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THE PLAYERS:

We are about to tell you

The story of a journey. An exploiter

And two of the exploited are the travellers.
Examine carefully the behaviour of these people:
Find it surprising though not unusual
Inexplicable though it is the rule.

Consider even the most insignificant, seemingly simple
Action with distrust.

Ask yourself whether it is necessary

Especially if it is usual.

We ask you expressly to discover

That what happens all the time is not natural.
For to say that something is natural

In such times of bloody confusion

Of ordained disorder, of systematic arbitrariness
Of inhuman humanity is to

Regard it as unchangable.
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From Bertolt Brecht’s play

The Exception and the Rule
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No Replastering, the Structure
Is Rotten, wall text, 14 m long,
installation view at the Catholic

Theological University of Linz, Austria
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Too Big to Fail, 2011,
wall text, installation
view at Kunstraum
Niederdsterreich, Vienna
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Elections Are a Con, wall text,
installation view at Galerija PM, Zagreb
(photo: Elvis Krstulovi¢)
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No Replastering, the Structure
Is Rotten, 2013, wall text, 10 m long,
for the Genia Schreiber University Art

Gallery, Tel Aviv University
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Sonic Garden, 2004,
Milan Design Fair
(photo: Studio Roth-Tevet)
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Still Life in Blue, 2012,
acrylic, pencil, marker, and coins
on paper, 30.5x23 cm

(photo: Justin Sullivan)
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still Life No. 8,2011,

watercolor on color
photograph, 53x57 cm
(photo: Justin Sullivan)
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Bird House

(Communal Living,
Model C), 2013,

gouache on print, 43x56 cm

SARI CAREL 78110 "W
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From Endemic, 2010,
video, 9:30 min
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Paintings to Walk On, 1983,
view at Miré Foundation, Barcelona

JEAN-ANTOINE LAVAL
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To Sakharov Marsh, 1980,
mixed media on paper, 60x40 cm
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(ATIX 11 :D177Y)

XDoor Extensions, 2001,
ink on paper, 75x105 cm
(photo: Ran Erde)

JEAN-ANTOINE LAVAL

TNTIN7 INIDIXNTIN'T




51

JEAN-ANTOINE LAVAL
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minwn mTn

Line on Vise, 1996,
mixed media object,
varying dimensions
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1217131 71NANT 'Y'IR7YN YN 1T
Seed Startup House

From Unstable Construction:
Simulation No. 0, Tel Aviv 2013,
interactive installation

Software programing: Eyal Eithcowich
and Seed Startup House
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Terrible Vacation

'I'm writing this with
tears in my eyes'

ROY MENACHEM MARKOVICH

'Unfortunately we
were robbed at the
park of the hotel'

'Luckily for us we still
have our passports
with us'

'Y'11770 DNIn "'V
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'l was on my way for
a trip unfortunately |
got robbed'

'l will refund you as
1
soon as I'm back home,
| give you my words'

'please | need you to
loan me some money

(€2,000.00)'
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From Terrible Vacation, 2013,
video installation, 15 min
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Triumph of Death, detail

*

D'¥ANi 1*1 717X 7W NITNT YYNDY 1TYa
1"7UW T NI¥N7 "WAN ,ifIN"Y1 0"D7wINa
Wi 7Y AINTTA0 I 10 71T DTMYN
antnna 71inn "The Lambeth Walk"

.Me and My Girl

A very precise rendition of a score sheet
with the opening notes of the song

"The Lambeth Walk", from the musical
Me and my Girl, can be seen among the
piled objects in the bottom-left side

of the painting.

MICHAL HELFMAN
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Felix Nussbaum, Triumph
of Death, 1944, oil on canvas,100x150 cm,
Felix-Nussbaum-Haus, Osnabriick, Germany
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Preparatory drawings for
While Dictators Rage, 2013,
pencil on paper, various dimensions
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MICHAL HELFMAN
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Simulation of While Dictators
Rage at the studio, 2013
(photo: Ran Erde)
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ORLY SHEVI

In the gallery space, among the reenactments, the reconstructions,
the performances and the archival footage, hovers the ghost of Walter
Benjamin, reminding us that an image from the past not identified by
the culture of the present with its own problems will disappear, never
to return again. Therefore the use of past works in contemporary art,
and especially in the present exhibition which deals with questions of
knowledge and power, invites the viewer to discuss the here and now;,
not a simple task. There is no sentimental "once upon a time" nostalgia
here, nor an attempt to draw a lesson from the rich and celebrated
experience of human history. If there is a lesson here to be learned from
the past, then it is precisely the recognition of the inadequacy of this
experience, and of our limited ability to understand and analyze the
discontinuous course of history.

Nevertheless, from the viewpoint of the second decade of the 21st
century, the use of past materials in art is unavoidable. If Benjamin's
ghost is present in the exhibition space, then it is there to remind us
that the angel of history is still forced back and the heap of rubble
keeps piling up. Despite our insistence we have been unable to demolish
everything, flatten the surface and start building again from scratch. The
unrealistic hope that the marvels of progress will provide the wonder
cure to help overcome the traumatic memories has also evaporated, for
fear of complications and unpredictable side effects. Wandering in the
exhibition space resembles wandering through an ancient structure that
has survived almost intact. Our challenge is to understand how we can
still utilize it, or at least continue to live in its shadow.

The task, therefore, is to save the past image before it vanishes
eternally in the ruins, so that it can serve as a witness in the discussion
about mining or undermining the now and the yet-to-come. The
tremendous potential embodied in testimony has turned it into an
important practice in contemporary art, and it is central to the present
exhibition. Testimony serves as a tool to evoke oppressed and forgotten
voices from the historical past, to expose the mechanisms of discourse
and the oppressive power structures, and to highlight technologies of
policing and disciplining. Needless to say that despite the use of the
term "testimony" there is no judgment involved, certainly not in the law
courts of history. Nevertheless, the force of testifying is that it compels
the witness to experience once more what has already been said and
experienced, done and built, only to understand that it is impossible.
It is like stepping back on footprints made in the sand by someone

else — a move that requires accuracy and familiarity with details, but
also rethinking, adjustments, innovations and changes. Therefore past
materials used in the discussion about the present also hold the seeds of
the future, and that is why they are so effective and significant for art.
Benjamin called this move "the dialectical image", and it was through
this dialectics that he wanted to write history.

As can be seen in the exhibition, the act of testimony or reenactment
is a central tool in contemporary art's discussion of the conditions
and possibility of reformulating a social-communal bond in the age
of globalization and post-national politics. At its basis lies the wish to
restore basic social functions and everyday practices in the community,
which have been lost under the regime of the society of the spectacle
and the market economy. Art in the age of social change, then, summons
ghosts from the past in order to think together about the future.
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Gal Kinan, from The Site, 2003,
Tower and Stockade Museum

in Kibbutz Kfar Menahem
(photo: Roni Cnaani)
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and Alik Maor, Wall and Tower
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reality or in the pure political sense by challenging conventions, exposing
oppression or undermining mechanisms of power and authority.

I don't have a definite opinion about what has led to the situation
identified here. Personally, I've always believed that a revolutionary
challenge to an existing form cannot appear from nothing. On the
contrary, it requires a knowledgeable confrontation and a true
appreciation of what you wish to unravel. It's true with regards to what
Beethoven "does" to the "classical" musical forms of his time; it's true
with regards to what Wagner does in the realm of opera in the Romantic
age; it's true with regards to the work of Picasso and Kandinsky, each
in his own way, as part of the modern avant-garde of the early 20th
century; and it's true even with regards to Marcel Duchamp. Returning
to the past is always made from within the present, and with an intention
towards the future. The question is does the return-to-the-past contain
the internal logic of that "past" in which it was created. In this context
too it is useless to take a definite position.

I believe, for example, that only rarely does the medium of cinema
succeed in translating a good literary work into cinematic language.
Nonetheless, I'm not at all sure that the comparison is necessary.
Cinematic work demands its right for autonomy, just like any other
artistic medium. In this sense we should see the translation from one
medium into another as an act in its own right, and therefore judge it on
its own terms. The use of performance in reenactment should therefore
be judged mainly on what it adds — according to its own logic — to the
conventional perception and reception of what is being recreated. As
pure entertainment it is, for me, an unnecessary act; as a creator of a
new consciousness-insight, it may turn out to be highly essential.

I don't see a direct link between what happened in Israel in the summer
of 2011 and the status of art in the public realm. Art, as political as it
may be, will never be the political itself; it always stems from the "as
if"" consciousness, which is intrinsic and essential to it. It can deal with
the political; it can furnish its essential manifestations in its own unique
ways. In this sense it is political; but it can never replace the political act,
which is supposed to influence the political realm in a credible manner,
let alone generate a real change in it.

I'm not sure I understand the term "a parrhesic space in the gallery".
Art, by the very fact of being exhibited in public institutions (the gallery,
the museum, the public auction), always belongs to an activity that is
done publically — but it doesn't mean that the gallery may be a substitute
for political activity in a public space. There is an essential difference

between voting in the elections, erecting barricades, conducting a
discussion in parliament, publishing a political article and exhibiting or
visiting an exhibition (as political as it may be, in itself).

As for the events of summer 2011, I disagree with the motivations
attributed to the public during the social protest: the protest leaders
themselves denied being political — and the public didn't disagree with
them. The protest leaders avoided talking about capitalism, while
invoking the slogan of "social justice" — and the public didn't disagree
with them. The protest leaders ignored the clearly political issue of the
Occupied Territories, even as an economic issue — and the public didn't
disagree with them. I therefore disagree with the statement that in
summer 2011 the public believed in "the feasibility of political action in
'parrhesia’." I didn't see then and I certainly don't see in retrospect any
sign of that being what the public believed in.
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MOSHE ZUCKERMANN

In principle I believe that a work of art (in any medium) should stand on
its own, at least as a final product. What I mean is that it may incorporate,
in the process of its creation, knowledge from other disciplines and be
the fruit of previous research and studies. But it has to represent the
possibilities of its unique means of expression and the specificity of the
materials of its medium. On the other hand, it's absolutely clear that the
artwork exists in the art discourse — its reception, being brought to the
public's knowledge, its promotion (and also its possible canonization),
including professional critics, academic scholars and additional bearers
of symbolic capital who have contributed one way or another to the
work's existence. Thus, there is a pre-determined distribution of roles,
which generate the "cultural event" (or alternatively destroy it, which
may of course turn out to be a "cultural event" in itself).

In this sense, as I see it, we are not actually talking about the
existence of collaborations between artists and academics: these always
exist, beyond the subjective desires of the protagonists. What is up for
discussion here is the collaboration between artists and academics as
part of an exhibition (having "display value", as Walter Benjamin would
put it). That which naturally transpires in various fields of research is
gathered into one dense act that presents before an audience — What?
The anatomy of the collaboration? The mutual mechanisms of criticism
and cross fertilization? The ideology of interdisciplinary practice? For
here we have a situation that is much more than the usual "gallery talk",
more than a symposium about a creative work. But what exactly? What
"future" does the question refer to? I'm not sure I can answer that.

I don't know if we're dealing with a phenomenon in the Israeli art field
as a whole or perhaps with a certain common denominator between the
works of the artist chosen to show work in this exhibition. In principle
such a return to past works may have two different reasons: the first, a
stagnation in the contemporary creative field, a familiar phenomenon
from different periods in the history of culture — a historical moment
of immobility characterized by a dead-end feeling, which, before
leading to a new momentum and the unraveling of existing forms, will
turn its gaze on the past as a kind of paragon or ideal. The second, an
advancement in the paradigm of deciphering and interpretation, which
generates the need to give past works a new meaning and charge them
with unconventional contents, or (if you like) give birth to them again.
A reconstructive act may involve criticism, either as a reflexive review of
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released from the Bastille and will take another half a millennium to be

trained to be sovereign and free people.

The political public sphere is the tip of the iceberg of the artistic,
and the artistic is the tip of the iceberg of the monumental. Recruiting
art for social and political aims seems so obvious and positive, but in
fact it amounts to preserving the status quo: an upside-down world

in which everything has undergone rationalization, sterilization and

secularization.
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Ishtar Gate, the Pergamon Museum, Berlin
(photo: Cyrill Catt)

changed since the beginning of the 20th century. Second — an ambivalent
or sympathetic relationship with utopian aesthetics. Ambivalent — when
they combine the emotional identification with propaganda and a
monumental aesthetics, with the knowledge that in the context of the
20th century they brought destruction and ruin. Sympathetic — when the
meta-view on these aesthetics realizes that they were in use both before
and after they were monopolized by the totalitarian regimes.

The monumental has always been part of the landscape of human
consciousness, and the taboo around it — an understandable result of the
trauma of the Second World War — is today unfounded and mistaken.
This taboo abandons the struggle over people's hearts and minds to the
Right, and leaves the Left with the miserable and castrated neo-Marxist
formalism, which can only contend with those weaker than itself: the art
institutions for example, whose stock has declined precisely as a result
of this taboo. Thus we are left in an absurd situation in which art — the
gatekeeper of the monumental, the origin, the sweeping wave and the
intercepting beam — is attacked on the one hand by the market forces and
on the other by a parasitic activism, which hates art but does not hesitate
to exploit the public infrastructure resources of the art institutions for
one narcissistic power trip or another.

In the group exhibition "The Wonder Years" (2003) that I co-
curated in Berlin, we screened a film that showed interviews with all
the participating artists, including the above mentioned Pil and Galia
Kollectiv and Yael Bartana. Another participant, Anat Ben-David,
talked about the numerous political documentary films she had seen at
Documenta in Kassel, and explained how they perpetuated the status quo.
"If an artist really wants to resonate", she declared with characteristic
provocativeness, "he has to make Nazi art." In any case, it's important to
remember that the situation is not so worrying, since the most influential
artistic medium of all, cinema, produces monumentalism shamelessly
and freely.

We mustn't create a "parrhesic" space in the gallery: it would mean
the extinction of art as a space which engenders every human idea,
including ideas that lead to action in the public sphere. The gallery has
to continue to exist as a space in which art functions like a laboratory,
separating itself from professional activists with contingency plans
and power fantasies; or hipster kids, who in their immature liberal
enthusiasm trample on a space that preserves our last link to the Library
of Alexandria, to the temple whose builders we no longer remember and
to the ancient gas nebulae; or all kinds of rejects who have just been

80



83

OHAD MEROMI

There is something a bit troubling about this question. The expression
"collaboration" sounds so positive, that it's difficult not to think about
the most whitewashed statements of intent from empty and superfluous
institutions. The most impressive collaboration which comes to mind is
that of the union of the financial system, government, the media etc.,
which regulate and perpetuate the exploitation and control of public
resources. Collaboration between disciplines becomes more and more
complex due to invasive methods of management and communication.
This ensures that we entrust the benefits of collaboration to the
hands of global capitalism. I would like to believe that the University
offers channels for action, for resistance. Art in its broadest sense may of-
fer a different horizon for language, for organization, for collaboration.
Collaborating with the "Theatre and Performance Research
Laboratory" at the university's Theatre Arts Department, we work
together as creators. I hope that in the process I will broaden my
knowledge about the potential of the "stage" as a site and a means to
formulate practical, specific tools for ways of working together.

The restaging and the reenactment leaves behind the content of the
original image and focuses on the dynamics of making and constructing.
The assumption is that previous knowledge about how to do things has
been abandoned, and restaging serves as an improvisational framework
without a pre-determined outcome.

The restaging provides a framework, a territory. It's related to your
question about the public space — it's exactly the sphere in which we
forgot how to function effectively. History lends us coordinates to take
initiative and to act upon it physically — to occupy it. But there is a
fundamental difference between being in the gallery and being in the
city square: the gallery is permissive and indifferent; the action in the
city square is necessary, whereas the action in the gallery is possible.
Therefore these actions should be seen as part of one bigger thing: the
city square occupies the gallery.

Clarification: when I talk about organization I am not referring to
an institution, but to becoming organized, and I avoid alluding to the
exploitation of human resources. In this sense there is no difference
between a technology of machines and technologies of "human
resources management"; in both cases the basis is always the exploitation
of the workers, from the factory to Facebook.

AVI PITCHON

Each case should be considered individually, because the potential of
collaboration holds both a promise and a danger. There is a parallel
discussion about the intellectualization of countercultures in music:
70s punk has long been the subject of countless books, Ph.Ds., theses,
panel discussions, seminars and conferences, so that the basic facts make
the question redundant and give us the freedom to judge, affirmatively
or negatively. In any event, this collaboration is not surprising in either
discipline, because both have always had intellectual tendencies. Worries
that began with the academic historization of punk (and a little later
also of Situationism) arose again with Black Metal. Black Metal is an
underground musical sub-genre known (especially the Norwegian
version) for its instinctive hostility to intellectualism, modernity, and to
a large extent to the Enlightenment project, democratization and Judeo-
Christianity. An academic blog on Black Metal was launched a few years
ago, and in its wake came the academic panels and the first book in which
you can clearly see how the collaboration between art and academia can
work either well or badly. Alongside challenging texts and surprising
and thought-provoking insights, especially on the part of some of the
musicians themselves, there were detached, pompous, dry and forced
theses, which imposed all sorts of dogmas on the genre.

I myself have taken part in academic punk events, although I don't
have an academic degree. I'll give one example of what I remember as a
bad experience: I gave a lecture in Mainz, Germany at a conference on
"Punk and Judaism", and after screening a YouTube extract from Rami
Fortis' first album, one of the students commented that "it's not punk"
because the song had a guitar solo in it; this was after I explained that
although musically the early Fortis sounded more like proto-punk or
pub-rock, in the Israeli context what made him punk was the mimicry,
the character of the live shows, the clothes, and mainly the aggressive
singing and the texts that were unheard of in Israel. But I wasn't
surprised to hear a tiresome formalistic remark in such a forum.

To the list of artists you mentioned we should also add Public Movement
and Yael Bartana. Apart from Keren Cytter, whose work I think has
different motivations that are unique to her, the other artists share a few
characteristics: first — the realization that artistic and political modernism
is a history that was cut short, an unfulfilled momentum that left
unconsummated ideas and a considerable amount of ruins. Therefore
the reenactment isn't retro and doesn't ignore what has happened and
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Retro-Avant-Garde (A Visual History
of Yugoslav Modernism), installation
view at the exhibition "Irwin: The Eye

of the State", curator: Avi Pitchon, the
Israeli Center for Digital Art, Holon, 2010
(photo: Galit Eilat)
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Handmade shirt with spray-painted stenciled
Crass logo and anarchist slogans, in a meeting of
the "Shministim (K12 Graduates) Letter" group
founded in September 1987, a few months before
the First Intifada
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A member of the Crass anarchist
collective holds up a flag with the
band’s logo in the fields outside the
commune where its members lived in
Epping, on the outskirts of London
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In an interview | made in 2009 with the
band’s founder, lyricist, producer and
drummer Penny Rimbaud, he referred
to Leni Riefenstahl’s artistic genius, thus
demonstrating his liberation from the
taboo on monumentality.
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(photo: Mute Records)
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The swastika formed by axes was taken from a work
by the anti-Fascist collage artist John Heartfield

(born Helmut Herzfeld), but Laibach did not mention
this anywhere. When | bought the album in a Tel

Aviv record shop at the end of the 1980s, | wasn’t
aware of this duality. In an interview | held with the
band members in 2006 they declared: "An incorrect
interpretation of our ir ges is impossible and
therefore there is no room for misunderstandings. All
the interpretations are correct".
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Anarchist propaganda poster during
the Spanish Civil War, 1936
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The artificial opposition between
libertarian movements and
monumental aesthetics was not
considered self-evident before the
Second World War.
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Poster for the solo show
The Mityassering Artist, 1991,
Hagada Hasmalit, Tel Aviv
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The image is taken from the first comic
book | owned, an issue of Conan the
Barbarian. I plan to have it tattooed.
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Wandering Heideggerian Jew,
2012, installation view at the
exhibition "Gewaltkunstwerk",
Kunsthaus Kristiansand, Norway, 2012
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GAL KINAN

The experience of collaboration between artists and scholars, from a
social-political perspective, can enrich the meaning of the art object.
Working out of one's usual environment can contribute to a new
experience of interpretation. Art has always explored new resources
in order to enable a dialogue with the art viewer. By expanding its
parameters the art object is able to transcend its existing boundaries.

I believe that such collaborations may lead to new insights for
academics. Art scholars approach art theoretically, validating it as
scientific research as opposed to artists. At the same time academics
suffer from the boundaries of their scholarly language. By collaborating
with artists they are able to liberate the academic framework, resulting
in new methods of research.

I don't know if we can identify a tendency here, but there is something
fascinating in art that is spontaneous and expresses itself through
movement, words and music. The artists of my generation were more
influenced by cinema, popular or classical music than by plastic art.
Ideally my sculptures would evoke emotions from the viewer, making
a direct connection much like the relationship between an actor and his
audience. I am interested in provoking a situation which triggers viewer
identification, empathy and catharsis — the absurdity in using a machine
as if it were an actor to express emotion.

Similarly to animation that projects feelings on inanimate objects
I find myself projecting human feelings on machines — looking for the
anima, the inner I or the soul in the ‘thing'. A machine has no feelings
of its own, but it can express the world and feelings of its creator. The
limits of its being depend on the limits of the person who built it.

The gallery has to function as a meeting place for opinions of different
kinds and from different realms, to serve as a stage. As an art space it
can impart a momentum of openness, change and groundbreaking to
the visiting audience. I believe that the gallery, as a place of intellectual
encounter, can and should incorporate debate. An artwork or an
exhibition that do not pose a conflict or a question and present what
is known and predictable, are in my view a disappointment that only
contributes to maintaining the old order. Political or social change
also manifests itself in art's modes of production and display, so that
an exhibition space does not have to be a gallery but can also be an
apartment, a courtyard, or any place where there is a willingness to look

at and think about art. Thinking about social change is also art, because
it requires creativity and a different way of seeing the order of things.
I don't know if art has the power to influence our political and social
future, but I'm sure it can represent and make tangible a different world,
a different social option, and with them also a different art. After all real
social change, if it comes, will also apply to the artistic establishment
and to the perception of art, so that different works of art will probably
be exhibited in different spaces. The artists are therefore required to
embrace situations of change, because they hold the possibility of
thinking the creation process in a new and different way.
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What is the future of collaboration between artists and academics?

2

It seems possible to identify a tendency among a number of Israeli
artists — for instance Ohad Meromi, Elad Lassry, Keren Cytter,
Michal Helfman, Avi Pitchon, Yonatan Vinitsky, Shachar Carmel
and Adi Kaplan, Anat Ben-David, Pil and Galia Kollectiv — who re-
appropriate, reconstruct, re-enact, displace and disrupt works from
the past through performance (dance, music, acting). What do you
think is behind this tendency?

3

The public sphere made the headlines in 2011, following the events
of the social protest. For a moment it seemed that the public believed in
the feasibility of political action in "parrhesia". How do you see art in
this context of the public sphere? Do you think it is possible to create a
"parrhesic" space in the gallery?

MICHAL HELFMAN

The widespread use of performance can be understood as an extension
of the readymade concept. At the beginning of the previous century
the readymade was an object, then in the middle of the century is was
extended to include the means of display and towards the end of the
century it was synthesized as a modus of the installation. Today the idea
of the readymade also encompasses interpersonal relations (relational
aesthetics), cultural structures and social practices. Reenactment is
related to understanding performance art as readymade: an existing
cultural pattern is given new meaning in a new context. Unlike a
choreographer or a musician using a specific schema, the visual artist
often uses a multidisciplinary approach.

Collaborating with academics enables the artwork to rely on a body of
research. It's an alternative way of integrating external disciplines into
the process of making art. From my viewpoint, collaboration between
artists and academics does not diminish the formal aspects of the
artwork or its autonomy. Academic research is not meant to replace the
art object (object in the broadest sense of the word, including space and
performance). The goal of contemporary art has not changed in the last
hundred years: expanding disciplines and challenging assumptions while
remaining distinctly art.
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Preparatory studies for Perch,
2010-12: knotted axes creating
a space for perching
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23 Claire Bishop, "Digital Divide: The exhibition "Anti-Anti" presents works that are a result of a
On Contemporary Art and New
Media", Artforum (September
2012) presence: lectures, shows, performances, actions within nature and live

collaborative creative process and works that center on a bodily-physical

archives. The desire for physical presence in the gallery, for face-to-face
relations, is an understandable counter-reaction to disembodiment in our
virtual internet age, says the art scholar Claire Bishop.% This return to the

=,
=y

physical and the social in the work is accompanied by a preoccupation with
the past, an engagement with historical works and aesthetics, a revival
of contexts from other periods, and an appeal to "archival" practices of

.

sorting, organizing and displaying.
For these reasons the exhibition is anchored in the archives of the

i

university, an institution that enables an interaction on the basis of
a shared interest; creative interfaces that bring artists together with
theoreticians, curators, teachers, scientists and designers. The works
presented are a result of experimental processes that do not strive for a
preconceived conclusion; of intermediate states of becoming that expose
the gaps between disciplines; of meanderings among historical, material,
technological and urban realities; of knowledge-collecting through
artistic means: demonstrations, performances and live reenactments.
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Michel Foucault uses the Greek
concept of Parrhesia to denote a
mode of discourse in which one
speaks openly and truthfully
without the use of rhetoric

or manipulation. See: Michel
Foucault, Fearless Speech, ed.

Joseph Pearson (Los Angeles, CA:

Semiotext[e], 2001), pp. 15-16..
See Sharon Rotbard, “Space
etc. etc." http://sharonrotbard.

wordpress.com (in Hebrew)

Ibid.

the surface resentment at the government’s incompetence — the protest
group performs an act of free speech in public — in the sense of an open
and truthful public discourse.'®

A number of recent artworks have made use of this typically Israeli
configuration and theme of "wall and tower", which has been defined
as "a form of settlement which is defensive in appearance and offensive
in essence."" The first and most well-known is Yael Bartana's video work
Mur i Wieza (Wall and Tower, 2009) [34], the second part in the trilogy that
was shown in 2011 at the Polish pavilion at the Venice International Art
Biennale, and deals with the work of a movement that calls for a Jewish
revival in Poland: the return of three millions and 300 thousand Jews
to the land of their fathers. In it, Bartana stages the pioneering activity
of establishing a "wall and tower" settlement (founding a movement,
choosing a name, designing a logo, writing a manifesto, organizing
conferences and so on) —in Warsaw.

Another example is featured in this exhibition: the video 3053 St. No.
3, Jaffa[35] (2007), from the series The Pioneers, in which the artists Rona
Perry and Mor Arkadir are seen dressed up as "pioneers". The pair build a
reduced-scale "wall and tower" model on the roof of a shared and mixed
(Arab and Jewish) apartment building in Jaffa, thus — in a similar way to
the intention of the "Wall and Tower of Justice" group - illustrating the
unjust distribution of resources by appropriating a historical Zionist form
of settlement and applying it in the context of Palestinian homeowners
and landowners being driven out of Israel’s central areas by real estate
entrepreneurs and wealthy investors.

Apreviousworkthatreactivatesthe theme of "walland tower"isa 2003
installation by Gal Kinan, The Site [33], which centers on a reenactment of
"wall and tower" tactics at the Tower and Stockade Museum in Kibbutz
Kfar Menahem. Kinan creates a confrontation between the historical
site and an industrial aesthetic (plastic building materials and cheap off-
the-shelf products) and turns attention to contemporary practices of
territorial takeover (from closing balconies through installing improvised
caravans in settlement outposts to planting olive groves in empty lots in
Jaffa).

The "wall and tower" form, Sharon Rotbard suggests, "inaugurated
in Israel an original tradition of local Trojan horses, invasive tools and
other kinds of ambulatory, temporary, political and hyper-active objects:
the tent in the Nahal settlement, the caravan in the Occupied Territories
settlement, the improvised memorial, the rogue mobile shop, Chabad'’s
Mitzvah tank, the Peace Hut, the protest tent."?

llyan Marshak:
The Protest Archive

Ilyan Marshak, who has been employed in the past as a waiter and as
a security guard, is a social activist and a member of the social protest
movement. About a year ago he founded "Civil Press 99%", which posted
ontheinternet live broadcasts from demonstrations and struggles against
home evictions. "The initiative was born from recognizing the need to get
current information, here and now, through an application that allows
you to transmit pictures live without editing and without censorship," says
Marshak.?' In the past year Marshak established an alternative network
of on-the-ground documentation, which feeds on footage sent to him
by cellular phone owners, on the basis of which he has put together an
archive of photographed material: documentation of demonstrations,
evictions of tenants from their homes, incidents at homeless people’s
tent encampments, police violence against civilians and so on. As an
independent journalist he captures and preserves moments from the civil
struggle to reestablish social values such as affordable housing and the
freedom of expression, which are not documented by the established
broadcasting bodies.?? In this exhibition Marshak exhibits video excerpts

recording the events around the erection and demolition of Wall and

Tower of Justice.
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teacher (1920-1929) - an avant-gardist ballet that travelled the cities of
Europe in the 20sin order to spread the Bauhaus ideas. In fact Kinan relied
on a preparatory sketch [50] for the dance, which shows a moving figure
whose body is divided into "sections" in accordance with the necessary
functions: the body as a toolkit for producing values such as progress
and happiness. On the wall in front of the figure hangs the picture of
a reduced size body, creating relations of large vs. small, sculpture vs.
painting, teacher vs. student - relations that formed the theoretical basis
for Kinan’s work. The reduction of the "teacher’s" body to a screen and
of the "student’s" body to a composition of selected body parts (head,
arm, leg) with no personal characteristics, activated through external
commands, lead to the reduction of the pedagogical situation in general
and of the relationship between teachers and students.

The heart of the work is in the type of relations that are created
between the screen-work and the sculpture-robot-doll. At times there is a
didactic connection between the screen’s commands and the sculpture’s
movements, and at others the connection between the commands and
the movements simulates an emotional response, for instance when
the "instruction phrases" are presented to the robot as existential
explanations ("Your body is a machine", "l will make you move" etc.). This
hierarchical power situation underscores the inscription of pedagogy in
the body’s movements (standing vs. sitting, raising a hand, waving an arm,
erasing) and places the link between controlling the body and controlling
knowledge at the center of the installation.

Rona Perry and Mor Arkadir:
The Pioneers

In their video series The Pioneers (2007-10), Rona Perry and Mor Arkadir
examine symbols and myths of the Israeli culture. They are dressed
up as pioneers inspired by war heroes from the Zionist ethos, Joseph
Trumpeldor and Moshe Dayan (one missing an arm and the other missing
an eye), and reenact situations that reflect on fundamental themes in the
local culture — migration and identity, nationality and territory — through
a critical, ironic and feminine gaze.

Two videos from this series are shown in the exhibition before us. The
first, 3053 St. No. 3, Jaffa (2007) [35], shows the duo leaving an apartment
in a residential building in Jaffa in the middle of the night, going up to the

roof of the building, and there reconstructing, in a sequence of actions,
what looks like a "wall and tower" settlement. The video, which seeks to

convey contents with an emotional and symbolic charge, makes use of
the orderly and didactic form of pedagogical instruction videos, television
shows that impart some idiosyncratic skill, and in particular the program
"Handicraft with Batya Uziel", which was broadcast on Israeli Educational
TV in the years 1974-1982. Hauling up to the roof prefabricated parts
of the structure, Perry and Arkadir echo the catchphrase "I've prepared
earlier" from this program. By choosing to work with simple materials and
a reduced scale the duo create a DIY style settlement.

The second video, Haifa — Odessa: Shif Shvester (2010) [36-37] - a
paraphrase of the Yiddish term "Shif Bruder" ("fellow traveller", changed
from the masculine to the feminine), which was common among illegal

immigrants from Eastern Europe during the British Mandate - alludes
to Sergei Eisenstein’s famous film Battleship Potemkin (1925), that re-

enacts the mutiny of the crew of the Russian battleship Potemkin against
its Tsarist commanders during the failed revolution of 1905. Perry and
Arkadir re-enact this iconic film, as part of the story of two young women
on board a luxury cruise ship anchored in Odessa. This loose displacement
enables them to engage with the history of cinema through personal and
inventive means.

Gad Haran, Zeev Grauer, Jacky Edri, Elik Maor:
Wall and Tower of Justice

Wall and Tower of Justice [32] is an architectural-social initiative by "The

Social Coalition" - an organization that unites activists from several
protest groups, who collaborate in the struggle to find solutions for
housing problems.’® On the night of 17 July 2012 the activists erected
a "wall and tower" structure, in 1:1 scale, on land owned by Israel Land
Administration near Kibbutz Yakum. In the early morning of 27 July,
without prior warning, the place was surrounded by tens of policemen,
who with the aid of tractors and heavy machinery forcefully evicted the
residents of the complex and totally and deliberately demolished the
tower, the wall, the tents and the equipment.

The choice of this group of activists to exactly reconstruct the "wall
and tower" type — a prefabricated structure that can be seen as "the first
native expression of Israeli building and a starting point for any discussion
of Israeli architecture"'” — brings up the links between society and art,
through the nexus of protest activity and engaged social-community art.
By reconstructing a past architectural form in the public sphere — an act
of collective remembrance of the Zionist ideology, aiming to bring to
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Jean-Antoine Laval:
Unstable Construction

Jean-Antoine Laval is a Belgian artist who has exhibited widely around
the world. Laval began his artistic career at the end of the 70s, a period
that embraced early-20th century anti-art movements, such as Fluxus,
Neo-Dada and the French New Realism, rejected establishment art, and
explored experimental forms and alternative spaces.

At that time, Laval experimented with "Mail art", which made use of
the postal system to distribute works around the world, a form of process
and collaborative art which overcame geographical distances [22]. This
mode of operation was an alternative to hierarchical structures of the
art establishment. Later, Laval became interested in moving from analog
means of communication to virtual ones.

In the current exhibition, alongside early work, Laval presents a
digital-interactive work, Unstable Construction [25], based on a previous

version from 1982. Both versions explore an arrangement of lines and
the random encounters between them. Laval collaborated with the film
director Eyal Eithcowich and the software company ‘Seed Startup House’
to develop a digital version of the initial work. This interactive work invites
the viewer to use the touch screen in order to participate in the creation
of a projected digital drawing.

Inbal Gil in collaboration with Yaal Tevet and Roy Roth:
Free Lesson

In the work Free Lesson by Inbal Gil [17], in collaboration with Yaal Tevet
and Roy Roth, elements from their joint project, Sonic Garden (first shown
in 2004 at the Design Fair in Milan) are combined to create an array of soft
furniture structures called "blobs" - vertical geometric shapes that flatten
to a horizontal position when they are sat on. The blobs in this exhibition
are equipped with an audio system through which their sitters can listen
to a recorded lecture by Prof. Yuval Portugali (of the Department of
Geography and the Human Environment) about "Self Organization and
the City".” Located at the gallery’s entrance they create a space for extra-
academic study. Occupying the seam between university and gallery
suggests a rethinking of the customary uses of the academic apparatus
—classrooms, furniture, technical aids, lawns, cafeterias, libraries —and the
habitual physical gestures appropriate for them.

The blob shape recalls the pouffe — a soft seat associated with

relaxed leisurely sitting. The use of this sitting manner in a pedagogical
context of personal study stations turns the attention to the formal-
physical restrictiveness of conventional forms of teaching and learning.
We might think of fixed sets of physical gestures (standing, raising one’s
hand, sitting, writing, reading), which are passed from one generation of
teachers and students to the next and sustain the perpetual pedagogical
performance within the walls of the universities. But whereas in academic
lectures the frontal hierarchy between teacher and student is clear (the
teacher stands in front of the class, the students sit opposite him or her
in rows) — in this work the regimes of watching and learning change. A
propos regimes of learning: it is no coincidence that two major streets in
the university's vicinity are named after two Nobel Prize winners, from
the East and the West, Albert Einstein and Rabindranath Tagore - a poet,
philosopher and educator, who conceived the teaching method practiced
at India’s free university.

Gal Kinan:
She's the Machine

Gal Kinan'’s installation She’s the Machine [51-52], which is centered

around a combination of art and technology, comprises a screen
(animation) work and a kinetic sculpture, created in collaboration with
engineering and electronics specialists, Stephan Kuderna and Kees
Reedijk. It simulates a lesson between a teacher and a female student: the
animation video presents "instruction phrases" or commands on a screen,
designed in an archaic font from an obsolete printing method, that line
up and disappear (in stop motion technique), making up sentences like
"l will make you move", "You are the machine", or "Your body is a tool".
In front of the ‘screen-teacher’ stands a kind of robot-doll, a sculpted
body installed on a stool and equipped with a smart board and electronic
components. The robot-doll reacts in its movements and body parts
("hand" raising, "head" moving, general trembling) to the sentences that
appear on the screen that controls it.

The screen functions as an agent of the system, instructing the robot-
doll what it is and what it should do. The choice of the feminine form
(both in the sculpture’s body and in the formulations of the instruction
phrases) broadens the situation from a mere pedagogical context to
include a gender-related hierarchy.

Kinan, who in the past years has been living in Amsterdam, was
inspired by the Triadic Ballet by Oscar Schlemmer, the venerated Bauhaus
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before the grand theories and they will be here after them. Time for them
is not an abstract conceptual category but a concrete reality, a material to
work with. They knead time, suspend it, contract past and future into the
present continuous, which silently awaits the gaze of the viewer in order
to open up again to the space.""?

A score sheet appears in the lower part of the painting [29]. Reading
the notes reveals that the tune is the opening song "The Lambeth Walk"
from the musical Me and My Girl, which ran at the time in London, the
words accompanying this number being "Ev'rythin’ free and easy / Do as
you darn well please". Helfman took the act of reenacting the painting
one step further by deciding to accompany the scene with live music,
as was often done in the tableaux vivants tradition. For this purpose
her collaborator in this work, the musician Shira Yasur, composed a
musical piece for two instruments. The musical score, integrated into
the installation, will come to life from time to time to the sound of the
playing musicians, who will be sitting amongst the sculptured elements.

Adi Kaplan, Shachar Carmel, Noam Kaplan, Effi Cohen,
Etay Onick and Arthur Neslen:
Einstein and the Hebrew University

A group of artists and creators from different disciplines (visual artists,
filmmakers, writers) got together to create the faux-propaganda video
Einstein and the Hebrew University [49], which was first shown in 2006 at

the "Heara 10" event in Givat Ram." The video was made in response to a
biographical film about Albert Einstein and his relationship with Judaism,
Zionism and the establishment of the State of Israel. The video, built on
the structure of the initial film, is an act of disruption that brings forth a
new message. The group preserved the initial propagandist style using
excerpts from historical footage, a professional narrator and convincing
graphics. The video explores the link between Einstein’s research and
the "Talpiot" program' run under the auspices of the Hebrew University.
Einstein was one of the university’s founding fathers, who willed his
personal archives and the rights to his works to the University. The video
underlines the irony of the University’s use of Einstein’s legacy for military
needs.
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The event “Heara 10: Comments
on the Israeli Acropolis", part

of Sala-Manca Group's “Hearat
Shulaym" project, dealt with the
relationship between academic
institutions and state institutions.

“Talpiot" is an elite pre-army
training program devised

to create the IDF’s future
technological leadership. It
recruits Israel’s future “brains",
groups them together and
teaches science and military
studies.
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Avi Pitchon in a conversation with
the author, April 2013.

tour guide of a visitors’ group, whose words - "the structure was designed
to make man feel tiny and insignificant" — aroused his interest, since they
brought into focus the inverse relation between monumental aesthetics
(a largeness of scale that symbolizes power) and its interpretation.
Pitchon’s choice to engage with a more than 3,000-year old architectural
structure while connecting it to graphic symbols from the 20th century
makes us think about the role played by knowledge bases in the art
viewing experience. Regarding the connection between monumental
symbolism and the visual language used by totalitarian regimes, Pitchon
remarks that "the monumental aesthetic has always been part of the
landscape of human consciousness, and as such it is neither leftwing
nor rightwing, neither good nor bad."® In addition we should take into
account the context of exhibiting the Ishtar Gate and other exhibits at
the Pergamon Museum, monumental representations of "power" from
the East that were robbed (and thus "diminished" or even "nullified") by
Western powers.

Pitchon’s engagement with 20th-century graphical symbols [39-45] —
drawn from the continuum between anarchist punk and Nazi emblems
designed in Ahnenerbe ("patrimony"), a research institute headed by
Heinrich Himmler - reveals hierarchical judgments that accompany the
viewing of art, design and architecture.

Michal Helfman:
While Dictators Rage

In the installation-performance While Dictators Rage [30-31] Michal

Helfman reconstructs Felix Nussbaum’s last painting, Triumph of Death
(1944) [28]. Nussbaum, a German Jew, was a successful painter in 1920s

Berlin, who studied at prestigious academies in Europe and whose name
became associated with the avant-garde movements of the period. His
fame came from the painting The Fantastic Square (1931), in which he
criticized the artistic establishment and the official and decadent art of

his time. The painting describes an art students’ revolt: a group of young
people besieging the gates of Berlin’s conservative academy, in order to
usher in the new art. After the Nazis came to power in 1933 his Berlin
studio was set on fire, and Nussbaum ran for his life and wandered around
the cities of Europe. His last painting, Triumph of Death, was completed in

his hiding place in Brussels before he was sent to his death in Auschwitz in
1944, in the last transport.
Triumph of Death deals with the destruction caused by the human

pursuit of progress: a picture of a war landscape, sterile and barren except
for bullet-pierced trees, broken walls and a ruined building; skeletons
wearing cloaks dance on the rubble of Western civilization against the
background of screaming kites in a murky sky, other skeletons play on
wind instruments, and the ground is strewn with pieces of sculptures,
musical scores, a clock, a compass, chess pieces, a broken typewriter, a
telephone and a bulb, the symbols of knowledge and creation.

About a decade ago, following a jolting visit to an exhibition of
Nussbaum’s paintings at the Israel Museum (1996), Larry Abramson
created the series of works The Pile® and published the article "We are
all Felix Nussbaum". About Triumph of Death Abramson wrote: "And so —

without art historians, without art critics, without curators, gallerists and
colleagues, without this whole system we call ‘context’ — Nussbaum is left
on his own, alone with his easel, facing the storm. Whom does a painter
paint for when only death is his certain audience? What did Nussbaum
think in the hideout flat he shared with his lover Felka Platek in Brussels,
when in 1944 he stretched a large canvas, applied a ground and worked
with the compulsive punctiliousness of a ‘'new objectivist’ on the precise
description of Triumph of Death, the last painting he completed before

he and Felka were put on the last transport to Auschwitz?"

Helfman, Abramson’s student, chose Nussbaum’s painting in order
to highlight the archival qualities of the artwork, to point to art making
as the creation of a personal historical archive, or as Abramson puts it:
"If there is a history of art, then it lies there, in Nussbaum'’s painting - in
this foul-smelling and undiscriminating pile of classical, neo-classical and
modernist waste, [...] a foothold for the angels of death in their chilling
revelry. We are all Felix Nussbaum, painters without an audience, bearing
silent testimony in our underground workshops.""" Like Abramson,
Helfman presents us with the need to think about art and its roles against
the backdrop of history, to think about the work of art as testimony.

Helfman approaches the painting as if it were a musical score, which
she composes to create an installation-performance. She deciphers the
painting’s components, giving them three-dimensional forms, building
an experiential space that invites the viewers to physically walk among
the parts of the apocalyptic painting. By erecting the painting as a "living"
environment she creates a sensory learning space. Similarly to the tableau
vivant techniques which were common in the 18th and 19th centuries,
Helfman reenacts the painting while emphasizing its symbolic elements,
in a way that provides a lookout on a historical moment of destruction,
a moment in which art remained the only possibility for expressing the
crushing of all cultural expressions. "But artists survive. They were there

10

11

106

The series The Pile (2004), which
was exhibited at the Felix-Nussbaum-
Haus Museum in Osnabrick and at
the Museum of Art in Kibbutz Ein
Harod, included images of
construction debris piled up as a
result of the collapse of buildings.

Larry Abramson, “We are all Felix
Nussbaum", Studio, 133 (May-June
2002); reprinted in the cat. Larry
Abramson: Paintings, 1975-
2010, curator: Ellen Ginton (Tel Aviv
Museum of Art, 2010) (in Hebrew)

Ibid.



109

Lori Solondz:
Perch

Lori Solondz presents the work Perch, in collaboration with the
ornithologist and environmentalist Shlomit Lipschitz, the head of "The
Israeli Center for Yardbirds".

The viewer, using binoculars, turns his attention to the sculpture
garden, in which Solondz has created a micro-environment adapted for
urban birds’ needs. Made from elements preferred by birds (dead logs
and seed-producing flowers), the sculptural perch which serves as a
resting and observation post is accompanied by a suspended garden of
sunflowers (food) planted in geotextile bags (Bacsac).

The gallery’s sculpture garden is a space of encounter between nature
and culture, art and architecture: birds rest atop the sculptures, weeds
grow amongst the tiles of the decorative wall in the courtyard, insects fly
past the gallery windows. The combination of the artist’s and the scholar’s
knowledge led to the creation of an ideal environment for urban birds.

Cities around the world, including those that have never been "garden
cities", ascribe great importance to nurturing "green lungs" in the form
of roof gardens, living sculptures, personal allotments for growing
vegetables in public parks, environments suitable for urban animals and
so on. In the local context, Solondz's preoccupation with urban nature in
many ways references the moves led in the 70s by Yitzhak Danziger and
Avital Geva — to combine art and education establishing a space and a
place in which to examine man’s use of natural resources, and to draw
on nature in establishing new educational models (Danziger with the
grove he reconstructed with his students in the Carmel, Geva with the
educational eco-greenhouse he founded). Similarly, the artificial (nature-
culture) element Solondz builds for the university’s birds also connects art,
nature and education, and gives the viewer a place-time to contemplate
the connections between knowledge, environment and nature.

Roy Menachem Markovich:
Terrible Vacation

In the trilogy Terrible Vacation [27] - which includes the videos Terrible

Vacation, Sad Trip and Confidential From Aim — Roy Menachem Markovich
deals with different manners of translation. The series of works began

with fictional emails that showed up in Markovich’s mailbox. With slight
variations on a similar narrative frame, these pleading letters report that

the sender (who is one of Markovich’s friends and colleagues) has been
the victim of robbery during his or her holiday and desperately needs
his financial help. Tracing the source of these letters shows that they
have been fabricated by a hacker who hacks into email accounts and
uses them to get the worried friends’ money. In order to write them, the
hacker researches the account owner’s emails, so that the fictional letter
recreates his writing style.

Markovich adapted some of these emails into screenplays, which he
directed, using the victims of the sting to play the leading roles. The videos
share a common narrative: an exposition presents views of the vacationer
enjoying his holiday; the pleasure is cut short by a violent robbery scene
in which his wallet is stolen, which leads to an episode that focuses on the
distress of the vacationer and the people around him. Accompanying the
trilogy there is a language lab, using transcriptions from the videos for
language education.

Markovich juggles art language and spoken language. The videos
adopt an accessible narrative structure and a kitsch aesthetic (vacation
sites such as hotel lobbies, cafés, etc.), different from the distant and
alienating language of art texts. "International Art English", as Alix Rule
and David Levine refer to this language, used by curators and art scholars
for press releases and art reviews — often arouses unease and frustration
with its elitist tendencies. Addressing those in the know creates a target
audience (artists, curators, scholars) which excludes the masses.”

The act of translation functions on different levels In Markovich'’s
series. Using aesthetic and pedagogical techniques he changes the videos’
context and meaning. Markovich crosses a fine line between art and mass
communication by integrating instructional videos into an art context.
This fine line attests to the need to circumscribe territories of knowledge
from within and from without via the art language.

Avi Pitchon in collaboration with Eli Petel:
Enter the gate

Avi Pitchon’s installation, Enter the Gate, deals with the regimentation
of perception in the context of art viewing. The work includes a
reconstruction of the famous blue gate to the inner city of Babylon,
which was built in 575 BC [38] — a reconstruction made of painting and
screen-works showing graphic symbols. This visual ensemble produces
monumentality on the gallery wall.

While visiting Berlin’'s Pergamon Museum, Pitchon walked past the
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a "demonstration" — a performative-pedagogic form which refrains from
creating identification and empathy — Meromi achieves his aim: art and
theater exist in a live situation, without a pre-determined outcome.
The series of "demonstrations" in the exhibition space includes a joint
reading of the play and various movement exercises, which suggest
modes of physical interaction with the sculptures. At certain points in
time the viewers attend a "direct viewing", but mainly the viewers witness
remnants of actions that had taken place in the space without their
presence. This enables a "reading in motion" that incorporates the viewer
into a physical-narrative space of the collaborative work process as it has
already taken place.

The collaboration between Meromiand the groupinthe gallery creates
a pedagogical-performative space of "a community at work", combining
research in movement with multi-disciplinary art. Operating outside the
security area the artists create a space that fulfills the conditions of an
"engagement with reality".

Sari Carel:
Endemic

In the video Endemic [18], Sari Carel presents a panoramic sequence —
mapping the cityscapes of Berlin. The soundtrack and the streaming
images create a relaxed atmosphere allowing for contemplation only
to be interrupted by a ceaseless flickering of images: African sculptures,
geometric shapes in primary colors and objects of modernist design (De
Stijl, Bauhaus), similar to pop-up windows and internet banners.

Highlighting the artificiality of her video editing, the artifacts hover
in the air like unidentified objects, detached from the background and
foreign to their surroundings. With these alienation tools, Carel points
to "the pool of historical images" from books and internet sites; an all-
embracing database of pictorial information available for quick retrieval
and transplanting to new environments.

The "rough" demonstration technique, which exposes the mechanical
nature of the collagistic act, thwarts any attempt to put together a
continuous and coherent narrative. The alternation between the intuitive
act of reception and the jolting breaks generates an overall alertness that
characterizes the learning process,

The cityscapes linked to a historical "timeline" function as an artificial
structure, simulating a narrative which attempts to impose order on
history’s complexity. By demonstrating collecting, sorting, classifying and

arranging, ‘'Endemic’ draws attention to the appropriation of archival "cut
and paste" techniques.

Oliver Ressler:
No Replastering, the Structure Is Rotten

In the (ten-meter long) photographic work No Replastering, the Structure
Is Rotten, [16] the Austrian artist Oliver Ressler returns to the days of May
1968 and the Paris students’ uprising, which began with disagreements
between students and the university administration. This led to the closing
down of the university, street protests and police violence, and eventually
to a general strike all throughout France. The slogan "No replastering, the
structure is rotten" was one of hundreds sprayed around Paris, with tens
of thousands of students and university teachers marching against the
closure of the Sorbonne.

The witty slogans such as "Now | have a TV, a fridge and a Volkswagen,
but all my life I've been an idiot", "Don’t negotiate with the bosses.
Abolish them", or "You've been robbed of your happiness. Steal it back",
and "Worker: You may be only 25 years old, but your union was born a
hundred years ago" were influenced by the anti-establishment attitude
of the Situationist movement.

Ressler chooses to draw a connection between our times and May 1968
by cutting out the letters of the slogan "No replastering, the structure
is rotten" from a blown-up photograph of a street demonstration in
Athens in 2012. As Ressler says, "presenting this historical slogan today,
one reads it in relation to the profound structural crisis of capitalism and
representational democracy, which influence university education as well
as other areas."®

Ressler, who shows extensively in exhibitions and film and new media
festivals, often collaborates with scholars, film directors and other artists
on works that discuss economy, democracy, racism, modes of resistance
and alternative social models. His approach to these subjects is practical:
he puts together a toolbox according to each individual need. His works
adapt to diverse mediums, creating a congruence between the content
and the means of expression: posters, videos, architectural forms, lectures
and presentations.

Oliver Ressler in a letter to the
author, April 2013.
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See: Joshua Simon, "Ohad
Meromi: In the Making", Flash Art,
284 (May-June 2012)

architects nor architecture scholars: choreographers, performance and
installation artists, film directors, writers, jurists, economists, sociologists,
advertising agents. "Israeli Architecture Archive" operates in the
understanding that in this era although not everything is architecture, we
spend most of our lives in architecturally designed spaces.

The inspiration for choosing the oxymoronic theme "Futuristic Israeli
Architecture from the 60s and 70s" is derived from time warps in science
fiction literature and films: a utopian space (i.e. a no-place) in which
historical facts are combined with fantastic-fictional elements. Evident in
the performance-lecture is the disruption of the historical sequence (we
learn in the present about past architecture in future terms). This raises
questions: Who is entrusted with memory? With teaching? With the
archive? Who is entrusted with the architecture of the future?

Fishof and Elhyani’s joint work functions on two levels: as a sensory
experience as well as an educative process.

Ohad Meromi in collaboration with the "Theatre and Performance
Research Laboratory" (Theatre Arts, Tel Aviv University):
Rehearsal Sculpture No. 4: Popova + The Exception
and the Rule

Rehearsal Sculpture No. 4: Popova + The Exception and the Rule is

presented to the viewers in a momentary state. The assemblage of
sculptural-architectural bodies [10-12] — varied combinations of human-
scale circles and cones — creates a situation where the viewers "encounter
atemporarily static situation, but it does not mean that the work is done."’
Against the dichotomy gallery/studio, Meromi offers an intermediate
space: a combination of a rehearsal space, a classroom, a studio and a
gallery; a place which allows the co-habitation of functions of learning,
creating, documenting and exhibiting.

Meromi’s sculptures echo 20th-century abstract art and modernist
avant-garde movements which dealt with universal questions. Meromi
borrows these forms in order to discuss the concept of ‘agency’ and
through it the role of human beings in society and the relationship
between them. This allusion to modernist forms and texts seems to tie
the question of ‘agency’ with issues of teaching and learning: "Who is
speaking?", "Who has the power to speak?", "Who is teaching whom and
for what reason?"

Meromi’s work draws on one of Bertolt Brecht’s learning plays
(Lehrstiicke), The Exception and the Rule [7]. Brecht saw the theater as

a didactic-pedagogical tool, teaching viewers to understand the factors
that operate in society and making them want to act and influence these
factors. Meromi chose these pedagogical plays because they are "short,
didactic and cruel", as well as "the most extreme in a formal sense, and
because they reject fiction."?

Meromi has already dealt with this play by Brecht in the past.® His
attraction to Brecht's learning plays stems from the fact that they do not
need to be staged before an audience but serve as a kind of "traveling
classroom" - once an educational tool designed to travel between
schools and factories in the Weimar Republic, to incite pupils and workers
into action and teach them principles of socialism. "I'm very interested
in thinking about the performative as a site for learning rather than a
show or a spectacle. Eliminating the audience allows one to think of
the relationship between the actor and the script—the actor and the
idea", says Meromi,* whose choice of a didactic play by Brecht reflects an
attraction to the Brechtian "engagement with reality" which consists of
taking a stand, establishing a viewpoint and expressing an opinion.®

In creating his installation at the University Art Gallery, Meromi
collaborated with a group of students from the university’s Theatre
Arts Department, who are studying for their Masters in the "Theatre
and Performance Research Laboratory" program in a course on Brecht's
theatrical theory and practice (where they are studying with Prof. Freddie
Rokem (one of the initiators of the program) and Ira Avneri, a director
and a PhD student in the Department).

There is an unusual local context of Brecht's The Exception and the

Rule due to the fact that its world premiere took place at Kfar Haim in
Hebrew, performed by members of Kibbutz Givat Haim, as part of the
Hefer Valley settlements’ May Day celebrations in 1938. After a period of
preparations led by Moshe Perlstein, whois also a director and PhD student
in the Department, the group presented "an archival demonstration"
in the dining hall of Kibbutz Givat Haim Meuhad, on 1 May 2013, in
commemoration of the 75th anniversary of the play's world premiere,
staged by the kibbutz members. Since there is almost no documentation
of the 1938 performance the demonstration was designed to create an
archive of actions and gestures of the original event and examine the
play’s central themes from a present-day point of view of the Israeli-
kibbutz experience, in particular in terms of the relations between the
exception and the rule.

Meromi and the group perform "demonstrations" of The Exception
and the Rule in different points in time throughout the duration of the
exhibition, usually not in the presence of the gallery visitors. By choosing
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Yitzhak Laor, “From the Early
Brecht to the Great Brecht",
Haaretz: Books, 12.1.2005
(in Hebrew)

The 2007 video work The
Exception and the Rule s
also based on the play.

See: Ohad Meromi, "500 Words",
Artforum (December 2010)

See Aharon Shabtai, Introduction
toThe Measures Taken:
Didactic Plays by Bertolt
Brecht (Tel Aviv: Schocken, 2004)
(in Hebrew)
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Ohad Fishof in collaboration with Zvi Elhyani:
A Lecture On Architecture

Ohad Fishof's installation-performance — A Lecture on Architecture [1-5]
in collaboration with Zvi Elhyani and IAA (Israel Architecture Archive) —is

the third chapter in Hoon: a multi-disciplinary series in the making, that
centers on characters, places and events in an imaginary town of that
name.

Adopting the form of a lecture, the work takes place in the gallery’s
classroom: rows of chairs and desks in front of a blackboard serve as a
screening area. The classroom hosts a photographic reel of futuristic
Israeli architecture from the 60s and 70s. Pictures of buildings, selected
from Elhyani’s Israel Architecture Archive (IAA), are screened alongside
an original soundtrack composed by Fishof. During this audio-visual
installation Fishof interacts with replacing the soundtrack with a live
performance. The work illustrates the link between teaching and
performance: a didactic manner of presentation resonates in the site
where it is situated — the University Gallery’s classroom.

The collaboration between Fishof, who works in a variety of disciplines
(music, dance and choreography) and Elhyani, an architect, architecture
researcher and the founder of an independent architecture archive,
working outside the academic and cultural establishment, highlights
alternative creative and research activity which takes place amongst
friends and colleagues. IAA is not a traditional archive but an activist body
that seeks to challenge common archival activity, which is modernistic
in nature, in each of its stages. Therefore the materials collected in the
archive are not strictly "architectural": they broaden the definition of
architecture to include art, visual and popular culture and the practice of
everyday life, and locate the architectural act on a wide interdisciplinary
and multidisciplinary continuum. Moreover: the archive’s materials
are not necessarily classified and catalogued according to architectural
indexes, but rather in light of hundreds of non-architectural themes and
labels ("debate", "women", "make-up", "army"). The archive does not wait
for users and their queries, but distributes its materials on social networks
(sometimes at random and sometimes in response to various significant
dates or current events). Thus it shares with the public not only its treasures
but also the collecting process. Many of its web followers are drawn into
archival collecting activity; contributing digital or physical items that they
possess, or that they create or photograph themselves in response to an
image or a piece of information published in it. The archive serves as a
source of information for a wide range of users who are not necessarily
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Anti-Anti:
Between Art, Power and Knowledge

Hadas Kedar

The exhibition "Anti-Anti" addresses the problematic nature of
bureaucratic control over knowledge and art; artists’ dependence on
cultural institutions, exhibition spaces and curators; the complex nature
of artistic activity within an institutional framework.

Grounded in the tradition of anti-art, the exhibition creates an
environment which challenges institutions and their conventional
methodologies via interdisciplinary activity and knowledge sharing.
Multifaceted combinations of artistic practices and academia, artists and
teachers, students and curators, engineers and designers, architects and
scientists demonstrate a web of formal and informal connections. These
encounters combine shared interests (birds, theater, cinema, architecture,
painting, music, science). For example: the sculpture garden hosts a micro
environment designed for birds; a designer and geographer combine
knowledge to create an interactive learning object.

Past works of art serve as a point of departure for many of the
collaborations; from a reconstruction of Eisenstein’s film Battleship
Potemkin to Brecht's epic theater channeled into a sculptural scenario,
to the use of a Felix Nussbaum painting as a basis for a three dimensional
reconstruction, to a series of architectural images that appear in the form
of a lecture-performance.

Situated in a university gallery, the exhibition reflects educational
activity by forging a synthesis between academic subject matter and the
physicality of a visual experience.

‘Anti-Anti’ positions itself in the realms of art, knowledge and power
by rearranging the manner in which shared expertise is redirected in
order to create new perceptions. Taking down the barriers of academic
methodology and challenging the academic methods with those created
by artists, these conflicting approaches are combined to access and create
new forms of visual communication.

GAL KINAN 11'7 72
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Special thanks to Guy Saggee for the original catalogue design, which
wonderfully reflects the spirit of the exhibition. Thanks to Daphna Raz
for the complex editing and to Michal Sapir for the English translation.
Additional thanks are extended to Tel Aviv University President Professor
Joseph Klafter, and to Mr. Motti Cohen, the university's CEO, for their
support for the gallery; to Prof. Hannah Naveh, Dean of the Faculty of the
Arts, for her initiative and help in presenting the exhibition; to Protech for
installing the exhibition; and finally to Yossi Ambar, the building manager,
and Sarah Keller, the gallery secretary.
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knowledge, to find alternative ways to take part in the cultural enterprise
- suggestions that arise from the unstable ground of being in the world,
of inhabiting it; suggestions that do not only see resistance and criticism
but also an actualization of possibilities and a realization of potential,
suggestions that instigate a historical shift from art that reflects reality
to art that produces reality (and see Irit Rogoff's studies and curatorial
projects).

Reestablishing the space of knowledge production within and out of
the tension between the aesthetic and the political or between art and
life has been bound up with the demand for equality whilst restoring the
common space — “the distribution of the sensible", in the terms coined by
Jacques Ranciere, who calls for an equal inclusion in society’s knowledge
community. Questioning the positions of authority of those who possess
knowledge and the way knowledge is transmitted in conventional
teaching and learning methods has exposed the power relations that
underpin the institutions of knowledge — but simultaneously also enlisted
the tools of pedagogy for promoting a more equal community. Such a
community draws on the origins of theatre as a place for assembling
and for the aesthetic-sensible construction of a community, since in the
act of viewing the community is present to itself, gains awareness of its
social situation (Bertolt Brecht), reinvigorates itself (Antonin Artaud), and
at the same time acquires performative capabilities for collective action.
The teacher, like the artist, acts as a performer or a storyteller, while the
student-viewer responds as an active translator, who appropriates the
event and makes it his own. Teaching-learning as creating-viewing is an
active, equal and emancipating act.

To alarge extent, the attempt to reshape society through interventions
in the cultural sphere harks back to the displacement of the political to
the more autonomous fields of art and higher education in the moves
led by European avant-garde movements (such as Situationism) following
the failure of the May 1968 students’ uprising. In that case, it was the
recognition of the impossibility of political change that pushed social
engagement and the revolutionary-ethical drive to the territory of artistic
creation, to the subversive text, to écriture: only in art, which radically
guards its autonomy, can the revolutionary idea be preserved; only within
its borders will it be possible to achieve the freedom expected from a
total revolution. It is the aesthetic freedom of the artist, the writer or the
intellectual, who is free of any external constraint, that constitutes the
creative effort as political action. Creation enables action - albeit action
on the symbolic plane, which protects the actor from the compromises
involved in direct engagement.

As mentioned earlier, however, this withdrawal to the cultural sphere
has led to a return to the social reality and to combining the two in
engaged and collaborative art. The idea of the museum, the gallery and
the academy as sites of contemplation, reflection and edification, away
from the constant demand for proven results in the world, has become
a desirable principle that can be projected onto other areas, which will
also become focal points of the possible, capsules of being in the world,
projects that do not only respond to reality but create it.

The coexistence of the academy and the gallery at Tel Aviv University
enables simultaneous activity in the two spheres, creating encounters
and collaborations while examining the connections between them.
Knowledge bases, practices of teaching and learning and methods
of archival classification therefore form the basis for a considerable
part of the works in the current exhibition-event, alongside texts and
historical events. Naturally, these find their expression in performances,
dramatizations, staged scenarios, reenactments of tableaux vivants and
interactivity — collaborative and processual practices, which at the same
time can be captured in an object. Similarly to Postproduction artists,
as Nicolas Bourriaud defined them, in many ways what we see here is
a reactivation of visual sources and knowledge bases, which serve not
only for decoding, but also for creating alternative narratives and new
possibilities.

First and foremost | would like to thank the exhibition’s curator, Hadas
Kedar, forthe unique and authentic curatorial endeavor and for the efforts
she put into realizing this wide-ranging and complex project. My hearfelt
thanks go to all the participating artists and all the scholars and creators
who collaborated with them. | would also like to thank Prof. Freddie
Rokem, Ira Avneri and Moshe Perlstein from the university’s Theater
Arts Department, and the group of MA students in the "Theatre and
Performance Research Laboratory" program, founded with the support
of the Humanities Fund established by The Planning and Budgeting
Committee of the Council for Higher Education in Israel (VATAT) and Yad
Hanadiv. Thanks are due to the musicians Shira Yasur and Itay Yasur; to the
architect and researcher Zvi Elhyani and IAA (Israel Architecture Archive);
to the architect Dr. Arie Nesher, Professional Director of the Porter School
of Environmental Studies; to Shlomit Lipschitz, head of "The Israeli Center
for Yardbirds" and a graduate student at Tel Aviv University’s Porter School
for Environmental Studies; to Michael Granik and the Green Environment
Community on the campus ("The Ecological Dreamers"), the Ecological
Garden; to Gad Haran and the members of "The Social Coalition"; and to
Liya Kohavi, the exhibition design consultant.
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Foreword
Irit Tal

A recurring tendency in contemporary art, seeking to reinvigorate art
by connecting with life, has recently undergone an ethical turn. Artistic
opennesstosocialand educational endeavors hasalways broughtachange
in the modes of resistance and gestures of refusal or ‘anti’, as stances of
total opposition, rejecting any collaboration with art institutions, have
been replaced by new lines of action. Recently, however, we have seen in
the contemporary work of artists and collectives, in the name of the same
responsibility and social and political engagement, a counter movement
of the pendulum between two opposing positions: the one — more
radical, identified with the curator and theorist Stephen Wright — urges
art to free itself from its power positions in the world and escape from
itself and from its institutions, arguing that only thus can change become
possible; and the other - identified with the art historian and art critic
Tom Holert — seeks to preserve art’s productive friction with reality. Holert
argues that only these contacts — which engender new forms of reflective
distance and proximity and gaps between the two realms — can also give
rise to new forms of social responsibility. A responsibility of this kind is
not understood in the usual senses of religion, morality and law, nor in
terms of ‘for’ or‘against’, but rather as an indeterminate state, as an arena
of transgression, undecidablity, instability and experiment. This is not
the responsibility of urgency or of an immediate response to acute crisis
situations in the world, which endangers art’s autonomy or its status — but
rather a contemplative, reflexive responsibility, which does not abandon
the aesthetic sphere yet at the same time possesses an ethical power and
an ability to change things in the world.

This realm of responsibility established the academy (and other
educational institutions) as a real site of discourse and artistic action.
Privatization and neoliberal capitalism, along with processes of
systematization, homogenization and over-bureaucratization, have
created renewed interest in it as a source of resistance but also of new
possibilities. As an institution designed to produce knowledge and
culture, its social and political conditions as well as its methods and
methodologies are examined not only from an attitude of resistance,
critique or exposure of its underlying apparatuses, but also as a
springboard for action and intervention that suggest a rethinking of its
own institutional and ideological underpinnings. These are suggestions
to theorize new concepts, to use the power of the imagination to produce
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