WINDSHOP

An array of 16 fans chained to one another form a curtain across the

entire width and height of the room. The fans propel air towards the outside,
their engines and chains making considerable noise. The curtain is installed
at some distance fromthe entrance, forming a narrow space in which the

viewer can stand amid the air stream, between the fans and the front window.

The entrance door is open; those who do not enter the space but just pass
through the courtyard in front of it can feel the gust emanating from it.

The room, normally Oicherman'’s studio, is empty - containing only a large
desk and behind it, at times, the artist himself. Contrasted with the emptied
studio, the narrow delimited space becomes full by virtue of its dimensions,
the noise and incessant airflow. The installation has a minimalist visual
presence and a multi-dimensional, multi-sensual impact.

Normally this installation would constitute a barrier, blocking the space,
pushing the viewer out. However, in the weather conditions of the Israeli
summer, it might also be thought of as a friendly gesture towards the viewer,
a potential rest stop that allows momentary physical and mental pause from
the blazing sun.

The use of fans has several interesting precedents such as Ventilator
(1997) by Olafur Eliasson, or the stage design that Bruce Nauman created

in 1970 for the show Tread of the choreographer Merce Cunningham.

In these instances, as in Oicherman's installation, the use of fans
introduces a sculptural element which is also a sensory, physical catalyst
that facilitates the embodied experience of the exhibition or performance
space. A radical example of this mode of operation can be identified in the
total installation work of Gregor Schneider siiBer duft (2008), exhibited at
La Maison Rouge, Paris, where the viewer passed from space to space
while experiencing a multisensory environment founded on manipulations
of space, lighting, temperature, smell, and most of all, uncertainty about
the next moment or space.
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Noa Gur explores the conditioning of visibility, and the limits of recognition

in their civil context and in the art world. In her recent works she examines

the places where these limits are formulated as a restricted delimited territory,
through acts of preference, concealment or censorship. Gur addresses
situations that link together recognition and legitimacy in different artistic,
political and cultural contexts.

In the video work Art Dubai, Gur's Berlin gallerist recounts an anecdote that
he experienced at the art fair. The fair's directors interfered with one of the
exhibits, a globe-shaped sculpture, and asked to make changes to the

world map it displays. The demand followed a nocturnal visit to the fair.

At that moment, when the lights are turned off and visibility is ostensibly
limited, the conditions and restrictions, which will later affect the daylight
visibility are shaped. This real life situation serves Gur as a metaphor for
decisions that are made behind closed doors and address the bare museal
platform. These decisions determine which art is worthy of display or even to
be defined as such. The artist wishes to draw a comparison between them and
the decisions concerning the legitimacy of a national entity or the legitimacy
of the connection between a citizen and a territory. This link is also found in
her other works, like the video Post-Modernist Decoration, which addresses
the museum management's interference in a work exhibited in the 1980s at
the Tel Aviv Museum.

The sculptural work made of loose black fabric wrapped over and over around
a pole similarly examines the limits of visibility, the aspiration for recognition
and influence of previous cultural impression. The object has the dimensions
of a sitting, completely wrapped crouching body, devoid of a face under dozens
layers of veil-like material, oscillating between total concealment and total
exposure. Through this work Noa Gur asks questions concerning the attempt
to itemize identity into objective biometric details, while ignoring cultural
codes that influence our field of vision.
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Therefore, the power was off and he saw the globe staﬁdihg still,




The series Oh Kinneret engages with the Sea of Galilee as an image and a
secular national place - like an earthly Jerusalem of sorts, underscoring the
emotional costs of fulfilling the Zionist vision in the early twentieth century.

The northern lake has a myriad of representations in Israeli culture,
literature and art. The poet Rachel, who is perhaps the figure identified

most with the connection, emotion and separation from it, has a distinct
place in its archetypical image. The less familiar context is the story of the
Yemenite people of the Kinneret, who were called to immigrate to the Land
of Israel by the emissaries of the Jewish settlement and help the Zionist
enterprise as a cheap labor force and a substitute for local labor. Like Rachel,
they too were exiled from it under grim circumstances. Their language and
verbalization which differed from the "matter of fact” spirit of the leaders of
the Jewish settlement underscored the cultural differences and disparity.
Their frustration with the attitude towards their concerns, needs and difficult
reality of discrimination is expressed in letters they had written to leaders of
the Jewish settlement until their lamentable departure from the Kinneret.

The body of works addresses the Sea of Galilee as an emotional place, a
geography populated by dreams, memories, ambitions, frustration and anger.
The poetics of Rachel, addresses the physical place as well as an emotional
place and a state of mind, while the expressions and depictions by the
Yemenites of the Kinneret carry a different baggage and language.

The work addresses the place and body through embroidery, painting and
sculpture - the series of works on linen are embroidered with a gold thread
and stained by industrial gold paint; the phallic and seductive fountain that
looks as though it was found on local archeological excavations spouts olive
oil. The meticulousness of the embroidery and perspiration of the oil are
associated with the body, repetition and nostalgia.
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Detail no. 1 from the Innocence Museum of Displaced Monuments: Luxor Obelisk

On July 6, 2014, the National Maritime Museum in Paris closed the exhibition
Le Voyage de L obelisque: Louxor/Paris [1829-1936] (The Voyage of the Obelisk:
Luxor/Paris). With hundreds of documents, letters, artifacts, models and prints,
the exhibition delineated the extraordinary journey of the obelisk, which in

the early 19th century was displaced from the entrance of the Luxor Temple

in Egypt, and moved to Paris, France.

The obelisk, with a golden tip connecting earth and heaven, was built

in the 13th century BC as one in a pair of twin obelisks which stood at the
entrance to the temple of the sun god Amun-Ra until they were presented
as a gift to the French people in 1829. At the end of the grueling journey from
Egypt to France, the obelisk was positioned in a festive ceremony at the
Place de la Concorde in Paris, the very spot where the guillotine once stood
- the symbol of the dark side of the French revolution - in the aim of erasing
its horrible memory. Two hundred thousand people came to watch the
ceremony; a battalion of French soldiers assisted in the erection of the
monument and a band played the aria "The Mystery of Isis” from Mozart's
opera "The Magic Flute.”

The journey—which took seven years and included the demolition of houses
that stood in its path, sickness, long periods of waiting for the tide, storms
and disputes—made it clear that the second obelisk could not be brought

to Paris. It remained orphaned, standing by itself at the gate of the temple,
lamenting the disruption of symmetry, with only the phantom of the missing
obelisk reverberates beside it like a leg severed from the body. Is it doomed to
remain on its own forever? Is it still possible to take the obelisk back from the
Concorde to Egypt? And if so, what would be the meaning of the return home?
Is there even such a thing as a "natural place” for artifacts and structures?
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The exhibition Exception, curated by Rani Lavie, is an archival
installation that revolves around the Exception - contemporary
art scene of Prishtina which was held in 2008 at Kontekst Gallery

in Belgrade and featured contemporary art from Kosovo.

The exhibition was violently closed on the opening night due to

the local police unwillingness to prevent riots of Serbian nationalists
who saw it as a national betrayal.

The zero point of the exhibition is the opening/closing night and the
news reports covering the incident, and from there it expands to the
debates and texts published by culture groups and art organizations
that engaged with the events over the years. The censorship and
premature closing of the exhibition engendered a new type of wealth
that accumulated into a corpus that keeps the canceled 2008 exhibition
alive, and which Exceptional seeks to encapsulate and present -

and by doing so join that corpus itself.

The observation of the historical-artistic event originating in the
Balkans, examines the possibility of a manipulative processing of the

archival items, now recreated as textual-objects, frozen and fragmented.

Thus the historical moment is expropriated from its original geopolitical
context and re-appropriated in favor of a reflection on the scope of
possibilities in the present time and place in Tel Aviv, Israel, 2014; while
discussing the external and internal forces that operate in the art world,
the construction and employment of a myth, and
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19:05 Pocinje uvodni govor. Nakon nekoliko recenica
kustoskinja, akademski umetnik Zoran Calija-Carli,
masudéi kamenom u ruci, prekida govor i vreda orga-
nizatore. Pridruzuje mu se jo$ nekoliko ljudi, medu
njima i gospoda sa dvoje male dece, koju je dovela ,da
pljunu $iptarsku’ umetnost”.

19:15 Organizatori zahtevaju od policije da reaguje na
nasilno prekidanje govora. Policija tvrdi da ne moze
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The images exhibited by Guy Pitchon - a multidisciplinary artist, skater
and tattoo artist - are drawn from the brutal world of Russian prison
tattoos. In prison, tattoos function as a clear internal language: they serve
as the inmate’s ID and attest to his past (which institution he was jailed

in as a boy), the criminal code (thou shalt not snitch), the prisoner’s prison
status (sex slave), the crimes performed on the outside (murder, rape of
minors) or inside the world of the prison (stealing from a thief). The internal,
new and forbidden law of the inmates is far harsher than the broken law
of the outside world. The prisoner must earn his tattoos. Whoever etches
on his body a tattoo that he does not deserve - it is stripped off him, skin
included, and some are forcibly tattooed.

Pitchon deconstructs the symbols, transforms them, adds oriental, pop,
comic elements and constructs a new language, the heterotopic code of
the artist. Anti-soviet symbols become anti-capitalist (the fat fish swallows
the seaq, the free wolf is impaled and blind, the girl is sacrificed as an
offering to consumer culture). The inmates' ink testaments to the loss

of the straight and narrow path become tenuous reports on a loss of a path.

The world of tattoos is a world that has no possibility for correction.

The signs are etched forever - the image dies only with the body.
Pitchon's tattoo technique is binary, and includes only what is and what
is not there, without any grays, without maybes. Pitchon's scarred flesh is
glass, transparent as the walls of the prison that hold the artist, mocking
the attempts to gain control while he plans an escape.
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