BEHIND TIME
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Behind Time

Writing about Lucy Elkivity’s work is a little like trying to
gather up quicksilver leaking from a broken thermometer.
Something very elusive occurs between one exhibition
and the next and is difficult to pinpoint.

Should one attempt to describe the work? They are here,
foralltosee.Semi-transparentbags containingthe shreds
of precious work. Is this evolution? Not necessarily. Is it a
renunciation? not invariably. In a previous exhibition Lucy
exhibited numerous fans, stacked upon a black platform
in a meticulously ordered disorder. Thinking back to this,
each fan embodied a displaced organ from an originally
whole, yet hidden, body. A rib, perhaps. And this wounded
body, attracted to the exhibition, was hovering in search
of its lost parts.

Perhaps the key to understanding the way Lucy works is
in fact hidden in the big seed-pod painting on the wall.
Something which represents the beginning of life, on the
verge of movement across the paper, yet is static enough
so that we are left unsure to whether we are witnessing
nature moving forwards, on the road to germination and
growth, or whether this is where it ends.

And so are these bags, these winter bags, whose intended
purpose is to stow away clothes which are not needed,
to perhaps be used next season, and perhaps not.

Meanwhile, they contain previous works which have been
cut up, and thus lost their opportunity of being displayed,
silently requesting to be reborn in a different life. To be
hurled out of time.

Lucy Elkivity moves lightly between different materials
and techniques. But it would be a mistake to think that
the randomness of the material is what attracts her to
its use. The choices she makes, what she brings onto the
paper, or found material, was created, | suspect, in the
deep and distant memory of other shores.

Like cocoons hanging inverted in a cave, her works point
out a larger pattern existing throughout her work, one
which holds creation and its opposite, simultaneously:
everything has the potential to grow, or stope dead in its
tracks and remain in non-time.

Elkivity's works exist behind time in its linear sense,
as we are used to experience it. They work as capsules
which suddenly, especially following the dystopian
developments of the last year, attain an added meaning.
This exhibition is shown during days in which we are all
treading uncertain ground, exchanging ideas carefully.
The lava underneath out feet had not yet cooled. We too
are capsules, moving through time, mindless, and full of
longing.

Taly Cohen Garbuz
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In the Corner,

You Will Hear the Paper

Speaking

Claire Bishop, in her book
Installation Art (2005)", wishes to
distinguish between installation
as an artistic medium and the
positioning of works of art in a
given space. Sometimes, however,
this binary is not totally clear-cut
to the viewer who experiences a
stay in the exhibition hall. Such
cases, it seems, are typified by a
multisensory-physical experience
that transcends the mere
contemplation of works that stand
there as separate and independent
units of meaning. Lucy Elkivity's
exhibition Behind Time (Tel Aviv
Artists’ House, curated by Tali
Cohen Garbuz] is a case in point.

Contributing to this, perhaps, is
the fact that Elkivity’s attention
to studio space began in the
midst the coronavirus pandemic,
even before the exhibit was set
up. The works, waiting there

suspended and ready, created a
network of reflective responses.
Viewing them, the artist was
inspired to create new works that
augmented the fabric of meaning
via proliferation, accretion, and
juxtaposition. The act of doing,
unwinding like a spool of creation,
response, and change, that
already typified Elkivity’s working
routine appears to have grown in
intensity in the current project—
as the curator, who brought it
to fulfillment in setting up the
exhibition, understood well. Even
though each of the works stands
on its own, it carries the others
as part of their identity, fulfilling
what the French philosopher
Jacques-Luc Nancy called “plural
singularity” through which a
person’s being in the world
sustains, above all, “people-
being,” “being in the world.”

! Claire Bishof; Installation Art: A Critical History, London: Tate, 2005
2 Jean-Luc Nancy, Etre singulier pluriel, Paris: Galilée, 1996
Being Singular Plural. Stanford: Stanford University Press, 2000.

Reflections on Lucy Elkivity's
Exhibition, Behind Time

This stance, which projects the
tradition  of  phenomenology
concerning the person-world
relationship onto understanding
relations  between individual
and community and, in turn, the
interaction of the individual and
the world, may supply interpretive
keys to Elkivity's work and her
recurrent occupation with paper
as the material that drives her art
in the world.

Like other exhibitions of Elkivity’s,
thisone lends paperacentralrole:
paper and its life cycle, paper and
the time it accumulates within.
Once again, massive pieces of
paper carry drawings in charcoal
and ink and strips of paper sustain
calligraphy, mostly illegible. Thus,
the exhibition space fills with
fragile and vulnerable objects of
paper. Elkivity’s language, which
has coalesced over the years,

reverberates in this space in a
new way: the positioning of the
works—on the floor, on the wall,
or hanging from the ceiling—
demarcates the exhibition room
anew by means of metaphorical
and physical stakes as a holistic
space that offers continually
changing points of view. Thus,
visitors may experience the world
not as stationary and placed
before them butas something that
surrounds them and produces a
total bodily experience.

At the entrance to the exhibition,
visitors are greeted by two works
that diverge in their essence and
in the way they activate us. On the
left, leading into the exhibition
space, and at human-height, a
“Winter Bag™ hangs on the wall
as a picture; on the right, an
amorphous object made of paper
is suspended. This winter bag is

3 Garment bags (occasionally referred to as "winter” bags) are large, elongated, usually transparent
sacks, in which items of clothing (mainly jackets and suits) are stored between seasons. They can
also be tied to immigration because they form useful covers in transit and storage in temporary
locations. Thus, they carry connotations of migration and conservation.



different from its counterparts
that hang in the space in that it
is a transparent cover draped
on a hanger and pressed
against the wall. A marionette-
bird of sorts, made of paper,
“lives” inside it. It peeps out—
possibly dismembered, possibly
collapsing—while the branches
and twigs lying at the bottom of
the bag lend this Surrealist object
the quality of a dream-window.
For me, the oddity of the bag as
a “body” that accommodates
another body within that may be
alive or may be dead created a
fruitful confusion that triggered
an inner dialogue and activated
me as a participant-observer.
Being an “active-activated viewer”
by means of a mechanism of
defamiliarization, Bishop claims,
exposes the Surrealist roots of the
installation as a suggestion that
evokes the metaphor of a dream.

| record my impressions of
entering the exhibition space
in the singular. My subjective
experience yielded reflections
that ripened into the writing of
these lines. After my encounter
with the first bag, | turned
to the right, towards the the
exhibition space itself. Before

entering it, still immersed in the
experience of confusion, | noticed
an undefined white body made
of shreds or pieces of paper
hovering over my head. Unlike
the first object, which linked life
and death through a peephole
between those worlds, the
second body, suspended slightly
over my head, put the force of
gravity to a total challenge—at
once light and heavy, threatening
and beckoning.

From that moment on, my body
perception began to play a role.
My visit to the exhibition was
neither a routine experience
in viewing nor an intellectual
exercise in identifying something
already familiar. When holistic
installations are exhibited, they
beg to be described as events in
which the act of arrival serves
as a threshold for exposure and
the visit itself is a container. This
brings me back to Jacques-Luc
Nancy,who seesthe “spacification
of time” in the way we experience
the world. For communication
and community to occur in
Nancy's eyes, simultaneity of
space and time must be present.
This singularity communicates by
tending to the extra-infinite. It is

not an event of a “something”-
place but rather the eruption
itself, the revelation of place, of
time-space.’

As | perceive it, Behind Time is
not experienced as a collection of
works created in recent years and
aggregated for the purpose of
display. Instead, the installation
becomes a spatial and temporal
event in which a whispering voice
emerges from a corner at the
end of the exhibition space and
lends it a dimension of continual
and repetitive action—vocalized
breathing, one may say. With the
help of this act of multisensory
turning, connections are also
created between two ways
paper can be treated: as a
platform on which to draw for
the contemplative viewer's eye,
and as a raw material of which
ephemeral objects are built.
Joining this aggregate are the
suspended bodies (plastic sacks])
that contain the vestiges of an
action, evoking safekeeping and
abandonment at one and the
same time. This interpretive

positioning forces the viewer to
move in different circles.

The first circle is the threshold,
where the bag—the winter bag,
a bulging polystyrene thing
transversed by a zipper—is burst.
The bag is concurrently male
and female and belongs to both
the animal and the plant world.
One may easily see it as a pod
that contains seeds (in this case,
flawed or torn seeds) or as or a
womb holding a foetus.

The overhead suspension that
creates a “bag colony” and the
shredding-rustling sound of the
paper as the excitation of life
usher us into the second circle.
Here the individual blends neither
into the collective body nor into
the being of the world as a totality;
instead, she or he maintains the
distance and the commonality
that are essential for existence.
As Nancy proposes, the common
‘we’ is neither a matter of “those
within others” nor of “those
instead of others.” Love, too, is
not within the other but rather

4 Quoted from Adi Efal, “Shared Reality of Singular-Plural realities (Hebrew), a foreword to
Jacques-Luc Nancy's “community,” Resling 8, Autumn 2001, p. 44 (https://www.resling.co.il/ktav_et_

issue.asp?issue_id=9, accessed on February 2, 2021).



within the extermality of the
other. The foetus is not “within”
its mother; it is also external to
her in its internality to her.

The undefined object on the floor
belongs to the second circle in an
additional way, in which hybridity
rulesonce more.lsitasphereoris
itawhite head, the fabric swathing
it, gathered together at its edges
like a ponytail as it brackets its
facial features? Is it a jellyfish
that has coagulated and sits
atop other denizens of the deep?
This jellyfish-head-ball sits at its
place, crowned with a generous
head of paper bangs and seated
atop a chain of tiny orbs that are
separated-attached by being
swathed in a see-through black
stocking. Whereas the hanging
bags proclaim the space between
them, this strange and foreign
object on the floor, slightly offset
from the middle of the gallery,
turns our gaze downward, invites
our bodies to stop and even, with
our eyes, to touch the multiplicity
of forms and materials that have
been brought together to create
one object that is also an allegory
for “plural singularity.”

The third circle is sustained by ink
and charcoal drawings on large

rolls of paper suspended above
eye level, in a position that we
experience, due to their size, as
an encounter of bodies. Between
the two gazes—upward to the
hanging bags, downward to the
jellyfish-ball-head—another gaze
is generated that joins the web of
gazes that steadily takes shape in
the space. Again as a participant-
observer, |-we contemplate the
drawings that confront/abut each
other and feel surrounded and
demarcated, accommodated,
by the three walls of the gallery.
[t is the arrival at the threshold,
representing the temporality of
the event, that connects with
the way Behind Time presents
time as a bodily experience. The
motifs in the drawings resemble
complementary opposites, alphas
and omegas, beginnings and
ends, which although finite retain
the property of self-renewal.
One group of drawings features
liquid and transparent images
that react to the suspended bags;
other drawings, on which vegetal
images appear, are so full and
dense that the black charcoal
lines form not a background but
a leading metaphor. The white
sheets present the bags as
receptacles that steadily empty

themselves out; conversely, the
black charcoal drawings, inspired
by the kingdom plantae, are
energetic and detailed. Facing the
finitity, the abundance, and the
promise of life, they offer a sort of
temporary complement of sorts.

Like Lucy Elkivity, who activates
and is activated by the images
she has created in the studio, we-
|, as a viewer, circulate among
dimensions of experimentation
and meaning: between the
iconographic dimension of the
images against their diverse
backgrounds, all sharing the
same hybrid foreigness, and the
multisensory bodily experience
that sets me in confrontation
with the converging multitude at
the exhibition and in each of its
constituent works. But it is amid
an unobtrusive fundamental—
that whispering sound in the
corner of the space—that the
paper undergoes its sensory
transformation. There the journey
between the individual and the
whole, between the singular and
the plural, becomes understood.

Yael Guilat
Tivon, March 2021
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Untitled, 2019 | Ink on paper | "0 90X200 cm | " 7y I'T | 2019 ,NNID X77
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