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Sofia Hultén

Preparations for Uncertain Doom

Single channel video, 7:38 minutes, 2003

Courtesy of the artist, Konrad Fischer Gallery and

VG Bildkunst, Bonn

All points of exit and entry to an apartment were blocked
using materials found inside, such as wax earplugs, a
duvet and sofa cushions. The video ends when the
space is submerged in complete darkness.
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Jordan Wolfson
Perfect Lover

Digital color animation transferred to 16 mm film, 3 min, 2007
Courtesy of the artist and Johann Kénig, Berlin
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Orly Sever

Backbone (detail)

Installation, wooden planks, hinges
150x150x600 cm, 2010
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Sundial

Wood, iron, motor, microcontroller,
light-dependent sensor
1.04x1.5x1.5 meters, 2010
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Jakup Ferri
Two Names
Video, 14:37 min, 2008

Courtesy of the artist and Galerie de Expeditie, Amsterdam
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Deganit Berest

From the series Hello, First Grade! (El suefio de la razén produce monstruos)
Pencils on paper, 80x110 cm, 2007-2010
Courtesy of the artist and Julie M. Gallery, Tel Aviv
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Put Your Foot Down

Video, 14 min, 2006

Courtesy of the artist and IBID PROJECTS, London
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Jordan Wolfson

Con Leche

Video projection, Mac mini, ca. 20 min, 2009
Courtesy of the artist and Johann Kdnig, Berlin
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Sofia Hultén

Points in a Room Condensing

12 photographs, 13.5x18 cm each, 2006

Courtesy of the artist, Konrad Fischer Gallery and VG Bildkunst, Bonn
Beginning with a ball bearing, objects of increasing size are placed
inside one another. Finally, a cupboard contains all of the objects.
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Even as You See Me Now
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William Hunt

Even as You See Me Now

Video, 17 min, 2008

Courtesy of the artist and IBID PROJECTS, London
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Jakup Ferri

Outside the Circle

Video, 1:25 min, 2009

Courtesy of the artist and
Galerie de Expeditie, Amsterdam
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Jakup Ferri

Line Dot Line

Video, 1:30 min, 2009

Courtesy of the artist and
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The Excursions of the Wandering Tinsel
Video installation, 20:00 min

2010
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FOCUS YOUR MIND ON MOVING THE
STONE AWAY FROM YOU USING
THE POWER OF THOUGHT
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Deganit Berest

M4 (After Roman Opalka)

Acrylic on canvas, 175x175 cm

2005

Courtesy of Julie M. Gallery, Tel Aviv
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Immovable Object / Unstoppable Force
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Sofia Hulten

Immovable Object / Unstoppable Force

2-channel video, 28 minutes, 2009

Courtesy of the artist, Konrad Fischer Gallery and VG Bildkunst, Bonn
An attempt to make rocks move, following instructions for performing
telekinesis on large objects.

(51]



LT AL
S AT

EFEEY
i AP Ret







noa7n T
Neverland

2001, 7177 4 XTI
NRT IR

17701, 27 101 M7

Jordan Wolfson
Neverland

Video, 4 min, 2001
Courtesy of the artist and
Johann Konig, Berlin
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(El suefio de la razén produce monstruos)
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Orly Sever Deganit Berest
Backbone Hello, First Grade!

Installation, wooden planks, hinges
150x150x600 cm
2010
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(El suefio de la razén produce monstruos)
Pencils on paper, 80x110 cm, 2007-2010
Courtesy of the artist and Julie M. Gallery, Tel Aviv
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8. Antoine-Chrysostome Quatremeére de Quincy, Considerations morales sur la destination des ouvrages de I'art,
Paris: Arthéme-Fayard, 1989; Paul Valéry, “The Problem with Museums,” in Douglas Cooper (ed.), Degas, Manet,
Morisot, tr. David Paul, London: Routledge and Paul Kegan, 1972.

9. Theodor Adorno, “The Valéry Proust Museum,” in Prisms, tr. Samuel and Sherry Weber, Cambridge, MA: Cambridge
University Press, 1981, 175-177.

10. Marcel Proust, Within a Budding Grove, tr. Charles Kenneth Moncrieff, London: Chatto, 1960, 310-311.

11. In the sense of the tension or the contradiction between two conflicting or interacting forces, elements or
ideas. In Benjamin’s case, between a theological and a Marxist conception of history.

12. Walter Benjamin, “Theses on the Philosophy of History,” in Hannah Arendt (ed.) //luminations, tr. Harry Zorn.
London: Pimlico, 1973.

13. The Hegelian verb Aufheben, usually translated as “to sublate,” is used in the sense of “to raise,” “to hold,” “to
lift up.” The term “sublation” refers here to the necessary process by which something is never left to rest.

14. Jean-Luc Nancy, The Speculative Remark (One of Hegel’s Bons Mots), tr. Celine Surprenant, Stanford: Stanford
University Press, 2001; Jean-Luc Nancy, Hegel, The Restlessness of the Negative, tr. Jason Smith and Steven Miller,
Minneapolis: University of Minnesota Press, 2002.

|n

15. The word plastic is derived from the Greek plassein, which means “to model” and/or “to mold”. As an adjective
it is what is malleable and what has the power to mold.

16. The word “contingent” is used here in relation to what is dependent on or results from a future as yet unknown.
17. Catherine Malabou, L'’Avenir de Hegel, plasticité, temporalité, dialectique, tr. by author, Paris: Vrin, 1996, 29.
18. That is, a view where aesthetics, history and humanity arrive at an end.

19. For the importance of the words “at once,” see Jacques Derrida, “Le temps des adieux: Heidegger (lu par) Hegel
(lu par) Malabou,” Revue Philosophique de la France et de I’Etranger 188, 1998, 6. Translated by author.

20. Jean-Louis Déotte, “Rome, the Archetypal Museum and the Louvre, the Negation of Division,” in Susan M.
Pearce (ed.), Art in Museums, New Research in Museum Studies: An International Series, 5, London and New Jersey:
Athlone Press, 1995, 215-232; for a more comprehensive analysis of the relationship between Benjamin and
Nietzsche, see Jean-Louis Déotte, Le musée, l'origine de I'esthetique, Paris: L'Harmattan, 1993.

21. The concept of “spectral messianicity” is explored in Derrida, Archive Fever: A Freudian Impression, 36.

22. Derrida’s reading of Benjamin’s messianism can be traced back to Jacques Derrida, “Khora,” in Thomas Dutoit
(ed.), On the Name, tr. lan McLeod, Stanford: Stanford University Press, 1995; Jacques Derrida, Spectres of Marx;
Jacques Derrida, “Marx and Sons,” in Michael Sprinker (ed.), Ghostly Demarcations, A Symposium on Jacques
Derrida’s Specters of Marx, tr. G.M. Goshgarian, London: Verso, 1999; and most recently in Jacques Derrida,
“Questions a Jacques Derrida,” in Marc Crépon and Marc de Launay (eds.), La philosophie au risque de la promesse,
Paris: Bayard, 2004.

23. Ernesto Laclau, “The Time is Out of Joint,” Diacritics 25.2, 1995, 90.

24. Derrida, Archive Fever: A Freudian Impression, 74.

25. For an analysis of how Benjamin’s Last Judgement can be repeated ad-infinitum, see lan Balfour, “Reversal,
Quotation (Benjamin’s History),” Modern Language Notes 106, 1991. 622-647.

26. Proust, 311.
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to leave its site, to leave the Gare Saint Lazare and literally go on journeys to Balbec.?® Restless

|”

simply means “unable to be still.” The museum is unable to be still on site. The fact that it is
restless on site and not in relation to or in the direction of other sites is crucial as the site itself
is the emblem of modernity, it defines the museum as the only structure that the Western world
knows to organize itself, its art, its histories, and ideologies. The Musée d’Orsay in Paris epitomizes
this site—it was a site of departures; it is still a site of departures, only now, no one physically
ever departs. In this way, and against Proust who understood time as a stream, a modelled or
modulated duration, the museum offers thrills and uncertainties, states of excitability and
disappointments that never amount to a journey as such. In these busy sites, the museum is
what it does. Its act is that of keeping a promise, of keeping “the door” open, and of repeating
and/or returning the call, “yes, come.” The aim of this double act is to maintain the tremor that
animates it, the deferment or the differentiation that leads the museum to maintain itself as
museum. It is through this act, through this restlessness, that the museum plasticizes history and
that historiography takes place.

Jean-Paul Martinon is a Senior Lecturer at Goldsmiths College, London. He was co-curator of Rear Window
(www.rear-window.org.uk) between 1992 and 1998. He is the author of a number of publications, including On
Futurity (Palgrave Macmillan, 2007). His new book, to be published in 2011, investigates the notion of peace in

the context of the Kigali Genocide Museum, Rwanda.

NOTES

1. This text was originally published in Hugh H. Genoways (ed.), Museum Philosophy for the Twentieth-first Century,
Lanham, MD: AltaMira Press, 2006.

2. Although not directly related to museums, see my book: Jean-Paul Martinon, On Futurity: Malabou, Nancy and
Levinas, London: Palgrave Macmillan, 2007.

3. In the sense of a figured or calculated future.
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being closed around itself. The museum always says to artists and viewers—“yes, come,” there
is (a) future here. In this way, all action performed by the museum is ruled by the promise, a
vacuous promise of an always postponed education. As Ernest Laclau remarked in his review of
Derrida’s Spectres of Marx: “We can do away with the teleological and eschatological dimensions,
we can even do away with all the actual contents of the historical messianisms, but what we
cannot do away with is the ‘promise,” because the latter is inscribed in the structure of all
experience.”?® The museum as the institution safeguarding a heritage for the future is at the
center of this non-eschatological and non-redemptive promise.

This messianic dimension of the museum does not therefore depend on any form of
messianism. It does not know what art is, but it keeps the promise that the museum is the place
where the answer is. And the museum insists that this can happen at any time, to the viewer at
any visit, to the artist on the occasion of a commission, an exhibition or a purchase. In this way,
the museum places itself as the type of institution that allows its existence to be always defined
by the other, its identity always comes from the other, that is, from the future. The way it
recuperates artistic practices (for example, feminist or non-western artistic practices in the 1980s
and 1990s) shows that the museum constitutes itself on the pretence that its reason to be comes
exclusively from the outside, from the other, from that which has not yet been created or entered
into its remit.

The messianicity of the museum is to allow the other to come. The museum’s messianic
power is to withhold the certainty that it will always be able to expose itself to the absolute
surprise, to the radically new. It always wavers between an “it is coming” and a “is it coming?,”
between a call and a response. Contrary to common understanding, the museum is not an archival
institution in the sense of a repository of past events. Because it is engaged in the daily business
of staging performances and catering to an ever-increasing audience, the museum is always
positioning itself within a performative structure, always engaged in its own event. Not unlike
the archive, the museum is always tied to the “question of the future, the question of the future
itself, the question of a response, of a promise and of a responsibility for tomorrow.”** In this
way, the museum maintains its promise not between a teleological opening onto the contingent
(what Benjamin referred to as revolutionary chance) and a messianic cessation of happening (the
eschatological—or theperpetual—Last Judgement25), but between its plasticity and a messianic
structure of happening.

Considering this situation, can the museum still hold a sense of the temporal and of its
role in respect of the future? Without past and without future, the museum can only remain
permanently on edge. It can no longer articulate itself in any other way, but as in a state of
restlessness. This does not mean that the museum or the works it houses are always desperate
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It is a true abyss because it suppresses the absence of abyss that prevents it from drifting into
itself. In this way, the dialectical process ruling the museum still manages to shape a history, to
plasticize itself into the periodization of what has been sublated.

What we are left with, is not the museum as a solid entity, located on a prescribed and
self-defining site, declaiming or holding forth the truthfulness of its long-established values. The
museum is engaged in a performativity of its own; one which can never establish any form of
presence. By being situated at the juncture of endings and openings, by plasticizing itself (molding /
dislocating), the museum is in a permanent “state of conjugation,” always about to be declined,
derived, or inflected. For this reason, the museum is always in a state of dispute and contestation.
The museum is not a monolithical monster that rules like a despot over various constituencies.
The museum is not conservative, but argumentative in the sense that it always seeks to challenge
that which enters the plastic process — that which it first rejects as other (site-specificity in the
1960s, for example) and then welcomes as the same (off-site projects today).

If the idea that the museum is dialectical (plastic) in the sense explored by Nancy and
Malabou is acceptable, then how to qualify its operative mechanisms or its future? Not unlike
for the archive, there is a spectral messianicity at work in the concept of the museum.’! The
museum, following Derrida’s famous interpretation of the archive in his commentary on Yosef
Yerushalmi’s monologue with Freud, is also tied to the very singular experience of the promise.

Until the 19th century, the museum promised to be the keeper of a nation’s heritage
and to educate the masses. This dual character can be found, for example, in the mission statement
of the South Kensington Museum (now the Victoria and Albert Museum in London), which stated
both the necessity to expand the collection constantly (enlarge the nation’s heritage) and the
imperative to keep a policy of low admission charges and late opening hours for the working
classes. As such, the main imperative of the museum was essentially messianic. However, and
this is what marks the change from the time of Walter Benjamin, this power is no longer
redemptive. The education of the masses no longer rescues them from their miserable existences.
Today, the museum offers only experiences and the spectator wants only to be impressed. As
such, the museum has lost the redemptive quality that society endowed it with at its creation.
In a time when time has ceased to represent something fixed and stable, something reliable
pointing in a single direction, the only thing a museum can do is to maintain this promise in a
state of radical indecisiveness. The museum does not promise the perfect world of art or that
one day there will be no more museums. The museum’s promise is a promise without determinate
content. In order to understand this, we may turn to Derrida’s careful rephrasing of Benjamin’s
messianism.?? Derrida’s messianicity without messianism represents the continual commitment
to keep open the relation to the other. This promise is crucial as it prevents any presence from
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of history), but a time necessarily open to the future, to what distances itself from itself, a time
that effectively confuses the future and time.

On this unstable and unidentifiable spacing of temporality, the museum turns dialectical
(plastic) in the way it brings together, isolates and restores works of art within its walls, notin an
attempt to provide a final eschatological18 view of aesthetics, history, or humanity, butin order
to perpetuate and/or dislocate the language that animates it. In other words, its role is not to provide
a teleological ending to these perceptions, but to constantly present and/or challenge the usual
perception of works of art. In this way, the museum does not represent an origin for the work of
art (where it acquired meaning), nor does it represent its death (where the artwork looses its original
meaning, the one established by the artist in the studio or in its original location by the temple or
church). By being located at the juncture of endings and openings, the museum is necessarily
involved in a process that sees the constant deferral of works of art (in or out of the storeroom or
gallery space). In this way, the museum presents itself through the double bind that informs and
justifies its existence — the constant re-hanging of art or the constant advent of something new.
As such, it positions itselfin relation to both the foreseen and the unforeseen, the future as a
predictable entity and the future as radically other, therefore as an instance that can only be
determined in its immediacy. The museum places its treasures right on this process of deferment,
this instantiation of space that brings together, at once, the teleological and the contingent, that
which curators and viewers expect but can never imagine coming.19 This explains why it is never
possible to actually pin down or determine what museums are because they are always at the
center of their own redefinition, presenting themselves only in their estranged momentariness.
The movement of the museum is one that sustains itself through and with the tension it manages
to withhold between its own determination and its annihilation into the universal.

This does not mean that the museum is engaged in a process of eternal rebirth. There
is no reference here to a temporality of suspense or to a configuration pregnant with tensions.?°
The museum can no longer be seen as engaged in a temporality of incompletion, of return, a
cyclic temporality that extends across the ages. Rather, both the museum and the artworks are
engaged in a plastic process, which has no proper destination except the sublation (aufhebung)
that animates it. When thinking of an art object in the museum, one is not thinking of it as
engaged in a reliable process where past informs the future, but on the unstable and unidentifiable
opening that is immanent to the creation and the experience of these artworks. In this way, like
there is no center to structure and no origin to the trace, there is no stable ground for the
museum’s dialectical process. This does not mean that works of art or museums can only exist
in the hell of absolute and infinite relativism. Their plastic character reveals that the abyss they
represent, an abyss where interpretation nosedives at every occasion, can only be a true abyss.
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(narrative) or thematically (image), but in all cases through a methodological approach intended
to establish either truths or uncertainties. In this way and at its most banal semantic level, the
museum is essentially dialectical. Through its series of rigid or flexible frameworks where time
and space are isolated, placed in parenthesis, in other words, “aestheticised” by the curator, the
museum attempts to make sense of the art or the objects it houses. This is also true of the most
avant-garde of museums or public galleries such as, for example, Le Palais de Tokyo in Paris,
where the encounter with the work of art supersedes issues of authorship or display. Whatever
its remit, the museum’s aim is always that of making the logos play or work.

Beyond this basic understanding, the word “dialectical” should be understood here,
following a tradition first inaugurated by Jean-Luc Nancy, as a word that marks or shapes the
difference between openings and endings, a marking that has no proper destination except the
sublation®? (aufhebung) to which it is bound. Nancy’s interpretation of the term inaugurates a
new reading of Hegel, one that understands the dialectical, not as an act intended to resolve a
contradiction logically, but as an act of receptivity that is also a formative process.14 Instead of
a rigid interpretation of the dialectical, Nancy took up the more plastic*® (Hegel’s plastische)
interpretation of the word, one which rescues it from the museum of dead onto-theological
monuments. The word “dialectical” conceived through the Hegelian prism of plasticity is crucial
in the way it disturbs any systematicity, the possibility of teleology itself. The dialectical not only
becomes supple and flexible (plastic arts), but also violent and sudden (plastic explosion). The
dialectical intertwines the contradictory forces of the teleological and the contingent16 in an act
of deferment.

| have used here this revised interpretation of the word “dialectical” not only because
it is at the heart of the museum process, but also because it is inseparable from the future. In
her book, L’Avenir de Hegel, Catherine Malabou takes up this inaugural reading by Nancy and
proposes to reject the usual understanding of Hegel’s conception of time. For Malabou, Hegel
never perceived time as a “now” amidst a series of “nows,” a time in which the future is always
a “future-now.” Malabou sees Hegel’s time as an instance of dialectical differentiation that can
only determine itself momentarily, that is, “now.” In this way, Malabou refuses to reduce Hegel’s
time to a continuum of instants. Because it “is structured by several ‘nows,’ it has the ability to

differentiate itself from itself”!’

Hegel therefore understood time not so much as what appears
here or there, but as what constitutes a state of “separatedness” and negation that never marks
a repetition or a closure. By proposing this interpretation, Malabou’s aim is to reject Heidegger’s
claim that Hegel only understood time in its vulgar sense — that is, as homogeneous and empty.
Hegel’s time becomes not a point or a time that can only pass or be reiterated or recuperated,

but an instantiation of difference. It is, therefore, no longer a time defined by closure (the end
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Derrida understands in another context by, the “non-contemporaneity with itself of the living

”® This is the only thing a museum can truly understand as its future: that which is to

present ...
come; the unstable and unidentifiable unfolding that is immanent to the museum’s creation and
experience.

If the museum abandons its old concept of the future, if it takes into consideration this
unravelling of temporality, then it becomes an occurrence or an event that can never form or
prefigure a closure (the death of museums) or a presence (a stable or an identifiable museum).
The museum is an institution that can only conceive itself as an unstable and unidentifiable form
of exposure (in the sense of both display and revelation). The reason for this is simple: The
museum is an institution that positions itself at the juncture of endings and openings. | use here
the words “openings” and “endings” in order not to confuse them with origins or closures.

On the one hand, the museum is only concerned with the manner in which art or
artifacts are “ended.” As the International Council of Museums made clear, the museum’s remit
is to acquire, conserve, research, communicate, and exhibit, for purposes of study, education,
and enjoyment, material evidence of man and his environment. As such (and on a Foucauldian
note), its main remit is to bring an end to the errancy of works of art.’ Everything ends in the
museum and the museum is therefore an institution of endings. This is what made Antoine
Quatremere de Quincy and Paul Valéry so famously miserable — museums are mausoleumes,
repositories of carcasses of bodies that were once alive, whether attached to a cult or as part
of an artistic process.8

On the other hand, the museum is the place where both the artwork and the viewer
also depart. It is the place where, for the viewer, the imagination is let loose, where the world
is placed between parentheses in order to pursue a voyage into another world — past, present
or future. It is also the place where the artwork acquires the legitimacy that will open it to a
myriad of interpretations to come. The museum is the place of critical and curatorial journeys
and trajectories.9 This is Marcel Proust’s well-known argument — that the museum continues the
work of the artwork and that through the encounter between architecture and art, we find
ourselves, as viewers, curators, or art historians always on an open road where one never knows
where one is going.10

Right there, on this unstable and unidentifiable spacing of temporality, the museum
reveals itself as a dialectical institution. Such a claim should not be seen as referring to the
traditional sense of the word ”dialectical,"ll in the way used, for example, by Walter Benjamin
in his Theses On the Philosophy of History.'? As is well known, the museum is an institution of
the 19th century. Unlike the Cabinet of Curiosities, in which objects were assembled randomly,
the museum follows a dialectical model that sees its collections as either organized chronologically
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or duration. As such, the future was conceived as a temporal category within a predetermined
structure. It was always a future-present, one that depended on a strict temporal and historical
(linear) logic that clearly established what was in the past and what lay (ahead) in the future. The
future was one element within the dominant linguistic mode of time — the narrative. To put it
extremely briefly, it conceived the future as another social or historical time (distant or not) that
situated itself in the present.

As one of the key institutions of the 19th century, the museum was at the center of this
structured definition of time. The traditional temporal ideology of the museum was to situate
itself in relation to both a past, which it preserved, and a future into which it projected the past
it contained. In this way, it turned time into a grand narrative of progress, an inexorable movement
that lead the visitor through a continuous series of galleries. Inside these arcades, art was
segregated into specific and clearly defined movements, orchestrated by a few protagonists. And
within this self-creating chain with clear points of rupture and continuance, the future was the
unquestioned extension of the grand narrative, one that could only be understood as the

continuation of these periodicities and discontinuities. The old teleological process4

could only
lead to projections, predictions, and prophecies.

Today, the museum is forced to think of the future outside of these dusty categories.
Beyond the empirical necessities of financial constraints and issues of maintenance, the museum
must think of a finer kind of future. The only future it can contemplate today is that of the setting
into motion of difference, that which opens itself, that which comes. If the museum is serious
about the presentation of its collection, the preservation of “the past,” its history, then it must
think of the future quite simply, but most definitely as the opening of space itself, what the
”> This is not “the future”

of museumes, this is the museum as it deals with the unravelling of temporality. It is what, inside,

philosopher Jacques Derrida understands by /’a-venir, the “to-come.

but also outside of the museum, in an unidentifiable location, space takes from itself; the way
space distances itself within itself and take place. In other words, it is that which, in the museum,
opens space — the space of the work of art, the space of and for the viewer. This has nothing to
do with the endless expansions of collections or the museum’s ability to open up new galleries,
but rather with the space the museum fosters to maintain its activity, to generate its own
distinctive experience. This has also nothing to do with succession, duration, or extension, and
certainly not with beginnings, middles, and identifiable ends. This has to do with the unfolding
or the exposure that takes place at every instant, at every showing. It is the disjointing of
temporality here or there in the gallery and this, no matter what or to whom it is exposed.
When thinking of the museum in relation to this unfolding of temporality, one is in fact
not thinking of the future (utopian or dystopian) of the museum per se, but of its event, what
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MUSEUMS AND RESTLESSNESS'
Jean-Paul Martinon

If one were to ask the question “What philosophy/mission should museums pursue in
the first half of the 21st century?” then one would call for a prediction, the revelation of a secret
unknown to museums. It is the kind of question that calls for a prescriptive utterance that will
determine or shape their future. This is the underlying philosophy that museums should pursue
in the future. And the future is short. We are only talking here of the first half of the 21st century,
a modest question. The idea of this question raises a number of issues: From which horizon of
expectation does this question arise? Is half a century the maximum length of time a museum’s
mission statement holds currency? How and from where does one make a statement about the
future of museums? Who is entitled to prophesize, predict, or project what will happen to
museums in the future? What conception of the future is needed to make such a prediction?
What does it mean to predict the future of an institution that retains as its main task that of
preserving a heritage for the future?

Considering these issues, the only response that can perhaps be put forward in response
to this question is this — if there is one single “thing” museums should pursue in the first half
of the 21st century, it is to stop acknowledging that they have a future. Museums have no future
and will still have no future in 2060. To address this issue in a satisfactory manner would require
a lengthy analysis that cannot be included in such a short essay.” The only argument that this
essay can put forward is, therefore, this — museums have no future because they can no longer
sustain a historical conception of the future; they can only sustain an (a)historical conception of
restlessness. How to begin thinking in those terms?

My remark that museums have no future is deliberatively provocative. | am not implying
here that museums should be closed or that museums are no longer relevant. | do not imply
either that it is impossible to make predictions or that there are no longer any prophets,
accountants, or cultural commentators capable of making predictions or projections. Practical
decisions have to be made and these are always based on a certain prosopopoeangvision of the
future. On the contrary, when | write that museums have no future, this simply means that
museums are no longer in a situation to assert what they understand by time and that one can
no longer think of the future the way art historians and museum curators formerly thought of
the future in the 19th century.

The 19th century understood time as already interpreted, as a social and historical
phenomenon. It defined the future within the context of notions such as succession, periodicity,
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anxiety. The face-to-face encounter with a person in pain may be initially threatening or off-
putting, yet it eventually provokes our empathy — triggering the urge to intervene and help the
other, an urge born of our concern with our own fate. It constitutes an entrance into the heart
of things, as Bergson describes the experience of duration —an entrance into ourselves and into
others.?® In this work, the acute awareness of time is inextricably tied to the difficulty to breathe,
to the threat posed to life itself. This is the surest future outcome, the one that is always coming
at me, yet which | cannot grasp.*’ This is the event and negative miracle towards which anticipation
is endlessly preparing, yet it also allows for the encounter with the other. As Levinas argues, the
other's mortality awakens my emotions, orientation, and responsibility. Veritable time, he writes,

is the time of proximity — in which the other's time enters and unsettles mine.*®
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Goya's etching The Dream of Reason Produces Monsters (1797-8) is written in pencil at the bottom
of the sheet of paper, in lieu of a signature. Berest's works, however, reveal the double meaning
of this sentence — that is, that rational rules, or reason itself, is the force that produces monstrous
creatures, which in this case are inflated and expand to fill the entire page. The obsessive quest
for knowledge as a means of controlling the world is present in these works as a story, myth or
game. Both of these possibilities, then, are offered simultaneously — just like the two conflicted,
yet inevitably coexistent aspects of our being in the world.

% %k *x

"...we anticipate, perhaps in anguish, what it is reasonable to anticipate, the duration of a
tiresome state of things, but we don't anticipate, we dare not, cannot anticipate the outcome
that desire suggests. Or, if we anticipate it, this is without believing in it, and more truly, we
don't anticipate it if we anticipate it against all reason. Thus, desire gives rise to unjustified
hope, to hope that reason condemns...” (Georges Bataille)**

"The relation with the future, the presence of the future in the present, seems as yet to be
accomplished in the face-to-face with another. The situation of the face-to-face would be the
very accomplishment of time; the encroachment of the present on the future is not the feat
of a subject alone, but the intersubjective relationship” (Emmanuel Levinas)*

In the work Put Your Foot Down (2006) [p. 34], William Hunt enters a car filled with
water. For nine whole minutes, which seem to last an eternity, he sits and sings in the car, breathing
once in a while from an oxygen tank. This work is a performance that also exists as a video work,
offering simple and closeup documentation of the event. Like other works by Hunt, this work too
is based on actions that examine the limits of the performative sphere and of its various bodily,
vocal and material aspects. The artist puts himself in a situation that challenges the body, breath
and voice, and acts within this situation. Yet its extreme character, and the conditions defining
Hunt's arena of action, are also anchored in everyday practices. This tension is among the elements
that trigger an immediate sense of identification and involvement on the part of the viewer, and
enable Hunt to repeatedly reexamine the relations between the performing artist and the audience,
as well as the performance's impact on the viewer's senses and conscious awareness.

| am listening to a catchy melody based on a fixed rhythm and recurrent tune — a
consistent, familiar transmission that enables me to easily take it in. Yet the process of viewing
Hunt's works is never relaxing. To begin with, the challenging conditions, the performer's growing
pain and the recognition that it is a self-inflicted choice trigger a growing fear, a real sense of
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screen), are born of a series of rules based on a playful logic: the number of filled squares of
which each form is composed reflects a certain arithmetic series. One work is based on the
arithmetic series of consecutive numbers that form the basis of the decimal system. The second
work is based on a series in which every number is a consecutive squared number. The third
work is based on the Fibonacci series, in which every number is the sum of the two preceding
numbers (this series also appears in nature, in the growth patterns of plants and fruit and in the
patterns on the skin of reptiles, and its geometric representation is very similar to that of the
golden mean). In addition, each form is situated as close as can be to the other forms without
touching them. At the same time, the essential trait of all these forms is that they multiply and
expand.

In each consecutive work, the number of forms grows smaller, yet this is only because
their volume increases. In the third work, which is based on the Fibonacci series, it seems as if
the process has gone out of control. Mathematical series are based on principles whose evolution
is more easily predicted and anticipated.*° As a mathematical series evolves, we become increasingly
sure of our ability to predict the next step. The enduring observation of Berest's works enables
us to access both the process and the underlying mechanism. It involves two kinds of seeing,
which exist independently alongside one another. The form and the method, or the processes
of observation and counting, appear as opposing forces, even though they exist in the same
temporal and spatial sphere. This dynamic of dizzying vacillation between appearance and
disappearance — the revelation of something that was always already there, fixed in its temporary
state — is reminiscent of the apperception of figure and ground, which always exist as external,
surplus elements in relation to one another, yet which are inextricably related. This apperception
is anchored in the experience of the self in the world. Its present is always oriented forwards,
towards a future stage of attention, towards what "would appear."*! The present of evolution,
or the future of its direction, marks the intersection between the two experiences offered by
Berest's works — that is, the infinite potential of expansion.

As Bergson argues, the deterministic assumption that if we could access every detail of
both past and present we would be able to precisely predict future occurrences is mistaken, since
it ignores our very existence in time, in duration. One may add that such an approach ignores the
fact that our response to an event is part of the event itself. Moreover, it disregards the manner
in which we do not process information, but rather structure and organize it in a way shaped by
our expectations.*? We do so by an incessant search for patterns and regularity, upon which
anticipation is based. As it turns out, when we burden artificial, computerized systems with a
surplus of information, what we will produce is not a precise ability to foresee future developments,
but rather nonexistent correlations — that is, superstitions.*? The sentence in Spanish alluding to
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items are pulled out of their different hiding places — closets, a drying rack — and spread out one
by one before the camera as their status is announced. The work has the aesthetic quality of a
home video — two long shots that are not always steady, accompanied by street sounds.

The observation of every item involves a moment of contemplation, followed by an
announcement that is sometimes hesitant, yet is usually pronounced with equanimity. He is
really thinking about this... It is often infused with a sense of pride, or appears as proof of
belonging or ownership. Does this movement between negation and affirmation, which is also
a movement between new and old, between home and world, change anything about these
objects? Does it mark them with any form of real difference? Or perhaps this difference is
established by the act of classifying, showing and pronouncing? If we examine these objects up
close, will we recognize which ones have been marked by their owner's journey?

The act of classifying distinguishes between what was packed and has traveled and
what was bought in a new place — which is perhaps suffused with a renewed hope of finding a
home, a place of rest. The monotonous repetition of action and speech are disturbed only by
the questions that continue to arise — who is he telling all of this too? Who is he reporting to?
And to what end? In the absence of the ability to endow each action with an obvious purpose,
our gaze wanders away to the walls of the domestic interior, which are covered with pictures,
masks and other decorative objects — in search of a way out, in anticipation of some form of
change or clarification. At times, this anticipation is accompanied by a sense of embarrassment
born of the intimacy embodied in this gesture — which will perhaps actually reveal something
to us. "All of these | brought from home." This sentence suddenly reveals that home is actually
not the place where the artist now is. The various items of clothing taken on the plane are ones
that have accompanied him on his journeys as a nomadic contemporary artist. Yet it is precisely
these objects — ones that have been detached from their context — that have a history, and that
are imbued with memories of home.

%k %k %k

In so far as we are geometricians, then, we reject the unforeseeable. We might accept it,
)39

assuredly, in so far as we are artists" (Henri Bergson

The three works by Deganit Berest presented in this exhibition are part of a series titled
Hello, First Grade! (El suefio de la razdén produce monstruos) (2007-2010) [pp. 33, 52]. In each
work, a carefully delineated grid contains various forms, which are created by filling certain
squares with black pencils. These forms, which resemble skulls, monsters or animals (and whose
modular appearance is reminiscent of the aesthetic of Lego blocks or of images on an old computer
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looks from afar upon a visual image of his homeland, is given expression in Jewish mythology
in the story of Moses on Mt. Nevo. This story embodies the idea of anticipating an impending
event that never comes to transpire. As the Israeli poet Rachel wrote, "Every moment of
anticipation contains some of the grief of Nevo."3* This idea is transposed from mythical time
and space to a contemporary, domestic and quotidian space — as the discussion of anticipation
is related to the local sphere and to existence in it and in relation to it.

The position constructed in this work is that of the witness, yet it takes form in relation
to an eventless event. The accumulation of video cassettes similarly serves as a testimony, yet
is also present as an object and as an installation, and thus marks the unbridgeable gap between
the viewer and between an actual experience of viewing. The video recording is related in our
perception to real time — and for that reason the power of this medium lies precisely in its ability
to examine and manipulate time.3> In this work, the 2000 hours of staring at the image are
presented to us as a continuum — both in terms of the image, which is thematically related to
the idea of persistence, and in terms of the medium itself. Yet just like the map, its witnessing
is a representative sign — divided, measured and structured in space.

Another space to which the motif of anticipation is transported is that of art. Ross' work
alludes to the blank piece of paper that the artist Tom Friedman exhibited as 1000 Hours of
Staring (1992-1997), and which he related, among other things, to the desire to endow a given
object with a history.3® The presence of history is even more pronounced in Ross' work, which
relates to ancient ideas whose archetypal power prolongs their existence in the present. The
exaggerated, unfounded and unbelievable length of this temporal continuum demonstrates the
way in which duration equals endurance —a word that also implies long-lasting suffering. Waiting

"37 underscores the presence of anticipation,

time, that "certain portion of my own duration,
which remains an unrealized, "potential activity," and amplifies its power. The persistent state
of staring triggers an anticipation of a change in the object, yet the potential for change is revealed

to be embedded not in the object itself, but in the process of observation.

* %k %k

"[Time] is not a real process, not an actual succession. It [only] arises from my relation to
things... Within things themselves, the future and the past are in a kind of eternal state... What
is past or future for me is present for the world" (Maurice Merleau-Ponty)32

Another work that is set in a domestic environment is Two Names (2008) by Jakup Ferri
[p. 32]. In this work, the artist is seen displaying all of his clothing, item by item, to the camera.
In the case of each item, he notes whether or not it has traveled with him by airplane. The various
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reduce the gap between art and everyday life, while simultaneously revealing the minimal
conditions required for the definition of an art object. Malul's Sundial touches upon this point —
it underscores the contrived status of the museum space in relation to time, while highlighting
its temporal conditions. Malul's work demonstrates the way in which the actions and diversions
performed by the artist in relation to everyday materials endow objects with the status of
artworks, as well as their dependence as such on the viewer's response and behavior. This state
of dependency is underlined by the new operating mechanism that shapes Malul's work, and by
the human qualities with which the mechanisms are endowed, due to their independence and
ability to respond. Like Gonzdlez-Torres' clocks, this work involves mechanisms whose operation
is put at risk by parameters whose outcome cannot be foreseen.

The movement of Malul's Sundial creates a double form of "anticipation time" — the
viewer experiences it and responds to the sundial, while at the same time the sundial responds
to the viewer's presence. The sundial transports us back to an ancient method for measuring
time, to the distant past of clock time, or cultural time. As it is inserted into a contemporary
context, the obsoleteness of this object acquires a mythical dimension. The ancient sundial's
movement is too slow for us to notice, and thus highlights the gap between internal and external
time, as well as the failure of human perception to grasp time. Yet the new conditions that shape
the object's operation in Malul's work reinstate the presence of the subject as the motivating
force behind the movement of time.

%k %k ok

"If we examine this point more closely, we shall find that consciousness is the light that plays
around the zone of possible actions or potential activity which surrounds the action really
performed by the living being... Where many equally possible actions are indicated without
their being any real action (as in a deliberation that has not come to an end), consciousness
is intense. .. the consciousness of a living being may be defined as an arithmetical difference
between potential and real activity. It measures the interval between representation and

action" (Henri Bergson).33

Batsheva Ross' work 2000 Years of Diaspora (2005-2010) [p. 31] features a video in
which the artist is seen observing a map of the land of Israel on a domestic wall. As she gazes
at the map, she engages in an action often performed as one stares at something — that is, eating
(in this case, breakfast cereal from a bowl). The video is surrounded by an installation composed
of 667 video cassettes — each labeled with the time span they document, which adds up to the
unbelievable total of 2000 hours. The distanced gaze of the person living in the Diaspora, who
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connection, a simultaneous process of isolation and coming together. Familiar patterns are
repeated and reappear as a continuum, yet are punctured by gaps and absences. Who am |
listening to? And what am | listening to — to the words, rhythm or tone?

The title of this work alludes to Félix Gonzalez-Torres' work Untitled (Perfect Lovers)
from 1991, which is composed of two clock dials hanging on a wall one alongside another. The
clocks are initially synchronized, yet since their operation is based on a mechanical apparatus,
the time difference between them gradually grows. "Clock time" or "diary time," according to
Bergson, is spatial, external and simultaneous.?! It is artificial and practical, trapped in equations
and composed of temporal units that do not preserve the presence of the units that preceded
them. By contrast, duration is an internal, subjective, intuitive and private time characterized by
continuity —a model of temporal experience whose vital quality gives rise to creativity. Wolfson's
work presents several temporal and spatial models. One senses in it the vacillation between
external and internal time, which arises from the presence of both diachronicity and simultaneity —
of which one becomes aware precisely due to their points of rupture. The first temporal gap,
between two and seven o'clock, occurs early on. As the counting slows down, the monotonous
human voice seems to grow tired. In one instance, it is interrupted by a cough. These gaps reveal
the "stitches" in the image that call attention to the animation process and to the movement in
and out of focus. These elements all serve to extricate me momentarily from the repetitive
process of counting to the moment of surprise that always exists outside of this process — the
moment of simultaneous confusion and realization — that moment of what is human.

% %k %k

Time abides, and does not flow or change.... If | consider the world itself, there is simply one
indivisible and changeless being.... The past, therefore, is not past, nor the future future. [These
exist] only when a [viewer] is there... to adumbrate a perspective" (Maurice Merleau-Ponty)3?

The kinetic works by Oz Malul featured in this exhibition are ones whose operation is
based on simple mechanical reactions. They include Sundial (2010) [p. 30], which is composed
of a motor-operated reel whose movement changes in relation to the amount of light that hits
it. In the absence of sunlight, the change in the amount of light depends mainly on the physical
presence of viewers. The concepts of internal and external time are somewhat disrupted in this
work, as they are embodied in the single, absurd gesture of placing a sundial inside a museum.
This act initially appears as an adamant negation of the object's functional role — how can a
sundial operate in the absence of sun? Yet this act of negation endows the work with the
possibilities embodied in the readymade — that essential step undertaken by art in order to
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"furnished environment" — an entrance and an exit, blocked and closed areas, a wall and shutters.
It produces access points and lurk lines as well as hiding areas. As such, it contains the characteristics
of all spaces that are created out of a desire to protect, as well as the contradiction essential to
them — the manner in which they always also contain sources of anxiety and warning signs.?’

Sever's work constitutes an obstinate structural presence within a structure. This
presence is alien enough to produce a sense of insecurity, triggering the viewer's curiosity and
seducing him, while being familiar enough to assuage the fears it provokes. As one moves, one

vacillates repeatedly between the possibilities of "I" and "me" — between myself in the present,
experiencing and responding, and the self shaped by the presence of image and matter in
memory.’® The work's structure makes it appear as a space, while giving rise to a temporal
experience. Its presence is immediate, yet one's familiarity with it evolves and crystallizes only
gradually. The structure itself does not change, yet it constantly triggers mechanisms of anticipation
and response, which give rise to imagined transformations. The only thing that is concealed and
exposed in this work is the structure itself, which constantly evolves in time — revealing different
aspects of itself; none of these aspects efface those that preceded it, or their immediate,
unchanging concreteness. More than anything, this work addresses the physical experience of

movement through space, and thus the instinct embedded in duration.

%k %k %k

"In the normal course of events, people are rarely aware that now is the present instant"
(Barbara London)?’

"The waking consciousness, the waking life, is a living-towards, a living that goes from the now
towards the new now (Edmund Husserl)3°

A raven skips from frame to frame, repeatedly reappearing on a branch, on a rock, by
a river. Speaking in a human voice, it counts hours that add up to days. What time is it telling?
Is it counting time or telling it? March 12 —is that a present, past or future moment for me? The
hours one, seven, 12 — are they present, past or future? | recognize the rhythm of the counting.
| can easily settle down into it. It is transmitted to me in an honest, consistent way. Jordan
Wolfson's Perfect Lover (2007) [p. 29] is a digital animation work transposed to 16 mm film. The
film itself thus comes to constitute an additional temporal layer that is circumscribed in advance
as it is gradually consumed, approaching its end. It seems that this is the layer of time closest
to "real time." Like other works by Wolfson, this work builds on the relations between visual
image, language and voice. These are constituted through actions involving separation and
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itself — which is pushed up against the wall using a table. The opening in the floor would not have
existed in the first place if it weren't for the violent use of a pole that breaks through the wood,
followed by the use of a fluffy duvet to stuff the hole, which is then hammered closed once again
with the nail that was originally there.

This work brings to the fore the familiar trap produced by anticipation. On the one
hand, | note the artist's determination and appreciate her "creative" solutions —that is, | succeed
at identifying anticipation as an effective defense mechanism. We can indeed, so it seems, care
for ourselves. Yet the completion of each of these tasks, and especially of the work process as
a whole — the blocking of the window with a pile of furniture pieces, which results in total
darkness — reveals anticipation to be a dead end: one cannot exit a place that has not been
entered. In the absence of an imagined scenario, these preparations appear as independent
actions that have no circumstantial context, focusing on precisely those vulnerable points of

entrance and exit that puncture our "furnished frameworks"?°

— those structures and objects
with which we surround ourselves in order to defend ourselves against the dangers lurking in
the public sphere. In this work, anticipation is clearly presented as a closed circuit — as a subjective,
internal process that involves an endless re-channeling of reality into ourselves, and of the future

into the past and into what is already familiar.

%k %k %k

"Anything that is known behaviorally rather than imagistically is more time-bound, more a
function of duration than what can be grasped as a static whole. Our model of presentness...
has its location in behavior facilitated by certain spaces that bind time more than images"
(Robert Morris)?®

Orly Sever's Backbone (2010) [pp. 28, 53] is a large-scale structure that extends over
several floors and spaces, and acquires different appearances and roles, depending on one's point
of view. The structure is composed of wide wooden planks connected with metal parts, so that
the work is at once flexible and monumental. It is simultaneously suspended in space and situated
within it, while moving and accumulating on the ground. Sever's work confronts the viewer with
an essential form of ambivalence. Although it may be described in many ways, it eludes definition.
It is contained within a structure, yet is also a containing structure. If offers an experience of
observation or transparency, as well as of concealment and blindness. Its pronounced materiality
and large scale exist alongside its malleable character and suspension in space.

This work exists both as a sculpture and as a site — that is, as a "furnished environment"
or as one of its components. It even offers the various possibilities present in a
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what those normal appearances are... [O]thers — now in the role of predator or prey trying to
avoid causing him alarm — will also have to be concerned about normal appearances... [which]
are not normal appearances for them but normal appearances of them for the enemy... They
are forced to become phenomenologists, close students of everyday life, not, of course their
own but what the subject takes to be everyday life. Whereas experience leads him to become
decreasingly aware of what he is taking for granted, experience leads them to become
increasingly aware of what he is taking for granted, and so it can be wise to study him by
studying them" (Erving Goffman)?3

The most concrete appearances of "anticipation time" occur during both the most
quotidian of moments (waiting, boredom) and the most unusual ones (danger, threat). It is easily
identified in cases of repetition and consistency, yet change and uncertainty are its triggers. The
point of departure for the works presented in this exhibition is a series of experiences that are
familiar to the senses and which are often taken for granted, ones born in the course of everyday
contact with the world. These works, however, offer an experience of lingering: the stability of
the moment is disrupted, and the present continues to endure beyond the limits of reason and
understanding. These exceptional moments are always, at the same time, also incidental. The
premonition of various threats and dangers is countered with humorous, playful strategies: extremes
are revealed as an aspect of the everyday, while the everyday is revealed in all of its extremity.

* %k *x

"...our instincts are depressingly pessimistic. Like a grumbling naysayer, nature tends to assume
the worst" (David Huron)?*

"After all, our worst misfortunes never happen, and most miseries lie in anticipation"
(Honoré de Balzac)

In Sofia Hultén's work Preparations for Uncertain Doom (2003) [p. 27], the artist is seen
blocking every opening leading into the house, from the smallest to the largest one, in preparation
for an imagined, impending danger. Objects and an actions, as well as minimal gestures performed
in intimate contexts, are at the basis of all of Hultén's works. Here too, she examines various
possibilities for action and for the effect of different objects in public and private spaces, revealing
both the essential and absurd dimensions of artistic actions that take the form of various tasks.

The numerous openings in the house are blocked using soft domestic objects — bits of
chewing gum are inserted into the holes in an electric socket, together with stuffing pulled out
of a pillow and pushed into the holes using a pencil, folded paper notes, and finally the pillow
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about upcoming events. Compared with other senses, the sense of future is the closest biology
comes to magic. It tells us not about how the world is, but how the world will be."!” Huron views
expectation as a sense that tends towards exaggeration — it amplifies perceptions of danger, and
leads us to imagine various future scenarios and thus also to experience a range of sensations
that help us choose between different forms of action. Like Bergson's "duration," Huron's

"expectation" is described as a continuous state of physical and mental attentiveness.®

Huron's model identifies five psychological and emotional states related to expectation.'®
The first is imagination — that is, concretely visualizing a certain result before it has transpired.
We have premonitions of future possibilities, often long before the event takes place. The second
state is tension — preparation for an anticipated event; this activity intensifies as the event
approaches, even while we remain unsure of whether this event may be negative or positive.
The subsequent state, which arises as the initial response following the event, is that of prediction.
In this context, we reward or punish ourselves in accordance with the exactitude of our expectations.
This state is followed by an immediate physical reaction, which plays a defensive role and usually
assumes the worst consequences possible. The process ends with a state of appraisal, which
offers a later, rational and calculated response.

Huron, as mentioned above, sees expectation as a central component of musical
experience.?? He identifies the way in which music employs anticipatory mechanisms to provoke
certain psychological states — for instance, by creating or rupturing anticipation through rhythmic
structures or tonality. Additional scholars have pointed to the use of anticipation in various
cultural products. Mark Currie, for instance, describes the reading of literary narratives as an
experience based on the anticipation of a future event whose existence we are convinced of —
that is, the story's ending. As Currie writes, “...we experience the present as the object of a future
memory, or live the present in a mode of anticipation of the story we will tell about it.”%! Similarly,
Aaron Smuts relates suspense in a cinematic context to the manner in which we relate to future
events, or to a longing for a given future outcome.??> Smuts describes what may initially seem to
be a paradox — that cinematic suspense (in Hitchcock's films, for instance) is created even when
we know the outcome and even upon re-viewing the film. This type of suspense, Smuts argues,
is not born of uncertainty or a lack of information, but rather of a surplus of information, combined
with an inability to act upon it and influence the result.

% %k ¥

"...normal appearances are what the individual has come with time and practice to learn that
he can cope with easefully. As his competencies mature, what he expects of his surround will
become decreasingly available to his conscious mind; less and less will he be able to tell us
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Disaster is related to the sudden rupturing of the temporal continuum, to a deviation from it.*3
During such moments, what vanishes is the particular kind of future embodied in anticipation.
According to the philosopher Emmanuel Levinas, however, what is revealed in such instants is

a new and surprising future, devoid of past or present impressions.'*

%k %k %k

"Let us take the most stable of internal states, the visual perception of a motionless external
object ... The object may remain the same...; nevertheless the vision | now have of it differs
from that which | have just had... My memory is there which conveys something of the past
into the present. My mental state, as it advances on the road of time, is continually swelling
with the duration it accumulates; it goes on increasing [like a snow-ball]... The truth is that we
change without ceasing..." (Henri Bergson)'®

The works featured in this exhibition examine the various possibilities embodied in
duration — such as continuity, succession, circuitousness and simultaneity. They stretch and shrink
duration, expanding and condensing it. They are often born of continuums and repetitions, while
opening up onto the abyss of absence. They perform actions related to counting and examine
their failure. They explore various processes and missions, and reveal them to be unfounded.
They contain carefully constructed, awkward or absurd mechanisms that generate relationships
and shape the influences and responses that arise in the gap between work and viewer. The
featured works operate within this gap, constantly filling and emptying it out. "Anticipation time"
is thus present in this exhibition as an element that underlies the duration of the viewer's

experience, while also expanding its limits.

%k %k %k

In his book on the role of expectation in musical experience, David Huron attempts to
offer a more precise definition of this concept and to break it down into its individual components.*®
Huron sees expectation (with anticipation defined as a related psychological state) as the
experience underlying the human perception of time and as a response to the manner in which
the world is organized and to the principles that structure it. Expectation is a mechanism that
has both biological and psychological dimensions; it combines emotion with behavioral motivations
that have an evolutionary history, and which are shaped in a cultural environment of concrete
learning experiences. Moreover, Huron defines expectation as "an additional sense: a sense of
the future." As he writes, "In the same way that the sense of vision provides the mind with
information about the world of light energy, the sense of future provides the mind with information

[79]



to the private sphere, and establishes it as a personal and subjective term that transforms the
experience, and the subsequent reaction to it, into a series of individual and unique choices.

Throughout the history of art and philosophy, this temporal category was given different
names and endowed with different meanings in a range of philosophical, biological, mechanical,
psychological, cultural and social contexts. The term "specious present," which was coined by
the philosopher E.R. Clay and developed by the philosopher William James in the late 19th
century, is one of the central terms relevant to an understanding of "anticipation time," since it
attempts to define the complexity of human perception in the present moment.? This term is
based on an understanding that although in reality the present does not last for more than a
single moment, our perception of it is composed of a short continuum of moments that are
perceived as a synthetic whole — while in fact including past, present and future. "The practically
cognized present," James wrote, "is no knife-edge, but a saddle-back, with a certain breadth of
its own on which we sit perched, and from which we look in two directions into time."4 Many
thinkers opposed the idea of a "specious present," to the point of defining it as a "myth" (how
then can we explain a duration longer than that of the "specious present"? How does one
transition from a continuum of ideas to the idea of a continuum? How to explain the strange
assumption that our present contains a future that has yet to transpire?).> Most of the term's

opponents, however, chose to abandon it and give the same phenomenon new names —

nmn nmn

"perceptual present," "sensory present," "psychological present" or "conscious present"® — all
of which refer to subjective experiences of time that combine different temporal categories
within a single synthetic unit.

The illusory nature of the present is also embodied in the idea of "eternal return," which
has become one of the central concepts used to describe postmodern time. According to this
concept, only the future and past exist — as identical yet unrelated temporal units. The absence
of a present, and of a beginning or end, is described as an eternal return continuously oriented
towards what has yet to come.” Mark Taylor, who identifies this type of time with art and in art,
quotes the following statement by Blanchot: "In the absence of a past that was never present,
the dream of presence returns eternally to create the nightmare of a future that never arrives."®

Georges Bataille perceived this form of anticipation negatively, as one that prevents us
from living in the present, and awaited the chaotic, violent, ecstatic moment in which we would
be able to free ourselves from our enslavement to anticipation.® By contrast, many thinkers have
elaborated on the possibilities offered by the gap that gives rise to anticipation — for instance,
the ability to prepare and protect oneself from dangers,!° to create language®! or to foster
empathy and trust.!? It is also worth thinking of the moments that do not involve anticipation —

moments of crisis and catastrophe in the course of which the structure of time is destabilized.
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Anticipation Time

Leah Abir

What is the meaning of art, architecture, music, painting or poetry if not the anticipation of
a suspended, wonder-struck moment, a miraculous moment?" (Georges Bataille)®

"Anticipation Time" defines the time between the end of an object's movement and
its human perception. This temporal gap, which precedes the "response time," is filled with
sensory experience and awareness that anticipate movement, behavior and interpretation. This
exhibition examines the concrete biological, physical, psychological and social aspects of
"anticipation time" as well as the conceptual and poetic potential of the terms — "time" and
"anticipation."

The works included in the exhibition are displayed in a museum space, whose rules and
conventions the viewer is required to respect. Yet these very same rules and conventions are
ones that the artist is expected to repeatedly break or ignore — transgressing limits and disrupting
the existing order. The museum space is one of detachment, withdrawal, contrivance and
suspension. As such, it enables one to pay attention to duration as a subjective, fluid and changing
concept, which is at times defined precisely by what extends beyond it.?

* %k %k

"Anticipation time" is a synthesis of past and future, which are condensed together into
an enduring present. Based on past assumptions and a desire to foresee what is about to take
place, it marks the crystallization of expectations. "Anticipation time" is always constituted in
relation to an event or change. This is a phenomenological moment, a fundamental component
of human perception, which is revealed and realized both in various details and in their coming
together. It may be thought of as a constantly present element, while one may also attempt to
identify its uniqueness — to isolate it from the temporal continuum and to analyze its functioning.
It may be defined as the embodiment of the future in the present, or as a reduction of the future
to terms pertaining to the present, or as a moment that is largely based on past experiences.
Even if the temporal structure of the term remains unresolved (or exists in a state of multiplicity
that does not enable it to be defined), one may argue that “anticipation time” is generally based
on what is familiar and known, while being oriented towards the strange and unknown. The
recourse to the familiar —that is, to experience — transports "anticipation time" from the collective
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Foreword

Generally speaking, | have no patience. When I'm waiting for something to happen | expect it
to happen right away, just as | anticipated it would. Yet with the help of artworks, and in the
course of observing them, | attempt to alter my conventional way of doing things, and to allow
the work the time necessary to surprise, move or transport me. This is the reason | work in the
museum world — because it enables me to access other realms, and additional layers of meaning,

in spite of my self — of that self that demands immediate satisfaction.

The decision to examine, study and display precisely what is most trivial, and the attempt to
distill that moment in time in which "anticipation time" takes place, is a brave and challenging
curatorial decision. This is not a "hot" or fashionable subject, nor is this a thematic exhibition
for which artists were commissioned to prepare specific works. Yet this subject has been part
of the artistic, cultural and philosophical discourse since the dawn of civilization, and is a
fundamental part of our lives. Its examination is thus at once called for and highly intriguing.

Each of the works featured in this exhibition attempts, in its unique way, to present the absurdity
inherent to "anticipation time." The contemporary viewer, who has already seen it all, faces art
with a stopwatch and a limited amount of patience, expecting to be surprised even though he
thinks he knows exactly what is about to take place. The works in this exhibition bespeak an
awareness of the complex nature of spectatorship, and approach it with strategies that include
humor, the use of sound, repetitiveness and an intentional fostering of discomfort. They attempt
to provide the viewer both with a longed-for catharsis, and with an experience that exceeds it.

| would like to thank both the participating artists and the curator, Leah Abir, who assembled the
works into a conceptually compelling exhibition. Special thanks to Orit Bulgaru, the assistant to
the curator, for researching and collecting the related materials; to Galia Fischer, the director of
development and international relations, for successfully engaging numerous sponsors for this
project; and to Na'ama Henkin, the exhibition's producer, who made it all happen. Many thanks
to all the other members of the Museum staff, who managed to meet the time constraints and
other challenges we faced and to exceed all expectations.

Milana Gitzin-Adiram
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