa Museum of Art,
the installation was acquired after being viewed there. It was created as a site-specific in-
stallation for a hall that was devoted to it in the Haifa exhibition, and is about the same size
as the hall. A characteristic Bannet installation, it mixes found objects with others created
specifically for the work. Both elements originate from wandering through the industri-
al-area streets of south Tel Aviv, the site of workshops and small factories, neglected fringe
zones that are home to disadvantaged population groups and labor migrants. Remnants of
working materials that are thrown into the street are a source of inspiration for Bannet. The
museum hall, the “front stage,” which is intended entirely for showing and being seen, now
exposes the “back stage,” which tends to be concealed and hidden from the eye, considered
unimportant and nondescript. Here, its components play the starring role in an ensemble of
forms and materials that undercuts the cultural distinctions between important and unim-
portant and between front and rear, as well as artistic distinctions between painting, sculp-
ture and architecture.

The Haifa Museum show in which the work was exhibited was titled, “Formally speaking:
And what shall we do with painting in the 21st century?”. “The sculptural-painterly compo-
sition on the floor consists of wooden panels, broken furniture, a rolled foam rubber mat-
tress, a window frame, fabrics, etc. — an assortment of readymade materials,” the curator,
Ruth Direktor, wrote. “Their coloration ranges from yellows and greens to pinks and blues.
When Eden Bannet applies them to the floor, a composition is generated with perspective,
depth, and rhythm, as well as color stains which organize the space, so that it may be dis-
cussed in terms of fore and rear, areas of color and linear, compressed and diffuse. In other
words: the installation may be discussed as if it were a painting, or better still — a collage.”"”

The process of creating the installation indeed resembled the making of a collage. Bannet
collected and assembled the work’s materials and explored the diverse details in relation to
the given space, rehearsing with them in the studio but coming to the museum site without
a structured, preplanned blueprint for mounting the installation. The final production of the
components themselves and their positioning in the designated space in relation to one an-
other took place in real time during the mounting of the exhibition. The acquisition of the
installation during the exhibition necessitated the preparation of a detailed set of post-fac-
tum instructions for its assembly and for each of its components, and in regard to the space
requirements. Thus, in a process that is the opposite of sculpture and painting, still more of
architecture, in which the work’s creation is preceded by draft and sketches, in this case a
precise written plan was drawn up only after the work’s completion and was added to the
dismantled installation. The 64-page plan includes sketches, measurements, cross section
diagrams, and written instructions. These documents were the basis for the installation's
reconstruction in this exhibition (see pp. 80-83 in the Hebrew section).®

The stage is also at the heart of Naama Tsabar’s 2014 work Laila, February 23 2014 (plate
13), which is part of a series of reliefs executed with gaffer tape — used to fix electrical ca-
bles to a stage floor. The relief in each case is taken from a specific stage at the conclusion
of a performance by a specific band. The band’s name, together with the date of the perfor-
mance, constitute the work’s title. In this case, the relief recreates the stage of the Zimmer
Club in south Tel Aviv, where a duo called Laila performed on February 23, 2014. Immedi-
ately after the show, the two performers — guitarist Avishag Cohen-Rodrigues and drummer
Maya Perry - left the stage with their instruments. What remained on the stage floor was
the series of electric cables that provide feedback and amplification. With the audience still
watching, Tsabar created a relief by covering the entire stage, including the cables, with
strips of black gaffer tape. The relief was then moved to the artist’s studio for continuing
and finalizing the work.

The result, made of black gaffer tape, shifts between the two-dimensional and the three-di-
mensional, its dimensions those of the stage from which it was created. The work embod-
ies the traces of the band’s performance on the stage as well as the sequential performance
by Tsabar herself as she creates the relief. The two-dimensional work becomes a type of
map that encodes the time and space of an actual performance that took place in Tel Aviv.
Laila, February 23 2014, a work that eludes conventional categorization, succeeds in being
and not being simultaneously a painting/sculpture/installation/performance. Tsabar here is
occupied with themes that have engaged her from the outset: urban night life, the world of
progressive rock music, punk, indie and electronic music and their central sites: bars and
performance clubs. She examines the underlying power structures of this world, focusing
in particular on social codes and the interconnected gender-based division of roles."



The interplay between installation, stage and the world of musical performance is a theme
of other works in the collection as well. In Black Instrumental Anxiety (2011; plate 14) and in
The Resurrection of Dead Masters (2012; plate 15), Alona Rodeh pursues her continuing oc-
cupation with the aesthetics and codes of nightlife and music, of performances, and of club
culture. At the center of the installation Black Instrumental Anxiety is a structure of wood-
en stairs like those by which a stage is accessed, and within which is a sound-based system
that translates low sounds of thunder into shaking. Empty beer bottles are perched on the
structure; some have fallen and shattered on the gallery floor. The stairs function as a noisy,
thunderous musical instrument. Intoxication and the coarse, sometimes violent, alienated,
dark side of night life are manifested both in the work itself and in its double title. The He-
brew title - Harada/Madregot — evokes innocent expressions such as “stairwell” and “stage
fright,” while in English the reference is to the symbolism of the color black and an atmo-
sphere that modulates from calculated instrumentalism to chaotic-anxious.

Violence and anxiety also underlie The Resurrection of Dead Masters (Hebrew title: Had-
latot — the doors), which was shown at the Israeli Center for Digital Art in Holon in a group
exhibition titled “Deviants.” The work consists of a double set of doors, one door made of
aluminum and glass, the other of iron and locked by means of iron chains and locks. The
juxtaposition of the office-like glass door and the massive iron door is odd, but nevertheless
evokes a typical entrance to a storeroom or a bomb shelter that has been converted into a
dance-and-performance club or a rehearsal studio. This impression is reinforced by the dis-
mal atmosphere around the doors, unalleviated by a light that suggests street illumination
and the thrash metal music that is audible from within. The doors shake from the intensi-
ty of the music, but from more than that. Every so often, powerful pounding is heard from
the other side of the inner iron door, which shakes both the door and the iron chains that are
dangling from it. The pounding gives rise to the suspicion that this is not a club but a tor-
ture dungeon and that the music is trying to drown out some horrific and terrifying act. It
is “as if someone (or something) is desperately trying to break out, crying for help. We re-
alize that, more than we wish to see what is taking place inside, whatever is inside wishes
to get out, threatening to break open the door, and flood the space in which we stand,” in the
words of the exhibition’s curator, Ran Kasmy-Ilan.?

In this work the reversal of exterior and interior assumes a jolting literal status as the view-
er finds himself simultaneously “outside” the space that is hidden from his view and “inside”
the exhibition space, in a state of disorientation over the differences between front and back,
marginal and central, dark and illuminated. Whereas Bannet makes use of remnants and
materials found around workshops and small factories in order to cast a gaze at the behind-
the-scenes of the world of objects and goods, Rodeh and Tsabar turn our gaze to the grimy,
tough behind-the-scenes of night life and music through the use of found and functional ma-
terials from that world, such as doors, iron chains, beer bottles, cables or gaffer tape. Their
works conjure up a night-life world fraught with situations of danger, which are heightened
by a pervasive tension between control and lack of control. Thus, Rodeh controls the shak-
ing of the stairs but does not control the way the beer bottles fall; and Tsabar controls the
choice of band and the performance venue but has no control over the final composition of
the work, which arises from the condition of the stage at the conclusion of the performance.

The world of the stage and musical performance also form the hub of Nevet Yitzhak’s art,
though she draws her inspiration and materials from a very different tradition: Arab music.
In her 2009 video installation A Great Joy Tonight (plate 16), Yitzhak uses archival material
from the Israel Broadcasting Authority, more specifically footage from performances of the
orchestra of the Voice of Israel in Arabic in a 1970s television show, “Music and Song.” By
manipulating the footage from several different performances, Yitzhak creates a new com-
position. Her 2013 video installation The Concert (plate 17) recreates the well-known paint-
ing by Johannes Vermeer (which has the same title), in the center of which are three figures
engaged in music-making, vitalizing it by means of sound and motion with the integration
of clips from Egyptian cinema. Her video work Alashan Maleish Gherak (Because I Have
No One But You), from 2011 (plate 19), focuses on the face of Farid al-Atrash, an iconic Egyp-
tian singer, during a live performance. Star (2009; plate 18) and Star Quality (2013; plate 20)
are two soundless video works that address the aesthetics of the stage and performance ges-
tures. In Star Yitzhak isolates the arabesque decoration of a star within a circle, which was
stage-center in the shows of the orchestra of the Voice of Israel in Arabic. In Star Quality
digital manipulation is used to eliminate and erase an entire accompanying orchestra from
the stage, leaving at its center the solitary figure of the Arab world’s greatest diva, Umm
Kulthum, who is seen covering her face with her signature handkerchief.

Yitzhak’s works are acts of disassembling and extracting the building blocks that form the
foundation of the audio-visual tradition of the song-and-performance world in the Arab clas-
sical music tradition. These are then reassembled, sometimes integrating visual and musical

elements that are categorized as Western. New works are thus created, which modulate be-
tween old and new, East and West, concealed and revealed, background and foreground. Per-
formance and music, the two subjects that are repeatedly examined from different points of
view in these works, accord a central role to space and time. Space delimits the aspiration to
clarify the place occupied by performance and its defining visual features, while time acts
as a historical category (referencing the sequence and the contexts in the history of musi-
cal performance, for example in The Concert, between the 17th century and the 1970s), but
also as a chronological category that determines a work’s duration.

Yet at the same time, in these works space and time also play against their traditional role,
doing so by means of fragmentation, replication, boundary-stretching, delay, imitation and
repetition. A Great Joy Tonight is placed in the viewing space in duplication of the usual po-
sitioning and setting of the Arab orchestra on the television program from which the seg-
ments for the video work originate; in The Concert the spatial positioning replicates the
composition of Vermeer’s painting; and in Alashan Maleish Gherak the video is screened in
an elliptical frame that hangs on the wall, evoking tapestries of the type that were popular
domestic decorations in the 1970s. The video work Star is screened on the floor, replicat-
ing the decoration’s stage-center positioning in the television show, and the video work Star
Quality is screened on a whole wall, situating the visitor like an audience in a darkened hall
viewing the stage. The duration of each of the three video installations is determined by the
sound - that is, by the length of the musical work that plays throughout the work of video art.

Music is linear in essence, but possesses the power to disrupt the perception of time, as Mi-
chal Ben-Horin observes in an article about Yitzhak’s art: “Perhaps, though, it is precisely
the music, for it, too, has different ways to play havoc with the historic perception of time,”
she writes about A Great Joy Tonight. “As we know, the musical structure of time also en-
capsulates exemplary possibilities of reversal and repetition, regression and anticipation,
cyclicality and parallelism. This possibility is accorded its own version by means of the
loop manipulation of the violin of Zuzu Musa, for example. The movement is cyclical, de-
rived from intensive repetition of the same acoustic-visual segment. The loop sounds like
a scratch on an old vinyl record. The sound of the violin becomes a disturbance, a delay
that momentarily disrupts the linear flow and sabotages the temporal sequence.”? In Star
Quality, time’s flow is disrupted precisely by an absence of music, through muting. This is
a soundless video, lacking linear sequence, with no beginning, middle or end, and in which
minute nuances of movement stretch the picture to the limits of stills, to the static essence
of the frozen moment. “The show is present precisely by its absence,” Galia Yahav writes
about the work, “in the moment of the silence, the letting go, the pause. At that moment Umm
Kulthum is received both as Jesus and as Veronica.”?? The religious context also brings to
mind Lot’s wife transformed into a pillar of salt, frozen in time, punished from on high for
turning her gaze in the wrong direction. The absence of the performance is apprehended as
amovement against the direction - silence contrary to a vocal performance, static contrary
to continuity in time - that gives expression to the struggle and the failure that are encap-
sulated both in the attempt to capture the moment and in the ontological investigation that
seeks to define the power of becoming.

Performance as a subject for deconstruction and investigation is also the crux of the 2013
video installation On Your Mark by Tzion Abraham Hazan (plates 21, 22). The work is based
on documentation by 40 photographers who are standing in a circle around a dancing man
and filming him with pocket cameras and cellphones. The only source of light is the camer-
as’ flashes. The work’s editing is based on a sequence of intuitive choices involving the de-
construction of the “real” dance, which was captured from 40 different vantage points, and
its reconstruction into an original dance created by the video artist. “This type of editing,”
Hazan writes, “was made possible because of my ability to identify corporeally with the im-
age of the dancer and with the dance I created. That identification allowed me to create a
dance from repetitive materials that I experienced as an organic dance.”” The dance incor-
porates the circle of viewers, the lighting flashes and the sound of the digital cameras, and
the dancer’s movement as an integral element. The subject and the mode of video art itself
resonate through the work’s physical installation: the screening is via multiple projectors
positioned on stands of different heights, echoing the actual filming. By means of the nu-
merous projectors, replication is created between the flashes of light emanating from the
circle of photographers and the light flashes of the projectors that are screening the work
in the viewing space.

The video’s presentation is the product of a second act of editing, which splits the projec-
tion in a pre-orchestrated manner among the 10 projectors, so that each screens a differ-
ent part of the dance in turn. The projectors include different video formats (HD and SD),
with some of them tilted to the side to allow the vertical projection of images. Visitors en-
ter a dark space and are dazzled by the flashes of light of the battery of projectors installed



opposite them. Moving between the projectors and the image screened on the wall behind
them, they cast their shadows on the wall, intervening and truncating them with their bodies,
becoming part of the work. In its first showing, at the Herzliya Museum of Contemporary
Art in January 2014, the work was set up in reference to its core idea, in a trial-and-error
process, until it segued into its final form consistent with the space and taking into consid-
eration the technical limitations. On Your Mark was acquired for the Haaretz Collection af-
ter being viewed at the Herzliyva museum, and to that end the artist made a record of the
work’s positioning in the space, set down the installation instructions and the work’s speci-
fications, and documented them in a manual that was attached to the video’s digital file (see
pp. 84-87 in the Hebrew section).

On Your Mark makes use of space and time -representationally in the filmed image, and
exhibitively in its positioning in space - in order to deconstruct the conventional schematic
structure of separation between viewer and viewed (twice: between the dance and its view-
ers, and between the video work and its viewers). It then recapitulates a work with liquid
borders that proposes a different model of documentation, which is a product of invention
and imagination based on multiple fragments and perspectives and on the erasure of the
hierarchical difference between subject and object. The body and its performance here be-
come an ultimate means for this boundary-stretching. The pervasive presence of the circle
of photographers and the circle of projectors in the work is also linked associatively to an
era in which everyone and everything is constantly photographing and being photographed,
to social phenomena such as paparazzi and selfies, and to the insatiable hunger for the man-
ufacture and dissemination of infinite body images. The infinite returns in this work in the
dizzying circle of the photographers as with the dancer gyrating in its center, and in the per-
petual cycle of the video’s projection, which has neither a beginning nor an end.

The body and the tension between the flow of movement and time and the possibili-
ty of capturing and freezing them are core themes of other works in the exhibition. Guy
Goldstein’s Men’s 10m - 100m Thread (2007; plate 23) is a two-dimensional work but is not
a painting or photograph of traditional form. Goldstein has created a work of embroidery
on a 10-meter-long strip of disposable plastic tablecloth. To enable the piece to be displayed
in its entirety in the exhibition, openings were cut in two parallel walls in the gallery; the
work, which is hung on the wall perpendicular to them, passes through them and blends
with the architecture of the interior space. The work’s central image is taken from photo-fin-
ish cameras in races that capture runners at a speed of 10,000 frames a second. The frozen
image suspends the runners’ movement and speed, as well as the action of the camera and
the sense of time, here measured in fractions of a second: all seem to be permanently fixed,
imprisoned through slow, hand-done embroidery within a two-dimensional surface. At the
same time, the unusual length of the work preserves the illusion of movement, while time
is present associatively through an aesthetic borrowed from school notebooks of childhood,
with their blue lines for learning penmanship, and from music-class workbooks, with their
meticulously drawn notes of the scale.

The relationship between movement and time is also the theme of Dawn and Dusk (plates
25, 26), video works from 2011 by Hilla Ben Ari. In both works the focus of the frame is
a woman in an unnatural, strained, acrobatic athletic posture. At first glance the picture
seems to have been frozen and the action stopped at a particularly difficult moment of ex-
ecuting the moves, during a solo performance in the realm of athletics or dance; but a sec-
ond glance reveals minute signs of movement: minor motions of physical effort, trembling,
breaths, eye movements. The projection in an infinite cycle presents the figures as stuck in
space and time, contrary to the “proper” order of things, in perpetual suspended animation
vis-a-vis the anticipation of the next occurrence and in a constant attempt to maintain bal-
ance and sustain the effort.

At first the space in which the figures are poised seems neutral and nondescript. However,
the fact is that it possesses presence and its role emerges when it becomes apparent that the
composition’s major tension is between the vertical and the horizontal, between the human
figure and the ground below her. In Dawn it is a tile floor characteristic of Israeli buildings
in the 1950s, and farm implements, such as a hoe and a pitchfork, standing vertically next
to the figure; and in Dusk the figure is hanging from a rope a few centimeters above a bare
earthen field. In this series Ben Ari again forges a connection between the figure of a sol-
itary woman, who is in a physical state between heroism and collapse and between torture
and transcendence, and the act of tilling the soil, which in the local context symbolizes the
Zionist collectivity and the land-settlement ethos. “The figures are implanted in a certain
Zionist historical narrative,” Ben Ari notes, “something in their frozen position creates a
type of resistance to the historic, to the linear - to enterprises that are perceived as mascu-
line. In fact, in their frozenness they function only as spatiality. When positioned within the

historic and the Zionist, their motionlessness stems on the one hand from the physical and
ideological context that regiments their body, and on the other hand can be taken as an act
of refusal by them to take part in this activity.”?

The two video works by Ben Ari were first shown, as a complementary pair, within the
framework of an exhibition at the Petah Tikva Museum of Art in which the curator, Tali
Tamir, drew a connection between them and a text written by her grandmother, Malka Gold-
stein, who was born in 1900 in Oswiecim. “To my mind, Hilla’s visual image,” Tamir writes,
“which suggests a procrustean bed, a kind of ruler that draws a direct line between imple-
ments and a human figure, and leaves it forever in a state of tension and immense discom-
fort, reverberates with the acute restlessness of my grandmother. The lack of inner balance
and the mental torment that cry out from the words of the young Malka Goldstein reappear
in Hilla’s work in the form of extreme body postures and an acrobatic effort to hover be-
tween the levels. [...] The question of the mental state of a society that springs from this
extreme lack of balance hovers in the exhibition space.”?® The dialectical approach to the
historical is expressed in the situations of a body that is poised on the edge, emphasizing
starkly the flow and presence of time, its underlying repetitive and coercive rituality reso-
nant in the works’ titles. As in the silent works of Nevet Yitzhak, in which the show is present
by its absence, here time is present by absence of movement. That presence is heightened
by the fact that one work was shot during the day and the other at night, and by the match-
ing titles, which round off a mythical time cycle.

Time and its signifiers, notably night, dark and the color black, are recurring motifs in a
number of works in this exhibition and in their titles. Time is present twice in the title of
Naama Tsabar’s Laila, February 23 2014, once in the band’s name (Laila means night in He-
brew) and in the date of the performance, and the work itself is black. That color appears
in the title of Alona Rodeh’s Black Instrumental Anxiety, in which the central element is a
black staircase, and The Resurrection of Dead Masters is displayed in a space that resem-
bles a dark street late at night. In Nevet Yitzhak’s work the joy is A Great Joy Tonight, and
The Concert is set in a completely dark space (in sharp contrast to the daylight that suffus-
es the Vermeer painting it quotes). Ben Ari’s Dawn and Dusk are shot in the light of day and
the dark of night, respectively. Time is also present in the titles of the next three works: Ben
Hagari’s Office Hours, Guy Goldstein’s Timetable and Nir Evron’s A Free Moment.

The 2010 work by Ben Hagari, Office Hours (plate 24) is a combination of a video installation
and a wall installation. The video is projected in a continuous loop on a miniature model that
stands on a shelf and evokes a normal, somewhat old-fashioned office environment contain-
ing a desk, bookcase, ring binders, a computer and a printer. On the computer screen is an
image of Hagari’s face with eyes closed, while from the printer the same portrait emerges
on white paper with eyes open. The work belongs to the “self-portrait of the artist” tradition,
but simultaneously deviates from it. Instead of the image of the artist closeted in the studio
- the genius immersed in brushwork - Hagari offers a video portrait of the artist as an of-
fice person, the artist as clerk or archivist who is busy classifying and cataloguing, whose
work tools are desk, computer and printer.

The work’s title, Office Hours, posits time, place and bureaucracy as the definers and fo-
menters of identity. And not only the artist’s identity but that of the viewers as well, for bu-
reaucratic and digital systems have long since become an integral part of our lives. In this
work Hagari refers to their perception as natural, neutral and personal, whereas in reality
they act as tools for control, classification, arrangement, hierarchical ranking and surveil-
lance. The motif of the closed/open eyes is a disturbing image that raises a series of ques-
tions: Who and what is seen? When, and in front of whom and what do we shut our eyes? What
does it mean to see? Is sight a feature of the eye, or is it actually the product of thought and
cultural constructs?

Guy Goldstein’s 2010 work Timetable (plate 27) is a sound installation. Disassembled interi-
ors of plug-in radios and transistor radios are scattered on a table in the center of the space.
Each element is tuned to receive a different local radio station, and they all broadcast si-
multaneously. The result is a sound cacophony of a diverse range of stations and broadcasts
- music and talk in different languages and styles of announcing about a variety of subjects
— which come together once an hour in newscasts. Using simple low-tech means and em-
ploying basic actions of disassembling and assembling, Goldstein creates a situation that
ranges from the familiar to the unfamiliar and suggests a new way to think about the con-
cepts of time and place.

Media broadcasts are by now the soundtrack of our lives, and here they act as raw material
for insights about simultaneity, multiculturalism, desynchronization and endlessness. The
work’s duration is endless: it continues as long as radio broadcasts are received, even when
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the gallery or museum where it is on view is closed. It is a site-specific work in the broad
sense, as it picks up the local broadcasts wherever it is exhibited. Timetable illustrates the
reciprocal relations between a material object and a nonmaterial effect, as well as the dis-
parity between them - a disparity experienced physically by the viewer as he moves in the
space around the table-sculpture, which is an object of permanent form, surrounded by ab-
stract, constantly changing sound. The work’s title, too, harbors the tension between the
concrete object (the table) and the semiotic thrust of the word “time/table.” The visitor’s
experience in the installation space is, on the one hand, one of multiplicity - constant shift-
ing between an attempt to comprehend a sentence or catch a familiar tune and surrender-
ing to the cacophonic flow of sound that overcomes him and forces itself on him - and, on
the other, an experience of uniqueness, as each visit to the installation is different from the
previous one, as in the Heraclitean notion that “one cannot step into the same river twice.”

Nir Evron’s A Free Moment, from 2011 (plates 28, 29), is a video work that was shot in co-
ordination with the authorities, who issued a special permit for the project, at the closed
site of Tel el-Full in Jerusalem, the location of the summer palace planned by the late King
Hussein of Jordan, whose construction was halted when Israel conquered East Jerusalem
in the 1967 Six-Day War. Evron chose to document the site with one camera but from a tri-
ple perspective. The camera moves on a track dolly from north to south, rotating on its axis
in a full circle to the side from right to left and in a complete circle from top to bottom. The
result is a film that documents the skeleton of the palace simultaneously from near and dis-
tant viewpoints, as well as the surrounding scenery that is visible from it, and the mechan-
ics of the shooting process itself: the track on which the camera moves. The work’s title is
jarring in terms of its subject, because on first viewing the video does not seem to be occu-
pied with time at all but with space, and with a very specific space and place, at that. Like
Goldstein’s Timetable, here too the time dimension is created through the mechanical-tech-
nical means: both in the movement of the camera, which produces a simultaneous view, and
in setting the work’s duration, which was limited to the projection time of the raw material,
one can of 35mm film of 400 feet, namely four minutes.

By exposing the work’s raw materials and its concrete physical conditions and embedding
them in the video, Evron is able to distill the cinematic moment as the product of its two ab-
stract components — space and time - proving that space cannot be addressed without time,
or time without space. Upon this is superimposed a historic local dimension. “Against the
rich historical layers of the site, reflecting various narratives and possibilities of ownership
and control, as well as questions of freedom of movement and action, the camera appears
as if attempting to evoke the architectural ghost of the building frozen in time, hinting of a
possibility of a future,” the curator, Maayan Sheleff, writes.?’

Residing at the heart of the work is the tension arising from the inverse relationship be-
tween the process of its creation — calculated and orchestrated down to the last detail — and
the visual result, with its unfettered, collage-like simultaneity. The title, A Free Moment,
which refers explicitly to that tension, spawns a host of contexts and associations. It can be
read as a metaphor for an interim stage (existing between other moments, which are not
“free”) in which this villa exists: between a past when construction began under Jordani-
an ownership, and a future fraught with the potential of return and the building’s comple-
tion. But the title also reverberates ironically as a “liberated moment,” evoking the slogan
of “liberated Jerusalem,” raising questions about natural right and about what it means, or
whether it is possible, for the moment to be freed/liberated from a local historical burden.
In another sense, the title can be construed as referring to freedom from the conventions
of filmmaking, being a product of a photographic mechanism that operates without a hu-
man hand. The film’s smooth, silent flow, resembling nothing so much as a free fall (which
also resonates associatively in the title), seems to defy the laws of nature. A free fall that
responds to the law of gravity encapsulates a perpetual contradiction between the power of
explanation and the power of a phenomenon. The scientific explanation proves that objects
fall at equal speed, irrespective of their mass, but experience, intuition and conceptual ri-
gidity refuse to acknowledge this.

A scientific explanation also underlies the invention and use of miners’ candleholders, the
central element in Ouroboros (plate 30), a 2013 work by Maayan Elyakim. The candlehold-
er, a metal rod honed at both ends and bent to allow it to be nailed to a wall or affixed to the
visor of a helmet, was a source of light for miners in the past. Deep underground, the can-
dle’s flame was the spirit of life in that it provided light, but also because it indicated the
presence of oxygen and functioned as an alarm in conditions of distress. If the flame began
to flicker or went out, the miner knew he had to find his way back up immediately. Ourobo-
ros is a wall sculpture or “mini-installation” consisting of two iron candleholders holding lit
candles; between them is a small shelf made of Carrara marble that holds a bracelet.

The work’s essence is the dialectical relationship of contrast and harmony that arise from
its different elements. On the one hand, the interplay between the iron candleholder from
the coal mines and the Carrara marble is rife with contradictions: coarse vs. refined, low
vs. high, cheap vs. expensive, black vs. white; while on the other hand, iron, coal and mar-
ble are natural minerals that are put to diverse uses, and all three play a traditional role in
the history of art as raw materials for works of different kinds. In this context, the bracelet
is a surprising element and seems initially to be foreign to the work. Made of cheap metal
colored a garish, childish red, it lies on the shelf as though accidentally forgotten. A closer
look reveals that it is a love bracelet in the form of two arms that are clasping one another,
entwined in an endless circle that links them for all eternity. Endlessness, eternity and tran-
sitory time are also manifested in the two lit candles at the heart of the work. They imbue it
with life and introduce a literal time dimension — the work’s duration is equal to the candles’
burnout time, yet it is inifinite as a result of the low-tech cycle generated by the manual re-
placement of old candles with new.

The historical and traditional functions of candles on the spectrum of coal mines, churches
and Shabbat candle-lighting, also play a role in this endless loop of conciliation between con-
trasts — between dirty, earthly and hardscrabble, and holy, pure and heavenly - and the life
cycle that integrates them. The work’s title refers to this circularity. Ouroboros, a dragon
or a snake that eats its own tail, appears in mythology as eternally recreating itself, starting
each time at the moment and place at which it left off.
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3.

A User's
Manual

The Haaretz Collection contains Israeli art exclusively and consists largely of paintings and
photographs. The acquisition of installations and works of video art for the collection began
in the late 1990s and gradually grew in scope. From the outset, works were acquired on the
basis of studio visits, a dialogue with the artist and familiarity with his corpus of work. As
a result of the special interest taken in young, contemporary art, encouragement and sup-
port for artists during their period of professional development became a central activity.

Acquisition is a result of choice, generally of a group of works from among those in the art-
ist’s studio or that are on view in an exhibition. Extending the collection to encompass not
only paintings and photographs but also installations and video art, necessitated a different
method of acquisition. In contrast to paintings or photographs, which are acquired after the
work is completed and can be viewed in the studio or in an exhibition, installations and works
of video art are often purchased at the very outset of the creative process, before the work
exists. Because installations, video installations and video works require financing for their
production, the purchase is made in advance, on the basis of sketches and a verbal descrip-
tion of the planned work. This was the case with works such as Nevet Yitzhak’s The Concert
(2013), Naama Tsabar’s Laila, February 23 2014 (2014) and more. The Haaretz Collection’s
support for projects like these usually also encompasses oversight and involvement in the
production processes, and assistance with logistical and other solutions. However, the prin-
cipal difference between collecting paintings and photographs and collecting installations
and video works lies in the realm of materiality and physical dimensions, in the question of
“what the collector gets” in return for the outlay.

A painting (or a sculpture) is a signed object, fixed and known in advance, its value deriv-
ing in part from those very elements: that is, from the work’s being unique and whole (not
damaged or incomplete), with each of its components intrinsic to it and not changeable or re-
placeable. Although the work’s conceptual and experiential aspect is amenable to interpreta-
tion, its physical-material-formal aspect is perceived as ingrained, fixed and not susceptible
to alteration. The same approach holds for photographs, other than the uniqueness element
- which is solved by pre-limiting the number of copies for each edition. A photograph, like a
painting, possesses a fixed and delimited physical-material dimension (size and technique),
which is perceived to constitute its essence.

In contrast, a video work - for which, commercially, the number of copies per edition is
also set in advance - is not material but virtual. The physical aspect of transferring the
work from hand to hand is not integral to its essence. Over the years, the video works that
were acquired for the collection arrived in a variety of forms and modes, consistent with
technological developments: on Mini DV, DVD, disk-on-key and a range of hard disks con-
tained in diverse boxes, envelopes and other creative packaging (plate 31). Some came with
instructions concerning the type and scale of the projection and conditions for positioning

the work in the available space, though in most cases the question of projection remained
open, subject to the particular space and circumstances in which the work would be exhib-
ited in the future.

Physicality becomes even more complicated with installations. Qualities such as unique-
ness, size and the specificity and necessity of the components are no longer of the essence,
replaced by the creation of a model of a different type: flexible, open and in large measure
conceptual. Most installations are site-specific, created for a particular space, and also tran-
sitory, intended for a limited, preset exhibition period. Accordingly, what is acquired is ac-
tually exclusive permission to rebuild it in the future, to reconstruct it; in other words, the
idea and the authorization to realize it on the basis of a set of instructions. It follows that the
essence of an installation lies in its documentation, the list of components, the instructions
for its setup and the license (an original certificate signed by the artist). The fact that many
installations make use of found and everyday (readymade) objects, and that in some cases
dismantling the installation entails damaging and destroying its components, means that the
collection is not obliged to keep and store the original components themselves. It is suffi-
cient to be in possession of a list of materials, duplicates or near-duplicates of which can be
purchased or otherwise obtained in order to reassemble the installation.

Thus, the installations acquired by the Haaretz Collection arrive as packages of single ele-
ments, each possibly lacking artistic validity in its own right, along with documentation of
the complete installation and detailed manual-like setup instructions (see appendix, pp. 79—
101 in the Hebrew section). For example, Eden Bannet’s Backstage was accompanied by a
64-page booklet of precise instructions for each separate item and for the complete instal-
lation, as well as technical specifications relating to the physical conditions required for
its construction. Alona Rodeh’s installations arrived in the form of two small boxes with a
partial, small number of accessories, whereas the large central elements - the staircase in
Black Instrumental Anxiety (plate 14; 2011), the double doors in The Resurrection of Dead
Masters (plate 15; 2012) — which were not preserved and were not in the artist’s possession
at the time the works were acquired, would have to be rebuilt in order to reconstruct the in-
stallations and put them on view. In any event, the reassembling or reconstruction of an in-
stallation is almost always carried out in a different space from the original one in which it
was created, and accordingly entail changes and adjustments for the new site.

Through the use they make of space and time, installations and video art pose a challenge to
the ability to categorize the work itself. They stretch and erase physical boundaries’ tempo-
ral duration; undermine the function of representation; blur the separation between artistic
and literal, material and virtual, viewer and viewed; and their components manifest insta-
bility and inconsistency and bear the potential for mutability and deterioration. In regard
to the conditions of presentation, the challenges include the need for vast spaces and out-
size screens; a dark viewing space; adjustment to the specific exhibition site; extraordinary
viewing times; viewer participation; and the work’s destruction at the conclusion of the ex-
hibition. All these aspects are reflected in the practicalities of collecting and in the works’
preservation. In terms of space itself, the challenge oscillates between two opposing poles:
huge installations calling for exceptionally large spaces and special storage conditions; and
on the other hand, installations that require no physical storage space at all, acquired as an
idea that is elaborated in a manual. As for video works, they eliminated the need for large
art-storage sites but engendered a new need: vast virtual space for backup on special disks.
In the realm of time, because this is a collection of works most of which can be watched and
experienced only in large exhibition spaces or in very particular conditions as set forth in
the reassembly instructions — which can be extremely complex — the works exist in the col-
lection in a state of suspension, contained in a sort of time capsule, until or if the appropriate
place and conditions emerge for reconstructing, mounting, projecting and exhibiting them.
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Backstage

Or

How a Particular Artwork
Came to be Handled

Adam Aboulafia & Eden Bannet

*

Images of the works
mentioned in the article
can be found in the
Hebrew section,

pp. 102117

1

Back-story #1: While
driving through a quiet
residential street on the
way to visit your mom, you
spot a dismantled wooden
cupboard among other
domestic ruins. Among the
ruins a square shaped
cupboard door painted in
pale mint green attracted
your eye. You think
probablyan elderly person
living alone had died and
now his or her flat is being
renovated for new tenants
who will soon place their
lives there. You load

the mint colored door to
your car.

Preamble

Every production process presupposes a pre-production stage while also implying a post-pro-
duction one. Even raw materials have a history of production. Backstage (2011), a site-spe-
cific installation by Eden Bannet, is certainly no different in this respect. We would like to
tell the story of Backstage from the perspective of its production, including some prior pre-
suppositions and posterior implications, thus very briefly bringing to light a few issues re-
garding an artwork’s relations to its various types of handling. Beyond the obvious fact that
we have followed this work very closely throughout all the stages of its execution, we chose
to write about it in this context because both its theme and method of production directly
deal with the visibility of the material handling of objects in general and artworks in partic-
ular. The following is a linear story, from pre- to post-production, somewhat interrupted by
two interludes and told by someone who could be any one of us.

1. Once Upon a Time

Right from the beginning, when looking for a starting point, you are already involved in
a web of retrospection. You accumulate material and visual fragments from the streets
around the studio: industrial raw materials, leftover objects, occasional sculptural moments
captured by the camera. These fragments have been abandoned or set free by their urban
handlers, even if momentarily: anonymous producers or consumers — domestic, retail, re-
pairs - or just passersby. Much work has already been done, and masses of matter trans-
formed, ordered, lived through, eroded and disposed of. Proper handlers for this pregnant
heap of trash and transitory arrangements have yet to arrive, so you save what you can or
rather, steal what you must.' The studio is located in an industrial urban area still abundant
in small workshops, many of the craftsmen curiously and openly wondering about a wom-
an artist carrying these materials into her space. You must wonder too. Becoming a selec-
tive internalization of its surroundings, the studio as a materialist palimpsest detaches the
fragments from their context while still allowing them to show some clues of their past
dys/functions and im/possible futures. Through theoretical, imaginary and World-Wide-Web
strolling, archival bits of imagery and discourse superimpose themselves upon this local in-
ternalized mass, proposing diverse potential constellations for assembly.? Some proposals
have actually guided the process of material accumulation from the very beginning, work-
ing in a parallel fashion, and among them was the one regarding a specific site (a room in the
Haifa Museum of Art, Israel) and occasion (the exhibition “Formally Speaking,” curated by
Ruth Direktor) for creating an installation of a painterly space, soon to be named Backstage.

Interlude #1:
An Abstract Proposition

You usually come to see the appearance of things as such when action has come to a halt,
for whatever reason. Empty street corners, abandoned objects and material waste are thus
sites where the disappearance of active agents can allow things to show themselves. Beyond
shapes in relation to a point of view, and in addition to colors in relation to variations of light,
textures are made visible. The prime importance you impart to the additional appearance of
textures seems to lie in the fact that things, appearing as a composition of textures, imply
certain acts of touching ranging from the processes that led to the thing's formation, via the
forces that currently hold it together, all the way toward external shocks that might break it
apart. Considered in this way alongside their correlations with tactile sensations, textures
are able to serve as non-figurative clues to so many tangled tales and “touching scenes,”
clues providing an intimate affective index of physical forces (density, gravity, humidity,
acidity...), types of bodily action (folding, leaning, hanging, pushing...) and even social re-
lations (the type of work done, the type of event that occurred, the type of life lived...).?
Abandoned urban fragments with their multilayered textures seem particularly ripe for a
tactile vision of this sort, but they must be recaptured and internalized, brought to a safe
zone of contemplation and recombination. The studio thus functions as a middle zone where
the transitory appearance of bygone things in the open social space can come to be re-han-
dled in order to finally reappear in the space of exhibition, this time with a certain power of
endurance. And yet you haven’t saved anything if the product represses the process, if the
appearance detaches itself from its own handling. The act of showing, the very labor of ap-
pearing, becomes present when fragments of shape-color-texture come together and form a
visible feedback loop of mutual, active support. When you are able to see the thing handling
itself by itself, barely yet consistently standing on its own, frozen in a suspenseful balance
of forces - then it can be said that a sculpture has become an event, something that occurs
and shows itself as such - a performance at a standstill.

2. Staging

Some individual sculptural events have taken shape, floating like islands in the studio sea.
Experimentation was not quite blind but essentially bound to a tactile vision in extreme
close-up, a practical approach that enabled you to get a feel for things and their potential
connections. Taking a step back to view the archipelago at large, questions of overall compo-
sition come to the fore. The exhibition room is a given, but a certain idea of the visitor needs
to be formed: She will be a captured stroller, lured by a painterly entry point and then soft-
ly guided within the space by implicitly suggested trajectories for the gaze or body. It is in
relation to her, the hypothetical yet embodied visitor, that individual sculptural events will
relate to each other to form scenes or “scenic views.” The preparations therefore constantly
oscillate between these two points of view: the close, step-by-step, tactile vision, focusing on
actually assembling individual pieces; and the situated, continuous scanning gaze, dedicated
to the aesthetic construction of a vector space. A model was prepared in advance, but the
concrete composition can only occur once the pieces, accompanied by additional potential
fragments, are moved into the site and the gaze is truly situated. The installing process now
becomes part of the artistic one: new individual pieces and compositional scenes suggest
themselves and the collaboration with the museum’s technical staff becomes relevant. Even
when you occupy a double role of artist-handler there are always further essential handlers
on site (the hanger, the electrician, the wall painter, etc.), and learning to work together has
a special significance in a site-specific process.* A whole mise-en-scéne of art/handling thus
comes to occupy the exhibition space, doubling the multiple traces of urban and industrial
labor manifested by the captured materials. The stage is set and must be able to function as
such while simultaneously showing its “back.” i.e., the various ways in which it was handled
in order to make its own appearance.

Interlude #2:
A Business Proposition

Once the hypothetical visitor becomes real she is already someone else, or rather a whole
bunch of actual people - it is now time for you to leave the experimental process in the
hands of the work and its more or less contingent encounters. In particular, when a private
collector proposes to purchase the room installation as a whole, the work begins to acquire
a new mode of existence. Most conspicuously, it is now officially a type of property, a unit
that is susceptible to transfers of ownership and may also become a marketable commodity,

2

Back-story #2: You find
curved wooden leftovers
at the big industrial trash
container near your studio.
These are, you think, curvy
shapes that are left from
creating arm handles for
a sofa, meant to have a
“classic” yet modest look.
The scraps appear to you
as if they are parts of an
imaginary musical stringed
instrument. You collect
them.

3

Back-story #3: An odd
ramp-shaped object is
found near your studio.

It is made out of cheap
plywood, painted over in
dark brown varnish. Around
the slope of the ramp
therers a lighter area
where the paint was
rubbed out. You think
maybe it was used at a
shoe store, as a small stool
for putting your feet while
trying on new shoes. The
worn-out areas around
the middle are due to

the rubbing of so many
customers’ feet over

the years.

4

Back-story #4: Two large
pieces of plywood were
prepared in advance in
accordance with the model,
but you felt that their
actual placement on

site just didn't work.
Meanwhile, you were told by
the museum’s hanger

to go to the museum’s
carpenterin order to fix a
specific hidden hanging
device in the back of
another object. While
visiting the carpenter’s
workshop, you spot a long,
thin and flexible wooden
rod, of dark brown

color. The carpenter
explained that it’s called
“Ipe wood.” Once he gave
his permission to use it,
the bendable rod came to
replace the thick and
heavy redundant plywood,
finally resolving the overall
composition.
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equivalent to a certain amount of currency. The swift and dire conclusion that you were
nothing but a medium in a type of “object gentrification” promulgated by the art market
is unnecessary. You shouldn’t assume that a potential vector of commodification is the sole
or even prime determinant of a given artwork, whether before or after its purchase. Once
sold, an artwork’s precarious fate very much depends upon the varied motivations and ac-
tions of its new owners. What is certain, however, is that a property implies a clear specifi-
cation of its constituents and terms of use, and in the case of Backstage, it was the posterior
event of a transfer of ownership that retroactively demanded the production of requisites
for the work’s qualification as property. A detailed plan of the work thus came to be devised
only after the fact, and it remains to be seen whether the business transaction served as the
occasion for an essential supplement to emerge — an epitaph to Backstage which is also an
epilogue to its story.

3. After-Plan

What started its existence as a multilayered process of accumulation, contemplation, assem-
bly and composition, and was later exhibited as a site-specific experimental visual space,
eventually came to be qualified as a properly legal object, one that would be able to trav-
el between potential owners, disassembled into storage and reassembled in new heteroge-
neous sites, all without the necessary intervention of the artist. This demanded from you a
new, more abstract form of handling: a detached standpoint for the articulation of precise
instructions and an objective point of view for the production of an elaborate architectural
floor-plan (a close relative who is an architect was of great help). From this perspective the
work was no longer an object of creation accompanied by a tactile vision, nor composed and
exhibited in relation to a situated onlooker; it was now an object of measurement implying
an optical, disembodied overview capable of determining coordinates upon a geometrical,
metric space. And indeed, you handled all this with great care. For even under these new
conditions, when further experimentation came to be blocked, the experience represented
from the outside and a price tag stamped upon the flesh, there was still a possible future for
all of the work’s essential dimensions. In the end, this multiform death may also be the con-
temporary institutional form by which an artwork passes into its potential afterlife. Looking
beyond any fluctuations of price and ownership, the retrospective plan attests to an ideal,
sharable aesthetic form, expropriating the work from the very realm of private property
and facilitating an anonymous memory that would allow it to reappear and materialize in
unexpected contexts, for better or worse. As for yourself, finally disowned, you are free to
once more associate with the material, bastard mass of the city. There again, where matters
appear to end, they might also just begin to appear.

This text was originally written for Art Handler magazine, NY

29






