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No Vacance, 2018
video, 6:15 min

2018 ,DINPNY I)
MPT 6:15 NN

02



04



06



08



DM POIWN 179D 1P JINP NIAMIV 29I 2
DINNDNI NPNIND MPOINN KV OPNNNNY DOYNIIP
DNNNY DDIIPA YIP NIXON MYWNINND 00077
NON DN GNTI P XD NP NN T 1A TIOND
ADINT 33 ML NI 3D DI INND DY YIND GNTY O)
SV X YNIAN SYNANPN NINYT NN PIANNDY MNTIN
LUNN NINY DPODPITION NYSNN NN MYNINN

;MINYY DINR DY VYN HVINS
PONIAN PAPD HY NN IINY
INNIN DN SV MNP DY HY
SNONR VT UNND NP SYNNPN
MNIYON NNYNS SY 9 It
253 I8YS MAVOND - MVYIN

,A8Y)  MUNNN NP0 NPy
YU NYIND NN NN .NPXYI
NAYNN LIN-IN D299 DN P
DOIN DM NHN DIVIPN DY
NY LAMINY T DIVY DIASNI
S5y MYVIN Nasn NNy 0009

.DINY 1217 TIN2 DN NNINY
MmN MNS 2N TN IMDD
NITY Y210 NIPNT 1IN NONNID

DY N0 92D J9NTH .amd
NONDND NI INDN DY VNN

DOIMANN — VINN PRDPY NN MPIN NAYWNN
NVNINY NNTI 12V NIV YT DN DITNTIN NN 4n9nY RPN 27292200 NN

2N TINYD D91 NN YOI IMNI DIN ,DNPN ,¥0192) NT9902 ,MINYINY M12’D2
,OPY DIPN RIND DIPIANI YA 9 123NN \XIDN MININNA ,ONIN 911
7

2193995 921 121N VN 921 12 XDVPLAN DT
Karen Beckman, Crash: Cinema and the Politics 7NN N1 NP

of Speed and Stasis, Durham and London: Duke 2281y 1193y 1aRY
.University Press, 2010, pp. 1-24, 233 mTayn  ma N nMay

ANNNN  ,NNWN MINRD

V%2 Pa 1M NUN  PION

NI MTI739 N2 N D2A5NNN PN VNN NI NPNNY DPVNON D2IPANM

MY NYWANN ,NNINDA 929 9199 OO YV ,DINPNY 1) NIWHN .01

219979 DTN 122 D790 MN2VAN 91291 Y90WNA 9aVWN *¥H9

IPAN IND

NNND AWITHN DW TUNNN YTINYD 1IN M NI .2IN DN T XN ORIV 197973 TON DR P
X12PN NMI2H2 TN MNIYD 1N INN 2INY) NINNRD PNTPN INOXI DY NYRID NN 912 M3
INYT P ,02192) XIND DPNXIIP MWD NN PIITIAY )7 31N 7119321 X130 NMIV)3 AN DN

LIAR ON HY INYRIN IZINDAT AR DN PROVIN - POWHIT N M, DOV KNI PROTINI

721312 Kunsthale Faust™ ,0% D2 mN010 — 22103 ,22aX YN TPRVLIDIDNND 11932 ,71PH3I0 PNOTINI

.T9»92 Tampere DVION H>VOHA

INTH MY NYI DTN N
7 PAMAN HNN 1N’ D2DIINN
DIPN PR ,NUIN PR 7 7 DINPN)
.N9NNNN P9 91 9N

N2 NV MR DIYPIA 1292V 1PHN DY NN 93) MINT SY ©In Yoo
’99) IPIN NOOIND MINIINITINDY TINDINIIN NPIMINDY MNND NN NN 1N
(2014-n D9 DNO°72m 0N 2013-N 'DTITN DIND MY MTIAYL AYYY
NLONN NN DXYSANY 0N ,0902 DN NI N291N DIIND D) 193 ,9W1ND DMTH
SON 299005 WY DY MINTD NN NN MINTN IND NNIPNRND
SMIPNIFI VIV DN IUNRN 9NN NHA NN5N IUNY ,MPYn HYNTY

02492 NNAN HR NLNYN Y8 INMIVINA SVNIITIRN DD PN Y DIIKY INT
YO NN D219 MTD .MINDY AN MNMDN DNANR 5N PPIvNA DIININY
PINSND 9973 P90 NN 97903 AN Y3 ,WNRUN NND DNAND 220 DTN
U990 X YINNY MAVAND 220 D22290 D919 MVWIINNY

D213 D93) 2V NP NTIPIY WINA PIDYN AR INAN NIV INT NTIAY
NOYN NN NI ,NY0IN LAND 29T MODI) NP DTINY I3 Wil
;YD DNND NN DININ Y 13 WIND 2PN AN 213D 11t DR NP
D130 IYI) INRN 2590 TIND INIYNA ¥RV TN 259 DAY DNPNNR MYINN
MNND SY DY DPYOIN DN P2 ALINVN NTIAYN .Y KDY DN DIV
S5Y Y12V 91D 105 0157279 MINNN N1PMAMN NIMIYNRYNI NYLINY 299
NPNIND MPOINNA NYNHNYMN INR DY INTIAY )92 YW URIP 19 INT)
NIN 2209 2995 IN 91275 P9 NY
oo -7 7 i AmaN0Ra

HPNODN DNYL DIOINNN P2 TPNNON M Y)70 ANRDN DX 1NN 1IN
NOLP TIND ONIDN YA DY DINN P HYINN
,DINND AR HN PRV AYYA HPYI DOIYNN

(111y ,2017

LNy ntpn Aanena 2 T THNIND DN

2000 ,0%30) :2°aN 9N



“: 9 9 9 .
'We live inside an enormous A sunset, a stoning, a

novel. It is now less and less crash, a plunge, a breath.

. Yaron Attar’s solo show at
necessary for the writer to

. . RawArt Gallery lingers on
invent the fictional content of v s

such events and recreates

his novel. The fiction is already

them as situations through

. Y .
thel‘e. ’l-lle Wl'ltel' S taSk lS tO Combinations of image and
invent the reality.” J.G. Ballard, matter. A pair of sculptures,
Introduction to Crash, London: Vintage, 1995 an installation based on

a printed image, and two
video works converge under the title No Vacance — there is no vacation,
no vacancy; but perhaps this is just the beginning.

A clay male figure lies on top of a device, its mouth exuding steam.
In this work, Attar reverts to archeological visibility and materiality
and to the ideology surrounding it (same as he had done in works such
as Herod’s Forum, from 2013' and Venus of Berechat Ram, from 2014).
The exhaling inanimate object and the mechanism that breathes life
into the clay are performing a shift from a mythic idol into a figure that
necessitate approaching, that requires replenishing, and is dependant on
nothing more than a simple device reminiscent of a kettle.

A video, shot on the Adriatic coast in Montenegro, peers from below
at a band of children holding pebbles and stones. Boys and girls in a
resort, in the sun, crowding around the pebbles, chasing a large insect.
Their laughter and excitement all revolve around the possibility of
squashing the invader.

Another video work takes vacationing to the extreme. Two men drive
on desolate roads alongside other cars and the hills of the Negev desert.
The drive, as always, suspends time and freezes it into a cinematic realm.
The two cars come together in a severe collision, a rear-ender in which
one vehicle is completely merged into the other, and both drivers are
lying motionless in them. The work navigates among familiar visual

representations of road crashes

1 "The eclectic architecture of the hotel exposes that had been Charged it
the stylistic mobility between historically and . ;
politically charged monuments and leisure various cultural meanings, from

sites." (Doron Rabina, Current Affairs, Tel Aviv
Museum of Art, p.18, exhibition catalog)

b
Goddard’s Wecekend — to 2 As Karen Beckman writes in her book about

Cronenberg’s Crash. Attar cinematic and artistic representations of car
crashes, the crash creates tears in the membranes
uses the crash not only as o
that are supposed to separate us, and so it is
an image and a narrative related not only to the death urge but also to

deviae b alse as a Bn g the need to establish contact with the other. She
b

. . also argues that "...[I}t is precisely [the cinematic
Pl‘OduCthC, and flexible crash's] unstable figure's uncertainty, its paradoxical

metap hor. The artist suggestion of high speed and total immobilization,

that resonates with the contemporary moment, in

points: to the collision which we seem to be both stuck and unable to

as an almost romantic keep up with an ever accelerating pace, struggling

meomer: of mnien  amdl to find a still, reflective place in which to think

L. and from which to act. "Karen Beckman, Crash:
release, yet he insists on Cinema and the Politics of Speed and Stasis, Durham

marking the banality of and London: Duke University Press, 2010, pp.
its very existence as well 124 235
as its cinematic depiction.
More than a catastrophe — it is 2 moment of new possibilities: to stop
in the middle of a frozen hybrid space, to contemplate causes and
consequences, touching and detaching, borders and their breaching,
intent and randomness, masculinity and sexuality, what has been lost
and what is created.’

This work, like the others in the show, comes into being through
negotiations between aesthetical syntaxes and expressions and physical
experiences. The gaze and the body replace each other at the start and
end points. No Vacance, whose title already contains a double ending,
seeks breaches and crises in regimes of borders, security, and the
segregation of person and image.

LEAH ABIR

Yaron Attar was born in Israel in 1979, and he lives and works in Tel Aviv. He holds a degree in
advanced art studies from Hamidrasha Art School, Beit Berl and a BFA from Bezalel Academy of Art
and Design. Attar has had solo exhibition in spaces such as Cabri Gallery and the Kibbutz Art Gallery
and Hezi Cohen Gallery in Tel Aviv. Attar's works have been included in various group exhibitions in
several major venues, among them the Israel Museum in Jerusalem, The Helena Rubinstein Pavilion
for Contemporary Art — Tel Aviv Museum, the First Tel Aviv Art Biennial, the Herzelia Museum of
Art, HIT Gallery in Bratislava, the Genia Schreiber Tel Aviv University Art Gallery, MoBY (Museums

of Bat Yam), and Tampere Film Festival in Finland.






Kettle Man, 2017
White clay, plywood and a warming device
78x75x40 cm
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Stoning, 2016
video, 4 min
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