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Exhibition text

An exhibition of the Büchsenhausen Fellowship Program for 
Art and Theory 2023-24.

curated by: Andrei Siclodi 

The concluding exhibition of the Büchsenhausen Fellowship 
Program for Art and Theory 2023-24, entitled The Secret Life of 
Plants and Trees, explores today’s growing antagonisms and 
shifts in identity politics. With the help of and in exchange 
with botanical agents, the works of Agil Abdullayev, Tatiana 
Fiodorova-Lefter, and Hori Izhaki examine pivotal themes, 
including queer cruising practices in repressive societies, 
decolonial questioning of (post)Soviet identity formation, as 
well as the (im)possibility of socio-political identity construc-
tions as an Arab Jew in the context of Israel-Palestine.

With multimedia, partly immersive installations, each 
artist shapes aesthetically and thematically multi-layered 
spaces for reflection, which at first glance may seem dispa-
rate. However, within the joint presentation, they prove to be 
coherent components of critical observation and (self-)ques-
tioning. The title of the exhibition plays with the potentiality 
of what is shown without wanting to fulfill the expectation 
of botanical secrets that might lie dormant in the respective 
works. Instead, plants—from grasses to trees—prove to be 
physically and rhetorically present entities that link all three 
contributions, making it possible to experience commonali-
ties across the different themes yet taking up specific discur-
sive positions while actively contributing to the development 
of the respective narratives.

The Secret Life of Plants and Trees
Agil Abdullayev
Tatiana Fiodorova-Lefter
Hori Izhaki 
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Exhibition text Tatiana Fiodorova-Lefter’s work is the first contribution 
visitors encounter upon entering the exhibition. In Büchsen-
hausen, the artist worked on a new chapter of her long-term 
research into the post-Soviet space and the search for her own 
identity. Born and raised in the Moldavian Soviet Socialist 
Republic, she completed her artistic training after the end 
of the Soviet Union in the 2000s in Chişinău, the capital of 
today‘s Republic of Moldova. Thus, the resulting existential 
identity dichotomy formed in two worlds—Soviet modernism 
and neoliberal capitalism—and its (re)construction in the 
face of the socio-political upheavals of recent decades are at 
the heart of the project. Fiodorova-Lefter collects fragments 
and “scattered pearls” of memory in order to associatively 
bring them together in drawings, paintings, clay, concrete, 
and mosaic works, making them tangible in a three-dimen-
sional space. The artist developed essential components of 
the installation in thinking spaces beyond her everyday life 
at Büchsenhausen. These resulted in, among other things, 
the implementation of the in-situ work Monument of Contem-
plation on the terrace of the Künstler:innenhaus. The window 
of her home studio became an improvised balcony allowing 
her to interact with unknown passersby, including the artist 
Theresa Mauser, who ultimately gave her the opportunity to 
practice ceramic craft. 

The installation consists of two main areas: A “changing 
room” that serves as an exhibition space for personal mem-
ories, a glass cabinet and a series of monochrome paint-
ings that form a modernist-abstract counterweight to the 
 narrative level within the “changing room” and are part of 
a broader exploration of decoloniality. The “changing room” 
 materializes as a memory of an irretrievably past life when 
everything seemed bigger to children’s eyes: a place of care-
free ease that unfolded in both urban and rural contexts. 
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Thus, the outer surface of the “changing room” is covered with 
a light blue limewash paint, similar to that used then and 
now in the Moldavian countryside for exterior house walls.

Upon entering this space, it is apparent that it is a double  
“changing room” divided by a light, translucent curtain. The 
division goes back to the original memory spaces “city” and 
“village”. However, these overlap in the individual memory: 
events that took place here or there are stripped of their orig-
inal affiliation and relocated, as do the objects with which 
they were contextually linked. Their shapes and colors 
wander between the different stations, creating new connec-
tions; like the round table from her childhood, now hanging 
as an ornate wall object, reflected in the yellow circle of the 
curtain. The yellow refers to the “gold” of mămăliga, the tra-
ditional polenta dish made from the grains of păpuşoi, the 
corn plant, which is shown in the exhibition along with a 
dried nettle. Corn and nettle are the two plants that sym-
bolize the rediscovery of Fiodorova-Lefter’s own past, which 
has been overwritten by the neoliberal-capitalist impetus 
of recent decades. The traces of the post-Soviet upheavals 
have inscribed themselves in the urban and rural structure, 
leaving former modernist flagship projects in ruins. The artist 
reconstructs such buildings in paintings and ceramics. One 
of those is the roof of Romashka/Romaniţa House, which was 
built in the 1980s and was considered to be a modernist archi-
tectural jewel which later decayed—but is still the tallest 
building in Chişinău. The modernist form of Romashka’s roof 
meets the playful ornamentation of the rural style of down-
spouts; tiles from an old stove become steps—a reference to 
the omnipresent front steps of rural houses in Moldova. At 
last, the mosaics embody iterated fragments of memories of 
a lost time, crucial to the artist’s personal development, now 
rediscovered and reinterpreted, allowing the new to flourish 

Exhibition text
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on the ruins of the past. Fiodorova-Lefter summarizes the 
various traces and forms in a carefully composed artist’s 
book, which takes up elements of the presentation in draw-
ings and paintings and condenses them into a lingual-visual 
narrative. While paging through the book, visitors have the 
chance to listen to a song from the artist’s childhood and hear 
the essay from the book read aloud.

Finally, a visual quote is to be found inside the “changing 
room”: a girl playing with plants. Fiodorova-Lefter repainted 
an image that was originally mounted on the glass façade 
of Café Guguță1, a soviet modernist building threatened with 
demolition, in shades of gray—a kind of self-portrait of the 
artist that not only foregrounds her care for plants as sym-
bolic recall of forgotten roots but also creates a visual bridge 
to the second part of the installation. The performative gray 
paintings on the wall outside the “changing room” take their 
different shades from the image of the girl and deconstruct 
it chromatically—a formal reference to the necessity of 
self-questioning in connection with the imperative process 
of decolonization and the associated recognition of this pro-
cess’ dialectics. As the Janus-faced stone in the glass cab-
inet shows, modernity has two faces—one that looks to the 
unwritten future, while the other looks back and processes. 
Here, it is materially based on a supporting structure in the 
aesthetics of socialist modernism, which, in the case of 
Fiodorova-Lefter, forms the foundation for new growth. This 
growth ultimately manifests itself in the improvised “tire 
pots” in front of the Kunstpavillon, which, in the months 
leading up to the exhibition opening, were set up on the ter-
race of the Künstler:innenhaus Büchsenhausen. The corn and 
stinging nettle plants sown therein by the artist grow as a 
symbol of recurrent renewal. 

Exhibition text

1 https://en.wikipedia.org/wiki/Guguță_Café
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In Agil Abdullayev’s three-channel video, trees are both 
confidential and protective agents. Radicals Between Trees 
and Dicks, the title of the installation, is the first artistic out-
come of a years-long research into queer cruising culture in 
Azerbaijan and some neighboring countries in the Caucasus 
region and Central Asia. The term “cruising” refers to the pur-
suit of sexual encounters between homosexual men in public 
spaces, such as parks, or discreetly designated private spaces. 
Over the past five years, Abdullayev has visited about thirty 
such sex spaces in these regions, recording their own obser-
vations and the experiences of others in interviews, conversa-
tions, and visual recordings. The research explores the various 
facets of cruising in deeply repressive societies where homo-
sexuality is still highly tabooed, and people face massive dis-
crimination and violence because of their sexual orien tation. 
The interviews and conversations that Abdullayev conducted 
with protagonists in these regions, along with experiences of 
their own first sexual encounters in “darkrooms,”2 form the 
narrative of the video installation. Since some protagonists 
live in countries where homosexuality is either subject to 
prosecution or legally decriminalized but still ostracized by 
the majority society and, thus, target of violence,  Abdullayev 
decided to alienate or anonymize the voices of the inter-
viewees. The narratives, divided into eleven acts in the video 
installation, focus not only on the first experiences of cruising 
but also on the experiences of “professional cruisers”. Less 
common cruising locations such as saunas and situations 
in which the hedonistic aspect collides with socio- political 
circumstances—be it the extended military mobilization in 
Putin’s Russia in the fall of 2022 or possible discrimination 
due to migration—are not left unmentioned. 

 
2 Darkrooms are sparsely lit rooms for sexual encounters, mainly between 
homosexual men. https://de.wikipedia.org/wiki/Darkroom

Exhibition text
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During their stay in Büchsenhausen, Abdullayev cast five 
dance performers to choreograph and perform the collected 
stories and, by this, make them more tangible. The artist 
combined this process with researching Azerbaijan’s cine-
matic history. According to Abdullayev, Azerbaijani cinema 
during the Soviet era primarily promoted national and moral 
ideals. Especially in the films made from the late 1950s 
onward—such as The Tempestuous Kura (1969) and If Not That, 
Then This (1956) by Huseyn Seyidzadeh, Dada Gorgud (1975) 
by Tofig Taghizadeh, or Nesimi (1973) by Hasan Seyidbeyli—
established family values and concepts such as “mascu-
linity” came to the fore. Abdullayev is interested in films of 
the period in which dance or group choreography was used 
as a means of dialogue and narration, and in which uncon-
ventional characters with negative connotations appeared. 
Specific excerpts were selected for the performers to use as a 
reference. The respective performances were then filmed in 
the minimalist setting of a blue-lit dance floor and in public 
space.

After the introductory part, in which Abdullayev describes 
their first experiences with cruising and darkrooms in the 
Bassiani nightclub in Tbilisi, the eleven acts take us to the 
parks, saunas, and private party rooms of Baku, Tbilisi, and 
Almaty. While the stories unfold, the three projection screens 
alternate between shots taken at the respective original loca-
tions and the choreography developed together with the five 
performers in Innsbruck; they change position similar to a 
dance and contribute to the story’s respective atmosphere via 
film cutting. The camera switches lasciviously or in rhythm 
with the music between long shots and facial details, almost 
“snuggling up” to the protagonists’ bodies to add a dynamic 
note to the dance’s playful expression.

Exhibition text
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In the anteroom of the video installation, visitors encounter 
five photographs. Four of them show “sexualized places”, 
anonymous park corners where cruising takes place. The 
fifth image is a portrait of Paata Sabelashvili—a pioneer of 
cruising culture in Tbilisi, to whom Abdullayev pays homage 
by including him in the exhibition.

Hori Izhaki’s work project during the fellowship in Büch-
senhausen became tragically topical after the Hamas mas-
sacre on October 7, 2023, and the subsequent ruthless military 
counter-offensive by the Israeli government against the 
civilian population in Gaza. Izhaki deals with the history and 
identity construction of herself and her own family, which 
appears to be symptomatic of Arab Jews: “Born and raised 
in Israel in an Arabic Jewish family with roots in Morocco and 
Iraq, I had to face challenges of memory throughout my life,” 
Izhaki writes. “Growing up, I was not told I was Arabic, nor 
was the history of my ancestors taught in school or part of gen-
eral knowledge. In order to be Jewish Israelis, Arabic Jews like 
me, inserted their own selves into the Holocaust and entered 
a virtual memory where they belonged to the shared history 
of the land of the survivor. Since the Arabs were considered the 
enemy, there was no place for Arabic Jews and their story in 
the national narrative of Israel. Living in Europe, I am invited 
by societal framings to perform my virtual Jewish European 
roots. I am welcomed here not as an Arab but as an Israeli – a 
modified/deleted Arab who has been given roots in the  European 
story by the country of her birth. I can travel to, work, and live 
in Germany, Austria, Europe, in the ‘Heimat’ of a virtual per-
sona, thanks to Israel, while in Iraq, my father‘s land of origin, 
I am not welcome. But as much as I am culturally modified, my 
face, my skin, my hair were not changed. And on first sight, 
before I get to share my persona, I am not perceived as a Jewish 

Exhibition text
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Exhibition text Israeli Arab, I am just an Arab. So, occasionally, I get a glimpse 
into what it means to be an Arab in Europe.”3 This, of course, 
is a racist treatment that stops as soon as one realizes that 
the artist is Israeli. For Izhaki, this identity proves to be the 
result of an implanted memory closely linked to Israel’s 
socio- political self-image and the culture of remembrance in 
Europe, especially in Germany and Austria.

Izhaki’s multimedia installation is titled illi yidri willi ma 
yidri hafnat ʻadas (The one who knows, knows, and the one 
who doesn’t know, a handful of lentils). This is an Iraqi idiom 
used to show that there is something significant behind 
something trivial. Following this idiom, Izhaki takes up 
the leitmotif of (European) conifers, which were systemati-
cally planted by the Jewish National Fund (JNF) on land pur-
chased for settlers in Israel-Palestine since the beginning of 
the 20th century, along with other tree species, and enjoyed 
great popularity due to their appearance and ability to pro-
tect the soil from erosion. Many of Israel’s parks still contain 
trees planted on behalf of the JNF. But behind the superficial 
banality of a conifer lies a settlement policy that, from the 
very beginning, was concerned with securing living space 
for immigrant settlers.4 In addition, for many Jewish immi-
grants from (northern) Europe, Russia, or North America, the 
conifer was a kind of reminder of their former homeland. The 
new settlement thus evoked a sense of familiarity. Izhaki 
takes up this historical fact, but in a very different way: She 
takes a carefully selected, already dead tree trunk from the 
bed of the Fallbach creek near Innsbruck with the intention of 
taking it to Israel-Palestine in a non-Zionist manner after the 
exhibition. The tree trunk, which still has roots and crowns 
at both ends, now “floats” in the middle of the back room of 

3 https://www.buchsenhausen.at/fellow/hori-izhaki
4 see Alon Tal: Pollution in a Promised Land: An Environmental History of Israel, 
_2002, especially the chapter „The Forest’s Many Shades of Green“, 69-111.
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the Kunst pavillon above the cone-covered floor, becoming a 
performative body onto which the artist transfers the attri-
bution of identity she has experienced. The trunk was taken 
from the creek bed by eight women dressed in white, carried 
through the forest into the city and brought into the exhibi-
tion space, where Izhaki whitened the tree’s bark. Upon closer 
inspection, the brittleness, scars, and the fragility revealed in 
the myriad details of the tree’s body convey a haunting sense 
of vulnerability and yet unwavering endurance.

Around the floating tree, a multimedia arrangement 
unfolds that, similar to memory processes, shifts and blurs 
the boundaries between reality and truth, between the experi-
enced and the imagined. Ana (= Arabic: “I”) materializes as an 
Arabic window milled into the wall of the Kunstpavillon. At its 
center, is a delicate brass structure reminiscent of the Arabic 
letters Alif and Nun (= “I”) that supports two small water jars 
from which delicate Tradescantia zebrina plants, also known 
as “„the wandering Jew,” grow. Thus, Ana combines Jewish 
and Arab identity markers in a metaphorically charged, per-
formative in-situ intervention: Over time, the “wandering 
Jew” plant will overgrow the Arabic “I” and eventually remove 
it from view, while the supporting Arabic structure remains. 
Ana also plays with the idea of a history that never happened—
the inscription of Arab architectural and everyday traditions 
into the history of Central Europe. Izhaki contrasts this con-
templative, seemingly peaceful arrangement with a “herd of 
rams” in the room’s opposite corner: Seven aggressive-looking 
horned entities appear to be storming the room. On closer 
inspection, the “horns” turn out to be palm fronds extensively 
painted with white color, which ran down and dried, trans-
forming the “rams” into bearded figures. The “rams” para-
phrase the Genesis story of Isaac’s non-sacrifice, to whom the 
artist makes a connection through her family name (Izhaki) 

Exhibition text
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Exhibition text and the family’s immigration history.5 The work’s seemingly 
ironic title Nie Widder (a play on the German phrase “nie 
wieder/never again”) can also be interpreted as a comment 
on the German and Austrian “Erinnerungskultur” (Culture of 
Remembrance) with regard to the Holocaust, which, as men-
tioned at the beginning, was internalized as a virtual memory 
by the artist’s family of Arab descent. Izhaki takes up this cir-
cumstance several times in the installation.

In the five-channel video installation, the artist ulti-
mately fuses the various components and levels of action 
into a dreamlike, non-linear narrative that blends actual 
and “implanted” European memory, her own family history, 
the history of Israel, and other identity-forming events. The 
main protagonists are four characters: the Arab, the Jew, 
the European, and the artist’s maternal Moroccan grandfa-
ther. They find themselves in suddenly changing landscapes, 
where European environments become Israeli and vice versa; 
where the music of Bedřich Smetana’s symphonic poem 
The Moldova, which, according to the artist, emerged from 
the same European folk song melody as the Israeli national 
anthem, merges into an Arabic interpretation; where the art-
ist’s family thoughtfully collects pine cones in various  forests 
in Israel-Palestine; where the tree trunk, carried by eight 
women (because women, according to Izhaki, are able to 
tackle profound problems with patience, care, and humility), 
finds its way out of the forest … In the process, we realize 
more and more that temporality is relative in terms of experi-
ence, and we humans should consider the “healing patience” 
of plants as exemplary, especially in times of profound social 
and interpersonal upheavals, guiding toward a new, pros-
perous coexistence for all.

Text: Andrei Siclodi

5 According to Hori Izhaki, her grandfather was given a new, non-Arabic name, 
Izhaki, when he immigrated to Israel from Iraq.
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1. Grădina Urzica, stinging nettle, corn, tires, 2024

2. Two-Faced Modernity, stone and ceramic object in 
display case, 2024 

3. Salutări din satul Scoreni / Greetings from the village of 
Scoreni, 23 sec, 2023

4. Roots and Concrete, eponymous materials, 2024

Changing Room / Village House

5. Masă, acrylic on wood, ø 53 cm, fabric, 2024

6. Urzică and Bird, mosaic, 30 x 50 cm, 2024

7. Urzica, artist book, 32 pages, 21 x 30 cm, 2024 

8. Запрягайте, хлопці, коней / Unharness the horses, guys, 
audio recording of a Ukrainian song, sung by the artist‘s 
mother, and the artist herself reading the essay in the 
artist book, 8 min, 2023 

9. Păpuşoi, embroidery on corn leaves, 2023

10. Stick, part of the Monument of Contemplation, 
Künstler:innenhaus Büchsenhausen, 2024

11. Romanița (chamomilla) / Păpuşoi (corn), Chișinău, Rose 
Valley Park (socialist modernist building, 1986). From the 
series Soviet Ruins, watercolor, 30 x 42 cm, 2024 
 
 

List of works

Tatiana Fiodorova-Lefter
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12. Boat rental, children’s center for aviation and 
ship modeling, Chișinău, Rose Valley Park 
(socialist modernist building, 1987). From the series Soviet 
Ruins, watercolor, 30 x 42 cm, 2023 

13. Soba (Oven), ceramic object, 2024

14. Soare - Mămăligă / Sun - Hominy Cake, watercolor 
painting printed on fabric, 2 pieces of fabric, 107 x 150 cm 
each, 2024 

15. Fragment of an image on a window, Cafe Guguţă, 
(socialist modernist building, 1972), acrylic on canvas, 60 
x 60 cm, 2024

16. Roof of the Romashka / Păpuşoi (socialist modernist 
building, 1986), ceramic object, 2024

17. In Ruins/“In Search of Identity”, ceramics, industrially 
made glass mosaic tesserae found on the street in 
Chișinău, 2024

18. Fragment of a drainage system found in the village of 
Scoreni, Republic of Moldova. From the series Soviet 
Ruins, watercolor, 30 x 42 cm, 2024

19. Fragment of a mosaic, House of Culture, Gura Galbenei 
village, Republic of Moldova, 2023-2024. From the 
series Soviet Ruins, watercolor, 30 x 42 cm, 2024

20. Stadium Stella, Dubossary, Transnistria. From the 
series Soviet Ruins, watercolor, 30 x 42 cm, 2021

21. Fragment of a sports ground, Chișinău. From the 
series Soviet Ruins, watercolor, 30 x 42 cm, 2021

List of works
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Shadows of Modernity/Shades of Gray

22. In the studio at Büchsenhausen. From the performative 
painting series Shadows of Modernity/Shades of Gray, 
acrylic on canvas, 40 x 50 cm, 2024

23. Where does the river flow from? View from the bridge to 
the mountain, Hans Psenner Steg. From the performative 
painting series Shadows of Modernity/Shades of 
Gray, acrylic on canvas, 50 x 40 cm, 2024

24. Reconstruction of Dürer’s view of Innsbruck, St. Nikolaus 
promenade along the Inn. From the performative 
painting series Shadows of Modernity/Shades of Gray, 
acrylic on canvas, 50 x 40 cm, 2024

25. Plants from the greenhouse in Hofgarten. From the 
performative painting series Shadows of Modernity/
Shades of Gray, acrylic on canvas, 40 x 50 cm, 2024

26. In the studio at Büchsenhausen. From the performative 
painting series Shadows of Modernity/Shades of Gray, 
acrylic on canvas, 40 x 50 cm, 2024

27. View from the balcony. From the performative painting 
series Shadows of Modernity/Shades of Gray, acrylic on 
canvas, 40 x 50 cm, 2024

28. View to the mountain from the Monument of 
Contemplation. From the performative painting series 
Shadows of Modernity/Shades of Gray, acrylic on 
canvas, 40 x 50 cm, 2024

List of works
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THANK YOU

Many thanks to Theresa Mauser for her support with the 
ceramic work and the time spent in her garden. Thanks to 
Maria Storch for sharing her knowledge of mosaic art and 
giving me access to her workshop in Zirl.

Thanks also to: Andrei Siclodi; Veronika Riedl (especially for 
helping with the Grădina Urzica community garden); Moritz 
Schachner-Nedherer (especially for building the Monument 
of Contemplation); Jasper Bätge (for preparing the collective 
garden); Paul Irmann (in particular for the construction 
of the changing room and the installation of the work), 
Christian Sanders.

List of works
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List of works 29. Sexualized Places #1 (series from queer cruising research, 
2019–ongoing) 
Baku, Azerbaijan. 2021 
Digital C print, 73 x 90 cm, 2024

30. Sexualized Places #2 (series from queer cruising research, 
2019–ongoing) 
Tbilisi, Georgia. 2022 
Analog photography, digital C print, 40 x 50 cm, 2024

Sexualized places #3 (series from queer cruising research, 
2019–ongoing) 
Tbilisi, Georgia. 2022 
Analog photography, digital C print, 40 x 50 cm, 2024

Portrait of Paata Sabelashvili (series from queer cruising 
research, 2019–ongoing) 
Tbilisi, Georgia. 2022 
Analog photography, digital C print, 50 x 40 cm, 2024

31. Radicals Between Trees and Dicks 
Three-channel film (installed with four-channel sound)
Full HD, color, sound, 35 min, 2024 
 
Performances developed in collaboration with and 
performed by: Hugo Le Brigand, Sarra Nsir,  
Davide Stacchini, Moritz Wendler, Emile Wendt 
Camera: Moritz Schachner-Nedherer 
 
Research conducted with the support of Horoom Nights, 
Tbilisi; CEC Artlinks, New York; Creative and Arts 
Foundation, Almaty; EU4CULTURE Mobility Funding 
Program, Baku; Goethe Institute Georgia, Tbilisi; Meet 
Factory, Prague.  

Agil Abdullayev
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List of worksTHANK YOU

Big thanks to all the radical souls aka members of the cruising 
places for entrusting me with their stories; to Büchsenhausen 
for hosting me, giving me artistic freedom and a safe 
environment where I was able to realize the project without 
self-censorship or fear of prosecution; to Veronika Riedl for 
the much-needed coordination of the film production; to the 
magical five performers for helping to visualize the queer 
stories with their empowering interpretations!
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List of works 34. ETZA | To Plant a Memory 
Pine tree from Wadi Absam, 6.10 m, water-based paint, 
pine cones from multiple locations in Israel-Palestine 
and Austria.

35. Ana  
Letters Alif and Nun in brass spelling the Arabic word 
for “I”, revealed Arabic window, Tradescantia zebrina 
(“Wandering Jew” plants), water tubes

36. A Hand Full of Lentils 
5-channel video installation, 30 min

37. Nie Widder 
Seven palm fronds on plexiglass, date stones, water-
based paint 

38. Das Läuten der Nadeln  
Pine needles on a thread

39. Skin and Blood 
Desert earth from the Negev and inherited hair, 
plexiglass

40. She asks me to keep bleeding for her 
Resin, oil base, bottles, poem

Hori Izhaki



27

THANK YOU

The fragments of you made this work into a whole, and I’m 
grateful to each of you, in many ways:  

Tree carriers:
Astrid Engl, Mandeep Lakhan —                       , Isabel 
Peterhans, Michelle Schmollgruber, Katrine Kloiböck 
Feuerstein Levi, Gina Disobey, Nadeen Sabha — نادين صبحا

Horn player: Niko Walch

Thank you for thinking with me: 
Hanno Loewy, Anika Reichwald, Avi Lubin, Felicitas 
Heimann-Jelinek, Andreas Oberprantacher, Sivan Ben Yishai, 
Moran Sanderovich, Maya Weinberg, Sapir Hubermann, 
Andrei Siclodi

Thanks to Gemeinde Absam, to the team of the Kunstpavillon, 
to Keren Gerliz for welding Ana, to the Büchsenhausen team 
for endless help. Thanks to my family who was taking part, 
not just in the videos. Thanks to the person who does too 
many things to name them, who holds the ground together, 
and enables me to keep walking: Andy Simanowitz. 

Credits: 

Audio production for horn and Arabic Smetana: 
Axel Kretschmann

Videography (while carrying the tree): Daniel Jarosch,
Moritz Schachner-Nedherer, Andy Simanowitz, Andrei Siclodi

List of works
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Biographies Agil Abdullayev is an interdisciplinary artist from Azerbai-
jan, manifesting their practice through film, paintings, and 
performance. The semi-biographical practice of Agil examines 
the not-well-documented queer history of South  Caucasus 
and how socio-political domination has shaped it in Azerbai-
jan and other South Caucasian countries. Their films read the 
queer body as an archive that addresses queer anxieties; often 
referring to escapism and queer utopia, they aim to create a 
space for possibilities where representations of queer narra-
tives can be disrupted, re-articulated, and reinvented.

Agil holds a BA of Fine Arts from Nottingham Trent Uni-
versity and took part in the Skowhegan School of Painting 
and Sculpture. They have been awarded by the Prince Claus 
Foundation and SudKultur Fund and have exhibited at the 
Liverpool Biennial, The Wrong Biennial, South London Gal-
lery, Photographers’ Gallery, Tate Modern, Asian Art Museum, 
Peabody Essex Museum, Goethe Institut in Baku and Tbilisi, 
and MoMA Tbilisi.

www.agilabdullayev.info

Agil Abdullayev



BiographiesTatiana Fiodorova-Lefter is an artist, cultural worker, cura-
tor, and teacher from the Republic of Moldova. As an artist, 
she uses a wide variety of media, including drawing, paint-
ing, installation, photography, and performance art, makes 
artist books and realizes interdisciplinary projects. She works 
with participatory social practices to engage with and com-
ment on contemporary political and social issues. Driven 
by her interest in social and political history, she focuses 
on the post-Soviet transition as well as issues of gender and 
post- Soviet identity, and engages with questions of colonial-
ism and globalization. Positioning herself as a post-socialist 
 subject, the artist relates to a critical discourse for under-
standing her identity through post-soviet experience in the 
frame of everyday global coloniality, understood as an inte-
gral feature of modernity. According to Fiodorova-Lefter, this 
subject is placed in a rapidly changing post-capitalist world 
that has been experiencing colossal, contradictory, and com-
plex transformations for the past three decades. By critically 
assessing the situation of assigning each person a specific 
place in the existing world hierarchy, the artist questions her 
role in this new global world architecture. Since 2008, her 
work has been presented in solo and group exhibitions and 
festivals across Europe. In 2023 she created the Nomad Bureau 
for Art Research – a platform and nomadic artist-run space in 
Chişinău.

www.tatianafiodorova.wordpress.com
www.instagram.com/tfiodorova_lefter
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Biographies Hori Izhaki is a multidisciplinary artist from Tel Aviv Jaffa, 
who is currently based in Berlin. Her work has been shown in 
solo and group exhibitions in museums, galleries, festivals 
and art fairs in the Middle East and around Europe, including 
the Jewish Museum Berlin, Volkskundemuseum Wien and 
the CLB Gallery Berlin.

With her art, she arrives in temporal mechanisms, 
 structures and arrangements she builds to fall and fail (like 
any utopia). Inspired by the mechanisms of sociological 
 phenomena, their grounding in social rituals and the possi-
bility to play with them, she investigates issues of identity in 
relation to memory (collective as personal), colonialism of the 
(female) body, its representation and trauma.

For Izhaki, nesting her works between disciplines is a choice 
aiding interrogation. Embracing the unresolvable question of 
what starts what, the media emerges from the theme and the 
theme is born from the media. She works with performance, 
installation, language, video, sculpture and temporarily 
emerging communities of participation in the intersection 
between the natural, the technological and the symbolic.

www.horiizhaki.com

Hori Izhaki
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Opening
23.05.2024 | 19.00

Solastalgia for the Caspian Sea
Agil Abdullayev in conversation with Ilaha Abasli and 
Nazakat Azimli (Salt Traces)
29.05.2024 | 19.00
Künstler:innenhaus Büchsenhausen & online

Off the Table – The Arab Jew
A discussion evening initiated by Hori Izhaki
12.06.2024 | 17.00
Künstler:innenhaus Büchsenhausen

Guided tour with the curator Andrei Siclodi
27.06.2024 | 17.30

Art and Coffee exhibition tour
20.07.2024 | 11.30

Up-to-date information on events in the context of the 
exhibition can be found at www.buchsenhausen.at and 
www.kuveti.at. 

Events
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