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DAPHNA NOY



LIFT

Curator Bar Goren

The solo exhibition of Daphna Noy (b. 1985, Kibbutz Gazit,
lives and works in Tel Aviv-Yafo) focuses on both the
human body and matter, as she explores their physical
transformation in space and time. Noy comes from the
world of dance and choreography, and the body is a key
motif in her work, in which she examines its movement
in the social, cultural and architectural spheres. In this
exhibition she enters the garage — a grimy space full
of heavy machines, associated with the male realm.
This is not, however, just any garage, but the one in the
kibbutz where she grew up; a garage that her father
managed for many years. Noy uses its typical actions
and mechanics as tools for discovery and study.

In the video work Lift (2021) Noy places herself on
the lift — a machine used to check automobiles. She
changes the position of her body — sits, pushes, turns
upside down, reclines — while her father presses a
button that raises and lowers the lift. This performative
act allows Noy to make the lift her personal stage,
creating two axes of movement — vertical for the
machine, and horizontal for herself. The human
movement on the machine seems to try to break
the grid created by the machine within the frame, to
undermine the order and control it symbolizes. Noy
attempts to connect the movements of her body
with those of the heavy machine in a futuristic act of
joining human body and machine.

The video’s soundtrack dictates the rhythm in space
— a monotonic, mechanic rhythm punctuated by
“interruptions” that reveal the natural hum surrounding
the garage: the whistles and trills of birds, the chirping
of crickets and the sounds from the nearby cowshed,
which allude to the garage’s kibbutz environment.
The soundtrack functions as an autonomous work
that envelopes the space, deepens and broadens the
sense of place and creates another level of meaning.



On the opposite wall hangs a series of prints entitled
Trio (2022), which is based on photographs of the artist
sitting on the lift. It is the same garage, yet now only
the artist and the machine are present, without the
figure of the father. Noy pauses and asks the viewer
to pause along with her. Hanging the prints opposite
the video emphasizes the silence and stillness and
offers a contrast to the video’s rhythm and action. The
movement does indeed cease, yet Noy’s decision to
print the works on fine newspaper preserves a sense
of movement, exacerbated by the material’s lightness
and its contrast to the heaviness and rigidity of the
machine in the video — sharpening the set of oppositions
between the two works.

The immobility of the prints is also undermined by the
duplication of the colorful silhouettes of the central
figure in each of the prints. The silhouettes refer to the
personal dimension of the human body and recall the
withdrawal from the grid, alluded to in the video work.
The series is divided into three parts: three movements,
three colors and three dance groups that merge into
one, in a harmonic unison motion, which attempts to
revitalize the static movement.

Also on display is the series of works Leftovers (2022).
Noy gathered unused, round shaped car parts that
she found in the garage. She left them to corrode
and rust in the sun, wind, rain and passing time. Noy
then imprinted this material transformation on cotton
paper. Thus she creates another layer of presence:
whereas in the video the body and the machine
appear together, and in the print series the silhouettes
create a sense of movement, in Leftovers Noy creates
the marks of a machine that has ceased to work, an
absent presence.



THE KIBBUTZ
MOVEMENT

IN THE ERA OF
THE MACHINE

Architect Hila Shemer

Images of ships, yachts and airplanes illustrate Le
Corbusier’s 1923 biting architectural manifesto Towards
a New Architecture.! Among its pages is also a model
of the French luxury car Delage. The automobile’s grill
glistens with typical early 20th century industrialized
pride; a silvery sheen radiates from the polished
chassis. The Delage sends its haughty gaze toward us —
the people who consider themselves modern — and its
wide-open headlights cast their light on the text below
in the center of the page:

1 Le Corbusier (1887-19¢5), among the leading figures of modern architecture.
His ideas on the international architecture of the 20th century spread

throughout the world, including Israel.

If the problem of the dwelling or the flat were
studied in the same way that a chassis is, a
speedy transformation and improvement
would be seen in our houses. If houses were
constructed by industrial mass-production,
like chassis, unexpected but sane and
defensible forms would soon appear [...].2

One hundred years separate these lines in the text of
the Swiss architect, whose ideas changed the face of
the 20th century, and the opening of Daphna Noy’s
exhibition at Almacén Gallery (2023). One hundred
years in which the modernist aspiration to read and
plan the public and private space as a machine created
a substantial and valuable foundation of images, leads
to this essay on the video work Lift displayed in Noy’s
exhibition of the same title.

One of the essential images, which lends itself to this
discussion in relation to Noy’s artistic field of operation,
is the documentary film Koolhaas Houselife,® which

2 Le Corbusier, Towards a New Architecture, trans. Frederick Etchells, New York,
Dover Publications, 1986, P. 156
3 Lemoine, Louise, Béka, Ila, (2008), Koolhaas Houselife, 58 min.



documents the goings-on in a house in Bordeaux,
designed by the Dutch architect Rem Koolhaas in and
around the turn of the 21st century. This period tested
our unshakable belief in the machine and brought to
the surface its potential terrifying threats. In the film’s
opening scene, the house cleaner comes up from the
basement floating on a large lifting platform until she
is swallowed into the surface of the floor above. The
scene reveals the realization of Le Corbusier’s vision
— with the machine situated at the core of the house.
The lift installed in the Lemoin family home was there
to allow the head of the family, the director’s father, to
move freely in the domestic space after being confined
to a wheelchair following an accident. The origin of the
lift is the same as that which decorated Le Corbusier’s
manifesto — machines and modes of transportation,
and the inspiration for the lift’'s piston comes from
Dutch barges and their mobile navigation cabins.*

The prominent visual images and content of Koolhaas
Houselife also flash on the divided screen in Noy’s video
Lift: a woman, a father, a house and a machine. The

4 OMA, Rem Koolhaas, Living, Vasel: Birkhauser, Arc en Réve Centre d’Architecture,
1998, pp. 90-95.

artist is seen struggling to push a beam from one end
of the car lift to the other, repeating Sisyphus’s fate by
subjecting herself to this futile effort. This is contrary
to her father, who in the video and in life works as the
operator of the car lift in the garage of the kibbutz
where Noy grew up. The father fulfils a productive role
in the family household and in the kibbutz as a Deus
ex Machina.s

“Man is connected to the community as producer and
citizen,” claimed Simone de Beauvoir,” [...] while the
wife, who is not subject to the obligations brought
about by work, can limit herself to the company of her
peers [...]. She delights in showing off her home and
even herself[...]. Her social duty, which is to ‘represent,’
will become part of the pleasure she has in showing
herself to others.” Situated on the lift, Noy presents
herself to society as a mechanized doll. Her body
movements recall the Eshkol-Wachman Movement
Notation, developed by the dance composer Noa

5 Aterm from Classic Greek theater, when the god in the play would suddenly
appear with the solution to the plot’s conflict.

6  Simone de Beauvoir, The Second Sex, trans. Constance Borde and Sheila Malovany-
Chevallier, New York: Vintage Books, 2010, p. 649.



Eshkol and the Professor of Architecture Avraham
Wachman. The Movement Notation came into being
along with modernistic strategies of categorizing and
planning and still serves as a foundation for learning,
writing and documenting bodies in space. In a local
context, it served, among other things, to analyze and
document the folk dancing in the kibbutz movement.

The images in Lift are not perceived as a surreal
hybridization or acts of absurdity. Indeed they steer
us toward a third space, one in which there is no
justification to abide by one of two dichotomous
alternatives: female or male roles and spaces, the
operatorand that who is operated on, the private
house or the collective kibbutz, the autobiographical
documentary or the mechanized script, screen right
or screen left, human or machine, father or God.

When the third space opens, it contains the possibility
to uphold a site of resistance, objection, a foundation
from which we can negotiate.” It is also the place of
the potential to move away from the modernistic

7 Shadar, Hadas; Yaacovi, Haim, “The Dwelling Machine: Toward an Alternative
Modernity,” in: Israeli Sociology: Journal for the Study of Israeli Society, 2014, pp. 54-81.

conception that works on us like the cold chassis of a
smooth machine, whose movements are all calculated
and precise, whose sophistication lies in its ability to
pull in opposite directions. Otherwise, it is deemed to
be captured in the fixating gaze of its lover-operator,®
and to remain forever a fossil.

8  When Lot defied the angles and looked back at his wife, she turned into a pillar of

salt (Genisis 19; “Flee for your lives! Don’t look back, [...] The sun had risen on the
earth when Lot came to Zo'ar [...] But Lot’s wife behind him looked back, and she

became a pillar of salt."
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