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of the house, into the objects and walls, to comprehend how it works, to articulate it, to
seek a way out.

Everything is temporary. Every sculptural event sends ripples that encounter the
ripples of the other events. This movement generates an internal bureaucracy whose
method is hard to decipher. This conduct is hard to pinpoint because, by essence,
once the procedures have been diagnosed, once a fear of a routine, of a system, has
been identified, reorganization is already underway. It is an internal bureaucracy
which operates within the bureaucracies of the house within the bureaucracies of the
world. Autism and bureaucratic apparatuses: one apparatus undergoes an abstraction
that enables it to become embodied in another. The apparatus tries to situate itself in
relation to knowledge, or in relation to the illusion of control over reality; it tries to
sketch the fields of power differently, knowing that they are in constant motion. It is
a world emptied of raw materials; a futile recycling into which the grand narratives

collapse, while simultaneously containing it.
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pulsations. All these are associated with different types of intensity, which the work
produces; different strengths. At times, existence hangs by a thread. Intensity has
direction. That direction often functions as a substitute for an image; a substitute,
because it does not aspire to produce meaning, but rather to acknowledge meaning as a
mere prospect.

The objects’ placement in the geometrical grid resembles the way in which
a chameleon operates in a field of color: it tries to adjust itself to a fundamental
principle in its environment. The objects transpire within an architectural grid,
in relation to the parallel lines of the room and the force of gravity; an arrangement
which offers an illusion of causality, suggesting a promise for some rational reward.
This is how the walls and floor are positioned in relation to one another, and how the
objects at home or in the office are positioned in relation to the walls and the floor.
The black tape echoes the grid, accentuates it. However, while the body is bound by
the laws of geometry and gravity, experience is free to wander around in its own
“made-up” space.

Psychic mechanisms have no physical parallel; they do not resemble the structure
of the brain. There is no unconscious area where old patterns are being stored—the
fears, the guilt, and the shame. Psychic substance has no structure. Its components are
subject to constant movement and change, even if it spans fixed blocks.

These qualities allow separation from the physical constraints of the objects in
space, but the need to translate the physical reality into rational patterns may be the
reason why inner reality is always fictitious in relation to the outside.

An object stands in the space by itself. For instance, the chair: its joints are fixed.
A violent act on its seat forms an opening for the air to circulate. It can potentially
ventilate an entire room. A body. Sitting and straightening up. The musical triangle is
possibly intended to help one straighten up, to get up from the chair, but it lacks the
mechanical strength. It only introduces the idea of straightening up, or the potential of
a faint, silent sound. A rubber band functions as a delicate, feeble connecting system;
it overstates its own fitness.

The carpet is woven from the slats of a Venetian blind. It, too, will fall apart under
the gymnast’s weight and movement, even if it takes zero effort to lift the weight.
The act of weaving took greater effort. The persona constructing these apparatuses
misunderstands something fundamental about their mechanics. Her theater is
based on other life principles. It deconstructs the house to construct a gym, which
is supposed to exercise domestic survival. The Venetian blind was shifted from the
wall to the floor; the table shifted from the floor to the wall, to the place of the door;

the mailbox cover was torn off: it can only suggest the possibility that the table is,
perhaps, a gate to another world hiding behind the wall. Colored paper is glued to the
table, elements from a Bezalel Schatz carpet. They make up the carpet, and at the same
time—already contain its deconstruction.

Joints are significant: it is where the clue for the function shift can be found.
Sequences are also important—Schatz’s carpet, the Venetian carpet, the rubber
carpets. The carpets and shower accessories also function as means to demarcate
territory, marking the body’s demand to produce; to place them on the floor in
expressive gestures, to paint on the floor with objects. The only presence of bodily
subjectivity is signified by these desperate acts.

Contrary to the geographical table mountain, a mountain that has the features

of a table—Table Mountain is a table that has mountain features. It is formed

by accumulations, which prevent the family from sitting around it. It is a field of
experimentation which operates in a parallel dimension, where objects change their
objecthood, their effect in reality. Such as the movement in the verbal space generated
by the work; or, more accurately, the need to invent a language with which to speak
what is happening in this space, to invent this space in language, to expand language;
this is what I attempt to do here. Focusing on language is necessary because the work
endeavors to enrich the imagery, rather than introduce conceptual ideas; to rethink
the power of the image and what it sets in motion, as opposed to the power of the
word and what it activates. The conceptual and political aspects of the work are not at
the forefront; rather, they are the primary forces that produce the work’s inertia, that
trigger intuitions, even when the process means conceding control over meaning.

The intensity of movement in the mountain is inconsistent either in power or in
frequency. It may be continuous, or go backwards, or move in a spiral or in unexpected
bounces. At times it is slow and weak, at others it hits you in the face, or the belly, or
the eye, or the tongue. At times, it raises the suspicion of covering one’s tracks. These
are autistic events in an autistic space. There is no presence of the outside world, but
that’s where the objects came from. Their history is told through their function and the
process that produced them. The relationship to the outside has reached a dead end.

Like a room in Pompeii, everything is stuck. The table in the wall, the mailbox in
the table, a vent in the chair, the base of the lamp in itself, the wall in the museum. The
black folder is like a public phone. It is a dinosaur, an extinct relic from the wired era;
like the shift a child performs on an object when he wishes to play at something, to toy
with the possibility of communicating.

Behind the simple sculptural acts lies a great effort to dig into the invisible fabrics
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draining tool—is only partially accessible, since half of it is hidden under the “shower
floor,” while the other half is located on the space’s floor. The imaginary attempt
to use it may lift the surface of the checkered floor for an instant, but what will be
exposed underneath is the same familiar floor surface—the impervious surface of the

exhibition space on which we stand.

Boaz Arad

TALKING ABOUT ROPE

“Everyone carries a room about inside him. This fact can even be
proved by means of the sense of hearing. If someone walks fast and
one pricks up one’s ears and listens, say in the night, when everything
round about is quiet, one hears, for instance, the rattling of a mirror
not quite firmly fastened to the wall.”

- Franz Kafka, The Blue Octavo Notebooks?

Something has been disrupted in the room’s internal mechanism. It can no longer
reflect reality properly. Sections, sequences, lumps are scattered in the empty space.
They operate in different frequencies. Their relationship is not one of cause and
effect, but rather—of repulsion and attraction, of distant and close contexts, of use,
of substance, of a relation to the body, to the senses, to bodily gestures, to psychic
apparatuses, to language.

Although it may seem arbitrary, there is a necessity that forces these things
together, in this place and in this particular manner. A latent tectonic activity
positioned them that way.

Movement in the space alters the relationship between that which clings to
the floor and that which is upright, between things that are fixed and ones that are
loose, between those that are flat and those that have volume, between those that are
respected and those that are violated. Objects are shifted out of context, becoming
strange and estranged, arranging themselves into a fabric of expression. Relations
of proximity. Movement in the space twists these relations. A new event enters the

picture. Distant images adhere to one another. They generate intervals, gaps, rhythms,

1 An allusion to the saying “Don't talk about rope in a hanged man'’s house.”
2 Franz Kafka, The Blue Octavo Notebooks, trans. Ernst Kaiser and Eithne Wilkins

(Cambridge, MA: Exact Change, 1991), p. 1.
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The model in the collage alludes to a carpet designed by Bezalel Schatz for the
President’s Residence in Jerusalem, which represents the aspiration for a differentiated
Israeli expression.’® The carpet itself is infused with a certain gap, because already at
the time of its creation, in 1973, the aforesaid inclination—the attempt to introduce an
expression both modern-universal and quintessential-local, in the spirit of openness to
the world backed by seclusion—was anachronistic. Moreover, Arad found the image of
the carpet on-line, as a readymade digital reproduction. She then executed an excerpt
from it using plain paperboard with scissors and glue, in a coloration which flattens
the faded-refined-yet-rich register of the carpet colors—gray, beige, and peach, with
erupting “accents” in orange, black, and light blue—to the available Bristol board hues.
From its location, with its back to the wall, ostensibly observing the hall, the sculpture
indeed elicits questions regarding collective identity, while representing an intricate
relationship between the private and the conventional in a period in which even the
singular, one-off art object is flattened and pushed to the standard, common, and
reproduced. The context to which the door-table-barrier refers us is that of the network
which prefers multitasking over specializing professionalism; the social networks
which promote involvement in the world essentially based on superficial, fleeting
encounters; and the perception of people themselves as informational and networked,
hence “more easily deconstructed, decentralized, and reconstructed, to create new,
changing entities.””

With diligent toil, Arad cut units of aluminum blinds into small sections, which
are glued side by side like shingles on a nylon sheet (I was reminded of shingles since
the shutter slats are not flat, but slightly curved, generating a relief-like fabric)—and
the entire sheet functions as a carpet on which a weight is placed. From a distance,
the carpet’s color is dark gray, but from up close it is white, since vision is elusive and
contingent with the lighting conditions, the angle of gaze, and the distance from the
object. At the same time, the slat carpet—a cross between a carpet laid down/stepped
upon on the floor inside the house, and a shutter which is always liminal, dividing
between exterior and interior, and also exposing them to one another—conjures up
the role of shutters in filtering and dosing light (and by extension—the outdoors) in
interior paintings. Hence the interest in the shades of the slat carpet, in its response

to the light of an object whose constituent elements were mass produced, but it was

16 Bezalel Schatz, carpet for the official dining room, the President’s Residence, Jerusalem;
executed in 1973 at the Maskit Workshop, Nazareth.
17 Fisher, “Trapped in the Net,” p. 167, n. 128.

assembled through meticulous manual labor, and its context charges it with poetry, but
not at the expense of other features. Signifying liminal states, it is an object of passion:
it is accessible to the gaze alone, hence it thwarts the use of the carpet as a doorstep.
Any attempt to step on it and cross the threshold, to place the tenant’s body inside the
domestic space, will leave it damaged.

The thresholds of the private and the public are also undermined in the chair
sculpture adjacent to the carpet—a standard office chair combined with an IV pole
from which a musical triangle without a beater is suspended, like a grip or an accessory
for a sick person having trouble straightening up and getting out of his hospital bed.
A rectangular hole is gaped in the seat, which transforms it into a toilet seat, denying
its function as a real seat for the benefit of an opening or outlet for excretions.
Lacan would have called it the recalcitrant residue, which deviates from the system
of language. But the function of the toilet seat is likewise thwarted, because Arad
attached an air-conditioner louver to its opening, which can reverse the direction
of movement.

Another sculpture—a shower sculpture—reaffirms the reference to the “Real”
in the chair sculpture, since the shower, in the symbolic space of the installation,
marks a continuum between depth and surface, between inside and outside, calling
to mind Lacan’s notion of the unconscious. The shower sculpture is made of pipes
and two carpets—a mosaic of standard colorful stickers applied to a rubber sheet in
an ordered floor-tile pattern.’® The shower “takes place” between the carpets and the
hall’s floor. It is unstable due to the pipes undermining it, creating bumps and ridges,
while also being exposed and bound with the gallery’s (non-symbolic) level of reality,
sweeping it to them. This odd situation lacks the tranquility and grace of bathing. As in
the unconscious, where forbidden urges and wishes are juxtaposed without hierarchy—
in the shower, too, there is no hierarchy, as the lower is sometimes upper and vice
versa. A drain cover is placed on the checkered floor, not fixed in it, thus signifying
an obstruction or deficiency in the intactness of the checkered pattern, a disruption
of the surface which disallows drainage. From the shower, one is tempted to take off
to this inaccessibility, to this absence or lacking existence—the unbearable hole in the

wholeness of being which constantly calls for patching. The squeegee—another surface

18 The light blue checks of the shower floor reminded me of the emphasized hand-rendered pixels
in Deganit Berest’s photographic images, which she described as “flat photographs of deep
things”; see: Dana Gilerman, “Sea Level: Flat in the Deep Sense,” Haaretz: Gallery, 1January
2009 [Hebrew].
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in the Net: Network Technology Discourse and the New Capitalism.”*

Fisher sets out to update Jiirgen Habermas’s observations regarding the ideological
function of the discourse on technology in justifying capitalism.” After Habermas, he
analyses the discourse on technology which evolved concurrent with the revolutionary
transition from the phase of industrial-mechanic-centralist capitalism, identified
with modernism and with the individual’s alienation from the work process—to the
postindustrial, informational-digital-network phase associated with neoliberalism.
This discourse, it is argued, creates the illusion that contemporary technology
mitigates alienation to the point of eliminating it altogether. By extolling technology’s
capacity to enhance individual goals of personal empowerment, authenticity, and
creativity—those geared toward mitigating alienation—"contemporary technology
discourse legitimates new constellations of power entailed by the new capitalism:
the shift from mass production to decentralized, time-sensitive, individualized,
mass customization, most of whose aspects are outsourced to small and medium-
sized companies owned by multinational corporations, at the heart of which is the
weakening of labor [...] vis-a-vis capital, deregulation, and the liberalization of
markets, the privatization of work, and the increased flexibility of employment.”*
Work has become more flexible and satisfying, the consumer is also a manufacturer
and an entrepreneur—but at the cost of pushing aside the claims for social welfare
and the institutional safety nets which protected the worker from exploitation. The
joy with mitigating alienation is harnessed by the power brokers to accumulate capital

and intensify their hold on our daily reality. The spirit of networks, which emerged

12 See: Eran Fisher, “Trapped in the Net: Network Technology Discourse and the New Capitalism,”
Theory and Criticism, 37 (2010): 150-183 [Hebrew]; Eran Fisher, Media and New

Capitalism in the Digital Age: The Spirit of Networks (New York: Plgrave Macmillan,

2010).

13 Fisher is referring to Habermas’s 1970 essay “Technology and Science as ‘Ideology’”;
Habermas, he maintains, describes how “a legitimation based on the internal workings of
the market (as articulated in neoclassical economics) is replaced by a political legitimation
with the emergence of the Keynesian welfare state and the central planning of economy. From
this point onward, political practice is measured in terms of the technical problems at hand
rather than in substantive terms. The role of politics is reduced to finding the technical means
to achieve goals (especially economic growth) that are understood to lie outside the realm of
politics [...]. Tensions and contradictions are overcome by delimiting the scope of the political,
and, as a result, the instrumental rationality of technical language colonizes the sphere of
politics”; Fisher, Media and New Capitalism in the Digital Age, p. 19.

14 Ibid., p. 219.

“simultaneously with the emergence of network technology and the exacerbation of
exploitation,” reflects real transformations in social relations; but, while justifying
them with an “exegetic framework that sterilizes the aggressive aspects of these

changes, it also facilitates them, hence becomes a part of them.”*

At Home

The domestic site of Table Mountain features a residential space as a multi-system,

namely an intricate entity that structures dynamic relations between its constituent
elements, which are systematic in themselves. The visitor may easily ascribe each of
the sculptures to a specific domestic function, yet while wandering in the space, he
is exposed to (and conjures up) different affinities among the objects (chair, weight,
carpet, telephone), between the objects and other systems, and between the objects and
the whole encapsulated in the digital drawing grid. Things will unfold before us in the
order demanded by the spatial installation, without necessarily obeying the mimetic
logic. Nevertheless, I shall begin with an object which has a door in front, with a mail
box broken open in its center—a representation of a threshold, with all the directions
of mobility (and immobility) it allows: entry, exit, and suspension in-between. The
door stands against the backdrop of one of the space’s circumferential walls. A gaze at
its side, however, which is called for due to its protrusion from the netted wall, reveals
that the space to which it is supposed to open (or shut) is blocked, and that the door is
nothing but a tabletop turned vertically, standing on its side, like a barrier, perhaps a
(table) mountain. Most of the door’s area (or the barrier’s fagade) is coated with a paper
collage, and only its bottom reveals the table’s gray surface, in itself a standard, mass-
produced item that complies with the criteria of minimum material for maximum use.
Albeit standard or generic, the object is distinguished by and charged with a
distinct identity, knowing that the table was Arad’s desk at the School of the Art
Institute of Chicago (SAIC) where she studied (2012-14) for a Masters in Fine Arts.
The abstract pattern collage also refers to Arad’s previous work, which employed
images identified with the national enterprise and the naive, hopeful days of Israel’s
first decades (companies such as El Al and Africa Israel—as the titles of her two solo
exhibitions in Tel Aviv—represented the efforts toward building the land and national

development, before they were privatized in the 1990s).

15 Fisher, “Trapped in the Net,” p. 171.
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to the same tune.”” Discussing the writing process, Carroll described it as “stringing
together, upon the thread of a consecutive story” more and more sentences and
words (“a huge unwieldy mass of litterature”); as for the book’s organizing principle,
he poses riddles to the reader: “A harder puzzle—if a harder be desired—would be to
determine, as to the Gardener’s Song, in which cases (if any) the stanza was adapted
to the surrounding text, and in which (if any) the text was adapted to the stanza.”

Deleuze brings things into sharper focus: “With Sylvie and Bruno, Carroll makes a

scroll book in the manner of Japanese scroll paintings,” turning to Sergei Eisenstein’s
thoughts of Japanese scroll painting as the precursor of cinematographic montage,
since “The scroll’s ribbon rolls up by forming a rectangle! It is no longer the medium
that rolls up on itself; it is what is represented on it that rolls up at its surface.”’

In Sylvie and Bruno, then, the reader is not offered the same well-known

psychological distance between the different dimensions of reality, whereby the
depths of the psyche are hidden deep under the surface (as you may recall, at the
end of his famous book Alice erupts from the depths and awakens in her sister’s
arms, while Wonderland is pushed into the dream), since depth is replaced with a
contiguity between two surfaces. The boundaries of reality are blurred because all of
its planes transpire in a sequence, one next to the other, continuing one another in a
Mobius strip structure, a twisted two-dimensional band with only one side. Carroll’s
book follows a Mgbian pattern, which also emerges in it as such, when Mein Herr
teaches Lady Muriel how to make “Fortunatus’s Purse”® quickly and easily from three
handkerchiefs.” The said purse is, in fact, a Mobius Strip, and as Mein Herr maintains:
“Whatever is inside that Purse, is outside it; and whatever is outside it, is inside it. So

you have all the wealth of the world in that leetle Purse!”*°

5 Lewis Carroll, “Preface,” in Sylvie and Bruno, p. 257.
6 Ibid., ibid.
7 Deleuze, “Lewis Carroll,” p. 22.

8 A morality play by Thomas Dekker (1599) based on a German tale, relating the story of the
beggar Old Fortunatus and the magical purse he chose to accept from the Goddess Fortune,
conceding all her other suggested gifts: wisdom, strength, health, beauty, and longevity. The tale
winds through his short life and the lives of his two sons-heirs, whose course is doomed by his
choice of capital, interspersed with acts of fraud and theft, and is tainted with misfortune, the
result of his erroneous moral choice. At the conclusion of the tale, Queen Elizabeth is asked to
decree who won, good or evil.

9 See Carroll, Sylvie and Bruno, p. 521.

10 Ibid., p. 523.

A situation in which whatever is outside exists simultaneously on the inside,
teams with the feeling that everything is open and yet given and closed. This may
explain why the topological figure of the Mogbius Strip is frequently invoked in
contemporary philosophy: Jacques Lacan, for instance, employed it to elucidate the
continuity between inside and outside, or between language and the unconscious,
when undermining the binary perception contrasting language (as surface) and the
unconscious (as depth). Aim Detielle Luski lists “several shared ideas which may be
regarded as consecutively constituted values” in the doctrines of three key post-
structuralist French philosophers—Deleuze, Michel Foucault, and Jacques Derrida.
Of these, Foucault, for instance, denies any dimension of depth in human existence,
representing a transition from three-dimensionality to a “philosophy of the surface,”
a field which is “always imprisoned between the other surfaces, making it impossible
to rise therefrom to a formulation of a timeless, spatial ‘perspective’ external to it
(reflexive, causal).” Things are subsequently tied together in a network structure, while
“criticizing the division to logocentric dichotomies (such as essence/phenomenon,
subject/object, freedom/necessity, passive/active, female/male, external/internal,
language/world, etc.), and a transition to a stratified, decentralized construction of
knowledge, whose interests are laid bare [...in the space], the nodes comprising the field
of action of human knowledge.”"

A Mobian “loopiness” occurs in the sculptures comprising the installation, and
it is the installation’s given physical form. Arad’s engagement with the casual and
nondescript through the mundane objects serving her addresses capitalism as a
consumption-based system; the commonplace appearance of the objects, however,
cracks its screen of conventions, attesting to the traumatic quality innate to the
penetration of its principles into the private domain, accompanied by the collapse
of basic social distinctions (e.g. private/public). The virtual reality (in its digital
translation), which is entwined in the everyday—in the media, in the information
economy—Ilikewise leads to a blurring of boundaries and disintegration of
distinctions, just like the experience of the hall’s walls as an element which oscillates
between demarcation of the space and its breaching. As a rule, the space is infused

with “the spirit of networks,” to use Eran Fisher’s terminology in his essay “Trapped

11 Aim Detielle Liiski, Introduction to the Philosophy of the Surface (Tel Aviv: Resling,

2007), p. 15 [Hebrew].

74



77

to the domestic, while its English title puts the homely before the scenic—is therefore
experienced in a territory whose boundaries are blurred.

The sculptures-objects in the installation are crosses of inexpensive, mass-
produced mundane objects whose function has been converted. The principle of
conversion or substitution had already been implemented in various materials and
manners in Naama Arad’s previous works: e.g. the heavy stone structure of a Roman
triumphal arch which emerged in the space as a paper-cutout curtain (in the exhibition
“El Al,” HaMidrasha Gallery, Tel Aviv, 2012; curator: Boaz Arad); or the photograph
of the synagogue in the IDF Training Center, which was made into a perforated net
curtain (in the exhibition “Africa Israel,” Sommer Contemporary Art, Tel Aviv, 2013),
or the iron gate from the entrance to Metzudat Ze'ev (Jabotinsky House) in Tel Aviv,
from the same exhibition, which was turned into a brushed and faded looking oil

chalk mural. In Table Mountain, the conversion principle includes the entire

array—the system which is the installation—but also penetrates the structure of the
discrete object.

On the whole, “the installation makes originals out of copies”; in other
words: objects displaced from the everyday into the territory of the installation
are constituted there as unique objects with an aura.” The transformation is
discernible, however, in every detail of the installation—such as the bases of a pair
of floor lamps, which have become a weight-sculpture placed on a slat-carpet; and
the ladder safety strap, which was attached to a paper folder that presents us with a
telephone—demonstrating the works’ syntax via a simple configuration. In the case
of both the telephone and the weights, the purpose of the mundane object indeed
changed, and it now functions as a component of a sculpture—but the resulting cross
remains a “mundane object,” this time by way of representation. In both cases, the new
identity is clearly visible, but the change was made without denying the customary
function of the elements. The inventiveness, and the lo-tech, often industrious manual
labor, attest to Arad’s particular use of standard items, of conventional, universal units.
Nevertheless, it seems that the unique application was not intended to extract the art
object from the sphere of its constituent elements, but rather to leave it trapped in the

convention, on the surface of consumerism and consumer goods.

2 Boris Groys, Art Power (Cambridge, MA: MIT Press, 2008), p. 63.

Twists and Pleats

He thought he saw an Elephant,
That practised on a fife:

He looked again, and found it was
A letter from his wife.

‘At length I realise,” he said,

“The bitterness of Life!”

I distance my gaze to Lewis Carroll’s poem because, despite its decisive conclusion
which sums up the acute contrast between the yearned for and the realistic, it may
account for the experience of the visitor-"flaneur” chancing on the installation.

Carroll’s Sylvie and Bruno—in which the poem pops in the narrator’s mind during

a conversation about contemporary literature with a lady he met on the train,
while she was absorbed in a cookbook; a conversation in which, as in other
conversations in the book, the number of conversation directions equals the
number of conversers—offers a format for the things discussed here. It introduces
a single narrator who unfolds two plots whose sole connection is the narrator
himself; one takes place in Fairyland, the other—in Victorian England, namely—

in Carroll's time. As noted by Gilles Deleuze, unlike Alice’s Adventures

in Wonderland, in Sylvie and Bruno “depth itself seems to be flattened

out, and becomes a surface alongside the other surface. The two surfaces
thus coexist, and two contiguous stories are written on them [..]. Sylvie and
Bruno is no doubt the first book that tells two stories at the same time, not one
inside the other, but two contiguous stories, with passages that constantly shift from
one to the other, sometimes owing to a fragment of a sentence that is common to both
stories [...].”*

In the preface to his book, Carroll confessed: “Perhaps the hardest thing in all
literature [...] is to write anything original. And perhaps the easiest is, when once

an original line has been struck out, to follow it up, and to write any amount more

3 Lewis Carroll, “Sylvie and Bruno” (1889), in The Penguin Complete Lewis Carroll

(Harmondsworth: Penguin, 1984), p. 294.
4 Gilles Deleuze, “Lewis Carroll,” in Essays Critical and Clinical, trans. Daniel W. Smith and

Michael A. Greco (Minneapolis: University of Minnesota Press, 1997), p. 22.
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Boaz Arad, who enriched the catalogue with an experiential text; to Nitzan Ron for
the catalogue’s meticulous design; to Daphna Raz who edited the texts and improved
them greatly, as always; to Daria Kassovsky for the attentive English translation; and
to Liat Elbling who photographed the installation with great sensitivity. Realization
of the exhibition involved many members of the Museum staff. My sincere thanks to
all of them.

Suzanne Landau

Director and Chief Curator

Irith Hadar

WELCOME T0 THIS SITUATION

Inside and Out

Let us tarry on the threshold, where appearances bid us welcome. Because already at
the entrance to the Prints and Drawings Gallery, we discover that instead of facing
walls and observing works hung on them, we are asked to acquaint ourselves with a
set of objects whose layout in the gallery space is aimed at floating observation and
wandering in the space. The physical boundaries of the space are indeed demarcated by
the familiar walls, but the walls’ orderly marking with continuous lines imprints them
with an elusive defamiliarization. The marking on the wall, outlined with adhesive tape
and meticulous handiwork, is signified in two different, consecutive ways: at times it
is perceived as a unifying, ordering modernist grid which infuses the architecture—
the physical, the existent—with something of the arbitrary, since the walls of the hall
slant towards one another, and the concrete columns at its core are not parallel to
the building’s envelope, but rather stand independently at graceful angles. At other
times, it is experienced as an all-encompassing network or as a simulation of space
in a three-dimensional digital drawing, a reading which ostensibly nullifies the wall
surfaces, replacing them with the constantly bustling space of the computer screen.
The modernist and the digital constantly exchange places during one’s visit to the

gallery. The installation Table Mountain, whose Hebrew title likens the landscape

1 The title alludes to Tino Sehgal’s performance piece This Situation (2007): six differently-aged
people enter the gallery, settling in different postures—some alluding to familiar images from

art history (such as Edouard Manet’s Le déjeuner sur 1’herbe), greeting the entering visitors

with the words “Welcome to This Situation.” Following a quotation about progress, technology,
and social transformation thrown into the air, the performers resume their conversation, and
various communication encounters are set in motion. Later in the work, one of the visitors

is asked “What do you think?” As the horror of surprise and embarrassment suspends the
answer, the players rush out of the room, ostensibly dissolving along the walls, making a sound

reminiscent of the dying sound of a device cut off from power.
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Naama Arad is not a “new face” at the Tel Aviv Museum of Art. Two of her works have
recently been featured in the first chapter of the group exhibition “In Conversation: A
Selection of Contemporary Artworks” (April 2014 — September 2015) which brought
together works by Israeli and international artists (from the Museum collection and
private collections) juxtaposing them to weave threads of dialogue between apparent
strangers. The affinities created between different objects in a shared space are also

the concern of the installation Table Mountain. Despite the emphasized proximity

innate to the linguistic expression in its title, which joins mountain and table in an
image bond, however, language and the eye both seem to preserve the differentiation,
as the mountain and the table stand before us as independent objects. Arad’s sculptures
thus transpire in the space like a chain of nouns (as in the grammatical construct state)
which activates concurrent conjunction and separation, much like the well known pre-
Surrealistic concept concerning the chance encounter of an umbrella and a sewing
machine on the dissecting table. Arad, however, is not dizzied into the dream-world
abyss. Made of everyday commodities, her sculptures, like their interrelations, “have
their two feet on the ground.”

Profound thanks to Naama Arad, who created Table Mountain as a site-specific

installation for the Prints and Drawings Gallery, and included the architectural
features of the space in the chain of juxtapositions comprising it. Special thanks to
Ms. Ingrid Flick whose ongoing support for the Department of Prints and Drawings
exhibitions held at the Gallery of the German Friends, has once again made the
successful realization of the exhibition and catalogue possible. Thanks are also due to
Irit Sommer and the team of Sommer Contemporary Art, Tel Aviv—Tamar Zagursky
and Chenli Gal—for the generous assistance throughout the preparation of the show
and specifically, in shipping the works from New York.

Heartfelt thanks to Irith Hadar, the curator of the exhibition and editor of the
catalogue, for her profound work; to Dalit Matatyahu, the associate curator; and to

Yaacov Gueta, who assisted the artist in mounting the installation. Warm thanks to
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