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Alina And Jeff Bliumis
D'n1771 N'A111°7X

We are multidisciplinary artists living and working in NYC. We
are both originally from the former Soviet Union.

We often reflect on cur own experiences and develop subjects
dealing with migration, social developments, and cultural
engineering. In our work we often concentrate on "foreignness"
and "otherness" in daily social encounters, from the site-
specific installation "Language Barriers" to a photo journey
"Moscow Diary", inspired by Walter Benjamin's book with the same
title.

Our projects range from video installations to documentary films
to site-specific installations. Selected shows: the 1st and 2nd
Moscow Biennale of Contemporary Art (Russia), Busan Biennale
2006 (South Korea), Assab One (Italy), Castlefield Gallery (UK} .
Our video works have been screened at number of festivals such
as New York Video Festival (USA); Media Art Festival Friesland
(Netherlands); Florida Film Festival (USA): Resfest 10; and
Videomedeja (Serbia).
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Proposal for “MoBY Hosting” exhibition @ Bat Yam Museum of Contemporary Art

Collective / group: Alina and Jeff Bliumis
Project: Casual Conversations in Brooklyn

Artists: Alina Bliumis, Jeff Bliumis

Proposal for action / exhibition (over duration of 3 months):

Casual Conversations in Brooklyn explores and documents the experience of
immigration in America. Alina and Jeff Bliumis take up the issues of assimilation,
alienation, and the diasporic elements of American soclely by focusing on one
community, the third wave of Russian-Jewish immigrants that arrived to the United
States between the 1970s and 1990s. The project is based on a series of public
dislogues, interactions, and conversations staged in the Brighton Beach community
in Brookiyn. By bringing contemporary art out of the gallery and into the community,
we create a kind-of art/fresearch laboratory in the public realm.

Casuval Conversations in Brooklyn consisis of:
Photo documentation of the following public dialog projects: “American Dream”,
“jdentity” and “A Painting for A Family Dinner”

44 Painting For A Family Dinner” For this project, we will put an ad in the local
newspaper “Novoe Ruskoe Slovo” (“New Russlan Word”) offering a painting made by
us In exchange for an invitation to a family dinner. We will document these dinners
with photos.

{Casual Conversations in Brooklyn Is supported by the Six Points Fellowship.)

In addition we would like to discuss an option to do a public dialogue project “Let’s
Drink. Let’s Talk. Free.” during the first week of the exhibition.

Let’s Drink. Let’s Talk. Free.
We would invite visitors to drink with us, talk, share a story, or make a toast. This
event would be videotaped.

Technical requirements: Exhibition space.

We are willing to work wml the curatorial team on the presentation options. Casual
Conversations in Brookiyn could be presented fully or partially.
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Proposal for “MoBY Hosting” exhibition (@ Bat Yam Museum of Contemporary Art
Collective / group: ESCAPE Program

Project: Audio project «Apartment Noise»

Artists: Valeriy Ayzenberg, Konstantin Adjer, Vikentiy Nilin
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Proposal for action / exhibition (over duration of 3 months):
Synopsis

Human beings exist in an environment of constantly changing sounds.

Civilization changes, as well as its epochs and sounds follow.

The noises of ancient and modern cities differ. The audio message of the
rainforest differs from an audio message of the mountains, or the tundra from the sounds
of the desert, the ocean, the morning and night landscapes.

When people get the country side, they get excited of the silence. Butit does not
mean utter silence as on the Moon. Itonly means the different and changing audio
imaginations. For example, instead of automobile horns we hear birds chirping and so on.

When sounds are constantly repeated, they become indiscernible and human
beings stop hearing them. What we do not hear, it does not exist any more for us.

We collect 80 percents of all information with our eyes. As a result: many objects
around us block the rest of our senses, such as touching and hearing. Enormous number
of pictures, faces, visual positions assume our consciousness. This situation blocks our
visual imagination and prevents new free images to break out, At least, they block our
visual imagination.

Most familiar place for us is our apartments. Half of our lives we spend in our homes.
There for by this project we build audio model of an apartment, which includes a dining
room, bed room, kids place, bath room, kitthen. Specific noise and sound exist in those
separated spaces.

Project structure.

Essentially, it is a dark, empty room. There are five stereos and five pairs of speakers in
the room. An audio track from the stereos correlates to the noise and sounds that can be
heard from the kitchen, bedroom, bathroom, etc. The noise and sounds, coming from
each speaker, as someone approaches the speaker. In time, the viewers begin to feel
themselves like inside a living apartment.

Technical requirements:
Equipment (hardware a nd software):

Digital audio players, speakers, photo-electric cells, rosettes, computer program.
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Incas of Emergency

We are a latin american art group formed by Felipe,
Carlos and Pablo.

We started working as Incas of Emergency on the year 2003.
Besides our art work, we have other professions where we borrow
ideas and concepts. We are always trying to make relations and
bridges between different cultural languages; internet, film,
television, videogames, nature, science-fiction, zombies, music,
pot, etc. Sometimes we just try to decode the mechanics of some
cultural system to reelaborate it in another fashion. QOur name
is something like: that, a mispelling from an airport sign.

Rodrigo,

We run away from meaning, we look forward to make things that
broaden discussion and sensibility rather than giving closed
statements about something you can agree with in two seconds.
One of the things we like about working in the art world is that
you can do anything and people will start to think what the
artists meant with that. It's really interesting to do some
random things and listen to people's interpretations. It is way
more interesting than trying te fit people's. thoughts in the
predigested meaning that some works have. The idea is not to
acknowledge some messages but to take the messages away. It is
not our duty eor our desire to enlighten the people with our
work, it's stuff packed with ideas. That is sometimes a political
statement, in a world where works of art are seen as subtle
scents from superior minds, we try to avoid the swamps of
grandiloguence by talking openly and happily about art and other
things we do.

We work with anything we have at hand. If we have money, we
spend it, but if not, it's not a terrible problem. We don't
advocate a recycling or a neo-povera aesthetic, but sometimes
it's just the only way to make the things we want to do. It just
doesn't feel necessary for us to have a style or a visual appeal
to be an artist.

By the way, this is not a manifesto. Even if it's read like cne
or put together with another texts that are called manifestos,
we think it is more like a text that tries to explain something.
A manifesto (at least we think) appears and tries to break ‘ideas
and conceptions away. text like this, it is another kind of
text, maybe less controversial and more good vibey.
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Proposal for “MoBY Hosting” exhibition @ Bat Yam Museum of Contemporary Art

Collective / group: Incas of Emergency

Project: “Dinosaur’s Melancholy”

Artists: Felipe Zilleruelo, Carlos Acufia, Rodrigo Urivi, Pablo Carrasco

Proposal for action / exhibition (over duration of 3 months):

Our project for “MoBY Hosting” consists in an interactive installation in which the visitors
will be able to grow and modify the work during the exhibition. The different parts of the
work will be mobile, hence, the entire form of the installation may vary several times. Some
of the pieces will be assemblable with each other, and all of them will have wheels or
another way to move easily, without the use of excessive strength, so everybody will be
able to move them.

The pieces will appear as functional objects, such as furniture or inhabitable rooms.

There will be 8 to 12 pieces, each of one will function as an individual sculptural/installation
work. Their dimentions will vary between four and 20 cubic meters.

The ideal way to build these pieces is by using warehouse or disposed material from the
museum. That way, we make the work cheaper, and we give it a symbolic value, by re-
using what may be old, or forgotten. We will develop a site-specific project, recycling
material to build a new place.

Four of the installation/sculptural pieces will include televisions, showing videos made by
our group. The videos will show fictional clips that will blend images of Chile with images
that we will shoot in Israel, so the geography, landscape, architecture and inhabitants of
both countries will appear as being together. This will be done by edition, not special
effects.

Technical requirements:

The project requires a relatively medium to large room, yet it can fit in a smaller room. 5x7
meters would be the smaller possibility, 10x10 or 10x15 meters would be ideal.

We can manage to do all the hard work by ourselves, but it would be useful to have some
assistants and an engineer assistant, to help us out with all the technical solutions.

Also. we could use a truck and a merrick, to transport all the materials we can find in the
neighbourhood.

Tools, security clothing and helmets will also be essential.
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Jjazzstylecorner
A-Z
“dialogue as a structure”

A Depending on the situation where jazz-
stylecomer appears it constitutes itself related to
the context.

B: Jazzstylecomner is an association, which enables

and facilitates the communication between an
open, maybe loose network and an audience,
public institutions or project partners.

A: The fluid formation of the group is part of the
working practice. Not being sure about how
many people are part of the group transforms
this, what is contained by the term: “a group
with a name which unites the group members to
a "whole” to something which goes beyond the
terms of group, association or union.

The looseness of the organisation structure
regarding to membership, working space, etc

is intended in order to create a connection
between different contexts in which the group
appears. Different perspective of the partici-
pating singularities towards the group and its
state produce different surfaces and maybe new
configurating working forms,

B: But regardless to the fluidity and fugacious-

ness of the group structure there are fix points
in the relation of the members as singularities.
The majority of the group- members originate
from the same background being attached to the
urban graffiti-writing culture. Another mutual-
ity appears from the nearby residence of the
maost located in Berlin (with exceptions), which
explains a lot of the shared experiences, which
are often necessary to act jointly,

A: Anyway one of the main issues is not to sepa-

rate and more, to invite, Jazzstylecorner tries to
realize a horizontal organisation structure based
on a local connected group of people which is
non- contractual related to each other.

There does not exist an official membership and
so the group depends on the project it works on.
The institutional existence simulated by a name
and an e-mail address is as such not the reality
of our group structure,

“Is it necessary that we realize it in that way
and not in another way?"; “I would like to do
the whole project the other way around”
Remarks and notes like these, regarding to the
group working practice demonstrate the many
components of the than perceptible artwork.

Yes, the artwork itself also consists of some-
times happening meetings in the street. You
talk to someone or someone is preparing a
dinner and so realizing a communication
between the people sharing a meal.

There is continuity in terms of relation and
exchange between the group members exist-
ing, which is necessary to make a developing
process possible.

The project based working practice is anyway
not related to an new- economy- art- practice
unifying single- working- artists for the period
of one project in order to just realize an eco-
nomical profit.

Another consistency in the work of jazz-
stylecorner was the work with the space,
within its inseripted instructions in order to
reflect on the configuration in which the space
exists. There is a given room, which is giving
certain regulations, so if you enter, trespass or
work in the room the method of the act should
be based on the rules pretended by the space.

Rules and regulations lead to codifications.

We as jazzstylecorner want to create spaces
related to the existent space.

2008
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Collective / group: jazzstylecomer

. gro : ARTISTS: Florian Gol
Project: “} %o disi alse” n dmann, Vincent Grunwald,

Anna-Maria Herms, Thomas Ko, Konrad Muhe, Tu
jazzstylecomer ¢ Mguyen, Slafan Reuter
Every host finds his parasite.
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Proposal for action / exhibition (over duration of 3 months):
Our concept is referring to the german adage:
“Wer nichts wird, wird Wirt "
(One, not becoming anyone, will become a host.)
Jazzstylecorner will claim itself as a host. During the time of the exhibition we will make a live- research, working
with the relation of hosts and
guests (parasites). We want get in contact with the hosts to share their guests and take care of them. Therefor we
will be the host, having the lice on our head. (head as the guestroom)
Using the given space of the museum as our open laboratory, were we sleep, eat and be a host. Publishing our
privacy emerges the question: Who is host and who is guest? What is hidden and what is shown?
We will build up the best conditions for the lice, For example the room temperature is at 28 °C to guarantee the
ideal living conditions for the guest. Taking care of the lice in this exaggerated form refers to the palemic
and populist comparisons in media and politics (nowadays and in history) of parasites to social welfare
dependants. These comparisons animalize social minorities to devalue them. One aim is to question this
| approach by irony.
ﬂnemuseumservesasahnaielusand?hemectahor.Momoverwaarathehoﬁdihelim. The association of
artist, artwork or museum being a parasite is intended.
We are not passing the lice to the viewer. Yet there will be a fictive omnipresent presence of the lice because the
louse is hardly visible to the audience.

Background

| The uninvited guest; Hospitality, Hostage

When we use lice as a subject of an artwork we relate our work to the lice being attribute of excluded social
groups not maintaining a certain hygienic standard. Besides that being host of lice not depends on the social
dnsg, the lice as a symbol offers an analogy to different artworks related to the aesthetics of the poor. Often
dealing with social or human problems, such as war, poverty, or just simple living conditions, many artists just use
or reproduce (photographs and film) this aesthetic quality without creating the adequate context. Tha

usage of poverty as an aesthetic quality seemingly produces proximity to the existence of real social inequalities,

artscene-situation than sensitizing the spectator as described in the configuration above,
The lica are present being invisible linking the exhibition-space to an interaction between something excluded, the
lice (wished) and semething firm, the museum (wished).

Technical requirements:
- Budget for food adequate to the local food prices including an extra amount for the food we need for inviting people as
a part of our performance

Sleeping room
- Walls to mark the space where we are hosted
- 10 Beds when possible hired/ borrowed from the retiring room which is then used by us
maybe with camping- mattresses
- 1 DVD- player
1 Beamer
1 Monitor (television)
budget for the material required for the inscription on the wall. (There is a foil to plot out graphics, which later can be
iexactly transferred to the wall available here. Is this foil also available in bat yam?)
- 1 cupboard for depositing our stuff as well as for storing the dishes

Eating room (constructed by us)
two benches for at least over five pecple (maybe an ale bench?)
one big table
building- wood to define the eating space
at least fifteen plates and cutlery, such as knife, spoon, fork and so on.
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Proposal for “MoBY Hosting” exhibition @ Bat Yam Museum of Contemporary
Art

Collective / group: SOCIETE REALISTE
Project: PONZI'S |

Artists: Ferenc Gréf and Jean-Baptiste Naudy

Proposal for exhibition (over duration of 3 months):

For the HOSTING exhibition, we propose to install a PONZI'S office in the
exhibition space. This office would a two-part installation: the first one would
be a voucher/franchise selling desk, the other a training room for potential
franchisee. This display would allow to present the two faces of the project,
the “swindle” anq:,its infrastructure. As an exemple, you will find in the
PONZI'S portfolio a description of the selling desk (Budapest's installation,
p.9) and another one of the training room (Bucharest's installation, p.15).

Next to this environmental installation, we could also present our project
through a lecture.

Technical requirements:
Selling desk:

» a flipchart
 adesk computer
« furniture: typical office chairs and table, neutral style.

Training room:

* @ computer + beamer OR an overhead projector.
« furniture: typical office chairs and table, neutral style.

Besides the printed material (posters + vouchers + franchises) that has to be

re-produced, the other part of the material (marketing kit, sculptural logo) is
already produced.
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This is limbo

This is Limbo collective reunites every once in a while to work
and act in the public field. The collective plans and carries
out site-specific prejects, mostly performances and installation—
Works in urban spaces. The collective is made of artists and
professionals with various specific field of expertise, required
for each action. Some of the members of the collective are
regulars, while others come and go according to the different
projects and concepts.

This is Limbo tries to locate those particular moments that make
up everyday life. Our starting point is to interfere with objects
that are part of this topography and environment: sidewalks,
electricity poles, antennas, buildings etc. By animating those
objects, we enable them to create experiences that can highlight
feelings and emotions among spectators.

The situation that is created between the spectator and the
installation enables for a dialog, based on active observation
and identification., Sometimes an understanding is made possible,
that softens daily responses of indifference, loathing or lack
of hope.

The animating experience summoned by the spectator’s own
experience, reinforces the possibility of a momentary optimism,
in a reality which often seems vacant of any horizon.
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Proposal for "MoBY Hosling" exhibition @ Bat Yam Museum of Contemporary Art

Collective / Group: This installation is submitted by an artists’ collective gathered around the street artist
Know Hope for the purpose of collaborating on various projects of street Art and installations in the
urban environment (www.thisislimbo.com)

Project: Signs of Stress
Artists: Know Hope, Salim Shehade and Oded Tamir

A short description of the idea for an action or an exhibition (over three months of the show):
Rational:

The city is often perceived as an alienated urban environment made of cold, rigid cement and asphalt,
crammed with gray, anenymous buildings. Those gray buildings, however, are populated by living
humans, while the cold cement exposes cracks and fissures through which signs of life exiting on the
other side can be detected. Thus, the Situationists have declared in the late fifties (through a graffiti on
a Paris wall): “Underneath the Cobblestones — the Beach.” The city is the mantle, and the events taking
place in it are the stuff filling it.

The city is also a planned site, designed to serve its residents and to grant them the feeling of living at
home. Despite being cut-off from nature, despite the seemingly architectural uniformity of its buildings,
the dullness of its sidewalks and roads — the city is the home of its dwellers and the place in which their
lives enfoid.

Urban life is made out of situations — isolated instances that one can separate from one another, or
construct a reality with, as if they were all there is. The artist can penetrate the collective reality of a certain
city by creating ‘instances' in the public domain. The Situationists, for instance, used to attach electric
switches to lighting poles in the streets, thus enabling pedestrians to tum on and off the lights and to
influence, if only a little, the lives of other going by.

The city of concrete and asphalt can become an inviting place, when the fact of it being a world of
situations, instances and common human experience, seeps through peeks in the concrete walls. The
artist can veil the city’s humanness by animating’ places or symbols of a functioning city —a

sidewalk, a road, a sireet light, an eleclricity pole, a parked car, ete. This artistic activity, which will spread
out to several locations in the public space, will incorporate local residents into a journey for the discovery
of their own humanity.

The lation

The installation is a series of works which take place in various locations, both outside, on the city
streets and neighberhoods, and inside the museum. This dispersal is aimed in order to reach as many
different audiences within the many contexts these surroundings offer. A course for moving between the
works, not necessarily a linear one, will begin with the museum as its point of departure (see appendix
no. 1)

We have artificially created the “cracks and fissures” in the cobblestone sidewalks, and planted them
with flowers. For this purpose we collaborated with groups from around the city, in order to create a
communal experience of tending and nurturing these 'seasonal’ flowers, a memory of a humane instant
in time.

‘Flower garlands’ have also been planted around the museum, and together with the rest of the
locations make up the advancing course around the main installation inside it.

The installation within the museum space is a visual realization of the process described hereby., It
consists of a sidewalk, cardboard electric poles and cables simulating electric wires which connect the
various posts. A weeping bird is sited on one of these wires, but in fact functions as an irrigation system
for the flower seeds we have planted inside the cracked sidewalk undemeath it. The flawers will grow
and bloom during the duration of the biennale, to create a symbolic, metaphorical simulation of the
actual process (see appendix no. 2)




DA {0 Al
B g

7\ oA /BNO/J

_._'_'_‘_,_,.-"" e
e i g i SN
e O — _— e

0

0
u {!
‘ |
:

0
0
n
!
0

b1 P T e )
» e §)

IS Is Limbo >







A*1iWaY N11sRY DY N3 1IXRI1D L CMIKD Y2357 ND1I¥NA A31¥n/n%1¥5% nvEa

178%x n*a%a :2wphipn ow
_q90%k n*a%ab nswan onosibR nbap By 1107 -IRTYY RTIAW :LPTIIDR OO
,97%p 103 9%aT L bab¥a vy L cppabepo '3 L1727 A¥I) :DYIDRA Dipw

A7 MY ,0poA AW L7BIIL0 BIATL LPDITIA P3°B L,nvpEY P¥C ,n0Ta 71D
.agvn noxa , %3 nagr L%

e mnmmmMmmMm e e et T R R R R R R L R L R LR L L L bt

:{n>13vyna cwiin 3 qea®) niiyn 1R adivsh (1°woa Pw oaxpa ji1Ken

1R 187 MNNRD 2MIDA DYNAN D100 NYYYN -NITR (RYN

W NR2PY MAER NY2P Y 1T NP2 21%I0 2N DR DENN DO2a0 0on v nbhow KT Ny
AVTMIINN AR TP DR MNIY RIARAYD 71033 NUXIA 1712 NV1an 93 1nmR MUnR nnwny
.DI7A0 17T P08 BY MITET AR JORD DY 210P0 MTIY 0 OR Ny =4
Sw Mo TN Anwnvideo conference nr 1IN .NAYY TWIRD TPAN SoNa N/D2NN NY/I0R 93 TURa
n%ap TYNNI MOPY MMV GMY NYRY 1ATAN D) NYIDRD YY 'YK 30703 03 n/nmrY NN NaEn
19 7MDK TN 7D -NUDKA DY TND DMPN RO PANA Prapn NP Nwn in .mouinan
MINND NIYD TN NYYIaN NP NITAR 73 NNR) 771930 1PY APRADA NIOR NT2Y7 W 077980
95 MM9IN MNYynwnn N MINAIA KD DR M6 DD NP RN 10,10 oD nYRTeM
1251 MROWH NN IRYAY RS ANDRD 09 SW 0Spn Mminen YR 012'0Y Na1sn N8 nantn NN
N9 PP A0 NANIN3 N1 NANIRT PR NIDKRA NIND NR AY1IRA NproYoen Nk nino NN
AT AYIPIIW TINMM MNIPA NOINN YA JRIM NOR DIHNNA ATPON MAIWDT NYTID 12N R NP

a3 aze mpt 12-0 :amayn Hw wn TR

:h1*350 hIw?7T
LR, POIMYaa Ahan Y9 mrapn nvwn N ARTHN NRNNA TN :9on

$OMI0 DWENR
p1aX 2

DV.D X2
opn

Pk Ve Al cmmscan ML Ao

Collective / Group: Alfred Gallery
Project: A debate about admitting a new artist to the gallery (a video work)

Artists: Adi Bezalel, Noa Liberman, Margaret Strother, Yael Amit, Dafna Gazit, Dvir Cohen-
Kedar, Efrat Gal, Raafat Hatab, Lana De Lowe, Michal Bendersky, Gideon Smilansky, Sarah
Margues

K po Li* e Vi =
A video which will be divided to two parallel screens, and will present the members of the
gallery debating whether or not to admit an artist to the group, or give him/her a guest
exhibition in the gallery. Every gallery member will be presented separately while presenting
her/his arguments and commenting on a fictitious artist or artist’s portfolio. The name of the
artist or his/her work will not be mentioned, only the debate about them.
The conversation will be held as a kind of video-conference meeting, each artist being shown in
her/his home. In this manner the viewer becomes a guest in each of the artists’ private spaces,
and is Invited to take part, as a silent partner, in the decision-making process. The work will
create a profound debate over a few permanent themes in the Art-world: What defines an artist
as one? What characteristics a work of Art must posses in arder to fit the gallery’s line?

A group’s designation as a working collective within the Art-world preduces the following
related questions: What are the group’s boundaries? When does the group coincide with the
mainstream? When does it become distinguishable and what are the consequences of that?

The work will summon the viewer to the backstage of the Art-world. It will attempt to move
away from the shallow facade in order to expose the spectator to the politics of the local Art-
scene as taste-dictating, direction-setting dynamics.

Our group is well aware of its marginality in those dynamics. This is where the grin of self-irony

of our action emerges.

Estimated time of the work; 12 min. Will be presented as 2 video-Ioop.

I H y
Space: A room in the museum, which will simulate the cubical area of our gallery in Florentine.
Technical Means:
2 video projectors
2 DVD players
Loudspeakers
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Pr | for "MoBY Hesting” exhibition @ Bat Yam m of Contermn

Group Name: Dotan & Perry
Artists’ Names: Lital Dotan & Eyal Perry
Project: Glasshouse

e L L L L R e e L Lttt MM

A short description of the idea for the action or exhibition (for the duration of the exhibition — 3
months):

Glasshouse

The Glasshouse project invites the spectator to enter the artists' private space by walching them
through the Internet, going about their business around their home, on the thin line between Art and
Life, while deconstructing, transforming and re-building the different spaces of the house and their
functions.

Every week, during a fixed time-slot, spectators will be able to accept the artists’ invitation and enter
their virtual home, as if shedding a curtain and making the home ‘transparent’, through Dotan and
Perry's web-site. This move of hosting the spectators makes them interlocutors, voyeurs or spectator
= each according to his / her sentiment and the mental / emotional patterns. The events will be
gathered in a form of a 'Blog’, which will preserve the 'time capsules' during which the intimacy and
privacy of the home and its residents were exposed to the public eye.

The project offered to MoBY:

The space of the museum will reflect the four domestic spaces of the Glasshouse project: a
bathroom, a bed, a living room and a corridor. These will be presented through four (4) projections on
four [different] walls. Every week one of these works will be replaced, in correlation with the activity
taking place in the artists’ home. In this manner the solidity of the pattern behind the concept of
‘Home', and the harmony between its constantly-shifting parts, will be examined. In addition, the
replacement of different works throughout the exhibition shall generate a dynamic axis {stmcmihg]
between the home and the gallery space.

An additional option will include the broadcasting of a 'web-performance’ from the artists' home to the
gallery space, either on a weekly basis (in a set time slot) or as a one-time-only event, an act of
invitation on-line via the Internet.

Another suggestion: integrating a performance piece in the opening night (based on one of the
works from the Glasshouse project).
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Ma’an Association / Etgar Magazine / Video 48

Beit Ha’am - a Workers’ Gallery for Art and Poetry
A venue for Art and professional counseling

Beit Ha'am - a Workers’ Gallery for Art and Poetry project
wishes to transform itself with the aid of the Bat-Yam Museum
from a weekly wirtual gallery posted in ¥YNET, into an actual
space. Beit Ha’am will be an exhibition space, which unites Art
concerned with class-issues and workers’ culture; a professional
union office, which will offer wvisitors worker-aid services,
counseling regarding workers’ rights, and genuine assistance
in matters of employer-employee relations. In addition, the
venue will invite the general public to participate in cultural
events such as peoetry readings* and film screenings of documentaries
and video-arts concerned with social issues.

The virtual Beit Ha’am project is a weekly post in YNET's
homepage (in: http://www.ynet.co.il/home/0,7340,L-4466,00.html).
Every Friday the section publishes a peolitical / social artwork
side by side with a poem which offers commentary to contemporary
reality, here and now.

Beit Ha'am’s actiwvity aims at creating a proletarian
culture in Israel. The Internet gallery gives voice to artwork
and poetry that expresses the need for a fundamental social and
cultural change. We believe in solidarity among workers, and
in the removal of naticnal and religious boundaries between
Jewish and Arab, local and foreign workers.

We wish to view our own part in the museum space in Bat-
Yam much in the same way: a place that offers not only Art that
speaks about social problems, but an Art that is involved in
their resolutioen.

About Ma'an Association

Ma'an - an association dedicated for the assistance of workers,
is an independent trade-union initiative.

Ma'an aspires to create a culture of labor unionism organization
and workers' solidarity. Hundreds of thousands of workers in
Israel deprived of their rights, workers of manpower companies,
menial workers, freelance workers and workers employed on personal
contract basis will all find a reliable shelter in Ma'an, where
support, counseling and unionist protection are offered to all.
Ma'an 1s an open, democratic association uniting workers with
no regard to nationality, religion, gender or ideoclogy. Ma'an
was founded in the late 1990's with the purpose of refilling
the empty space left behind by the Histadrut Labor Federation,
and to be the address for the plight.of unorganized workers.
Hundreds of Jewish and Arab workers have already joined Ma'an
and with its aid found professional union-assistance and legitimate
jobs with all the legal benefits promised by law.

Relevant links

Beit Ha'am - http://www.ynet.co.il/home/0,7340,L-4466,00.html

Bread and Roses (Lthem veShoshanim) -http://www.etgar.info/he/article

73Ma'an Association —http://www.workersadvicecenter.org/Hebrew/index2.html

Etgar Magazine - http://www.etgar.info/

Aduma, an anthelogy for class-poetry - http://www.etgar.info/he/aduma

* Reading nights will be dedicated to texts such as Red an Anthology

for Class poetry (published by Etgar publishers), Ma’ayan magazine and

Hakivun Mizrawvh. -
1d
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Collective | Group: Ma’‘an Association / Etgar Magazine /Video 48
Project: Beit Ha’am - a Workers'’ Gallery for Art and Poetry
Artists: Hannan Abu Hussain, Chen Oshri, Moshe Ash, Durar Bacri, Yonatan Ben

Efrat, Danni Ben Simechon, , Erez Wagner, Video 48, Shiri Wilk, Dan
Selizer, Tardi, Ahmed Canan, Shiomit Leibovits, Liat Harel Shwartz, Bothina Malcham, Nir
Mader, Vered Nisim, Pini Ezra, Raanan Spiro, Shimon Tzabar, Ran Keidar, Ayelet
Kestler, Dafna Kaplan, Goni Riskin, Hadas Reshef, Noa Gross, Ibraim Hijazi, Belu-Simion Fainaru

A short description of the idea for an action or an exhibition (over three months of the
show):

Bait Ha'am - a Workers’ Gallery for Art and Poetry project wishes to transform itself
with the aid of the Bat-Yam Museum from a weekly virtual gallery posted in YNET, into
an actual space. Beit Ha’am will be an exhibition space, which unites Art concerned
with class-issues and workers’ culture; a professional union office, which will offer
visitors worker-aid services, counseling regarding workers’ rights, and substantial
assistance in matters of employer-employee relations. In addition, the venue will
invite the general public to participate in cultural events such as poetry readings’ and
film screenings of documentaries and video-art concerned with social issues.

The look of the exhibition space
The exhibition space will be constructed of three walls, its main opening being its
‘missing’ wall. A red carpet will cover the fioor from wall to wall. A table with three
chairs will be placed in the center of the room. This is where weekly meetings with
visitors seeking professional union aid will take place. A DVD player and a medium
size television (for intimate screening conditions) will present a collection of films
with contemporary themes, each no longer than twenty minutes long.

Artworks either made especially for the exhibition or collected for it will be showed on
the walls of the room.

Technical Requirements
A three walled space. The main entrance should be the

"missing” wall, similar to most other spaces in the exhibition. A red carpet will cover
the floor from wall to wall. In the center a table with three chairs will be placed. A
medium size television set and DVD player for intimate viewing conditions.

* Reading nights will be dedicated to texts such as Red ~ an Anthology for
Class poetry (published by Etgar publishers), Ma’‘ayan magazine and Hakivun
Mizravh.
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Public Movement
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Public Movement is concerned with the inherent aesthetic and
political possibilities of a group of people acting together.
The movement studies and produces public chorecgraphies, forms
and simulations of social order, overt and covert rituals in
the public sphere.

Some of the movement's activities past and present include:

= Public attendances

~ Fictional acts of hostility

# New folk dances

B Parades

= Synchronized movements

= Spectacles

- Reinvention and reconstruction of moments from the lives
of individuals, the People, the State, Humanity, and the
Animal Kingdom

Public Movement was founded in November 2006 by Dana Yahalomi
and Omer Kriger, and has since claimed responsibility over the
following actions:

- Accident (2006)

- Ceremony (2007}

= The Israel Museum (2007)

- Also Thus! (Acco, 2007)

- Rally (Rabin Square, Tel-Aviv 2007)

s Operation Liberating Holon (2007)

= The Reenactment of the Mt. Herzl Terrorist Attack (upcoming)
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Collective / Group: Public Movemeni

Project: the Public Movement House

Artists:

Movement leaders: Omer Krieger and Dana Yahalomi

Movement members: Karmit Burian, Rachel Hagigi, Ma'ayan Choresh, Yossi
Taieb, Gali Librayder, Adili Liberman, Saar Szekely, Lusianna Kaplun,
Michael Resman, Merav Elchadef, Rachel Hagigi

A short description of the idea for an action or an exhibition (over three
months of the show):

A documentation room, identity installation, information center - all dedicated
to the actions of Public Movement and its folklore, past and present, in video,
photography, texts and objects. The space will be furnished with a table surrounded
by chairs, to enable the visitors relaxed conditions for reading the different printed
material, a sort of communion with the spirit of the movement, its members and
actions. A ceremony of inauguration will take place during opening night on-site.
During the ceremony, a veil will be removed from the new inscription - Public
Movement House - which will be added to the official sign over the museum
entrance (‘Bat-Yam Museum for Contemporary Art"). The new inscription will be
executed in the same font and material as the museum's original one.

Inside the gallery:

e A number of official photographs of Public Movement, framed, (see

images enclosed here)

e Anew PR clip (will be shot and edited especially for this exhibition)

e Edited videos documenting past activities by Public Movement (see our
website)

e Texts / pamphlets by Public Movement, printed on newsprint paper (full

sheet size), spread on the wall

e A board for posting new photographs which we'll take during our actions in
Bat-Yam (see below®*)

= Metal flag post for several flags (Public Movement flags)

* Flower pots

* During the time in the Bat-Yam museum the members of PM shall act around the
city and arrange meetings with various local groups. The documentation of these
actions in stills will be presented in the Movement's room in the museum, as well as
in the Movement's web site.

Technical requirements:

Video projector + 2 loudspeakers

Flag post and poles (may be borrowed from the Bat-Yam local municipality)
Ropes for demarcation

A table and chairs
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[..] (my personal) Conclusions [about collaboration]
E Share your work, but do it your own way. You will find
it is woxrth it.

Be prepared to invest time and energy into the process
of sharing.

Be sure to gain a rich experience in return for your
investment.
= Be prepared to stand up for yourself, as there is always
a chance that people will Lry to misuse the work or misrepresent
you as an author. Nevertheless remember that, most likely, ncne
of these will happen. Be certain of the benefits of communicating
your work to a wider audience through opening it up and allowing
for it to be shared.

: Let go. A collaberative project does not belong to you,
even if you are its initiator.
: Collaboration is about diversity.

Collaboration is hard work - take your time, be prepared
for conflict, and allow for 'failure' as well as 'success'.
2 Nothing is new, and your ideas are no different. ..
[l
A selection from Chatzichristodoulou, Maria, Strategies of
Sharing: the Case-study of Deptford.TV. Brunel University, West
London web site: hatp:ffpeople.brunel.ac.ukfbst/volOTGIIhome.h:ml
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Proposal for “MoBY Hosting” exhibition @ Bat Yam Museum of Contemporary Art

Artist: Daniel Yahel
Project: ARTPOKER
Artists: to be announced

A short description of the idea for an action or an exhibition (over three
months of the show):

{RTPOKER |s a Live-Art event, which will include an exhibition of artworks (presented
throughout the duration of performance).

The performance will consist of a group of artists playing Poker. Each artist will bring a
single work of his / her own Art, on which he / she bets in order to enter the game. The

game goes on using professional chips. The winner wins all the works and can collect them
as his own.

ARTPOKER has been played twice already. The idea behind the project is to create a method
with which artists can acquire Artworks, and start their own, possibly profitable, collection.
The game also touches upon issues related to Art and the free-market economy, as well as
to the competitive urge shared by many artists, and their wish to overtake their peers.

The event in its present form has the purpose of going on living through the participation of
as many different artists each time as possible, both in Israel and abroad.

The event responds to the exhibition’s overall theme of group and collective work by
offering a mechanism for inducing cooperation by artists, while setting a framework for
that action. Another attribute of the work correlates to the general 'spirit’ of the show:
t is open to anyone, so both the quality of the game and the exhibition of works
around it constantly and fundamentally changes. One of the most important ideas in
the base of this concept is to gather several artists (usually ten at a time) around the
same table. In its metaphorical sense, this action brings about new contacts, allies and
means of exchanging information between artists through a structured method, and
publicly, while spectators are watching.

The works I put together all share the principle of non-centrality, of which I am a true
believer. When I let other artists cast their content into a situation I set up, I enable
‘hem to produce the best out of themselves, for the benefit of Art and the audience.
lhe conceptual framework of my idea and the way it acts in the world (by not being a
complex production it is highly dynamic and mobile) enable it to spread-out in space,
o improve and become more sophisticated each time it is being performed.

Technical requirements:

A big table

Green tablecloth

Cards Gambling chips
ighting / 5 Internet cameras
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Collective / Group: Group Zera

Project: The Postmodern Choir

Artists: Alex Landsmann, Dekel Goodovitz, Alexander Hasheni, and Shajar Sarrig
Guest Artists: SHAMELESS, WHITECHIEF, Karin Mendelovitz (Tungston Club), Chiki,

Victoria Poligraph and others

A short description of the idea:

Group Zero is a metaphor for the clash between the human strife for personal freedom, the
expression of the original, inimitable personality of the individual (which has evolved into the
very nature of modern Western man}), and the primary, primeval nature of socialization,
communalism and 'togetherness'. Group Zero is a made-up exercise, a trick or a bridge through
which we re-process the almost unbearable tension between the individual being, and the sacia|
one. It is a group to which no one belongs, and therefore anyone can be a member of.

The choir is but a symbol for the group's unified voice. This voice can exist only in a society in
which everyone can identify themselves with a single voice, a single history, a single faith and a {
common story.

In the project offered here by Group Zero, the guest is invited to our headquarters. He / She will find
themselves in somebody else's place, only to find out very quickly that it is his / her own place. It is all of us"
place, as it is a place we can not be in, a place where, for a moment, the transgressive individual finds a group
which he / she no longer transgresses.
The Postmodern Choir :
Another feature of the headquarters is a corner where the group videotapes its subversive
television messages, complete with a flag post and microphones. A sign posted on the wall
nearby will read: "To Join the Postmodern Choir - Come Here". Every guest will be invited to
read the poem out loud, and so to join the choir that the voices of all visitors who recited the
poem will create. The second a guest starts reciting out loud, the sound on the TV sets around
the room will switch to his / her voice, and visual disturbances will distort the image in each
screen. This will cease the moment the recording ends, and the ongoing standard sound of the
televisions will refill the room. Only an echo of the visitor’s voice will linger on in the air, and will
later join other voices by other visitors. This echoing is the endless rolling sound of Group Zero.
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We will invite every guest to leave us an Email address, to which we'll later on send an
invitation. Thus, everyone who participated in the project will be able to listen to The

Posmodern Choir on our website.
The poem we used as the basis for the chorus is:

ix Billion of th I r

Inside 1 am a team,
Inside I am zero.
I'am Group Zero.

I'wanted to hug you all.

I wanted us to cry together, dance, sing, pray, make love.
I'wanted to join all our navels with a single chord

To say L, I, L, like a chorus

To chant with a thousand voices the epopee of the self
To be Narcissus group.

If only for a second.

I'eried “Follow me!™

And ran to the forest so we’d immerse ourselves naked in the
streams leading to the lake.

l'arrived to the forest and only | arrived

I took off my skin, and, embracing it, began sobbing.

I threw my empty shell into the stream leading to the lake.

I wanted a Narcissus team,

I’'m left a Group Zero.

I love the society of masses:
Six billion anthems

Six billion wankers

Six billion tribes

Six billion myths

Six billion Group Zero.

Now [ am nausea.

Now [ am pretension.

Now [ am an acrobat.

Now I am the hangman.

Now [ am quiet, so quiet, then I kill.
Now I'am Group Zero.

Now I'm closing up the door
Building me a luxury condo

and'drink some whisky against the nausea.
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The members of ome from various backgrou
of Art, Audi ri sl ilm and arc

We are collectors and g 2} 1 our interests revolwve
around those things, whi were once useful but whose lore has
faded away, those T gin things, which were cast aside as
technology evolved. We want to conserve th > 2N Jjects,
to re—activate them in an up-to-date er lent 2 to rendex
them a new sense. We are ‘in love’ with I ith the medium
itself; we want to go back to ‘sensin CE itself. A se

21
aware expression of matter signifies f uins the illusion

Ly

makes things difficul Jur work is a process of assembling in
which the spectator s part both as a component an inction.
are interested in creating a central ‘place’ r the viewer
the works, in his/her function, in ti
collect, preserve and document the spect

t to work together, out of each
learn, pay attention and :
is an action of a no-longer
medium which documents the surroundings, stenographs
emits out coded graphic material. It is the first
DAKA Group. We intend to continue creating teogether.
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Proposal for “MoBY Hosting” exhibition @ Bat Yam Museum of Contemporary Art

Collective / Group: DAKA Group
Project: On Record
Artists: Dana Tal, Ehud Segev, Karin Rywkind Segal, Ari Segal.

A short description of the idea for an action or an exhibition (over three months of the
show):

A stenographer sits in the middle of a three-walled, white washed space in front of a table
and a stenography machine. The stenographer types and transcripts the speech of the
audience entering the room: the silence, embracement, whispers - both things she can
hear and things she can’t. The act of transcribing compresses both speech and criticism,
through mechanical means, into an abstract graphic expression.

The audience’s speech creates the work; when there is no audience - the shorthand
typist doesn’t work. We choose to host the spectators, the audience of our work, who in
turn will initiate the work by being present. The work punctuates the impermanence of
hosting, where without a guest there is no work.

Working collectively has led us to think that the language, idea and concept initiate the
work. We decided to clean all other elements and to leave only the documentation of
what has been said, of the essence, of the word. Our work deals with the documentation
of the fleeting moment, with what has been transcribed onto the paper — a medium /
matter which is disappearing in the digital age, encapsulating a yeaming for times long
gone.

We chose to highlight stenography, a profession which is marginal by definition. While
working, the stenographer is the central witness of the performance, of what is taking
place.

The output coming out of the machine will linger on in space exactly as it was created by
the action, and up to the end of the exhibition. We will bind the materials which were
produced each week, or cover one of the walls with it to create a sort of a wall paper.

Technical Requirements:

An empty space, auditions for stenographers, a number of shorthand typists who will
work by shifts according to the museums’ opening hours, a stenography machine, a
table, a chair, a translation of the transcripts.

A video documentation of the performance.




. 0'NNaN @YY 1IN CRAR LDYIAK - 2°aX Pn 01773 100 1A nR ophIn R

N2A"PNa . 2000 MW TRD ,N1IPY TR MDY NPERLLLY IR NRMRa DN a2Tpn r"?l‘:: *
nA D'IwR PR ,ANRPA TRA 7¥I3PA 253 DAY NVHINY 11°YT Sw The Te’-Av 4 Grou

1MME3 10 n npn
© ninnn 8%y oyavn 0°9%13 onnr I0IN2 OYOMEPR D0 LNOINY bw minw n': 'Jx nl' N

pBOD X TANKD ,7°ROD 119RM NPWIIR TEPRIVIK NP 8791270 ,MNINDY DOAnn
PR RT3 13 8722130 ,7%3%3 5Inwy nhan pen bw oointw Yinta ,rhYon tvaon
L1102 12°27BYR pI0TI% pRRDY 92ya orsIntw navexh nomawnra mayTin
3w MY3p3 % Dramwn o IRt ,A%iap 229y w3 7Y AR3 NPLINTER NATNG

,D“E-‘U“l:'-‘lﬂ(‘l 277107 B0 MMIPRR OIRIPI L0REY MIMON 103100 DNY100ha

¥ ANAR ANDAAY ,NTDINY 5975031 ambha3 axapa Mmay nyawan bv pay ornam
I

73077 13M3°I0n DR DRLan ®1 070930 0*2°¥85 110113y . ANTA0R2 40 7373
2IWRY PNPRT 19IR Aapana abnwab 117071 TINR 070 1K 031 12YAT 0K abnpb A
J3IBEY TIN2 730002 IR 711300 IRY PV 117399 DR NI53Y RIRWY *han NN
cocopera
NIBR - NNTRT MYYD SY MY NINI¥a DYPOIYA 0% 0IRK DIYO 1)
12 Q3 aNan a3nna upntg n 12123 .01am a2 ;TR 3%y L9
n2np oy1 NIBKD AP oY nnDwn nbap oy L, 1InEY 0¥ 11SY CINY van
N5IM0 ,D77330 *AXYN L0pLA M1’phn ,N1%5M 0NN DYOMIW 1INNA .0Y-N3 Cawin
XIPXa ‘.J":-.'-".'-‘;‘,-‘:.'i JAYInnnn ...| yJATRD 5121 = MY BIRT IR R L P11 R

.13hnBw3a 0amxI® npwl .LIneem

our joyous




n>3°ar YnA A¥13pa :2'0pYips By

.N*NbN J37¥3 N*¥13*p N1INN Dpb

:BPYIYB pp

D*I®R ,DIPY N7p N113W3 NY¥IBI A'AA NCDINTW A1 1IR :DUIDRD naay
BYB*'pA 1321 BYIW 1BOD ATA D°%¥IBY 17IA° D771 IR .0P'RNAN BB YR,
117730A papa IDIRER 11 A%13p YR .E@YUBINCWY DY°YRAIDIP RUOAT 133y

»a% ,71K=33 270w ,%*1 IB0°R ,%PDBX 2711 ,731% 3R DABR L QWY 0I0 1@237n5
.0YIAR D*3% T1¥1 BIp11 DYY Labbop NPYR L, 1%an

Yi3%3571 *137pn YHn3 D rpn AWK CANIR NIINN Opb DRAPY 1IRTIBA 1137TRY Oacay
n3°3y :%1%3* opea .I0R DpR YIIY 7Y ,NCI1AT 13 M awvabws e nbniwa ading
I [IINA0 DPE .DYMIIRD ¥INUR2 phn onnpb (e Yapn wKD , DApT 30 -3 bw opb
Y1787 Bicea phann namlp wibw nbwa Bap navy .'n Pap vaph ¥X13°1 ,npx
.nyanxn oh1y a1 Anpaa IR pravapa L PRawe oy -abrapn Yin YR YUK DPRY Alannn
713yab Pmo RO "110NA .11%@ 7203 DY YhIYAws ANICA DPOpER INR XA A3innn

%A KN "A3Innn . angpeal n°ta D‘?ﬁ‘?n'ﬁ neniws .‘:‘;*n'-‘? 8*2210 BY71'N*A 13% DilEBDa
¥17 BPBM .NPRAI¥Y NDNIWA N7°R°3 AIA AR avrapa nbapy .abtapn bas Yk aiin Yo
*bYracpabn 2%wn RIm open .nraI ,iNBPa nppa® 1N DYona 13, na¥a abw
DpUR DX 7AW 2apa .anra kY 107¥Y paad k9 a3 avtm o va aben L7103 jraw ,saprn
.Dppa "NI1YAWR PPN RIAY 1)IaA DY ane

3w ,opb B*110A ,IN1*A ]DIK3 13731577 DAPNIDIDAY ,NYIBRA NI°¥* DA TIINAA 1B
n*11ma ,%%>a nbna ni*ab napia nazia KA TWRD AN IYA L 7APAY D*IZCA DYBRID
13¥R3 nriIny Ariinn .0%*7panY B*I%IR ,DMIBR - NIRRT nbeap 1 YyY nwabhn)
K@ [R1R D1agnany awinna ]2 jixcriab oraxical bapn y¥ran apnty atbrEa |raw
*axyvna bSapn 12 abwa ,Orianm RA@ ,@rracan abw ®a L13hn ARSPD ARy
.A1InKRY aa°%> Sw aqnawn *%nna n> poREal

*YRP*I7 J17¥7 KO ANSEWA DR O1TIAY DYA3AN/00pRINR M131YY 9BbA ,NY3¥13°pR AIIAAD
D*BNI¥ DY "R**A3 31WR 387 B1*a nr patnd naawbra .obiyn (e BB 0 OXRIAV

1TA pran L cawhy nakn L, *1113 1%3Aa Y onati¥owba L, IN*23 bpRa AR NTsan 035813
AR 1'R1a% pUhnow 13k .pRR *YE nanbY noncoxa N1aweRT Ken Chama L nzrapnd
29¥%1 NAwRD IRYCD DYYRIIE MVCMA VIR VAP L, qDA@A BpbI 130K mRaw narab Papa
.7nran bya 3vephipn by 1373 anR

,opt Y33 83 ,m130N3 2wR Bipa D obin BrREEA
VAT NRR3 KIS 12¥¥ 1370 17aY% 2370 Yw o 31¥com (03 1¥L0n BRA pitab ,qpad anR aes
3127 3*a% DA DFR "URCORY Y13CR 1'3 112°R mawyY nioanl orban IR 199-722
A1 Awpn3 .mai¥cY nrnCar maanna (taw paea by omiaybl L 1axCtipa be piaREd
JIXT1ATI1IX1I03 [nnnn? 9wBx DRA ,Abw Di1vpmY ,Aabw ninvaxa 3373 n1YRe nivay
"I2TH 13K .BRYR TPIBN MbYAN jopn bapny oazaxa , BrIpra nboaph 'nbrnp DIER-
.1a%w nvv%%a S vo phn nnphy opban phyn nivab At vari1IR 2P

absnpn %12 YR DY*RT DYopBa NPAAY JITURAAY NI IBNA NYWRY AR jany prean TR

bw *apr¥a 1X'>AA [IRTIAAY . ]AFA NXI1IR3 NOKDEZY N11ARY IAnDnaw niaaana 20pE?
733wA INIR 17*7a0@ oA %5 mrbbinna acbbnaw miabm accaapy feaw 1abe apIpnt
npib bapne *hiiaRk ¥INTR =022 taw 1% wow qoia awen bYind oorxa 1w .n11RR3

n1a11 T1¥ 8y *Bapn ShAn AXA AR’Aan DR BPYIM 13K 13 'EIACP ¥I1ITR pom 17
.p»potl

TR

21*30010

ni*%non nR nnpY D*3*73119¥D 131K

-PYIDR N9 733 DRI 1IR 4IIAM XIO ¥IVRAT DIanbw T"35 Faen

viv Group

e thing

P
f

5
t

sroup: The Tel-Aviv Group
t wedding ceremony during opening night

fists: We are a cooperative group of artists and social activists living and active in Kiryat Shalom
-shborhood in Tel-Aviv. We live and work together, maintaining collective, communal relations for several
ars now. An assembly of our good friends have joined us: Hadas Reshef, Efrat Even-Tzur, Nadav Appel,
mar Gil, Shiri Bar- on, Lavi Hitzig. Ayelet Kestler, Noam Wenkert and many others.

e museum for a civil wedding ceremony to be held in
hall, and which will include the simultaneous marrying of three cocuples
a single ceremony director. The ceremony will include: a 30 minutes ceremony
which the spectators are in d to take part as guests. The wedding ceremony
real, and will be performed in front of a live audience. A three-story cream
will be handed in the conclusion of the event.
ding as a private ceremony perform 1 front of the community - the Jewish
e, relatives or, in this case, the Art world. The wedding is one of the most
ficant rituals in our society. It symbolizes a shift in status in which
viduals become a joint unit and establish a home and a family. The wedding is
statement to the community at large, and at the same Lime an expression of
.eptance of the couple by the community as an independent unit. The ceremony is
liminal, ¢t sorary stage in which both bride and groom are no longer
lors, but not yet married. The audience experiences the ceremony and has a
aningful part in it.
ke the wedding, so is the Artwork, particularly performance and happenings: a
remony in which the artists and the audience take part. When a piece is
rformed it becomes an asset of the general public, while being experienced and
terpreted by the Art romm:n‘ty - artists, curators and critics. The experience
located in the transition between any expectations t audience and the
rists might have had prior te encountering it in the museum, and the sensations
i thoughts with which they leave. The Happening is an intermediary phase, the
I ence itself, when both audience and artists share a common creative process
1 unites them.
communal civil ceremony with

izing and arranging th

several couples sharing the joyous occasion is a
dical idea, which seems toc have been rendered obsolete. The possibility of
ng your ‘most important day in life’ other partners, focuses the
wony on the element of ‘togetherness’, in the sense of dual connection - to
h other, and as a couple to the community. It might even be the true option to
opening of Heaven’s gates. We are happy to invite the audience to partake in
s communal- ceremony with us, a ceremony in which we shall enliven ideals that
re cast out of the public discourse long ago. For one night, we will speak of
collective and about togetherness.
ls play an important role in every wedding, as in all ceremonies. We wish to
ie symbolic value one step further, and to examine whether the gap between
itself and its representation is indeed so vast. We are attempting to
event to its artistic representation in the seum, and thus, to
amine the range between a real wedding and its depiction. In this sense
stions are raised regarding the ceremony’s validity and its existence in the
d: can you really get married in a museum? Can the museum function as a place
the community of artists, curators and the occasional crowd of wisitors? We
this anonymous public to be a part of the ceremony, and to play an active
in our work. We try to create a bridge to the beginning of Art and theater,
began with =religious rituals in the community, together with
that evolved into independent Art. The museum, as the main
resentation of our times, became the White Cube in which all that have once
ined it as a space for Art takes place. We endeavor to initiate an additional
bearing two ‘*hats’ an artistic event which incorporates the audience, and
communal event in which we share the stage, or the private space, with other
uples.
is important t z ommunicate the fact that although the event

with

nnect a ‘real’

is a real

:dding, we perceive it a: jork of Art.
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growing dispersal of the museum and the new control systems
going hand in glove with it, the most pertinent artistic
responses seem to be those which reduplicate, over and
over, the mechanisms and ideologies which constitute the
conditions of their own appearance, and draw attention to
the cracks in the different ideological representations.,
Added to the obvious relationship enjoyed by this kind of
art with a so-called "conceptual" art form, we find a
consideration of the change of status of contemporary
economies, shifting from a capitalism geared towards
production towards a capitalism of over-production geared
towards the product and its promotion: services, distribution,
marketing... While the stage of preduction-oriented capitalism
would tally with a critical art form, geared not so much
towards the object as towards the frenzied productivism
encompassed by it--from Pop artists to the New Realists
and the "Capitalist Realism" of Lueg, Polke and Richter-
-+ the new spirit of capitalism tallies with a set of
practices which are not necessarily geared towards production
properly so-called but are more concerned with the different
versions of "activity"--and which may not lay claim to any
"alternative" position, but are no less critical of it,
anyway.

From French: Simon Pleasance

Notes:

1. Lucy Lippard, Six Years: The Dematerialization of the Art Object,
1973, republished in 1997, University of California PressAl ,

2. A project undertaken in the wake of Douglas Crimp's project, hau1ng
laid the foundations of an archaeology of the museum, using as a model
Foucault's analyses dealing with the mental home, the clinic and the
Prison; Douglas Crimp, On the Museum's Ruins, MIT Press, Cambridge, Mass.,
1993, passim. i i
3. Michel Foucault, Surveiller et Punir [Surveillance and Punishment],
Gallimard, Paris, 1975, p. 311. .

4. Idem, ibidem, p. 306.

S. Id., ibid, p. 308.

6. Id., ibid., p. 314. .

7. Robert Nickas, "Private Collection”, 1991, republished in Live Free
or Die, Les Presses du Réel, Dijon, 2000, p.63. ;

8. Robert Smithson, "Cultural Confinement", originally publishedlln
Artforum, October 1972, republished in The Writings of Robert Smithson,
edited by Nancy Holt, NY University Press, 1979, pp. 132-133. x
9. Cf. Hal Foster, "The Archive Without Museum", October, no. ??, Summer
1996, pp. 97-119, and D. Crimp, op.cit., pp. 13.16, and "This is Not a
Museum of Art", passim. e
10. Didier Maleuvre, Museum Memories: History, Technology, Art, Stanford
University Press, Stanford, 1999, =¥l th il ] 3
11. Hubert Damisch, "Le Musée a 1'heure de sa disponibilite technzqgenp
in Cahiers du MNAM, special issue, "L'Art contemporain et le musée".
1989, 'p, 25,

12. Id., ibid.; p.28

13 ‘Td.; ibid. P.28.

14, Crimp in op.cit., "The Postmodern Museum", p. 287.

15. On this issue of the in situ understood as a material AND discursive
place, cf. Douglas Crimp, "Redefining site specificity" in On the Museum's
Ruins, MIT Press, 1993; Frazer Ward, "The Haunted Museum Institutional
Critigue and Publicity", in October no. 73. summer 1995, Pp. 71-89; Miwon
Kwon, "One Place After Another: Notes on Site Specificity", in October
no. 80, Spring 1997, pp. 85-110.

16. Dan Graham, Interview with Ludger Gerdes, 1991, published in Two-
Way Mirror Power, MIT Press, 1999, p. 70.

17. C£. for example Surveiller et punir, p. 313; Baudrillard's reproach,
accusing Foucault of not having managed to discern the disappearance of
the panoptic system and its ideal of total transparency in favour of the
generalized dissemination/ distribution of the medium in society, comes
from a misunderstanding. Cf. Baudrillard, "La Précession des simulacres"”,
in Traverses no. 10, 1978, Pompidou Centre, Paris, PD. 27-28: "End of
the panoptic system. This further supposes an objective space (that of
the Renaissance and the allpowerfulness of a despotic eye. Again, if it
is not a system of confinement, it is at least a system of chequering.
More subtle, but still in cutwardness, playing on the contrast between
seeing and being seen, even if the focal peoint of the panopticon may
be blind. [...] Something else when with the Louds "You are no longer
watching the TV, it's the TV that's watching you (live)", [...]. This
is the later stage of the social relationship, our's, which is no longer
one of deterrence: "YOU are the information, you are the social, you are
the event, you are concerned, it's your turn to speak, etc." A reversal
whereby it becomes impossible to pinpoint any authority of meodel, power,
eye and the way it sees, and the medium itself, because you are always
already on the other side. No more subject, no more focal point, no more
centre or outer edge: pure flexion or circular inflexion. No more violence
Or surveilance: just "information”.[...}

18. Gilles Deleuze, "Post-scriptum sur les sociétés de contréle", in
Pourparlers, Paris, Editions de Minuit, 1990, p. 243.

19.. Id., ibid., p. 245.

20. In Le Nouvel Esprit du Capitalisme, Gallimard, 1999,

21. Id., ibid., p. 131.

22, "Interview with Catherine Trautman, ministre de la culture”, by F.
Bousteau amd J. Poderos, Beaux-Arts, no. 165, February 1998, Fp. 95-99,
23. Boltanski g Chiapello, op.cit., p. 127 ff.

24. Cf. Boltanski & Chiapello, op.cit., P. 237 ff, as well as Manuel
Castells, La Société en Réseaux I--L'ére de 1'infermation, Fayard, 1998,
and Jeremy Rifkin, The End of Work, 1996, passim.

25. Cf. on this subject Bernard Marcade, "L'in situ comme lieu commun™,
in artpress no. 137, June 1989.

26. Benjamin Buchloh, "Critical reflexions”, Omnibus, January 1998,
originally published in Artforum, vol. XXXV, no. 5, January 1997; et i
Sculpture Projects in Minster", Artforum, vol, XXXVI; no.1, September
19987, pp. 115-117.

27. D. Buren in artpress, no. 219, December 1996, p. 63: "...The museum,
as I first saw it in the 1960s and 1970s, was essentially a place of
promotion. Its increased numbers caused it to lose its aura. Now the fact
of exhibiting in a museum no longer hallows anything whatsoever(...]
[...]. To regain its promotional functiocn, the museum will have to
reinvent itself differently, because today, where its power to stand out
and impose itself is concerned, it is shattered".

28. Lionel Bovier & Christophe Cherix, "De 1'Alternatif a 1'Indépendant"
in Les Espaces Indépendants, JRP Editions, Geneva, =it L

29. Smithson, op.cit., p.- 58: "Some Void Thoughts on the Museum"; in
developing the same idea, readers may algo refer to "A Museum of Language
in the Vicinity of Art" ("language becomes an,infinite museum, whose
center is everywhere and whose limits are nowhere") and "The Establishment"
("The circles of power become more and more intangible as they move to
the edge of nowhere,"), republished in the same collection,

30. Michel Foucault, "Dialogue sur le pouvoir™ in Dits et Ecrits,
Gallimard, vel, III, Pp. 464-477, 1978 for the original, p. 473.

31. Eric Troncy, report on the Life/Live exhibition, in artpress.

32. Licnel Bovier & Christophe Cherix, op.cit., pp. 17-18.
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power, noted a philosopher by way of reminder, does not
consist solely in the great institutional forms of the
state, in what we call the State apparatus. Power is not
exercised in just one place, but in many different places:
the family, our sex life, the way mad people are treated,
the exclusion of gay people, relationships between men and
women39. . .

ONE MORE GO AT BECOMING INDEPENDENT
If the actual idea of alternativeness seems extremely
problematical today, other models, borrowed from the film
and music industries, have recently been activated by way
of substitution, with the aim of producing a more relevant
definition of independence. Here too, though, we must be
on the alert that this mobilization doesn't result from
anything other than fantasy. Suffice it to think, for
example, of George Lucas posing as the champion of independent
American film throughout the interviews which were one of
the spin-offs after the release of the latest episode of
Star Wars. What he offers is definitely aberrant at first
glance, but it is also no less strictly true--from a
bookkeeping angle, as it were. Star Wars actually represents
the unrivalled achievement, in box office terms, of the
independent cinema, thereby, and in the keenest of ways,
pointing to its "wviability". On the other hand, however,
this line of argument is completely absurd, if we reckon
that this independence serves solely to parrot, as closely
as possible, the ambitions and operating methods of the
majors. For by considering to what extent Lucas's productions
remain in keeping with a majority model (the model, in a
word, of the aptly named "majors"), it becomes obvious
that independence is not gauged by financial autonomy oOF
by distribution control, but by the greater or lesser
proximity of the product to a majority yardstick or
principle... The fact that Lucas's films are selfuproducgd
through and through, and that he retains control over their
distribution as well as control over the related spin-offs
and by-products doesn't change a thing in terms of their
overall conformity to the presupposed (artistic and
commercial) universality in the principle governing their
conception. Independence is not a fact (a material autonomy) =
-but a concept; there is a process of becoming-independent,
just as there is a process of becoming-minor, and it is
between these two agencies--major and minor--that the real
watershed is drawn. Independence and dependence are not

quantifiable notions, but concepts, one of which (dependence)
operates like a principle or model which represents the
yardstick of the products deriving thereform, while the
other (independence) cannot, by definition, be referred
or indexed to other models than those which it constructs
for its own use.

The Lucas syndrome long ago struck independent rock music
labels and it is also affecting the art production sector.
The ill-considered or careless promotion of "artist-run
spaces" is just one of the symptomatic modes of this
compliance with a majority model which really has nothing
new about it, as Eric Troncy reminded us with regard to
the Life/Live exhibition: "We swiftly understand, however,
that the aim of these places is to further replay the
production/visibility logic, for which the exhibition space
is just the final phase. It is, of course, guite possible
that the very reality of the activities of avant-garde
artists summons other requirements, other logistics, which
are less demonstrative, more immaterial, and more akin to
the post-production studio than to the moviehouse"3l., A
requirement--and a pitfall--mentioned likewise by Lionel
Bovier and Christophe Chérix, putting forward the possibility
of the exhibition as a "platform making it peossible to
trigger a series of productions, connections and reflections
which often come across their definitive forms elsewhere,
later, or never"--otherwise put, replacing a territorial
conception of the exhibition, where floor markings and the
use of space are still the predominant concerns of the
praxis of presentation, with concepts of pre- and post-
production, incentive and delegation, with the aim of
"defining an area of independence within the ambient
cultural supply--with regard both to the public and the
media, and resources and politics."32,

If entering or leaving institutions, and taking possession
of or marking a territory, belong to outdated methods of
a society that we are leaving behind, once the cultural
continuum has extended its hold to every layer of society,
the sole response (and not "exit") envisageable might well
consist, today, in working with the different levels of
contradiction at work in our culture, while at the same
time geing into mourning for an ideal outwardness (thus
implying the idea of "alternativeness"), based on which
one would be entitled to judge reality. What with the
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Miinster (1997), like an "advanced form" of the entertainment
industry, with the exception, for Minster, of projects
rendering the structural parallel between the

extramural/outdoor exhibition and theme parks quite evident
in their conception. [...] [All these pieces] shared a
relative trust in the now problematic definition of a site
specificity, just as they offered a rather strange analogy
to the perceptual experience of large specular and kinetic
structures in a theme park setting as a form of answer to
the specific conditions of the "publicity" of the show.26
In passing, we must include among the number of these
projects (which Buchloh refrains from doing, without further
explanation) the installations of Jorge Pardo and Andrea
Zittel, which, without a doubt shared with the one by Dan
Graham, mentioned by Buchloch, that incorporation of the
conditions of their appearance, as well as that scepticism.

Daniel Buren recently observed that the museum, as it, had
appeared at the beginning of his work (and as one of the
objects of it)--i.e. in the 1960s and 1970s--as a place
of "enhancement" or "promotion", was "shattered" by the
very fact of its increased numbers (and, let us add, its
diversification), which has stripped it of its aura?’. What
has been shattered, just as much, is the tendency of
criticism to convey a discourse likely to have a take on
this boundless extension of the museum's functions. By
having broadened its area of skills and know-how, and
encompassed and adapted the artistic criticisms of the
avant-garde artists of the 1960s and 1970s, the museum
seems to have temporarily disarmed all critique. It is,
it so happens, because the museum no longer legitimizes
or hallows anything at all, and it is because the criticisms
that have been levelled at it have stuck, that it has
incorporated them in its discourse of self-legitimizatiqn,
The effect is a "dematerialization" of the museum, integrating
and pursuing on its own behalf the "escapé attempts"” oE‘
the artists of the 1960s and 1970s, described by Lippard.
The very idea of an "escape" or of alternative solutio?s
(and go-betweens) is rendered obsolete by the inclination
of art institutions to develop over and above their original
area of activity, and espouse their crities until "no
objection, no involvement, and no affront--no nothing,
a nutshell--no seems to be really inconceivable in the
context of a museum or a contemporary art centre"?8,

Al

in

From now on, the problem is no longer to do with entrance
and exit--because there is no outside any more, and because
we never get away from the "cultural". The museum has quite
literally achieved what, in the work of Robert Smithson,
was still in some respects metaphorical: the museum extends
its surfaces everywhere, like an endless sphere whose
centre is everywhere and whose boundaries are increasingly
intangible. Having itself become a discursive construction
whose centre is everywhere and whose limits are nowhere,
the museum has itself turned into a non-site, a network
of signs, where the "centre" and the "edge" are concepts,
and exist solely through and in language??. Henceforth
there is no "exit", because there is no limit, in either
a legal or a physical sense, to the institution, and because
the "exit" can never be anything but metaphorical. In A
Sunday in Rivara, Maurizio Cattelan juggled with this state
of things with noteworthy effectiveness--staging his own
escape from the "prison system" of art. Emerging, as if
from a mill, from an art centre which certainly wasn't
expecting this ridiculous escape, Cattelan's "action"
represented a presentation stemming from picaresque comedy,
playing on the lapse and discrepancy between the persistence
of an "alternative" radical discourse in the face of a
type of institution that had long since abandoned its
disciplinary methods of operation.

By focusing on the most visible institutional forms of
artistic power, current claims for self-control on the
part of art institutions by artists themselves entertain
the illusion that it is enough to put one person in the
place of another for the deal to be radically altered.
Today, we are the audience of a free-for-all revolving
around the issue of knowing who will fill such and such
a post, without ever challenging the legitimacy of the
post itself. It is up to those who so desire to transpose
and apply to themselves the methods of self-control tried
out in other fields, but it is anything but certain that
the advantage accruing will be favourable to the institutions

execrated. "Capsizing" cultural institutions cannot achieve

the goals of a political revolution, no matter how modest
it may be, as long as people go on regarding the art arena

as something aloof from other social and economic institutions

(which also presupposes the classical figure of speech

whereby the avant-gardes have "failed" to reconcile art
and life, get rid of the institution, and so on). Political
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unaltered) functions and products of the museum outside
its walls. In situ exhibitions, outdoor events and shows,
and studios with in-residence periods all work as new
methods of a form of control and supervision being conducted
extramurally. The substitution of impriscnment by supervised
liberty and home monitoring is echoed by the extension of
studios with in-residence periods, which are tending to
replace the establishment of the museum, and the dispersive
dimension of contemporary capitalism is echoed by the
extension of the museum within scciety--criss-crossing the
territory, ensuring the cultural dimension of every event,
and guaranteeing the broadest possible dissemination in
order to retain the preeminent privilege of expressing
(and thereby controlling) its meaning and relevance. Nor
are we ever done with culture--and the fact of having
imposed as a foregone conclusicon the highly improbably
term: "corporate culture" (not to mention the countless
"philosophies" connected with it) is definitely not the
least of the impressive feats worked by contemporary
societies. It is an expression that is echoed both by the
burgeoning status of disciplines such as "heritage management"
and "cultural affairs", and by the increasingly widespread
fantasy of the corporate or entrepreneurial model in the
art world--in thrall to statistical dictates, blockbuster
shows... (A model that is still, nevertheless, thoroughly
fantasy-like when you know the share represented by the
box-office take, as it were, in art institutions, including
the major ones).

As has been clearly poimted out by Boltanski & Chiapello,
contemporary management does indeed always put the control
issue at the hub of its concerns. But the main problem has
become one of “"controlling a 'liberated enterprise' [...]
made up of self-organized teams, working on a networked
basis, with neither unity of place nor unity of time. There
is not a bottomless store of solutions for "controlling
the uncontrollable": the only one is actually that people
control themselves--which consists in shifting the constraint
of the outwardness of organizational devices to the
inwardness of people--,[...]123". The model of Taylorism
has been followed by the model of Toyotism--where workers
are henceforth known as "operators", and responsible for
an increasing number of tasks that were previously earmarked
for management (gquality control, maintenance operations...).

A3

This shift of control devices towards the inwardness of
people can still be perceived in phenomena such as the
extension of telecommuting--with, as a side-effect, the
gradual disappearance of the private .sphere, or at least
the confusion between this latter and the "public" sphere.
The blurring of the separation between private life and
professional life, due to changes occurring in the labour
market, means that the collective essence of this market
is being worn down little by little--as the morality of
labour associated with the initial state of capitalism
(the morality of rational asceticism) is replaced by a
development of "activity", without this latter, be it
personal or playful, being actually distinct from professional
activity; activity now likened to an intermittent contribution
remunerated in accordance with a many-facetted system
(salaries, wages, fees, royalties, dues on patents...)
tending to gloss over the difference between the income
from capital and the income from labour??,

THE MUSEUM IN THE EXPANDED FIELD

The extension of the public sphere to the private sphere,
and the increasing muddle between the two, is also clear
to see in the art arena, where the conception of what is
"public" is indefinitely pushing back its boundaries, from
"to lead a happy life, let's live in hiding" and "spare
rooms" to the most incongruous of in (and "ex-") situ
projects. An emphatic development of the private and the
"personal” comparable to the refocusing being operated,
in the world of work and labour, by the collective essence
of this latter for the enhancement of the individual
"activity". In law, everything can incorporate the cultural
continuum. One of the manifest consequences of this
development is the diversion of the praxis of site specificity
with the heritage-related highlighting of a "genus loci"
that is no less transhistorical than the artistic ideology
which it was meant to las out at, at the outset25. By being
carried out in the manner of a touristic development of
the ex-situ, the "exit" of the museum is akin, for the art
institution, to an emergency exit, once the criticisms
levelled by the advocates of conceptual art have been
incorporated, and assimilated to its place in its ideology
and its operational methods. A "public" art and a touristic
development of the ex-situ, as described by Benjamin
Buchloh, in relation to the latest "Skulptur Projekt” in
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and the factory has given way to the company. Family,
school, army and factory are no longer distinct, analogous
environments which converge towards an owner, be it the
State or a private power, but the quantified .figures, which
may be distorted and transformed, of one and the same
company which only has managers left. Even art has abandoned
closed circles and environments to enter the open circuits
of the bank."!® ——or those of society as a whole; for this
is a distinctive feature as much of capitalist ideology,
as analysed by Luc Boltanski & Eve Chiapello?? as of the
discourse involving the legitimization of the museum
institution, to appear like an open structure, adaptable
to every manner of innovation and demand. The ideal,
henceforth, is no longer to achieve the highest possible
levels of production, but rather "zero stock levels" and
controlled flows of goods. For companies, the problem
becomes one of stock flows and, for art institutions, one
of "distribution" or "dissemination"--there is a real
isonomy or equality between the "dispersive" nature of
capitalism and the cbsession shown by cultural environments
and arenas for "distribution" and "dissemination". Control
of markets and competition (marketing), and of the press
and the powers that be (public relations) are henceforth
the crucial goals of management. The major strategic
challenge has shifted from the in-house operation of the
company (the streamlining of Taylorist production,
hierarchization of the chain of command) to an understanding
and mastery of the outside world, and from producer to
receiver. The company of the period extending from the
1950s to the 1970s, of the type of those built up with the
army as their model (the archetype of which is IBM with
its uniformed employees), with their strict hierarchy, the
reign of the "technostructure", the executive class etc.,
has been followed by an ostensibly "open" company, oriented
towards cooperation and a more "democratic" sharing of
responsibilities.

This development, note the two afore-mentioned authors,

is due to the dynamic effect of criticism which, without
calling the end purpose of capitalism into question--to

wit, the requirement of unlimited accumulation of capital-
-leads it to include within its discourse of legitimization
part of the values in whose name it was criticized. These
criticisms have led to the advent of a new representation

of the company and of the economic process, typified by
promotion of "networked" work (increased numbers of
subcontractors, and suppliers, reduction of the corpus of
the company, variability of employees based on activities),
an obsessive attention paid to adaptation, change, and
"flexibility". The solutions put forward by management
literature from the 1990s to the two guestions which
exercise it more than all others--on the one hand, anti-
athoritarianism, on the other, obsession with suppleness
and reactivity--are conveniently brought together by the
authors under the metaphor of the network, mobilized in
every kind of context [...]."21

Just as criticism of Capitalism and the capitalist spirit
have played, and are still playing, a crucial role driving
the changes in its legitimizing ideology, so the violent
critiques levelled at the Museum and the powers-that-be
who are responsible for culture have exercised a certain
dynamic in the "minds" of these latter, who have also
embraced a certain number of the values on which the
criticisms levelled at them were based--openness, "extramural"
forays, suspicion of closed circles, and mistrust of any
centralized concept of culture... All you need to do is
read any old bulletin from the Visual Arts Office [Délégation
des Arts Plastiques/DAP] to realize that the wocabulary
and concerns of modern management have a huge influence
on the way decision-makers think about such things. So a
Minister of Culture recently saw fit to declare, in a
strikingly condensed version of the rhetoric peculiar to
the new style of cultural management, that her role was
"to contribute teo a broader dissemination of culture in
the social fabric,[...]. If there is such a thing as French
originality, it is its widespread cultural fabric, which
Malraux availed himself of to create his cultural centres
[Maisons de la culture]. These days, it comes across in
the form of networks and systems, for we are living in a
more nomadic period, when young people, in particular,
live in tribes. These young people may gave us cause to
be afraid of them, but if we believe in them, and if we
rely on their networks and systems, they will give French
creative activities the influence they deserve"?2. The
logic no longer has anything to do with integration or
inclusion, within the museum, of a certain chunk of artistic
production, but with the distribution of the (basically

WS

(s



(i

accepted discourse on the end of "utopias" is one of the
most conspicuous signs of conservatism. In a literal sense,
there is no "failure" of conceptual art, or post-minimalism,
for these, it so happens, were not utopias; for, strictly
speaking, the only utopia in this history is the one upheld
by the Museum--the utopia of the founding of an ideal
realm, and a non-place for art. The whole endeavour of
these artists was aimed at highlighting the idealism of
this position, and turning the function of the museum back
on itself. And in this endeavour, their success is; quite
to the contrary, blatant. "...In the 60s, Dan Flavin
explains, it was important to show how the Establishment,
seen in terms of Establishment institutions, from the
school to the museum, could be taken apart to expose its
foundation in order to liberate it. This was the radical
task of information: since it's revealed, it's liberating.
It connected to the somewhat idealistic ironic and political
gestures of that particular time. The deconstruction wasn't
cynical. And it was more apocalyptic than pessimistic.
Presently, I'm not a believer in deconstruction. I don't
think it's useful. But I think I share in the interest of
that time, commonly shared by many Conceptual artists, of
dismantling Establishment structures."16

But it is also a guestion of gauging the new developments
of society, and the museum adapting to the criticisms
levelled at it. By getting out of its walls off its own
bat, and by becoming open to activities which do not
necessarily lead to the production of "material" pieces,
the museum has incorporated these claims made by conceptual
art and criticism, just as the ideology of capitalism,
from the late 1960s on, has gradually assimilated and
coopted some of ‘the libertarian and progressive requisites
emanating from the social corpus. The paradigms of
dsiciplinary societies, against which all the criticisms
of the museum were more or less explicitly directed, are
tending to become perceptibly altered, too. We are leaving
the disciplinary societies behind and entering the age of
control societies, which operate no longer by way of
confinement, but by on-going control and supervision, and
instant communication.

CONTROL SOCIETIES AND THE NEW SPIRIT OF CAPITALISM
When Foucault discussed disciplinary societies, in the

course of his analysis he also pointed to a certain number
of facFors making it possible to suggest that these types
of §OCLety were those that we were in the process of leaving
behlpd; and that this model, which had been the prevalent
one in the 18th and 19th centuries, and where each individual
was forever proceeding from one closed cirecle to the next
was on the point of being replaced by another onell. The’
pPrison actually becomes less and less useful as its functions
are‘gradually transferred towards social work, welfare
medicine, psychology and education... The ideal proje;t
of confinement settings, particularly visible in the factor
apd shared by the classical Museum--focus, spatial 3
distribution, temporal arrangement--is gradually being
replaged by the externalization and spread of these
functlonal gspects. The museum is also caught up in this
overall crisis in all confinement environments--prison
hospital, factory, school, family", in which, in the waée
of Foucault, Deleuze saw a sign of the emergence of what
he described by the term "control societiest. “[...] Just
as the company replaces the factory, sc en-going training
1s tending to replace the school, and continual control
and.supervision are replacing the exam. (o o i g disciplinary
societies, there were endless new beginnings (from school
to ?ar;acks, barracks to factory), whereas in control
societies nothing is endless, people never finish with
anything, because companies, training programmes and services
are all co-existing, metastable states of one and the same
modulation, like something universally deformative, "18

Contrcl societies go hand in hand with a new system of
capitalism, whose logic doesn't necessarily stem from
excessive production, but--and much more so--from the
manggement of over-production. The economy dies as a result
of its excesses and ‘surpluses, and from market saturation.
UEes s liEn the present-day situation, capitalism is no
longer for production, which it often consigns to the
outskirts of the Third World, [...]. It is a capitalism
?f over-production. It no longer buys raw materials and
1t no leonger sells finished, ready-made products: it buys
finished, ready-made products, or assembles parts. What
1s wants to sell is services, and what it wants to buy is
stocks and shares. It is no longer a capitalism for
pProduction, but for the product, in other words, for selling
and for the market. It is accordingly essentially dispersive
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state of production--the museum thenceforward goes handh
in hand with the booming development of tbe process of the
unlimited accumulation of capital, shifthg from the :
safeguarding of antique objects and ghe logic o? cgllectlng
curiosities to an endless accumulation of fgtlshlze§ .
objects, dealt with independently of the material conditions
of their original historical and cultural contexts.

ATTEMPTS
?ic?igprecisely the measure taken, by artists, of t?eie
changes occurring in the way the museug opergtes whic
will make it possible to challenge artistic independence,
criticize the museum as a penal systemﬂ and prompt the
first "escape attempts" listed by Lucy Lippard. amonq theze
attempts, differing strategies and procedurgs were introduced,
as was mentioned at the beginning of this a;tlcle—-
"dematerialization", alternative dissemination methods,
"site specificity”.

By making use of these diverse procedures, artists l%ke
Asher, Buren, Broodthaers, Lawler amd Serra, tf mention
just a handful of the most significanF names, :..have
worked to reveal the social and material c?nQLtlons of_
art's production and reception--those condlﬁions that it
has been the museum's fucntion to dissemble. Otherslhave
turned to production methods which are ?t the same time
incompatible with the museum space, trying to Feach new
types of public, and trying to construct a social praxis
outside the presuppositions of the muse?m. One of tﬁe.
ultimate goals set by Seth Siegelaub, like other.crltlcs
and curators connected with the history of what is caled
"conceptual” art--Lippard, Michel Clauré...--was Fokggt
round the established art world by putting on exglbltlons
and shows which were held outside galleries:lpubllcatlons,
correspondence, in situ actvities standing in for the
traditional occupation and use of areas earmarked for art.

It is worth noting that this latter procedure'has, from
the outset, and among the above-mentioned artlst, been
aimed at involving this relationship, to the p01nF of
including the broadest contextual framework,.turnlng_the
museum space itself into an object situated in a 3001§1
and ideological network!® —unlike the purely phenomenolog%cal
involvement with the immediate relationships between subject

A

and object (beholder and work) espoused by artists like
Carl Andre and Dan Flavin. The criticism of idealism
levelled at modern sculpture and its absence of place at
work in the work of artists such as Flavin and Andre was
purely formal. The incorporaton of the site within the
field of the perception of the work simply managed to
extend the idealism of art to its surrounding place. The
place was understood as specific solely in a formal sense;
as a result, it was abstract and aestheticized. The purpose
of the "site specificity" strategy was to "reveal" the
material system obscured by the idealism of modern art,
by refusing the circulation of the work and by asserting
the fact that it belonged to a site, against the idealism
of modern art--considering the art object as having a
transhistorical significance, independent of the place of
its showing. The various categories of spaces for so-called
"minimal" sculpture, once regarded as general and abstract,
are now being regarded as specific, but, paradoxically,
it is by no longer being concered with the space surrounding
the work that this latter can describe this space as a
"place", a cultural and no longer just a formal framework.
Hence, the work of Buren and Serra, for example, bursts
in to the place occupied by wilfully refusing to work with
it (which, needless to add, does not mean that matters of
scale and proportion are treated in an abstract way) .

Otherwise put, the "dematerialization" of in situ art and
work, procedures that are well removed from one another
a priori, from a formal viewpoint, in due course lay claim
to positions than can be reciprocated in their effects--
challenging the museum (and the gallery) in its functions,
either by denying them, or by acting within them: making
it (them) appear no longer like a mere container--the way
the library is for books--or as the office handing out
awards (this is Salon logie), but truly as the condition
of possibility for exhibiting the work. Showing that art
does not come before its mediation, and that it is not
enough to walk out of the exhibition space to also walk
out of the place of art--a physical and discursive space.
Woendering whether these escape attempts have been a failure
or not is certainly necessary, but the ideologically
oriented dimension of the discourse about the end of
"revolutionary" illusions should be kept in mind--and at
a distance. The gravediggers of radicalism in art and the
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was an originally egregiously progressive challenge~--the
way, in particular, of freeing things up in relation to

the dictates of representation imposed by the established
authorities--it has in turn become one of the instruments
available to these latter for constructing their discourse.

For museums are more than walls arranged in a certain
assembled order; they are first and foremost discursive
systems. The art that is (physically) held inside the
museum has been rendered apparently independent, like
something separate and apart, making reference solely to
its own dynamic and its inner history. Discursive systems,
because their primary function is the writing of history-
-a specific history, whose essential feature is to relate
differences to the identity of styles, schools and nations,
and relate all the inwvariables back to supra-historical
invariants. In the way history develops--the historicity
of praxes--it is kept aloof from the object that has found
its way into the museum?. So the inclusion of the museum
within the field of technique and disciplinary discourse
seems justified: "Thus the museum is like the school in
that it purports both to educate and to regiment; it is
like the prison in that it isclates its inmates in categoric
cells; and it is like the hospital insofar as artworks are
sanitized and shielded from the nefarious influence of
extra-esthetic abuses. Thus confined to a specific place
and reduced to a set of taxinomic segments, art is

immobilized, stamped as an essence of eternal history."0

THE MUSEUM-FACTORY [MUSEE-FABRIQUE]

1f the Museum is closely inked with a set of knowledge and
techniques peculiar to a period--the knowledge and techniques
of a disciplinary-type society-—, it is also contemporary
with the development of modern capitalism, from which it
borrows a no less essential paradigm, with regard te its
own future--the paradigm of production understood as a
rationalized process. The museum-works [musée-manufacturel] ,
based on the merger within it of the most varied products
of the craftsman's trades, is followed--as Hubert Damisch
has suggested--by a museum-factory [musée-fabrique], where
trades and crafts disappear, as do differences. In the
classical museum--and this characteristic persists today,
mutatis mutandi--"...artistic production encompasses the
outside of a gigantic studio which, not content with making
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rogm for the widest range of "specialities", entails a
universal division of labour, on a planetary scale"ll, The
works collected inside museums are arrayed by genres'
schools, styles and areas of origin. This eclectic gathérin
only holds good as a result of the legitimizing functiox;g
of.the mgseum which, as a normative authority, relates
this varied selection of contents to the oneness of a body
of kn?wledge claiming to be universal. This legitimizing
function, Hamish observes, is nevertheless duplicated by
a pro@uctive, albeit indirect, function. By imposing a
certain "ideal" of art, the Museum alsoc has the function
gf armodel in relation to creative work contemporary with
%t; 1t encourages and guides production by way of emulation;
}t e?uca;es taste; and it is a fully-fledged source of :
inspiration, in its own right.

But what hallmarks the musuem-works or museum-machine above
all else is the fact that it no longer limits itself to
collgcting an ever greater sum of eclectic artefacts and
5how1pq them to the public: "...It intends to play its
par; in terms of production"!?. Needless to say, the Museum
strictly speaking, doesn't produce works, in the sense r
that.it might replace the work carried out by artists. But
Fhe importance earmarked within the museum with regard to
issues involving exhibition hanging and visibility, and
issues revolving around the function of the "exhibition"
and then its openness to every possible method of producticﬁ
(not necessarily culminating in the production of works)
these tbings do indeed broach this question. Henceforth’
the artist stops being the subject of production, and 2
becomes subordinate to the Museum, the way the worker does
to the machine. This new step marks the disappearance of
craft and trade which, within the ideal and universal
workshop of the museum-works, too, used to maintain the
artist's subjectivity as a basic criterion. "[...] Just
as w%thin the works the collective worker formed by the
combination of a large number of fragmented workers has
replaced freelance workers, so the machine will in its
turn replace the collective worker as the subject of
produ§tion, and to the point of reducing the workers
associated to the state of conscious organs, but organs
subordinate to the central driving force, just like his
mechanical and as such unconscious organs."!3 The manufacturing
mode of the diwvision of labour is feollowed by the mechanized
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sacrificed for the sake of the status quo. It was a sacri?%ce
with no ritual, a killing with loving tenderness for the
sake of self redemption, obliterating the excess proper
to the appearance that could not be factored into your
life. In my despondency and certitude, what.to do w1th‘the
strict refusal of contradictions embedded in the possible
world that I actualized from your past? We have known for
a long time that like in war, what is‘done out ofhlove.
always takes place beyond good and evil an@ that 1shyh?
no end can ever correspond to the destructive potential
of the weapon of choice. I am affected, not because ?
cannot believe in you any longer, but because you deceived
us. That is why I am astonished, with Darwisch -How can
a ghost bleed? _

Tuning out his cynicism, which is barely masking o;r :
bitterness, I started laughing. Glacial reason besieged
him with her tentacles disguised as the last trench he_
could hold on to under the tyranny of J‘.nc:r-:rtitude.I fighting
the rule of temporariness with what seems to po%nt toward
normalization. What is a social legal pact for if not for
the sake of preservation and permanence an@ whgt a;e they
if not appeasing safety? Depositing his Ealth in his
responsibility; amalgamating self-interest with c?mmop—
interests, he chose to be faithful to his respgns;blll§y,
demanding what he believes is entitled_to receive by his
country -if it comes, unearthed from hidden clay pots.

6
What Remains

I am beginning to understand that it was not that revolptloﬁs
failed but that the revolutionaries were pOLSQned with an
illusory victory. Fake, because it disguised itself ag‘
such at a time in which other battles needed to be foqgn:'
And the revelutionaries couldn’t see them. Slowly, I gllmpff
traces of safe passages, underneath. As you know, most O
the time the road is lonely and we walk it under the
tortuous illusion of desolation. This trip took melto a
road inhabited by other loners, poet-warriors, wavlﬁg b
from afar and unveiling the illusion of the ciesc::lat‘,Lor-._C-l.1
solitude to each other. We get together every now and thel
to confabulate new genealogies, seeking those lineages tha
bind us together as the blue men tribe. ! o
We are measuring the magnitude and the effect of mis-affec

pate of slege

and carelessness., It is the inmeasurable mourning of the
friend and the lover that had wings to heavy to accompany
us. Desperate, he left to join Bartleby’s army without
warning while I was reading the baskets of purple flowers
in Darwisch’s poem. Stinging scorpion blue, I am writing
at dawn, haunted by the ghosts that begin to tell me their
names speaking their letters, intoxicated with the red of
the earth. At night, I write intoxicated with nebulous
arak shimmering nana. In the afternocons, I seek refuge in
the fog, intoxicated by the crystal-clear light leaving
bedlam with its dis-equation between the inside and the
outside. The crystalline light is hard to bear here, and
I am writing as a guest from the prophet’s cave, inside
Beckett’s Endgame, a place beyond Sittlichkeit, which was
blown away by the state of exception. Here the analogue
of love is war, its opposite is pain instead of hate. We
are sitting on the bare conditions of possibility for
unconditional care, trying to assess the incommensurable
consequences of disinterest and carelessness, figuring out
how to practice radical ethics and hospitality, wondering
where to aim our faith. The prophet is already pointing

toward ethics without morality, suddenly lending me an eye
(Sl o A

Irmgard Emmelhainz is writing a Ph.D. dissertation at the
University of Toronto on Jean-Luc Godard's films 'Ici et
ailleurs' (1974) and 'Notre Musique' (2004).




to the institution for young offendgrs and the rgformatori,
to the penientiary, to the disciplinary battalion, tokt ?
prison; from the school to the youth’club, to the sewing
room, to the refuge, to the penitential monastery (o? :
convent) ; from the workers' housing estgte Fo the hosplFa -
to the prison). Continuty of punitive criteria apd mechénlsms
which, on the basis of mere deviance, progF9351vely tlghten
the rule and set up the punishment. Coptlnual qradaFlon
of the authorities-that-be [...]"%. This penal conthuum
doesn't shift the abnormal to somewhere else, forf sFrlctly
speaking, there is no outside. Whether ygu gre inside the
walls or outside them, you are always "?lthlﬂ th? law, at
the very heart of the law, or at least‘ln the th%Ck.Of.
these mechanisms which proceed imperceptibly Efom discipline
to law, and from deviance to infringement.'

When organized by way of continuum, disciplinary SEC1?t1es
are societies which don't have a "centre of power™, ".
but a multiple system of diverse elements--walls, space,
institution rules, discourse"®; the modellof thg penal or
prison city is thus not the body of th? king, w1t§ the
various powers-that-be radiating from :Lt,T nor is it the
contractual gathering of wishes giving rlsg to‘a b?dy ?t
once individual and collective, but a strateglcldlstFlbutlon
of elements of differing types and levels." ;1kgwlse, the
Museum is not the centre of cultural power, it is a .
regulating element thereof. For by containing a certain
number of cultural productions, it says aslmu§h gbout them
as it does about what it excludes, and thlg is ju§t a§
much the object of the judgements and verdlcts which it
pronounces. In the central position.0ccup1ed, to all
appearances, by the museum (and it is éctuglly-a matter .
of no more than appearances--namely, d%Str%butlng Ways. o
looking and viewpoints), the museum, with its prlpc1pl$
of panoptic vision, is connected wlth‘a whole series o
other "prison" systems and devices which are, t? alé
appearances, gquite distinct--since they.are designe t?k
relieve, heal, help and educate--but whlchlall tl,end1 1i ?
prison, to wield a normalizing power. For in this kind o
arrangement of intricate, interwoven 5¥5t?m5' culture'
cannot, by law, be removed from the principles govgrnlng
this normalization system with no "outside”, relathglall
the differences to identity, and subsuming the specific
histories in the hypostatized category of History. As Bob
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Nickas picked up; in an essay dealing with Broodthaers,
but with explicit references to Smithson: "The ordering
and classification of things, and people are included here
as well, enables one to narrate "the story", indeed to
insist on itsg singularity: to deny multiple points of view,
loose ends, contradictions, unanswered questions... We know
that ‘museums appropriate the meaning of every object they
display. Things are not revealed, they are contained,
nothing is left to chance."?

And it was against just this inclination towards normativeness
that many critics and artists of the 1960s and 1970s rose
up. In a 1972 article titled "Cultural Confinement"®, Robert
Smithson wrote: "Cultural confinement takes place when a
curator imposes his own limits on an art exhibition, rather
than asking an artist to Set his limits. Artists are
expected to fit ito fraudulent categories. Some artists
imagine they've got a hold on this appartus, which in fact
has got a hold of them. As a result, they end up supporting
a cultural prison that is out of their control. Artists
themselves are not confined, but their output is. Museums,
like asylums and jails, have wards and cells--in other
words, neutral rooms called "galleries": 2 work of art,
when placed in a gallery, loses its charge, and becomes

a portable cbject or surface disengaged from the outside
world. A vacant white room with lights is still a submission
to the neutral. Works of art seen in such spaces seem to
be ‘going through a kind of esthetic convalescence. [...]
The function of the warden-curator is to separate art from
the rest of society. Next comes integration. Once the work
of art is totally neutralized, ineffective, abstracted,
safe, and politically lobotomized, it is ready to be
consumed by society."

Smithson was up in arms here against what was the favourite
target of the entire generation of artists producing
"dematerialized" art, which he here describes as a normative
system, based on the prison model, which applies appropriate
Systems for ensuring artistic "independence", aimed at
controlling culture. The Museum has traditionally been
thought of as a Sanctuary, a place apart where time is in
abeyance, and where things are frozen as if in ice. But
if, by separating art productions from the supervision of
religion and the powers-that-be, aesthetic independence
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The Museum as Prison
Post Post-Scriptum on Control Societies
Vincent Pécoil

The metaphor, be it explicit or distorted, of the museum
as "prison" became a commonplace in the 1960s and 1970s
among the artists and critics belonging tolwhat somg today
refer to as the "neo-avant-garde". In her 1ntroducplcn to
the re-publication of Six Years!, more precisely tlFled
“Escape Attempts”, Lucy Lippard reverts to the cruCLall
motivations of the most radical artists of the day--esgaplng
from the "cultural confinement" described by Robert Smithson
in his writings. It was an escape attempt that hadrtgken
on the most literal of forms (a foray "outside the [traditional]
frame" for showing art, with Lippard reminding us the extent
to which the New York MoMA, for example, was regarded by
American artists as the major target) as well as the most
metaphorical. For the "dematerialization" of the artlobject,
be it the doing of artists themselves or curators.llke Seth
Siegelaub, was seen as an alternative strategy w1thlrggard
to the institutional system for exhibiting and receiving
art (including commercial galleries).

DISCIPLINARY SOCIETIES

As a space of exclusions and confinements, the museum came
into being in the context of what Michel Foucgult cal;ed
"disciplinary societies", and makes reference, 51mu;taneously,
to a certain number of models which it shares with the
establishments peculiar to these societies: fgm%ly (schools,
styles and movements), workshop (with the division gf %abour
implicit therein), school (the educational and eglfqug
end purpose of the museum) and, last of all, the 1ud1c1§ry
(the museum as an authority issuing verdicts). The lnvent}on
of the museum occurred at the same time as the inQOrporatlon
of the prison within penal law, as a cur¥ent punishment and
no longer the privilege of kings and princes, gt the end
of the 18th century. The ®im of this article? is to work
out the fortuitousness, or otherwise, of this temporal
coincidence, and accordingly gauge the relevance (i.e. the
reality) of this metaphor: the museum as prison.
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The underlying principle of the classical museum, which
came into being in the mid-18th century, at the same time
as Bentham's panoptic Structures, borrowed the ideal of
isolating visibility that was the salient feature of the
panopticon. The cbjects placed in it were done S0 as if
"on deposit", and this so that they might be seen. But
over and above this literal visibility, the museum was/is,
first and foremost, a discursive system, whose function
was/is to pronounce Jjudgements, and whose end purpose
was/is normalization. What Foucault's studies of prison
systems help us to grasp in relation to the Museum is that
this latter is a tool, element or instrument giving rise
to a tangle of systems of knowledge and power. Here, from
now on, analogical reasoning finds its boundaries--the
museum is not "like" a pPrison, but it is based on a muddle
of forms of power and knowledge in which it plays an active
part. "The prison fabric of society provides both the real
capture of the body and its perptual observation. [...]
Its panoptic functioning enables it to play this doubl
role." [...] "The prison System represents one of the
frameworks of this power-knowledge syndrome which has made
the human sciences historically possible. The knowable
person (soul, individuality, consciousness, behaviour, it
matters little here) is the object-effect of this analytical
investment, and of this domination-cum-observation."3 Tt
is undoubtedly illusory to wonder whether there is a type
of space or paradigmatic, founding, ideal discourse which
might apply to the Museum in the same way as Bentham's
panopticon might apply to prisons. There is no such thing;
precisely because the relationship between the museum and
the prison is not a relationship.of analogy, but one of
continuity--the model of the museum is the model of the
prison system. The Museum is pPart and parcel of the prison
network described by Foucault, which encompasses all the
various disciplinary systems, operating scattered in society.
In Surveiller et Punir [Surveillance and Punishment],
Foucault does indeed stress the dimension of continuum,
gradation and dissemination of the prison system with
"disciplinary" societies. There is no solution of continuity
between the different normalization systems: "... imprisonment,
with its surveillancé and punishment mechanisms, functions,
on the other hand, on the basis of a principle of relative
continuity. Continuity of the institutions themselves which
make reference to each other (from welfare to the orphanage,
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encounter is traumatic because I can never know how the
other sees me, opening a rift between how I see myself ang
what I project onto the other, and that gives me anxiety,
Also, in the face to face my scope of vision narrows down
because it is focused on the other’s face. Postponing the
face to face and walking facing forward are acts of faith
-a leap out of incertitude and the eschewal of hope. The
eschewal of hope in favor of the leap of faith I am trying
to describe here is not a suspension of ethics, but its
degree zero. It is not that I cease to address or to answer
the other, but that I give my faith to the wholly other.
Here faith is absolute difference, an absolute break, pure
potentiality and possibility. Faith gives me the certitude
of the other’s love in its potential. I turn you into the
subject of my faith, accepting that my desire is not enough
to invite you to respond to my faith. What I believe is
wholly independent of your will. The suspension of the
face to face is not: «Aimer, ce n’est pas se regarder l1l’'un
1’ autre, c’est regarder ensemble dans la méme direction
», as such love cannot be possible at the time of rampant
individualism, when the future is still a bomb that we
hear ticking in the present. Facing the tyranny of
incertitude, all that can be afforded here is faith, neither
hope (a luxury), nor doubt (doom). I have faith that Orpheus
knows that I'm walking behind him, I have faith that
Eurydice is walking behind me. Walking away from Waiting
—-But where to? There are no safe passages as the roads I
see are plagued with three-dimensional unbreachable obstacles,
breaches of promises.

4
Literary Misunderstandings

We are made out of pure pasts. The other (autrui) is the
expression of a possible world, that is, the other presents
him/herself as a world to me, opening up in my past blisters
that contain and envelop a multiplicity of possible worlds.
When I encounter the world that autrui presents to me, I
inscribe in him/her a possibility from an ‘I was’ that canl
either be frightening or reassuring. Unknowingly, the

encounter with autrui actualizes a past that does not

coincide with the subject I desire, the object of the .
possible world. When the possible world embedded in autrul
becomes frighteningly unbearable, the degree zero of ethic$

is endangered because such fear may cause the obliteration
of intrasubjectivity,

creating transparent machines. Insofar as narcissism is
the realm of transparency, seeing through each other, we
ceased to own our own appearances and became each other’s

\Zizek masturbatory phantasms of our own, vulnerable narcissistic

subj?ctivities. In making each other transparent, we became
foreign to one another, uncanny, embodying hidden secrets.

perrida Operating under hostilpitality, we added up guests and
- ‘hosts, summ(on)ing ghosts. We will never know how and which

traces were actualized in the stories we told each other.
In front of and behind the invisible, the inscription of
our stories onto each other’s skin threatened to return
as a haunting. Seeing through, we leashed out memories
before death, deception, the memorial sentiment of futile
surrender and sacrifice. I fought in the name of opacity,
tried to unveil secrets, to slice open spaces in between
transparent images by speaking out, touchée.. it was too
late. You wouldn’t hear about double souls, just about
twins -and we already have twins elsewhere. Then, you’d

hiller become insensible even to your own affects and sufferings,

poéte maudit, absorbed with your impassible search for the
gold that you believe can disentangle your loom, unfasten
your freedom.

Today I point a finger back at you. I carried the burden
of both of our desires, forced to disown my appearance and
my knowledge, you bearing my gaze, silently, desperately
gazing at the unseen. Your transparent silence said: memory

MAH is the prison of desire, I am, we are trapped.

We were hardly able to separate the bad past from the
potentially redemptive one, fearing to compromise memory.
Yesterday a cat died inside Endgame and one of my lives
—-the cne flayed bleeding the other’s wounds -left accompanying
him. Today I realize that I am rewriting autrui from the
site of my own forgotten memories.

<]
Unearthing the Clay Pots

“They are butchers when it comes to hospitality”
From Trip in the Ruins of Al-Walaja, Rihla Fi Atlal Al-
Walaja, by Mustafa Khalil al-Sayfi

The radically, unassimilable different needed to be
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For him whose name sounds like sa-1l-t
Coinciding swift appearance,

When and why

A murmur passes through a falling horse
Whose scars he is making me bleed

And to his brother who is a warrior,
Translating to crystal blue light-
words bleeding me

1
Warm Spleen

Holding back the rain to come

Suddenly chose not to move toward me as a man or as a poet, iF Godot
Amiss to name me Ophelia,
Instead you toock me for a scape-ghost.
Scape-goat
Scape-ghoat
Scape-ghost
Guest + host = ghost
Windows and doors wide open,
I wish to break out from your silting triple equations,
Exile myself from the spell of the red earth, from the
endless shaven hills.
Walking away from your mixed signals of capitulation and
resistance,
From the confusion between movement with action
At best translated as impassibility, mon poéte maudit.
You forgot
That these lips know how other lips have cut after,
Our hushed eco-graphia
On the skin: “Dans le véritable amour c’est 1'ame qui
enveloppe le corps.”

And how songs of other times sailed back into our ears
Unannounced, out of joint, in eternal recurrence.
Knowing from the beginning that the odds were against me

I spoke words that can only be written, hid beneath.
Below, the memory that is now forgotten,
Once I could laugh my own tears. BuUinas

From now on,

Make sure that window is tightly shut,

My soul might become the wind in the dark,

Come in and brush your skin with my breath until you fall asleep,
Sneak inside your chest so you breathe me,

Or having stumbled upon you in one of your Oliveiran walks,
My soul will be the moon embracing you with my rays.

2
Nah ist und schwer zu fassen der Gott. Wo aber Gefahr ist,
wdchst das Rettende auch
Friedrich H&6lderlin

3
Waiting
Now I know, settling accounts from a past life, I found
myself living on, this side, walled-in, Waiting. It was so
dark and uncertain that I couldn’t breathe. I stopped

reading signs. Instead, I addressed you sketching out a
theory of love, trying to resist the invisible forces
making me move oscillating, hesitating, making me fidgety
and wonder: Will I be able to multiply three months by
three, by four? Will we be granted more precious nights?
As an attempt to breathe, I folded myself into Orpheus-
Eurydice transforming doubt into its opposite; which is
faith. Getting away from waiting, the first time I walked,
I went too fast and got bitten by a snake whose nest I
accidentally stepped on, during my hesitant and hurried
escape. The peison made me spiral down toward the underworld,
deeper into the murky realm of incertitude. I then unfolded
into Orpheus and was granted by the gods a chance to go
down to look for Eurydice. On our way back from the
underworld, as Orpheus, knowing that if I turn around to
face Eurydice because I doubt whether I will encounter her
loving gaze I will lose her forever. Thus, as Orpheus, I
placed myself in a perpetual present, postponing indefinitely
the moment in which I will turn around to confirm Eurydice
is walking behind me. The perpetual present I seek to exist
in thus, postpones indefinitely the face to face between
Orpheus and Eurydice -as a leap of faith.

The face to face encounter is ethics and responsibility
and it implies responding to the call of the other turning
one’s gaze toward his/her face. Yet, the face to face
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guest and the enemy (Hostis in Latin). What seem to be different, at
times even contradictory terms are in fact key concepts which make the
space and gesture of hospitality. Derrida even crosses between these
contradictory words: “Hospitality (hospitalité), Hostility (hostilite),
hostile hospitality (hostipitalité).” See: Derrida, p. 79.

12. Derrida, p. 61

13. Derrida, p. 100. “Even s0” writes Anne Dufourmantelle in her
introduction to Derrida’s text, “one must continue to think this law of
hospitality as a gravitational force which “destabilizes” the complacency
of the laws of hospitality.” See: Anne Dufourmantelle, “Invitation®, in
Derrida, p. 33.

14. Derrida writes of “..the coercion of the host who accepts to chose,
to pick out, filter, select his guests, his visitors or invitees, those
he had decided to grant shelter, the right of wisit or hospitality.” For
Derrida “there is no hospitality, in the classic sense, without a man's
soversignty over his own home; But because there is also no hospitality
without finality, hospitality can not be realized, but through filtering,
through selection, and so through exclusion and an act of vioclence. The
injustice, a particular injustice, even a certain breach of oath, begins
in that very instance, from the threshold of the right to hospitality.”
See: Derrida, pp. 85-86.

15. The Other according to Levinas is not one, but carries with it the
Third - the representation of the rest of humanity, the entire human
ecollective. See: David Gauthier, "Levinas and the Politics of Hospitality,”
History-of-Political-Thought 28.1, Spring 2007, pp. 165-166

16. Mustafa Dikeg, “Pera Peras Poros: Longings for Spaces of Hospitality,”
Theory, Culture & Society 19.1-2, 2002, p- 227.

17. Dikeg, page 229.

18. Dikeg, page 134.

19. Dufourmantelle, p. 32.

20. “There are some threats upon the privacy of the home” writes Derrida,
“which enable xenophobia, in order to protect my self-hospitality - that
of man to himself - I want be a master in my own home.so I can accept
into it whomever I shall desire. I begin to view the foreigner as unwanted,
and virtually as I would an enemy, all who invades my ‘home’, into my
be-in(g), the power of my hospitality, my host’s sovereignty. This other
becomes a hostile subject of whom I might become a hostage.”. See:
Derrida, pp. 85-86.

21. Derrida addresses the notion of parasitism briefly: “.the general
problematic nature of the association of parasitism and hospitality is
indeed the one we are required to'open. How are we to differentiate
between a guest and a parasite? Principally speaking, the difference is
obvious, but for that we need a law; hospitality, acceptance, the reception
offered must be subjugated to a strict and restricting judgment. Not
every random comer is accepted as a guest if they do not enjoy the right
of hospitality or the right for shelter, etc.. Without this right, he
cannot enter my “home”, the “home” of the host, but as a parasite, an
exploiting guest, illegal, covert, subject for potential deportation or
incarceration.” See: Derrida, p. 89.

22. Derrida, pp. 129-130.

23. In his article, Dikeg dwells upon the misinterpretation of hospitality
as a warm welcoming, and perceives it as requiring both openness and
mutual familiarity between guest and host. While attempting to become

a better host, a blurring of borderlines between host and guest may
occur. If the guest does not respect these boundaries, he is denying the
host of his right not be taken over (conquered). See: Dikeg, pp- 236,
239.

24. Hal Foster, “Archives of Modern Art”, in: October 99, Winter 2002,
pp. 81-95.

25. Ariella Azoulay, Training for art: Critigue of Museal Economy, Tel
Aviv: Hakibutz Hameuchad, 1999, pp. 108-109.

26. Azoulay, pp. 86-87.

27. Irit Rogoff, “Looking Away - Participations in Visual Culture,” in:
http://collabarts.org/?p=6

28. “Space of appearance,” a term which Rogoff borrows from Hannah Arendt.
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exhibition wishes to examine. The frequent use of the word
“visitors”, which here substitute “spectators”, is not
random. This choice is aimed at the relationships which
are woven upon visiting the museum (be it the specific
space of the Bat-Yam Museum of Art, or the artistic
establishment it represents). It seems that in order to
deal with the elements of this occasion, the experiences
concealed in it and the modes of communication that conduct
its course, the customary practice of representation is
not sufficient any more.

In relation to the praxis of representation, and as an
alternative for the “arresting (of) the continuum of
everyday actions” it produces, one of Irit Rogoff’s articles
suggests a different action, that of “Looking away”27. It
1s an extended version of the principle of participation,
which is not satisfied with just emotional identification
or mere contemplation in front of the object of Art, but
calls for the integration of the spectators’ performative,
daily actions, in a process which transforms them into
active players. This stand perceives the audience as subject
matter, and the space of exhibiting as a site, which points
out manifold possibilities which are not necessarily to
be found between its own walls.

Rogoff alse binds “looking away” with “coming together”

= a collectivity which is not based on identity (national,
sexual, political etec.) or on ideology, and which does not
produce ‘a collective heritage. It is a daily, arbitrary
collectiveness that comes about when people gather together
around a common interest.: It is formed through gestures
of speech and action, and as such it precedes every formal
and institutional form of the public sphere. It has a loose
existence, a temporary expression after which it dissolves.
The space in which this expression is formulated is a space
of appearance (where I appear before others who appear
before me), which exists when people are in each other’s
company?8,

We would like to suggest that the gesture of hospitality
is in fact a curatorial action, which can be used as an
alternative to the traditional act of representation. Much
like the turning away of the gaze, hospitality is a transient
action, which exists in a specific and constantly changing
space and time. Within the artistic space, this action of
hospitality seeks to release the work of Art from its
restricting framework of separatist, segregating privileges,

Pls

and through the refusal to strategies of centralization,
to create for it a space of participation and collective
interaction. The attempt to sustain this gesture within
the museum space invokes various questions - Can a museum
host? Can works of Art host? Does hospitality within the
museum space necessitate setting up rules? If so, what are
those rules? Who determines them? Beyond these question,
which remain open, hospitality grants us the ability to
look afresh at the borderlines and fundamental contours
of the museum’s space, and to examine closely its capacities,
the human relations and different forms of communication
that are woven within it.

From Hebrew: Avshalom Suliman-Altshuler
[Al1l quoted parts from Derrida and Dufourmantelle were translated from
the Hebrew text by the translator)

Endnotes:

1. Tracy Mcnulty, "Hospitality after the Death of God," Diacritics 35.1,
Spring 2005, pp. 72-73.

2, Jacques Derrida, Of Hospitality (Cultural Memory in the Present), Tel-
Aviv: Resling, 2007, P. 66.

3. Blake Stimson and Gregory Sholette, Periodising Collectivism," Third
Text 18, Issue 6, 2004, pp. 573-583.

4. Irit Rogoff, “Production Lines,” in: http://collabarts.org/?p=69

5. About the nostalgic romanticism for the group as a pre-modernist
notion, as a part of a yearning for liberation from the estrangement
brought.about by life in modern society, and which stems from an imaginary
perception of the past, see: Jean-Luc Nancy, The inoperative community,
1991, Minneapolis:EUniversity of Minnesota Press, Pe. 17-18.

6. Rogoff, “Production Lines”

7. Rogoff, “Production Lines”

More about the perception of collectiveness as opposed to the concepts
of authenticity and originality as they appear in the traditional,
mythical perception of the lone artist awaiting inspiration, see:
Charles Green, “Collaboration as symptom,” in: http:f/cnllabarts.org/?p=4
8. Stimson and Sholette, p. 573.

9. Stimson and Sholette, pp. 574, 581-583.

?0. Green too recognizes a change in contemporary artistic collectivism,
in relation to that of the sixties and seventies. He describes it as a
shift from a creating of the self through the Co-operation, towards
activating a co-operative-self in relation to un-aesthetic criterions:
ethical problems, communities, tasks and projects. See: Charles Green,
"Group Soul,” Third Text 18, Issue 6, 2004, b. 596,

11. From the outset, this linguistic term conceals many concepts, among
which are the simultaneity of the host and the guest (héte in French),
of the foreign and hospitality (Xenos and Xenia in Greek), and of the
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documentation of the group’s activities and for their
glorification with flags, spectacular opjects, texts and
photographs. This work is close in s?irlt Fo others made
by the group regularly - choreographies whlcﬁ follow day
to day movements of large crowds, while drawing upon
esthetics and demagogy prevalent in both youth movements
and in aggressive propaganda practices.

On the Museum

out of the extensive research concerning the mUSEUm_
institution [see also Vincent Pecoil’s article publlshed
here] it seems that Hal Foster’s important arFlyle recognlzes
most precisely the dialectics between the cr;tlFal attitudes
toward the museum as moving between reification apd
animation. For instance, this dialectic position is
demonstrated through the stands of Paul Valéry and’Marcel
Proust, as they are described by Adorno: Wh;le Valeéry
perceives the museum as a mausoleum — a burla} ground fgr
the Art of the past (and so points to the artist’s studio
as the authentic place of occurrence for Art), PFDgst sees
the museum as a clean, spiritual place (in opposition with
the studio’s dirty space), and the white cube as a p%ace
which resonates the internal spaces to which the artist
withdraws in order to create. In addition to these outlooks,
Foster also addresses Benjamin’s concepts of the value of
presentation and the aura, and the way these concepts leak
into Malraux’'s “Museum with no Walls”. Later on Foste;
identifies the contemporary museum as a place tha? mainly
presents its own Spectacle value. By this,.accoFdlqg tg
Foster, the museum’s role shifts, from an archival institution
preoccupied in the conservation of memory, to one engaged
in visual practices of presentation?‘. .
Ariella Azoulay’s book addresses the museum’s presentational
practices as well. The Art museum, says.Rzou}ay, wants an
object with a universal validity, thus ignoring Fhe
particular circumstances of the objectis prc.:ductlgnf
generating it as a closed denotative-unite with privileged
status, whose context is separate and externgl to other
possible economies of exchange in which it might havelhad
a different meaning?®. The curatorial practice of presentation,
according to Azoulay “creates unique relations between
sender and receiver, in the sense that facing the statement
the receiver assumes the sender’s position and repeats the
same actions.” This praxis does this by “arresting the

continuum of everyday actions, distancing the instrumental
gaze, bringing the thing into a state where it is recognized
as an object by the consciousness, and interprets its ‘is-
ness’“26. In other words, what is considered here are the
constitution of the object’s artistic status, and the
establishment of the occasion of viewing, through strategies
of isolation, concentration and differentiation.

The groups participating in this show address in different
ways the modes of inclusion and action presented by artistic
institutions. The group of street artists named This is
Limbo aims its endeavors at the open spaces which surround
the closed interior of the museum. A crack in the pavement,
planted seeds, telephone poles - all these are concrete
representations of urban space, and of the preceding action
performed in it. The process of growth, however, does not
only represent similar actions carried out through the
city, but is in itself a real process. Surprisingly, it
is the open space that endanger sprouting and growth, while

- the closed museum space, which becomes a sort of a greenhouse

in this work, supplies these processes with a real chance
of succeeding.

The group Incas of Emergency works with materials found
in the museum’s warehouse or cast around it. This is in
fact a perception of the museum as a productive site whose
byproducts are gathered in its periphery, not to be shown
to the public. These materials are combined in this work
to form a modular ready-made sculpture, which contains a
variety of media and may be moved around by the spectator.
It is a work based on the concept of the existing as a
changeable thing, and on the re-centralized, recycled
margins.

The visitor assumes a crucial role in the work of DAKA.

A stenographer, who is situated in one of the exhibition’s
spaces, writes down the words of visitors who are passing
by. When there are no visitors, the work does not exist;
where there is no guest - there is no host. These two
statuses are revealed in this work as two beings which are
created from one another, and which exist in complete
interdependence with each other. In addition to that, the
shorthand writing creates abstract graphic expressions,
which transform the spoken words into an enigmatic sign-
script, in a way that also raises questions concerning
language, representation and interpretation.

The status of the visitor is one of the key elements this
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Dotan and Perry's “Glasshouse” directs the wisitor into
the artist’s domestic space, through the projection of
this territory on four of the museum’s walls. An internet
camera is active in the actual private home, documenting
all that takes place within it. The materials which are
uploaded onto a web site (with no editing), and which are
later moved onto the walls of the museum, show performance
acts which take place inside the house. These performances
are intentional actions which take into consideration the
gaze that watches and photographs them in such a way which
opposes daily routine actions, but alsc influences them.
However, what seems to be a limitless voyeuristic gaze is
in fact controlled by the artists in every aspect. This
work examines various borderlines - the domestic space is
being breached by its displacement into the Internet, which
in turn is being relocated into the museum. The last of
these spaces now contains a series of external parallel
spaces, real and virtual to the same degree.

In the work of Escape Program the visitors find themselves
in a space at once familiar and strange. The different
sections of a house are represented this time using their
characteristic sounds, their every day background noises.
The room crystallizes around the visitor as he walks through
it, and the rooms appear only when one reaches them. And
so visitors take part in the formation of a domestic living
space that surrounds them, but it is only a recorded,
duplicated space, sounding only its distant echoes.

The complex situation that the concept of hospitality
places at the threshold of this exhibition can be characterized
through its inherent component of liminality. As Dikec
suggests, hospitality is a liminal point which points to
the regions beyond its boundaries!?. It is the point where
the host awaits his guests in Pierre Klossowski’s “Rules
of Hospitality”, quoted by Derrida: “The landlord, having
no other, more urgent concern than to bestow his happinees
on every other men, be it whom it may, which shall come,
as evening falls, to dine at his table and rest under his
roof from the wearies of the road, awaits with concern at
the doorstep the foreigner which he will see as a savior
advancing at the horizon. And when he shall see him coming,
as far as he may be, the master will make haste and call
him: ‘enter quickly, for I fear my own happiness”18.

And, as Anne Dufourmantelle claims in her introductory
article for Derrida’s text, “..hospitality can only be

offered here and now, someplace..as if the place with which
we deal in concerning the issue of hospitality is a place
that a-priori does not belong neither to the host nor to
the invitee, but to the gesture in which the one receives
the other..”19,

In the work of Jazzstylecorner group another aspect of the
liminality of hospitality is demonstrated, as both the
anxiety and threat which characterize the guest’s arrival
materialize in it?%., The group members let lice grow on
their heads, and use the museum’s space as a laboratory
for their cultivation. They sleep and eat in the museum,
change the temperature of its rooms, and document the
development of the colony. It is a double display, straight-
forward and concrete in nature, to the concept of parasitism
through driving the concept of becoming a guest to its
extreme?l. This displays aims at creating a discussion
around the social perception of the idea of the parasite,
which is often used to label certain publics and to exclude
them out of society. The visitor in the exhibition is
invited to be a guest in the group’s living quarters, and
even to join a meal with its members, but in order to do
S0 one must overcome and cross the menacing threshold of
parasitism.

"To cross the threshold”, writes Derrida, “means to enter,
not only to approach or to come. An odd reasoning..is the
one practiced by that impatient master who awaits his gquest

‘ as for a liberator, his own savior. It’s as if the foreigner

holds a set of keys.as if the foreigner is capable of
saving the master and release the power of the host; It
is as if the master, as a master, is a prisoner of his
place and power, of his own being-ness, his own
subjectivity..The master, the one to invite, the inviting
host is indeed the one becoming a hostage - the one who
has truly always been so. And the guest, the invited
hostage, becomes the one inviting the inviter, the host’s
master. The host becomes the guest of the guest. The guest
becomes the host of the host. This exchange transforms
each, to the other’s hostage. Such are the laws of
hospitality”22,

Public Movement group occupies a position, which is similar
to the act of taking over or occupying the museum?3. The
artists place a new inscription alongside the sign bearing
the museum’s name which reads “Public Movement House”, and
turn one of its rooms intoc a site dedicated to the
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Both elements come into being with the request to identify
oneself, directed at the guest. Derrida writes: “The foreign
is first and foremost foreign to the language of the law
in which the duty of hospitality is phrased, the right for
refuge, its boundaries, codes, the methods for its safe
keeping, and so on. He is forced to ask for hospitality
in a tongue which is by definition not his, in the tongue
forced upon him by the head of the family, the host, the
king, the master, the rule, the nation, the state, the
father, and so on. They force upon him a translation into
their own tongue, and that is the first violence. The
question of hospitality begins here: Is it right to demand
of the foreigner to understand us, to speak cur language.before
we accept him, and so we can accept him, into our home?”1Z,

According to Derrida and Levinas before him, one must
differentiate between ethical hospitality (the unconditioned
kind) and the political one (with many rules that come
with it). “Everything happens as if hospitality is the
impossible” writes Derrida, “as if the law of hospitability
defines this very in-ability, as if it is not possible not
to break it, as if The law of total, unconditional,
exaggerated hospitality, the categorical command of
hospitality commands us to break all of the many rules of
hospitability, that is the conditions, norms, rights and
responsibilities imposed upon the hosts and hostesses,
upon those who host and.. upon the guests.And mutually,
everything happens as if the many laws of hospitality,
while marking boundaries, power, rights and duties, their
essence is provocation of the law of hospitality and its
breaching, the law that commands us to offer the random
passerby unconditional welcoming”!3.

The initial step in implementing hospitality as a curatorial
practice in this exhibition is the choice we made in
entering groups to the museum’s space, which required the
reexamination of that space, its boundaries and conditions.
The next step was the distribution of an open call - an
open invitation to groups and collectives from Israel and
around the world. The groups who take part in the show
were chosen by an extended team, and with a dual awareness:
firstly, that from the outset the act of choosing is a
committed act of selection and exclusionl?. Secondly, that
we do not choose only guests but also hosts: with their

entry into the museum the guest groups become hosts of the
third side of the triangle that constitutes the museal
relations - the public of visitors.

The work of Alina & Jeff Bliumis brings about a double
inversion in the traditional relations between the museum
and its audience. The artists cross the traditional
boundaries between the two spaces again and again - on the
one hand they are hosted in the home of a local family
which is situated outside of the museum space, and on the
other - the visual documentation of that encounter, presented
in the museum, leads to the insertion of the private space
of the home into the museum. In addition, a complex
relationship with the artistic object is present through
the work — the painting, that original object de Art, is
not presented in its more obvious location (the museum),
but rather in the private home of the hosting family. The
public is no longer the conventional visitor in the museum,
who comes to behold works of Art. Not only that this work
(both the action and the painting) is displaced to their
home, but their staged photograph becomes an exhibit in
the museum.

When dealing with hospitality one of the notions that need
be examined is the home, the space in which the gesture
takes place. According to Levinas the concept of ‘“home’
is the initial point for human actions, and functions as
a haven and a safe place in which the self can dwell (as
a guest). With the acceptance of oneself inwards into the
home, it constitutes itself as a being with ownership. The
self secludes itself, centralizes itself, becomes an
autonomous being, clearly separated from the outside.
However the home can be opened through the gesture of
hospitality directed towards the stranger or the Other,
an action which according to Levinas complies with the
moral decree demanded by the other’s face - “Thou shalt
not kill”. That is to say, the face of the other obliges
the self to express active interest in the well being of
the Other. Through the bringing of the Other to its home
the self frees itself from its own introversion inside the
home, which thus becomes a vessel for the compassien towards
the Other (which in turn is based on the fact that both
sides are in effect guests)!®. However, as Mustafa Dikec
claims, the arrival of the guest also destabilizes the
home. Hospitality upsets the privacy of the Home, and
threatens its closed and comfortable spacel®.
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over its own social being, here and now, everywhere and
at anytimel®,

The groups which were invited to show in this exhibition
manifest a variety of modes of collaboration which relate
to different social forms of collectivity - from permanent
associations created around a common ideology, through
temporary gatherings and fictitious unions of all kinds,
Ma’an Association/Etgar Magazine/Video 48 present the work
of an association, which up until now operated in several
branches around Israel and on the Internet, and is now
relocated it into the Bat-Yam Museum. “Beit Ha’am” (in
Hebrew: the People’s Home) is a gallery for Art and poetry,
which once a week becomes the headquarters for the actions
of a professional union offering information and employment
consultancy for workers. Alfred Gallery is an Art gallery
run by a group of artists, and is located in the Tel-Aviv
neighborhood of Florentine. In the wvideo work shown in the
exhibition all the members of the group appear (each in
their private surroundings) while having a fictive debate
concerning the acceptance of a new artist to the group.
The pseudo-documentary video manifests the power of the
group not only as a decision-making community, but also
as an association with rules, regulations and border-lines.
The Tel-Aviv Group also performs a functional shift in the
space of the museum. For the duration of a single night
the central hall of the museum becomes a site for the
performing of one of society’s most common ceremonies -
the wedding (some museums nowadays rent their facilities
for such occasions to exclusive groups and for the sake
of financial profit). The group, which in daily life lives
as a commune, uses the museum for a collective wedding
ceremony, in the tradition of similar ceremonies which
were once held in the Israeli Kibbutz. This ceremony
centralizes a multi-member community, and, for the couples,
functions as a moment of exposure in front of an invited
audience. Because in this case those who are getting married
are artists, a certain ambiguity is drawn upon the concept
of ceremony and performance. Does the title ‘performance-
Art’ nullify the validity of the event as a wedding rite?
Perhaps it is the other way around - does the ceremony’s
validity cancel out its artistic definition?

ARTPOKER is another temporary gathering, only with a totally
different set of rules. It is the initiative of a single
artist, Daniel Yahel, who gathers a different group of

T

artists each time for a game of Poker, in which every
plaver stakes a perscnal work of Art, in a mixture of
performance and real game. Aside from creating a space for
cooperation between the different artists (however temporary
and transient), the work deals with the economic side of
Art through gaming tactics and play practices. Although
sometimes hidden or repressed, this side is nevertheless
an integral part of the Art field, and affects all its
players.

Similarly, “PONZI'S” project by the French duo Société
Réaliste deals with Art’s commercial facet, this time
through a made up product offered to the visitors for sale,
using the pyramid method. This product, although it does
not exit, has several sub-brands, graphic materials, sales-
charts and more. As in other projects by this group, here
also the artists work under the name of a corporation
founded solely for this occasion (not unlike “straw-
companies” or fictitious entrepreneurships which pop up
in the market on daily basis).

In “The Postmodern Choir” by Group Zero the visitors are
invited to recite the words of a poem written by members
of the group. All of these voices will be joined together
to form a single choir which will exist eventually in a
web site constructed for this purpose. The community in
this work is a virtual community belonging to a potential

P future.

On Hospitality

This exhibition offers Hospitality as a modus operandi for
the museum (as a particular space which also represents
an institution) in dealing with the collectives that act
within it.

It is a notion that stems from the private sphere, transferred
to a public institution. The gesture of hospitality offered
by this exhibition is not only a positive act of generosity.
This is, of course, true to all other arenas in which this
gesture exits. This notion of hospitality is but the surface
of a concept whose breakdown calls for the scrutinizing
of the space in which it exists, of the relationship formed
within it, the conditions that enable its existence and
the fundamental contradictions found in it!l.

The idea of Hospitality is, first and foremost, a moral,
ethical command which contradicts its own practice, an act
that always necessitates the setting of rules and boundaries.
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appearances>.

In her article, entitled "Production Lines", Irit Rogoff
attempts to map out different artistic collaborations since
the sixties in relation to other Modernist collaborations
that preceded them. According to Rogoff, a group action
which is practiced as part of the Modernist concept of
avant-guard tends to formulate as artists gathering around
a coherent project, in the name of a common artistic goal.
Such a group is formed through a certain affinity between
individuals, and does not cast aside Individuality’s heroism
(any historical survey will show each such group as having
a number of prominent Artists, dominant talents or leaders)4.
Stimson and Sholette further claim that the synergetic
whole of Avant-garde collectivism (which is larger than
the sum of its parts) was used as an agent for Modernist
ideas, among which was the promise for social, political
and technological progress, and was acting out a futuristic
vision of a new society, which in itself was created to
fulfill the sense of loss of a pre-modern collective bond?.
1968 is the year which researchers mark as a turning point
in the history of collective action - the ‘year of
barricades’, of demonstrations, anti-war, anti-colonialist
and anti-capitalist movements; a year which marks an era
of criticism of systems, and of a growing recognition of
issues concerning social status, race and gender; an era
in which a new understanding of the mass-media was formulated
and employed, in which the author’s status was destabilized,
while hierarchies were overturned and boundaries between
genres revoked; an era in which the consciousness that
ideology not only exists in the political-governmental
sphere but is also present in every individual’s daily
existence grew; a time in which a growing recognition saw
the artist as one who does not create naively, naturally
and spontaneously, but inherits a historically-defined role
in relation to specific institutions, with which he must
create some kind of relationship®.

Beginning in the sixties a new kind of collectivism is
formed in the artistic arena - one which focuses its
attention less on the artistic object, and more on the
processes of its production. This collectivity crystallizes
while creating social relationships, and emphasising a
critical examination of the work of Art and the context
in which it is assembled and showed, in contrast with the
Romantic notion of the artist as a unique individual?.

—_
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In their examination of the different forms of social
associations after Modernism, Stimseon and Sholette point
cut a social collectivism of new kind, which is formed by
limited, condensed groups that are subjugated to management
and control; random gatherings such as urban queues or
groups of company man, in which individuality is exchanged
for production skills, and for a handful from the Capitalist
wealth. It is a dynamic collectivism feeding on consumerist
culture. In the field of Art, the writers pinpoint a shift
from perceiving Art as a given structure, towards an active
interference in the sphere of mass culture. Artistic
collectivism is no longer characterized as a singular
homogeneous form, or as an avant-garde champion of progress,
but is rather formed around fluctuating, unstable identities,
and adopts the heterogeneity in its core. The arena for
this collectivism is culture. It does not concern itself
with devising models or master plans, but is, rather,
interwoven into the net of cultural exchange®,

However, according to Stimson and Sholette, in differ from
its predecessors contemporary collectiveness has ceased
to refer to culture as its central medium, but rather
situates itself in relation to Capitalist globalism in
various manners. They recognize two modes of contemporary
social associations. The first includes collectives of
public opinions, which gather around beliefs, strategies
and a sense of mutual affinity in the name of - or in
opposition to - an ideology. The other mode is related to
the new economy, and is manifested in different forms of
hyper-Capitalism, in the DIY method, and with a minimum
amount of regulation (some examples are chatting over the
Internet, community-based web-sites such as eBay, various
social networks and more) . According to Stimson and Sholette
this kind of communalism nourishes Capitalist values such
as entrepreneurship, efficiency and productivity?.

The two writers further claim that for the contemporary
artistic collective the medium is no longer culture, but
a direct involvement in social life. What used to be a
struggle over forms of representation, identity and life-
style, has become a direct assault formed through a
collective yet decentralized action, which manifests itself
with every means possible and is directly involved with
the forces of production. The collectivist dream is no
longer aimed at a futuristic, idealistic future, or at the
disruption of culture, but rather assumes responsibility
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MoBY HOSTING
A Group Exhibition

Milana Gitzin-Adiram, Leah Abir

Hospitality is simultaneously a privilege and an ethical
duty, a moral decree and a structured political action
which takes place in a defined time and place, between two
specific players. However prior to all other aspects,
hospitality is a liminal action - the threshold is the
condition and site of occurrence for its appearance, and
for its rapid dissolution. The condition of liminality
presumes openness and transition, while always and inherently,
a valid border-line which can not be made to disappear
exists in it. These are the conditions for the formation
and fulfillment of hospitality - an action with well-
defined time and space, but which is so brief and transitory,
that it exists mainly through the gesture, speech and action.

Throughout the three months of the exhibition, the Bat-Yam
Museum for Contemporary Art hosts in its various rooms an
assortment of groups and co-operations from both Israel
and around the world. Collective action is dynamic and
social in nature. It is aimed more towards process and
action than towards the production of a finite artistic
object, and its sphere of activity is mostly ex-territorial
in relation to the establishment (alternative venues, the
street, the World Wide Web). All these constitute it as
an action foreign to the museum establishment. As it enters
the museum, group action conveys with it questions and
doubts, while undermining the museum’s modus operandi and
the traditional standards which dwell among its walls.
There is a fundamental correlation between the occasion
of hospitality and the concept of the group - both community
and family. This connection appears in the earliest myths
of hospitality, as in the more recent writing dealing with
it. In the formative myth concerning hospitality, which
is the biblical story of Abraham and Sarah’s visitation
by angles, the guests’ action precedes the act of union
with God. In this mythical visitation, in which Sarah
receives word about her son’s miraculous birth to come,

the act of hospitality initiates the chain of events that
will lead to the eventual birth of a nation and a community!.
In the writings of Jacgques Derrida, one of the central
writers to deal with the subject of hospitality,”..the right
of hospitality regquires from the very first moment a home,
a dynasty, a family, a familial or ethnic group which
accepts a familial or ethnic group..[and] inscribes the
social and familial status of both sides in a contract..”?.

On groups

Although the roots of group action are deeply planted in
the history of Art, it seems that it is not the only context
in which this phenomenon may be examined. Many attempts
to characterize the nature of artistic collectives draw
upon similar attempts from the wider cultural spectrum,
and society at large. Not only is collective action
interpreted differently in different historical periods,
it can in itself be used as a test case for the examination
of transformations within culture and society. The validity
of such a step draws upon two factors: The first, since
the artistic practice is interpreted not only in relation
to itself, but alsc through the correlation between the
way Art practices and artistic institutions change in
relation to the values of the time. The second factor draws
on the fact that one of Art’s central characterizations,
at least in the last hundred years is the attempt to break
out the borderlines that restrict the “Artistic”, through
canceling out barriers between Art and life, and through
intervening and integrating with other areas of culture
and society as a whole.

In the 1960s and 70s collective activity experienced a
tremendous blossoming, in Western Art in particular. Diverse
dynamics for its creation were set up, together with a
variety of modes of appearance. These forms still resonate
in today’s artistic collectives. The recurrence of this
collective phenomenon in contemporary Art can be related
to the ripening of certain political, social and economic
conditions, however, since collective action is not unique
to our time only, one must also consider this phenomena’s
repetitive nature. One of the most interesting propositions
for the examining of this notion is offered by Blake Stimson
and Gregory Sholette, who claim that since collectivity
expresses the general production conditions in a concerted
fashion, it can reoccur again and again in different
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