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The books were donated by Beit Ariela Library, from their surplus and at the end of the exhibition will be recycled.
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Avital Geva’s current installation is site-specific, meaning an original work done with a special reference to the place. Geva
has a long series of works of this kind that examine the relationship between culture and nature, art and the definition
thereof. In the 1970, Geva came up with the groundbreaking idea of the educational ecological greenhouse in Kibbutz

Ein Shemer. In 1993, the greenhouse was chosen to represent Israel in the Venice Biennale.



Over the years, Geva has done many installations incorporating water, plants and other natural elements, with objects that
represent and symbolize culture and its achievements such as: books, piano, cupboard, index card etc., which have been
displayed in leading museums and a variety of art spaces in Israel.

In this instance, the work is given a unique meaning by its display at the Hansen House, that served in the past as a shelter
for “lepers”, suffering from the Hansen’s disease. Also during the time of the original tenants it had a rare mixture of nature
- the magnificent garden, and culture - the autarkic economy that was developed in the place.

This relationship is examined in a new light by the tenants of the building today, including among others Bezalel’s
Master Program Policy and Theory of the Arts.

The books, stacked on top of each other like chiseled stones, create a semblance of extra walls, beside the patio walls; walls
that are built from knowledge acquired over the years - a distinct symbol of human culture, an allegory to the framework
in which we act as a society, built from stories, myths, research, beliefs, truths and lies. The walls created from books
surround a pool of water placed in the center, reflecting inside the pool like a mirror. This “mirror” points to the visitors. The
installation invites the visitors to become a part of it and calls for a critical look towards themselves and towards culture and
the environment, which they are inseparable from, to ponder and challenge the social norms and the obvious.

Some of the books fell into the water, symbolizing the collapse of society’s values. The name of the piece is a word play

critisizing the processes taking place in culture and society today.

Tamara Gromova
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Avinoam Sternheim, Embrace Statue
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The subject of the embrace, common in art history, has occupied Avinoam Sternheim since the onset of his oeuvre.
Inspired by Nan Goldin’s photography, Sternheim begun investigating different compositions of various types of embrace
at first through painting and then through sculpting; a loving embrace, a protective embrace, as well as an aggressive or
predatory embrace. This gesture, he says, stirs within him a creative and sensual notion simultaneously.

As an artist whose works draw from materials found on the street, Sternheim collected a massive styrofoam block near
Sigalit Landau’s studio, a fact which adds a symbolic meaning to the material in his eyes. As opposed to Landau’s polished
marble statues, Sternheim strove for a primal archaeological quality by preserving the coarse texture of the Styrofoam that
reveals its usage, emphasizing its temporality.

The skeleton like characters, created during the process, are perceived in the GomleiDATA exhibition as the embrace
of death — a memorial for the sick, buried in the Hansen house yard as a last resort, and perhaps a monument to the souls

whose hearts have been entangled during their stay in the hospital.

Tali Kayam
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In his work Blackout, Avinoam Sternheim has chosen to cover the Hansen House facade, the most recognizable element of
the building, its icon. Sternheim felt a need to change this symbol and appropriate it to challenge the local viewer, making
the building unrecognizable.

He sees his work as an opportunity to appropriate the entire exhibition, surrounding it with his creation. Sternheim
places the other artworks under quarantine, much like the patients’ situation inhabiting the place in the past.

Sternheim’s works are made from materials he collects in the street. Through a process of assembly and adaptation they
sometimes become glamorous, uniting into mythical creatures, receiving a new shimmer that perhaps they never had. In
the exhibition GomleiDATA he has done the opposite, using found materials in order to expose the demons still present
today between the cracks in the walls of the renovated and elegant building - a home for art and culture, a symbol for
respectability and progress. Encountering the history of the building, Sternheim wondered what caused the development
of an autarkic economy in Hansen House. What created the urban legends surrounding it? In his work he expresses the
search for the fantastic, the unsubstantiated and unproven. Above the elegant stone facade, appears a “second skin” of

cracks and debris, resonating the aesthetics of disaster.

Tali Kayam
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In her work Mikveh, the artist Orly Hummel showcases a woman’s knees immersing in a reservoir of water. Hummel’s
metonymic act is directed towards the Jewish custom of women bathing in Mikveh for purification purposes from impure
states, such as Niddah. But the floating knees in Hummel’s Mikveh merge with the water and become one with it. Thales,
considered Ancient Greece’s father of philosophy, said that “all is water” and saw in water the source and essence of all
things. Water, usually identified with qualities of purification, life or beginning, is represented by Hummel as an epoxy
black liquid, which hardens into solid matter — opens to entirely different associations.

Hummel freezes in time the moment of immersion, disrupts the ritual, defiles the body and the act of purification.
She presents a part of the female body, floods it in its absence, as a remnant of the memory of human presence. The act
of immersion becomes a tempting and disturbing image, charged with contents of anxiety and catastrophe, that laments

over the death of the body and the belief in its purification.

Ilanit Konopny
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The artist Orly Hummel penetrates the walls of the gallery to create the installation Elephant Ear. A giant plant bursts out in
white from the depth of the wall, flowing through space and down towards the floor. It grows and withers, parts of it shown
and others hidden, imagined beyond the boundaries of space or awareness. The wall that seemingly crosses the existence
of the plant is used as a boundary, but also as a support and growth. Hummel creates a non-pigmented plant, lacking
chlorophyll, thus denying it the act of photosynthesis and its existence as a part of living nature. Similar to her practice with

body parts, (see Mikveh), the artist creates a partial plant, fragmented and disrupted, in a chaotic defective state.

Ilanit Konopny
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In various photography series, the artist Etty Schwartz chronicles, since 2009 the different stages of the first planned
Palestinian city of Rawabi, near Ramallah. Rawabi was founded on a dream to create a Palestinian city for an upper middle
class secular population, a city that combines Palestinian and Western traditions: schools, kindergartens, outdoor malls,

mosques, churches, convention centers, movie theatres, and cafes.



In the photography series Visitor Center (Rawabi), Schwartz focuses on the model of the city presented in the visitor center.
The model is part of a sales center and apartment purchase promotion infrastructure meant to represent the fantasy to
express the dream of the various possibilities the city can give; a dream of an educated secular society on the border
between Palestine and Israel, supposedly freed from the consequences of the continuous conflict. Out of the myriad
of characters displayed in the model, Schwartz follows in her photography traditionally dressed women, wearing head
coverings standing in the different spaces of the city. She examines the ways the Palestinian woman is represented in this
“model dream”. The urban or model planners chose to place the image of the Palestinian woman alone, isolated from the
rest of the society; trapped in the modern architectural spaces conspicuously foreign in her traditional look juxtaposed
with modern technology - she wanders in a social and cultural isolation, without any contact with the rest of society.
Schwartz ponders over the different ways the Palestinian woman is placed in the models and the meanings accompanying
them. She examines whether the model can show us what is the role of the woman in Palestinian future society, and the
processes of structuring a woman’s image and placing her in a ghost town, rejected from the flow of life surrounding her.

The series Visitor Center (Rawabi) is placed in a room in Hansen House that was used in certain periods as a kitchen
for its tenants. Originally, the “Lepers House” was built for the German Sisters Order of Deaconis, who took care of the
patients and ran the place. When the church had to leave the building, the German archive was transferred to churches
in Germany and two exact replica models were built reconstructing the rooms of the house and parts of the surrounding

garden. These glass-covered models are still there to this day.

Ilanit Konopny
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In the British Natural History Museum, two clones of prehistoric seedlings are displayed. The artist Etty Schwartz presents
almost-life-size photos of them. The cloning process can enable a rehabilitation of vegetation that has disappeared from
the world and use certain qualities that are essential for the survival of humans, for example, medicinal plants. However,
this is a highly controversial issue since the process almost entirely clones an organism and raises ethical questions
about cloning human DNA sequences. Schwartz’s container, enclosing the prehistoric seedlings, glows in a saintly aura,

intensifying their rarity and the hope they carry with them to uncover the secrets of the past.

Ilanit Konopny
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The film Fresh introduces a hypothetical situation where a man covered entirely in vegetables, yet still recognizable as
human, resides in a greenhouse—the quintessential hybrid of nature and culture. He interacts with insects, machines,
and other humans in encounters that border on the absurd: a polygraph tests his emotional responses to images of plant
life; a chef harvests vegetables from his body that are subsequently carved into fully functional musical instruments. This
quasi-nature documentary transforms into an experimental concert where animals, vegetables and minerals overlap in
surprising ways.

Ben Hagaris film and video installations are tragicomedies that unfold in absurdist environments. Frequently, a
protagonist performs quotidian acts within a highly constructed situation that implicitly raise questions about identity
and territory. In the films, environment and inhabitant are mutually constitutive; domestic spaces function both as prison
and refuge. The work dissolves the distinction between theatrical fagade and backstage by opening spaces where magic,
subterfuge, and poetry collide. An unfamiliar effect is created through conceptual and material mimesis: make-up, props,
and sets are manipulated to construct an artificial yet internally consistent system of representation. These idiosyncratic

worlds are formed through mimicry and repetition, much like a child learning to speak.

Yitzhak Mizrahi
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After the death of the city gardener, his house in Greenwich Village in New York City was left abandoned and deserted for
a few months. The automatic watering system in his house kept working and enabled the vegetation to spread and bloom
without the control or supervision of the gardener. The wild vegetation penetrated through the windows into the house
and exposed the temporality and fragility of the architectural structure, and the concept of a “house” in light of the power
and vitality of nature.

Dana Levy’s work shows on one screen the windows of the house as viewed from the outside, and on a second screen,
the same windows are displayed as viewed from inside. As part of the struggle between nature and cultivation, between
the controlled and chaotic, Levy artificially accelerates the rejuvenation and prospering of the vegetation as opposed to

the disappearance and loss of the house.

Ilanit Konopny
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3:12 min loop video, Photography and editing: Asaf Saban,

Dancer: Shira Barel

s |t 18081, o low lul :slaclg ;ugunl dawdy Je sac’ 8,85 3:12 (gusad

11MND-XI7D 17NV TNA107 minn
A tribute to the author Amalia Kahana-Carmon
0g0,S-LilaS Liloe d06LSH 04,55

X7 TRV PMDRVLMI DPTD WM 7231 207102 AYIAN MR 1910731 WA JIAT MYUADa NP0 “OKA” XN Ny
IPRW Y022 DIpRY TIPRH MW MY0II 7100 MM°Aw ,MID02 XIW? 0I5 NI (1926) PINI2-XITD P90y NID0Y 710N
0727712 N0 ,0°W3 2w NIDIAT M°93907 ,NPWa 3 My ana NPy X7 119702 .1°23 U oW mIp D DW oy¥nKD 1N hwa
IR NP3 MR ,NINPW 0119702 NPT L,7Y0R” AW 11 DI 20N WO NWINNT T3 .07 DNEnINn
IX P2XM TINM OX 772 ,77°2Y NPD23W NNA0MT OY MTTANNA 1217 2 Mpoy ,NInR? DAx mYyan i1y ,0mn1T Xwnd monymn
NYYHR 192 19ARTa ©OP0W NI AR NPOXIWY MIXYER DX 0PI DORDITR 072NN DY ,1INN3-XIT0 SW P1ID0 L3I
VA0 OO 9522 APOXR TUIPWR 0mIRD DR T3 NIORD W3 TR
,T197772 IR DION NPAYY 19172 ,010 AN A2AY By 0N T DY DTy nowan mnTh IR 12 7900 DW IR0 NTaya
YN PAW DN P DY MW IR .31 AR TWORN [07P PIW AN TR IR DY MRwD Junnm DRy yHaxn
07X 0737 N7 D102 7PN A2AY .93 11777 09700 N3N ANTIW AN 172 01 19N P 01197 1917y IMI9nwa ,in o
J7IYA2 ©9W 0N PR YN O PO 120N N2AVE T N3N TIN2 .0pn-231 1aT-5Y 1Yn D% 2mn2 Amwehn X 12y

1% M3 73R

The video work The Mute deals with the vulnerability of the female body and the ability to create movement in a limited
and governed space, in a physical and metaphorical way. The work is a tribute to the author Amalia Kahana-Carmon
(1926), laureate of the Israel Prize for Literature, whose characters travel and move from place to place in a journey that is
beyond their control, as a metaphor for male control and power. In her stories, she deals with female mental, financial and
physical vulnerability, enclosed in the fringes of limited horizons. Contrary to the feelings of freedom and vastness that
arise from the term “journey”, the characters in her stories are sent, mobilized, exiled or loaded as cargo, moving from one
owner to the other, constantly dealing with a forced framework either through struggle or surrender.

Kahana-Carmons stories, range from distant European pastures to a near and familiar Israeli reality, and deal with the
parallels between violence towards women, ethnic minorities and violent control over animals and nature.

In Hila Ben Ari’s video work, the female figure stands on her hands and legs on a horse carriage, similar to the horse’s



position but reversed, with great and continuous effort to maintain balance and hold the position that the only way out
is by collapsing. The balance is kept on the boundaries of movement and restraint, its violation could break another
boundary between what seems like a still photo or a moving image. The carriage harnessed to a horse evokes times
from the distant past, but its detachment from space creates a kind of non-time and non-space. Within this system, the

coachman and his seat are empty and are a kind of empty axis, emphasized by its absence.

Orna Noy Lanir
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Hila Amram, Untitled
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Hila Amram’s works use scientific practice in order to create a continuous subjective study that is held in a sort of
“artistic lab”. This study is founded on an interdisciplinary weave of scientific fields of knowledge as well as others,
among them biology, chemistry, medicine, art and archeology. Through this paradoxical move, she creates uncontrolled
experiments stemming from creating hybrids that mix simple daily objects with organic elements.

This practice is also applied in her current site-specific work in Hansen House laundry room, which for the first
time is used as an artistic platform. This structure was Hansen House’s laundry room and served the tenants of the
place, both the care-giving nuns and the patients; a place which was a kind of space for cleansing and purification -
both from the disease, which was considered infectious, as well as in a spiritual-religious sense. In this work, Amram

uses remains of life, like bones and fossils, along with seeds that, on the contrary, are characterized by their potential
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of growth. These are a testimony to the place and its original functions - laundry room. Delicate porcelain objects that
resemble remnants of fabric that have fossilized, a wreath wrapped in a bandage from which a tumor bursts out, a
chemical dynamic process of salts that look like poison. This work lives, breathes and changes often: it reveals, covers,

builds and collapses into itself like the story and memory of the place.

Bar Goren
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Vered Aharonovitch, Untitled (Fountain)

(4,981 ylgic ugss ¢ iiindg, i 3,48
2009

D' NAXWN 0N ,DX7111'0
Fiberglass, water, water pump
alun wilsins alus dioalsj gLl docan ¢l

177X D17y

, 17217 P2DITDR FVTTIXD 775w 2R DY IPNWN TIY ONR” 1017 12 373 AXW D103 AW PR T IR YW 720
S OPL NPOID PN 0T NPT R RO AN DRI DR DOUNT 0T NPT WP A%D PINNIR 7080
517 12 WOw PRI ;173 DY PRwa 09X — X27W 53 — 12,207 DW N 73w o1 103% 51apnal anita 2w v IR
.DTPW ©ONM 1 PN 1037 29070 TP FAW IR NIR AN ,N001 MYRwR RN 192K 1037 172 W A3 kI 13
Y1 XD ONM2p 0Pn , 010 .0RXY? AT MW DX D3 PR0Y DK 17T I8OXRI ,RWTR 772 11 091 mayn X991 12 0l

OMX D3 PRI 'YPP17R 2w 770D .00

o”p "0

Vered Aharonovitch’s grandfather, a holocaust survivor, used to say to his grandchildren “a time will come when you
will piss on my grave”. As an alternative monument to him, Aharonovitch created a tombstone with the figures of three
children urinating in its vicinity. She sees the endless flow of water as a ritual ceremony, happening time and again, similar
to the grandfather’s Memorial Day, where as he foretold his family would come to urinate at his grave; a ritual expressing
contempt alongside commemoration. In the Hansen House garden, the same yard where the patients of Hansen House
were buried, the fountain receives an added meaning. With no proper accommodations from ‘Hevra Kadisha, the tenants
were forced to provide burial services for themselves. Today their place of rest is unknown and hidden. Aharonovitch’s

artwork commemorates them as well.

Tali Kayam
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Tal Rosen, "Asks for water, gives him milk"
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Performance on the opening night: Tal Rosen, Gili Inglis,
Ziv Gidron. Costume design: Gal Berry
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Tal Rosen created an installation in the garden of Hansen House for the opening night of the exhibition. It will remain as
an installation in which biological processes will continue to occur, stemming from the connection between industrial
and organic materials, between concrete, used for building - stable, durable, resistant and permanent once it hardens -
and organic products which, are in constant change and decay.

The process of cement hardening depends on the duration of exposure to water. In this work, the water is replaced

with milk and gives the industrial and alien concrete an organic, live and nurturing meaning, not only with milk but also
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with yellow cheese — one of the main components of the classic Israeli breakfast as well as an ingredient in the sandwiches
children take to school. It turns out that the same ingredient that is considered nourishing is sometimes harmful due to the
industrial process and preservative materials. The cheese is grated on the installation during opening evening and is left
there to dryasasort of peeling skin, a reference to the place as a shelter for Hansen’s disease patients, a visible and prominent
skin disease that was mistakenly considered as the biblical leprosy and deterred people from coming near the compound.

The artist ties together two objects to create a biomorphic structure that has a character and life of its own. The
act of construction and building is done by the artists and two performers, at a slow pace and with attentiveness, as if
participating in a religious ritual, where the importance of the task dictates an inner independent rhythm. The slow
pace changes our attitude towards time and the manual labor disengages from efficiency demands, thus enabling us, the
viewers, a renewed look on the order of the actions and viewing the craftsman, not as a producer but as a creator.

The artist creates a construct referencing the ambivalence in which the tenants lived: on one hand, a spreading disease,
and on the other, activity in the garden, a connection to nature and a hope for renewal. The building, the yard and the
garden have been preserved as they were, infused with the stories of the people who once lived here. The work connects
between preservation and memory, and between life forces and the constant flow of change. Tal Rosen investigates the
connection between the organic and the industrial, emphasizing the absurdity of the attempt to connect the two and

through his actions invites the viewer to take part by activating all of their senses.

Orna Noy Lanir
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Meital Katz-Minerbo, is fascinated by the similar ways of categorizing gender and botanic species. Delving herself into post
humanistic theories of change she created the image of a Cactus Man, a hybrid human, represented as a non-masculine
man. The angelic face is decorated with thorns impressed in lithography stones — a duplication device through which this
other gender can spread and perhaps become a permanent and dominant kind; become an emblem of the ruling identity,

the ruling other or perhaps the prominent defective.

Tali Kayam
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Meital Katz-Minerbo, Vegetation Confection
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In her works, Meital Katz-Minerbo, explores aspects of resemblance between the categorizing of gender and botanic
species. In both fields, the outer shell made of recognizable symbols outlining clear boundaries, is a first-rate tool for
definition. In the large gallery at Hansen House, Katz-Minerbo showcases skins of the cacti family. Each one is different
from the other, symbolizing the array of otherness which exist in the world. The plants, made of painted fabric, wrinkled
and sometimes crumbling, represent the idea of the nomadic subject — one that can take on various shapes, change its
gender and specie, appear and disappear, gain a new life. The cactus, which represents in Israeli culture the manly and the

rooted, is now floating in the air — an empty sign ready to be refilled.

Tali Kayam
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Meital Katz-Minerbo, Human Botanics
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In her works, Meital Katz-Minerbo, investigates elements of connection and similarity between gender and botanical
cataloguing. She returns again and again to the phallic plants of the cacti family; resilient to weather and representing
manliness, especially in the local context of the Israeli born “Tzabar”. Alongside other cacti, planted in the garden in the
past, perhaps by the original tenants of Hansen House, Katz-Minerbo produces scarecrows with thorny monstrous heads.
They are different. Lifeless, ghostlike, objects that appear on the terrace; figures which froze at a certain point in their
transformation, a process known in post-humanistic theories as continuous. Are they faceless, lacking an identity? Or

perhaps this is their mature appearance?

Tali Kayam
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Israel Story, “On Life and Death”
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On Life and Death is the 25th episode of the podcast Israel Story' broadcasted online and on Galatz radio station for the
past three years. This episode was created especially for the Mekudeshet festival as part of Onat Hatarbut in Jerusalem
and performed there, a significant event in the history of the show. Excited by the importance of the event, during the
collective brainstorming, the sentence “on life and death” meaning "all or nothing" came up again and again. The members
of Israel Story did not know that evening what kind of materials would surface from this title. Certain questions began to
arise: What happens to our soul after we die? Who decides what to do with our body after we are gone? How can life be
created from a dead man? These questions lead the crew to extraordinary stories: they met a ‘Don Quixote’ who dedicated
his life to the struggle of being allowed to be buried at sea; a Druze family experiencing reincarnation; bereaved parents
who are in a legal battle for the right to create new life out of their dead son’s sperm, and on a personal note shared with
the crowd the story of Mishi Herman, one of the founders of Israel Story, who's grandmother died during the weekend

forcing her loving grandchildren to guard her body until Shabbat was over.

Tali Kayam
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Oded Hirsch, Tochka
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In the video work Tochka, Oded Hirsch returns to deal with socialistic concepts from the early days of the Kibbutz movement
and to the way they’ve been integrated into the daily lives of its people. The collective settlement (Kibbutz) idea developed
in Israel in the beginning of the 20th century and was based on uncompromising radical aspirations to create an egalitarian
society: a society without hierarchy where all property belongs to the collective, a society where the importance of the

individual is manifested only as part of a group, a society where the community replaces the role of the nuclear family.
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Hirsch (1976) was born and raised in Kibbutz Afikim to a mother who was accepted to the Kibbutz as an “outsider-child”
from Tiberius and a Tel-Avivian father who followed her there. The first two decades of his life exposed him to the faults
of the socialist ideology that led to changes in the lives and worldview of the members of his Kibbutz. He often uses these
flaws as a starting point for his work. The concept of family, nuclear and extended, and the status of the individual in
relation to the community, are subjects through which Hirsch deals with questions from his past at the Kibbutz. A past
that reflects his personal experiences but at the same time exists as part of a collective Zionist world view that was a major
corner stone in the forming of Israeli nationality.

The film presented here depicts a journey of a group of people carrying heavy equipment, against the backdrop
backdrop of the Jordan Valley. On their way, they encounter a small river, a minor obstacle in their path. Instead of
hopping over it and continuing their journey, they use their equipment to build a manual crane and a bridge. The building
demands intense physical effort and after the work is finished the group continues towards an unknown destination. The
actions and surrounding of the characters are odd. Many questions come to mind: Why are their faces hidden? Where are
they headed to? What is the purpose of all this equipment? What is the reason for the Sisyphean effort of building a crane
and a bridge only to pass such a small obstacle? An existential atmosphere accompanies these questions and intensifies
the dramatic shade the work gives, and deciphering the work is left for the viewer and his/her cultural base. The film raises
questions about cycles of devotion between the person and the community he lives in, and about the degree of effort the
community can or is willing to invest in the individual. Those familiar with the local history can also see in this work a

poetic reflection on the Kibbutz fantasy.

Yaakov Israel
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For over 5000 years, people have located the gazebo in the center of their gardens, parks and various outdoor sites. The
gazebo was created as a roofed structure, open on all sides, used as a protected indoor from the sun and rain, a refuge
for relaxation and rest. It poses an invitation for nature to penetrate its interior, climb, invade and cover it in vegetation
and blossom, enabling a harmony with animals and nature. Ancient Egyptians believed that after death, the person’s
garden and his gazebo would follow on one’s journey to heaven. The Ancient Greeks built their gazebos around their
temples. The gazebo became popular in Europe during the Medieval Period and in the 18th century also in America.
Throughout history, the gazebo has been used as a spiritual site, a meeting place between man and its maker and between
companions, a site for establishing alliances - the Persians used to conduct business in it and today marriage ceremonies

are held there.
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Inbal Hoftman’s gazebo is a basic structure with generic contours. It roams between galleries and inside spaces to
outside gardens, it remains temporary, without vegetation, exposed, bare; in its center is a black water pool and artificial
mushrooms - it is not a source of life or creation. Some believe that the name gazebo comes from the verb to gaze, since
it is an elevated viewpoint in the garden. Inbal Hoffman chooses to reverse the view and locates her gazebo at the Hansen
House yard in a location where it could be looked upon from various elevated viewpoints in the garden. Hoffman gives
it the name Dark Matter as a reference to the Physics concept, attempting to solve the problem of missing mass and
the creation of structures in the universe, describing a matter that cannot be directly observed, a matter with unknown

properties. Hoffman’s gazebo is an unknown temple for the unknown, the phantom, the meancing destructing power.

Ilanit Konopny
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The artist Inbal Hoffman created the installation You Get Used to the Smell, inspired by Hansen House’s history, focusing
on the structure of the “Doctor’s House” which is located parallel to the space where her work is positioned.

Hoffman uses straws, watering hoses, branches and metal wires as lines to etch within space. She builds with them a
model of the entrance to the “Doctor’s House”, which in the original plan was used as a bakery for the tenants and looks
like a greenhouse. The artist creates contours that float, a reference to Conrad Schick’s architectural plan from around 130
years ago. The schematic structure the “Doctor’s House”, resembling an archetypical child’s “house” drawing, is suspended
in the air as a weightless mass opposing the forces of gravity. The structure trickles and disintegrates, transcending from
the world of architecture into the world of nature. Hoffman seems to create a floating garden like the Hanging Gardens of
Babylon, one of the seven wonders of the world. However, her garden is like a collapsing greenhouse, made out of cheap
everyday materials, encouraging in it natural processes of neglect, decay and drying out.

Next to the structure, the artist places Styrofoam water receptacles planted in edible and seasoning plants, placed
on water tower-like constructions. Around them float receptacles and jars carrying home-made sproutings and garden
plants, floating as islands of organic vegetation. Coming up from the ground is vegetation whose base is made of plants
that have withered in the artist’s home. She re-sculpts them, taking apart their original image and building new hybrids
and strains: her greenhouse blossoms and withers at the same time. The greenhouse-like structure goes through a process
of fusion, from a stable, protective structure, to a defective, destroyed structure, whose grid has lost its power, it falls apart
and melts into the ground.

The exhibition GomleiDATA deals with autarkic agriculture as it existed in Hansen House and looks at a place whose
inhabitants lived a so-called autonomous protected life in a space that was described as a Garden of Eden, when in fact
their environment preferred to have them locked inside the structure and they became a representation of people shunned
from society. It appears that during a certain period of time, the Hevra Kadisha refused to enter the compound and the
residents of Hansen House were forced to bury the dead inside their cultivated garden. Hoffman creates the water tower
as a double meaning image that relates to the concept of an autarkic economy.

The water towers serve as a reminder to the rain water receptacles or grain storage containers — structures that
symbolize an independent economy, images that is well stored in collective memory with the beginning of the settlement
in the Kibbutz and farms and the days of “Homa ve Migdal” Hoffman expands the view from the autarkic ethos to the
Zionist ethos. But at the same time, her water towers are reminders of jail and holding compounds watch towers. She
incorporates in her work two parallel narratives of the autarkic economy, the utopian and dystopian and mixes together
situations of protection, independence and autonomy with concepts of confinement, isolation and ostracism. Hoffman’s
installation is alive and evolving, breathing and falling, constantly changing during the exhibition, speaking of eternity

and temporality in nature and the dismantling of the ideal of garden and society.

Ilanit Konopny
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On first impression, Atar Geva’s sculptures seem simple, but this impression is misleading.

The sculptures are infused with meaning — hidden and visible messages that reveal themselves only to those that
pause to look, wonder and inquire. Geva makes use of iron rods with which he skewers newspapers and then partially
burns them. As a result of these actions, these objects appear charred and truncated. The presence of the sculptures,
as does the material they are made of, and the burning process they’ve been subjected to, raise many associations
rooted in our social-cultural background. As a result of Geva’s deeds, the trees cut off in order to produce the paper
have become sculptures with a deceiving and even apocalyptic look - a kind of monument for a life that once was.

They embody the aesthetic and enigmatic aspects found in destruction and ruin. Ironically, in their current shape the
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newspapers convey ecological, political and social messages that are even more powerful than those printed on their
charred pages.

The sculptures placed in the vegetable garden, once used by those suffering from Hansen’s Disease, “The Lepers” that
once lived here and the nuns that cared for them. Because of fear of the disease that was considered contagious at the time,
they were isolated from the outside world and the garden provided much of their needs. They found nourishment in the
fruits and vegetables they grew, found relief for their pain with the medicinal plants and even buried their dead in the
garden. Thus, the autarkic economy run here became a synthesis of an utopian ideal with the human tragedy, a Garden of
Eden that was a prison.

These elements of the cycle of life, beauty and sickness, death and resurrection are all found in Geva’s sculptures and
receive an added dimension in their placement next to the local trees, inside the ancient and mysterious garden, filled with

unheard stories, anxieties and human hopes.

Tamara Gromova
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Since its founding, Sala-Manca has wandered between places, stemming from the perception that the “center”, as the
compasses manufacturer Arturo Maura said, “is everywhere and the circle nowhere”. At their debut, the Argentina House
served as their base and in 2009 they have established Mamuta at the Daniela Pasal center for Media Arts in Ein Karem,
where they have started The Museum of the Contemporary project. At the end of 2013 they relocated to Hansen’s House
and continued Mamuta’s activity as a center for arts and research.

The Maquette for Paradise Inn - a one person hotel deals with the history of Hansen House. Building the model is another
artistic step in a series of research-based projects that creates a contemporary context to local history, characterizing many
of the art works being done in the frame of Mamuta. The model is the next phase to the building of a hotel on a large
area of the Hansen House garden called Paradise Inn — a one person hotel — a project presented to the public during the
summer of 2015. The hotel was an artistic venture designed by Nir Yahalom and Sala-Manca as part of the activities of
The Ethnographic Department (another on-going project they initiated), which deals with historical aspects of Hansen
House and its past as a lepers hospital. In the past, the garden that surrounded Hansen house and the wall became an
enclave in the Jerusalem reality, and contributed much to its image as a phantasmagorical space, where many myths and
urban legends evolved.

The basic urge of human curiosity has been embedded in the planning of the hotel, so one wall was built from blinds
that open for only eight seconds in return for a payment of three Shekels, enabling a glimpse inside where the viewers were
exposed to the natural vegetation that shielded the inside of the hotel. This aroused the voyeuristic passion of the visitors and
strengthened the narrative of the garden as a magical space. Hansen House’s main porch was another viewpoint inside the
hotel’s domain, but also very partial, so the viewer was left unfulfilled, looking inside the forbidden space yet seeing nothing.

Sala-Manca Group, through a curatorial approach, chose to reflect on their previous project Paradise Inn. They invited
the artist Itamar Mendes-Flohr to reproduce a model of Paradise Inn and to translate his experience in the Garden of Eden
into a 3D object. Paradise Inn’s maquette represents a double mention to Hansen House’s past. The first is direct, looking
at the way the garden and the wall were used to strengthen the many narratives on Hansen House and its area. The second
one creates a continuation to the project Paradise Inn — A One Person Hotel, whose building and presentation were a
reference to these historical elements. The act of gazing inside encourages the viewer to develop imaginary narratives
about the different scenarios inside the enclosed garden. Conceiving the model and the use of it to look at the history
of the place turns to a performative act done especially for this exhibition, where Sala-Manca members take the role of
historiographs. Thus, metaphorically, they examine the way the historical story is told, through the way they choose to
tell and interpret the well-known narratives. This format offers a new way to rewrite history: their artistic action diverts
historiography from the written word and places the narrative in the object. The act of looking at the model, confronts

the viewer with the historical layer of Hansen House and an array of possibilities to interpretate these overlaping layers.

Yaakov Israel
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Aluminum, plaster, wood, fabric and light
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Shahar Yahalom's art depicts a dense social structure combined of animals, plants and humans in a state of stillness. Her
works depict situations where power structures and hierarchies are reconfigured. For Yahalom, the nature of the sculpting
medium is inanimate as well as mute. In her perception, the sculpture withholds a possibility for an indifferent existence;
as an autonomous, immortal object that remains the same. These perceptions are utilized to create figures and situations
that are ambiguously both dead and alive. So that when watching them it is hard to recognize if the figure is dead, or
seemingly playing dead.

Through this work, Yahalom examines her role as an artist in relation to the figure she creates. Is she - the artist —
granting life, like in the myth of Pygmalion, or actually condemning the figure to eternal death by framing it in the artwork?
Yahalom is interested in the aesthetic and formal aspects of these questions, as well as in their graphic appearance, and

ethical implications. Her work is characterized by heavy materials and monochromatic colors.

Yitzhak Mizrahi
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Sharon Balaban, Bird
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Courtesy of the artist
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A hand holds a dead bird, moving it upwards / downwards whithin waters. With the aid of the artist, the bird receives a

second chance to fly again. The drowning powers of water creates a phantom of a living bird.

Lilach Ovadia
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Sharon Glazberg, The Water Keeper
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The video The Water Keeper is part of a joint art project between the artist Sharon Glazberg and the poet Hagit Grossman.
The two wished to link images and lyrics with the Israeli landscape and its mythology. The poem and piece The Water
Keeper is dedicated to Lake Ram, a site of unique archeological and geological significance where an ancient figurine was
found - a statue of Venus.

The poem that Grossman wrote depicts a female sprouting from lake Ram, found at the mouth of a volcano. A character
that is one with nature, appearing and fading along with its cycles; “Out of undercurrents / goldfish row upstream / when
her breath weakens / a danger threatens and guards / the waters fill her lungs / and she opens her eyes to see / goldfish root
her hair in the earth / and hold silent the secret of the fire / which does not know how to fade”.

Glazberg’s face is projected onto the water pit in Hansen House, she is The Water Keeper, gushing and submerging
back into the darkness. A white face appears beneath scores of goldfish trying to penetrate their capillary. A spirit floating

and disappearing and reappearing like a mirage.

Tali Kayam
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Tomer Sapir, Fetal Baby

2016

TI271VYN 17100
Mixed media

TIMYOV TNINXT7 W17W 1M721 INXRO TR
Courtesy of the artist and Chelouche Gallery for Contemporary Art
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This work is part of the exhibition "Between Synapses: Where Art and Brain Intersect" (curator: Michal Mor),
produced by The Edmond and Lily Safra Center for Brain Sciences at The Hebrew University.
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During 2016, the artist Tomer Sapir was engaged in a dialogue with Professor Leon Deouell from the Hebrew University,
whose research focuses on the difference between processing information with consciousness and processing information
without it. Following these meetings, the work Fetal Baby was created. Sapir examined with Professor Deouell issues dealing
with the stages of life, where consciousness is born and processes of comprehension separate between information we
receive via our senses unconsciously from the necessity of consciousness in order to link information and derive meaning.

During these conversations, Sapir focused on concepts he has been engaged with while working on his creation, like
the “Question of the Philosophical Zombie” and “The Problem of Other Minds” Sapir was interested in situations where
a person reduces the kind of experience and moral awareness of the “Other” in comparison to himself - the more distant
the acquaintance and identification is, the less humanity one attributes to the “Other” and as a result the possibility of
treating him as non-human arises.

The work Fetal Baby, a model of an anatomic skeleton of a life size fetus, in whose eye sockets are placed artificial eyes,
raises questions relating to the concept of the “Other” and the gap between the human and the monstrous and artificial.
The fetus, protected in a glass cage, like a precious item, like an object of scientific research, like an archeology item or rare
work of art - is trapped, helpless, and in its fetal state is identifiable with feelings of compassion, pity and empathy. But
being displayed on the boundaries of alien and human appearance, his look becomes troubling and horrifying, and raises
questions of dread and alienation. Fetal Baby is an expression for the concept of the uncanny, to a feeling of alienation and

unease that stems from an encounter with the homely which is at once familiar and terrifying.

Ilanit Konopny
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Tomer Sapir, Ambers (Details from the project
"Mother of All Wheat")
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2015-2014
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Mixed media
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Courtesy of the artist and Chelouche Gallery for Contemporary Art
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The work Mother of All Wheat was made with the support of the Petah Tikva Museum of the Arts and Outest
Israel for “The Agriculture exhibition: Local Agriculture in Contemporary Art” (curator: Tali Tamir).
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During 2014-2015, the artist Tomer Sapir created the installation Mother of All Wheat, which is based on studies done
on the ancient plant, from which the nutrition of Western Man evolved. In a greenhouse structure, Sapir presented a
reservoir for the conservation of seeds as a biological research lab that follows the genetic evolution of the wheat seed
during thousands of years of agriculture.

Mother of Wheat, the oldest wild wheat, started its domestication and cultivation process around 10,000 years ago. It
was first discovered in Israel in 1873. The agronomist and plant researcher Aharon Aaronson (founder of the underground
organization Nili), recognized the Mother of Wheat in 1906 near the colony of Rosh Pina. His research became famous
worldwide and provided the knowledge required to locate qualities found in wheat, to enhance crops and the wheat’s
resistance to diseases and dryness, making wheat one of the main foods of humanity.

In the work Ambers, Sapir artificially creates seeds that look like fossils, preserving the source and creating a different
evolutionary story. The seeds of the original organic Mother of Wheat have gone through genetic mutations via traditional
agriculture, that was globally accessible to all people. Sapir’s synthetically created “Mother of Wheat” seeds are born from
a knowledge based on advanced technologies, genetic engineering, and the use of information that most of the world’s
population does not have access to. Sapir’s action raises questions about the future of agricultural production, and points
to concerns for the future of populations that are deprived of accessibility and knowledge that could aid humanity in
situations of crisis and hunger. Through the story of the survival of the Mother of All Wheat, Sapir deals with questions

on the evolution of human intelligence and the past and future of the human species.

Ilanit Konopny
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Tamir Zadok, The Matza Maker
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2009
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Stop motion animation, 1:00 min
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Courtesy of the artist and Rosenfeld Gallery
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In The Matza Maker, Tamir Zadok examines the Middle-Aged antisemitic myth that Jewish people make matza bread
out of Christian children’s blood. Confined in a typical Tel Avivian interior, the artist, who proudly presents his grotesque
and improvised machine made of daily objects, embodies a constructed and fantasized identity of the Jew-murderer of
children. Zadok mixes geographies and histories and reinterprets this Europe based legend, by associating it with Oriental
music. Furthermore, the use of stop motion creates an humoristic atmosphere, in which the whole play could also be read
as a game. In the context of this exhibition, this scene, which reveals a hidden and autarchy subsistence system, relates to

Beit Hansen’s autarchic way of life and the fantasies that have been constructed around this place.

Judith Lenglart
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Tamar Latzman, Studies of a Wandering Jew: Dance / Leftovers / Line
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2013

11"™X 11 7V TIDATIN, TITA1VN IN21D1A
Digitally processed photogram printed on archival paper
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Courtesy of the artist and Ashdod Arts Museum Collection
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The current works of the artist Tamar Latzman deal with the position of the Jew in the world from historical and
contemporary perspectives. The three pieces are a part of a series of works where Latzman deepens her inquiry in the
question of ethnic identity, national alienation and survival of the Jew in Europe and in the world. These topics intrigue
the artist and serve as a source of inspiration and basis for her research.

In these works, Latzman chose a technique from the early days of photography, the photogram, or “photogramic
etching” exposing and concealing the photographic paper to light, thus imprinting an image on the paper. This technique
was invented by Henry Fox Talbot in the middle of the 19th century, when he laid leaves on a paper, exposed it to light,
and the image was imprinted on the paper.

Using this technique, the artist dismantles the “Wandering Jew” plant, which she chose thanks to its endurance - the
ability to grow and breed in every territory and climate, much like the exiled Jew. This dismantling gives the plant a new

appearance, imprinting the image upon the photo paper happens when the exposed part blackens while the covered areas
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in the plant become negative. In the final image, the “Wandering Jew” is displayed disassembled into parts, and placed
upon the paper in various ways. This presentation gives the image a validity of an archeological finding. The viewer is not
watching the plant but a scientific addendum, a dismantled plant, separated from the land, in transformation from a living

entity to a still object.

Renana Benit
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