“The gallery
space is not a
neutral container,
but an historical
construct._.it is an
aesthetic object in
and of itself.”

This is not a

White Cube.
The Question

The Mediterransan
Biennale hald in the Sakhnin
valley in noerthern larasl
exhibitz art works in sixtesn
alternative exhibiticn spaces
n four towne and villages.
The exhibiticn spaces are
axisting public spaces used
by the local residents for
trade, recraation, wark,
aducation and prayer in
places such as garages, restaurants, mosgues, a Bedouin
tent, and workshops.
Theasze places are functional
place: operating az part
of the urban space which
recponds te the neads of
the communrnity, whila thea
artworks are integrated
with them and inte tha
daily activity of the place.
The inztallation of thea
artworks examines the
questicn of exhibiting
art and integrating it
inta the mundans daily
life, while simultanscusly
examining the concept of the "“White Cubs” a= the cne truse
undizputad exhibition space of contamporary art.

Tha "White Cube" concept iz a8 metaphor representing
a wide range of valuss and concepts in modsern and
contemporary art, maintaining that one must create
a white sterile snvircnment arcund the artwaork which
ampowers it and detaches it from the world surrounding
t. Many articles and books were written on the formation
of the modern exhibition space, first and foremost among
them is Brian O'Doherty’s book, Inside the White Cube:
the ideclogy of the gallery space (1888, University of
Califarnia Praesz). O'Doherty prezants a procsss starking
with the Eurcpean Enlightenment in the Proteatant and
Puritan culture, which reprezaed images and decorations
and adveocated clean, functicnal, white spaces. Ancther
change he brings up is the characteristics of the way art
= traded, gradually distancing itzelf from the aristocracy,
whio often commission artworks for a specific space,
and moved to bourgecis buyers who preferred to select
pisces that were alrsady finished.
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of the alternative
space at the
Mediterranean
Biennales:yo.

Wea all exparignce the disparity
betwsaean the way the “"Cld Mazters”
ara gxhibited in palaces turned
nto mussums, such as the Louvra
and the Uffizi, and batwesan
the exhikiticn of modern and
contemporary art in a clean whits
space. A disparity which serves
to emphaszize the context of tha
artwork and the cultural world in
which it is exhibited.

In response to O'Doherty the curator and critic Simon
Shaikh claims in his article Positively White Cube Revisited
{e-flux jourmal #3, February 2008) that: "The gallery spacs
= not a neutral container, but an historical conetruct.
Furthermaore, it is an assthetic cbject in and of itzalf. The
deal form of the “White Cubse” that modsrnizm developead
for the gallery spacs iz inseparabls from the artworks
exhibited ingide it... The white cube iz conceived as a placs
free of context, where time and social space are thought
to be excluded from the experience of artworks. It is only
through the apparent neutrality of appearing cutside of
daily life ard politics that the works within the "White Culbse”
can appear to be self~-contaimed—only by being freed from
historical time can they attain their aura of timelessness.”
Furthermaors Sheikh claims that .. gallerise are shopa—
spaces for producing surplus valus, not uzs value—and az
auch, the modern gallery employs the formula of the white
cube for an architactonics of transcendence in which the
speacificities of time and of placs are replacsed by the atarnal.
In ether worde, the "W hite Cube” establizshes a crucial
dichotomy betwesn that which iz to be kept cutside (the
social and the political) and that which is inside (the staying
valus of artl”

Clament Gresnberg maintain:s unique features of
modern art is that it reflects upon iteelf. Modern art
axaminas itzsalf, itz own boundaries as a meadium, it
role and itz own ethical valuss as much az it examines
the world around it and the lives of peopls as it had
deons throughout decades. The self-reflection process
= exprassed in the avant-garde movements in art, in
concaptualism, minimalizm, and deconstruction. They
all fecuzed and empowsered the status of the artist and
hiz work, which in turn led to the design of the white
axhioition space. A clean, sterile space where the arbwork
would be exhibited, undisturibed, and with no extarnal
context of place and culture. The space protecting the
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arbwork iz alzo related to the concept of the aura of tha
wiork, as discussed by Walter Benjamin in hiz ezsay The
Weork of Art in the Age of Mechanical Reproduction 18386,
in which art sesks to preserve its unigue status within the
culture of reproduction and the danger of the loss of the
creator within that culture.

During the 18970s and the 1880z the keading artistic
conceptions examinad the axisting exhibition space, the
artwork's place and the connection with the audisnce.
Thesa concaptions weare axpreszsad in the devslopmeant
of parformancs art, the happening, and installation
pieces. Mew concaptes were formed such as the "Black
Cube" and the “Gray Culbe” to describe the additicna
exhibiticn options in the museum and the gallery spaces.
These spaces have become inssparakle from the fisld
of contemporary art. The underlying assumption being
that the audisnces entering the art space, accepts,
by purchasing a ticket or by the context enforced
by the place, the valuss and autonomic concepts of
contemporary art as a separate raality.

Mowadays, many artists want to leave the comfort
of their studice in ssarch of an alternative apace to the
“White Cube”, to craate in the context of current avents
and to deal with burning social questions. Howeavear,
they etill know that eventually the artweork will be made
toc accommodate to fit the “White Cube” or the "Black
Cube" by being shown in the space, and by adding a
documentaticn of the process in stills or video. The
artwork that tried to break the alienation, touch “rea
life", face it head-on, eventually returns to the same safe,
conservative, cube, and ends up being exhibited thers.

Furthermore, There are alsoc many examples of
altearmative exhibition spaces that leverags the authentic
characteristics of spaces such as factories, warshouses,
churches, hospitals and mora, to create new featuras of
the dizplay. The prablem iz that an effort iz usually mads
to transform thesze alternative spaces into proper museum
spaces and dirsct the exhibition to a “captive” art audisnce
o that the alternative space fails to raise new guesticons
about the art, the exhibition display, and the direct
connaction betwsen art, audiance and lifa.

The choics mads at the Mediterransan Bisnnals to
uza alternative spaces, doss not only question the “White
Cubse”, but alzc examinea: the artworks themselves,
exposing them to different audiences and underminas
the elitist autonomy of Art and its reflection on itsslf. The
alternative spaces were not medified to accommodate
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the art, but rather the works were intagrated into the
existing spaces. By employing this unorthodox method of
exhikiting art, the Mediterrangan Bisnnale snakles neaw and
surprising processes of artistic meaning, where the space
enrichas the exhibited art and adds new meaning to it,
and the arbworks enable the existing spaces to transform
intc a placs where differant
audisnces and communities
can mest and engags in ArtWDrkS
dialeq and dizcourss. i
Artworks were placed were Dla‘:efj In
in restaurants, a fish FEGtauraﬂtS. a ﬂSh
store, and narghile coffes i
houses, integrating tastes STDFE'. aﬂd ﬁarghlle
and smialls az part of
the art experisncs. The C'Dﬁcee h'D'U 5@'5,
exhibiticn places are rich - -
in details, with varicus |ﬂtegratlng taStES
elements and -::Ia-::::n raticns, a ﬂd Sm E‘I | < as
which together with the
artweorks create a disorder pa rt 'Df the art
that requires ssarching )
and idantfication of ths experience. The
arbweorks, The nesd to ey -
identify the artworks exhibition places
among the richness of H : :
the items reguires a desp are H":h N dEtallgs
examination of the other i i
items in the space. This Wlth Various
process can be perceived ,e.l 2Im E.r-ltg a nd
as disrupkive and harmful to .
the art, howevar ocnce ocna dEC{}ratlﬂﬂSI
can distimguish between
the art and the other itams,
a two-fold process ocours, which focuzes on the individual
artwork whils at the zame time subsumesas itz connaction to
the surrounding space and alements. | would like to give a
few examples to the characteristics that make the dizplay
at the Mediterransan Bisnnals unigus.
An artwork by Mardesna Mogezel-Shammas is
exhibited in Micha's Hummus Restaurant, in the town of
Sakhnin. Mogezel-Shammas's meadium is performance art
and photography. The artwerk exhibited iz a photograph
from a saries that deals with women’s status in Arab
society. The photograph shows the figure of a young
woman wrapped in fabric, and in the background the story
of Red Riding Hood writtan in Arabic. The Arabic apaaksars
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“..video works
deal with issues of
refugees, border
checkpoint,
immigration, the
way we look at the
other..”

among the visitors immediately reccgnize the text as

the story of Red Riding Hood and form an association
between the covered figure and the story, along with

all the contemporary sexual connctations it contains.

The vigitor for whom Arabic is a forsign language has a
different expariencs, and aven if they read about it in thsa
capticon bezide the artwork, they don't recaive the original
text. In addition to the assthsetics of the piecs, it brings up
to the surfacs issues of sexual exploitation. Thess works
are displayed alongside family photos of the restaurant’s
cwnar and signs with blessings from the Guran.

Another work in the same place is the collaborative
work of Elmgreaen &
Dragsst. The video art
work "The End is Always
Mesrer” rafars to fatefu
and apocalypltic dates
mads up by Western
culturs a2 a nesd to
express the sence of
dizaster and the cultural
crizsiz associated with
progrese. The work
follows a digital clock
counting doewn and
connected to what may
be either a bomb or
a maechanism to cpen
a safa. The viewer waits for the countdown to end to
sae what happens and what's in the safe. Once the
awaited moment arrives and the content of the zafe
= not revealed and the process restarts, thers is some
dizcappointment but alzo an acknowledgment of the
ntensity of the proceszs and the natural need pecple
have, to expect and discover the future. Micha, the cwner
of the restaurant, says that the artwork an effective
convarsation piece and the audisnce responds in many
different ways to the anticipation and to the moment of
discowvery when it ends. The fact that the anticipaticn
takes place in a restaurant while dining makess it sazier to
accapt the artweork and its meszags.

Im the fish store next to Michas Hummus Restaurant,
“Sakhnin Fizh", there are artworks by Hamra Abbaz, an
artizt from Huwait. The artweorks are exhibited near crates
of fresh fizsh and a table uzed for cleaning fish. The space
ntegrates an art exhibition of paintings with the intenze
amell of fieh, strongly asscciated with the sea. Abbas’s
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artworks, that deal in a gultural, iconic image of the
“Kaaba" az a religious archetype stand in absolute contrast
to being exhibited in the clean, sterile “White Culba” spacs,
without external intarference, whera in thiz casze the smsll
% an inseparakls part of the art sxparisncs.

Behind the Doha football stadium in Sakhnin, one can
fimd the narghile coffes housze Yaara. It 2 placs whers
men gather to smoke a narghils and watch fectbal
matches together. Photos of the players of the "Bne
SZakhnin” foctball team, a focus of pride for the town, are
natalled alongside photos of the al-Agza Mosque and
the Kaaba. Between them thare are photographs by the
artists Meinrad Schade and Kai Weidenh&fer who created
art documenting refugees from Chechnya, Syria and
Hosoveo, In complete contrast to the "conventicnal” form of
exhibition, the smoke and smells of the narghiles mixes up
with the exhibition of the artwerks themeslvas.

In the adjoining recm, used st a restaurant and for
playing card games, thera are five video art works by
the artistzs Cengiz Tekin, Rui Xawvier, Jola Wisczoraek, Liza
Truttman, and Lizbeth Kovacic , installed arcund the placs
ameong the tables used for dining and gaming. Similarly
to the adjacent space, betwsaen the screens on the walls,
there are blessings from the Guran and sayings of the
Prophet Muhammad. The artisks” video works deal with
saues of refugees, border checkpoint, immigration, the
way we lock at the other, and the situation of breaking
up a houss. The viewers locking at the artworks create a
direct connection with the locals creating cpportunities for
meating and conversations.

Mear Sakhnin is the sthnically mixzed village of Dair
Hanna. At a prominent place in the village there is a
mosqus considarad to be one of the cldazt mosques in
the area. During the formation phaze of the exhibition
spaces, the curators met several times with the Imam
of the mosgue for varicus discussions inorder to get
to know the local community. These talks sprouted an
unusual cooperation of exhibiting contemporary art inside
a mosgue. Traditionally Islam, like Judaism, forbids art that
creates figures and dizcourages non-raligicus art. This
cooperation is ground breaking, and thers is no similar
artistic cooperation known to exist in lsrasl. The Imam of
the mosque azked to focus on abatract pieces or on pisces
with mo elsar figursa, and was an active partnar in salecting
the works. The works exhibiting in the mosgue are by tha
artiztz: Muhammad Said Kalash, Moeshe Kupferman, Damisn
Hirzt, Abdullah Dehabra and Belu-Simion Fainaru.



Muhammad Said Kalash draws his inspiraticn from
an ancient tradition of lzlamic ernamentation and from
thea rich art of calligraphy. Kalazh says he is excited to
be exhibited in a mosque, singe his works have a desep
religious meaning for him and he would especially like the
audignce o be exposed to them in this religicus-Muslim
context. His artworks fit in well with the place and appear
to have besen made or commissioned especially for the
mosgue. The artizts zelected to be shown alongsids him
are international artiste like Damisen Hirst with 2 mandala
of plants and butterflies,that in some way connects to
the religious spiritual meaning of the mandala in criental
culture. Az well as the lerasli artists - Moshe Kupferman
who created abstract paintings, and Belu-Simion Fainaru
with a series of axpressive flowers and Hebraw letters
inspired by Jewish Kabbalistic texts and mystical
imagery of flowering letters. The pecple who fregquent
the mosque for prayers welcomed the change and were
especially enthusiastic about the art that resonates
clozely with Muslim tradition. They further note that dus
ko the new vizitors, the moszque and itz special story are
gaining reccgnition.

In the Bedeouwin neighborhood, near the mosgque, onsa
can find the tent of Abu-Saleh. A traditional Bedouin
tant used as a place of azsembly and education for the
community. In the tent and in the house next to it, art
wiorks by Sener Dzmen, Lela Ahmadzail, Thomas Galler,
Carlos Amorales, Belu-Simicn Fainaru, Sigalit Landau,
Shahar Marcus, and Avital Bar-Shay were exhioited.

At the beginning of the collaboraticn, Abu-Saleh zaid
that he did not understand what the art represents

and how it can fit in with the valus:s and ideas hea is
trying to promote, however tha opportunity to host

and mest people from differant places and prezent his
culture to them appealsd to him. Once the artworks
werg axhibited in the tent, Abu-Zalah realized that the
art offers new poesibilities for discourse and brings up
ethical, political, assthetic, and social gusstions. The tent
used for hosting, meaeting and rest can become space of
dizcourse arcound current issuss.

Belu-Simicn Fainaru's work “Traffic Light for Love" is
installed in front of the tent. The artizt uses a traffic light
that flashes the words “love, dont love™ making use
of ready-made aobject in the public space, thersby the
artwork amphacizes the curatorial concapt of artwaorks
laaving the musesum wallz and going out to the public
space. One of the guestions the artist brings up in this

arbwork iz whether one can use an emeotional imperative
such as “love" in a traffic sign and what would it do to us
as a society if it were possible.

In conclusion, we see that Simon Sheikh points
in his article "Positively White Cube Revisited”™ that:
“most galleriss, museums, and alternative spaces stil
amploy the white cube as the favored modus cperand
for exhibiticon-making—as the dominant modsl for
the showing of art. Gallery spaces and musaums ars
etill white cubes, and their ideclogy remain: one of
commaodity fetishism and eternal valuei(s). ™

In contrast to this perception, we can sae from tha
faw axamples cited,
how the functionalky
charged spaces, becomes
meaningful in reading the
artwaorks in both the local
and the glekbal context.
What the exhibition spaces
have in commaoan iz the
active and collabarative
naturs of the audiencs
that responds, discusses,
questions, and listens to
others' opinions. Unlike
the passive, introverted
audience of the “White
Cube”, where every perscn
kesps their opinion to
themsalves and discussion
iz only created when it's
arganized, the alternative
epacas of the mosque, the restaurant, ar the fish ators
allow for a non-intimidated ook by an everyman who
iz frea to express hiz sincere reacticon with no pricr
abligation to like or reapect the artworks., The artworks
are integrated inte the spaces and relats to the specific
place whare thay are installed, thus creating unigus
interpretaticns. This situation is in contrast to the “White
Cube” concept which sesks to neutralize the meaning of
the place and create an absoclute autonomous value of
the artwork. We ars in fact sesing that the curatorship
process has a component that snables a renswal of
axisting artworks with a primary context and meaning, and
by integrating them inta charged =paces, they can abzorb
new meanings from their anvircnment and contributing
additional msanings te the alternative spacs.

“The artworks
are integrated
into the spaces
and relate to the
specific place
where they are
installed, thus
creating unigque
interpretations.”
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>>>ALBATUFMARBLEFACTORY

EXHIBITING ARTIST
Lala Ahmad=nsi

26 THE 3R MEDTERRANEAN BIENNALE



EXHIBITING ARTIST
Lela Ahmadzai



>>>THEBUTCHER'SSHOP

EXHIBITING ARTIST
Minrad Schade

28 THE 3RD MEDTERRANEAN BIENMALE



EXHIBITING ARTIST
Minrad Schads
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>>>FAHEMGARAGE

EXHIBITING ARTIST
Giunther Forg
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