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Alternative Spaces -
Art Between Global and Local

Belu-Simion Fainaru

Israel’'s socio-political reality causes it to be detached from neighboring countries,
while linking itself to distant centers in Europe and the US. Partly because of
diverse historical processes, Israel has always considered itself closer in a cultural
sense to the West, and to leading cultural centers, such as Paris, London and New
York. Throughout the 20" century, those cultural centers expanded and created a
system of control that perpetuated their status, and represented their concept of
cultural hegemony. Israel tried for many years to become a part of this system and
enhance its place within its hierarchical structure. Adoption of the concepts of the
powerful Western art centers prevented the possibility of noticing any artwork in
our area in neighboring countries with a similar cli mate and comparable cultural
characteristics.

In this respect, the Haifa Mediterranean Biennale now opening in Haifa, has
an important role in creating a new contact network of artists from countries in
the area — the Mediterranean states. These contacts are based upon new cultural
systems that are contrary to the existing hierarchical system - one that differentiates
between center and periphery and considers local work based only on the extent
of its association with imported trends from strong Western centers. The purpose of
the Haifa biennale is to create a new contact system, through which artists from the
nearby areas can cooperate, initiate activities and exchange views, unencumbered
by the fixed patterns of the established systems.

The Haifa Mediterranean Biennale is a sort of laboratory where the various ideas
and suggestions expressed can be examined and put into practice in different
regional locations. Nowadays, global art has become fettered and dependent on
the economic system that is based on capitalistic principles. The biennale offers an
alternative platform emphasizing local processes formed by encounter and cultural
exchange, not by importing already-completed creations. The biennale provides

opportunities for meeting and exchanging opinions, and forming bonds leading
to future activities. It offers a platform for artists from the periphery to present their
work without having to adjust themselves to established modes set by the major
centers. These centers tend to create sub-genres, succumbing to a constant need
to discover novel activities and introduce artists from new and “exotic” sources.

Hidden beyond the global expanse and globalization rules lies a temptation
embedded in a certain way of thinking. It enforces universality, the framework of
which is based on what is termed “cultural pluralism”, and creates a disturbance in
the local element and in critical thought. Any expression is altered and any abstract
intercultural discussion is averted, thus justifying in the long run the dominant neo-
colonial culture.

In the context of this prolonged struggle between ideas and opinions, numerous
artists have shown us that in the face of an increasingly global truth the freedom to
query and to actively appeal against the attempts to create uniform opinions exists
at present and will continue to exist in the future. Such messages of protest and
their accompanying acts of opposition play their part in the search for identity and
understanding of the society in which we live.

The model of culture put forward by contemporary neo-liberal societies is
multiculturalism. In a period that is characterized by the autocracy of capitalism and
the united global market, multiculturalism offers an expanse where the self and the
other are delineated by lines of respect and tolerance for the different, so that the
cultural, religious, or sexual other can live happily and safely within society, while
maintaining his individuality and his identity. The multicultural other is a toned down
non-political other whose difference is tolerated so long as it is not bothersome.

The Biennale’s activities and events create a space in which the other can
express himself. The borderline of the otherness expresses a contrast with and

an opposition to the ruling power and ideology. The concept of a hybrid expanse
encompassing identities of inflexible differences is an indication of the need to
delineate an even farther expanse within whose borders those on the fringe can
have their say.

A wide range of activities, of artistic and institutional forms — such as biennales,
artists’ residences, new media forms, and audience-participating art — design
a fertile soil in which one can examine and revaluate the relationships between
center and periphery, between local and global, between majority and minority,
and between generalization and glorification. The profusion of biennales, artists’
residences, and networks in the peripheries reflects the necessity to envisage
the creation of alternative expanses where the other will be enabled to express
himself. From this aspect art is engaged in reformulating its own limits, while at the
same time concentrating more on the artistic process than on the final goal. These
attitudes and activities in art create a negotiating expanse where the other can
discuss his identity democratically, and where a whole range of viewpoints can be
expressed.

Contemporary art must be the expanse wherein democracy can be realized
in order to defend the lost ideas concerning partnership and cooperation — and
consequently it must be an expanse of ethical values, political rights, and social
justice. Art will thereby provide a refuge for the other, permitting him to remain
outside the actual social and political conflicts. In order to be politically active, art
must participate in the conflict and take a stand.

The visual art scene in Israel is engaged in the discourse regarding the “power
centers” of Western art located in New York, London, or Paris. To date, no effort has
been made towards creating a network of exhibitions and projects for the exchange
of artists with neighboring countries such as Egypt, Turkey, Jordan, Morocco,
Greece and Cyprus. Within a wider context, one can view the cultural situation in
Israel as part of global processes occurring in other regions of the world in which
societies, countries, organizations and individuals are involved and are engaged
in a process of redefining themselves, and are creating new directions and new
meanings for their activities.

The contradictions and profusion of opinions in Israeli society and in Israeli culture
stem from the polarization between East and West, which is expressed in the Israeli
art scene in the form of tension between the local and the universal. While Israel is
struggling to maintain its national and religious identity it is nevertheless attempting

at the same time to promote its acceptance into Western culture by creating a free
market economy and wide-ranging privatization through the adoption of the West’s
cultural symbols.

The Western outlook is deeply rooted in the Israeli art scene, which functions
in accordance with the model of the European-American art scene. The Israeli
art scene is characterized by the tension between the attempt to be concurrently
universal and local, but the universal model is actually a European one.

The central aim of the Haifa Mediterranean Biennale is to establish a regional
cultural network that will be a platform for communication between artists, architects,
activists, philosophers, and media men on the one hand, and the general public in
the Middle East and Mediterranean countries on the other hand.

This network will serve as a counterbalance to the local art scene with regard to
the neighboring art domains surrounding Israel, as well as an instrument aimed at
overcoming the isolation from the region of Israel’s artistic creation. The Biennale
will strive to exhibit installations by artists from neighboring countries that reflect
the changes occurring in the art scenes of their localities under global influences.
We are interested in offering a panoramic view of life, while combining it with the
language of art and with the tools that contemporary culture, communication,
politics, and economics make available. Cultural exchanges between different
geographies could bring to light similar experiences and parallel histories such
as can be identified in typical artistic works. These endeavors could possibly offer
an alternative channel to other global means of communication in the context
of information reception and cooperation. The aims of the project are to cement
contacts between diverse geographies and to serve as a channel for exchanging
ideas and points of similarity.
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Bouillabaisse Soup or War of Civilizations
On Mediterranean Culture as a Source of Inspiration

Eitan Machter

This wondrous soup that can be ordered in all of the best Mediterranean basin
restaurants, and especially in Marseilles, can nowadays serve as a metaphor for
the highest quality to be found the world over. This excellent soup (it also comes in
a kosher version) evolved over hundreds and thousands of years from a mixture of
the leftovers in the fishnets after the fishermen finished selling the “chief contents"
of their catch to the owners of restaurants or market stalls.

Now that some of the meta-narratives have been sold in the market of ideas and
the struggles of the 20" century and have been cast out as thought-carcasses empty
of content, the cultural contents remaining in the ancient fishnet of Mediterranean
culture are flourishing once again. The history of ideologies teaches us that ideas
and identities grew and influenced one another in diverse manners and procreated
ideological currents that were expressed in art and philosophy, and these in turn
influenced their parent ideas and identities.

During the last few years the intellectual discourse has become suffused with
discussion from a socio-genealogical aspect regarding the origins of the idea, the
intention of which has basically been to infer the nature of its roots or the power
structures that were enabled to grow from or on it. Foucault’s paradigmatic point
of view enables one to examine how an idea developed and what are the nutrients
that caused the various bodies of knowledge to flourish. Thus one can, for instance,
identify the foundation stones of the “enlightenments" project in the light of sublime
ideas regarding the marvels of reason and scientific objectivity, and expose the
pretentiousness of its presentation with such sparse information about its contents.
The “divisive" discourse proclaims a theoretical-rational ideological system
designated to clash with an authentic breathing living reality whose source of power
lies in the common natural flow. The weaknesses of theoretical-rational models for
building a living reality emanate chiefly from the loss of their inner ability to gather

momentum, thus merely turning them into a planning project in a philosophical-
engineering department.

To a great extent the divisive discourse is a reaction to the gap between
presumption and good intentions that ideas created in changing the face of reality,
and the actual contribution to the welfare of society and of the individual. The
“divisive" foundation permits criticism and uproots the positive content of the idea,
and consequently gives a renewed interpretation of the experience embodied in
thought. The fact that there is no longer any real need to cope with reality or that
we do not understand it, or we understood it only by assuming presumptive and
self-interested methods, gives rise to the acute feeling of evading the attribution
of significance. Diverse aspects of consciousness-engineering have caused, as
a counter blow, an additional interesting defensive move against meta-narrative
explosives: the return to praxis. If the real is not identical with the rational and the
rational is not identical with the real, if the gap between the idea and its realization
exacts a price that no one is prepared to pay, then one must abandon rational
models as a means for designing the face of reality.

Acknowledging that the real functions better than the forms that are subjugated
to basic assumptions and integrated designs of the “new man", of exemplary
society, or of radical change, testifies to the desire to return to the good old praxis.
At the same time consciousness is busy with its tricks against the illusive building
methods and discovers the foci of deception within the framework of genealogical
study, which does not purport to design or to breathe life into a new notion.

In a certain sense the paradigmatic clash between modernism and
postmodernism is a subversive but non-violent clash. On the contrary, the
clash of civilizations between the permissive, individualistic, liberal, capitalistic,
democratic, rational, technological, sated and secular West — and the religious,

Islamic, collective, mythical, conservative, poor, revolutionary and theocentric
fundamentalism, is extremely violent.

The West, probing deeply into its basic modernistic tenets, frequently makes
use of a burst into the “otherness" that appeared suddenly before it in the form of a
constant migration of third world émigrés bearing the caption of “migrant workers",
or as an outcome of the New York Twin Towers disaster. To this day its reaction has
been channeled in two principal directions: clinging to the values of freedom and
tolerance on the one hand, and on the other hand defining the limits of this tolerance.
The guilt feelings of the enlightenment when set against the price to be paid for its
enlightenment perturbs Western thought more than in the past; sometimes it also
gives rise, for example, to old/new forms of lack of tolerance for Jews who have
chosen to defend themselves in a hostile environment and not to beg once again for
mercy from an enlightened world (what Finkelkraut termed “the new anti-Semitism").

Fundamentalism and enlightenment find themselves participating in an identical
discoursive environment with very similar arguments, and in that sense they are both
forced creations of the modern fraternity, beside their anomalous “post-modern’
small brother. The messianic format seeks, by the hand of man or of the heavens,
to bring redemption to the world. Its aim is to arrive at a definitive decision between
good and bad, to present the Garden of Eden and to force it even by freedom-
lacking means to bring the heavenly kingdom down to earth and to hasten the end,
to face existence and reality as a means of achieving what has been promised and
not yet realized: to establish distinct hierarchies of knowledge based on churches
of power that still sell “indulgences" lacking any real value.

How did we find ourselves caught in a binary reality that expends mighty forces
in order to prove the existence of the Hidden Light within it by giving prominence
to the darkness of its rivals? What makes the Eastern-Western way of thinking
force us to make a one-sided stand that forever sanctifies only part of the truth and
immediately afterwards declares it to be the whole truth?

Why does rationality obligate us to sanctify the repression of emotion? The
complete man is not in a permanent state of conflict between feeling and thinking
and most certainly is unable and unwilling to choose and to be self-designated in
any of these one-dimensional situations.

Kant hypothesized rational fundamentals in a world that denied its intelligent
powers and thereby established a humanistic civilization directed toward benefiting
man by its own means. An Everyman is required to reach and adopt the qualities of

the ideal man, and on this premise vast rivers of blood have been shed. The idea,
which had encompassed growth, had also set itself the task of wielding a cruel
two-edged sword so well that it piled up the carcasses of humans as well as of
philosophical thought.

In order to establish a world that was free and scientific as well as technological
and “advanced"’, modern thought has found the way to create a self-examination with
regard to the “otherness" by means of the image of “Orientalism", which is a kind of
Western contemplation of reality based on how the West is supposedly seen in the
eye of the Oriental. In this sense it is more of a Western than an Oriental approach,
even though its aim is to give voice to the “Other". Edward Said's approach,
however, suffers from the defect that the object of its examination, which it so clearly
identifies, leads to a presentation of the binary nature of its delivery. It postulates
a form of authentic nobility, which is set against the white man’s trampling foot that
does not, nor can it, have a non-colonialist presence in the Levant. Orientalism
strengthens the binary foundations and perpetuates the ancient rivalry between
northern Europe and the East, and between the world of Christianity and of Islam.

Can culture possibly evade the binary trap? That of the tension between the
rational and the emotional, of the obligation to obey the law and by this to deny
the personal and the subjective, of the choice between the meta-narrative idea
of alienation and the sensation of abandonment? How can reality be maintained
along with rationality and rationality along with reality without finding oneself in
tension between the two? The modern project, the fundamentalist reaction to it
and the postmodern-escapist gloom do not supply the required goods, neither
in the philosophical domain nor in the existential one. Actions representing the
destruction of culture, such as the destruction of the Twin Towers, as well as the
American riposte to it, do not afford us a great deal of hope.

The refusal for over a hundred years to accept a Jewish presence in the Middle
East is also a testimony to the difficulty found by institutions, which are pledged
to disseminate a different message of values or of religion, in maintaining a
breathing and open reality. The ancient categories of thinking concerning the
white land-seizing colonialist are immediately brought into play. The contribution
of the Zionist enterprise to the Semitic environment cannot be regarded as land
grabbing. A discussion could be held within the framework of a reevaluation of
the Zionist project in terms of a rich collective region drawing on past contacts,
nourished by constant mutual fertilization, and maintaining a non-binary dialogue.
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This is a dialogue in which the exclusive does not negate the shared but rather
constitutes a condition for the fertilization process, which is in need of every one of
its constituents in order to improve itself and to develop its exclusiveness as well as
its inherent cooperation. Mediterraneanism is in effect an option that has not been
tried in depth in the domain of the value-philosophy discourse among intellectuals,
creators, and statesmen. The Mediterranean basin serves as an alternative to the
totalitarian conception of control in that it reflects variety. The sea is a collection
basin of humanity’s aspirations for contact, for commerce, and for inter-cultural
amalgamation. The “otherness" is not a concept serving as the sole raw material for
building identity or as a constant threat. In the Mediterranean conception there is
no “otherness" but rather cultural substances aiming at achieving a multi-directional
connection as a condition for growth. Mediterranean commerce did not come into
being solely from the profit motive but touched on a strong cultural foundation of
transition, adoption and fertilization that only voyages, odors, and objects can truly
represent. The Mediterranean Sea is not a vast ocean that sets us apart rather than
draws us together. On the contrary, its weather conditions and circular delineation
of the sea basin’s surroundings create the feeling of cooperation and yearning for
discourse. Obviously ideas that are foreign to the place are gradually rejected, such
as cold rationality that aspires to “justice being done whatever the outcome’, but
on the other hand reason is negated in favor of pagan traditions that are foreign
to the environment and to the Mediterranean culture. Tel Aviv, Beirut, Marseilles,
Barcelona, and Alexandria are a complete corpus of life's consciousness as well
as of life's rhythm, as opposed to the model of the voyages of the old as well as
the new Crusades. For Israelis the Mediterranean option does not lie in looking
outwards in the direction of the sea while avoiding looking inwards at the hardships
of the Palestinian people. In effect, a hundred years of attempts to look the problem
directly in the eye have only increased it. The breeze and the deep perception of
the dimension of time in the thousands of years of Mediterranean reality are likely
to show that life is stronger than theories, that one-sidedness achieves its opposite
effect, and that reality is not turned into rationality only because someone invented
it in Europe of the 18" century. Over the last few years Europe aspires to find in the
Mediterranean basin consolation for the dark and not so distant terrors of its history
of the unsuccessful search for the “new man". The 20" century gave a crushing blow
to the presumption of all those with monolithic outlooks who, with great decisiveness
and flashing eyes, aspired to establish, to erase, to invent and to annihilate.

The jumble of languages and religions with which the Mediterranean basin is
blessed can lead to a practical and not merely theoretical awareness that symbiosis
together with life do not constitute a conciliatory “mechanism" but rather a means
of achieving cultural improvement and richness. Think: “What does my neighbor’s
culture contain and what could | add to it." It is not an “against" dynamic. It is a
culture without clear borders and without walls and fortresses. It is a culture that
has not erased its past and is consequently not in a vacuum that quickly demands a
“new world" in place of the old one, an ideal man instead of an Everyman. It seems
that alienation is sometimes an expression or reaction to sharp changes that were
intended to heal a situation of alienation but which mostly intensifies it.

Mediterranean morality is not just a matter of external law, but one of “remorse’,
of an internal balance and human understanding of the complexity of life. The
solidarity that is characteristic of the Mediterranean type always appears as a
foundation that is opposed to Kantian duty. However, it was Western solidarity
based on socialistic ideologies that did not survive in the face of the capitalistic
order that requires privatization of the worldly life and of that of the spirit. What
is the nature of a solidarity that can stand up to the desert storms of economic
Darwinism? Could it particularly be a solidarity held within traditions and human
feelings of cultural kinship? Solidarity a la Marx, which based itself on a rational
economic and social analysis, and relied on a denial of the right to own property
and on class warfare could not consolidate solidarity, because the means returned
to justify the ends and the class warfare remained as the central foundation in the
existence of Europe’s social and economic life.

Hegel's master-slave dialectic in which each person defines himself by means
of his fellow man - | am master as long as you are slave — perpetuates the binary
outlook when it defines itself in all the domains of life and of thought. How then can
one set up a system and moral practice that is “weaker", less invasive, “efficient",
metaphysical, and rational?

The ideas that can never be wrong make themselves bloom by means of their chief
trait: never ever to admit the possibility of error. The “weak" morality emerges from an
understanding of the relativity of justice, which is capable of taking itself less seriously
and prefers frivolity to tragedy, as has been suggested by Conderra in his books.

Tragedy relies on the intensification of states of dissatisfaction, and therefore it distances
possibilities of amalgamation and compromise. The reality of existence a la Conderra and
its insignificance testify that the Kingdom of God will never be the kingdom of man.

The humanism that was born out of Nietzsche's “God is Dead" will be able to
reveal itself in the form of a real and not a metaphysical man only when it brings God
back to life, and acknowledges the modesty that this necessitates. Political realism
comprises the paradox of power and shows how an arms race creates threats and
does not diminish them. “The Paradox of Weakness and Modesty" teaches us how
the lack of pretentiousness and the acknowledgment of human limitations generate
cooperative situations. The reality that does not seek decisions and the breeze
that rises from the sea and mitigates both heat wave and frost, together create the
pleasant human “temperament". |dentity in the Mediterranean culture originates in
its historical depth and validity and not in the abstract dialectic identification that
seeks to negate the “other" while asserting its own nature.

Whereas Mediterranean solidarity needs no dialectic of production powers
and production relations, it does however need a fecund meeting; one that has
proved itself over generations and expresses an awareness that alongside a
unique culture there are expanses of cooperation and dialogue, of give and take,
that are well anchored in existing narratives. The method of contemplating life is
not always solely philosophical; it is also and chiefly experiential, ethnographical,
and aesthetic. The colorfulness of existence, the steadfastness of the elements of
nature, and the meeting between them which never craves a decision (between
sea and desert), and the multiplicity of living species, all these lead the observer
to merge into this existence. And as a result, he will derive from it happiness and
satisfaction, instead of wanting to produce in its stead the “kingdom of freedom"
that ends up in Auswitsch, an Auswitsch that could never have happened in the
Levant!! This will forever be debited to unbridled modernity that turned tragedy
into a way of life and frivolity into folly. Frivolity per se is an asset that should
be cultivated and placed alongside Aristotle’s condition for the good life, namely
good laws.

The German hermeneut Gadamer stated that the “horizon" metaphor affords
an efficient way of understanding how we interpret our surrounding reality; our
ability to understand something derives from our having a horizon that stretches
from our tradition and experiences across to another restrained personal story. In
the interpretive dialogue, the horizons merge and the merging process creates a
significance for us. The understanding that relies on a horizon line indicates that
human experiences are amazingly similar and the dialogue with the other indicates
that the horizon is shared or at least is prone to constant merging.

The Mediterranean Sea is an expression of the way in which the metaphor
concerning the “fusion of horizons" could even apply in practice. Each one of
the cultures that have flourished in the Mediterranean basin maintains itself in
diverse ways and also in additional domains around this same shared basin. The
Greek and Roman cultures made their presence felt in Alexandria and Caesaria
by means of architectural monuments and philosophical principles. Judaism
has spread over all the Mediterranean countries, and there is no important city
there that does not have the Ten Commandments inscribed on its synagogue
wall as well as a Jewish ritual purification mikveh built in its vicinity. The “fusion
of horizons" mandates an interactive approach based on human contact that
can contain and even desire variance, all this in the knowledge that the basics
are similar and that the outlook towards the horizon is stretched so as to enable
the inclusion of differences in interpretation, as opposed to the rules of scientific
study in which the one who questions is also the one who answers, and there is
always only a single reply. In the fusion of horizons the constant interpretation is
a condition for receiving the panoramic picture. Within myself also occurs the
thing to which | object; the way to maintain the contrasts is in accordance with the
shared recognition of the existence of a shared horizon. “I am that | am" (Exodus
3,13) expresses the presence of God within existence, not only within time
but also within the shared foundations that are integrated in a shared horizon.
Zionism, as a particular case of modern creativity, is also rooted in the past and
these roots entitle it to greater possibilities of achieving longevity than similar
projects of the twentieth century, even if the Zionist project has absorbed most of
Europe’s ilinesses as well as its capabilities. Life in the Levant enables Israel to
stand on the sidelines and calmly observe its own path, and to ask whether one
can utilize local materials of creation and dialogue in order to fit better into the
Mediterranean region, initially as an internalized process that regards the wide
range of local cultures as a source of wealth and vitality, and after that as the way
to behave among its neighbors.

Islamic fundamentalism will undergo the same process as secular European
fundamentalism born in the twentieth century, and it will sink down to the bottom of
the Mediterranean Sea just like the other vessels of frenzied thieving pirates. Only
then will the Mediterranean option be able to offer its “Mediterranean” menu, and
continue to dilute its arrack with cold water for several more thousands of years of
creativity and dialogue based on the leftovers in the fisherman's net of history.
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The Threshold Between the Public Domain
and Household Contents

Haviva Pedaya

Home in general: The basic sign of civilization’s language

Household contents: the items enclosed within walls, doors, and windows. The wall
is a threshold separating the public domain from the private.

In household contents the public domain has a different appearance than in the
walls of a house. Feeling the tension of the walls themselves as a threshold-cum-
border, understanding how the home converses with the street, the neighborhood,
the town, or the country, and examining what the house internalizes and what it
externalizes, constitute a script that must be read. Each home is a text requiring
interpretation.

To write about a home is to write about civilization, which originally developed
from congeries of houses built for the public. As we delve into ancient Hebrew we
will encounter the word “house” together with another word in reference only to
public buildings, as in: house of holies (temple), treasure house (museum), house
for infectious diseases (hospital), leper house (leprosarium), house of imprisonment
(prison), jail house, house of gathering (synagogue), house of learning (college),
houses of theatrical performances (theaters); houses of life (cemeteries) and houses
of death (morgues); and vis-a-vis all these: the market, the port, the stadium, the
amphitheater, the gate, the wall, the street, the rubbish dump, or a single wall that
bears witness to either a ruined city or a housing start.

Do these examples of public housing represent poetic modes capable of both
investigating and interpreting a private home? Do they equip us with the necessary
tools to do so? Are there any rules that can orchestrate those who live in a house
full of treasures, in a museum, in a palatial temple — and those who dwell within a
house as in a rubbish dump, amidst a collection of plastic bags and abandoned
pets? Are there any rules that determine what makes some whole neighborhoods

represent the temple mode while others represent the leprosarium mode that has
evolved into contemporary reality terms?

The national home mode

To write about a home here, in this place, one must first ask what is the meaning
of the word “here” if it does not also have an ever-present “there”? What is this
place, the State of Israel, the Land of Israel? A land from which Jews were exiled
two thousand years ago and continued to dream about as the Homeland while
continuing to plant trees and build homes elsewhere, in places that became their
basic primary homeland in every sense of the term: in language, in landscape, in
culture, and in memory.

The Jews in the East differed from those in the West in the way they made
contacts and functioned in their primary homeland countries of the Diaspora: both
modernism and secularism — as we usually discuss them - typify the Eurocentric
West, whereas in the Islamic Eastern Mediterranean countries and in the Far East
they developed, at the same juncture from the dawn to the middle of the twentieth
century, an entirely different mode from the one in Europe.

And here, to this country that tried to reinvent the homeland mode of land, of
Hebrew, and of Israeliness, came the halutzim, refugees, migrants, immigrants
- some with and others without belongings. Ships did not unload containers here;
instead, the consciousness brought freight loads of language, fragrance, foreign
expanses, and furniture.

To a large extent in their histories, Jews in most of the European countries were
displaced from working the land and directed to monetary dealings; they were

reduced to giving loans at interest, and also serving ale, while those in Islamic
countries were enabled to engage in basic crafts, in environment-friendly labor.

Over the ages during the eighteenth, the ninetieth and the twentieth centuries,
more and more dreamers, halutzim, refugees, and surviving brands rescued from
the fire arrived here, while most of the native inhabitants, victims of the 1948 war,
became refugees and deportees.

Colonial empires manipulated the Jews: both the halutzim and the refugees
were pushed toward Zion because of anti-Semitism. One cannot set the question
of the rise of Jewish nationalism apart from the rise of nationalism in Europe on the
one hand and anti-Semitism on the other hand. From a panoramic viewpoint, the
1945 refugees were not the only ones who were forced to leave Europe; Jews were
driven out of towns during the Middle Ages, went astray on plague-infested ships in
the Mediterranean Sea after the banishment from Spain, wandered around the Pale
of Settlement, were allowed to enter large towns only through gates designated for
domestic animals; they were confined in ghettos, butchered in pogroms and finally,
in accordance with the change in the modernism-inspired concept of excluding the
anomaly, instead of vomiting them out by dispersing them to the unknown “outside”
they were directed to the “inside”, to the “center”, and sent to concentration
camps that became the route for their journey heavenwards. For years Jews in
Europe were once again suffering extradition, as in Spain of the end of the fifteenth
century, but they found themselves trapped — no country would open their gates to
Jewish immigrants desperately trying to leave Germany. In a moment of fear of the
unknown, Walter Benjamin commits suicide in a Spanish border terminal.

This is in fact the trauma that one is tired of hearing. Taking into account the
weighty “lachrymose history” (the Jewish outlook on history in which the voice of
destruction and mourning dominates), the Jews have managed to build the new
country: an apocalyptic dream of joy and beginning.

And then both Jews and Arabs were turned once again into pawns in 1948. In
the aftermath of the war Israel came into being: towns, places, houses and fields
sealed in the memory of the Ottoman or Mandatory reign; towns, places, houses
and fields sealed in the memory of lords and residents who became refugees,
deportees. The country became studded with names and former names.

The establishment of the new expanse that instantly changed from “Land of” to
“State of” turned into a political expanse standing on a par with legends and myths
that describe God as building the world while contemplating a book, the Bible,

the Law, as an architectonic language. This is not an architecture that stemmed
slowly from a centuries-old tradition, in a pre-nationalism world, from an agricultural
tradition — this is a language that was loaded all at once, that at its outset is
operated by means of a system of law, of power, and of political capital that all
consolidated concurrently. The loading of geographic expanse was therefore a
rapid unloading of historical expanse — the loading of historical expanse occurs
even when history is denied — the architectonic language that was prepared all at
once to load an expanse within the country and comprised not just one but several
languages; this was the cause of several constructions of principle that were not
always harmonious, and sometimes contradictory and in conflict with each other,
and whose joint effect was the articulation of the public domain of Israeli expanse;
only by relating to them will we be able to discuss the issue of household contents
with any relative accuracy.

We will detail the architectonic situation of speaking in broken tongues. The
salient conflicting modes at the historical level were: 1. The negation of the Diaspora;
2. The manifestation of redemption. Each of these modes had a different effect
and one was not just the expression of the other in a dissimilar logical language.
Nevertheless in the end, because at a political level this conflict resolves a system
of complementary working relationships, a calculation of shared resources and
symbols is derived from it, and thus the concluding relationship becomes one that
is more of a symbiosis than of a conflict.

At the establishment level of the cultural “I" there were: the Eurocentric mode,
the modernism mode, and the negation of Orientalism.

At the establishment level of the social “I” there were the salient modes of: the
pioneering spirit and conquering the land, and on the other hand the status of the
refugee, the laborer, and the immigrant.

These two basic modes were expressed in additional domains. At the landscape
level: the blossoming of the desert mode. At the technology level: the modernism
mode in its two socialist and capitalist extensions. At the artistic level: the mode that
strives for an Israeli character, for localization, and for vernacularity while moving
between representations of a national, an abstract and a romantic landscape, and
passing from the empty to the exatic.

Vis-a-vis the question of the how to build, what to build, and where to build
modes — household contents comprise the memory that wants to organize, inside
the home, the spiritual baggage and the items of fittings-furniture that sometimes all
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have the stamp of the place and the time, but which are not necessarily in synchrony
with the public domain happening to exist outside at the time.

Household contents are always the Diaspora that becomes articulate by means
of redemption or redemption that becomes articulate by means of the Diaspora;
they are the baggage of the refugee, the foreign worker, the migrant who attempts
within the confines of four walls to formulate a language of redemption or the
language of redemption that at any cost, even of destruction and disfigurement,
quarries in the rock and the mountain yet does not prevent its destruction.

The intoxication of the senses due to a new beginning derived from the
progressive position of an urban civilization: “We wish to construct buildings; we will
not stick wretched piled houses on a lakeshore and instead we will build according
to present-day methods. We will build boldly and more luxuriously than ever before
because we have the means that never existed in past history.”1 However, this
is a country that was reckoned to represent a completely new, immediate, fast,
and clear urban vision breaking through the heart of a rural environment,? which it
frequently regarded too hastily as an empty desert waiting to be reclaimed.

A consciousness that has been realized all at once without layers of memaory, by
negating the Diaspora, by negating the presence of the natives occupying the region,
an intoxication of the senses by modernism and by the desire to achieve a national
home for the Jewish nation, the nation of the wandering Jew — a consciousness that
wished to give birth immediately to its substance, to the new nation as one body. A
consciousness that felt enlightened, westernized, intellectual, and progressive.

The home built by the messianic wanderer does not stand only on soil or sand,
or only on mountain or sea. It stands in the national expanse, in the Jewish expanse,
in the worldwide architectonic dialogue expanse, in the class system expanse, in
the military expanse, in the Mediterranean expanse, in the Diaspora expanse, in the
Israeli expanse, in the historical expanse, and in the geographical expanse. The
home is a dwelling machine, a default option, a utopian palace of conceptions and
forces far beyond the capacities of individuals in search of life-supporting sites.

A short chronicle of the outside walls

Thoughitis supposed to be blank, the sub-conscious contains fragments of memory
of place; we will briefly attempt to delineate the discourse of the decades from the

aspect of the envelope of the national home encompassing private housing.

During the years following the First World War and up to the nineteen thirties the
pre-state country was characterized by a revelation of the myth of making the desert
bloom; it then progressed over the following twenty years up to the declaration of
the State of Israel under the dominating Bauhaus style in architecture.

The next twenty years, from the establishment of the State up to '67, expressed the
intoxication of drawing on a blank slate; the terms guiding the building project were
“making the desert bloom”, “building the country”, “national home”, and “the Zionist
enterprise”. These guiding terms accompanied an intoxication with Le Corbusier,
which linked itself to building with no distinctive indications, and to disdaining
identity factors that supposedly negate universalism, i.e. the Eurocentricity; and
from there derives the disdain of the existence of the Diaspora Jew that was a
kind of rejection of the self as well as of the Oriental — for in effect the Jew was
Europe’s Oriental. All these led to non-historical building, and to the negation of
the Mediterranean, of the East, and of the Arab sources. The rejection of this wide
group of referents, because of a covert discourse promoting the denial of self-
identity and accompanied by an actual fear of identity, has led to the conception of
Western-European-universalism-modernism as the principle reference point, and
in fact as the source of the attempt by the Israeli architectonic project to vigorously
make the manifestation of its copies felt everywhere including in: cities, kibbutzim,
moshavim, and development towns. The way they acted and the way they made
their presence felt were: in the case of members of the established hegemonic
upper class — in assuring their own benefit; in the case of the architects — in their
utopian vision of kibbutz communes; and in the case of political functionaries — in
their dealings with immigrant groups in reception centers and ma’abarot (temporary
camps). They all differed in their attitude to size, beauty, presence, and richness;
they also differed with regard to their contribution to the individual and/or to the
collective, but showed great similarity in their approval of an architectural ideology
whose universal significance extends beyond place and time. The meaning of the
first part, of place, is a negation of the Mediterranean expanse, and of the other
part, of time, is a negation of the Diaspora’s history. In other words, the universal
dialogue always comprised not only positive content but also stood entrenched in
a negation discourse. Thus masses of temporary camps and later housing estates
and block buildings were established for the lower classes and for immigrants from
Islamic countries, while the upper classes were provided with villas and magnificent

buildings bearing the same architectonic idea that Le Corbusier already used in his
attack on the bourgeoisie, and which was apparently classless but in effect very
class conscious and even touching on Orientalism.

Housing estates, villas, entire cities are being built on the spur of the moment
with public buildings ranging from museums in the large cities to communal halls in
smaller towns. Between “welfare state” buildings and those of a social-democratic
society characterized by the “Histadrut”, modernism has a socialist tinge. Notions of
“garden cities”, whose standardization and arbitrary realization throughout diverse
towns and landscapes characterize this country, become the basis, in some of
the places, of cities with ownerless property, the foundation for future accelerated
building.

Between '67 and '73, six years of expanse gorging itself to satiety overcame
the Israeli expanse. To one side a drawn line, the Green Line, central in the design
of a visualized open space. “Settlement”, “return”, “redemption”, contractors
and laborers, repeated broadcasts of policy and discourse on land reclamation,
these all characterized the halutziut era — except that on this occasion the idea of
making the desert bloom applies to areas that have been conquered militarily. The
availability of new stretches of land and cheap labor leads to enrichment, to the rise
of the contractor class, and to the rise par excellence of the higher bourgeoisie.
At the same time, together with diverse new projects that also express a building
surge, the “urban renewal” project spreads like wildfire throughout the country. The
concepts of the quest for place and of the quest for the spirit of the place become a
much greater part of the architectonic dialogue, but their simultaneous appearance
during a wave of nationalism once again prevents the development of a free deep-
rooted discourse on the essence of the Mediterranean Jewish Israeli.

If '73 was a traumatic break line it nevertheless did not prevent but rather
enhanced the concentration on living life to the full in an aura of seize the moment
for tomorrow you will die. The display of ostentation continued over the following
decade with the rise of dwellings designed for the welfare of the individual, such
as magnificent villas under the label of “build your home” in development towns.
And at the same time public buildings, which at the beginning of the state were a
display of hegemonic monuments supplying culture and welfare services in an aura
of social-democracy, have now chiefly become commercial projects.

The following twenty years, from the first Lebanon war up to 2002, express a
more unmistakably clear splitin Israeli architecture into a discourse based on region

"o« now

and sector, together with the “privatization policy”, “entrepreneurship”, “enterprise”.
It generates the Tel Aviv versus the national discourse, the Green Line versus the
conquest discourse, as well as the disappointment and withdrawal discourse,
restoration of the Bauhaus buildings in Tel Aviv, a resurge of the international
discourse, buildings in an international style in Tel Aviv, unfreezing of agricultural
land, the real estate sector, and luxury high-rise towers. An accelerated building
of shopping malls everywhere shatter the city’s heart, creating a vacuum at its
center.

The decade that follows emphasizes in general lines the gradually increasing
elimination of the country’s basic ideological-economic structures, the principal
symbolic representation of which is the unfreezing of Jewish National Fund
grounds. The list also includes continuation of the destruction of public areas in the
urban texture, destruction of the street, destruction of the city’s heart and continual
elimination of the urban center, the withdrawal, as well as continuation of the
destruction of expanses of nature, particularly water-connected ones such as seas,
streams, and wadis — some of them of a historical-symbolic significance such as
the Dead Sea - due to disregard, neglect, or accelerated industrial exploitation.

The shuffling in this country between the universal and the local in architecture
is different from that in any other country with a continuously stable history. Its
significance in an immigrant country with a short history and suffused with messianic
and national consciousnesses is completely different; any option between the
universal and the local cannot avoid making an additional decision connected
with the underlying discourse. Choosing the universal is always concurrently
accompanied by a denial of the particular identity ranging from negating the
Diaspora to negating the East and denying Arabism in the region; choosing the
local could range from an approval of the Mediterranean and the East to a covert
implementation of nationalism in the region, and downloading mythical files onto a
disc of the land that cannot stand the strain.

The shuffling between modernism and post-modernism was also a kind of
continuation of the conflict and of the dialogue between the universal and the local;
it was a return to modernistic styles as an anti-national indication occurring among
capitalists living in the principal cities who can pay lip service to a retreat from the
'67 dialogue in favor of a withdrawal to the Green Line while remaining part of the
policy and processes that enabled and maintained it, as long as they still have the
means to realize the Tel Aviv remote- control culture.
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The shuffling of the Israeli-Zionist vision of redemption concerning the rejection
of Jewish history has become a kind of basic myth that rocks the Israeli existence
between building and destroying, a primal myth that perpetuates and is perpetuated
in architecture. The two-pole presence of this shake-up is represented statically in the
space; the shuffling between socialism and class-consciousness, between welfare and
privatization, and between the sacred and the secular — all these incur a sometimes
megalomanic palatial structure of diverse models and types in the Israeli expanse.

These poles of architectonic dialogue forms are also an expression of the collision
between East and West, between historicism and non-historicism, between identity
and the denial of native identity; these poles, however, increasingly quarrel with
each other in that they are also constantly a form of covert class-consciousness
in Israeli society and an expression of capital, economic, and national processes
formulated in a messianic or anti-messianic language but nevertheless all having a
hand in the policies of liberalism and private enterprise. In the system of fluctuations
between them, urban empires and blocs of development towns, suburbs, and
settlements are formed concurrently. What kind of house will the roamer build? The
deportee? The one thrown out from where he thought he belonged? The refugee?
The immigrant? The threshold of the home is the place that synchronizes interior
and exterior, or the place where the liminal is eternal. | do not know whether | envy
the lot of the person who flows indifferently into the home from the outside and
turns the home into an exhibit of the public domain; and yet on the other hand, | do
not prefer the lot of the one who, suffering from the gaps between the home and
the outside, bears the split inwardly both intellectually and artistically, enduring
the constant absence of homely pleasure as a result of the pain caused by the
dissonance between the home and the public domain.

Household contents are the meeting place of the dialogue between the public
domain and the intimate, as well as between the culture of the hegemonic majority
and that of the minority; it is also the place where the threshold becomes the
principal braking place of the one who extends his hand outwards for alms and
draws it back empty, as well as the place where quintessential cultural, class, and
mental contrasts are expressed.

The threshold of the home is like lips (in Hebrew, the word for “threshold” is saf,
which is the same as saffah, meaning edge, but also lip and language) between which
the dying native tongue is fragmented when, turning itself upwards, it comes outside
wearing its going-out-into-the-world uniform, or hurriedly takes it off in order to put on a

dressing gown or a sharwal on its return home. This fragmentation of the tongue is the
moment of translation, the moment of the unavoidable necessity which, at the class-
system level, will always be both an original and a copy; this tension is what manifests
the household contents as being an entity that does not radiate the external.

Yes, | must admit, | love those homes that do not radiate the aura of a museum
or gallery the minute you come in, that do not radiate complete agreement between
the private hall and the hall of hegemonic consciousness.

The dwelling machine, the palace and the bazaar

And what lies inside the home? What are the household contents in a country where
most of its inhabitants arrived as idealistic halutzim, or as persecuted refugees
without any luggage in the ship’s hold and without innumerable suitcases? If home
is a dwelling machine, according to the definition ascribed to Le Corbusier, who was
almost desperate in his rejection of the bourgeois class and in his damnation of any
home interior that resembled a bazaar with an unflinching aura of Orientalism, then
the framework of the housing estate with its dry minimally bare language became the
project whereby those of a higher standing created a framework for those of a lower
standing; and these in their despair at facing the emptiness of the home began filling
it with symbolic furniture of their own. This language of extreme standardization has
already become the language of the jail, the second language, defiant: Yes! We will
put the bazaar inside the dwelling machine you gave us, because only in this way
will be able to recreate the home in the shape of a palace.

“Towards Architecture” and “Urbanization” and additional manifestos by Le
Corbusier, who began publicizing them in the nineteen twenties, with their didactic
commanding patronizing tone mimicking the manifestos of modernism that were
written previously, and ordering the bourgeois (in a language that itself always
gives off a whiff of superciliousness) to get rid of superfluity, were also well-received
in this country. Thus did he generate the idea of the home as a dwelling machine,
and was flabbergasted by the contrary image (which he himself did not envisage
as being contrary) of the palatial house. When at the time the UN (a so-called Union
of Nations) published their business tenders, he complained about their lack of
enthusiasm regarding the plans he had submitted, and stated that the amiable
“Union” expects to see a palace, and as far as it is concerned, a real palace is

nothing more than the images absorbed during a honeymoon in the country of
princes, of cardinals, of doges, or of kings [VII].? He attempts to combine the two
such contrary images by arguing that the significance of architecture is not only to
serve practically but also to affect emotionally. His contention is that its aim is to
organize these creative living organs according to an upper architectonic intention:
to affect emotionally by means of the intention’s greatness. [V]*

Despite the fact that Le Corbusier argues that these two images should be
included together and claims that his architecture really does have an emotional
affect, the images are in effect of a contradictory nature and pull in entirely different
directions the one from the other. While one of them is interested in serving, in
being functional, and aims at economy and minimalism, the other is interested in
an organism that pays attention to a symbolic relationship, namely it is sensitive to
emotion and to superfluity.

He who is interested in serving very soon becomes the master; the years of
recovery in the nineteen fifties after World War Il brought the news of the dwelling
machine to numerous places all over Europe, whereas in Israel the news about
down-to-earth modernism merged with the original founding point. Thus numerous
dwelling machines, gray concrete railroad coaches, began to be permanently
parked in the cities and small towns that sprang up frequently.

Le Corbusier’s two calls are enabled in the Israeli expanse. The block building
as the horrific realization of the dwelling machine has become the operational
practice in which the home that is intended to serve the person of a certain class
has become the home of the person who serves someone of a higher class; a
sweepingly rapid practice that has become a riot of a lost palace in a machine.

The entire inventory that Le Corbusier ridiculed, at the same time as he ridiculed
the French bourgeoisie, is what filled to the full the dwelling machine that was
allocated to the lower classes in the attempt to realize a palace, an attempt to attain
the delight of the master who deigns to serve. This was exemplified in the case
of the Eastern Iragis, the Moroccans, the pure Sephardis, the Eastern-European
Hungarians, the Romanians and the Poles, cramming their homes to the full with
synthetic fur carpets, with chandeliers, and occasionally with disoriented china
dolls and with hookahs that were not used for smoking but only as an indicator of
possible origin or propensity.

This entire inventory was accompanied by the discourse of the rulers’ materials
that in turn accompanied the furniture and fittings of the Israeli home, and we can thus

enumerate the material transitions; in the nineteen fifties: the block buildings and the
concrete, the apartment houses with a courtyard, the buildings on stilts for parking
space, plaster spray-coated exteriors, Formica-covered dining tables; in the nineteen
eighties: individualism, meaning a wavering between the choice of porcelain-granite-
ceramics; in the nineteen nineties: marble and glass; in the following decade: the
whole range from “lkea” to extremely expensive natural stone.

According to this first reading the imaginary-lost-palatial goods, which have
been recaptured by means of diverse synthetic methods, have attempted to install
themselves inside the alienated cold dwelling machine, and the synthesis between
the two is the essence of the modern proletarian class.

As opposed to this, there were buildings that were produced in accordance
with Le Corbusier’s second call, namely the call for the “dwelling machine” as a
song of praise to emptiness, where the household contents devoutly represented
the idea of the dwelling machine exhibited by the walls. Minimalism and width
were represented in a certain way in the first kibbutz homes, and in a different
and more artistic way not only in the homes that were not-self-built but also in the
homes people built for themselves; though these homes exhibited a dissociation
from the small-bourgeois mentality in accordance with the architect's command,
they nevertheless entrenched themselves transparently in an aristocratic class of a
different type.

There were several styles of building, and in addition, what differentiated between
them was the question of the owners’ financial standing. There were “our” homes,
appertaining to the Oriental Sephardi communities composed partly of Iragis and
partly of Moroccans, the homes of the ultra-orthodox Lithuanian or Hassidic Ashkenazi
Jews inside which we never ever set foot, the homes of the immigrants from Poland,
Romania and Hungary, and the homes of the “Yekke” Jews from Germany. And there
were also “their” homes, the homes of those who “succeeded” in life, the homes of
those who had the right kind of interior as well as exterior. All these homes aspired
to make their living room, their “salon”, their piece de résistance.

The homes constitute a field in which one can materialize diverse spatial
practices that cram the Israeli expanse with changing values of harmonious and
disharmonious cacophonies between the national and the political, the religious
and the secular, the natural landscape and the historical memory, the universal and
the particular, the Western and the Eastern, the Ashkenazi and the Sephardi, the
technological-industrial- economic and the commercial.
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It is not untenable to say that a single item alone can sometimes represent an entire
region. Thus for instance the country’s flag is the quintessential representative of the
national expanse. Once, in the Turkish quarter of Beersheba, | saw — and was horrified
by the sight — the national flag used as a decorative ornament in an abandoned Arab
residence designated as a dwelling for Arab collaborators who “emigrated” from Gaza
or Hebron under the protection of the Israel army. The flag was carpet-sized and
hung up like a wall rug. Across the way | saw a similar sight in the small home of
an Ethiopian family where the husband had murdered his wife. A photograph in an
intrusive newspaper reveals a huge Israeli flag turning the balcony into an arbor for
the flag. Precisely in the place which has been emptied almost totally of its community
or collective identity, where the cultural process has become oppression or where the
actual oppression professes to be a kind of cultural process, precisely there among
all this emptiness the national symbols are introverted and transmuted to the level of a
picture and ornament on a wall, like a display of the walls of the heart.

If we should divide the home into living quarters that represent the functions
of the palace and the machine, and factorize the points of contact between two
lips in which “the passing-through space” of the exterior-interior becomes latent in
each and every practice in one of the rooms of the home, we will thus arrive at the
following basic components: kitchen, toilet, bathroom, bedrooms, and living room.

The practice of the two languages of public domain and indoor contents

In the kitchen, the toilet, and the bathroom, where the two languages of the
exterior and of the interior meet, is the area where the practice of the body makes
its appearance chiefly felt, and where the principal dialogue between the two
languages is expressed in materials that exude an aura of economic standing. It is
here that we will see the respective move from cheap to expensive materials as well
as the class stratification: Formica or aluminum, porcelain or ceramics-marble and
back to quarried rock, mosaics or stone and each admired as though it were the
incarnation of the subject. Here are the presentation and contents of perfumes or
medicines, hidden secrets, and an enormous mirror whose size usually corresponds
to the dimensions of the cosmetic ritual.

In the bedrooms, the area where concepts regarding couplehood on the one
hand and childhood on the other hand make their appearance most emphatically

felt, the meeting occurs chiefly in the concepts of love and romanticism as against
raising children when coming up against economic and design forces, so that in
the final count we meet the same format of bed, cupboard, and lamp.

The practices of transition from exterior to interior are chiefly embodied in the
living room. The concept of the living room is based on exhibitions held by the
members of the Royal French Academy of Painting and Sculpture in the 17" century,
so that stepping into the living room represented entering the realm of culture. The
concept of the living room as an exhibition space as well as a cultural space is a
basic concept that has been internalized in a housing culture, which time and again
unsuccessfully attempts to erase it in the expression “living room”.

| remember my childhood under the shadow of this concept, attempting to
digest the foreign word “salon” used in Hebrew to designate the living room. It
cast a feeling that though we were poor we nevertheless had a mansion and in this
mansion there was a couch upholstered in synthetic velvet and two armchairs as
well as a sideboard or wooden table topped with shiny Formica. There were those
who covered these expensive items of furniture, which were still being paid for in
installments, with thick nylon sheeting or with a flowered sheet.

Towards the end of the nineteenth century Napoleon Il founded the Salon des
Refusés (Salon of Rejects). Itwould appear that starting only in the nineteen nineties in
Israel a wave of young artists, some of them second or third generation descendents
of immigrants from Eastern countries or from Eastern Europe,4 appealed against
the hegemonic salon art with its Eurocentric western characteristics. Ever more
household contents, the living room goods of the rejected, keep bursting into the
artistic expanse manifesting, with a worshipful ritual, what is in effect a complete
reversal of the culture that serves to adjust between the hegemony of the public
domain and the presence in the living room of those same disparaged household
items of kitsch and poverty. These disregarded items in fact represent the way in
which the Eastern bazaar culture is manifested in the housing estate existence into
which the lower classes are driven while forced to represent in their own home the
masters’ living room.

Apart from the couches, armchairs, sideboard, and chair the living room’s ritual
instruments also included more distinctly cultural communication accessories such
as a “library” — this was the appellation of the bookcase in the home - as well as
a radio and television set in the era before the advent of the internet. Just like
the way the heart of the city expired when the shopping malls burst out so did

the heart of the home expire when the internet burst in; no more central medium-
related set attracting crowds and around which crowds tend to gather; computers
and connections to the web are enclosed in separate rooms and each individual
worships his own medium-related equipment. Web consumption is sometimes
done in public and sometimes in private.

These items in the home living room have the exclusive capacity of connecting
to the cultural hegemony, a hegemony that is a kind of virtual cultural living room
with the ability to be seen and heard in the living room of the home. We will decipher
each one of the aspects of book, voice, and sight separately.

Library contents: Most living rooms in homes contained and still contain a
bookcase or a bookshelf. Nearly every private library had a remote dead space,
which at a certain point in time would return, or would never ever return, to the
public consciousness. Books in German were thrown aside in piles at the time
of the youth aliya. There were several shabby books in Arabic, which my father
obtained with great difficulty and repeatedly leafed through, never going over to
reading books in Hebrew. And gradually in the first twenty to thirty years of the State,
workers committees began distributing books: belles-lettres in pocket editions for
the people, victory aloums and books on nature. In the libraries of members of
the lower-middle class Eastern Jewish employees who had not yet undergone
stringent comprehension and indoctrination processes, books from completely
diverse worlds stood side by side on their shelves quite naturally. The library of
one of the intellectual neighbors who studied teaching while still in Baghdad was
especially magnificent; it filled several walls from top to bottom; novels in Hebrew:
Gone with the Wind, Tomorrow I'll Shed a Tear, The Bread Department, Dr.. Zhivago;
war books, health books, Yad Ben Zvi books, Shazar's books, a set of the New
Hebrew Literature, Bible books with exegeses. At the same time the library of
my grandfather, the scion of a well-known Kabbalist and an erudite autodidact,
contained books of the Zohar and Kabbalah alongside translations of Aristotle,
Plato, and Heinrich Heine, Shcolem’s study on Shabtai Zvi, and the writings of Victor
Hugo and Alexandre Dumas, poets from the Middle Ages and Bible exegetes. Our
library contained books published by Am Oved and Sifriat HaPoalim (bestowed
by the Dan Chaschan children’s savings scheme); books and albums on the ‘67
victory and books analyzing the Yom Kippur foul-ups and acts of bravery, Tarbut
encyclopedias, books on art and anthropomorphism, a mixture of nationalism-
memory and people-education with the aim of teaching social democracy and

chauvinism. Some of the neighbors traded series: the Talmud for all the volumes
of Yitzhak Ben Zvi and vice-versa. Many of the neighbors, the pure Sephardis
Romanians and Persians, had no books at all at home. All of us, those with and
those without home libraries, went to a lending library in the community center; it
was a huge library staffed by legendary female librarians, and brought to mind the
myth of the young Eddison who read all the books in his home town’s public library
from one end to the other.

Wall picture and flag — newspapers arrived with presents: flags and pictures
of the presidents. Some were thrown away crumpled and discarded, while others
were taken for framing and were afterwards hung on the walls in the home.

Turkish coffee and Diwan - the nineteen seventies were the times when the
expanse that opened up after ‘67 invited visits to the markets of Jerusalem’s Old
City, of Hebron, of Gaza, and of Bethlehem; wish fulfillments for coffee, spices, tape
cassettes, and books in Arabic. Very slowly, people began purchasing ornaments
and items of furniture in these markets. Arabic was spoken freely. Visits to the homes
of Arabs in the West Bank sometimes drew wistful yearnings for homes of a different
nature, and in some of the apartments in the neighborhood whose residents were
of Eastern origin a more Oriental-looking room suddenly appeared: a rug, cushions
for sitting on, low Oriental tables for serving coffee, and coffee trays; these were
all bought in nearby conquered towns but reflected a nostalgia for strolling along
the streets and markets of Marrakesh, Baghdad, or Cairo, places from which their
parents had departed several decades ago. It suddenly became clear that Diwan
was not just the name of a book but also a particular custom of sitting, hosting, and
dwelling.

Nylon, curtain and veil - the difference that religious consciousness can contain
came about gradually approximately in the middle of the nineteen eighties and
henceforth. Among the families, children began to be assimilated within the
national religious frameworks, the Sephardi religious sector Shas took wing, the
bounds of the home libraries were redrawn. The youths who came back home from
their yeshivot did not want to see the previous kind of library; the parents who were
coming under the influence of Sephardi ultra-Orthodox religiosity also began to
reorganize things. There were those who got rid of their books; there were others
who exchanged their dust-protecting nylon-sheet covers with a thick cloth curtain
to hide their inventory; for just the same purpose women added, or were forced to
add, head scarves for extra coverage, “double coverage”, one kerchief under the
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other, in order to ensure absolute tucking in of the ends of their tresses. Some books
were donated to hospital libraries, home libraries were liquidated, and some books
were stealthily placed on hedges at night due to a disapproval of Tolstoy and even
of Uri Zvi Greenberg who was a thorough rightist but, alas, secular.

Religion for the people - bit by bit the diverse homes of the neighbors, of
the uncles and relatives of Eastern origin, began to incorporate the same kind
of library: the same Bible series, Mishnah, Talmud, and the Zohar, where the
distinction between the wearers of knitted kipas and of black kipas can be chiefly
perceived by whether the home library contains the whole or part of the works of
Rabbi Kook — or none at all.

Pictures of Rabbis — to complete the process, pictures of presidents and leaders
of the country as well as pictures that represented the social-democratic trend of
the early days of the country and leader worship were removed and replaced on the
walls by pictures of sages and rabbis: “But thine eyes shall see thy Teachers” [Isa.
30, 20]. The wall began to denote the process of religionization (i.e. becoming more
religious, becoming more fervent, becoming more ultra-Orthodox, or becoming a
penitent). The picture on the wall came ever more to represent a blessing on the
home, or a means of signifying a particular memory. Homes were identified by their
rabbis: is the rabbi from Irag, from Tunis, or from the Djerba island?

The large radio — this was a central ritual vessel in the home; it enabled the
listener — sometimes against the will of some of the other residents — to roam from
one station to the next with ease, like a memory that is somehow trying to be
multi-channelled, hegemonic and non-hegemonic. The radio is the voice of the
public domain that crosses the threshold and at the same time enables subversion
because it enables one to roam in the direction of Radio Cairo or Radio Amman, or
to listen to Umm Kulthum. And in the following generation Radio Ramallah provided
revised world music.

Tape reels player — many of the young bachelors of Oriental origin obtained from
their brides, upon entering a more disciplined and religious marriage state, a dowry
in the form of a huge gramophone, or a tape reels player with the dance music of
the nineteen sixties. These huge instruments stood on a special table and the home
revolved around them.

Television set — during TV’s early years there were no subversive programs;
TV represented putting the national interest above party politics, and the leading
personalities in the country put their creativity at its disposal. It presented all the

national ceremonies, attended to all the memorial dates and ceremonies and, like
everywhere else in the world, items of furniture and especially armchairs were
created with TV in mind.

The radio, the tape/gramophone, and the TV set were the three marvels of the
living room in the home; the music burst forth noisily to the outside, or was contained
within the home by closing the windows, according to the home’s conformity with
the general identity composition of the neighborhood/community, or to the extent
one felt ashamed of disturbing the neighbors — what would they say about Arabic
music blasting through the walls of the dwelling machine and grating on the ear
like a noisy engine. Inside a small box, a sound and sight box, the radio and TV
sets in the living room attested to the conflict between the national expanse and the
cultural expanse on the one hand — memorial services, governmental awards and
festivals — and on the other hand a quivering needle searching for films from Egypt,
music from Syria, and voices from Jordan.

Balconies, doors and shutters — these are the exterior language of the home and
they comprise design awareness according to the social class.

Back yard / garden / roof — these embody the attempt to imprint the particular
dimension of the dialogue between interior and exterior architecture. The class
dialogue prescribed the garden to be a kind of upgrading attempt in the case of
small villas and “build your home” two-level houses. The residents of the communal
block buildings on their part tried to break through the desolation by tending the
communal garden or opening a door to it from a ground-floor apartment. The
back yard, however, stands at the heart of the East/West dialogue by virtue of the
difference between the yard and the patio. The patio is an internal empty space
open to nature at the center of the home, and any burglar can easily climb down
from the roof into the heart of the home.”

Stairwells — these are among the most prominent class symbols. Stairs in the
expanse of public buildings and luxury houses were designed as the stairs of a
temple, whereas stairs in communal block buildings could appear to have been
designed as stairs fit for scenes of deceitful crime in murky alleyways, almost
encroaching on the threshold of the apartment.

Processes of shaking up the contents are continuing inside the Israeli home,
which is supposedly stable and safe but is actually unstable, standing on shifting
sands. It is drifting, changing its position in the historical national expanse, either
to the East or to the West, facing the sea or with its back to the sea; Jew and Israeli

or just one of the two, with deportation or without it, imbued with the consciousness
of the Diaspora or that of redemption. We wonder what blessing does the future
hold? What can we realize anew from the message we receive, in connection with
our country, of the primordial myth of the four climates, which has been traditionally
perceived as expressing the four rivers of the Garden of Eden; because if this
interpretation is correct then since the climate of Israel is sub-tropic and as such
comprises all the climates, it constitutes proof that this country is the country of the
Garden of Eden. This is indeed a far too complex situation, since the Garden of Eden
stands only a pace away from Hell. How then does one recreate a correspondence
between the public domain and the interior, between East and West, between
mountain and sea, between being Jewish and being Israeli, and between being
Arab, Israeli and Jewish?

Perhaps the moment has arrived when the denied, far-flung, and dried out
contents should have their say, when they can also dictate how to build the exterior
walls, the multi-vocality combining the ancient and the old, the new and the colorful,
rebuilding the home facing the sea with the memory of the destruction, with a
conception of redemption driven by the modesty of the Diaspora and a dread of
ruining the landscape, and a commitment to contain it. New connections should
appear between the Eastern and the East-European and the Middle-Eastern; the
power of a New East anchored beside the Sea of Memory. Containing the otherness
within our own selves and containing the others as the key to taking up a position
with more modesty and more gentleness is required; to place ourselves gently
along with the expanse and not in the expanse.

Inverting the relationships between interior and exterior means having less
fear of historical and geographical concerns and making them apparent in the
architectonic expanse. This is likely to lead to the dictation of new architectonic
values that are designed more slowly and more gently, that might also apply in the
design of public housing and new public spaces of every kind, and which have an
obligation to innovate while conserving whatever presently exists. It is also likely to
apply in the case of new building based on a change in perspective and on a new
consciousness regarding the relevant contents, at this time, of the memory loads
that are waiting to be unloaded now in the home port. Among these | would mark
as a beginning for a new direction several primary challenges as follows: a model
of a new synagogue that could dictate the awakening of the piyut as a shining
example of the bursting forth of ancient musical memories, of a kind of household

contents that wish to open up a place where numerous voices can reverberate. |
would prescribe a crucial need for this expanse to reduce, as much as possible,
the use of fences and wallls, to redesign newly-oriented expanses for disabled men,
to prevent ruining the hearts of cities shattered by malls, and to turn old movie
houses and old community centers into artistic centers as a tool for implanting a
reintegrative communal polyphonic memory, a deeper introversion and implantation
of ecological values and natural values inside the landscape as well as in the heart
of the cities. The patio - that open yard in the center of the building torn open to
the sky, together with the tree that connects earth to sky - will represent the open
loaded heart drawn towards the place and the time.

In this lies the importance of the founding moment of bringing to our attention the
concept of household contents.

Footnotes

' Herzl, Theodore, The Jewish State, 1896. Source text in German, general section:
http:/de.wikisource.org/wiki/Der_Judenstaat/Allgemeiner_Theil.

2 See Ben Gurion's expression of apprehension that Tel Aviv should not become a rootless culture
sustaining a dependence on a foreign rural environment, like that same Carthage that was defeated
by Rome: Ben Gurion, David, “The Factors of Zionism and its rules at this hour” (1935, Hebrew) in: On
the Settlement: Collection 1915-1965, M. Dorman, Tel Aviv 1986, pp. 63-64.

3 Le Corbusier, Towards Architecture, Paris 1923.

4 For the issue of Eastern Europe and the tension between exile culture and Diaspora culture, see Sarah
Heinsky “Eyes Wide Closed”, Theory and Critique 20 (2002), pp. 57-86 (Hebrew).

5 Erez Biton, “Chopped Branches Orange Trees’, in: Timbisert, Tel Aviv 2009, pp. 34-35 (Hebrew).
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Haifa — A Cosmopolitan City'

Arnon Soffer

Introduction

There is something special about Mediterranean port-cities with regard to tolerance
and patience between one person to another and between different groups, whether
the difference is ethnic, religious, national, racial, or other. Those who live among
traders and seafarers that gather from various parts of the world are accustomed to
the unique pluralism found in the vicinity of the port. That's the way to foster tolerance,
or cosmopolitanism, if you will, a phenomenon scarcely found in the scorched
hinterland cities of this part of the world — take, for instance, Damascus against Beirut,
Jerusalem against Jaffa or Haifa, Izmir against Konya, Alexandria against Cairo, or
Casablanca against Marrakech or Fes. It has been that way for at least the past 4,500
years, and we have numerous evidence of extensive activity in the port-cities of the
region, from the tales of Phoenician, Greek, Egyptian and other seafarers.

The cosmopolitan city during the periods of Ottoman rule and Western
Colonialism

In Mediterranean port-cities live together and separately Greeks, the descendants
of the Romans, Arabs and Jews, the descendants of the Crusaders and those of the
Ottomans, Egyptians, black Africans, Jews of Balkan and Turkish extraction, and
in the last 200 years also the French, the British, ltalians and Russians, and more
recently Americans as well.

This ethnic-religious-lingual-national mosaic has operated more or less peacefully
for centuries, chiefly due to the watchful eye of the Sultan, who cast his dread over
all the residents of the Ottoman Empire. Then came the European conquerors, who
maintained co-existence with the help of Western Imperialist guns. Nonetheless,

during this period the international trade has grown and expanded, port-cities have
developed more than ever and pluralism became a symbol of Mediterranean port-
cities. It was a chain of colonial cities, from Tangier and Casablanca on the Atlantic
coast, via Algiers and Oran, Tunis, Tripoli (Libya), to Alexandria, and later Port Said,
Gaza, Jaffa, Haifa, Acre, Tyre, Sidon, Beirut, Tripoli (Lebanon), Iskenderun, Izmir,
Istanbul, Athens, and others.

The withdrawal of the European conquerors from the region, mostly after World
War II, and before that, the demise of the Ottoman Empire, shook the old order.
The once-cosmopolitan Izmir became a Turkish city with the expulsion of its Greek
population, Thessaloniki became more Greek-dominated with the transfer of its
Muslim population to Turkey and later with the extermination of its Jews in the
Holocaust; then the lItalians are expelled from Libya and Alexandria, the French
leave the Maghreb, in the eastern basin of the Mediterranean the British and the
French renounce Beirut, Haifa, Jaffa, Gaza, Port Said and Alexandria. As the
cosmopolitan port-cities have turned into Arab-Muslim cities, the tolerant, temperate
pluralism came to an end. In Palestine, the port-cities of Gaza, Jaffa, and Acre were
badly damaged from this and Haifa too underwent a severe demographic shock
with the escape of nearly 60,000 Arabs from the city (mostly Muslims, but also some
Christians).

Haifa as a Cosmopolitan City

Notwithstanding the major demographic reversal the city underwent in 1948, Haifa
remains as of 2010 the only cosmopolitan city in the Middle East (Istanbul being a
metropolis of some 15 million residents with many minorities, but these hardly count
vis-a-vis the millions of Turks who crowd the city).

Of the cosmopolitan atmosphere in Haifa, prior to the founding of the State
of Israel, we learn from the Jewish-Arab relations during the entire period of the
British Mandate for Palestine, including the Arab Mayors and Vice Mayors and the
joint municipal activity, which was an exception to any other city in Palestine. One
may speak of mutual life at the port and in its vicinity, in heavy industry and other
branches of transportation, as well as in neighborhoods of mixed population, at
least in the Lower City.

The Arab population comprised a demographic majority during the Ottoman
period, according to the 1922 census (the first British census of Palestine), and up
to 1944, when the Jews first became a majority in the city. At that time there were
36,000 Muslims living in Haifa, alongside 26,000 Christians, and some 65,000 Jews.
By the end of the War of Independence there remained in the city as few as 3,000
Arabs, most of them Christians, though this number has steadily increased over
time and as of 2010 they comprise about 10 percent of the city’s entire population.
If formerly it was the Christians who made the chief minority, the number of Muslims
by now is the same as, or slightly above, that of Christians (some 14,000 Muslims
alongside some 13,500 Christians).

The Arab population concentrates for the most part in the Lower City, spreading
throughout from Ein ha-Yam in the west to the eastern neighborhoods of Wadi Nisnas,
Hadar, Wadi Salib, and Halisa. To these should be added the small populations
of Germans, French, British, and Baha'i (from the US and elsewhere), the Druze
who have settled in Haifa from around Mount Carmel and the Galilee, some North-
Americans, and of course Jews of various origin from the Diaspora, though only few
of them are of Yemenite or Ethiopic extraction, while for the most part they come
from the former Soviet Union). Within this mosaic there is a notable Jewish religious
variety: one can find neighborhoods of exclusively ultra-Orthodox Jews, such as
Vizhnitz, ultra-Orthodox enclaves in Neve Sha’'anan and the Krayot, and nearby the
neighborhoods of National Zionist Jews in Kiryat Shmuel, Neve Sha’anan, Merkaz
ha-Carmel and elsewhere. With respect to the relations of religious and secular
Jews, the benign co-existence prevailing in Haifa is incomparable to the situation
in Jerusalem, Bnei Brak, and other places, where tensions tend to occur over the
years, accompanied by not a few violent incidents.

How did it come to be that Haifa remained a cosmopolitan city in the Arab-
Muslim Mediterranean expanse?

It's the combination of several factors, some economical (the port and the city’s
situation at a juncture of northern Israel), some geographical, such as the steep
topography of Mount Carmel, with its creeks cleaving a mosaic of numerous but
isolated neighborhoods; it's the city’s unique history, and above all, the fact that
there is no major religious site to cause escalation, as those in Jerusalem or Hebron.
Furthermore, the smallness of the Arab minority in Haifa (as of 2010 it constitutes
no more than 10 percent of the total population) has no doubt contributed to the
peaceful co-existence.

Let us be more specific: most of the city’s Arab population was comprised of
Christians, a relatively wealthy, educated, and tolerant population. Does life in a city
clad with vegetation and surrounded by deep-blue sea mitigate the atmosphere
within it? | think it does. Still, Beirut is no less pretty a city than Haifa, and so is Izmir,
but | didn’t find there an atmosphere capable of quelling the national-religious-
ethnic “volcano”. The rest is written in the chronicles of Lebanon and Turkey.

As in the past, the port engenders a cosmopolitan atmosphere, though the
human landscape of seafarers has changed completely in the age of oil-tankers,
bulk-freighters and containers. Still, there is the international trade, the presence
of consuls, the traffic of foreigners embarking and disembarking the ships, NATO
warships coming by, and the stir of thousands of tourists in and around the port.

Topography has presumably a considerable weight in understanding the
cosmopolitan city. Haifa consists of many neighborhoods that, being detached from
one another, reduce the friction between populations - be it wealthy Jews living in
proximity to the poor, the ultra-Orthodox nearby the National Zionists, the religious
near the secular, or Christian Arabs next to Muslim Arabs, with these latter two
residing in separate neighborhoods, apart from the Jews. Generally speaking, the
Arabs populate the lower topographical belt of the city while the Jews its elevated
parts. Most of these neighborhoods are separated from each other by strips of
vegetation and deep ravines.

Owing to the lesser religious tension (the lines of contact between Jews and
Arabs lie mostly in the neighborhoods of Hadar), Haifa’s residents discovered the
many advantages of co-existence and tolerance. Add to this a municipal policy that
has promoted co-existence as far back as the founding of the State of Israel and
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ever since — we need only mention here the mayorships of Aba Hushi or Amram
Mitzna, who prevented uproars and violence in the city during the difficult times of
October 2000, when the entire country was set aflame. The current Mayor Yonah
Yahav is also fostering co-existence and great care is being devoted to the Arab
neighborhoods. The University of Haifa has the highest rates of minorities compared
to any other in Israel (about 25 to 30 percent of all students), and co-existence
is maintained despite difficulties and instigators from all quarters. There are also
affiliated institutions such as The Jewish-Arab Center and the Institute for the Study
of the Middle East.

The economical flourish of Wadi Nisnas and Ben-Gurion Avenue, especially on
Fridays and Saturdays, is an asset for all of the city’s secular population and is
cherished by most of them. The variety of restaurants, the many ethnic shops, are
expedient and exciting for all city’s residents, active as they have been almost
uninterruptedly for 62 years (since the founding of the State), even at times when
Israel experienced wars, Intifada uprisings, and intolerable violence. Haifa knew
few but severely harsh terror acts, but there have been no incidents of gunfire or
devastative protestations, like those in the Galilee or Jerusalem.

Can one forecast the future of co-existence in the city for the next decade?

The apparently ideal picture | have sketched above shouldn't plaster reality. First,
there is no frozen reality, but a dynamical and changing one, and as such it also
alters human relations.

The Arab population is growing and expanding into Jewish neighborhoods, as for
example up Zionut Avenue, the Street of Yefe Nof, the French Carmel, and naturally
in Kiryat Eli'ezer and Hadar. This increases the friction between Jews and Arabs,
but in a tolerable way. Presumably, it will go on in this way.

| find more concern with the rising number of Muslims in the city. This population
is more militant than the Christians (now more than ever), it's poorer, with many
children and a sense of mission, which is liable to shake the sensitive and so fragile
co-existence.

Is the upsetting of relations unavoidable?

An intelligent leadership (of all religious denominations) can prevent disaster, not
by speeches and festive declarations, but through action, such as the building of
suitable housing, the promotion of a pluralistic economy, and educating for co-
existence — not that “Middle Eastern Peace”, but a peace between one person in
the city to another, in the street, at the shop, at the restaurant, on Holydays, on the
walkway. Till today it worked well. We'll have to see what the future has in store.

Bibliography
' Atlas Haifa ve ha-Carmel; Toldot Heifa, by Alex Carmel; papers on Haredim by Lee Cahaner;
statistical records of the Municipality of Haifa; a Ph.D. dissertation by the author.
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A Dialogue Between the Art Historian Daniel Wayman

and Belu-Simion Fainaru

Wyman: What is the uniqueness of the Haifa Mediterranean Biennale?

Fainaru: Israel is isolated politically, socially and economically from most of its
neighboring countries. In consequence of this situation and of complex historical
processes Israel has drawn closer to the West, which has prevented it from imbibing
artistic inspiration from its own region (in spite of all the overtures it has made to its
neighbors over the years). The Biennale has an important role to play in creating a
new network of connections between creative people from countries in the region.
The aim of the event is to examine the possibility of forming an original Israeli
Mediterranean culture drawing its inspiration from the sources, from the place,
from the landscape, from the special light, from the climate, from the people and
from the topography, while maintaining a dialogue with additional cultures from the
Mediterranean basin. It would appear nowadays that Israeli culture has surrendered
the uniqueness of “place” in favor of the culture of the West. The time has come
for Israeli culture to stop being alien corn in its own environment and to develop a
cultural milieu that draws its inspiration from its own region. For my part, the cities of
Istanbul, Beirut, or Alexandria are nearer than those of New York, Paris, or London.
The way | see things, the task of art is to develop cultural surroundings that will
reflect this nearness and that will thereby build the bridge joining East and West.

Wyman: The theme of this year’s Biennale is “Household Goods”. What is the
significance of “Household Goods” for you and how is this expressed in the
exhibition?

Fainaru: The subject “Household Goods” has accompanied Israeli culture all along.
This concept gives rise to discussions on and references to questions of identity,

place, time, and individualism in the age of global culture and a society based on
stock exchange fluctuations, consumption, and profit. At the same time there still
remain topical questions regarding place, personal identity, originality and local
culture. The concept of “Household Goods” is associated with the desire to build a
home with a sense of belonging. It is a concept that expresses the heart, the emotion;
the home whose contents are love, memories, spirituality, mutual giving, and open to
receive the other together with contrary feelings of pain, calamity, and alienation.
This exhibition affords us the opportunity to understand the connection between
what we are and what is happening around us; to carefully examine our present
situation, as well as the future and the past. Art, and in this case the “Haifa
Mediterranean Biennale”, will serve as a platform for treating the subject through
the works of the artists who will respond to and deal more specifically with these
questions. They will do so by expressing themselves in all the possible media such
as: installations of sculpture, painting, photography, video and architecture, etc.

Wyman: What can the Haifa Biennale offer the local and foreign artists?

Fainaru: Haifa can offer an example of a multi-cultural city, a place that has over
the years realized co-existence between religions, nations, and identities. The
Haifa Biennale can serve as a kind of laboratory for promoting diverse ideas and
suggestions, which can be examined and put into practice in various places in
the region. Global art has at present become dependent on and fettered by an
economic system representative of the capitalistic principle on which it is based.
The Biennale offers an alternative platform emphasizing the local processes that are
created as a result of meeting for cultural exchanges, instead of the importation of
ready-made works. The Biennale enables open-ended meetings for the exchange of

ideas and the planning of future joint activities. It provides a platform for artists from
the periphery to exhibit their works without the need to conform to the established
labels of the large centers.

Wyman: How did you choose the artists for the Biennale?

Fainaru: The way the exhibiting artists were chosen stems from the same viewpoint
of variety and multiculturalism that characterizes Haifa. One contingent of those
invited comprises Mediterranean artists from Greece, Turkey, Morocco, and France.
These countries are connected geographically and politically to the same sea, a
connection welded by thousands of years of shared culture. Another contingent of
invitees includes artists from the Middle East, from Syria, Egypt, Iran, Algeria, as
well as Palestinian artists; apart from some exceptions this aim was a failure and
still faces much opposition.

An additional group comprises Eastern European artists working in countries
that are undergoing big changes including political turnabouts and changes in
their socioeconomic characteristics. These artists typically deal very earnestly
with issues concerning identity, molding of culture, questions of nationality,
and manipulation processes of the means used by the media in creating these
likenesses and public images.

Exhibiting in the Biennale are several artists coming from well-established
countries such as Germany, the Netherlands, and Japan; they are reacting to a
wide range of topics and are treating local issues from a more distant perspective.

A notable proportion of the exhibiting artists are Israeli, and they represent the
complexity of Israeli society. Some of them live and work in Haifa; Christian and
Muslim Arab artists, new immigrants and native-born Israelis — all live side-by-side
in the city. There are well-known veteran artists together with artists who are just
starting out. It is important for me that the artists participating in the Biennale should
be attentive to Haifa’'s special position and react to it in their works.

Wyman: Tell me about several interesting works in the exhibition.
Fainaru: One of the interesting works in the exhibition is by the Turkish artist Nezaket

Ekici, who is exhibiting for the first time in Israel. She is a feminist Muslim artist
whose works are critical of the woman'’s place in Islamic society. In her video film the

artist obsessively piles up on her head successive layers of a Muslim head cover
until all her face becomes so enveloped that she can no longer breathe. Another
artist from Turkey, Hale Tanger, presents a video film titled “Beirut” showing a hotel
filmed in Beirut during the Second Lebanon War. The hotel is empty because of the
war, and in the picture white curtains can be seen fluttering in the air like a token
of surrender. One hears in the background the sound of bombing by Israeli aircraft
in reprisal for the Katyusha rocketing of Haifa and the North of Israel. The work is
moving and poetical. Another participant is the well-known French artist Christian
Boltanski who prepared a mobile infirmary inside a container. A “physician” in a
white coat records the heartbeats of those visiting the exhibit. The significance of
the work is that one cannot possibly distinguish between religion, color, or sex by
measuring human heartbeats. The important things are feeling, humaneness, and
love. The video work of the artist Meirav Heiman provides a look at Israeli society
grouped around a table and based on family togetherness at mealtimes. The video
is screened, in plasma, inside a table and portrays a Sabbath meal where the
plates can be seen emptying without any people present. My work also appears
in the exhibition. It is titled “Jerusalem” and comprises a ping-pong table lit up on
its surface with a map of Jerusalem divided in two by the net across the table. The
viewers at the exhibit are invited to play. The table’s net has a connotation of a wall.
The politicians in real life, like the players in the game, determine the boundaries of
the city which lies at the heart of the conflict in the Middle East.

Wyman: What in your opinion is the Biennale’s success?

Fainaru: In my opinion the success of the exhibition will be determined by the
question of its continuity and the creation of a framework for the future that will
produce a succession of doing that will accumulate over the years, gradually
building up its identity and its importance. It is true that nowadays one could weary
of defining the Biennale and that undoubtedly there has been an inflation of such
initiatives over the past few years. It is important to explain, when confronting the
opponents, that this title enables us to unite forces at a certain point in time and to
create an ambitious project that addresses cultural questions and enables artists,
who do not always have the benefit of exposure, to exhibit their works before the
general public. The Biennale also provides a framework in which diverse bodies
can be combined and harnessed to co-operate for years on end. Furthermore,
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within the framework of the Mediterranean Biennale | intend to invite foreign and
local artists to stay for a short period in Haifa in order to research topics that are
relevant to the city’s urban system and the local culture, and to also give master
classes in the city’s schools. The long-term aim is to create a fertile dialogue and
exchange of ideas between local and Mediterranean basin artists in order to build a
culture that encourages localism and individualism as an alternative to the Western
hegemonic culture.

Wyman: The Biennale is built up of container after container as alternative
spaces. What is your appraisal of the container’s importance in the project?

Fainaru: A few years ago, | was invited to give a solo exhibition in the Museum of
Contemporary Art (MHKA) in Antwerp, Belgium. The entire exhibition was loaded
into a container and shipped from the port of Haifa to that of Antwerp. The shipping
of the works in a container reminded me of a childhood experience — immigrating to
Israel from Romania. Like many other immigrants, we loaded all the contents of our
household, furniture, carpets, kitchen utensils, books, blankets, porcelain vessels,
games, paintings and other items for transfer to a new place; in other words, the
container transported the entire house together with all the living memories from
there to Haifa. In Israel, some time later after the container had been unloaded, a
gap and severe discrepancy arose between the items suitable for life in the different
culture of Europe and for living conditions here. The container in effect served as a
transporter of an immigrant's memories, childhood memories, and is connected by
association with moving from place to place. The container created an autonomic
cultural reality within an alien environment.

After the exhibition in Belgium | conceived the idea of holding an art event in
the urban area of Haifa using containers, which are part of the city’s landscape,
as alternative spaces for art installations. The container maintains the industrial
dimension and the linkage to the port, which constitute a central living artery in the
city. The container is a large massive object that symbolizes dynamism and mobility
together with power and security. The container has become, in the second half of
the twentieth century, a uniform international format of trade, shipping of goods,
and global economic processes. We nowadays see how this static format has
been adapted for diverse purposes such as temporary housing and warehouses.
| thought that this situation calls for Haifa, as a port city, to express the connection

between the port, the sea, and the city by anchoring a wide range of cultural
events within its precincts. My hope is that the artists exhibiting their works in the
containers will relate to their structural properties and their special significance and
will examine their inherent possibilities as well as their cultural contexts.

Wyman: How do you envisage the structure of the exhibition in relation to the
urban surroundings?

Fainaru: The structure of the exhibition, designed by myself and by Avital Bar-
Shai, is what we call “urban sculpture”, a work of art in its own right. The three-
dimensional array of containers — the urban sculpture — encroaches on the public
demarcated area situated in working surroundings full of bustling activity. It is the
structure of a mobile museum, a Mediterranean building with patios and a khan
from which one can enter the alternative exhibition spaces. The building has been
constructed using ready-made contemporary materials, which symbolize transport
of goods in the capitalist era. The message is one of transience and temporariness,
rapid assembling and dismantling, as well as the possibility of perpetual motion
according to a phrase | have used more than once in my works: “ One must always
begin afresh”. This phrase emanates from an intellectual conception that is opposed
to one of mental and spiritual fixation on perpetual search. And in this connection
it is not perchance that the location is beside the sea, affording the possibility of
voyage and travel, where one of the possibilities is to load the containers filled with
works of art onto a ship and transport them to a new port, which can lead to new
questions — Must one always begin afresh?
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After the Era of Museums — Using Containers in the
Mediterranean Biennale as an Alternative Museum

Avital Bar-Shay

Container Museum Design and Concept: Belu-Simion Fainaru and Avital Bar-Shay

From its inception the museum was identified with reflecting the prevailing order
while concurrently combining the ethos and economy of the time. The discussion
regarding the image of the museum as a “building”" arose from the dawn of
its establishment and, to this day, in the discourse of museum functionaries,
architects, artists, public figures and culture researchers. Obviously, this was
treated simultaneously with the museum’s chief mission, namely that of dealing
with collection and research as well as with education and mediation between the
exhibit and the viewer. That being the case, what is the connection between the
museum’s structure and its mission? What do we learn about our world and culture
by contemplating these institutions? How does interpreting the prevailing order
affect the museum’s structure?

From the nineteen eighties a dramatic turn occurred in the system of relationships
between the active forces in the museum —space, exhibit, viewer —and the audience
has since become the contemporary museum’s main concern. The desire to bring
the viewer to the museum has generated the desire to bring art to the attention
of the viewer, to impress, to create an unforgettable experience and an external
visual display, and has become the cultural institution’s chief motive whether for
purposes of profit, of tourism, or of branding. The Guggenheim Museum in Bilbao,
Spain, designed by the architect Frank Gehry in 1997 was a landmark in this new
cultural-architectural phenomenon — architecture as a focus of tourist attraction
and generator of profit. The Tate Modern,? designed by the architects Herzog and
De Meuron as an enormous light prism on London’s skyline, on top of a disused
power station, was opened in 2000. Its central subject is international modern art
providing accessible and enjoyable exhibitions of contemporary art to very large
audiences. According to estimates the museum has five million visitors a year.® The
Tate Modern director, Sir Nicholas Serota, points out that a museum is not just a

building or even a collection; it is a place that serves to enrich our understanding
of the world by challenging, entertaining, and enjoyable means. In order to achieve
these aims it has to be part of society and not to distance itself from its visitors.* The
architecture of size, power, richness, display and extroversion, as expressed in the
Guggenheim Museum and the Tate Modern has become one of the quintessential
indicators of the global economy and of late capitalism, turning culture into a
consumer activity that combines money with architecture and prestigious materials
with ostentatious forms serving political-economic interests.

As against this, parallel to the development and essential formation of the
museum throughout the twentieth and the beginning of the twenty-first centuries,
artists and theorists initiated a critical discourse regarding the essence of the
museum. Its fundamental values and historical conception appear, in retrospect, to
be firmly entrenched and not pertinent to the time, to the burning questions, and to
the changing social situations, and moreover to be one-sided and depressive. As a
counter-reaction diverse groups of activists in the artistic avant-garde have arisen
and protested against the Establishment, calling for a different approach to art and
how to exhibit it by searching for an alternative space. A quintessential example of
this is the “Land Art” movement in the 1960s and 1970s, whose members went out
of the museum’s precincts into the open space. They turned to conceptual action
in the open space of nature, which for them served as an alternative space to
that of the museum, while abolishing and denigrating the saleable and negotiable
object. The worldwide economic crisis of the past few years has raised questions
and possible new ways of thinking with regard to the structure of the museum as
opposed to its contemporary form and the search for alternatives. In this respect
the Mediterranean Biennale offers a new structural conception based on “want
of material”, a human yardstick, modesty, economy, impermanence, mobility of a

structure that can be dismantled and which holds a dialogue between interior and
exterior, between street and building, and expresses the local spirit.

The Street, the Sea, and the Mobile Museum

The Haifa Mediterranen Biennale operates within the urban expanse and creates
a kind of walkway offering a composite experience of art and of a stroll in the
city. The walkway comprises two “landmarks”, two expanses that stand out in
the surroundings. Each landmark is composed of a multi-level arrangement
of containers, which appears to lack functionality and looks more like an open
space composition in the urban expanse, an environmental sculpture, an “urban
sculpture”. The composition of the containers represents a demarcated area, a
region of autonomous activity. It is an enclosed demarcated area functioning as a
building with its inherent structural components: entrance and exit gates, electric
and alarm systems, signposting and guidance systems.

Each demarcated area is an exhibition space displaying works of art inside
containers. Each artist has been allocated one container — an equal fixed volume
egalitarian allocation. The demarcated areas constitute a disposition of spaces
for exhibiting contemporary art displayed in diverse media: painting, sculpture,
photography, installation and video. Containers holding the works of five artists
have been distributed along the street, setting the two demarcated areas apart by
several hundred meters. Two additional works have been stationed on a second
street bisecting the first one at right angles; one in the “Ogen” Pub and the other in
the “Sandak” Pub. These containers serve as secondary foci of attention on the main
path: direction signs, road signs, and identification marks. The path of the viewer in
the exhibition widens the influence of the display on the region, which benefits from
the viewer’s renewed inspection and also from the artistic experience. The views
seen and observed from various vantage points are varied and variegated: from the
street, from the rooftops of the houses, between the spaces, and according to the
circumstances and time of day.

The steel containers, loaned from the port area near the Biennale, create a display
complex in the expanse and a visual dialogue with it. In this respect the connection
between the assembled containers, the sea, and the port is quite natural. The desire
to cross, by means of the Biennale, the borders of galleries and museums, to view

the outside as an alternative exhibition space using the containers as challenging
volume and not just as available volume for exhibition purposes, is the principle that
constituted the primary guideline. The container is a standard unit for shipping goods
in the global economy era.® Nowadays almost all goods are transported at one stage
or another in containers. According to the IAPH © 2008 report on container transport,
the international trade in containers rose from 40,851 TEU 7 in 1981 to 502,388 TEU
in 2008 - an increase of over 1000%. The container is a structure manufactured from
contemporary “ready made” materials, signifying mobility. In the shape of a crate,
it represents barter trade and has been adapted for transporting goods from place
to place. Mobility is at the core of global thinking: mobility of goods, of capital, of
labor, of ideas, and mobility of people (in the physical and virtual environment). The
accelerated rate at which ideas, goods, and capital are being transported across
territories is unprecedented. A network of movement from port to port is spreading
across the globe — a movement of food, clothing, footwear, medicines, materials,
and even weapons and drugs. The port is the opening, the gateway to the place and
the transport from place to place.

The spatial structure of the container “museum” has been designed like a
game of wooden blocks or LEGO. Placing one unit on top of or beside the other
creates a miniature world with innumerable assembling and building possibilities.
This rapid construction method holds the potential to build a “museum” within
just a few hours, without the need for any foundations or complex construction
procedures [b1]. Furthermore it enables physical and mental dynamism and wide
flexibility in the processes of designing and building or increasing and diminishing
as required. The same applies to speed of dismantling and the possibility of
moving the container complex elsewhere. And indeed, one of the principles of
the Biennale is to transfer the exhibition from port to port within the Mediterranean
basin, e.g. to ports such as Limassol, Istanbul, Marseilles and Alexandria, etc.
Moreover, the connection between the structure of the containers and the works
of art they contain gives rise to the possibility of mobility and transferability of
cultural and spiritual assets, dialogue and interrelationship within the global NET
in a direct manner without the mediation of the museum establishment. The mobile
container complex can be erected in any port while blurring the divide between
art and “life”. Art in this connection is not confined to the museum vacuum but is
instead combined with the actual social and political exchange economy domain
in perpetual motion.
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The Container Structures and the Place

The Haifa Mediterranean Biennale is located in the lower town part of Haifa, beside
the port. Haifa is a city that, in the nineteenth century under the Ottoman rule,
began to expand rapidly and extend beyond the city walls, reaching its golden age
in the nineteen twenties and thirties under the British Mandate. In the British vision,
Haifa was to become the gateway between the West and the East and vice-versa,
chiefly from the economic standpoint, by installing a network of railroads and using
the oil pipeline from Irag to the port and establishing an extensive industrial area
in the bayside. Haifa, as a developing city at the crossroads between East and
West, coped with conceding the place to either Western or local architecture; the
architecture of a port city on the Mediterranean shoreline.

Mediterranean architecture in this context is place-related. It “comprises”
a wide range of people and territories inseparably connected to the sea. The
Mediterranean region, which almost entirely surrounds the sea, has a pleasant
landscape and mild climate that has enabled the development of cultures
of significance to the human race such as those of Ancient Greece, Egypt,
and Rome. The traditional rural and urban architecture that developed in this
region was local-cum-vernacular, an architecture adapted to the demands of
the climate and the light as well as to the needs of the family and society. The
Mediterranean countries stretch from East to West, with over half of them under
Islamic eastern influence, such as Egypt, Tunisia, and Morocco, as against those
under western influence, such as France, Spain, and Italy. Nevertheless, all these
countries undergo a direct interaction with the West, especially in the case of
trade and massive tourism, as well as in population migrations. The traditional
Mediterranean towns are moderately sized, densely populated, and built around
public spaces. Their mild climate enables living out in the open most of the time
and has promoted the development of special forms of architecture. The street is of
great significance; it is a meeting place for social relationships and for interaction.
The street is an extension of the home, of social life, and of work. Mediterranean
architecture relates to man as to an urban value and in consequence it creates for
him favorable conditions for spending time in the public domain while remaining
protected against the bright sunlight and the pouring rain. Consequently, forms of
architecture that redefine the concept “interior-exterior” developed — intermediate
areas and passages such as the patio, the courtyard, and the garden. The patio

(the inner courtyard) for example, is in fact the home’s physical center, the core
and hub of family life.

The design of the containers in this respect refers to the functions of the
Mediterranean ports in ancient times; the port as a means of communication and a
place for exchanging goods, culture, and information. Furthermore, the composition
of the containers is that of a delineated space without a roof and with courtyards
and passages. The courtyards are at the heart of the demarcated areas around
and within which people are moving and creating interactions of discourse and
discussion. The complex is structured as a kind of contemporary khan®, a two-story
square construction arranged around a central courtyard, where the exhibition
spaces are accessed directly from the courtyards. Street architecture has been
created. The viewer, in this complex, experiences a walk through alleyways and
courtyards. The “area” is demarcated by the containers themselves, which form
a wall, while a fence built in the gaps between them enables transparency and
penetration of the exterior into the interior. The city and the exterior penetrate the
demarcated area and the works of art. In the display one can discern differences
between daytime and nighttime, one can hear the sounds and smell the odors of
the streets, of the port, and of the railroad. The art display and the building are not
apart from life — they are part of it.

The Structure of the Museum and the “Existing Order”®

As opposed to the institutionalized conservative museum, the mobile Mediterranean
Biennale museum is neither fixed nor everlasting. It is a space with a perpetual
potential for change, with diverse possibilities of interpretation, and offering a new
typological museum structure.

Up until the end of the 18" and beginning of the 19" century no quintessential
typological architecture had been defined for holding works of art. Before then
works of art had mostly belonged to private collectors and had been kept in their
estates or mansions. The attitude towards that selfsame “museum”, which was
termed the “chamber of marvels”, was simply regarded as offering an experience;
no special attention was “paid” to the space or to the external structural shape of
the building. The change to a clear typological definition was in effect the change
from the private to the public. This transition from the subjective to the objective

and to the research orientation created concepts of severity, commitment, and
education, and cancelled the concepts of pleasure and joy that were the lot of
the “museums” of the Renaissance and the Baroque. The endeavor to make the
museum public and to define its mission stemmed from three factors: development
of the concept of enlightenment and of the museum as an educational agent,
conservation of the past and of the antiquities of the past, and the consequences
of the French Revolution, which strengthened the standing of the middle class. The
museum consequently had to express the values of enlightenment. It is the “new
shrine” that expresses the revealing of knowledge and of human culture through
scientific thinking. Perception of expanse as an architectonic expression became
more static and schematic (passing from one square space to the next), and the
museums were designed with a classical historic orientation while putting a formal
emphasis on “holy place”. At this point also the idea of the essence of the museum
was finally defined: a building with symbolic values holding objects of worth as a
“storehouse of cultural treasures” containing covert knowledge reflecting reality — a
microcosmos.

In the late nineteen seventies when thinkers were giving voice to feelings of
disappointment and dissatisfaction with modernism, the theoretician, architect, and
designer Charles Jencks proclaimed his opposition to modernism’s uniform voice in
architecture and lack of consideration with regard to ecology and local culture, as well
as to its negation of the concept of style and its rejection of the architect’s personal
expression. He argued that post-modern language excels in variety aimed at reflecting
existential social reality, the “existing order”, and the differences in production
methods, namely values that reflect society’s move toward late capitalism.™ In this
connection, there arose in museum architecture a reaction with regard to the idea
of space and an indication of a return to the idea of the museum as an adventurous
experience. And, indeed, the nineteen eighties and nineties are characterized by the
development of the post-modern perception of the artist's personal expression, as for
example the renewed design of the entrance to the Louvre by I.M.Pei, the Museum of
Modern Art in Frankfurt by Hans Hollein, the new wing of the Jewish Museum in Berlin
designed by Daniel Libeskind, and others.

At the end of the nineteen nineties and beginning of the twenty hundreds the
museum undergoes another change, and even a turnabout. The structure of the
museum changes and becomes versatile. It acquires new aspects that integrate
its functional level with its essence: the museum as a theater and amusement

place, as a center of enjoyment and leisure, as a multi-functional mall combined
with commercial activities, and as a tourist and pilgrimage attraction. The profusion
of uses'? strengthens the concept of the museum as a center of activities for the
general public, combining outside activities and “fun” together with consumption
of culture over and above the fact that the museum is a place for exhibiting objects
of high-level art. These processes changed the museum’s typology and turned it
into a monumentally decorated “treasure trove” containing treasures that can be
contemplated while being deeply impressed by the space and the envelope. At the
dawn of the twenty-first century the museum, as an exhibitor of culture, becomes
itself a consumer value suited to the consumer society, one that has been directed
toward increased personal consumption and impartiality to material and spiritual
matters. The structural perception of the museum in this connection expresses
capitalism’s penetration of areas considered to be spiritual, and of the way in
which art is created and consumed. And as Guy Debord™ wrote and predicted
in 1967, culture itself is becoming merchandise - the star attraction of the welfare
society. Furthermore, the building of ostentatious and eye-catching museums by
famous architects (Starchitects) is nowadays perceived as an economic impetus
for the city (and for the museum itself). A new phenomenon is making its presence
felt — numerous cities aspiring to expand and nurturing a desire for urban renewal,
for change in image, or for promoting themselves as economic-tourist attractions
are attempting to metamorphose themselves into cultural attractions by building
museums; as in the case of the Guggenheim Museum built by the architect Frank
Gehry in Bilbao, which turned an industrial town almost overnight into a tourist
attraction and an economy generator.

The principle of the museum as the representative of the “existing order” and
as a symbolic building, a pilgrimage shrine, and an everlasting building expressed
as a “treasure trove” — all these are ideas that persist to this day. These are ideas
that have been retained with formal changes from a neo-classic building that
expresses the values of enlightenment, through the “white box” as a manifestation
of the age of technology and industrialization,' and up to a large-sized “sculpture”
within the urban space expressing the welfare society in which culture, commerce,
and consumerism unite forces. Nevertheless, present day museum architects are
still unable to examine additional significant current perceptions and phenomena
such as: the tension between the global and the local environments, or the
phenomena of mobility and the rapid changes occurring in the physical and the
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virtual environments. This has been noted by the architect Rem Koolhaas™ in
his reference to the architecture of the current urban environment as a dynamic
expanse. An expanse that is not based on order but on uncertainty, that is not
engaged in organizing fixed objects but in fostering territories with a potential, that
does not aspire to stable configurations but to the creation of domains enabling
processes that reject settling down into any stable form of spaces and expanses.

The economic crisis and the bursting of the economic bubble have given rise
to the opportunity for renewed thinking on matters of good taste and the reduction
of expensive ostentatious building. The Haifa Mediterranean Biennale and the
transformation of the stacks of containers into a museum-like exhibition space
challenge the exclusiveness and eternality of the fixed, the closed, and the “sacred”
museum buildings. They constitute an alternative, open, and “unpretentious” space
open to the public, situated in the street, in the parking lot, in a straightforward and
direct manner, on a human scale and within the living urban texture. The containers
constitute a structural suggestion for a building based on transience and temporality
while using the existing capitalist infrastructure in the form of a transportation network
on the one hand, and on the other hand by thinking about local identity without
self-disparagement in the face of that selfsame global perception which is bent
on blurring identities. The message of mobility promulgated by the transport from
port to port of culture, just like goods that are packaged, handled, unloaded, and
delivered, stands in opposition to the existing situation and creates a new opening
for viewing and exhibiting art, and for a different interpretation of the museum
space. In addition, the aim of that selfsame transmission of contents, which are
not based on market and profit, is to convey spiritual and cultural messages from a
critical view of reality. And from a topical point of view, the container structures are a
relevant creation and the questions that they raise with regard to the significance of
museum-like spaces are valid. The message of mobility — including rapid assembly
and disassembly, accessibility, and availability — expresses the changing reality
and manifestation of life as well as the possibility of perpetual motion.

Footnotes
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The museum building from the aspects of space, envelope, light, presentation of exhibits, etc.
A power station on the South Bank of the Thames in London that was converted to a museum after it had
been shut down in 1981.

Information from the museum website: http:/www.tate.org.uk.

George Cochrane, “Creating Tate Modern: 1996-2000”, from: Beyond the Museum, Art, Institution,
People, Museum of Modern Art Papers, Vol. 4, Edited by lan Cole and Nick Stanley, Museum of Modern
Art Oxford, 2000, pp. 8.

The container efficiently solved the necessity to change from sea freight to land freight and was called
an “intermodal” freight unit. It also enabled large quantities of goods to be loaded, crate upon crate,
onto a single cargo ship.

IAHP - The International Association of Ports and Harbors — http.//www.iaphworldports.org.

TEU, Twenty foot equivalent unit — a measurement unit of container capacity used in transport by ship.
The khan was built as a service hostel for an overnight rest safe from wayside robbers The hostel was
usually in the shape of a two-story square or parallelogram grouped around a central courtyard. The
bottom story served to accommodate the beasts of burden and the goods, while the second story served
as bedrooms for the travelers. All the social life and preparation of meals took place in the central courtyard.
Joseph M. Montaner, Museum for a New Century, Gustavo Gili, Barcelona, 1995.

Victoria Newhouse, Towards a New Museum, The Monacelli Press, 1998.

Charles Jencks, The Language of Post-Modern Architecture, Rizzoli, NY 1977

See the remark of the Tate Modern Director in footnote No. 3

Guy Debord, leader of the Situationist movement, author of The Welfare Society, 1967

The architecture of the first machine age was the basis of modern architecture that chiefly evolved in
Europe between 1900 and 1930 under the new technological developments, and which became the
basis for international architecture.

From S,M,L,XL, a book by Rem Koolhaas and Bruce Mau and edited by Jennifer Spiegler. It was first
published in 1995 by Monacelli Press.
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Education and Art — Adoption of an Elementary
School by the Biennale as an Educational Model

The Haifa Biennale has adopted as its platform the importance of education in general
and of art education in particular as one of the foremost parameters of activities
in the field of art. In consequence, the Biennale has decided to adopt one of the
town’s state primary schools, Fichman School in the Ramot Remez neighborhood,
which is intended to serve as an educational model for enabling the integration
of contemporary art in the regular state educational framework. This combination
entails an inference that is opposed to the common wisdom that the domain of
contemporary art is distant, elitist, and reserved only for the few. Contemporary art is
relevant to the children’s lives, and is an accessible domain that can speak to them
and offer them ideas that are close to their hearts, while being relevant to them and
enabling them to express themselves by simple available means.

While working on preparing the exhibition, a series of meetings and talks by the
exhibiting artists were held in the Fichman School. The artists showed the pupils
their works and the diverse processes that artists undergo — from the conceptual
idea to the realization of the work in the container. The pupils, the teachers, and the
school’s administrative staff found the talks and the direct meetings with the artists
very interesting, and these had an influence on future plans to integrate various
aspects and artistic media domains in the school’s educational syllabus.

One of the initiatives that are in the process of development in the school as
a result of these meetings is a photographic documentary framework where the
children examine their lives and those of their families. The children’s own working
processes as a result of the talks and the meetings with the artists brought about
a change in the general attitude toward contemporary art. As a sequel to all this,
a desire has arisen to open, in one of the regular classes of the school building,
a contemporary art gallery where contemporary artists will exhibit their works and
hold workshops and lectures, and where various projects on the subjects dealt with
in the exhibitions will be carried out.
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The Biennale finds it important to incorporate new groups and to interest diverse
populations in art. The demarcated area of Haifa’s first Middle East Biennale borders
on Haifa Port, which is identified more than any other site with the town of Haifa, and
which is one of its more important economic driving forces. The original proposal
was to hold the Biennale within the grounds of the port itself, but this plan was
dropped due to security reasons and technical limitations. However, the aspiration
for cooperation with the port workers and the desire to integrate them in the exhibition
activities did not fade. During the dialog with the port workers the possibility arose of
enabling them to exhibit photographs showing work performed in the port.

Several amateur photographers were chosen from among the port workers
and they began to document the men at their jobs. They documented unloading,
transporting, and maintenance operations, etc., as well as communal rest periods
and other parts of the regular working day. The photographers had to contend
with security restrictions that did not permit revealing certain parts of the port and
limited their documentation possibilities. The documentation process creates active
cooperation between the port and the exhibition, and enables the port workers to
reveal their world to the general public. The attitude of the artist and the general
public towards the subject and the quality of the photography enables the port
workers to cope with issues from the world of art, and to see things as the viewers
rather than as the viewed.

While the photographic documenting process exposes port life and port workers
to the public, it also enables the workers to look at their workplace with different
eyes. The chosen stills with their frozen moments reveal a complex world of which
the workers were unaware during the daily routine. Photography raises aesthetic
sensitivity and encourages the workers to make a reappraisal of their workplace
and of their special interrelationships.
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Untitled, 2010, Video installation, photos projection, 01:00 min, looped
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Photographed by Shahaf Tubul; With Thanks to Meir Turjeman
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Born in Sibiu, Romania 1961
Lives and works in Romania

The work of the artist Dan Perjovschi is characterized by simple linearity, by strict
economy, and by a desire to minimize and concentrate the ideological information
in just a few lines. His drawings express political commentary from a personal
standpoint, and refer to actual political events. An important source of his work is
connected to processes that were taking place in Romania and in Eastern Europe
after the fall of communism, confrontation with the European Union, global reality,
and economic and religious changes.

From the 1990s Perjovschi has been creating installations in galleries and in
leading museums in the world. His works comprise drawings on walls, floors or
pamphlets, and express his socio-political outlook from a critical satirical-humoristic
standpoint. Perjovschi adopts the pattern of the daily humorous strip cartoon. He and
his wife Lia established in Bucharest in early 90ties the Archive of Contemporary Art
a platform of knowledge, debates and criticism who contribute to the development
of the art scene and the exchange between East and West. Perjovschi’'s method of
working is to examine local reality by means of the daily newspapers, the weeklies,
and the magazines that published articles and criticisms about events in the area of
his activities. He chooses on what to comment and which subjects he will deal with.
In some of the presentations, concurrently with his works on the walls, he advertises
an illustrated newspaper as part of the same work.
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Contain, 2010, Drawing installation, Indian ink on container
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Born in Cluj, Romania, 1974
Lives and works in Romania

Victor Man is an artist who initially worked in a meticulous realistic style, continuing
his studies in the studio of the Herschberg in Jerusalem. Today Man mixes several
media such as photography and installation in his works, which are characterized by
a high degree of analytical complexity as well as a symbolic system. He often refers
to narrative patterns and to predictable aesthetic structuralization, and regards history
as a manipulatively designed process.His works have evoked an abstruse feeling of
meaninglessness shrouded in absurdity, which Man does his best to cultivate and to
preserve. To his mind art does not have to be meaningful; it must stimulate the viewer's
sensations, making him identify with it or reject it. In many of his works Man combines
biographical elements and materials taken from Romania’s changing cultural realities.
He refers especially to the locality of his childhood, Transylvania —a place rich in history
and in political changes. One of the principal subjects of his works is the human being.
Man paints him in a photographic quality that freezes the fragile moment and exposes
his vulnerability, his weakness, and his loneliness in the reality of post-modernism.

Inthe Haifa exhibition Man exhibits a sculptural installation comprising a concrete
panel with holes filled with bird droppings which destroy the concrete by degrees,
splitting it open. The installation referes is connected to ancient traditions and to
various techniques of combining organic processes with man’s needs, as well as to
Man’s domain of research in ancient techniques and diverse traditions of working
that have been lost in the recesses of history. The installation combines concrete,
a man-made substance serving as the raw material of modern urbanism, with the
slow seeping erosive processes of the mass characterizing the changes in nature,
and by whose means mountains and valleys have been formed and variegated
landscape patterns have been sculpted over thousands of years.
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Untitled (model with bird waste for how to split ideals and walls), 2009, concrete and bird waste
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Courtesy the artist and Gallery Plan B, Cluj
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Born in Majdal Krum, Israel 1982
Lives and works in Israel

Runi Zawari’s style of painting is realistic and is characterized by his usage of the
spray painting technique (airbrush). Spraying paint with compressed air is typically
used in industry and in the domains of design, and is known to us chiefly from
graffiti paintings on the walls of towns in Israel and abroad. This style of painting
has developed and, since the 1960s, has begun to flourish as part of pop art and
street art.

The images on which Zarawi focuses are connected to his immediate
surroundings, i.e. to the village of Majdal Krum. He mostly paints the houses in the
village, its streets and alleys. He chooses moments when the streets are empty,
when the stillness emphasizes the structure of the village and of the houses without
any disturbances or distractions. Some of his works have to do with ruined and
damaged buildings, in witness of the diverse conflicts that came upon the village
and their traces that remain visible all around.

Within the framework of the Haifa Biennale he has chosen to focus on various
buildings and houses in the town of Haifa that to his mind are somewhat similar to
those to be found in his own village, and are compatible with his identity.

In this project Zarawi has replaced his regular work surfaces such as canvases,
wooden boards, and house walls in favor of the metal plates of the container. The
special formal characteristics of the container's metal walls and their transitory
context imbue his work with new characteristics and transform the significance of
the images.
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Inside: through the window, outside: from here, 2010, drawing installation, oil air-brash on container
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Born in Leshtchov, Poland 1939
Lives and works in Israel

Israel Wertman’s work is characterized by a deep expressiveness derived by the
use of bold colors, marked contrast, and the combination of drawn elements of a
naive-cum-primitive style that impart a feeling of narrative dreaming and dreamlike
fantasy to the paintings. His paintings are often in large format that create a fantastic
environment that invites the viewer to enter.

His paintings summon up from the depths of the soul and express a world rich
in emotions that finds expression in complex dramatic compositions, in sharp
drawings created with an erupting intensity that knows no bounds. More than once
the scenes threaten to burst out of the format and expand well beyond it.

In the Haifa Biennale project Wertman exchanges his large canvases or large
wooden panels for the exposed metal of the container — an alienated industrial
surface, which intensifies the power of the image and the directness of the
message. The paintings are not demarcated and the boundless format enables
Israel Wertman’s work to gush forth with no inhibitions or hindrances.

On entering the container the viewer experiences powerful emotions generated
by the painted walls of the container, which create an expressive spectacle
comprising personal experiences and a deep inner world.

The transition from the familiar and protective intimate studio to the estranged
container standing in a public space that is open to one and all forces Wertman to
display a good deal of maturity and open-mindedness in his personal art-creating
process, exposing the diverse stages and inner struggles involved in the work up
to its final form.
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Untitled, 2010, Drawing installation, acrylic on container
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Born in Haifa, Israel 1950
Lives and works in Israel and France

Amos Gitai was born in Haifa to an architect father and an activist Zionist mother,
who greatly influenced the course of events and choices he made in his life. He
initially turned to studies in architecture, which were disrupted with the outbreak
of the Yom Kippur war and which became a defining experience in his life. During
the war he documented his experiences with a movie camera and consequently
chose a different direction in his life, becoming actively engaged in cinema. At first
he made various documentary films, which clearly reveal his leftist standpoints,
which deviated from the consensus in those years and caused him to be pushed
out of the mainstream activity. In 1979 he directed for Israel Television a full-length
movie dealing with the significance of “home" in the context of the Israeli-Palestinian
conflict and the emotional charge of home to a Zionist. Israel Television rejected
the film and in consequence Gitai left Israel and went to France, where he worked
achieving recognition and acclaim.

The style of his films is greatly affected by European cinema. It emphasizes
the spiritual processes that the heroes undergo by means of long dialogues and
by the special stress laid on the integrated urban surroundings and architectonic
elements that appear in the films.

Gitai returned to the subject of home in three diverse projects, including one on
Wadi Rushmiyeh in Haifa. Gitai's point of departure is the geographical place, and
by degrees the historical layers are revealed together with the political and social
significance that each layer bears within it. Gitai returns to the diverse sites he
previously documented at various periods, and examines the influence of the passage
of time and political changes on the values of the place. The political events serve as
an additional actor, who plays in certain scenes, causing them to act and react.
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Born in Tel Aviv, Israel 1939
Lives and works in Israel

Ullman is especially famous in environmental activity subjects and works connected
with landscape and earth. From the 1970s Ullman began a series of landscaping
activities expressed in digging pits and creating spaces inside the earth. His works
connected dealing in the domain of the aesthetical-ideological with that of the
social and political. They impart to the earth a strong symbolical significance, which
is connected to the meaning of the earth in the Zionist endeavor as well as to the
meaning of territory in the ongoing national-political conflict in Israel.

Uliman is one of the group of young artists who have abandoned traditional artistic
activity (painting and sculpture) and have attempted to combine artistic activity with
social contents and to involve audiences outside the galleries and the museums.

In the 1980s he began to work on the subject of land disconnected from the
landscape, and created sandboxes, statues, and constructions that combine earth
and sand as part of the structure. In some of the works he integrated structures made
of corten steel with red loamy earth in order to emphasize the closeness and the
likeness in color as against the marked difference in the properties of the materials.

The Haifa Biennale work is representative of this aim and exemplifies the
characteristics of Ullman’s sculpting and his method of combining earth in his works.
The iron container leans on one side and is disconnected from its regular functional
activity. Ullman fills the container with earth up to the lower line of the door and by
means of the earth/sand creates a new plain within the container’s format. The plane
and the space that he creates present a new reality, an additional space inside the fixed
mould and the functionality of the container. In this work Ullman succeeds in combining
the process of creating a space and designing a form inside an existing structure that
normally serves to transport goods and cargo, conveying them from place to place.
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Born in Tel Aviv, Israel 1965
Lives and works in Israel

Nati Shamia Opher creates an installation within the container that reflects its limited
potential as a dwelling. The container, which was manufactured and is used as a
receptacle for global world trade and which has practical characteristics of material
and form that render it eminently suitable for its transportational function.

Opher connects the container to the reality of migrant work and the phenomenon
of illicit border crossings by people of the third world. The container sometimes
serves as a makeshift dwelling and momentary refuge; on other occasions it serves
as a means of crossing borders and evading barriers and checkpoints.

By means of the partitions, the walls made of iron lattices and gratings, Nati creates
a homely aura with human characteristics. Integrating the cactus leaves with the
repeated pattern of the iron grating raises questions and is the focus of attention. We
ask ourselves why did the artist combine the cactus leaves with the wall surfaces and
how did she manage to adapt the free organic form to the rigid mechanical mould.
The organic partition imbues the container space with living organic characteristics
that symbolize man’s desire to police nature and to adapt it to his needs and to his
behavioral patterns. The prickly pear cactus in Israel has loaded symbolical values;
it grows chiefly in Arab villages, but Zionism adopted it as the symbol of the deeply
rooted Israeli and of the new Jew who has dissociated himself from the diaspora.

Through the partition-gate can be seen a dwelling space, perhaps ruined or
perhaps under construction. The combination of the construction iron lattice and
the puddle of water on the container floor testify to neglect and to unfinished work.
The partial glimpse through the small apertures left by the grating and cactus leaves
prevents one from making a full appraisal of the space inside the container and only
enables one to collate fragments and segments into a limited sectioned picture.
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Untitled, 2010, Installation, mixed media
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Born in Jerusalem, Israel 1932
Died 2009

In the 1950s Buky Schwarz, like other young Israeli artists and especially sculptors,
went to study at St Martin’s School of Art in London, under Anthony Caro.

During the 1970s Schwartz was one of the pioneers of conceptual art in Israel,
and worked to a great extent in the context of formal language in space and the
human vision’s constrained conception of space and of forms within it. Schwartz is
identified with works that examine the relativism of the viewpoint as a given which
affects the comprehension and the conception of the form in space, as well as the
question of reality and illusion. Many of his works deal with optical characteristics and
with principles of visual perspective as tools for treating reality, or in order to show
to what extent our perceptions are relative and fragile. Schwarz was also one of the
pioneers of video art in Israel, and integrated part of his video constructions in the
sculpting installations he set up.

The work exhibited in the exhibition — Beachball - Second Generation - is a
development that Schwarz created in 1996, in the exhibition Dimension of Voice
(curator Marie Shak) in the Jerusalem Artists House, from an early work based on the
same principle of integrating conceptual values of sound and space that merge with
nostalgic experiences of playing on the Tel Aviv beach. Through his work the artist
examines the meeting point between personal biography and universal values, and
the physical powers of the space in which his memory functions. Schwarz combines
a physical element in the shape of a concrete object with an abstract element of
sound, which generates a system of sensitive symbolic identification commentary.
The gap between the physical construction and its connection to sensitive values
of sound is the source of the work’s power, struggling with modernity’s challenge to
integrate a sensitive personal message within a limited language.
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Born in Bucharest, Romania 1975
Lives and works in Romania

How does a community relate to the Other and how does the identity-alterity
apparatus function at the community level? The Immigrant project discusses the
attitude toward foreigners and the need to build our identity relating to the Others,
but also the increasing xenophobic attitude that can be perceived in Europe. The
object of xenophobia is a population group present within a society, which is not
considered part of that society. Often they are recent immigrants, but xenophobia
may be directed against a group that has been present for centuries. The visual
labeling of such a group (regulated by sumptuary laws) was a common practice
throughout Europe and continued to be used until the age of Enlightenment.

Croitoru regards this mechanism as a permanent pattern in the process of social
identity bonding, as an act of differentiation from the Other, and as designing a
model of difference for society in its endeavor to group-bond itself.

During World War Il the yellow patch bearing the Magen David came shockingly
once again into use as a mark that served to oust the Jews from society in general.
(We know today that during the Holocaust various Jewish communities agonized over
what should be their attitude toward the patch, and in many cases came the message
to regard it with honor in order to confront the Nazis' intention to humiliate them.)

To return to the present situation, recent opinion polls point out that many
people are still uncomfortable with immigration, showing a phobic attitude toward
foreigners. After 9.11, an increase in Islamophobia can be noticed, but the current
anti-immigration attitude in Europe is as well directed towards Eastern Europeans.
Emphasizing national identity and promising to limit immigration, nationalist parties
continue to do well in elections. In the Immigrant project, Croitoru questions whether
this extremist mechanism of marking the Other is pertinent to this day.
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Arch. David Knafu, Born in Safi, Morocco 1953, Lives and works in Israel
Arch. Tagit Klimor, Born in Haifa, Israel 1956, Lives and works in Israel

Knafo Klimor Architect’s project Agro-Housing was the winner of the international contest
on sustainable residential housing in China. The work offers an innovative building
comprising a high-rise apartment complex with vertically integrated greenhouses. The
Agro-Housing design enables the tenants of these dwellings to grow close to home all the
produce they require. This concept that places the responsibility for growing vegetables
and other food products into the hands of the family and the community. The building
installations include a solar system together with a geo-thermal system. The conservatory's
irrigation system is based on the reuse of gray water, as well as rainwater from the roofs.
The greenhouse area, approximately 10 square meters per apartment, will adequately
provide a sufficient quantity of diverse vegetable products for each family. No previous
experience is required for growing plants in the greenhouse, and after just a short training
period everyone will have the skill to operate the greenhouse system independently.

One of the characteristics of the Knafo Klimor firm of architects is its attitude towards
complex urban systems and willingness to examine the connections between buildings
and urban planning and their influence on the lives of the residents and on local living
patterns. The architects Knafo and Klimor adopt values of reuse, green building, finding
sustainable resources and renewable energy sources.

The participation of architects in an art biennale emphasizes the importance of the
meeting between artists and planners working in the same environment and coping with
the same physical and cultural reality. The Biennale is a platform for an interdisciplinary
dialogue enabling the airing of diverse points of view and the combination of creative
and working disciplines within the urban environment. The Biennale can become the
beginning of a common discussion on, and examination of, the town’s cultural values
and urban characteristics that are presently in a process of design and change.
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Born in Apeldorn, Holland 1954
Lives and works in Holland

In his work Kliest deals to a great extent with the idea of the model that imitates
reality, or a model that transforms and takes the place of reality itself. Most of his
works refer to the various connections and relations between nature and man,
and between organic patterns and industrial human environments. The model is
regarded as a likeness and design pattern for reality according to content and
formal principles that it lays down. Kliest creates sculptures, spatial devices, and
videos as well as paintings and photographs in which he examines the extent of
suitability between objects and their functionality, between the sources of the object
and its status and function in our society.

In the Haifa project Kliest installs a system of objects, small greenhouse buildings
made of wood, glass, and light. The greenhouse is a technological and ideological
model creating an ideal environment for growing organic produce. Holland was
one of the pioneers in building greenhouses and introducing technology into
agriculture. The greenhouse is a functional model that expresses aspiration and a
human situation with regard to nature. The model endeavors to maneuver nature,
to manipulate it spatially, and to regiment it to suit the model’s own purposes. Kliest
places these small greenhouses inside the dark industrialized container. The light-
radiating greenhouse units symbolize living spots inside the alienated container,
and these simple sculpted forms acquire a symbolic significance. They create,
within the cold estranged space, islands of life as part of or as an example of
regimented nature. The container is seen as a hermetically sealed unit of existence,
like a spaceship floating in the empty cosmos, and its entire existence depends on
these units of life contained within it.
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Born in Kafr Karaa, Israel 1951
Lives and works in Israel

Kalash is an artist and researcher in Arabic calligraphy who has worked for many
years in this domain from a perception that artwork enables people to communicate
and meet each other. He combines exhibiting the works on calligraphy he has created
with a traditional Arab divan in which he himself hosts an intimate meeting, enabling
him to display his works and at the same time to hold a dialogue on the cultures and
convey the messages and ideas concealed in his works.

Kalash chooses the sources for his calligraphy works chiefly from the Quran as
a rich source of wisdom and insights for a correct and better life. Through the act
of designing he imbues their intellectual significance with new aesthetic values,
which emphasize the balance, the perfection, and the beauty of the texts and of the
ideas they represent. The history of traditional Arabic calligraphy, which expresses
diverse values of the Arab culture and of the Muslim religion, stretches back for
many years. The image is rejected and replaced by the attraction for decorative
floral motifs, which are very intricately intertwined with each other and appear
repeatedly in a regular cyclic rhythm. Muslims regard calligraphy as the expression
of the most distinguished form of art, connecting language and religion as well
as formal symbols and values that express spirituality and aesthetic experience.
Kalash mostly combines his calligraphy occupation with Arab geometrical ideas
from the Middle Ages, which impart values of goodness, beauty, and spirituality to
the shapes and the special relationships between them.

He erects a traditional divan in the container in Haifa, hosting the visitors and
enabling them to be acquainted with the Arab calligraphic culture and with the
special experience of a dialogue and conversation on aesthetic and ideological
values, which are comprised in this art form and culture.
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Born in Tragovishte, Bulgaria, 1968
Lives and works in England

Cavusoglu studied at Marmara University in Istanbul, and at Goldsmiths College
in London where he has been living since 1995. He portrays the complex situation
of the black market and of the moneychangers in Istanbul. He brings together the
contemporary medium with the effervescent colorful texture of the continuously
bustling market. With his video camera, Cavusoglu follows the structuralization of
the place and of its human texture made up of cultural characteristics, and of the
methods of communication and contact between all the participants in this mosaic.
The video film is interspersed with voices and sights appertaining to parallel situations
involving meals, restaurants, rest periods, and calls to prayer, etc. The market is
full of contradictions and nuances expressed in movements, in gestures, and in
sayings—seemingly to do with bargaining, buying and selling, and various declarations
comprehensible only to locals. In the background a Byzantine ecclesiastical tune can
be heard that adds still more to the richness and cultural complexity of the place.

In order to enable the viewer to take in this complexity, Cavusoglu does not
simply project his documented material onto a screen or monitor; he examines the
way the viewer is exposed to his video film through his method of presentation, and
refines the experience. He creates a system of screenings that leads the viewer to
roam in the space (to be part of the market), to see each time another part of the
reality, which is incomprehensible as a single unit and demands to be looked at in
fragments, in portions, in individual sayings and sights, that all together build up the
complete picture. To a certain extent Cavusoglu has created the moneychangers
market inside the container; a piece of Istanbul comprising thousands of splinters,
parts, influences, interests, and cultural sources inside a neutral container lacking
the identity and characteristics of time and place.
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Born in Um El Fahem, Israel 1976
Lives and works in Israel

Mannal Mahamid mostly deals with the gaps between the ideological perception of
daily reality and cultural values. In her works she emphasizes cultural conflicts. She
examines processes of building, growth, dismantling, destruction and restoration,
and combines a broad perspective, the philosophical-universality of reality and the
processes occurring in it with the emotional-personal viewpoint, which is connected
to the realities of destruction and loss in our society.

For Mannal, the home represents life, a whole world that has been gradually built
up over many years, combining within it the family’s experiences and the surrounding
occurrences that have, in diverse manners, affected it and those who dwell in it. The
process of destruction can be compared to an enormous explosion scattering the
fragments of memory, and turning the beauty and the reality that has crystallized
over such a lengthy period of time into meaningless detached items with no context.
The rehabilitation process, joining the separated fragments into a complete picture
representing a moment or imparting information, is a partial but redeeming factor.
It testifies to absolutely everything that connects us to what is human behind the
destruction, and to the importance of the restoration and memory that follow.

In the Haifa project, Manna creates a room inside the container. The room contains
objects that call to mind visual wealth, with attention to aesthetic values such as the
chandelier, the carpet, and the shelves displaying a collection of porcelain plates. In
between these articles of furniture Mannal inserts the evidence of destruction in the
form of physical remnants interspersed with the chandelier, and a video set on the
carpet. The installation has a plethora of contrasts and diverse layers of language
and symbolic conversation representing the immensity of the loaded complexity that
Manna experiences with regard to the subject, and to the reality expressed in Israel.
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Born in Baia Mare, Romania 1982
Lives and works in Romania

To a great extent Sebastian Moldovan treats cultural values connected to text
and visual images, and also grapples with post-modern theories on the relativity
of truth, manipulation of reality, and the shaping of national memory and of new
mythologies. He is an acknowledged artist who knows no bounds and refuses to
recognize generally accepted norms as self-evident. Instead he chooses to test and
reexamine them from the point of view of the cultural and social changes prevalent
in Europe and throughout the world. In his works he usually integrates biographical
ingredients such as photographs and documents.

The project Sebastian Moldovan has presentedinthe containerin Haifais connected
to the artist's childhood memories during the period when his father was working in
Israel. This was happening in the 1990s, when the artist’s father used to send him
letters with photographs describing his experiences, and his life in Israel. Sebastian
Moldovan’s attachment to his father was strongly linked to an attachment to Israel, to
descriptions of its landscapes, and to its cultural characteristics, as he read about
them in the letters and saw them in all the photographs his father sent him. Moldovan
the son grew up impressed with these descriptions and assiduously collected the
pieces of information and the items that were sent from Israel to Romania. In the
exhibition, Sebastian Moldovan reconstructs his father's room by means of several
available materials that he found such as cardboard boxes and various panels, which
he very carefully arranged, combining them with original objects, letters, and his
father's authentic documents from Israel. In the work of constructing the room, the
artist tried to recapture how his father had felt in Israel and by these means to enable
himself to undergo the same feelings, to connect to his father and to his experiences
and childhood memories from that period.
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Cancer sprout, 2010, Installation, mixed media and Single channel projection video, 29:59 min, looped
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Born in the Netherlands 1958
Lives and works in the Netherlands

The work by Carina Diepens deals with the standing and characteristics of the
humanimage and body. She examines the diverse qualities that distinguish between
one image and the other, and the system of connections between the body and
space. She focuses on the cultural characteristics that are common to the image’s
likeness, such as clothing, structuralization, and colorfulness. Her work comprises
an assemblage of components and the creation of a loaded space in which is
enacted a human action, which bequeaths to and draws from the environment the
act's diverse symbolic significances. In many of her works a meditative action and
an ongoing process of assembling and dismantling or destroying are being played
out. The viewer is exposed to an isolated segment of the act, to which he attributes
ideological wholeness and formal exhilarating complexity. The need to justify the
act or to examine it against the final result, “the aim", is not binding and enables
another dimension of commentary. The use of live people in her works represents
an examination of the significance of traditional media appertaining to the art of
painting and sculpture and of their origins. The direct human presence in artworks
raises the question of representing the image, and creating a replacement and
symbol and connection between life and art.

Diepens returns to the 18" Century tradition of creating tableaux vivants, in
which by means of actors, costumes, and décor, live displays and scenes were
produced. In her work the emphasis is on the isolated act that creates opposition to
pathos, absurdity, irrelevancy and distancing. The meeting with the slow Sisyphean
process enlivens the viewer, and confronts him with concepts of purposefulness
and the passive activism of man who is unable to identify with the process.
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Born in Schweinfurt, Germany 1964
Lives and works in Germany

Brech photographic and video creations are based on attention to seemingly
marginal events, and attract us by the visual power and emotional charge they
carry. They are generally based on simple daily occurrences that the artist has not
initiated or planned, but has noticed and identified the diverse values that typify
them, and accordingly plans a process of documentation and presentation.

A display of various details, raises in our minds questions about our relationship with
our environment, our degree of awareness, and our ability to perceive aesthetic values.
Brech's powerful visual presentation refines our judgment about the aesthetic values of
simple objects and their ability to arouse in us diverse thoughts and strong emotions.

The work presented in the exhibition - Passage — documents a glass of water
during a ship’s passage. The glass vibrates as a result of the engine’s revolutions,
and the motion of the water in the glass creates a play of reflected light. In the work
Brech combines contrasts; the clean shining appearance of the glass seemingly
evokes an aura of relaxed serenity, but the continuous vibration creates a threatening
feeling of fear of what could be expected to happen. We feel as though at any
moment the glass is about to crack, and the water to come spilling out. The threat is
reinforced with the impressive visual sight and the delicate system of ever changing
reflections as the ship proceeds on its journey, and with the changes in the slant
of a ray of sunlight passing through the porthole and striking the glass. In all of
Brech’s works, the dimension of time is emphasized in various ways. In this film
time represents the duration of the voyage and the diverse changes in lighting and
in the ship’s position relative to the sun. We are exposed to the dimension of time in
the simplest and most natural fashion, which makes us wonder about our ability to
discern the passing of time in our lives, and to sense its changing values.
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Passage, 2003, Single channel projection, 402:00 min, looped
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Born in Brussel, Belgium, 1950
Lives and works in France

Akerman is a French artist, a film director. Her grandparents and mother were
interned in Auschwitz, and consequently this has had a defining influence on her life
and on her cinematic creativity. Her work is characterized by a hyper-realistic style,
by a break from narrative patterns, by fragmentation, by proportional representation
of the visual image, and by the emphasis on feminine and biographical subjects.
Her most famous film, Jeanne Dielman 23, demonstrates her non-narrative style.
The film was not immediately acclaimed, and only after political changes in feminist
consciousness and interest began in groups living on the fringe or in marginal
cultures was she acknowledged as one of the domain’s central artists.

In the 1993-1995 film D’Est, she creates a manipulative array based on the
Western image of Eastern Europe. The film was exhibited as a video presentation,
imparting to the viewer a strong visual experience. It portrays the diverse aspects of
reality — the points of view of the director, the cameraman, the viewers at the filming
site, the people being filmed, etc. Akerman presents a multitude of fragments of
scenes and angles that are gradually built up, creating a rich collage. The film
deals in fact with cinematic language per se. Akerman combines semi-documentary
cinematic characteristics regarding seasonal changes from summer to winter in
Eastern Europe. The film is a kind of lament for urban landscape and for those who
dwell in it. Akerman originally exhibited her cinematic work in two rooms on twenty
monitors, which physically emulated the feeling of a crowded urban environment in
which people could roam around between the sights and be part of the film’s reality.
In the Haifa exhibition only a part of the whole is presented and focused upon,
which alters the context of the film in its entirety.
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(35 mm film transferred to video)
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Born in Beirut, Lebanon 1936
Lives and works in Israel

Benny Efrat made aliyah from Lebanon to pre-state Israel in 1947. In 1956, after
completing his studies in the Avni Institute of Art and Design and exhibiting in the Tel
Aviv Museum of Art and the Israel Museum, Jerusalem, he went to study in London.
In 1967 he was exposed to ideas of combining painting with linguistic description
and was first introduced to the conceptual possibilities of language. From this point
on his creativity undergoes a change: it begins to deal with concepts, values, and
ideological formats. In the 1970s Efrat established his status as a conceptual artist
and exhibited in the world’s leading galleries and museums.

Inthe 1980s he moved to Paris where he put aside the comprehensive questions
— the basic universal ones — he had dealt with previously in favor of subjects more
connected to nature: ecological topics and the relations between man, progress,
and nature. In 1982 he decided to take a dramatic step and disconnect himself
from the accepted time system and create an independent time system of his
own, where time begins in the year 2030, in accordance with his predicted date
of death at the age of 95. His work Winter 2057 represents this system.

The exhibited work comprises a process of surveillance by a security camera
inside the container. The camera documents a burning oil lamp placed on the
bottom of the container. The lamp continues to burn until the “last breath" of oxygen.
The process of the burning and the dying of the fire as the oxygen runs out will be
documented by means of the camera and will be screened on a monitor exposed
to the audience. The viewer will be shown only the photographed documentation
and will not be able to verify the documented material by examining its direct origin.
Efratis referring to the fragile status of the image as an information conductor, and
to the physical limitation of the container.
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Born in Yokaitchi, Japan 1963
Lives and works in Japan

Mariko Asai is a Japanese artist who addresses the diverse indications of post-
modern life and the various influences of technology on people’s characteristic
lifestyles. One of the domains that had the greatest effect on man is that of medicine,
which over the last century has drastically improved our health and extended our
lifespan. One of the characteristics of post-modern society is the large number of
medicines that people take, their wide availability, and the ease with which physicians
enable patients to fill their cupboards with medications of all kinds and colors.

In her works Mariko uses packages taken from medicines that were prescribed
to members of her family. She thereby unites her negative attitude toward medicines
with the people who are dear to her. From out of these medication packages she
constructs houses and buildings attached to springs, which impart a perpetual
swaying motion to the little structures, imbuing them with an active life of changing
characteristics. In effect, Mariko has designed a complex urban environment by
means of these buildings. The viewer observes the medicine town from round holes
bored into the acrylic board serving as the floor of the space. These holes enable
a 360-degree view all around at building level height. In this manner, the urban
environment surrounds the viewer, turning him into an integral part of it.

While acknowledging their healing power, an inflation of medicines is spreading
all over the Western world, generated by the feeling that for every disease there
is a medicine to heal it. The domain of medicines in the Western world is an
economic business with a turnover of millions, and the corporations have a vested
interest in selling as many medicines as possible. Mariko's installation offers us a
critical gaze by placing us at the heart of the town whose medicines have taken it
over completely.
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Beautiful town (plenty of empty), 2010, Installation, mixed media

Supported by: Yoshino Gypsum Art Foundation; Konishi Co. Ltd.;
Chuo Hatsujo Seisakusho Co., Ltd.; Lec, Inc.; Sadako A; Kilala-factory.co.jp
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Born in Munich, Germany 1986
Lives and works in Germany

Andres creates video or film installations, in which she projects her videos or fims
onto diverse objects as part of an inclusive space installation. She mostly focuses
on daily, almost trivial, homely situations such as washing and sleeping. On more
than one occasion she seeks deeper layers within immediately direct reality. Her
works are focused on the simple meeting between screened or filmed reality and
identifying the object onto which it is being projected, such as a bathtub, a table, a
carpet, atoilet, a washing machine, and suchlike. This meeting enables rediscovery
of these automatic acts, and through them to arrive at covert significances.

The installation in Haifa is based on a previous work, which was exhibited in
2004 in various versions. The work Excavations in Haifa is directly related to Israel’'s
unique suitability for carrying out archaeological excavations and for delving into
a wealth of history buried underground. In the work, objects from the present and
from the not distant past are transformed into archaeological objects that receive a
functional, colorful, formal treatment.

The archaeological site is a seashore in all its components and in its connection
to the culture of recreation and vacation. The noise coming from swimmers, ball
games, and other customary environmental sounds combine with the research
process of excavating and looking for relics of the distant or the recent past. The
excavation is regarded as a game in the sand and the findings that are revealed
are connected to the very recent past, as for example plastic flip flops, a pail, and
other diverse and very colorful beach equipment. Andres tells us something about
the cheap simple objects, which we usually think of as being unimportant. They,
too, form part of our culture, and in their special way they, too, say something about
our story here.
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Excavation in Haifa, 2005, 2010, Video installation, three channel projection on sand
dvd 1- 2 x 9:55 min, dvd 2- 2 x 10:30 min, dvd 3 - 9:35 + 8:38 min, looped



Born in Kafr Arara, Israel 1961
Lives and works in Israel

Bohtaina Abu Milhem creates art by means of fabrics and dresses associated
with fashion and design in popular folk culture. In the dresses she exhibits Milhem
combines embroidered snippets of Arabic lettering, sentences, and folk aphorisms
connected to the Arabic literary world and the spoken language. She uses everyday
simple folk sources, but by adding them by embroidery onto the cloth she intensifies
their message and widens the interpretation possibilities of the maxims and their
connection to the social and political topical reality of the Arab society living in
Israel. Milhem aspires to create a dialogue between the word and the aesthetically
formal quality of the dress, and to connect the visual with the textual messages.

In the culture of Palestine, embroidery is a typical female craft that is both
acknowledged and encouraged. Viewers who are familiar with the local specifics
of embroidery will be able to identify diverse elements that connect the type of
embroidery to a particular geographic region, and will be able to discern in the formal
characteristics symbolic components borrowed from the world of flora and fauna.

Milhem integrates these elements in the texts she chooses, using needles, pins,
and threads to join the components together in a dynamic expressive fashion,
which intensifies the message and the form, but neutralizes the functional use of
the garment and defines it specifically as an art object. In her quiet patient manner
and by her use of a medium associated with womanly peacefulness, Milhem
expresses a clear feminine voice that presents a complex world both stormy and
filled with insightful passions, which refers on the one hand to the daily life in the
village with its folklore and local culture, but on the other hand displays ideas and
sayings that challenge the ruling establishment and the socio-political reality of the
Arab society in Israel.
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Born in Vilnius, Lithuania 1969
Lives and works in Israel

Angelika Sher examines, through the camera lens, the relationship between the
human presence and the space in which it exists. In her earlier series of films one
could clearly see characteristics of her mother country, Lithuania, such as cold light,
crowded rooms, and the literary complexity of the elements that build up reality.
These characteristics still accompany her, though not so clearly unmistakable.
Sher meticulously maintains the tension between the staged and the random,
between the calculatedly planned and the spontaneously focused occurrence at
the moment of filming. She mostly chooses children as the object and the subject
that connects us with memory, as well as the concept of childhood as a mirror of
adult society. The children are seen in diverse situations and places such as rooms
and greenhouse conservatories, or gardens that serve as security mechanisms
and keep their distance from total exposure. In its own manner the camera lens
conserves and cancels these same mechanisms. Sher's compositions are loaded
with details, colors, and shapes, like a Flemish still life that cannot be retained
at first sight. Sher’s filming demands the moment of delay, the pause of the look
that penetrates items and examines the interrelationships between the figures and
the shapes or objects around them. Sher’s surfeit does not constitute abundance.
It describes a situation of almost randomly accumulated items. The children’s
figures merge into this cumulation and create a space that is unresolved, distant,
and obscure. Sher presents us with a restrained drama. The powerful images are
neutralized by the lack of focus and the absence of a dominant narrative topic. The
drama emanates from within the finely defined tension between the figures and the
objects and between each other.
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Born in Tel Aviv, Israel 1930
Lives and works in Israel, France

Karavan studied painting under Aharon Avni, and later in the studio of the artists
Shtreichmann and Steimatzky. He also studied for a short while under Ardon in
‘Bezalel'. Karavan, one of Israel’s leading well-known artists, has carried out extensive
work on memorials and monuments in the public domain such as the southern Wall
Relief of the Knesset assembly hall (1965) and the White Square in Tel Aviv's Wolfson
Park (1978-1988). The Negev Monument near Beersheba (1963-1965).

From the 1970s Karavan has devoted himself mainly to projects in the urban domain.
He undoubtedly ranks as one of the leading international artists involved in landscape
art works and memorial monuments in the public domain. His works include the three-
km-long Avenue Majeure near Paris, the Street of the Rights of Man in Nuremberg,
Passages — a homage to Walter Benjamin in Spain, as well as projects in Korea, Japan,
Italy and the US. Even though he has gained much honor and esteem working in
numerous places all over the world, the connection with Israel and the works he has
created here — are the most significant of all for him and he is greatly attached to them.

For his work in the Biennale he has chosen to design within a container an
environment that is only partly revealed when glimpsed through a tiny peephole.
In this work, by means of sand Karavan creates within the container a landscape
in which stands a sharpened cone that is lit up by a ray of sunlight that shines
through a tiny hole in the container during a particular time of the day. Revealed
to the observer’s eye through the peephole is a minimalist abstract world with a
utopian-religious or apocalyptic aura. The limited light that is focused on the cone
creates an illusion of infinite space that in effect negates the container’s limitation. To
a great extent Karavan has created here a shifting landscape entity, a world that can
be moved and adapted to the reality of the global culture.
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Born in Bucharest, Romania 1959
Lives and works in Israel and Belgium

Belu-Simion Fainaru has, for many years, dealt in his artwork with socio-political
subjects and the new Jewish identity in Israel. Fainaru creates statues and
installations that tackle questions of public and private space, and examine the
borders of art together with its role in society. In numerous works of his he takes on
the question of cult objects as well as the ritual and the symbolic-aesthetic values
of existing objects and iconic formats.

The work Ping Pong Table represents an object connected to the playing
action, which is one of the philosophical situations that are close to art. The work
is characterized by distinct formal structuralization with a strong spatial presence,
but is not disconnected from the performatory bond to which it is linked, and from
the playing action that exists as one of its integral components. Fainaru has a
long history of creating installations and presentations that combine day-to-day
dynamically live operations, such as baking bread, cooking and serving soup, and
producing a kitchen, coffee table, and suchlike.

Playing on the map of Jerusalem divided by the ping pong net (which calls up
connotations of the security wall) raises questions about the seriousness of the
discussions on partitioning Jerusalem, as opposed to the lightness and randomness
of the game.

Fainaru had a prior version of his table tennis work that was based on the map of
all the Land of Israel. In this previous work the educational dimension was abstract,
and there was no allusion to the actual physical reality. In the work before us the
partition of Jerusalem is a present-day issue. The partition line could likely be realized
in practice on the ground, despite the loaded status of Jerusalem, which bears within it
the essence of the conflict and represents the difficulty of finding a possible solution.
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Born in Tangier, Morocco 1970
Lives and works in France and Morocco

Fatmi’s works are typified by a highly aesthetic quality linked to indirect and direct
political messages. Questions relating to the other are always present in his
works, and he extracts numerous materials and contents from the loaded relations
between the Muslim East and the danger-fearing West. Fatmi testifies that on
numerous occasions he feels like a stranger distanced from the standpoints of his
Muslim culture in its confrontation with that of the West. He endeavors to remain
neutral and to present a picture of the situation through images, icons, and complex
installations, in order to state and exhibit diverse characteristics of the confrontation
and its outcomes,

As a result of his life story and childhood experiences in Tangier, a town with a
liberal society exposed to European culture, he feels that the Muslim values system
and the extremist stance of the religious establishment in Arab society have become
intensified in the last generation and their consequences affect, among other things,
the current rising tension between Arab culture and European culture in general.

After arriving at the conclusion that living in Morocco cannot grant him sufficient
artistic creative freedom, he went to Paris where he became exposed to additional
artistic domains and widened the range of media available to him in his work.

Fatmi works a great deal on the aesthetic formal components of the national-
ethnic-religious conflicts and quarrels as they are regarded in the media. These
include images of the September 11 disaster in New York, the war in Afghanistan
and Irag, and the conflict between Israel and its neighbors as well as between
Israel and the Palestinians. He refers to the Al Jazeera network as being one of the
world’s most influential factors on Arab public opinion and iconic visual image group
bonding in diverse conflict processes.
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Born in Athens, Greece 1957
Lives and works in Greece

Papadimitriou deals with the linkage of architectural structuralization and urban
space, with culture and nature. She has reacted in diverse projects to well-known
architectural icons. She has created a work relating to the urban ideas of the famous
French architect Le Corbusier, and a series of installations in connection with public
buildings or hostels in the context of culture and space. The project Hotel Balkan in
the Haifa Biennale is based on a work from 2002.

Hotel Balkan portrays a hotel building which is fraught with tension and whose
guests are foreign workers, homeless people on the fringe, living in a separate cultural
entity with a different system of values, morals, and social graces. In such communities
the nuclear family unit is mostly absent, as in a prison or in the army, and the entire
community becomes one family unit. Inthe work exhibited in Haifa, the hotel stands inside
a container. It is a building that radiates industrialism and alienation, and constitutes a
uniform timeless piece lacking identity. The extremely careful treatment bestowed on
the inside of the container creates a big gap between interior and exterior and turns
it into something fictitious and decorative. The hotel creates complex relationships
in whichever West European or United States city it is exhibited. The hotel model’s
interior is imbued with a comprehensible strangeness; its target audience belongs to
the fringe of society and is not part of the culture of the established official majority.

A modern metropolis, especially in the global culture of massive migrant workers
and political and cultural refugees, is populated by and attracts to itself fringe
groups and foreign workers who live in separate social buildings isolated from the
public's widespread cultural fabric, and who maintain an independent autonomy.
Hotel Balkan inside the container can be placed in Munich, in London, in Detroit, or
in Lyons. In no time at all appropriate new clients will arrive, enter, and dwell in it.
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Born in New Jersey, US 1987
Lives and works in Israel and Norway

Avideo film presents five Palestinian youths who sing, in a disharmonic choir, the Song
of Ascents in an Arabic translation with music composed by Yosseleh Rozenblatt.
The song, that represents the yearning for the land and the hope to return and realize
the dreams of yore, was adopted from the dawn of Zionism as one of the hymns of
the Zionist movement. In the 4" Zionist Congress that was held in Basel in 1900, this
psalm was turned down in favor of Naftali Herz Imbar's HaTikva in the contest for
Zionist National Symbols. To this day this psalm has preserved its iconic standing as
an alternative national hymn among religious Zionists. In the Christian world, too, this
hymn has been adopted as a vision of peace and of the messianic age. The Arabic
version turns this song of hope and vision into a cynical sign of shattered hope.

We ask ourselves: Does the youths’ song represent their protest against the
Jewish Zionist dream coming at the expense of the Palestinian national home? Can
the Arab singers identify with the dream of home, peace, and tranquility, which they
themselves wish for? Does the singing come from the heart or is it an act that has
been forced on them by the project? The seemingly simple act of singing the song
presents a state of affairs reflecting a complex reality that displays tension arising
out of issues of national identity, political struggles, clashes between religious
aspirations and self-determination, that have not yet been solved and remain at the
central stage of society’s formation in Israel.

During the work two youths refused to take part in the film, which was screened
in a joint Jewish-Arab Palestinian exhibition, and which in their opinion testified to
normalization and cooperation before the lengthy conflict and confrontation was
over. Manna has created a parallel project that lays stress on the missing choir
singers and has lowered the volume of the background.
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The Song of Ascents, 2008, Five channel projection, 3:54 min, looped
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Born in Dej, Romania, 1977
Lives and works in Romania

Muresan is a co-founder of the Version magazine and from 2005, editor of Idea Art
+ Society magazine. He deals to a large extent with culture and history, and with
the various influences of the communist society on images and cultures of the new
society in countries of Eastern Europe in general and of Romania in particular. He
refers frequently to the icons of Western culture. To alarge extent Muresan represents
the younger generation of Eastern European artists who have been liberated from
an oppressive regime, from a difficult economic situation, and from numerous
restrictions. Although they are free to act, to move about, to buy and to consume
the popular goods of western and American culture without any fear, together with
this freedom, criticism is heard of the so-called free culture, which is based on the
huge corporations, the massive advertising, and on the encouragement to buy and
consume. Muresan focuses to a large extent on the condition of the individual within
the group. In his opinion, the aggressive process of severance from the past and
from the previous culture, and jettisoning it in favor of the new culture, creates a
reality that is lacking in clear values, and is detached and temporary.

Today, in view of the existing advances in the media, with their influence on shaping
memory and their contribution to building the personal and national identity, the danger
exists of creating a fictitious memory, and of maneuvering by diverse means the reality
and the past according to national, cultural, and economic interests. The subject of
the video clip that Muresan presents in Haifa is the army — one of the entities that is
associated most of all with the country and the nation. In Romania, as in any other
country, the army is one of the leading symbols and instruments used to bring about an
environmental national identity. Muresan manipulates and examines changing values of
the army as part of the general transformations that Romanian society is undergoing.
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Untitled (The Potato Pealers), 2009, Single channel projection, 49:39 min, looped
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Born in Izmir, Turkey 1960
Lives and works in Turkey

Tenger studied in London and lives and works in Istanbul. Her work deals with
local and international political subjects. She is acknowledged in Turkey as an
artist with very strong political awareness, and as one who has no qualms about
tackling sensitive or controversial topics. Some of her works comprise entire spaces
meticulously built with son et lumiére effects in order to create a potent dreamy aura
and to affect all of the viewer’s senses. She deals to a great extent with subjects
which are sensitive in Muslim society, and which are connected to religion’s fragile
system of relations in secular Turkey. Tanger is not deterred from exhibiting works
dealing with the question of sexuality, with the prohibitions of taboo, and with the
status of women in the Arab world. She has visited areas of conflict such as Serbia
and Lebanon on numerous occasions, and has created works using diverse media
of documentation and photography, while aiming at exhibiting subjects that have
been previously neglected by the dominant media and news establishments.

The video work she is exhibiting inside the container portrays one of the typical
housing estate buildings in Beirut. These buildings have suffered dozens of years
of disease, internal confrontation, terror, and lack of long-term security. The video
film creates a slow manipulation of the urban landscape, which is transformed from
a peaceful static situation to a stormy dynamic one. By means of the fluttering
curtains, Tanger creates a storm that threatens to grow from quietly brewing to
totally destroying, but at the climax sinks back to its initial quiet state, which from
experience we all know is just a temporary unstable situation.
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Beirut, 2005-2007, Single channel projection, 3:47 min, looped

712100'X ,"21” NN721 1210 N70 NI'TRA
Courtesy Hale Tanger and Nev Gallery, Istanbul

52



Born in Blenken Bergen, Belgium 1968
Lives and works in Belgium

Ingelgem is a Belgian artist who creates useful objects and spaces that are closely
connected to their suitability for the human body. He attempts to refer to the connection
between man’s body and the object that serves him, a connection expressed in
affording comfort, giving pleasure, and satisfying desire. He creates empty houses
that are concurrently imbued with potential and alienation. The diverse spaces and
buildings enable holding a discussion on the economic reality of post-modern man:
‘| consume — therefore | exist". Ingelgem discusses the question of the functionality of
widespread objects and materials available for building. Non-durable items of furniture
and fittings are interspersed in his installations. In the work he is exhibiting inside the
container, he refers to one of the popular symbols of contemporary design and man’s
lifestyle in western culture: Ikea.

Ingelgem takes products from lkea and uses them to build other products of doubtful
functional suitability and of borderline usefulness. The act refers to one of the familiar
characteristics of lkea products — do-it-yourself instructions for building in stages.
These leaflets guide the consumer to meticulously follow instructions for constructing
one specific item, and prevent him/her from being creative and trying additional
possibilities. Ingelgem also chooses to make additional manipulations that are based
on the products from which he has taken dismantled parts, and uses them as raw
material for creating sculpted objects lacking any practical dimension. The possibility
of creating useful objects and items of furniture, and at the same time to create from
these same raw materials sculptural objects, refines the way we judge diverse objects.
The discussion regarding these actions centers on examining the market forces that
manipulate considerations of design, standing, prestige, and individual identity, and
creating an environment with personal characteristics in the conveyor belt process.
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Born in Jerusalem, Israel 1972
Lives and works in Israel

Heiman is a photographer and video artist, a graduate of the Bezalel Academy of
Arts and Design, Jerusalem. Many of her works deal with feminine identity, with
social conventions connected with couplehood, with family, with consumer culture
and with home. Her shots are meticulously staged and she tends to create series
that treat diverse subjects.

Meirav Heiman creates video films, and a considerable part of her oeuvre is
devoted to the manipulative power of biography and to the creation of a fictional reality.
In 2001 Heiman created the exhibition Merciful Nurse - a film series in color of intimate
meetings that she conducted in the homes of men and women who were strangers
and whom she met through chance chats on the internet. The gap between anonymity
and intimacy, between the striving for nearness and the feeling of strangeness that
emanated from the shots, was revealed within the framework of the photographed
meetings, and the fantasy of intimate couplehood was exposed in all its nakedness.

In another work tackling the model of the family that gathers together for the family
meal, she advertised on the internet and press requesting individuals to take part in
an artistic project focusing on the communal family meal. She collected volunteers
who sat together at the dinner table and ate a fictitious family meal. She assembled
diverse familial patterns and on each occasion created a different set of color, dress
and style of table. Editing the scenes in fast motion or in reverse distorts the situation,
causes derision or humor that dissolves the traditional values of the family unit, and
the combination of food with familial conversation and exchange of opinions.

In this exhibition Heiman will create a video installation that returns to the question
of food and the family at home. The video clip will be screened on a dinner table and
will demonstrate the diverse processes of consumption of the items and the dishes.
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Eour sisler, or your brother?

Born in Haleb, Syria 1977
Lives and works in Belgium

Mekhitar was born to Armenian parents, and his origins and awareness of being a
stranger have had an influence on many of his works. He normally uses a wide range
of media such as photography, writing, neon tube, video, sound, installation and print
in his works, which are pervaded with intense existentialistic questions regarding the
essence of man, his condition in the world, and the chances of coping with current
reality. He links his activities to loaded situations in the life of man such as migration,
shifting standpoints in society, and traditional cultural values.

In the Haifa exhibition Mekhitar presents a work from 2006 - the Stranger,
based on an 1869 poem by Charles Baudelaire, in which the poet describes the
extreme situation of a nihilist who resolutely cuts himself off from all his connections
and relatives, dissociates himself from his memories, from his desires, from his
national affinity, and from the economic system, and abandons his religious beliefs
and aesthetic values. In effect, he is living in a reality which is disconnected from
both the past and the present, and in essence from anything apart from himself.
Baudelaire is presenting an extreme situation that cannot be realized in practice, in
order to emphasize the alienation and loneliness of the stranger. Mekhitar uses this
extreme situation in order to relate to the situation of the stranger in society, to his
feelings about a new society and a different culture, and to how he is coping with
questions of his identity, preserving his past, and adopting components of his new
cultural life.

Many of Mekhitar's works are imbued with the tension arising from the desire to
belong to the culture and group, and to obtain a new identity versus the need to
preserve the past identity and memory, and to reshape oneself through tension and
through the meeting between cultures and identities.
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Born in Suchava, Romania 1963
Lives and works in Romania

Bejenaru deals with historico-cultural and socio-palitical issues that chiefly relate to
reality in post-communism Romania, but also to all the Eastern European bloc and
to similar processes that went on in there after the collapse of the USSR.

Bejenaru, who possesses very good social and political awareness, creates
group projects and promotes activities of artists who are involved in social contents
and who directly organize meetings together with and for the population. He is one
of the founders of the NGO Vector-Association. Bejenaru tackles the phenomenon of
universal cultural centers, which are the centers of power and influence, as against
the periphery and fringes, which are losing their creative strengths and their ability
to compete with the global power of the leading centers. One of the central features
of his work is globalization and its influence on local cultural life, and especially on
post-communist countries in Eastern Europe. One of the phenomena of globalization
is the migration of work opportunities and the appearance of “illegal" workers. In
several of his works he tracks groups of Romanian workers in diverse European
countries.

In Haifa he creates a series of photographs that document Romanian women
who are here as foreign workers serving as caretakers for the elderly. His video work
“From Afar / De departe" talks about the alienation of the women working in Israel,
because of their inability to adapt to the life in Israel. Meanwhile, most of them don't
have a reason, a family to go back to Romania any more. They were apprehensive
during the documentation process and the meetings due to their dubious standing
as officially licensed workers, and because of the likelihood that they could lose their
jobs at any moment. Uncertainty and constant worry are an inseparable part of their
lives here as well as of the sensations that Bejenaru experienced in their presence.
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Born in Paris, France 1944
Lives and works in France

Boltanski, the son of a Jewish father and Corsican mother, has been working from
the 1970s on subjects in the domains of memory, in the design of visual images of
memory, and in manipulations of the image in order to create memory's characteristic.
Over the years, he has frequently dealt with the Holocaust; with archival material, with
photographs that have survived, with the manner in which they are exhibited and the
level of commemoration and memory the images create. In his work, he has attempted
to shift the aim of the national memory of official commemoration enterprises and of
diverse sites, and instead to focus on individuals and on personal stories or images
of Holocaust victims, or of others who were exposed to its horrors or who were alive at
that time. His principal subjects are death, childhood, and remembrance. He creates
a manipulation of historical memory or truth, invents biographies and builds fictional
stories about various characters or about himself. In addition to photographs, Boltanski
uses diverse objects such as clothing and letters as material for his art.

In some of his works he tried to undermine the distinct division between victim
and assailant, and exhibited combinations of photographs of Jews and Germans in
various family group portraits that made it difficult to distinguish between the good
people and the bad.

In 2005 he began a project in which he recorded the heartbeats of various
individuals in order to build an archive of heartbeats. He collects recordings from
diverse places all over the world and intends to establish the archive in the Japanese
island of Ajima. In a 2008 project, Boltanski combined the recordings of heartbeats
with a dark room in which a white-hot bulb lit up in the ceiling at each heartbeat. In an
adjoining room, he exhibited a 2003 video work Between Times, in which a series of
successive photographs of himself from childhood to the age of sixty were screened.
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Born in Koatna, Ramalah, Palestinian Authority 1971
Lives and works in France

Raed Bawayah studied photography somewhat late in life. He was born in a small
village near Jerusalem and from an early age was forced to help support his family
by doing agricultural work in neighboring settlements. Following a writing and
photography workshop at the Musrara school of photography, he began to study
and to develop the dream that had obsessed him from an early age. Even though he
had encountered much support at school, the reality of a Palestinian studying among
Israelis during the second intifada created mixed feelings and complications. After
finishing school he was awarded a student grant for further studies in Paris, where
he participated very successfully in international workshops for artists.

Raed's photographs focus on the human aspect; many of them appear to have
a biographical or therapeutic dimension. The use of black-and-white photographic
technology creates a feeling of documentation from a distance, which intensifies
the image and gives it a halo. Raed attempts to bypass the known patterns of
documentary photography, that of politically enlisted photography, and tries to
emphasize the human dimension of his subjects, although the political message is
always there in the background.

In Haifa he exhibits photographs from two series: One of them Childhood Memory
includes photographs that refer to the human aspect of his childhood home in the
village; the other one Right Turn is a documentation of soldiers from the Palestine
Authority security service. In the series Raed presents unofficial aspects of the duty
and the people behind the uniforms, as well as the behind-the-scenes aspects
of their role and their status. We see them playing, eating, resting. However, their
connection to the function, the status, and the uniform places the relaxed situations
in a certain context of struggle, of unsolved conflict, of an intermediate stage.
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Born in Kirshir, Turkey 1970
Lives and works in Germany

Ekici was born in Turkey, but her family moved to Germany when she was young.
She studied the history of art and pedagogy in Munich and has been an active artist
since the 2000s.

Her work chiefly refers to the situation of the Muslim woman in diverse Islamic
societies and communities. She states emphatically: “The ideas for the artworks
come from daily living conditions as well as from cultural-social realities and auras.
The idea is expressed in a performance art installation, in which the body plays
the leading role." Ekici creates works that invite the viewers to react and express
themselves within the work context and as an act that leads to a different kind
of doing in other domains. The Eros factor is present in many of her creations,
combining an erotic dimension with violence and danger. The preoccupation with
erotica inherent in the culture of Islam, as is apparent in belly dancing, is examined
through the stringent rules applied to women’s garments, and the necessity to cover
the entire body, including the head and face. In various works based on dance
and movement, Ekici creates mechanisms that disturb and restrict her body, such
as wearing a plaster cover that she dismantles during the dance, attaching cloth
straps to her body, or moving only her head while dancing. In some of her works
she includes simple peasant women who dance in front of the camera or swing
a hoop around their hips doing the hula hoop. In various projects Ekici portrays
male dominance and suppression of the female by the religious establishment, by
means of presentations that include restricting the body and disturbing its natural
movements and functions.
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Born in Tivon, Israel 1960
Lives and works in Israel

Abergel creates an installation comprising numerous items: snippets of pages,
drawings, and partly indefinable objects. Some of the items look like simple quick
sketches while others are the result of meticulous, almost Sisyphean work. Abergel
uses very basic available media: graphite on paper, pen and ink for her works on
plywood, cardboard, or the simplest kinds of notebooks (music sheets). Taking
a closer look, we see passages of musical notation in the pages, processes of
searching, learning, and developing that are also expressed in the way things are
hung, the treatment of space, and the positioning of the objects in the composition.
We see in the drawings simple objects, patterns, and diagrams in a plethora of
styles ranging from haphazard scribbling to mechanical drawing. In previous
exhibitions — Air Cover and Lighthouse - the spiritual-biographical dimension
stood out very strongly, and the drawings looked seemingly like diagrams of a rich
innerness exposed in its visual complexity.

As opposed to the previous displays where the papers, the slips, the piles of
notebooks and the objects were arranged inside a clean white tidy space, the
present installation is connected to a space that is rougher, loaded with shaped
elements, and spatially crowded. The drawings here merge with the randomness of
the container that serves as a temporary solution for purposes of storage, dwelling,
and transport from place to place. In the present work the container is part of
the inner installation and together they create a single unit of container chamber
crammed with information and expressive pronouncement that are threatening to
fill it and burst out.
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Born in Tokyo, Japan 1973
Lives and works in Japan

Kyoko Ebata studied art in London. Her work is based first and foremost on a
direct meeting with diverse groups (usually adults) with common characteristics.
She chooses a group of people and begins a process of getting to know them
and striking roots in the group or community. She also tries to get to know their
personal stories, and to become familiar by degrees with the particular history and
characteristics of the group in general.

In the past she chose to deal with elderly people in South Korea, and felt that
she had much in common with them because of the close parallels between the
cultures of Japan and Korea, and because of the loaded past between the two
countries. In Haifa, Ebata is focusing on a group of retired elderly people who in
effect have reached the last stage of their lives. The choice of an elderly population
brings to the fore a reality, which is similar the world over, of a tor of people whose
lives have been put in the shade, and who live outside the productive and influential
circles. The aged in modern society live on the fringe, their purchasing power is
relatively low, and they have receded from the successful image of the dynamic,
forceful, assertive, and other advantages of youth. Ebata holds meetings with pe
ople who mostly feel outside the fully active circle of life. She comes and listens
to them and visits them in their homes, and through them attempts, by means of
photographs, to portray their story and their state of affairs. Ebata focuses on useful
objects whose presence in the space is evidence of their degree of usefulness and
importance to the residents of the house. Her photographs represent a proposal
for interpretation and invite the viewers to identify themselves and to offer their
personal points of view.
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Thanks to all the participant artists.

Thanks to the article writers, Prof. Haviva Pedaya,

Prof. Arnon Soffer, Dr. Eitan Machter, Daniel Wayman.

The Artistic Committee, Yona Fischer, Dr. Miri Gal Ezer,

Daniel Wayman.

Idit Amihai, Director of Museums and Visual Art Department,
Ministry of Culture and Sport.

Claudia Lazar, Romanian Cultural Institute in Israel.

Jean-Christian Coppin, The French Consul in Haifa.

Yoni Darmon, Director The French Cultural Center, Haifa.

Annette Levy-Villard, Cultural Consultant, French Embassy, Tel Aviv.
Lionel Shukrun, French cultural Attaché French Embassy, Tel Aviv.
Amos Shoken, 'Haaretz' Newspaper Publisher.

Efrat Livni, Schocken Collection Curator ‘Haaretz' Newspaper.
Philippe Van Cauteren, Director of SMAK

Museum of Contemporary Art, Ghent, Belgium.

Itaru Hirano, Curator of The Museum of Modern Art, Saitama, Japan.
Gabriele Rivet Gallery, Cologne, Germany.

Lesley Nollen, Director of Marian Goodman Gallery N.Y, US.A.

Arie Berkowitch, Director of Tel Aviv Artists House.

Special thanks to Prof. Rachel Elior, Yehudit Matskel,

Dr. Shoshi Serebro, Boaz Noy, Gilit Fisher, Jessica Vaturi, Bouibby Luxembourg
and all the people that supported us all the way.
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