BojE1ED @Y} }JO UOIIonpoid ay] PUE LOIIIQIYX® 3y} 10}
juswabevew. Afwapedoy 0ZIM 2Yy)] 03 suUBYl AN
ULy ULy exdiowe mg dao cusuice ivcdu vdagte

Jye3 3
gjieH ‘uoneonp3 % ubisaq jo Awspeoy OZIA PIOYWO0|Y WaN aul

Ozt -maanpyy v PN

M 1L COHRGL L LLo0-0 Suy o

= 0 (T RIT 16U LRI UG
L
- = -

LUIL eLGaL - Lo1a Lol Tr.a e Buuug uewpiez - sjuug § soleg

=T MLICL LAVCL CRCLL - LU U MGLL  HIJBYS IR Jd - BUliipI Ma1qa
ULCIO INCCLU - GLIG, GLCL ILTEL  J9UQIaM BUjud j0id - UOHE|SURIL
e e —— .g-.m‘b_wm“v 14Q_- AydeiBoloud
s — > - -~ e — ™ : — e
/ MiRIT CTLG:y - ULO L.“.l"ummw_s
- T — r—
— UNOGL - LL, NOUL ULRIC Boziiay 13183 4Q - 912114y
—
- GOL TL #EC. - ILNLy CiLTar:  AYSUBIOY IPBIA-JOOY,, MMINIG Juqe:
- NIXLU - CL Y OUL IBWas }J{jeO - JOIBIND
.
7
:
- -
4 Fs
! ,-‘f
i’ - =
:V. ".
5 -d
- .I
- 5 .~
~.\ - -
. Fen— Y
~ - . 2
L -~

~ "Mishpoches” Hava Gillon
= o e
3 ..Jv o
.‘=.

- ~—
—~—
-
- - —_
= a—
= —
\‘\
'
= —
: -
: — ¥
)
>
4 -
M Ry
:
—
=== =TI
it - -







N2l 1Nt nioivun

Selected One-Person

The Gallery of the Wizo Academy, Haifa
Tel-
New Artists Centre, Tivon Community Centre, Tivon

Limbos Gallery, Aviv
Jerusalem Theatre for the Arts, Jerusalem

Artists' House, Jerusalem
Gallery of Israeli Art, Memorial Centre, Tivon
Goldman Gallery, Washington, U.S.A.
Alon
Alon

Art Gallery Graphics 3, Haifa

Gallery, Jerusalem

Gallery, Jerusalem

2006
2004
1999
1997
1993
1993
1991
1985
1984
1984

Exhibitions

No9'N L,1"X'1 Nn'nTpPN Yw a*ahan
A N NS ERan SRR EiEn Ty
[1V20 ,]IV20 0"INND ,AWTNN DINNXD-NP N
D'7°WIY L, N1M1ANKNYT 0w JITON'D
o g e I (T T 1 e i T o 1 i Yo 5 R

[1V20 ,ANXINN 1270 , A" INW NNk amn

27NN L1022 WIL LT naha
D'.“TL'JIW',|I‘IN ) U T P
o ALY Toul U J00 [ T e ot W [ X0 it by T
) ko L I ey Yo LT i3 Yoo B o i e ) o o L g B

ninnal nitnxiagyg nNidoivi

S e |

"Let There be Light”, Haifa Theatre, Haifa
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"Teacher-Student”, Gallery of the Art Institution,
Oranim College

"Haifa Artists Exhibition”, Mientz Municipality
House, Germany

"Alter Project”, Women'’s Time Festival, Haifa
"Shtruck Award Winners"” Artists’ House, Haifa
"Silk Plus",
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"Mishpoches”Galit Semel

This exhibition explores the transformative journeys
of four families living in Israel, two Arab and two
Jewish. It starts from their geographical movements,
and the individual circumstances that brought
the families to their present place. Dislocation
and migration are themes interrogated in the
exhibition from a feminine perspective, juxtaposing
personal histories, Jewish and Arab, and examining
the meaning of family, seen from both individual
and collective perspectives.

The shared experiences of passage, transition,
journey and wandering; of alienation, migration
and uprooting from one country to another, from
culture to culture, inspire the vision behind the
paintings. Each family’s complex identity contains
within it both the traces of places left behind and of
present belongings. Using-a variety of different
techniques, Gillon gives expression to the
family's unique identity, while disclosing, through
meticulous attention to detail, its implicit political,
social and cultural significance.

A web of entangled dialogues extends between
the different families, whose cultural baggage is
anchored in their political geographic location.

The dialogue becomes a journey through time stations,
with each station probing subjects relating to identity
and place. The concepts of family, home, place,
migration, dislocation, language, work and the past,
echo through individual family members’ biographical
recollections and personal experiences, and are
woven into nationalist events.

Concepts of migration and uprootedness gather
together different types.gi transition: physical,
territorial and cognitive. Objects like the orange
box from the packing warehouse in Rehovot in the
‘Beitya’ series, or the maps in the 'Chasya (Chuki)’
and ‘Nasarin’ series, become signposts of identity.
The artist explores how migration and dislocation
affected the whole family. Did it remain alienated,
without a homeland? Did it adopt a cosmopolitan
territorial identity thus remaining uncontainable?
Or did it choose to distance itself from any territory,
closing in on itself?

The deconstruction of the family is achieved in the
works partly by the drawing of individual portraits’,
positioned in personal space, and in conceptualisations
of the house as home. This is how the individuality
of each family is given expression.

1 The focus on the family existed in earlier work by the artist - see prior
catalogues: ‘Me'en Dehu, Meltzav, The Jerusalem Theatre of Performing
Arts, Jerusalem 1997; Klasteron, the New Kiriyat Omanin gallery,
Tivon 1999. Mapat Huledet, Limbus Gallery, Tel-Aviv 2004
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Behind the human documentation are hidden narratives
laden with different meanings. The artist's starting
point is in old family photographs that document the
four families whom she got to know over a long period.
The private narratives point to historical ones.
Photographs from the family album hint at identity
and belonging, and these emerge from the wider
background of migration, dislocation and alienation,
with the personal narrative touching the collective one.
The works create a synthesis of past and present.
Family identity emerges out of the testimonies, ruins
and memories formed by migration or uprooting.

Family identity is reflected also in the intergenerational
affinities within the family. The symbiotic solidarity
in Ellen’s family, for example, is intimately linked
to fears of loss, expressed in the work entitled
"A family photograph with Ellen” which presents
the family as an inseparable, entangled mass
that solidifies and empowers it, transformed through
painting into a more universal, abstract concept.
In the portrayal of Ziekya, Ellen’s grandmother,
identity is constructed by focusing on her face.
Another work is a portrait of Ellen herself.

The dialogue between grandmother and granddaughter
is achieved through a contrast between the details

of their faces, thereby creating a paradox: as family
resemblance is exposed, so too are inscribed the
differences between the generations.

Expressive drawing, made dynamic and unstable
through the use of silkscreen printing techniques,
describes the four figures in the ‘Chasya (Chukiy series.
These are doubled up to create a composition
of their combined figures, hovering mid-air with no
horizon, to express the idea of the wandering family.

Generally speaking, the pictures in the exhibition
are the result of lengthy work processes, moving
through many stages and creating a deepening
process of connection to the work: from drawing
to digital imaging, and from there to photocopying
and magnification, and then back again to drawing.
The execution is often lengthy, meticulous,
even obsessive, of a kind that builds wholes
from many small details’. The multiple stages
involved in the making of the work are also
connected to the loaded biographies of the families,
and the emotional sedimentation of their migratory
experiences, reflected in the different material layers.

By contrast to some of the artist's earlier works that were based
on a spontaneous gesture,
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The artist’s work is characterised by a profound
chriosity, a desire to explore novel materials and
techniques. These become expressive tools to
convey feelings and emotions. Thus the studio
becomes a laboratory for experiments in different
materials and technologies of representation’.

Drawing is the main.media in the exhibition,
the connecting thread between the different materials
and technique. Each of the series has a unique
language, which endows it with its own qualities.
The final shape of the works is proceeds by
a lengthy period of sketch book drawing, a key
stage in the work process. From there the sketches
are translated using pens, inks, textile paint, screen
printing and so forth. In the same manner the German
artist Sigmar Polke uses sketching a good deal,
filling whole sketch books with drawings and collages
as a first stage for all his works. He too uses varied
and unusual combinations of materials and techniques
to create richly layered works.

Some of the works in the '‘Bietya’ series are
characterised by a combination that divides the
square format into horizontal strips, to create
a collage painting. In "Grandfather Isaak and
Grandmother Miriam”, for example, there is a layered
series of cuts, built out of their portraits, a drawing

of the hut in their yard in the moshava, and a layering
of squares based on an old wax tablecloth. So too
in "Buksa” the layering is of the orange box from
an abandaned warehouse, the squares of the wax
tablecloth and a drawing based on an old photograph
of early Rehovot’,

Topographical and geographical maps are given
expression in two series: 'Chasya (Chukiy and ‘Nasrin’.
The maps, representing a concrete landscape,
are worked upon by the artist to be transformed
into abstractions. The vision is that of a bird’'s eye
in flight. Reading the maps is via their past
historical background, and their significance is
located in conceptual notions of place and belonging.
They may also be interpreted politically and
socially in the loaded context of Israeli society,
but their centre of gravity is in the human predicament.
The maps also map consciousness, emotional
upheavals, and expressions of displacement
through physical uprooting. Physically, they serve
as codes, points of departure which constitute
landmarks in each family, vantage points on external
reality that arouse emotional introspection, a kind of
autobiographical landscape-painting map.

31’he painter Bruce Naumn speaks in the same terms about his studio,
where he conducts experiments in different mediated forms

This sort of connection reminds one of the paintings of the painter
Peter Doig.
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The geographical maps in the ‘Chasya (Chuki)’
series are covered in layers of wax which create
a semi-transparent, three-dimensional effect,
imposing on the viewer;a’ kind of ‘archaeological’

vision of layers beneath the wax covering. -

The paintings’ layers image periods in history,
which contain and hide secrets, details of past
realities that need to be revealed and opened
up slowly and carefully, like life stories hidden
beneath the cloak of the present. The wax acts
as a Kind of cover for the purpose of uncovering
and recovering.

The question may be asked -.does the act of covering
hint at the desire to forget the vision of the past,
oris it a conscious act hinting at active involvement
in a new collective way of being?

In the works that developed out of looking at
geographical maps there is an engagement with
stains, the shapes of which are, apparently, abstract
and incidental, yet seem to have their own internal

‘rationality’. Twisted shapes whose contours are
convex or concave originate in the meeting point
between ocean and shore, and they recur in the stains
created by the pouring out of wax. So too, in the
work titled "lbrahim Abu-Alhieja”, painted on
plywood that has been exposed to the rain for
lengthy periods, the water has left similar stains’.
Such stains appear and reappear repeatedly in the
different picture series, in infinite transformations
in very different contexts,,

The exhibition, "Mishpoches”, is a fascinating
adventure into the living worlds of four families,
which has extended over a period of several years.
It was created from the desire to interrogate the
complex situation typifying the region and country
in which we live. The choice of families is not
representative. It was made by chance, from personal
acquaintance with the artist, and out of the desire
of specific family members to explore their own
roots and personal history. The artistic reflection
constitutes thus one further perspective on the
famlies’ narratives and their transformative journeys.

The similarity in the forms of the stains can be explained by chaos
theories which find the logic in the app of the ch ph

in nature, The abstract shapes come into being as a result of forces
of attraction and repellance. May it thus be questioned whether the
stain has a rationality of its own?
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The Women in the Four Family Stories

The exhibition of paintings by Hava Gillon depicts
the stories of four Israeli families, two Jewish and
two Arab. Ordinary families, apparently, no different
from others in their immediate surroundings;
urban and rural, Jewish and Arab. And yet,
like in any family, each has its own unique story
to tell. Each has members in far-flung, distant places
who left in search of work or a better life, or were
expelled and persecuted as members of minorities.
Researching one woman in each of the families,
the artist discovered intergenerational and cosmopolitan
social networks linking family members over time
and over great distances. In their stories of survival
through different historical periods, and of lives lived
in changing social and cultural milieus, the viewer
notes the way Gillon's attention is repeatedly
drawn to the significant place of women in the family.

In most societies, women are accorded a central
place in the family. We tend to connect the two
almost automatically, leading to studies of
‘Women and the Family’, 'The Position of Women
in the Family’, ‘Family, and the Position of Women
in the Kibbutz', The Family, and the Position of Women

in Arab Society’' and so forth. And indeed, most of
the images and identities associated with women
in different cultures focus on their roles and activities
in the family, especially as 'Housewife’, '‘Mother’,
‘Daughter’ or ‘Grandmother’.

Feminist scholarship' has long argued that the family
defines the parameters for the potential development
of women in society. It dictates the limits of her
involvement in the public sphere and exploits her
labour for unpaid care of dependents (uncalculated
in the GNP), children, the elderly, the disabled
and so forth. The family provides a framework
enabling the manipulation of economic manpower,
making it easy to recruit or dispense relatively quickly
with the labour of a large workforce - women, who
enter or are excluded from the labour market with
relative ease, according to rise and fall in demand.

On the other hand, various studies, while not challenging
familial sexual power inequalities which often lead
to discrimination against women and even their
oppression, nevertheless paint a more complex
picture of the ‘Woman-Family' axis.

See, for example, M. Mcintosh (1978) 'The State and the Oppression
of Women' in A. Kuhn and A. Wolpe (eds) Feminism and Materialism:
Women and Modes of Production. London: Routledge and Kegan Paul;
M. Weir (1974) The Family, Soclal Work and the Welfare State’ In S. Allen,
L. Sanders and J. Wallis (eds) Conditions of lllusion, Leeds: Feminist
Books; R. Hamaml (2005) ‘The Social Structure of the Palestinian Family’
in R. Netz (ed.) The Palestinian Family, Tel Aviv: Taml Steinmetz Centre
for Peace Studies, Tel-Aviv University (Hebrew), D. Bernstein (1993)
‘Between the Woman-Person and the Housewife: Women and Family
among Urban Workers in the Yishuv Period’ in A. Ram (ed.} Israeli Society:
Critical Perspectives, Tel Aviv: Breirot (Hebrew).
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They point to evident advantages the family has
for women, from physical protection and economic
support to the significant social power resulting
from her duties in the family. Even the disguised
exploitation of women’s cheap labour to look after
dependents emerges as an advantage. Her duties
and obligations of caring for the other are transformed
into strength through a hidden process that creates
for a woman lasting networks of close friends,
and leads to women'’s significant longevity by
contrast to men.

Studies like those of Emanuel Marx on 'Conjugal
Relations in Bedouin Society”and Yael Katzir's®
on the important place of Yemenite immigrant women
in informal family contexts.and in the absorption
of immigrants into Israeli society, point to the central
role women play in day-to-day situations, and not
just in times of crisis, international migration
or radical dislocation. Their formal lack of power,
withheld by the established institutions of the state
and its agencies, is, paradoxically, a source of
empowerment at the informal level, of familial
everyday living. Even the accounts in the book

| recently edited, 'Women and Family in the
Holocaust'’, highlight this pivotal power of
women in one of the most cruel social situations
known to mankind, and shows it to be inseparable
from the social reality that connects women
with children. This hidden power was revealed
in all its might at a time of forced and brutal
disintegration brought about by the Nazi regime.
As in other contexts of destruction, the connection
Woman-Family was tragically enacted in women's
supreme heroism, as they went to their death
with their children, or saved their children by
sacrificing their own lives.

Gillon's research on ‘her' four families radiates
affection and identification, mixed with curiosity,
about the place of women in the historical processes
of social change affecting their families. She learns,
draws, paints and loves the four families through
the eyes of four women: Ellen, Chasya (Chuki),
Nasarin and Bietya.

Ellen’s family

2Emanucl Marx (in press) ‘Conjugal Reiations In Negev Bedouin
Society, in A. Abuhav, E Hertzog, H Goldberg and E. Marx (eds) Israel
Local Anthropology, Tel Aviv: Cherikover (Hebrew).

3Y. Katzir (1984) 'Yemenite Immigrant Women as Agents of Social
Change in the Moshav’, in S. Deshen and M. Shokeid (eds) Eastern Jews.
Tel Aviv: Shoken (Hebrew).

45. Hertzog (ed.) Women and Family in the Holocaust, Beit Yitzhak
Otzar HaMishpat (Hebrew)
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Ellen’s Family

Ellens's family lives in Kfar Rama in the Upper Galilee.
Her family moved there after its founding father,
Ibrahim Awad (1770-1870), decided to leave Acre
to improve the family's quality of life. Ellen's grandmother,
Ziekya, who died at ninety two years ago, and Habib,
her husband, who died some thirty years ago, had
three sons. One of them, Soheil, is Ellen’s father.

The tale of Arab society in Israel forms the backdrop
to the family’s story - a tale of discrimination expressed
in the failure to create the infrastructure needed
for marketing their olive oil, despite the fact that
all the villagers own olive groves (by contrast,
for example, to the flourishing factory for making
oil owned by the late General Raful); the relations
with the “kibbutzim and mitzpim that chose to colonise
the hill tops in the region and especially its 'more
beautiful places’, and the wadis emptied of their
waters because of over-exploitation by Jewish
settlements in the area“.

In Ellen’s family Ziekya was at the heart of family life.
Family members live very close to one another and
spend a good deal of time together. The ‘Grandmother’
was for them the vital centre, emanating warmth,
happiness and support. She was an ‘Institution’,
a source of social solidarity for an increasing number
of people of different ages, women as well as men.
She was the founding matriarch of the lineage.

Nasarin’s Family

The Abu-Alhieja family lives in Ein Hud. The residents
of Ein Hud, who lived prior to the establishment
of the state in great affluence, escaped in 1948
with their herds and settled in a place adjacent
to their village, which in the meanwhile has become
the artists’ village of Ein Hod. 700 of the village’s
residents dispersed to Jordan and Syria, Jenin
and elsewhere. Legal restrictions prohibited them
from returning to their village and denied them
the essential services of water, electricity,
telephone, roads and education.

The image of the father, Muhammad Abu-Alhieja
and his lengthy struggle over many years for official
recognition and services for 'abandoned villages’,
is a central pivot in the family's collective narrative.
In this case too, the catastrophe of Arab Israeli
society during Israel's transition to statehood
is communicated in Gillon's research with empathy
and restraint.

At the same time, the history of the family is also
the story of its women: their dress, studies,
religiosity and prayer. Beneath the collective
narrative of Arab dispossession of their homes
and villages emerge, almost incidentally, questions
regarding ‘the position of women'.

Nasarin's family
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On the surface, the restaurant, the family business,
is situated inside the Abu-Alhieja home and attracts
many (Israeli) customers from a distance. This is
the subject that interests the artist, who describes
its management in detail. Aimost as an afterthought
she notes that ‘the mother is the chief chef’ who cooks
according to the ‘grandmother's recipes’ adding
that 'the young 17 year old sister will probably go
in their footsteps'.

Nasarin, who is studing fashion design in Wizo,
draws a connection between her childhood dream
of becoming a fashionvdesigner and the place
of religious faith in her life. She speaks of designing
clothes for Muslim women who wear a headscarf
and cover themselves from head to foot, and intends
herself to wear traditional clothing in a few years,
to ‘come closer to God’. The artist points to the hidden
tension for Nasarin between her studies, her ‘career’,
her everyday closeness to Jewish Israelis and ‘Western
culture’, and her closeness to her family and what
it represents for her: loyalty to family traditions.

Nasarin's aunt, Samira, Muhammad's sister, ‘has worn
traditional clothing and a headscarf since the age
of 27" The issue of traditional dress captures the
artist's interest and she wonders how women manage
the customary edicts on clothing.

Samira would have prayed in the mosque if it had

been larger and had a women's section. Today, with
the mosque being so small, only men can pray in it
while women must pray at home. Thus, between
the lines, a familiar picture emerges: female attire
determines the position of women while hiding their
femininity; at the same time the mosque as a social
institution excludes women from the public sphere.

Chasya (Chuki)’s Family

Chasya's grandparents on,both sides of her family
arrived in Cape Town, South Africa, from a small
impoverished town in Lithuania, Rakishik, at the end
of the nineteenth century. Her mother's father left her
grandmother and four small children behind and
travelled first to South Africa. His wife and their
two sons and two daughters, one of them Chasya’s
mother, rejoined him four years later. The family’'s
experiences tell a familiar tale of the search by
Jewish families for new livelihoods, as in-many
other migrant groups. After one family's successful
migration, whole communities followed, even to the
other side of the world. Two generations later,
Chasya’s own family moved to what was then Palestine
as the British Mandate was coming to an end.

The migration story of this one Jewish community
is no different from many other migration narratives.

Bietya's family
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While the husband is the wanderer, the adventurer,
who dares to seek out new places to provide
a livelihood for his family, the woman is the anchor
of stability in the family. She stays behind with
the children and ensures the continuity and survival
of the family group, moving later, several years
after her man-husband, to their newfound place.
There the man-father succeeds in creating an
economic base for his own family, and later for
more distant relatives.

This underlying gendered dimension is given a
further expression in the family's history:
Chasya’s mother and her sister Dora worked and
saved to finance their two brothers through medical
school. Later, both suffered from many ailments,
which her sister tended to attribute to this work
at a young age. Chasya, like many other women,
studied social work and immediately after her arrival
in Israel with her husband, helped the families of
soldiers injured or killed in the War of Independence.

Bietya Eisenberg’s Family

Bietay Eisenberg's family was among the founders
of Rehovot. Her grandchild, Mathat, is sixth generation
Israeli. In 1922, Bietya's parents built the unusual
house in which she lives to this today. It was planned
by her mother, Michal, and Bietya was born there
in 1923. She has lived her whole life in the house,
apart from the first five years of her marriage.
When her father died she returned home at her
mother's request. Her grandparents, the Eisenbergs,
lived in an adjacent street.

Women's stories are at the centre of her descriptions
of her family. She tells of her grandmother, Miriam, who
was 'in one sense a great feminist and in another,
very devout'. Miriam was also very knowledgeable
about the Bible - 'if there had been at that time a *“Tora
bridegroom (champion)” for women, undoubtedly she
would have won the title" Miriam’s father, who was a
prosperous man in Vilna, brought home a tutor for the
brother and the two used to shut themselves away in his
room, while Miriam stood at the door and eavesdropped.
When her father ‘caught’ her in this crime, he sent her
to the kitchen but she insisted on staying, and eventually
her father gave in and told the tutor: '"My daughter is
killing me. She wants to study. Don't pay attention to
the fact that she wears a dress, [she is] a female.
Let her sit and listen to you and I'll double your wages!
‘Then she learnt everything’, Bietya recalls, 'she reached
even to the Zohar book! At that point her father ‘refused
to let her go further - not necessarily because she was
a women - the reason is unclear.’

When Michal, Bietya's mother, reached high school age,
and there was no high school in Rehovot, Miriam left
the house with Michal during weekdays. They lived in
a rented room in Jaffa so that Michal could attend
the Herzlia High School.

In Bietya’s grandfather's family, Aharon Eisenberg,
there were 13 children. Only seven survived, the others
died of dysentery, conjunctivitis and ear infections.
The mother would walk to the doctor all the way from
Rehovot to Rishon LeZion, ‘and sometimes the children
would even die on the way. It was hot, they had to walk
in the sand, and there was no doctor in Rehovot'
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It is important, of course, not to romanticise the
‘Position of Women' in the family vis-a-vis the family's
‘contribution’ to its women. The background stories
to her work gathered by Hava Gillon hint almost
impen%eptively at the preference given sons in
education, even at the daughters’ expense: both girls in
Chasya's family, we saw, worked for the sake of their
brothers’ education. So too, Ellen’s brother's trip to
study medicine in Bulgaria, where he married a local
woman, points to the rights reserved for sons - but not
daughters - to travel far for study.

In Bietya’s family, too, sons were preferred when
it came to education. Her grandmother Miriam was
compelled to eavesdrop by the door, crossing an
illegal threshold, in order to study, while her brother
was tutored by a teacher hired by her father.
She had to fight for her education, an obstinacy that
paid off. In the end, she did study. Ellen, by contrast,
who grew up in Israel with its universal free
education system, received assistance from her
brother for her studies.

In the relative freedom accorded to men in the two
previous centuries, as in the present one, Chasya’'s
grandfather could abandon his family for several
years, leaving the woman-mother to confront dire
poverty while she cared alone for her children.

In Gitlon's artwork these familiar and at the same
time unique features of women in their families are
expressed in images that tell a story of generations of
dispossession, movement and the sinking of new roots.
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Ellen, Silk- Screen Print and Putty on Plywood, 60x60 cm, 2000-2003

2000-2003 ,N”0 60X60 ,TI2% YV U J029W PaTI |PW VIAX ,NWI-09TA ,(IN 'V UXI2) 1 'NNOWN Yy

X '.@
"*7 3 s ad 5 \'n-’zo;?:uu:"n ,
TN gr?#;: ! s

Family-Tree 1 (Carried out by Ellen), Silk- Screen Print, Oil-Paint and Putty on Plywood, 60x60 cm, 2000-2003
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Untitled, Oil-Paint and Putty on Plywood, 60x60 c¢cm, 2000-2003
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Family Photograph with Ellen 2, Pen . and Putty on Carpet, 60x60 cm, 2004
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Chasya’'s (Chuki’'s) Family
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"At my wedding | wore a short blue dress as a protest against
the South African Jewish community” [i.e. its bourgeoise norms].
A citation from a local Jewish paper, Cape Town, 1917: "Mrs. Weiburn
(Chasya's grandmother) welcomed her guests wearing an evening dress
of Wedgewood-blue taffeta, with a gilded bodice embroidered
with blue thread”.
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One of the Local People, An Adventurer, Would Travel... Silk- Screen Print, Putty and Wax on Plywood, 60x60 cm, 2002-2003
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Movement, Silk-Screen Print, Putty and Wax on Plywood, 60x60 cm, 2002-2003
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-Screen Print, Putty and Wax on*catpét. 60x60 cm, 2002-2004
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They Immigrated from Johannesburg to Tel-Aviv in February 1948, Silk-Screen Print, Putty and Wax on Plywood, 60x60 cm, 2004
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Bietya:'s Family
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"Miriam Cohen, my grandmother, couldn’t stand the idea that in the
first days of Rehovot men accumulated property, another plot,
another piece of land, and the woman had none of it. While all
the men were working in the fields, she went from house to house,
sat with the women and told them: *You are cleaning the house,
looking after the children, and only he deserves to get the property?
Insist that your name appears on the deed of purchase too”".
One day while she was talking to one of the women, her husband
came back early from his fields feeling ill. When he heard Miriam’s
words he took a broom and swept her down the stairs.”
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Grandfather Isaac and Grandmother Miriam, Textile-Paint, Felt-tip Pens and Oil-Paint on Plywood, 120x120 cm, 2005-2006
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Candlesticks from the home of Bietyas Great-Grandmother, Ushmina, Textile-Paint, Felt-tip Pens and Oil-Paint on Plywood,
120x120 cm, 2005-2006
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Nasarin's Family
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"Our house in Ein-Hod is of no interest to me, and | have no intention
of visiting it. | just want our lives here, at Ein-Hud, to be normal.
When | have my own house, it will be small, and it won't be filled
with visitors and guests all the time like my parents’ home.”
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Chamula Head Eibrahim Abu-Elhieja, Felt-tip Pen, Pen and Oil-Pasle and on Plywood, 100x182 cm, 2006
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Area Map, Felt-tip Pen and Pen on Plywood, 120x120 ¢cm, 2006




