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Hagit Molgan, Flute, 2012, video, 9:00 min.
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Shulamit Etsion, Belly ("Spinster, Spinster, Spinster..."), 2011
Porcelain, light fixture, parchment, 10x20x40
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SY MMpIR [DIRI MR WAV "MW Sw mmnS 9ayn 1w Ayt n v
D0 ,0MUWNANRS DMNM0NT MR ™ 1p5n 5w pryat nwan Sw miaanm
D797 DWIDIM MYTYIRT SW DIWINT NIVPA SWIAT YT MO DR 0ITR
Ny Sy ohyn YR 0w DIDMm 9D W LTS DMK DMK
TR 2% 0PNMONA AWIRT PN DY MmN bW PAw mnnm Nx
.DOM5X DN NMpTam

,N7VD7ME NINKA TIRNA NN 7pT0RI8 D1TR Yava 1p PR 1bn% Tl
M5 mwp (ulia Kristeva) mavom™p 57T Np MKW  N1MMIANA pIovvi oi
YAYX NY120 iTNAYA A311 KT ,5wn5 93.7¥13pn nman Sw mmava yaioin ' o
M (1981 NT57) vMBHT NIWT SW - LINAIB 71 HY 1T NMYAYK NYALT - (2010)
Ny M55 NYa ,anTK WK (1978 DT wonpwT Sm S¥K 03 VIR 70w
DTN KT 99 11200 NPT DY KW .70 102 7 19m DR Nma
JTIRYS AR RS pren 553 971 vavin XOK 07N nin%iva mvaa P R
YT YT Sy A%yn T 7may mI%an IR Tnom XY NKT nnvh wumnpwT
ewn? Py Suy n9w - (1951 NTYY) 2727713 10 ,TNT NNRK YW AN nnTpn
21931 M nyanY mY1%a 5w nip™ mrx oy mnnn mnoy oipnaw mbw
T3 71N AWIRT MIAWY DX N 95 DR 7191770 K 127 o1 anrw
7912 wNHna 017 XYW Dw MY32 12 01T IRW KW ,N0PITINTIRGT 77303 12K
AW Sy mw” 212791 YW NAnnn an?ye .0Manpn 0wopua 0atmn 0o
JTA 175 1270 0w A9R 0K NY9R[ 19 5y mpina mMaMow nno

52K (Wedgwood) 11121 12302 0795 nava? (1984 N17597) 1OPYE IR 1M
D™N1%1IN™M 0MaM YW 0'Yan DA Yawb Oipna R WY RnT 0
NR ,5wn5 ;mMMmwsy Mmooy LILDIR NN TYNS NIMA KT ,07N5K
"HRDY 72 NORWAT NPT - 057 TAY A NIWRINNT DAART NMWID
mN7nmS nwbp MmN A AN MR ITINRY MpTnKT Jprwm
110 W 11713 D3 712 KIYnS (N7 1Ay Sw non Ta1maw T SaR A nmwoy
T KD TR NPITTINM NRIDMT /NN MW K07 1M - "N1w)” 5w n1ma
3 MR 9K NITYR PIYA TN LY 11713 IR MY NYIBNNAT NV
D%1yn %3p XYW Rw 07 2 00NN N Muak 11777 NRMp DR TTAv0
2//More’ N3N TTMAVAW 1270 O3 11 191K 7197011 ,“NNT T2 Mv 13 pruon

92ITW AR 1D YW MMNIT KT (1986 NTIPY) 1NN DIP I YW XYM NP
WNRWNT ANRT MO LW 0w MIITNNT MRy w1 1T moona
S¥x awm ,("5XDIT 29157 DY TMY) NIDIOM AMA DM NYAIR N9 nnvn o1ph
NXT N5 .01 N1PWA NS 9a0nn 1T - 1K 177K1,0170aw 1 nimmb
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mn 91p Sw (2012) Acrumen=1 Resextention [9¥MBI Np?¥? 17702 NI

77103%9K NBIVIT AR W 1IN17YT IR 0D DT DT DR 0T DNUYTn
DTIRIT NKYM T nmIvs .1mM533 217 iy 2viw (Alexandre Perigot) 1319
NR KPNT OMIIKA 7TWIR MIAR DT 03 DMTAT DM 2aym  mannm 15os Sw
(the abject) nirait
;5w 5107077 5107821 mIwa pva nava (1984 NTIDY) (0B qipuNo M)
075110 DMNTTM M2V A MY MB0IK 115771 1731 037 0N WY
WnW “cunt art” MM (01371 NANKY) cunt art™iT NHRNS D™ ANTIAYA DI
T WA A 9AKA [P0V MRS DWAWT NNIWA MMIPTINK NTW0NME N1nK
0731701 092 Dwn 0Mwpta 593 9772 NLpAAT cunt NN T9MA DN 1M
WA A 12K DK WY T TMYRYN IR NS ona 0wl Swomyramin e
RIPL7I0 YW (2011) KN1MTT XVDIP .NMIVIIK N34T INNT 12702, 071D N3 MWD
5va 2150 My pyn KT IR LTS A1 Ry DR 0'90D wn nasmn i
Yamaw 5505 1511550 NR 0MAM PINANT P52 0MYnT 0 NN5AW MNP Opn
LI 7YRWT NY” TpNY TV BV (1 NN DNRND/2TAMY "Wn 1170 MY K17
AN A¥IM DW ,NITIOMM A92p7 021N SRwIw 10133) 1NIK 1131 NUNKAIW 183
12,9153 “Dnnn”S “oaroy” 1A NYAMN Mw1 YK YBwS M1y “privi”
,MwynY .18¥7% Y15 PINANT pYnat mpnd 1oy pbma pui (yaR? omwn
n™M>3 RIT ART 5087 25131 mne Py Myn PNANT ApPMAw TAMK Pyn

,2011 ,More ,]"0p98 IX 10
,73 7070 717918 I 1Y D
,p7bDYH 11AK1 NMWBLIID D
15 1271 0P ,30 1A
Moriah Eder Plaksin, More,
2011, porcelain, polymer clay,

ribbons, faux fur, and plastic
stones, h. 30, max. d. 15
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NANDNMI NLP N17I31 BN NXIT 77T TNAYT 01K DN, 0w Wwava a1
D.UVETR.AVE.R.S.ELN.S. 1123 (Annette Messager) i'IX0OR LIX W n1T1ay oy

5w (1969) DITX [paR NPT O'NTPIM DMLDIME “D1517” T2 150D OV 199771
P2 TP 5w (1971) Ny 0131 (Magdalena Abakanowicz) ‘yanpax mSTn
JP91¥N DA R, ITWIAN 137 71370 'V N oA R 1oni (Keren Le-Cocq)
J1O0 %A T LOPLIT M 180 MpY “RNITT XLDIRY MR AW
2P71 YT 1AW VAT DR YR KIM ZNTAT DTMY KT OIMynwn nMays ouana
M9 apniT,”013” MM NK O3 173 K0P~ YAK .11 070 DWW 0P TRTR
1M1 ,192AKT cunt ™ YW (NN21TR7 NMAYA 71 SV 1031 DAw) Nvin nmaonn
9910w DN, O™ PR — A9 DR 5w 81973IKY INIK TWwpn N nnnb
M1 5w MTMaya Swnb ;owawn naw 5w NWomsa NINKA TR KT OR
X1 (Mary Beth Edelson, Goddess Head [from Calling Series], 1975) 110X ‘na

(Ana Mendieta, Alma Silueta en Fuego, 1975) v ™11

NTINY ] NAX) MYAYR MK Jei? mpumao 5w nnng ik T nmaya

WIWIT UPX 121101 MY DI YIpl M Tyw 1 01 Sy mwwanit (nyav
“IVIRA PIOYY 7127 WO MW .NWI MINKY — Awyn1 7w 135 mnonn
73 (Luce Irigaray) ™IK277K ©17 [TNDIYT AT MY A2 0 0w NTPOIK
5Y 1IN "2 NPwn YW S [T 1w T2 XY WK NpIwn N1 KRG
M%N AWIRT YW 2,75 1Y 1D SY AR DR §TIYAW DWW [ T

5" Mmpu D M)

,2011 ,1 KN1IT XLOWP
,450 :1T211 ,p2AT1 "wn 1M
150 :NNMN2 VIR

Na’ama Snitkoff Lotan,
Costa de-hayyuta 1, 2011,
silk paper and glue, h. 450,
base d. 150

32



NK W NIRdR NLSW 7RI 77w 193935 noism ,mR7a AWKk M vana
M2 VAR, TIRIMIR NAYLY 2NIVIMITT NMAT LINT NP N300 TWIRT
y1o 093 PR WIRSW TIWA ,INIR (YDAN AWIRT Q132 MINANTNI 7RI prbni
1Y 1R5NY 231 Syw ,prn 1953 AWK Sw N 95K MUDT TWIBNMT TA1D .Y DR
T NIRRT [NPWYA WA QI SW 0w 0PI DRIy 0uome NI
93 MK a2 mSww owan 5w nmuavioxem qwisnd amn vy wpna
D'WIT SW NN MINONAT Y YRy 100 M MW o1 .NINKT NN
0™M DWpAII K7 A% IR ,MIMTK IR PR AR NMSn - 0P Nwn NnRD
DMW1 071M 0MNATT I¥YMS NINTIoNn NP0 WINT AT MM 0™ mTa
72Y3 MWDMMD NIMNK O3 ,J01% [IpYI0 1D MW 11T 0wWidl DIRY
MINK Sw wpma XKOX wIR-M21 0m Sw awpna KW nm mShws aynh 1ma
(Marisol Escobar, Five Hands and One Finger, 1971) 7121poX 5107 ,5wn’ 187; 0w

(Joan Semmel, Hand Down, 1977) 1o X1

TOPITINNIRT YTIANT 051ya n1vaTan [AYwY 01t L n1nkK

NI NMYT TIA02 12ANNAW N17TYY YW 3 XY D12 DA 200 Dapin
Dpna "NWwa”n [Nar DX 553 7072 Nnpnn 5xIw™a nuaaTInn NoOPITINMIRM
MMy B S5y 5131 NNt NHRIWwr DT Mnwi TINIMAT 277102 PANRD

,2011 ,2 KN1AT ROOp ,]DW%‘T]WPU’JU iyl
90x120 ,'[I7"'1|7N 753 772 NIMBN T2 NIMd

Na’ama Snitkoff Lotan, Costa de-hayyuta 2, 2011,
hand sewn fabric cushion filled with acrylene, 90x120
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0YK1 DWW NI P10 ,wynS Javy N1 DK POy 17K X1 0PN 900
nMaann S¥YX WAT NMAMT Y00 LTTY NMana nwrRa [nrmna pobnd
W n1Tem AT pOAD IMIK ZpmnT 0ManT 1107Y1 Qi 1 0oynn 19X
£,A5KN=1127513 TDIVY DIMBD $37M ,VAD TN IRITW DD A TN DT Y
712712 121192 KD IRTNAT,5KIWA 0TI WA VYR T KSW KW R MmO
MY NIMNT NINKY 1AN0A INW A¥7R MYIVA X LYW MMAYT AT ayeind
555 7772 121™M XY DK N1 7wy’ SW DIRWIA 12I0IDIK (9IRA MPOIY
DI T 71 KD K NMNKT YW WK 1512 NWNRNWRT NNK 7RI N1NKa
DK 7285 JnnanS 0MMDIK DKW DWN 02AMmMY notsnn jnunkw mb
MY N1 5w Npamnm nwan it omebw o1 SwoTikynn Nk 09apn
MWAW ™77 07723 17127 MNT 2720 211 78 5V Nandnn Sxawea nam nn bw
AT 712N AT 1AM ©5Wn MLINIITIRA MW 5Y 23N KRMp (R [1TIW NIRRT
TMALA NMANRT K515 K55 NN T wya 12 nanon nans k55 ox oy
2V 13 NIWOMBT NININKT TRWPIS
71Nn YD RS 11171 0NT DAAKI N1ARK SW DNy ORI NIRRT M)
1YWY MWYS 570 NIDY [IVTA VIR NUANRRT PN N870IRMUD Awnn
J1NMpT YW Tn nYTvid YK 0PN NS I NAYT Ty NX
Y372 I91 WA DT NRKRAW TTIvA 1905 1101 XS DR SRw nnay
oM P XOKR 5192 197371 NOMA My mw 719750 7% R L] 29757 Nao
5w N3 ATTIVEY D131 ANK 1AW YINa - NPOMT Y NannT 1 - nnwni
AT TN 7RI WP NRTR XS 15V Ty INR WK D1pni 1 qwra Syn qnoia
091V 7IN2 MWDK 11°K 1KY NINIAK 7YY D AR KD 000 NN v
TMRY NMWDY W 1NN KRS D vo Swnd piap D1 Amon L NN N
nyaun mmn 5w ontwanik ayan navin Wi (1 NI DT maa
A¥IRT 8NN10K5MI 1O TN TN NT TY A Ww avan 501 ,mnd woim
11 Sy 0"%1pn DK 0NT DUANK L] YT IR 1WA PRWR” AN Yon v
Y120 T WIBN 57V MANRK WY O Y751RT D313 Y1771 ROK,TIWm Tonnm
oMM DMINPT TIRWIP 1A% NOMMIT  NINATT 72002 DX XY
NI INRT SW 7Y DK TR N1207MM NINMpT Manpo Swoap myvwn
JYIRTA fMDMDBW 71aN33 LN1N7I0N NPT NIMY MWK KT MMy 55w raa
5V 193] NNWMNMW NIRRT AR PIRY MPIT 0 7193 15ya ,758m py oy
A% 1RnS OMwbBKN RS 0T PN NIRNYY 1AW 02101 KT 07NT 00
1130w DTN YK .OYLA NIAK MY DT 711 DAY DT DNIK 0PI
M1 N1 5y IR wa o1y 5y 1215 051375, or5be5 omnwn XS 73T Sw
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D7377¥ K5 0MNTW MK X5 11K .02 D'WRNWN DUNKY 0930 pon oaw oA

°/Wp K11 T2 DIRYNA O 72K N1 mMwys

TMPNT NIRRT TTWA N021WT N1 WIRTMU0T NN nwnS T1a73,5v182
WA NTNMDNR NIMAIN 2P NIV NMNAKT T, N1NT N1PanK? womn
TNRAT Ywn 73 .15%K% N1mMaana vown MW R 0TTInT 0RwnY NIKN ovs X5
21 93 AYI¥N Ap™MBKA D'WA NnK 13 (N'Goné Fall) PXb mxax nunKkm napin
".NnKT 0215 yinn My v 0'9apn DKWY 0o mb Ny Sw b
YISPM 7w L N1B0N AR XY PO 17T OPITINTIRG MMM 0%1va
T INKAA NNATIW D3 .NIKI DY DIRIYAN 711 D212 12KD T2 DWW 01502
02 WnRwn MY DWI 2793 1p7va ,SKIWA NN AN NDBNnT NIRRT ooy
A23 WA T 1AM 01T DIRW DIRWA 1010 QAT 1IN0 TRmD KT

AXIKT NINK APan MAINRn mon AP RIT N2DW T

Julia Kristeva, “Women’s Time,” translated by Alice Jardine and Harry Blake. 1
See: http://www.profligategrace.com/documents/Grant/Womens_Time_Kristeva.pdf

,23.6.2011 ,”NAW” QO ,[IWKI NP ,"7Ta01 A1an” TR oK 2
./https://musaf-shabbat.com/2011/06/23

Luce Irigaray, This Sex Which Is Not One (Trans. Catherine Porter), Ithaca, New York: 3
Cornell University Press, 1985 [1977], p. 210

/18731215 DY nwormbi ]'\17'1171'[731-[ oMM D’UP""JWU‘? N1"1" NMAo 1727 3T mbny 4
.188 'y ,(2004) 25 NP1 TMIXKMN

197w n5ann 3 /2NN Ny A Swonhwan mmm ‘NP’ 1377”7 ,0172 NAnT 5
79 @YW/ INTM WK W MR D13 12T T AWK N1 (NDMY)
.308—288 NV ,2003 ,0MIX

owb amay answn b T2 RW112 0 N7 03101 1197517 , VN0 17172 XY 6
,01M8 5371 ;2005 N7V FTVIDIAMNKT ;YW 101019707 MBPIT IRIN N73p
n%ap oWY 7MY /ANNMT KRS §10 N171Mm 0y N1mIkS NNt 0w nTmnnm
2iN2 1NIIWY A5KN=112 T TIDIY 52011 97K 712 NLIDIAMNIX A NP7, R0 IRIN
,]R0M AKIN ﬂ‘?lp owb 7Ty ,/7NTnTo Ny 01wl SW nwnnnm 1o nna 0 wha
.2013 N2V FTLIWDNAMIRT 05w

/M0 NIDDT "W2IN 27p2 NNINK ‘N3N Nohnn’ n55nn ox” ,nNay NnyTa 7
.164 'y (7O0wWnN) 17 D'WIMN 021172

.67 'ny (v'own Mwn) 75 ATy 7T NTIAYY NTNAK 7YY ,Y31p02 2T KA 8

.5.9.2010 ,”07MHYD” ,YIRT /2am5Iwi F19IK nT702 D avon Tyha 9

N12N” YARIT 27T MWK YWD NNMMK NINK M¥75 TWHR DR ,'[7319"5 nw 10
.2.7.2015 ,"N1anK1

Fall N'Goné, "Providing a Space of Freedom: Women Artist from Africa," Global :ix1 11
Feminisms: New Directions in Contemporary Art (Cat.), London and New York: Merrell and
.Brooklyn Museum, 2007, pp. 71-78
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(2016) “NIMINMA NI QWA 7770 TAKRS 7Y (172 0w L1993 N5 M5 N
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0¥ OIRWI NIMMMPIRT YRIK 2172 7187¥!1 NO1NWN K41 ORI 71573
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MnTS N mmSyon Naraw ApyT N N0 070 MY W 5w nmTa
JTTIAT AN DR

D™TpY MY VY NTTIN DK M5 N Swomny Nk pans 1o
"2 ,/Myn N A Ypd .NTInm DTN TAn2 0'WwIT 0ipn Sy Xp vpy NN
WY1 KT V1T 73RN TIIKY 1907 SW 1T 01 0P D Y1Th MSRWY KW
071357 5y 9K TR M2T WY 1D 1D .AND1 1AV 1T TN wansa nva
K91 MWK T A9K 0% Sw Dn'wRa DX .DWAT 1MAYW 01550
LMD Y11 19IKA 070NN/ 0090 99w 0w 2177 AIRNAW M, NYTIn
1N1135% (Nw A1 1w 5w NN DR TIAT 1o 5w 1manT 1om g Sy
WS oA™Y AWBK (2 ADINAYN YInT MM NN 1Ym X7 1K 11w o
M3 1IRNY 1013w 15va nTon 1171810 ALIWD NNeIN (1935-1883) MNMW
W 1R 3735 [INST ORI IRV TN
oM 1 MKRDY TNon Sy T DM yhayn NI WK 1MR0na
T30 537 0INRA % ,AwRS M AN Swoamni ym o nx XSS nTpnnn
TMDBMW NKY N2y M5 e nx 5mmm (172 17 0%in) b 75n na
MWK SW TRyna oM 150 NINMWYNT O8N0 M2pya LNmbT NN
5 1R TN T5S naban Mynw nKn 01%3%3 0Pwpn IXYIND N0
Mo a9 npY yim (nna noreb mayb nroprmnmx 0wl wam ow Sy
;07555 Ao N3 TS5 mwan dnn N n pain SwoanpTpn oy hona
TMWS DT Neon NR XSnY 13 7% mpoin” 1 a5 an npoyn pona
e nb5y abownS aprwn 1o YK mvein 2mn mnebh oaan nx
;2909118 A¥N ¥ (D01 AP0 PNLRIN) N127N NN NIT MW Ny
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nMoRA [TV R pMyaY [ aval R L niobs abswin wo ow 1w

T5nr 537 185w 571 nkn Sy voanta owab n Tnbn MoK 55aa nvmnn
1IT2 AN31 ARWIT A LT OYbR (R7Y D 0I0) “MShn mSn 15Ky N na
TV PpMyn ANWRIT DWW NnAbml MyNsT NKT DY TR TIRY 1900
mant SwoomyrmTmnm v hT nMaanaS mam o e R TIRA
1INMI0RT N
W2 N1AT A2 NyTnn ey mamS Mmw W ayhan AT apna
M N1 TIAT N3 A5 5710 1725 [IXWT 9910 NAKIWI N0RITINMR IR
1AW ,21pRIPA ApYr N2 SW PIWRAT B0 N2 DK PN KYT,1917 NIWA 191K
TNM2W (ORI BN 1M 510 MYIYPM wTIp * 1S N1 wam ohwy nmms
KAW DIWWIAT D™ O . nnmS 0N ntbKa , N1TanaS nyasa R 1w
1731 K377 NX 0571 DR 210 W XIynS DN 1M1 Wi 0rTnd

,2016 ,1 "5W 111 19 m M5 R
30x40 ,72 Yy "SvrT OB

Yehudit Levi, My Marilyn Monroe 1, 2016,
digital print on canvas, 30x40
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DMIWRIT NIMTI KD 13 .715K 1M 1S warm i 0w R TIN N2 Nk 1nbh
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.0Wwi5 wnn

,TVDIRTTIRT NDIATMIVDT W Swa 557ya vib 1w SworwaRiT et
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TINITM5NN TNRNYA WP AR 171w .NMAY57 AND1Wwn 01N21 NIMIYN 7071
R .19 K 71025 MY Sy mRw” ;nmpnw N1Toma TN N SN kOw
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MIMyN 5y ¥191m KIT) 7121¥775 991 IN1NK WL YW IN1YYn R0 03
Yayan myw ,mme 21ya 02w AR WK 0702 NIRRT (ApYT N Sw
Y2135 NAnn
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Nywynwm a5w-imna aipn NI JNRNMWT MyYnRa  Dmwn onnnn Sw
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IR MY (2016) 7210 YN NITIAYT NYT0A .DITW NMAI0a 7T RIin

YWY OITN2AK) WK PIAT 5w annon 5 Sy 11y vana 1Nt AT Tomn DX
95 NR wrIpnS 0M25 AWwsKS 1D DWAT NTAY DR MWW (1953-1878 ,Y1p
185w " TNMDAKT DL YA Yy AN MR KT LW TN Tnthh nanr
ANPIAT M5y N5Rwa 0po1y | 1DIRS WA DIpna AWK TN 12 0 Tl
,7VDITMIIR VIR 51D 12302 NWHRNWN KRITAKET N ynt apionm Sy anmna
WO [DIRA VD M SAYIND NAMRWT NYTINT AN 77T AW
WK DIWAT N0 KT ,A5vn 5w ,NHo1 NNTwA 1310 1R NnTya My
DW ,”M1330MN71” NP TR 7202 MNAORM W 72 R¥Yn) D01 [pI0% W
(2016) TANTON NARS ASKRWW

27p2 MM DMWY AW T NINNDRT NA3M N12ophen ik namw b
7TINT y%Ipa NIV IR [TNI2pYAT NINBI0A 1T MINWKI NI DY
AN .JNN2MA 12mIBa 11T RS DTpW Dr1avnY ,ana R AnMmpn 191K W
,NM5VU011 ,NIVTIORTTIR NI TIMT N5 N1INKA PR MR 15 K3 D0 1
£,172772 NDMANY N727K)

MAT% 1M ,TIWNA NINAA 03 MRS MmN NTp) Sy ayhiavn o b
LN 7, MAMAT (5372 2N NWATR DR L1961 N9 RTIK 530 Nk
NAR2 °.NINWT NIMNRA NI D722 WA 107 YW mynwn 11phn NX
WKI TAY ,PIMT NS IR N1WA NIRIOMS 11 51 1,2y (pvTR L Tnmavn

,2016 ,N15201NN1 ,M5 NI
40%60 ,72 Sy Hv1T OO

Yehudit Levy, Complex-Ridden, 2016,
digital print on canvas, 40x60
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43x72x2 TN NSN ©BTT,2017-2016 ,72KXD7 72 DY MYV [p177,1°OpYD IR 1 mn

Moriah Eder Plaksin, Self-Portrait with Bar Refaeli, 2016-2017, 3D print, 43x72x2
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40x60 ,N17Mn 7151 %Y MNP ,2017-2013 ,OW 1K, 71D 511K
Avigail Fried, Somewhere, 2013-2017, embroidered plastic wrapped tablecloth, 40x60




7TIn N0y

12257 naxkyna Yw noataton oyvaann

V1IN AYMN "70WN V1IINW 131N 1127 I'NYN N2°YN 770 My (2015) I_O aN'nmia
M2 M719011 "YU TN 771N 7w NMIMYNn 7V Nooanm nyawim nmnavin Jranao
, 0’701 0"M0 O™V0 0'WO{7V1 1T N727M MT'0NN 07191 02N, mymn
21NN "TIN'77 NMW7 N0 NYAwn .OMNN 0N 0™m1 0™N'719 0'0i7011 71011
VIW D{7MIIN NWUN'7 NN NUNNNAN N*'NYNN .N212102 YY1 100110 2NN - 070 M WUnn
27V NNYAWM NY1INN NN MIX1I MMy anina

"W, 1"W1IN MNT N10N N12N0NN A'70Wnw 721V 10 078107 17711 N7 INT DY
Oj70Mm "¥0n"n mMynwn nn .nN11 172 1IN MW N1 OTND N 01V TWN M2 1IN
N'IW 11" NT{721 MNTN ONN :0MNA - 12¥07 NMw1an 207N N77 3110 1 7y 0"7ymnn

27771 7Y IN NTUOFN 7V NTUN NMD7W NDW IN M1 X IN O3 M1 en

TNINN7 MMITZNA TMWUN 21X 1717 - 2007-2003 ;/Mi7N NN 07711 - 1982 {7710 nA"Y
,1171 NANN1 "U7NT "0 130 N'22 NMN7 NMN3a N7V - 2015;0"7W17 78781 21X
172 .11171 NANN2 N7 MINN MAVN MUWi712 VAW 0730 OV MIT'W21 Ni7°3m anm

JIT1V] M7 Ny MnN'wl N1 11071 00xnN1

TNTNDT NI ANTINDOND NI

46



[ R ——

'IJ.

(110x150x150 :191¥B1) 110x25x25 ,"2NWN Y111 , 73 ,2015,1 0,57 vy
Tziporah Mendel, 2015 ,1 0, fabric, electric motor, 110x25x25 (in action: 110x150x150)
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90x30 ,72 7Y (AW 70877 ,2016 |1V MY DR 5T
Julia Aronson, A Passing Dream, 2016, diptych, oil on canvas, 90x30
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OMIw™ N0 ,2016 71791 Sy 01K 1o
29.7x21 7™M 5y onp 19w vy Svopa
Julia Aronson, On Zelda, 2016, a series of
pastel, pen, pencil and charcoal drawings, 29.7x21
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OMIw™ N0 ,2016 71791 Sy 01K 1o
29.7x21 ,971 Yy DD DY by Svona
Julia Aronson, On Zelda, 2016, a series of
pastel, pen, pencil and charcoal drawings, 29.7x21
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T2 P @YY PT 10:00 IRITN ,2017-2016 WP 11970 S
Yael Serlin, Kaddish, 2016-2017, video, 10:00 min.; photo: Doron Oved
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85.5 VP 7171 Y IKSIP DM WAY L2014, NWTYIAIIK TTIR

Andi Arnovitz, Vashti, 2014, watercolor and collage on paper, d.: 85.5
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,2A7¥N ,2015-2014 ,07131 N1NK ,Y?219K "M1IR
76X56 ,111 Sy DM wan 70 Y¥N ,AvronpR
Andi Arnovitz, Mothers and Sons, 2014-2015, etching,
aquatint, soft ground and watercolor on paper, 76x56
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NIHYATT NP 2011 ,0MW 504 MIMK PRI TTIK
K”3 120x45 772 0" MDN DWIM D5Y Y10 7171 Sy

Andi Arnovitz, 504 years later, 2011, digital scans on
Fuji paper, hand sewn leaves and threads, 120x4S each

57



"Mynw-1T11"'1111 7y

qyw 115 nno”

I M2"WN 200 N7 071910 12211 071N NN N T 0730 100 0002 1NN1 120N0 00
1770 0"MVWA 172 MINANN "NYNW-1T1 03 7y 7w mmay Jnon 7w annan w7
2T N'7°0NM Tin7n 0719 7w UNoND YTINTIN'A 7N XY 170 YN ,aT7 Jnuym
720w 00NN 7V 0°00120 0111 "W 11203 0NIYN W7o "o Wwn "Tny
72NN NN 2T 01A00 PTIN 7N ,0'WN 72 DYNA NTTTM 0™ 0NN T 1IN NN

NIN MW7 1772 NIMA MYNw=1T71103 0w 0107 N3 070 0w mwy 7w
N17°7an 100 WW 7W 0T 1701 NN LTTNTAYA M27A .0TMMayy7 omuam'zan ovwn
N0 N"1 ,7wnY N3) 0Man 7w 0nmTi7 ‘78 ImN w7217 W 7w 1 TRnY MmN
,O"7W1T2 NN N0 IMN 2N TN TN IN D210 N (07w nwn 3
NNA - NN WWN 1Y N N7 N 2 .07152 079 71222 1IN w7 amTa

17 am 1y 7w 07 NN 07197

N77Nn1 M7 NN N*7wWnin - 2006 ;0"7W171"1 17711 - 1980 "NYNW 1111111 7V°
TTIVD” NIN1272 112M MAW 782 N72.0°7W17° ,7N732 211 TTINRNT TN NNNT

JU070 MINNA N710°V7 '7°2i703 N27mM NINa INTM Tin'72 Nizoy " 17wn

13Ty

58



,2017 ,ITIART TIIRY 1 YyNnw.=7T71°2072 Sy
200x120 ,017TR LIM APMAD Sy b 1T yay
Yael Buchbinder-Shimoni, Tseno Ureno, 2017,
hydro-enamel paint on Formica, and red thread, 200x120
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X2 110x90 ,MDF 71171 ,2016 ,7377 W11 — 131K TIRY ,'[73'[511 mna/p

Ken/Nechama Goldman, Tseno Ureno — Expulsion of
Hagar, 2016, MDF cut, 110x90, each panel

<K 63-62
40x30x20 ,51712 VI 77711 0171 ,2012 71377 (110 ,1737‘71;\ mna/p
Ken/Nechama Goldman, Siman Heker (Hallmark), 2012, paper roses, wire, 40x30x20
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Nunwn N7 ,A¥" ,2017 ,i70"M3/Y"Mp ,11pn K5 NmMmax
Admahon Mekonan Galaor, Mascot/Yearning, 2017, installation, varying dimensions
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Batnadiv HaKarmi, Bibliodraw, 2013-2015, mixed media

on paper, varying dimensions: Exodus, 14.5x21, Conté crayon, 42x15
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Batnadiv HaKarmi, Bibliodraw, 2013-2015, mixed media on paper,

varying dimensions: Deuteronomy, 42x15, ink, graphite, Conté crayon, pencil
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46x70 ,y1X ioyn ,2014 ,1"1X¥pP2 NAW L2722 T
Noga Greenberg, Shabbat in Qazrin, 2014, color photograph, 46x70
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26X39 1”1 35 yay 01o¥N ,2012 (" T2 712000 Twyn” 71Nn) Nana X55 2n21m3

Noga Greenberg, Untitled (from “Work of Chariot with
an individual”), 2012, 35mm color photograph, 26x39
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Noga Greenberg, Untitled (from “Work of Chariot
with an individual”), 2012, 3Smm color photograph, 26x39
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40x60 ,177T NPTt N2 D15¥n ,2014 ,KAK 11717 i Sy
Yael Horn Danino, Father, bubble jet printed photograph, 40x60
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80x120 ,1"7 N1t NOLTTA m5¥N ,2014 ,NDI3T 13727 i Sy
Yael Horn Danino, Laundress, 2014, bubble jet printed photograph, 80x120
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60x48 ;171 HY 11D ,2010 ,JPIT DY WK — MAYIK 1115 Suapma mvn

Raya Bruckenthal, Lady Olga — the Bearded Woman, 2010, pencil on paper, 60x48
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Miryam Vilner, BsD, and this is a Terrible and Different Story of a Jewish Woman and

Redemption, 2016, mixed media on parchment and paper, 46 pages: S pp. 8.5x39, 41 pp. 18x24
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Miryam Vilner, BsD, and this is a Terrible and Different Story of a Jewish Woman and

Redemption, 2016, mixed media on parchment and paper, 46 pages: S pp. 8.5x39, 41 pp. 18x24

82



(Wl dalclal's/ & Jaf JAal o A o 2 Al o A Ay
MN NN N MNN NN NENONGNGN NONCNGN NN

NNKNNNNNN N NINNENNON NONCNENENG
2387 “5"?[' iV A SE WEN

e YNE IRAIE afea FOMIN A7 ]
G“P ht!ﬂt e i;—-l : PR oy a0 Ui'f'b"_nlf:

;\’mn:-a;}éu

aphada e
Jine _mloeun [ =i
o Fiw e T
yvia G e F
aEE . W
f& _nisitn
ke Fona

LAE

T
TR v

A 2
vl Bt ey,
\\\\“‘qulfn;h’ -'/,“
W L
VAL L 7
NN b

H-’"’; I1H.N:N'.H'JV+
'1‘? gl 5 B el | ‘:
TN NNNHNN AR g AN R

|3 Boqn

,2016 ,717183 5¥1 )7 na Yy A% XxMa 11870 1N, 1702 151 0n
24X18 :DTTINY 41 ,39%8.5 D™ INAY 5 DT TIAY 46,7111 S q‘?P 5y namyn [izah ]
Miryam Vilner, BsD, and this is a Terrible and Different Story of a Jewish Woman and

Redemption, 2016, mixed media on parchment and paper, 46 pages: S pp. 8.5x39, 41 pp. 18x24

83



i1T7 112 "N

MYy 1Ipn

Yav3a O0MINMONN 0°¥AN MYNAND JMNYTINT0MA MNann 0°aN"n T 103 "\n 7w D NN
071N TN7 "IMNNTNXNN 07190 7w ,Y1M 02 7W MY aT7 102 1NvAN 71200 omT
Jmnim MmN 7w NT'N7 NA'NWN NN W2A1N71 WNNnT7 NWizan N,y L aman™niaan
NN 7y MNNn NnNNIWnN1 0120 7w MAavon NN 11N N L,(2016) 1'Wil VW 1Ya
“TPNNMN N1AWN 1'27 "0 M0N0 Ya1 12 NN NIXT 1MNw N'7°am 17*anin nnan
QNN NINAW 01 010 7W minn

(NMN'0) Nn'* 7w 0'VO{7V0 OV M12N1 MNNN ,(2016) NTAN "Y1 ININNA NN TN 7Y

N "TTI3N N2'WNY NNAnN TN AW 1737 7T MU0 MM amn 707N
UO70Nn MWEYN 7700 NA AN AXMAN N3 077 103 0T0Yn Mannn Y7 /anm: now”
W 17 N2'A02 7 N1 N30 .70 N2 NTING Nwyn” 170730 10 *20 7w 1a°0 - NN
2NMNTA 1'370 N 7700 127 1NN 0NN LT 103 70 00w 781 103 010901 10ann

JTi701 N1 N 27TAN 7Y 070 017 W 0N

1021 OND Y NN 20 N0 WI7W N3 AT O0°ND 0727w 0110 NOT

2 TYDM OND MATZ 7700 U0 NOI0 WAWA TNAT YAW 07 WY 12 0000 077 [03awa
AN A7WINIMAAN "3271 AN 1237 MW Muinm oinin 03 07vn Nn Lagini mTzYy
MU ANN OV ORY7WN 0TI 7Y N3N NAWE AN (2013) MT7* NTITIA ANV 71T

‘7w A7N2,(2016) M{7NN NN .N7WNIMNND'NI NN MN7Wn 10107 NV MN 72070

M2N YW N1ANYNM MV7n N77'7 700 ,(0°¥17 111 IN) Y17 112 NTITN 7Y 0NN 7700 N1
TN37 NXN1,ANY "2 AmT . 1320 112 INNNA Nw17w n'7nwin NM7N 0770 *NND .02
Oy MNNYNin 7w 0w INN7 .NN1PWeN 770 N'7307 Mi7n - ONNTOWNM 0770 - 170w
LN *7'70 72 NIN 12NN "IN 17 77210 MAn N .NXY 1777 N2min 77 102 ,0MT0n

JINN TN MMWND OIMN TAND 10 M7 AN TN NIND 21X 01TW Tinya
N7 - 1996-1995 ;7NW7 NN'7Y - 1973 ;2"NIN N7'0{7707 1M1 7711 - 1968 :1TT 12 "IN
,MNNN 7100 N"12 1IN NN 7170102 017 - 2013-2010 ;NN N'7'72121 MINN7 Ni77nna

70 1w NTAIV 112 .2"AN 7N

marnmT

84



120%90 72 YV AW ,2016 ,DIpN ,ITTT [0 "aN
Chani Cohen Zada, The Place, 2016, oil on canvas, 120x90
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60x70 YV DV 0w
Chani Cohen Zada, Self in

Childhood Rocking Chair,
2013, oil on board, 60x70
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"PT 6:50 AR NN DM ,2015 M7 P [UWPIRD 1IXD

Lea Laukstein, Lunar Eclipse, 2015, video frame, 6:50 min.
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Lea Laukstein, Lunar Eclipse, 2015, video frame, 6:50 min.
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Lea Laukstein, Lunar Eclipse, 2015, video frame, 6:50 min.
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70x180x95 ,N2371YN 1P 13V ,2016 ,0"IM) XD ,MRA 5170
Sigal Maor, Kisse Rechamim (Throne of Uteruses), 2016, mixed media, 70x180x95
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Sigal Maor, Am I a Strong Rock (Tzuk Eytan)?, 2014, mixed media, 60x70
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‘P 9:00 AR™™M ,2012 ,N79751 135 nvan

Hagit Molgan, Flute, 2012, video, 9:00 min.
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‘97 2:25 AR ,2017 UK 1AM NN
Hagit Molgan, Nabat, 2017, video, 2:25 min.
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Ruth Kestenbaum Ben-Dov, Prayer Rug 3, 2003, oil on canvas, 125x80
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Ruth Kestenbaum Ben-Dov, A Winter Painting
of Faith and Doubt, 2016, oil on canvas, 71x149
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Ayelet Dora Saperia, Covered, 2017, stoneware, 27x24x6, 27x28x14
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Renana Salmon, Self Portrait, 2015, oil on canvas, 120x90
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Shulamit Etsion, Center of Gravity, 20135, fabric and wooden frame, 116x46
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Haya Fierstein-Zohar, Angel 1, 2016, photographic collage, 41x30
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Haya Fierstein-Zohar, Abraham and the Angels, 2016, felt-tip marker on paper, 30x41
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Ruth Schreiber, Progress At Last (My Personal
Bookcase), 2016, installation, mixed media, 10x60x60
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Ruth Schreiber, Be Fruitful and Multiply, 2011,

installation, mixed media on paper, varying dimensions
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Miryam Vilner: Murders that Would Bring Redemption
to the World / Einat Rubinstein

Prima facie, Miryam Vilner’s BsD, and this is a Terrible Different Story about a Jewish

Woman and Redemption (2016) looks like a comic strip. However, as a matter of fact,

it is a manuscript resembling medieval illuminated Jewish texts. Despite its outward
child-like simplicity, the work’s narrative combines complex philosophical musings with
quotes, allusions and references to rich biblical and Kabbalistic Jewish literature as well
as to world literature. Another strong influence discernible in Vilner’s work is that of the
punk subculture. According to her, there is no contradiction between the punk and the
Jewish worldviews, which rather complement each other.

The strip’s plot focuses on the unconventional person of its protagonist, Malka
Magenza, who seeks to bring redemption to the world. Malka is a religious, intelligent
and learned woman. Her features resemble those of the hybrid creatures from the 14th

century Birds' Head Haggadah. She discovers a way to redeem the world in the Jewish

writings she avidly reads. The phrase that guides her appears in BT Sanhedrin 98a:

“The son of David will come only in a generation that is either altogether righteous or
altogether wicked.” She opts for the latter alternative and concludes that if the world is to
be redeemed it must be made entirely of wicked sinners. Therefore, she decides to kill all
the righteous of the world and leave in it only sinners so that the Redeemer will come to
Tzion. Henceforth, the comic strip depicts her killing spree in anticipation for the awaited

redemption.

Miryam Vilner: 1982 - born in Givatayim; 2006-11 — studied art at Bezalel Academy of

Arts and Design, Jerusalem. A member of Studio of Her Own, Vilner lives in Pnei Kedem.
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Yael Serlin: “For the Sin, which We Have Committed before You” / Lilach

Bauer, Ella Banyan, and Haim Maor

Yael Serlin’s works deal with her perception of her current and childhood homes. As

a daughter of divorced parents, who has turned to religion and built a new home for
herself, she thematizes the crisis she experienced and her personal, necessary voyage to
building a family and a life of her own.

In her video artwork, Confession (2012-16), Serlin intertwines her past secular life
with her present life as an observant woman. Her secular relatives are seen in the video
as they recite the Confession Prayer from the Kippur liturgy (“For the Sin, which We
Have Committed before You"). As if it's Greek to them, they are unable to properly read
the text, and stammer and stutter. In fact, they confess a sin unbeknownst to them.
One may wonder whether their stammering results from their unfamiliarity with text,
or from their ignorance of their purported sin. Examining closely the Confession as
it is recited by people who don't know it, the work reconstructs and reinterprets this
ancient prayer.

Her video artwork, Kaddish (2016-17), depicts ten women saying Kaddish - originally
a male mourner’s prayer. Serlin shows the praying women without revealing their
full identity. They are shown with their faces pixelated like women whose identity
is protected and only their voice is heard as their faces remain unidentifiable and
unspecific. Usually said over a close deceased relative, here the Kaddish becomes
an inner eulogy of the women for the dead part within them and a call for self-
empowerment. The work that started with the shooting of abused women produces a
new reading of the prayer from a place of strength rather than weakness, of rejecting the

dead part within them and sanctifying life and its continuation.

Yael Serlin: 1983 — born and raised in kibbutz Yir'on; 2010 — graduated with honors
from Michlelet Emunah; 2014 - earned her MFA from HaMidrasha Art School, Beit Berl;
since 2017 - Head of the Department of Art, Michlelet Emunabh. Lives in the urban

Kibbutz Beit Israel, Jerusalem.
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Ruth Schreiber: Second Thought / Keren Stein

In her work, Be Fruitful and Multiply (2011), Ruth Schreiber shows a wall laden with

images of ornate ovary-like sheep heads. The association thus created between female
reproductive organs and sheep or sacrificial lambs alludes to the sacrifice sometimes
required of women wishing to become mothers. The aesthetic ovaries are neatly
aligned. Their materiality, colors, quantity, and repetitiveness take them out of their
immediate anatomical-gynecological context turning them into showpieces, jewels,
and ornaments. The latter two, as is well known, are also associated with women and
their status.

In her video artwork, Kasher, Kasher, Kasher (2004-12), Schreiber documents her

personal-private ritual before and after the tevilah (immersion in a mikveh bath): she
takes off articles of clothing, brushes her teeth, removes her nail varnish, etc. Only
once the process of her physical “cleansing”is completed, can she proceed to the ritual
symbolizing the purification of a niddah and the end of the woman’s untouchability,
which renders her “pure” and fit for conjugal relations. Having put on again all her
seductive supplements - nail varnish, lipstick, jewelry — the woman at the end of the
video does not differ from the one seen in its beginning.

In Progress at Last (My Personal Bookcase) (2016), Schreiber has divided a bookcase

into historical periods. On the shelves, she has placed hand-made booklets, each
bearing the name of a Jewish woman, who has had a significant influence on Judaism.
The bookcase demonstrates the transformation that has occurred in women'’s status,
who are increasingly considered erudite enough to teach others. The upper shelves are
almost empty, the middle ones are partially stocked, and the bottom one is bursting

with books.

Ruth Schreiber: 1947 — born in London, UK, to a family of Orthodox Holocaust survivors;
1976 — immigrated to Israel; 1995 - earned a diploma in History of Art from Birkbeck
College, University of London; 1998-2001 - postgraduate Museum Studies, University
of Leicester, UK; 2003-5 - studied in the MFA program in the Department of Ceramics
and Glass Design at Bezalel Academy of Arts and Design, Jerusalem. Lives and works in

Jerusalem.
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drawing of a red uterus. The tattoo-like drawing is imprinted on their faces like an

eternal mark of Cain, or a seal.

Self Portrait (2015) betrays an influence of classical portraiture, where more often
than not an attempt at ennobling the quotidian is discernible. In this genre, the figures
are brightly lit, frozen in time, their gaze fierce and their gestures noble. Salmon relates
to the paintings of Vermeer and adopts his perception of light and of the human figure.
In her opinion, religious figures often have a noble dimension to them deriving from an

inner force that overrules everyday evils.

Renana Salmon: 1983 - born in Petah Tikva; 2004-5 - studied Jewish studies at Midreshet
Reishit, Ma'on; 2005-10 - Bed summa cum laude and teaching certificate from Michlelet
Emunah, Jerusalem; 2013-14 - postgraduate studies at HaMidrasha College, Beit Berl. Lives

and works in Ramat Gan.

Ayelet Dora Saperia: Covered / Adan Amer

Ayelet Dora Saperia’s ceramic sculptures present headless head coverings of
Orthodox Jewish women; the women wearing them are transparent or absent.
This sculptural series refers and responds to the important role played by the head
covering, its color and shape, dimensions and patterns, both in religious and moral
contexts and in the contexts of the social, class and gender identity of the observant
woman. According to her, when a religious woman finds herself in a room with
different people, all they notice is her headgear, her hallmark as a modest observant
woman. Her inner human traits become meaningless and insignificant, the only thing
that matters is her outer identifying mark indicating that, indeed, she is a “religious
woman.”

The sculptures were made after a deep inspection of the special tying method of the
headscarf and the winding movement it creates. The omnipresence of head covering in
the life of the religious Jewish woman lends it vitality and transforms it into a sort of an

animal complete with identity and character of its own.

Ayelet Dora Saperia: 1989 - born in Jerusalem; 2010-14 - studied ceramics and glass
design at Bezalel Academy of Arts and Design, Jerusalem. 2014 to the present - a

member of Studio of Her Own. Lives and works in Jerusalem.
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before she got married, she met with kallah teacher, who explained to her the laws of

niddah and tevilah. Her exhibition and video artwork scandalized the Orthodox sector
because of their overt critical tone.

In her two video artworks screened in our exhibition, she continues with her
investigation of social constructs and open and hidden symbolic rites of initiation
into womanhood. The video artwork Flute (2012) presents a girl in red dress with
two braids. The girl plays on her flute Beethoven’s 9th Symphony. As she plays the
piece, man’s hands undo her braids, and the music becomes increasingly dissonant.
Subsequently, while the girl, now dressed in white, lies with her eyes wide open, the
music becomes deformed and sounds of burning are heard. According to Molgan,
unlike initiation rites of boys, the girl undergoes a violent rite of initiation and passage.
She loses control of her body and soul. An unidentified man violates her body. In her
video Nabat (2017), a woman circles her body with sugar crystals, called “nabat”in
Arabic and served with piping hot tea. It is unclear whether the woman is imprisoned
in the circle, or waits for redemption like Honi HaMeagel. Molgan includes in the work
a tea ceremony, in which a girl who has come of age offers a tray with a kettle of tea
and nabat to male guests. Made specifically for this exhibition, the work was inspired
by in depth reading of Qanun-al-Nisa by Rabbi Yosef Chaim of Bagdad (the Ben Ish
Hai). The book’s 48 chapters, written more than a hundred years ago, deal with female
self-improvement. In the work, the artist examines the connection between century-
old codes of behavior and current canons. Her conclusion is that both are based on

the idea of policing the behavior of girls, women and mothers.

Hagit Molgan: 1972 - born in Petah Tikva: graduated from HaMidrasha Art School, Beit

Berl. A member of Studio of Her Own, Molgan lives and works in Jerusalem.

Renana Salmon: Put Me Like a Seal / Alona Ginsburg and Shelly Roitman

Israel’s Orthodox society glorifies the woman as a mother and a wife. In her series, And
If There are None? (2016), Renana Salmon thematizes the import of giving birth for the
self-esteem and self-fulfillment of women wherever they may be. The series presents
four Jewish women: Henrietta Szold, Sarah Schenirer, Nechama Leibowitz, and Zelda
Mishkovsky. These four women, who have left a mark on Jewish society and Israeli

culture, were all childless. To the face of each of them, the artist has attached a stylized
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Zipora Mendel: The Twirling Movement of a White Skirt / Rana Massarwa

and Reema Massarwa

In her installation, O | (2015), Zipora Mendel presents a twirling long white skirt powered
by an electric motor. The work was inspired by and based on the artist’s interest in
meditation, conscious body movements, Hasidic and Kabbalist writings, Moslem
mystical Sufi rituals, and other spiritual and religious dances and rituals. Another
influence discernible in her work derives from her industrial design studies — the
installation was designed and is operated as a machine. The motorized skirt is actually an
object moving in the space and its motion informs and produces its shapes.
Nevertheless, the absence therefrom of a human, female or male, figure cannot
be ignored. The human wearing it is transparent, or invisible. What is the meaning
of motorized “show” and ritual, devoid of human agency? The interpretation of the
installation remains open-ended: is the absent human a ghost, or a spiritual being, and

does its transparency attest to ecstasy, or to emptiness?

Zipora Mendel: 1982 - born in Petah Tikva; 2003-07 - studied industrial design at
Bezalel Academy of Arts and Design, Jerusalem; 2015 — worked as a Torah teacher at
the Mitzpe Ramon democratic primary school and co-initiated and co-produced, with
photographer Shimeon Bukstein, local art exhibition. Lives in Mitzpe Ramon and works

in antiques conservation at Avdat.

Hagit Molgan: Impure Blood, Sweet Sugar, and Pure Woman / Rana

Massarwa and Reema Massarwa

In 2004, in her solo exhibition “Not Prepared” at Kibbutz Be'eri Gallery, Hagit Molgan
presented an installation and a video artwork entitled Five Plus Seven (2001): seven
women wearing white dresses with an exposed square in the navel area marching in a
single file. The women walk through alternating blood-red and clean water vats. The site
and the repetitive activity resemble dystopian music videos such as Pink Floyd's “Another
Brick in the Wall” Among Molgan’s sources of inspiration was a text from TB, Tractate
Shabbat 31:“For three sins women die in childbirth: for carelessness with niddah, challa,
and candle-lighting.” Inquiring her parents after the meaning of the phrase as a young

girl, they always answered: “you will understand it when you grow up.” And indeed,
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is subject to a monthly cycle. Man’s conduct, on the other hand, is almost unchangeable

like that of the sun. In Laukstein’s video, the moon does not get any light from the sun

and remains in the dark: in a state of lunar eclipse that needs to be rectified.

Lea Laukstein: 1987 — born in Valka, Latvia; 2005 - immigrated to Israel; 2007-11 -
earned her BFA from Michlelet Emunah, Jerusalem; 2014-15 - studied new media at
Musrara School of Art, Jerusalem. A member of Studio of Her Own, Laukstein lives and
works in Lod.

Sigal Maor: Uterus and Mercy / Maya Daitch

With the Hebrew title of her work, Throne of Uteruses (2016) — kisse rechamim - Sigal

Maor alludes to the metaphorical concept “throne of mercy” (kisse rachamim), taken
from Kabbalistic teachings that refer to God’s merciful governance of the world, but
shifts its meaning. The Hebrew words rachamim (mercy) and rechem (uterus) have a
common root — 0-N-1. According to Maor, another meaning of kisse is the gathering
of thoughts and consciousness, whereas the uterus is the place in which the fetus is
“gathered” as it were until it is pushed out into the world. The piece’s knitted baskets,
representing female work, are emptied and filled like a uterus and are identified with
the never-ending labor of a mother. The work speaks of the mercy one has to show to
the world, as a symbol for our thoughtful consciousness, which was also manifested
both in the work and in its creation.

In Am | a Strong Rock (Tzuk Eytan)? (2014), Maor stitched onto an Israeli army

fatigue shirt the portraits of Operation Protective Edge’s kidnapped and fallen IDF
soldiers. As a religious woman, she turns to art to fortify her faith in the face of the
nagging question, why? For her, as a woman and a mother, this work was part of a
personal process of identification, empathy, and mourning that corresponded to the
collective grief that had descended upon the country in those days. The work is made
up of newspaper portraits of the fallen and kidnapped, some of them were torn as a

sign of mourning, while the others remained whole for posterity.

Sigal Maor: 1966 - born in Haifa; 1990 — graduated from the Department of Fine Arts at
Haifa University; 2013 - gained an MFA in Art History and Visual Culture from Ben-Gurion

University of the Negev, Be'er Sheva. Lives and works in Ashdod.
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of images and narratives from different worlds: Fortuna, the Roman, mythological

Goddess of luck; the saying “God does not play dice with the world," attributed to
Albert Einstein; DNA; the story of the boy who was sent by his parents to perform
the precept of shiluach haken and fell off the ladder and died. Seemingly doubting
faith, the artist nevertheless quotes, in the center of the picture, an earlier painting
of hers, Shema (1997), in which she depicted herself saying that prayer. Her arduous
quandaries notwithstanding, she reminds herself and us that she is still an observant
woman by choice.

In her painting, Prayer Rug 3 (2013), Kestenbaum Ben-Dov contrasts the Moslem
prayer rug with the Jewish parochet. Doing so, she emphasizes the difference between
praying standing and kneeling by inserting into the image the phrase “Know before
whom you stand.” She depicts herself in paint-stained work clothes, with her hand
holding the brush protruding from behind the columns-bars, saying, as it were, that her

quest for Godliness goes through her art.

Ruth Kestenbaum Ben-Dov: 1961 — born in Washington D.C., USA; 1979 - immigrated to
Israel; 1986 — graduated from Bezalel Academy of Arts and Design, Jerusalem. Lives and

works in Eshchar.

Lea Laukstein: Women'’s Lunar Eclipse / Alona Ginsburg and Shelly Roitman

In her video artwork, Lunar Eclipse (2015), Lea Laukstein shows the silence of battered
women in her wish to serve them as a mouthpiece and raise public awareness of the
phenomenon. She wants us to understand that such a situation might occur even when
there are no early signs of violence. The work is intended as a “wake-up call”to such women
urging them to realize their situation, and save themselves. The video was shot in five
different religious homes. The uninterrupted circular camera movement makes viewers
think that it was shot in one house. This house seems peaceful and tidy, but the woman -
occasionally appearing in it — is rattled. She is shown in movement, but in fact she is
passive, hidden, or shadowed. Her face is not seen, her wishes unknown, and her opinions
unheard. The circular camera movement demonstrates her daily, repetitive routine.

The book of Zohar likens man and woman to the sun and the moon. The woman,
the heart of the Orthodox Jewish home, is equated with the moon, which takes its light

from the sun - the man. The analogy alludes to the fact that, like the moon, the woman
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Avigail Fried: Challah Cover as a Parable / Adi Cohen

Covering the challah with embroidered or appliqued cloth is a time-honored Jewish
tradition. According to one explanation, the challah is covered so it won't be “ashamed,”’
while the blessing is said first over the wine. As a rule, the bread should be blessed first,
but not so on the eve of the Shabbat, and thus the challah is covered until it is blessed
and sliced. Among other things, the challah cover has come to symbolize the warm and
festive family Shabbat.

During her studies, Avigail Fried saw, for the first time, Edgar Degas'’s painting The Bellelli
Family (1858-67). The modestly clad female members of the family and the grandfather’s
portrait hanging on the wall behind them reminded her of a Haredi family and aroused her
interest in these females’ mental world. Fried's variations on the theme of the Bellelli family, a
normative middle class 19th century European family, are freely painted or embroidered on
challah covers. In her compositions, some of the figures are placed elsewhere in the room,
others disappear, and certain details in the background may change. Thus, the artist replaces

the original situation with that of contemporary Jewish Orthodox family’s Shabbat meal.
Avigail Fried: 1968 - born in Los Angeles, CA, USA. Fried, a member of Studio of Her
Own, lives and works in Nokdim.

Ruth Kestenbaum Ben-Dov: Stream of Consciousness / Amalia Medini
Ruth Kestenbaum Ben-Dov’s recent paintings present a stream of thoughts and

associations that inundate the canvases and reveal her private conceptual world. In her

Ki Tetzeh (When You Go Out to War) (2015), she reflects on the IDF swearing-in ceremony

and her experience as a mother who has sent her sons to the army. Venting her fears

and anxieties, she associates her situation with the precept of shiluach haken - the
shooing away of a mother bird from the nest before taking her eggs/offspring, so that
she would not witness it. The work’s title is taken from the Ki Tetzei weekly Torah portion
(Deuteronomy 25:19 — 21:10), which begins with words: “When thou goest forth to battle
thine enemies.”

In A Winter Painting of Faith and Doubt (2016), Kestenbaum Ben-Dov examines

her sense of existential chaos and incertitude as she questions divine providence

and fate. In this work, she takes an associative visual journey consisting of a mixture
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an independent, creative, female vantage point, instead of at its male-made abridged

version for women.

Batnadiv HaKarmi: 1980 - born in California, USA; 1983 — immigrated to Israel with her
family; 1998-2001 - studied art at the Jerusalem Studio School for Painting and Drawing;
2002 - studied at the International School of Painting, Drawing and Sculpture, Italy;
2009-10 - studied at the New York Studio School; holds an MA in Comparative Literature
from the Hebrew University, Jerusalem. HaKarmi, a member of Studio of Her Own, lives

and works in Jerusalem.

Haya Fierstein-Zohar: Between the Domestic and the Traditional / Savion
Nadav

In Haya Fierstein-Zohar's four works that deal with domestic spaces — Interior: Bedroom

(2013); Interior: Living Room 2 (2013); Interior: Living Room with Piano (2014); Matisse’s

Bathroom (2015) — the animate and the inanimate interweave with one another. The
big interior becomes a living, organic body, and its walls are strewn with biological
human-like cells. The empty space resonates with a growing, expanding, life creating
process gently revealing a symbiotic relationship between the house and the human
body. Fierstein-Zohar presents a productive dialogue between covering and revealing,
flatness and depth, emptiness and abundance, the organic and the inorganic.

The female figures in five of her photographic collages - Angel 1, Angel 2, Angel 3,

Sarah, and Eve (2016) - express the delicate tension between two- and three-dimensional
images, and between the traditional and the modern. The artist uses parts of urbanscape
photographs to create a modern, stereoscopic, dynamic female image that turns each

of the figures appearing in them into an independent heroine. The female angels and

Sarah reappear in her black and white drawings, Sarah and the Angel 2 and Abraham and

the Angels (2016), whose simple graphic style draws its inspiration from the antiquated

images of Tseno Ureno.

Haya Fierstein-Zohar: 1982 — born in Chicago, lll., USA; 1993 — immigrated to Israel
with her parents; 2008 — graduated with honors from the Department of Art at Bezalel
Academy of Arts and Design, Jerusalem. Lives with her family in Jerusalem and works as

an artist, art teacher and curator.
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The work BodyBoat (2017) refers to the female body and its functions in a subtler

and more personal way. A white boat cruises along the body of a woman. The female
body is portrayed as a vast space replete with possibilities, or as the serene surface
of an ocean whose inner storms are imperceptible. The material boat sails on,
looking for a navigator to guide it to its home port. Prima facie, the image, presented
as a still photograph, seems static, analogous to singlehood with its infecund,
suspended time. Yet at a second view, its tempestuous breath and movement are

revealed.

Shulamit Etsion: 1979 - born in Ofra; 2005-10 - studied at Bezalel Academy of Arts and
Design, Jerusalem; 2014-16 — MFA, Haifa University; Since 2010 - member of Studio of

Her Own. Lives in Jerusalem and teaches at Michlelet Emunah and Art Cube, Jerusalem.

Batnadiv HaKarmi: One Image Comprising a Whole Chapter / Galit

Neumann

Batnadiv HaKarmi was born to an ultra-Orthodox family and was raised on the Bible. Her
postgraduate studies in literature, offered her the first opportunity to write freely on the
Bible. Aware of the importance of Tseno Ureno - a Yiddish annotated translation of the
Pentateuch, haftorahs and teachings from the oral law, written especially for women —
she set out to combine art with the Bible through poetry.

“Bibliodraw — Drawing the Bible"is a unique project of HaKarmi’s personal, artistic
interpretation of the Pentateuch, integrating study, drawing, and creative writing.
HaKarmi revisits and reinterprets the biblical text of a Torah’s weekly portion, this time
in drawing. Each painting is based on one image that comes to her mind following
an in depth reading of one chapter. The image epitomizes for her what she felt while
reading the text. Into the paintings, she inserts texts written in her childhood language,
English. These passages deepen and diversify the interpretation, adding to it another
interactive dimension between the textual, the visual, and her own inner language
and world.

The project and its initial presentation — as a blog - constitute in themselves an
interpretative and social statement that opens a window to the Bible and its exegesis
on an online social network, the most egalitarian and democratic medium. Through it,

HaKarmi enables whoever wishes to do so to come out and look on at a Bible seen from
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Yael Horn Danino: Knots and Coverings / Gal Bitton and Einat Rubinstein

Yael Horn Danino shot the staged photographs of the “Knots” series (2014) under indoor-
lighting conditions, verging at times on darkness. For models, she used relatives and
friends. Like artist Adi Nes, she too draws her inspiration from familiar art-historical and
biblical iconographies. Having appropriated the iconographies of the Virgin Mary, the
sacrifice of Isaac, Cain, the laundress, etc., Horn Danino endows them with a different,
new meaning deriving from her own private religious world.

Her video artwork, Asuf (Gathered), 2015, documents intimate moments experienced
by some women at the process of covering their heads. The deed is recorded as a sort
of ritual that each woman performs differently, even though the end result is the same.
Describing the “backstage,” the video offers a sneak peek at what is taboo to look at -
married women'’s hair a minute before it is covered. Simultaneously, the women'’s voice
is heard as they explain what does head covering mean for them and what they feel

towards it.

Yael Horn Danino: 1988 — born in Jerusalem; 2010-12 - studied photography at Musrara
Art School in Jerusalem. Horn Danino, a member of Studio of Her Own, lives in Neveh

Erez and works at a national park and reserve in the north of the Dead Sea.

Shulamit Etsion: Naval Navel / Lilach Bauer, Ella Banyan, and Haim Maor

In her works, Shulamit Etsion deals mostly with matter — its place in the space, its
absence, and its meaning. The contents of most of them derive from her private life,
both from her late singlehood and the conflicts born of living in two worlds (the
religious and the secular ones). However, her multi-layered works do not thematize
the tension between these worlds, and although their subject matters are rooted
conceptually in religion, she does not pretend to represent it. In any case, as far as she
is concerned, even when she is working with matter, she is actually engaged with
the spirit.

Her work Center of Gravity (2015) probes the umbilical cord and the female
abdomen. The navel itself is presented as drawn inwardly, pushed into a dorsal space.
The exposure and the emphasis placed on this organ betray her interest in the navel qua

the “hub” and the life line of the prenatal fetus.
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and one needs to accept it as such, without making it an object of religious laws,

markings, and behavioral codes.
Ken Goldman: 1960 - born in Memphis, Tenn., USA; 1979-85 — completed his BFA at
Brooklyn College, and his MID at Pratt Institute, New York; 1985 — immigrated to Israel.

Lives and works in kibbutz Shluchot.

Noga Greenberg: Photography Between the Sacred
and the Profane / Savion Nadav

“Stairwells make us weep. And small kitchens.

Sometimes you see a fork and you just want to die.

There is no limit to the beauty of things. Stooped people. Trees.

All sorts of things in the courtyard (an old motorbike, for instance).”

- Yoel Hoffman, Curriculum Vitae (trans. by Peter Cole) (2009)

Shadow on the kitchen’s floor, picture above the sofa, dog on the beach, flying birds and
light beam are some of the many little soft moments that make up the works of Noga
Greenberg. Equipped with an old 35mm camera, she looks at our everyday world and
draws subtle connections between the scared and the profane, the momentary and the
eternal, the material and the spiritual. In her three light photos, Untitled (2010-16), we
become privy to her contemplative gaze in search of the beautiful and the sublime in the
flitting moment. A far away boat, the end of the photographic film, a pile of laundry, and
a patch of color construct the frail harmony of her work.

Portraying interiors (see, for example, Untitled [2014]), the photographs seek to

reveal the sublime and the godly concealed in everyday life. Greenberg is reviewing the
interiors of her own home as well as those of others, in an attempt to capture the sacred
and the beautiful, upper and lower worlds. Her images present the act of photography
as an intermediary between inner and outer worlds, the general and the particular, the

earthly and the heavenly.

Noga Greenberg: 1985 — born in Haifa; 2012 - graduated from the Department of
Photography at Bezalel Academy of Arts and Design, Jerusalem. A member of Studio of
Her Own, Greenberg is a high school teacher of photography, an artist, and freelance

photographer. Lives and works in Kiryat Ye'arim and Jerusalem.
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one can discern an influence of primeval landscape, carnivorous plants and

the Ethiopian culture.

Galaor Mekonan's installation Mascot/Yearning (2017) comprises clusters of dozens
of leather amulets of the kind discretely worn beneath the clothing by Ethiopian Jews,
especially by women. These amulets contain wishes and verses taken from Jewish-
Ethiopian prayers. Viewers of the work can read the texts written in Amharic, but
since most of them do not know this language, their meaning remains enigmatic and

mysterious for them.

Admahon Galaor Mekonan: 1985 - born in the village of Wogra, Ethiopia;

1991 — immigrated to Israel with her family; 2013 — graduated from the Department
of Ceramics and Glass Design at Bezalel Academy of Arts and Design, Jerusalem; since
2015 - teaches pottery at Oman, the Haredi extension of Bezalel Academy, and runs

workshops in Neot Kedumim. Lives and works in Mevo Modi‘im.

Ken/Nechama Goldman: Marked Women / Tahreer Alzbede

Ken Goldman's works deal with marked women - divorcees, agunot, outcasts. In an
attempt to speak in a female voice, he has adopted the pseudonym Nechama Goldman,
a fictitious woman artist, or female alter ego inspired by Marcel Duchamp’s Rrose Sélavy.

The scene in his Expulsion of Hagar (2016), was borrowed from an illustration appearing
in the book Tseno Ureno. Goldman replaced the face of Hagar in the original print with his/
her own face. Putting himself in the place of the woman, who was expelled to the desert
with her son, the artist asks, what did she feel and how did she cope with her expulsion.

His sculpture, Agunah Cake (2013), is made of lead, a heavy and toxic material
representing the adversity of a get-refused agunah. The knitted cloth wrapping Pulpit
(2013) demonstrates the color, warmth, and love a woman can contribute to religion
and to the study of holy scriptures. According to Goldman, just as the world cannot exist
without a woman, the existence of religion hinges on a woman, who fills the gaps that a
man is unable to fill.

Siman Heker (Hallmark) (2012) references a discreet religious code for a menstruating

woman: the placing of red rose on a nightstand. In this work, the flowers’ petals are
made of the pages of a book about the laws of niddah. Why does a woman need to mark

herself each time she is in niddah? The female menstrual cycle is a natural phenomenon
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commercialized and aggressively visualized on the mass media. This makes the purpose

of the new myths and the way they are created rather dubious. In Eder Plaskin’s works,
traditional techniques and materials engage in a fascinating dialogue of intertwining,
comparison and opposition with contemporary high-technology.

The Artist’s Portrait with Bar Refaeli (2016-17) deals with values and their place

within post-modern culture. It contrasts the artist — a woman of values and depth -
with the model, who represents the shallowness of consumerism. This juxtaposition
brings to mind Rubin’s vase illusion, which demonstrates the illusiveness of optical
distinction between the meaningful and the trivial, the essential and the superficial. In
her work, the artist speaks of two women who, despite their differences, share some
essential traits — both are working mothers of a similar age, who make the most of their
skills. Refaeli’s face in this work was taken from an informal photograph rather than a
photo shoot, whereas the artist “posed” for her idealized photoshopped image. This
role reversal blurs the boundaries between the two as far as the notions of “perfection”
and “imperfection” are concerned. Computer work, considered automatic and simple,
is meant to produce perfect, flawless objects free of distortions. But here, one notices
the inaccuracies, the defects, and the plastic-like quality of the 3D printing technique.
Eder Plaksin also looks at the linguistic contexts of the words “model/example,"“model/
pattern,”“fashion model,”and “modeler” - the connections between the 3D printer

that produces plastic models and the fashion model. She does so by optically and
psychologically comparing Bar Refaeli and herself, two women who are patterned on

the mold of their respective “motherlands” and legacies.

Moriah Eder Plaksin: 1984 - born in Hoshaya; 2007-10 - graduated with honors from the
Department of Ceramics at Belzalel Academy of Arts and Design, Jerusalem; since 2010 -
teaches design at HaKibbutzim College of Education, Tel Aviv; 2013-15 — MFA studies at
the Holon Institute of Technology; since 2014 — manages and runs a ceramics studio in Lod.

Lives and works in Lod.

Admahon Galaor Mekonan: Mascot/Yearning / Rana Massarwa

and Reema Massarwa

Admahon Galaor Mekonan is a ceramic artist of Jewish Ethiopian origin, whose
multi-colored utensils and art objects of different sizes draw their inspiration from the

tradition into which she was born and in which she was raised. In her previous works,
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Another shelf, depicted in Great Loss (2016), holds notebooks with texts by Yemima

(Sima) Avital, a spiritual kabbalist teacher, who had developed the “Cognitive Thinking”
method also known as the “Yemima Method.” Cohen Zada juxtaposes these notebooks
with a crown that represents the stubborn daughter of the king featuring in another text,
Rabbi Nachman of Breslov’s “The Lost Princess." The crown seems out of place, asking, as
it were, on behalf of the artist: Does the description “king’s daughter” befit her? Is it part
of her identity? Does she have a place on the shelf? She is a present absentee.

A recurring motif in her paintings is a rocking chair given to her by her mother when
she was three years old. Cohen Zada’s mother passed away when she was twenty-seven
years old, and since then the chair has functioned as a substitute mother figure and
souvenir from a bygone childhood. The emotions and reflections it evokes in her revolve

around her mother and her own motherhood. In her Self in Childhood Rocking Chair

(2013), she is seen squeezed into the chair she has outgrown, aware of her mother’s and
her own motherhood’s imperfection. In The Place (2016), the tiara of the king’s daughter
lies on the chair like a thorn (or a crown of thorns) symbolizing the annoying little girl
that still lives inside her. Behind it, hangs the gown she wore in her eldest son’s wedding.
The crown and the gown - the little girl and the woman-mother - seem to have found

a place in which to contain various parts of her personality. After years of confrontation
with the rocking chair, Cohen Zada has become the chair itself. She is the containing
body. A vertical line connects all parts of the paintings, like a stable spinal column that

balances the soul and the body within one harmonious personality.

Chani Cohen Zada: 1968 - born in New Mexico, USA; 1973 — immigrated to Israel;
1995-96 - studied art at Michlelet Emunah; 201013 - studied at Hatahanah figurative

art school master class, Tel Aviv. Lives and works in Talmon.

Moriah Eder Plaksin: Bar Refaeli and | / Alona Ginsburg and Shelly Roitman

Moriah Eder Plaksin’s porcelain works examine the persona of model Bar Refaeli as a
culture heroine representative of a beauty ideal of contemporary Israeli secular culture.
The works correspond with 18th century English Wedgwood porcelain ware decorated
with mythological scenes. In her works, she replaces the mythological figures with that
of the model as a modern day mythological goddess. However, in contradistinction

to the verbally transmitted ancient myths, the stories about Bar Refaeli are highly
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Raya Bruckenthal: Bearded Lady / Lilach Bauer, Ella Banyan, and Haim Maor

Raya Bruckenthal’s works deal with the grotesque and the marginal. For her, the
grotesque is the diametric opposite of hypocrisy and falseness embodied by Orwellian
“Newspeak” and the politically correctness of the politics of identities. Bruckenthal
prefers to study and experience the margins of society as openly as possible. In her
works, she chooses to present things as they are, uncensored socially or otherwise, and
to lend accessibility to images and people who deviate from the “proper” tradition.

Her works are replete with visual quotes from Tod Browning’s American film Freaks
(1932). The film shows the life of marginal people, who made a living as circus “freaks.”

In her drawing, Lady Olga - the Bearded Woman (2016), the artist depicts the peculiar

figure of a bearded lady. Nowadays, such a woman might have not been marginalized

as a freak; such a singular and socially conscious woman (as she is portrayed in the

film) might have been recognized as a meaningful person in today’s society. In another
drawing, The Visit (2016-17), she is seen in bed after bearing a child surrounded by her
circus friends. The combination of undeniable femininity - giving birth, and a marker of
masculinity — a beard, is perceived today as indicating queer or fluid sexuality: lady Olga’s
allure can be compared to that of a contemporary transgender. Another unavoidable
context is that of Haredi bearded men wearing their traditional outfits, who are

considered “freaks” in some circles of Israeli secular society.

Raya Bruckenthal: 1975 - born in Tel Aviv; 1996-2000 — completed her BFA at Bezalel
Academy of Arts and Design, Jerusalem; since 2010 — member of Studio of Her Own’s

steering committee. Lives and works in Jerusalem.

Chani Cohen Zada: Self-Rectification / Doron Zmiri

The paintings of Chani Cohen Zada represent an introspection. Through objects
arranged like symbolic still life, Cohen Zada expresses notions of inside and outside, of
the material outer world alongside the spiritual inner one. With her paintings, she strives
to illustrate and explicate the will to balance spirit and matter. In her The “Shin” Hour
[zero hour] (2016), she painted the phylacteries of her male relatives resting on a shelf.
The laying of phylacteries and the Shacharit prayer create a balance between a moment

of introspection and the daily outer-material routine that follows.
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Aronson’s rapid portraits of religious women were drawn on poems by Orthodox

poet Zelda (Sheine Zelda Schneurson Mishkovsky, 1914-84), who was herself childless
and painted portraits.

In her diptych A Passing Dream (2016), painted on an elongated narrow surface, a
huge fetus, resembling a helium, or hot-air balloon, lifts a tiny woman holding its umbilical
cord. The surrealist image of a fetus, in the spirit of René Magritte’s paintings, reappears in
some of her other recent paintings disclosing the personal experience of an unmarried,

childless Orthodox woman, who does not live up to her community’s expectations.

Julia Aronson: 1980 — born in Moscow, USSR; 1989 — immigrated to Israel with her
family and brought up in Ofra; 2003-09 - studied at the Art Students League of New
York; since 2011 — a member of Studio of Her Own. Lives and works in the urban

Kibbutz Beit Israel, Jerusalem.

Yael Buchbinder-Shimoni: “Keep Open for Us Your Gate” / Adi Cohen

Many of us have opened a prayer book in our lifetime. But most of us never paid much
attention to its title page, or gate as it is called in Hebrew. Yael Buchbinder-Shimoni’s
works carefully examine these title pages and offer, as she says, a sort of a window onto
the “aesthetic subconscious” of the domain of Jewish study and prayer.

Title pages of Jewish sacred writings are designed as “gates.” Most of them are
presumably based on etchings made by Christian artists, which infiltrated, almost
unknowingly, into “the Jewish bookshelf” From among the repository of dozens of existent
title pages of various printing houses, Buchbinder-Shimoni carefully and sensitively selects
the ones relevant to her works. More often than not, she takes a title-page image, blows it
up to the proportions of a large-scale gate and draws it on the walls of buildings (such as,
for example, B'nai Moshe synagogue in Jerusalem), or transforms it into three-dimensional
gate and installs it in Jerusalem’s public space like a triumphal arch. Thus, she reinforces the

notion of a title page as a gate - a gate to another world, that of contemplation and prayer.

Yael Buchbinder-Shimoni: 1980 - born in Jerusalem; 2006 — graduated from the
Department of Art at Bezalel Academy of Arts and Design, Jerusalem. A member of
Studio of Her Own, Buchbinder-Shimoni Lives in Alon Shvut, where she studies and

teaches the Gemara alongside creating her art.
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Andi Arnovitz: Eve, Vashti and a Mother of Soldiers / Amalia Medini

Upon arriving in Israel, says American-born Andi Arnovitz, she became aware, for the
first time, of the shortcomings of the Chief Rabbinate and of the way the Jewish religion
was represented and politicized in Israel. Here, unlike the USA, she felt deeply involved
in everything and found it hard to ignore and keep quiet about what was going on
around her.

In her 504-Years Later (2014), she reinterprets Albrecht Direr’s Adam and Eve (1507),
pointing to a “regression” in women’s modes of representation since the Renaissance. In
Direr’s painting, Adam and Eve are portrayed fully naked, and only their genitalia are
covered by branches and foliage. In Arnovitz's treated version, on the other hand, Eve is
completely concealed by foliage, banished from the painting and the biblical story, in a
like way of the religious and social exclusion of women from the public sphere. All that
remains of her is an eye looking reproachingly at the viewer.

In her etchings, Mothers and Sons (2014-15), the artist expresses her difficulty
to send her sons to the army, especially in war time. She ties her enlisted sons to her
umbilical cord in these fine and sensitive works.

In Vashti (2014), she presents the Persian queen as a strong woman, a sort of an
Indian goddess, who has Ahasuerus under her thumb. She quotes a Midrash depicting
Vashti as an ugly Lilith with daemonic tail hanging between her legs. Colorful, decorative
Persian elements complete her work that presents emphatically and respectfully the

woman who dared to say "no" to her husband, King Ahasuerus.
Andi Arnovitz: 1959 - born in Kansas City, USA; 1977-81 - studied for her BFA at

Washington University in St. Louis; 1999 - immigrated to Israel. Lives and works in

Jerusalem.

Julia Aronson: A Passing Dream / Lilach Bauer, Ella Banyan, and Haim Maor

According to her own testimony, Julia Aronson’s work touches on many biographical
aspects. As a childless single woman, her way of life differs from the conventional one
of her religious environment, and her imagery speaks of this disparity. No wonder, then,
that the works on display in this exhibition relate directly to subjects such as pregnancy,

fertility and children rearing.
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should be remembered that neither Levy nor Adelman wish to undermine the

place that informs their identity and rather use art as an appropriate platform for

sectorial self-reflection.

Noa Lea Cohen, a lecturer at Michlelet Efrata, director and curator of Hamiklat Art Gallery,

Makor Baruch, Jerusalem, is currently working on her PhD thesis, “The First Wave of Baalei

Teshuva Artists in Israel” at Bar-Ilan University.

10
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concentrates on his maintenance expenses. Wondering about this “status-meter,”

she uses anachronistic pop art style, which is considered “modern” in the avowedly
conservative Haredi society,® in order to humorously set afloat problematic
attitudes of the sector. Another problem thematized by Levy is that of women who
remain single even though they have passed the prescribed marrying age and are
referred to in Haredi society as “complex-ridden,” a name borrowed by Levy for
one of her series (2016).

Levy belongs to a recently growing, intricate, reflective trend of Haredi creative
women, who discuss critically, albeit constructively, issues that hitherto were never
aired in public. It started some twenty years ago with Haredi women novelists, who
were then followed by women filmmakers.” Its impact is only marginally felt in the
Haredi visual arts, which as a rule tend to be idealistic, nostalgic, naive and “enlisted.”®

Levy draws attention to a turning point, which also relates to artists bauloth
teshuva, such as, for example, Sigal Adelman (b. 1961, graduate of Nativ Bina
seminary’®), who, among other things, investigate the role and meaning of hair
coverings in the construction of different sectorial identities.'® In one of her works,
Téte-a-Téte (2000), two female busts, or actually Styrofoam wig heads, face each
other. In the Lithuanian community, two Styrofoam wig heads are to be found in
most houses: one for an everyday wig, the other for Shabbat wig. Ironically, these
sculpture-like heads are kept in the Jewish home’s “holy of holies” - the master
bedroom. In Adelman’s installation, the heads seem to reference the temple cherubs —
who were “to face each other” (Exodus 25: 20) and as Midrash Genesis Rabbah (21:
13) indicates theirs were human faces. To complete the allusion, as it were, the artist
projected a slide of Michael Avi-Yonah’s Second Temple model on these heads. The
work can be read in two ways: a direct, ingenuous sectorial reading that conceives the
woman and her righteousness, of which the head covering is a part, as an important
component of the process of redemption and the rebuilding of the Temple. This
ideological message glorifies the woman, or rather a faceless woman, bereft of her
individuality, as she complies with the precept of chastity and covering. The photo’s
symmetrical composition leaves no doubt about this ethos. Another, less manifest,
reading might include questions concerning the role ascribed to the woman in the
process of redemption, which is usually portrayed from patriarchal point of view;
and, indeed, the very projection of an image of the Temple on female busts merits
an investigation. A generation younger than Adelman, the discourse mentality

of Levy and her contemporaries is more daring and openly critical. However, it
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Following in the footsteps of the Chofetz Chaim, Schenirer glorified women of

past generations and sought to forge a link between her students and these women in
order to take the modern edge off her initiative. To gain legitimization, she recreated,
or rather invented, a new ethos of the ideal Jewish woman, and even dared to put in
writing her own ideas and thoughts. Hence, Tseno Ureno has forfeited its exclusivity as
an exegetical text for women.

As for Schenirer’s own life story, due to the Haredi predilection for idealistic
historiography, even at the expense of facts, it has remained rather vague.* A censored
re-edited Hebrew translation of her diaries was published in Israel. The mystery
surrounding her person was augmented by her request of her students not to hang any
picture of hers on the walls of the schools she had founded. “Carry it in your heart,”
she told them. Schenirer was rarely photographed during her lifetime, and Yehudit
Levy has used her only two extant photographs. In one of them, a highly retouched,
“representative” image, probably from her youth (which appears on Bais Ya'akov’s
publications), she is seen with her hair completely covered by a coif; in the other one,
taken towards the end of her life, her hair peeks out from under her headwear.

In My Marilyn Monroe 1, Levy replaces Andy Warhol’s flattened image of the

starlet with Schenirer’s retouched photograph. In My Marilyn Monroe 2, the artist

juxtaposes the idealized portrait of Schenirer to that from the autumn of her life.
Another coupling appearing in the series is that of the images of Schenirer and the
Belzer Rebbetzin, the founder of the Bais Malka network of girls’ schools. Although
both women belonged to the same Hasidic dynasty, the latter sought to preserve the
idiosyncrasy of her Hasidut by establishing these exclusively Belzer institutions.’ In
her work, Levy attempts to trace major female role models of different sectors, by
comparing them, examining the impact they have had on her own life, and playing
with their visual representation, especially in analogy to enigmatic details from
Schenirer’s life. She raises ambivalent questions that, on the one hand, enhance and
serve the “Haredi propaganda,” and, on the other hand, contain an undercurrent of
self-criticism.

The same applies to the issue of matchmaking. In her series “A Good Match”
(2016), Levy mocks this institution and cynically wonders what have become
of the vision of the Chazon Ish (Avrohom Yeshaya Karelitz, 1878-1953), who
sanctioned women’s work in order to enable their husbands to dedicate themselves
completely to Torah study. She protests against the absurd status scale, according

to which talmid chacham is measured, when instead of examining his character, one
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changed: due to economic hardships, Haredi women, who were exempt from the

halachic obligation to study Torah, had to seek employment outside the confines of
their community in order to financially support their families. Moreover, with the
introduction of compulsory education law, girls started attending general schools.
As part of a “package deal,” they were “abandoned to it” in order to fill up the Jewish
quotas and thus have the boys freed to study Torah.? Under these circumstances,
girls were exposed to general and political education, learned foreign languages
and became culture consumers (theater, music, and novels). Paradoxically, women
could acquire general education, but were forbidden from widening their Jewish
education. This prohibition was based on the Talmudic ruling: “whoever teaches
his daughter Torah, teaches her obscenity” (BT, Sotah 20a), which had prompted,
among other things, the writing of Tseno Ureno. However, the pogroms and World
War I were to deepen immensely the gap and accelerate the secularization and
modernization of the traditional Jewish society.

Around this time, Sarah Schenirer arrived in Vienna as a refugee and, inspired
by the neo-Orthodox attitude towards girls’ education, modelled on it her own
educational plan for East European Haredi girls. In 1917, she established the first
Bais Ya'akov school in Krakow, in her small sewing studio, where initially 25 young
girls were provided with Jewish and general education. Schenirer did not give in to
the strong and sometime violent opposition directed against her school. Neither
was she discouraged by parents who feared that education would diminish their
daughters’ chances to find a good match. Knowing that without official endorsement
and approbation of prominent rabbinic figures, her initiative was likely to fail, she
convinced her brother to help her get the blessing of the Belzer Rebbe. Later, she also
secured the support of the Chofetz Chaim (Rabbi Israel Meir Kagan, 1839-1933), who
wrote about the founding of schools for girls: “Theirs is a great and needed endeavor
in these times, as the tide of heresy is rising vigorously [ ... ] Those who fear or have
doubts about the prohibition against teaching their daughters Torah need not concern
themselves with it in our times. [ ...] times have changed. In earlier times, it was the
tradition in every Jewish home to follow the path of the Torah and the faith and to read
Tze'ena u-Re’ena every Shabbos. Due to our many transgressions, this is no longer the
case.”® Schenirer’s situation was improved significantly once Agudath Israel decided
to sponsor her schools. Over the years, their numbers have been growing consistently
and today hundreds of thousands female students study at the Bais Ya'akov schools

worldwide. Nowadays, all Haredi girls attend religious studies lessons.
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BsD

Sarah Schenirer and Marilyn Monroe, an Oxymoron?

Ultra-Orthodox Women Artists’ Female Discourse

Noa Lea Cohen

Yehudit Levy (b. 1993, a pseudonym) recently completed a long series entitled
“Identity Cardiogram” (2016). In the series, she contests some conceptual
and philosophical principles of her own community, the Haredi society, and
courageously and critically brings to the fore burning issues.

The first image in the series, My Marilyn Monroe 1, corresponds with and

responds to Western celeb culture. Marilyn Monroe, a woman with dubious past,
has become a brand name and collective icon in Western culture. In this work, Levy
replaces her with an image of Sarah Schenirer, founder of the Bais Yaakov school
movement, who has become a mother figure in the Haredi society.

To better our understanding of the works of this young Haredi artist, I'd like
to start with a short introductory background concerning the place of women in
modern ultra-Orthodox society. This background will answer questions such as why
the Tseno Ureno book lost its appeal and became irrelevant in the sector for which
it was written. In addition, the introductory notes will trace some revolutionary
processes undergone by Haredi women. If, in the beginning, these processes
were rather intuitive and unconscious, in the 21st century their impact gradually
establishes itself in a more or less conscious way, despite misgivings on the part of
the Haredi establishment.

The change, which might be described as conservative or tacit feminism (a
characterization the Haredi sector would reject), can be attributed to Sarah Schenirer
(1883-1935), a simple Polish seamstress, born to a Belz Hasidic family, who was
inducted into the Pantheon of Lithuanian ultra-Orthodox female educators and was
nicknamed “Sarah Imeinu” (our mother/matriarch Sarah).

In his essay on the Haredi woman, Menachem Friedman pointed to the
ostensible discrepancy between the historically unparalleled positive attitude of
Jewish society towards women, and the ethos of “all glorious is the king’s daughter
within the palace” (Psalms 45: 20) limiting their public activity and religious

role.” In the wake of the industrial revolution, the status of the Haredi woman had
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[...] religious artists are not accepted by the establishment and the discourse,

but rather why the vast majority of them make bad art”® This perception is often
embedded in hegemonic writing, which ascribes nine measures of critical curiosity
and complexity to its authors and canonical subject matters and defines the art of the
religious other as exclusively concerned with the affirmation of traditional Jewish
forms. In an article published in Haaretz newspaper, Zaki Rosenfeld, owner of a
major Israeli gallery, was quoted as saying: “Art based on religious values is devoid
of independent thinking. Religious laws prevent the faithful from overstepping
them, and it turns into art in the service of religion. These are studies that, in the
final analysis, do not compare to pluralism, to the ability to speak about female
nudity, or sexual inclinations, things which are part of the tools used by artists. I
don’t say that the religious should not make art. But they are terribly restricted.”'°
As a matter of fact, contrary to the dominant, secular, stereotypical conceptions,
art created in traditional societies often gives visibility to themes excluded from
the hegemonic art discourse. Thus, for example, art historian N’Goné Fall has
demonstrated that women art in Africa allows its makers to express feminist ideas
otherwise unheard in the public sphere."" In the Jewish religious world, literature,
poetry, and cinema often treat tabooed topics and give them visibility. As I have
demonstrated in this essay, the art world developing in Israel’s religious society,
especially among women artists, also serves as a subversive locus that publicly brings

to the fore issues that are not discussed openly in this society.

David Sperber is an art historian, art critic, and curator.
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Art, Feminism, and the Discourse of Sexuality in the Jewish
Orthodox World

Zehavit Gross has shown that young women, graduates of the Zionist religious and
modern Orthodox education systems in Israel, usually rank their feminine identity
last among their various identity components (Jewish, Israeli, religious, etc.).
Gross has found that the female identity of women, who went through the religious
education system, is partially repressed; their feminine identity is constructed
around a male-rabbi figure. In fact, in the religious discourse, as explained by Bruria
Samet, Michal Prins and Tzofiya Goldberg-Malev,’ the subject of “sexuality” is barely
discussed, and most certainly not in public.®

In contradistinction to this phenomenon, the works presented here tell a different
story. It turns out that young religious women artists deal intensely with themes
of “womanhood” and sexuality. Even though their art is usually not of the body art
variety, in which an artist uses her own body, it is not exaggerated to say that their
creativity extends to new horizons atypical of their society. Thus, if one accepts Gross’s
findings concerning the construction of the repressed feminine identity of young
women graduates of the Israeli religious education around a male-rabbi figure, then the
art discourse discussed here challenges to a great degree the dominant androcentric
discourse of their society. In this regard, we are dealing with perfectly, albeit probably
unintentional, subversive work in line with feminist artistic practices of times past.

In the Israeli art discourse, the work of religious artists, male and female, is
often judged stereotypically and excluded from the field. Art critic and historian
Gideon Ofrat outdid himself, defining art emanating from Israel’s religious worlds
as uncritical. He wondered “whether one should not acknowledge the fact that
the new Jewish art was born the minute the yarmulke was taken off [ ... ] far be it
from me to advocate actual taking off of yarmulkes, only a conceptual one — and
be it momentary and partial — the minute one enters the studio. Namely, take the
yarmulke off your head for the place where you are standing is not holy ground!””
Moreover, culture moguls often conclude that proper art creation is impossible in
the world of religious Judaism. Author Yoram Kaniuk, for example, argued that
it is impossible to write contemporary poetry worthy of its name in the spirit of
Orthodox Judaism, since poetry necessitates an authentic expression of experience
born ofinner freedom, whereas everyreligiously-based expression is always enlisted

and artificial.® Curator Gilad Melzer wrote: “The question, in my mind, is not why

145



to the ceiling and descending to the ground, where it opens up like a vagina. The other

sculpture is a large black, brown, and red pillow. This soft piece was made by sewing
together several small pillows. The crude hand-stitching delineates a soft, accessible
vagina-like shape, albeit it a scarred one. The work echoes the pillows in works by
Annette Messager (see, for example, D.UV.ET.R.AV.E.R.S.E.LN.S,, 1997) and other
“vaginal” cloth sculptors, which appeared in earlier feminist art, such as Red Abakan
(1969) by Magdalena Abakanowicz, and Keren Le-Cocq’s Feather Cunt (1971). The

Aramaic title of Snitkoff Lotan’s work is borrowed from the Zohar, the foundational

Kabbalistic text. Literally meaning “giving life,” the term refers to the moment when a
seed decomposes in the earth and produces new life. But the expression also references
the Arabic vulgar slang word for “cunt” (kus), which is used in colloquial Hebrew as
well. Juxtaposition of the slang word with the Kabbalistic expression signifying vitality
relates to the archetype of “the great mother” — the source of life — another recurrent
theme in 1970s feminist art; for example, in works by Mary Beth Edelson (Goddess
Head [from Calling Series], 1975) and Ana Mendieta (Alma Silueta en Fuego, 1975).

Snitkoff Lotan’s video work Openings (2009) shows fingers, one wearing a

ring, feeling a piece of paper, which tears into a shape resembling a vagina. Soon
the touching becomes fondling and then masturbation. Luce Irigaray has observed
that female desire is represented as speaking a different language from that of male
desire - it has been completely covered by the prevailing logic, which privileges
gaze over form. According to Irigaray, female pleasure depends on touch rather
than looking; therefore, seen from the dominant male viewpoint, the woman has
been subjected to the governing scopophilic economy that marks her as passive.?
She further claims that a woman’s body is reified by the male gaze deriving pleasure
from observing it, while the woman has no means of expressing herself. Against
the patriarchal perception of a woman as an empty receptacle to be filled by a man,
feminist artists created new visual representations of the female body. In their art,
they offered an alternative to the phallocentric perception of women throughout
the history of art. In addition, the feminist discourse pointed to the fact that women
were socially constructed as either embodying sex, or as asexual, but above all not as
sexual subjects like men. In this vein, some feminist artists sought to propose sexual
images of women that rejected the old dichotomy.* Like Snitkoff Lotan, earlier
feminist artists opted to represent sexual activity through female masturbation
instead of heterosexual intercourse; see, for example, Marisol Escobar (Five Hands

and One Finger, 1971) and Joan Semmel (Hand Down, 1977).
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in canonical texts. Goldberg’s subversive act puts issues related to regulation of

reproduction “on the table,” forcing those who are seated at the table to take a long,
hard look at them.

Moriah Eder Plaksin (b. 1984) creates tableware in the Wedgewood style of
18th century England, but instead of reliefs of mythological heroes, she documents
contemporary “instant” television mythology: the much-publicized romance of two
celebrities — Israeli model Bar Refaeli and actor Leonardo DiCaprio. The comparison
between classical and contemporary mythology emerges clearly, yet there would
appear to be an implicit comparison of two types of femininity — that of introverted,
often repressed religious women and that of a sexy celebrity, shown here in a bikini
and wrapped in fur. This piece expresses sexuality and romantic relations, which are
rarely addressed directly in religious society. Perhaps this is also the reason that the
work is entitled More.?

Hodyaa Kop Chanuna (b. 1986), member of the Studio of Her Own group, follows
this tradition. An efrog turns into a clitoris in her explicit vagina representations.
The etrog, a citrus fruit used during the festival of Sukkot (coupled with the phallic-
looking palm frond) is considered the perfect fruit by the Talmudic sages. Here,
this perfection becomes a celebration of vital femininity. By contrast, the tubes in

Kop Chanuna's series of porcelain casts, Resextention and Acrumen (2012), seem

to represent the opposite: they reference works by French artist Alexandre Perigot,
who installed sewage pipes in a gallery. The Eros-celebration of vagina sculptures
contrasts with the “abject” tubes in an installation resembling female organs.

Na’ama Snitkoff Lotan (b. 1984) main media are drawing and sculpture. Her soft-
material sculptures bring to mind countless past feminist works, and the frequent
vagina images featured in them echo prevalent themes of cunt art. 1970s feminist
artists picked up the vulgar derogative and reifying word “cunt” by design, in order
to reverse its meaning, while presenting affectionally and intimately the vagina as a
multi-facetted organ.

Snitkoff Lotan’s Costa de-hayyuta (2011) consists of two thematically related
sculptures. One is a kind of hollow, scabbily textured, tube, whose openings at
its lower part interconnect the inner and external spaces. The sculpture, made of
yellowish-orange silk paper, extends from floor to ceiling. This “tube of plenty,” as the
artist calls it (borrowing a Kabbalistic term, according to which the tzaddik serves as
a conduit between heavenly and earthly realms), touches the ceiling on the top, while

its open, exposed part touches the ground. In fact, this is a kind of a chimney leading
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“single.” Fertility and sexuality juxtaposed here seem to be connected to prolonged

singlehood, a subject receiving much attention in modern Orthodox circles in recent
years. Her performance Twins was shown in 2006, when the artist was a student
at Bezalel Academy. The artist grips half a pomegranate in each hand, so that the
composition resembles two bleeding ovaries. As she swings her arms up and down,
the fruit is squeezed dry, until finally she is standing between two heaps of “bleeding”
pulp. The pomegranate appears as a symbol of female fertility also in Fertility
(2011) by Julia Aronson (b. 1980). Aronson depicts a decorative Chinese object,
which she transforms into an image of female reproductive organs: uterus, ovaries,
and Fallopian tubes, all seen within the stylized, brightly colored object. In the
foreground, we see a wicker container and a pomegranate, symbolic representation
of receptacle and fruit.

Re’ut Zuaretz Amrani (b. 1977) took a ready-made air conditioner ventilator and

sealed it with knitting and embroidery done in red and white (Sacrifice Offered by

Woman Upon Giving Birth, 2011). The ventilator’s apertures are choked with yarn

in the color of blood and milk (essences of female fertility), reminiscent of earlier
radical feminist artistic discourse. Such pieces, aside from celebrating femininity,
critique the construction of female identity and the traditional role of motherhood
as policing, limiting, depleting feminine creative powers. The ends of the tubes in
Zuaretz-Amrani’s installation are decorated with red tassels; in her view, this is a
typical kitschy style of bridal-wear. The result is a tension between wholehearted
acceptance of women’s traditional roles and irony, even criticism, directed at them.
Cyclical regularity is another common motif (along with sewing and red
markings) in these and other feminist artworks produced by the group. Julia
Kristeva associated cyclical regularity with female essentiality;' this idea is prominent
in the group’s work — see, for example, Re’'ut Rapaport (b. 1981), Fingerprint, 2010.
“Women’s Time” recurs also in the work of Rachel Radashkevitch (b. 1978), who
places in a drawer contraceptive pills spelling the word “tomorrow.” Family planning
and birth control, which are not openly discussed in religious society, but are rather
repressed, hidden in a “drawer,” or a “closet,” are “outed” by Radashkevitch. This
work reminds one of an earlier work by Orthodox feminist artist Chana Goldberg
(b.1959) — around table set for an entire family with empty packs of birth-control pills
instead of plates. The pill, which more than any other thing symbolized the sexual
revolution and “women’s liberation,” has remained a taboo in religious society, not

to be openly discussed, just as having numerous children is not explicitly discussed
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Body and Sexuality in Works by Women Artists,
Members of Studio of Her Own

David Sperber

Studio of Her Own — a Space for Young Female Artists in Jerusalem was founded
by Ziporah Mizrachi in 2011 as her final project in the Gender Studies Program’s
field activity track at Bar-Ilan University. It is the only association of young female
artists in Israel today, artists who create and present their works at group exhibitions
in public art spaces. The Studio brings together young religiously observant female
artists by giving them a working space for a period of two years as well as offering
them professional support. Their works thematize a variety of issues, some of which
are given an expression in this exhibition: reclaiming women figures, who were
marginalized in the traditional Jewish world, the laws of nidah and tevilah, looking at
their “other” - the man - and chastity.

In the group’s early exhibitions, the direct engagement with body and sexuality
stood out. The direct and explicit engagement of these young women artists with
body and sexuality can be associated with the 1970s American feminist radical
art. However, the singularity of their works derives from the meaningful revision
they have introduced into the modern Orthodox world: apparently, they produce
a radical feminist-artistic discourse similar to that of the past (even the forming
of creative groups of women brings to mind a prevalent feminist practice of the
1970s’ American feminist artists); but, actually, they pick up former feminist
discourse, transplant it into the present and link it to their Jewish-Orthodox world
thus shifting it to a particular, cultural, new place. In this essay, I shall argue that
even though their creation, as they perceive it, is not meant to produce a critical
discourse of resistance, it does, in fact, constitute a subversive feminist act. All in
all, my aim here is to highlight, explain and culturally contextualize a significant
phenomenon transpiring in Israeli modern Orthodox society’s field of art.

Shulamit Etzion (b. 1979) frequently uses poetic language to treat the female
body and fertility, hinting at pain, danger, and sexuality. One of her pieces shows
an exposed, sloping female belly made of porcelain, with a red light blinking inside,
resembling a drop of blood. A miniature “vagina sailboat” perches atop the exposed

belly; it is made of folded parchment imprinted over and over with the word
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The trajectory of gaining the establishment’s recognition in the Studio in

general and the religious women artists in particular is accompanied with many
birth pangs. These affect both the individual artist and the group as a whole. On
the personal level, an observant woman artist’s outward appearance, her dress code
and head covering immediately betray her origins and religiosity and often elicit
stereotypical responses, product of the Israeli social construction. Time and again,
religious women artists are greeted with condescension and hostility upon arriving
at a gallery. Moreover, the artists’ outward appearance usually comes in the way of
a direct and unprejudiced judgement of their artwork. Collectively, as is attested by
the title of this exhibition, the thought of a group of religious women artists brings
to mind the image of a diasporic Eastern European woman, whose prayer nusach
and religious experience are dictated by men. According to this perception, the
woman is passive and never leaves the confines of her home, or stays away from her
family. A considerable part of the works challenges this notion. At the same time,
already one can point to the field of Israeli art’s budding recognition of the quality
and singularity of the art made at the Studio and of the relevancy of the artists
and their potential contribution to the local discourse. In any case, the gradually
increasing presence of art made by religious women in recent years has reached
a new and exciting peak in this exhibition coproduced by Ben-Gurion University
of the Negev and Ein Harod Museum of Art. The combination of the academic
research that accompanies the phenomenon and affirms its importance and the
museum’s recognition thereof enhances and brings home the understanding that a
new trend is afoot in Israeli art, a new and hitherto unknown path has been opened

up, which can add nuances and layers to the contemporary Israeli art field.
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The first exhibitions of the Studio’s artists were shown in 2011-12 at the Jerusalem
House of Quality, Barbur Gallery, and the Bezalel Gallery at 23, Yafo Street in

Jerusalem. The exhibitions aroused a great and somewhat surprising interest among
art critics and the art field in general. After two years of activity and three exhibitions,
the artists convened and requested to continue being part of the group. Their request
was immediately granted, which led to replacing the original plan with a move
towards building up an active group. Six years have elapsed since the beginning of
our activity, and today the group comprises about 38 artists working with a variety
of visual media, who hail from the full gamut of religious communities. Moreover, in
the course of the years, the group has had 14 of its exhibitions shown in Jerusalem,
some of them in the framework of art festivals, Jerusalem Design Week, and other
culture events. Some exhibitions were also shown in art venues outside Jerusalem
such as Kibbutz Be'eri Gallery.

It seems that in most cases, the Studio’s artists are intuitively engaged in themes
like womanhood, motherhood, the body, and sexuality. These themes, which are
usually not discussed in Orthodox society, find a sophisticate and complex place in
their visual images. Several scholarly essays were written about their works. Their
art is created in contemporary language consistent with the current art discourse.
Clearly, one may say that theirs is not a religious art par excellence. However, on
closer inspection, an informed beholder may recognize an influence of the Jewish
culture in some of the works.

Following the move to the bomb shelter gallery in the Katamonim neighborhood
of Jerusalem, other creation tracks were opened. The new collective space allows for
a wide range of artistic activities in cooperation with the city’s culture, art, dance,
and theater organizations. The Studio’s artistic finger prints are also discernible in the
Haredi public sphere in the framework of a special public art project. The Studio’s
unique space is also conducive to extensive communal activity. Its artists see great
importance in making quality art and culture accessible to the city’s multilayered and
variegated population. Our secondary, albeit important, aim concerning art in the
community is to create meeting points and reaching to different publics. Jerusalem
is a religiously and population-wise complex and variegated city. Various art-in-the-
community projects are intended for groups of Arab women, the ultra-Orthodox
society, low-income women, and abused women in shelters and treatment centers.
Our experience has taught us that cross-cultural and artistic encounters allow for a

dialogue, create familiarity that can bridge ideological, cultural and religious chasms.
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because they are automatically prejudged by their “cover” and sectorially identified.

They wanted to enter the art field through the main gate on the merits of their art.

During the first years, the group’s activities were groundbreaking. They engaged
in them without continuous funding, without recognition by the establishment and
by their sector. They were also denied general recognition, with the exception of that
accorded to them by the late MK Uri Orbach, who acknowledged the importance
of the initiative. As a result of our strong belief in the importance of the project and
the exceptional voluntary contribution of the steering committee, we were able to
build an organization and establish its reputation through a continuous series of
exhibitions. Yet, we still did not have a place of our own. For more than a year, we
were looking for meeting places all over Jerusalem; first, as part of a youth center,
and later in the framework of various community administrations of the city. For
about three years, we worked from an agricultural farm belonging to the Youth
Promotion Unit of Jerusalem in exchange for conducting art workshops for young
girls at risk. After the farm was closed, we moved again and spent a year and half in
a community center and a municipal art center. Last year (2016), after great labors,
we found a municipal bomb shelter, and renovated and converted it into a neighbor
gallery in Jerusalem.

Our work methods in the Studio and its unique nature relate to the creative
stations in the life of a woman. Religious women’s art moves along the cyclical axis
of women'’s time, alternately happening and fading away. The life cycle of religious
women artists is usually characterized by early marriage and high birthrate, due to
which many of them tend to be swallowed by their domestic private sphere and
are absent from the art field for long years. The significance of the Studio lies in
the opportunity it affords the artists to decide when to work and when to let go.
Keeping in mind the creative woman and her environment, rather than demanding
full commitment, it offers a lot of support and encouragement that allow the artist
to keep on working on her own terms. An emphasis is placed on the exposure of
religious women’s art in particular and that of women of different sectors in general:
Arab, ultra-Orthodox, empowered and marginal women. The wish to present an
active quality stage for women art in Jerusalem combines with the need to give a
voice to the city’s different populations and enrich the current art discourse.

In light of the aim to give a stage, a voice and visibility to quality contemporary
women art in Jerusalem, most of our efforts were dedicated in the first years to

showcasing it through high standard exhibitions displayed in prominent galleries.
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Studio of Her Own:
The Story of Orthodox Women Artists

Zipi Mizrachi

In 2010, I set out to research art created by religious women as part of my Gender
Studies at the Bar-Ilan University, and it was then that the Studio of Her Own
initiative came into being. Interviews of a large number of young religious women, all
graduates from various art academies, painted a bleak picture: women artists, most
of whom were newlywed young mothers, have been devotedly creating their art
within their narrow domestic space, but neither they nor their art enjoyed exposure,
or gained recognition in the art field, their domestic space, or their community.
My initial thought was that, to paraphrase of Virginia Wolf’s well-known book,
all a woman artist needs for creating art is simply a studio of her own, an enabling
physical space. My wish was to set up a platform for their professional and economic
promotion, especially at the beginning of their artistic career, and, by the way, to
introduce a new singular voice to the Israeli contemporary art scene. Seasoned artists
Raya Bruckenthal and Heddy Abramowitz and Prof. Ronit Kark, senior lecturer at
the Bar-Ilan University Department of Psychology and the Gender Studies Program,
were elected to the project’s professional steering committee. Both artists were also
to serve as mentors of their fledgling colleagues.

An appeal forwarded to various art academies was answered by about 50 emerging
women artists. For the first and second years, 20 women artists were selected,
artists working in different media such as painting, sculpting, ceramic and industrial
design, etc. The original plan was a two-year program, which would offer participants
meetings with guest women artists, mentoring and professional orientation, a course
in business promotion, and public exposure through at least one exhibition. The
first two years were dedicated to trial and wondering about the Studio’s direction
and needs: Was the main need a physical space, or a support group? What should
be the nature of the exhibitions? Should they have a thematic guideline, or should
they be open-ended? Was the Studio intended for religious women by definition,
and what could be the effect of religious sectorial labeling? It should be mentioned
that all along the latter question was in the back of the artists’ mind. Their personal

experience as artists has taught them that they are often excluded from the art field
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Throughout the essay, I have given examples of artists belonging to the different categories.

I apologize in advance to all of those who were omitted.

In an anonymous interview with the author.

See: /http://www.oman.org.il [in Hebrew].

See the artist’s web site: http://www.rutventura.com/ [in Hebrew].

Quoted in Tali Farkash, “Omanut Balev,” Mabat LaMichlala — Biton Michlala Yerushalaim
Bayit Vegan, 5770, p. 17.

See further on this subject, Dvora Liss And David Sperber (curators), Matronita: Jewish
Feminist Art (exhibition catalogue), Museum of Art Ein Harod, January-April, 2012. See
also Dvora Liss’s essay in this catalogue.

David Sperber, “Tzorerot zo lazo: ‘al siach haomanut and the religious society,” Kolech,
1.1.2009 [in Hebrew].

Zipora Luria, “Hadimui harek,” Eretz Acheret 10,2002, p. 42 [in Hebrew].

Unless otherwise indicated, statements attributed to the artists are based on interviews I
conducted with them.

Mechon Mamre’s translation, see: http://www.mechon-mamre.org/p/pt/pt264S.htm.
Reina Rutlinger-Reiner, “Omanut nashim datit ke'avodat kodesh,” Panim: Quarterly for
Society, Culture, and Education 49, February 2010 [in Hebrew].

Ibid.

In an interview with the author.
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distance from the inner circles of Israel’s art field, which prevent them from breaking

through and gaining recognition.

Drawing her inspiration from the title of Virginia Wolf’s novel A Room of One’s
Own, it was precisely in this juncture, that Zipi Mizrachi came into the picture
in 2010 with her initiative of Studio of Her Own. Mizrachi, an art historian
and gender researcher, a long-time art teacher and among the architects of art
educational programs for the Orthodox public, sought to improve the physical
conditions of budding religious women artists, and empower and help them deal
with the singular challenges and difficulties facing them. According to her, the
founding of Studio of Her Own had two complementary motivations: “The one,
directed inwards — towards one’s home, the Orthodox sector — was to provide tools
for considering and evaluating the medium of visual arts [ ... ]; the other, directed
outwards, was to introduce a new, fresh, unique voice into contemporary Israeli
art field, to be accepted by and gain recognition from the existing art center and
discourse.”’® Today, the Studio has about 40 members belonging to the whole
gamut of Orthodox communities in Israel. Both the contents and the expressive
styles of their works are diverse. Since the foundation of the Studio, its members have
shown their works in dozens of exhibitions, enjoyed wide media coverage, were
involved in social projects and acquired practical tools and professional confidence.
Studio of Her Own represents a twofold breakthrough that allows religious women
artists to gain public exposure within Israel’s art world and to spearhead an in depth
revision of the way the Orthodox society perceives art.

It seems that the perceived clear divide between the religious world and the art
discourse gradually shatters. Lately, a conceptual change takes place within both
the secular and the religious publics, as they come to the understanding that their
ostensibly contradictory worlds can actually coexist. In recent years, the activity
in the field of art has widened and enriched as religious women art scholars and
curators joined the artists. No doubt, a new, refreshing and surprising voice is in the
process of joining Israel’s field of art, a voice that in all likelihood will add to it a new,

rich and fascinating layer.

Aviva Winter is a researcher of Israeli art and Jewish identity, a lecturer at Michlalot Emunah and
Talpiot, and an art critic. Currently, she is working on her PhD dissertation in the Department of
Jewish Art at Bar-Ilan University.
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The story of Raya Bruckenthal (b. 1975) is completely different. Bruckenthal

is fully and completely confident in her choice to be an artist. She didn't see a
contradiction between being an artist and being a religious woman and successfully
completed her art studies at Bezalel Academy as the only religious student of her
year. Her decision to study in a secular institution was supported by her parents, but
her wider religious environment did not understand her choice and was quick to
warn her that she “would go astray” and “won’t find a husband.” Today, Bruckenthal
is an active reputed artist, who does not emphasize her religiosity — she does not
look religious, or known as such. During her studies, as she admits, she refrained
from dealing with Jewish themes, but since then she no longer hesitates to treat
them in her works. The histories of Shira Zelwer, Hila Karablinikov Paz and Pearl
Schneider are quite similar. Increasingly more young religious men and women
have been studying in secular art institutions since the year 2000. However, as it
turns out, most of them are enrolled in the less religiously challenging departments
of industrial design and ceramics. To date, only a few religious persons are studying

in art departments.
Religious Women Artists of Our Generation

Most women graduates from the art tracks at Michlelet Talpiot and Michlelet
Emunah opt to teach rather than single out art as their chosen career. Having
examined creative religious women, Reina Rutlinger-Reiner writes in her essay
“Religious women’s art as a holy work™: “based on the verse ‘all glorious is the king’s
daughter within the palace,'® the young religious girl's education directs her life to
the family axis. This is so in spite of the education she acquires and her acquaintance
with women who study, work and are active in the public domain.”'! These religious
women do not consider the total commitment to art their aim or goal, and their art
is limited to their religious worldview premised on education directed at observance
of the precepts, the halacha and one’s chastity."

On the other hand, there are religious graduates, mostly from secular art
institutions, who conceive themselves as artists and wish to develop and dedicate
themselves to the field. The pursuit of art demands time, resources and inspiration,
seldom available to these potential artists, many of whom marry and give birth
young. Moreover, in many cases these women are required at least to share the

burden of making a living for their families. And finally, there is the separation and
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wearing a head covering, to the admission exams at Bezalel Academy of Arts and

Design, she was greeted with derision and disdain. She started to fulfill her dream
of becoming an artist during a sojourn abroad with her family, when she took
various art classes. Upon returning to Israel, she was once again received with
incomprehension, narrowmindedness and disdain, this time on the part of her own
religious community. Goldberg refused to give up her dream and began teaching at
Michlelet Emunah’s art program as a sole religious woman teacher.

Goldberg perceives art as a language and a voice to express the challenges she
confronts as an Orthodox woman. Her works deal with themes considered taboo
in her environment such as contraceptives, number of children, and head covering.
These works elicited an uproar and deeply enraged the Orthodox establishment as
well as her colleagues in the Ulpanah High School where she taught. Goldberg has
been an active artist for the past three decades, but only recently has dared to define
herself as such. Her fear to define herself as strictly an artist, she says, has emanated
from her deeply ingrained education, which does not acknowledge the importance

and necessity of art.?
Art Studies at Secular Institutions

In the course of the years, an interesting phenomenon was emerging — that of religious
young women who elect to study art in secular institutions. Studying there confronted
them with complex challenges and impacted their artistic career. Ayala Ophir (born
in the 1960s) attended, as a child, art courses at the Tel Aviv Museum of Art, and later
studied at Bezalel Academy of Arts and Design. Despite her religious appearance, she
completed her studies with success. However, after graduating from the academy, she
felt unable to contain both worlds simultaneously: on the one hand, total commitment
to the world of art as is expected from a consummate artist; and on the other hand, a
full commitment to her innermost spiritual world of belief. Following a deep crisis, she
opted to abandon the world of art and concentrate on Jewish and Hasidic studies. She
earns her living teaching art and making Judaica artifacts.

Chani Cohen Zada (b. 1968) liked drawing as a child, but thought it inconceivable
to become an artist due to the nature of her upbringing and the environment where
she was raised. She got married and had children at a young age. About a decade
ago, she gathered the courage to intensively engage in art. Cohen Zada is a realistic

painter, who takes her inspiration from the world of Jewish contents.
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studied art history and literature at the Hebrew University of Jerusalem, majoring

in theater. Her articles were published in newspapers and periodicals such as Davar,

Nekuda, Eretz Acheret and Makor Rishon. In addition, she curated exhibitions and

taught art to young religious women in Michlelet Emunah and Michlelet Talpiot,
both in Jerusalem. She was appalled by the absence of art from the life of the national
religious public and strived to remedy the situation through teaching and writing.
By personally accompanying and inspiring the first artistic steps of young men and
women, she motivated them to engage in visual arts, poetry, and theater. In one of
her essays, Luria called attention to the absence of art from beyond the green line
and pointed to the consequences of such an absence: “In the absence of this gaze —
from within and without — the image map, through which we perceive reality with
all its nuances and contradictory truths, the map that also bequeath to posterity the
images of a society, or a period, remains blank.”

In 2007, Luria initiated — with Zipi Mizrachi, Asher Dahan, and the writer of
these lines — a forum of religious male and female artists in order to promote the
artistic creation within their community. It should be mentioned that, long before
Luria’s time, already in the 1970s, young religious girls were taught art at Beit Zeirot
Mizrachi school in Tel Aviv. The students studied there drawing, painting, and
sculpting. The school also had a women teachers’ seminary (later Michlelet Talpiot)
with art studies track. However, it did not produce any famous or influential women
artists in those years. Naomi Gaffney, Sarah Shani, and Hannah Nussbaum were,
among others, the harbingers of art in religious society. Other religious women
artists were, in those years, new immigrants, who were trained abroad like Silvia
Bar-Am, Heddy Abramowitz, and Debbie Kampel.

In the late 1980s and early 1990s, religious women were offered new possibilities
to study art. In Jerusalem, Emunah Women’s Organization founded the Midreshet
Emunah v’Omanut. Tuvia Katz headed its Art Department. Simultaneously,
Ulpanat Emunah for the Arts was established and art matriculation tracks were
opened in high schools for religious girls and ulpanot. The arts track in Michlelet
Talpiot, headed by artist Avner Bar Hama, soared in those years. Due to the lack of
religious male and female artists back then, the absolute majority of the art teachers
were either secular or baulei teshuva men and women.

Hannah Goldberg (b. 1959) was the exception. Goldberg was educated in
ultra-Orthodox and religious educational institutions and after completing her

voluntary national service she chose to study art. Arriving, as a young mother
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profound connection to God. [ ... ] I checked other places, but none answered my

needs, and I'm very happy to be here. Creation and art as a way to worship God, if

you have it — this is the place for you.””
Neo-Orthodox Women Artists

Another distinct group is that of feminist religious and traditional women artists, who
use art as a means and a language to openly and subversively express their beliefs. The
group includes, among others, artists such as Ruth Kestenbaum Ben-Dov, Hagit Molgan,
and Andi Arnovitz. These artists deal, from a feminist perspective, with halachic issues
concerning Jewish women, for example tumah and taharah (impurity and purity),
the state of aginut (being bound to marriage), and the laws of niddah (ostracizing the
menstruant), etc. Their works were displayed in the “Matronita” exhibition at the Ein

Harod Museum of Art — a first show of Jewish feminist art in an Israeli museum.®
Ba’alot Teshuva

Artists baalot teshuva (reborn Jewesses) belong to two main groups: Women artists
who focus on Jewish contents and spiritual expression and opt to remain outside
the Israeli art discourse; and active artists, who display their work in solo- and group

exhibitions, among others, Nechama Golan, Ruth Tal, and Dalia Katav-Arieli.
Datiyot Leumiot

In the past, the national religious (dati leumi) sector what rather indifferent to the
creation of visual art. In one of his essays, David Sperber explains: “The halachic
significance of an object is discussed by Hazal in reference to its utilitarian value
rather than as a thing-in-itself, let alone as an object for display. In light of the
commandment “Thou shalt make no graven image’ (Exodus 20:4), Hazal's world
treated artworks as practical-ritualistic and thus referred to it in terms of avodah zarah
(idolatry). The object as an artistic artefact was not part of this world’s repertoire
of concepts.”” Consequently, the rabbinic and educational establishment dismissed,
underrated and suspected the value and import of visual art and its creation.

A key figure in the raising of awareness and the encouragement of artistic

creation was the late Zipora Luria, a religious lecturer, curator and art critic. Luria
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Education has approved an art syllabus for some of Bais Yaakov seminaries for girls.

This syllabus enables the students to take matriculation examination in art, specially
fitted to the Haredi public.

Recently, the social-communal project of Inspiration — Women Artists in the
Spirit of Judaism was founded in Jaffa. Initiated by curator and art historian Nurit
Sirkis Bank, a Haredi baalat teshuva, and a group of women artists, the project’s aim
is to provide a platform for both men and women whose creative work in the fields of

visual arts, dance, playwriting, music, cinema, etc., is informed by Jewish contents.
Zionist Haredi (Hardalnikiot) Women Artists

Women from the Zionist-Haredi sector produce their art in private frameworks
instructed by artists. The Zionist-Haredi artist Tuvia Katz, baul teshuva who settled
in Jerusalem in the early 1980s, considers it a mission to enable religious women to
express themselves through art. The women describe their aspiration to connect with
their inner selves and their spirituality through art creating. They create for themselves
and do not wish to sell, or display their art to the general public. Their subject matters
revolve around still life and landscapes. Many women prefer to use abstract forms and
colors that allow them to express themselves more freely and introspectively.

In the 1990s, Katz joined forces with artist Ruth Ventura in order to found a
creative seminary in the Maon settlement. Their program combined Jewish and
art studies. Ventura perceives creation as an expression of inwardness and even
developed a unique method of “inner painting.” The method consists of material and
spiritual creativity development by intertwining everyday- and creative materials in
order to experience processes of growth. According to Ventura, “inner painting is
a language that enables you to meet yourself, here and now, to connect with your
depths and your ambitions with the help of color and form and the impact of music.”

In the years 2005-2011, a cluster of art studies for female students, also founded
by Tuvia Katz, was operating at Michlelet Bayit Vegan in Jerusalem. A program
called “Wisdom of the Heart” was also instituted there. Seeing art as a means for
spiritual and religious expression, the program’s motto was omanut emunit (faithful
art). It included painting, drawing, sculpting, photography, video, and computer
graphic design studies as well as classes in Jewish philosophy, religious law and
culture. Describing her view on the program, Luzit Lubin, a student, said: “I feel

that the field of art is a way to get in touch with yourself — with the T’ which is the
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Ultra-Orthodox women artists associate their artistic work with their pious-

religious-spiritual world. Thematically, they concentrate on landscapes, family
members and Jewish subjects such as the Jewish way of life, Jerusalem, the Wailing
Wall, and kivrei tzadikim (graves of the righteous). In the catalogue of “My World”
exhibition (Gerard Behar Center, Jerusalem, 2016), Menucha Yankelevitch, one
of the "Tseno Ureno" exhibition's artists, wrote: “For me, painting is like a dew
resurrecting the body, the mind, and the soul. I'm happy to use this gift from heaven
and combine the sublime task of raising a family in the ways of the Torah with art
making. This combination endows me with strength and tremendous energy. The
joy of creation brings calmness, relief, and bliss to the mother’s tasks, and at the same
time the motherly tasks within the Jewish family way of life spices the work of arts
and make them deeply graceful”

An economic motivation lies at the heart of these Haredi women’s artistic
endeavor. A veteran female artist, who has been instructing Haredi women artists
for many years, argues that “they are, first and foremost, pragmatic. Their goal is to
sell! They want to make a profit. They are, all of them, Malnovitzers [working in the
style of Zvi Malnovitzer, a painter popular among the Haredi public]. It’s a social
thing. They cannot free themselves of the ‘hit, of the familiar images. They would
have liked to create bona fide art for art’s sake, but they surrender to social pressure.”

Sales promotion also features in the Studia, an open house initiative led by
the Jerusalem municipality, whose purpose is to expose women artists to an ever-
widening audience and potential buyers. Another body - Oman, the Haredi Visual
Art Center — was founded by the Culture & Leisure Administration, the Plastic
Arts Department and the Torah Culture Division at the Jerusalem Municipality
in collaboration with the Gruss Community Administration. The Center offers,
together with Bezalel Academy of Arts and Design, studies towards BFA, or towards
adiploma as well as community activities. Its vision is to “create an art campus full of
lively activity at the heart of Jerusalem, a campus that will set the cultural and artistic
agenda of the Haredi public, in both the professional and communal divisions. The
campus will be a center for formation and education within the Haredi public, while
developing wide communal activity.”® The Internet home page of the Oman School
emphasizes the practical aspect that offers female students an opportunity to learn
a trade, find an occupation and integrate into the labor market.

Lately, engaging in various arts has gained a new momentum in the ultra-

Orthodox society and raises growing interest. In the past decade, the Ministry of
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“Torata Omanuta”: Religious Women Artists in Israel

Aviva Winter

“Tseno Ureno” exhibition provides one with a unique opportunity to acquaint
oneself with the work of Israeli religious women artists. Slowly but surely, the
awareness of the existence of this opulent and fascinating work and the recognition
of the feasibility of integrating religious women into the Israeli art discourse ripen.
Although the exhibition only reveals a small part of this creative world, it manifests a
different, innovative, courageous, and intriguing contemporary attitude.

This essay surveys the work of religious women artists in Israel tracing its
evolution over the past 40 years. It refers to the various aspects constituting this
complex world: religious group affiliation, the artists’ guiding line, the themes treated
in their works, their artistic media and styles. This phenomenon raises a number of
questions such as why the existence of religious women artists is virtually ignored in
Israel? Why aren’t they part of Israel’s art discourse? Is this exclusion intentional, or
do the artists themselves voluntarily shy from exposure to the public eye?

Religious women artists in Israel can be divided into three major categories:
artists raised in Europe or America and immigrated to Israel, baalot teshuva, and
artists born and raised in religious homes. The particular educational, cultural, and
religious background of the artists in each category informs their different attitudes
regarding the practice of making art and the use of different forms of expression.
The essay will focus on women artists raised and schooled in Israeli religious
frameworks and will offer a general view of the phenomenon’s chronological,

religious and visual development.'
Ultra-Orthodox Women Artists

There are Haredi women who have chosen to create art. Their practices include
painting, photography, and crafts such as glassmaking and embroidery. Most of the
ultra-Orthodox women artists have studied in art classes, or were instructed by veteran
female artists either individually, or in small groups. These women display their works in
venues specifically designed for religious or Haredi artists such as the Wolfson Museum
of Jewish Art at Heichal Shlomo and the Art Shelter Gallery, both in Jerusalem.
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public programming, she has become a modern day "maggidah” providing a space

where women artists can exchange ideas and connect to the long line of Jewish
women activists.

Mizrachi fashioned the name Studio of Your Own after the title of Virginia
Woolf’s famous book of A Room of One's Own (1929), a title which has already

become a cliché. The well-known quote from the book "a woman must have money

and aroom of her own if she is to write fiction"* addresses most poignantly the issues
that Mizrachi has been challenging over the past few years. In order to create art,
we not only need sisterhood and a collective supportive environment, but also the
support of the government, art institutions and businesses. This has been her motto
and she is undaunted in her mission.

Young artists from Studio of Your Own participate in “Tseno Ureno” exhibition.
Alongside with them, the show includes artists such as Andi Arnovitz, Ruth
Kestenbaum Ben-Dov, Ruth Schreiber, all of whom participated in the “Matronita”
exhibition and could be considered as belonging to the first generation of Jewish
feminist artists. Thus, this exhibition setting offers an interesting intergenerational
dialogue between these pioneering artists and their successors, who continue to
challenge the hegemonic rabbinic Jewish culture.

This show, so beautifully curated by Haim Maor and the students of the curatorial
course of the Department of the Arts at Ben-Gurion University of the Negeyv,
reintegrates women and Jewish art into the contemporary art scene. The show is
exhibited in two venues: the Ben-Gurion University’s Senate Gallery designed by
architects Bracha and Michael Chyutin as a "white cube" that allows the exhibits to
connect and resonate with each other; and the Judaica wing of the Museum of Art
in Ein Harod, in which the contemporary innovative “Tseno Ureno” artworks are re-
contexualized, as they enter into dialogue with the Museum's permanent collection

of traditional Jewish ritual objects and 19th century Jewish paintings.

1 Conference: Curating Feminism, Sydney College of the Arts, School of Letters,
Arts and Media, and The Power Institute, University of Sydney (2014); see:
https://contemporaryartandfeminism.com/2014/09/10/ conference-curating-feminism/.

2 Iris Parush, Reading Women: The Benefit of Marginality in Nineteenth Century Eastern

European Jewish Society (Hanover and London: Brandeis University Press, 2004),
pp- 133-138.

3 Ibid, p. 137.
Virginia Wolf, A Room of One’s Own (New York: A Harvest Book, 2005), p. 4.
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in which she has been drawing a picture every day for seven years. They are both

pioneers in illustrating the Talmud as this is a text traditionally not illustrated and
certainly not by women.

“Here is your Kettuba,” the third Jewish feminist exhibition shown in the museum
in 2016, presented 15 kettubot from the Museum collection alongside works by Andi
Arnovitz, Maayan Sharabi and Ken Goldman. These artists took on the problematic
issues of Jewish marriage and gender disparity to which these documents attest.

In the current exhibition, “Tseno Ureno,” I've collaborated with Haim Maor as
part of my commitment to Jewish feminist activism. Its title is borrowed from the
eponymous title of the late sixteenth century popular Yiddish book Tseno Ureno,
also known as the "Women's Bible," whose structure parallels the weekly Torah
portions of the Pentateuch. The book, written by Rabbi Jacob ben Isaac Ashkenazi
(1550-1625), mixes biblical passages with teachings from Judaism's Oral Law. It was
intended to teach the Bible to people who had not mastered the Hebrew language, at
the time mainly women, but not exclusively. The biblical stories included in it focus
on the conceptual intent of the subject matters and their ethical implications.

In her book, Reading Women: The benefit of Marginality in Nineteenth Century

Eastern European Jewish society, Iris Parush demonstrates how popular culture

contributed to modernization and how the ideas of the Enlightenment crept into the
minds of simple people. Interestingly, reading Tseno Ureno induced women to read
modern Yiddish prose, thus enriching their education and knowledge. Men were not
permitted to read secular Jewish or non-Jewish literature and were under constant
surveillance by the Rabbinate. Considered intellectually inferior, women were not
under the watchful rabbinic eye and so they could freely read whatever they wanted.
Parush shows how having the advantage of marginality allowed women to play an
outstanding role in the modernization of 19th century Eastern European Jewry.? In
many communities, a woman served as a maggidah (reciter) and read in the ezrat
nashim the holy text to a group of women, who might have been illiterate. This
tradition of women reading together holy texts in the ezrat nashim brought forth a
social sisterhood, or women's support groups of sorts.? It offered an intimate space
free from distractions for worshipping God.

In 2010, I met Zipi Mizrachi and ever since I have been following her incredible
work. Mizrachi is the founder of Studio of Your Own, an initiative promoting young
women artists from the various strata of the Orthodox community. By creating a

work space, exhibition possibilities, weekly discussion groups, educational and
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Ezrat Nashim

Dvora Liss

In 2012 David Sperber and I co-curated the exhibition “Matronita: Jewish Feminist
Art,” an exhibition of 20 women artists from Israel and abroad, focusing on the
dissonance between Jewish Law and modern life. The show was held at the Museum
of Art, Ein Harod, where I serve as the Judaica curator. “Matronita” engaged in
familiar feminist subjects, like power and oppression, sexuality, body image and
menstruation. Interwoven in the feminist artworks were themes unique to the Jewish
experience: niddah and ritual immersion, hair covering, agunot, women’s study and
Jewish legal issues surrounding infertility. This prodigious show was an eye opener
to visitors from all walks of life about ideas central to the Orthodox world, including
intimate subjects of sexuality.

Art historian and well known feminist writer Dr. Maura Reilly has coined the
term “curatorial activism” to describe “the practice of organizing art exhibitions
with the principal aim of ensuring that large constituencies of people are no longer
excluded from the master narratives of art. It is a practice that commits itself to
counter-hegemonic initiatives that give voice to those who have been historically
silenced and, as such, focuses largely on work produced by women, artists of colour,
non-Europeans, and/or queer artists. [Thus ...] one of the curatorial objectives
[would be] redressing the gender imbalance in the canon.”

Reilly points out the necessity of curating exhibitions about women artists and
feminist art as a certain kind of curatorial affirmative action to undo the exclusion of
women from art history narratives and the contemporary art scene.

Inspired by her ideas, I became an activist curator who strives to re-integrate
women artists into the contemporary Jewish art exhibition program at the Museum
of Art, Ein Harod, which has a long record of including those who have been
“historically silenced” (i.e. “Meta-Sex 94: Identity, Body and Sexuality, 1994;
“Mother Tongue,” 2002).

Following “Matronita

»
)

in 2013, I curated my second feminist show “Tosafot:
Women Drawing Talmud.” This exhibition showed the work of Yonah Lavery-
Yisraeli and Jacqueline Nichols; Lavry-Yisraeli sketched comics of Masechet Brachot

and Jacqueline showed five of her notebooks from her ongoing “Daf Yomi” project,
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artist deal, in her own style, means and imagery, with core issues of the religious

reality in which they live and create. In their works they do not shy from taboos,
and instead, offer singularly female commentary on canonical texts of the so called
“Jewish bookshelf,” on the laws of niddah, tumah and tahara, on pregnancy and
tertility, barrenness and spinsterhood, the state of aginut, and so on.

Their identity components are translated into concrete and metaphoric images
concerning conjugal rights, magical Sabbath moments and weekday moments laden
with precepts, prohibitions, tasks, and duties. Their statements are poignant and
penetrating, their visual images are imbued with verbal exegesis, a natural layer for
women versed in these texts. Sometimes, they have a defiant and protesting tone to
them, and at other times — acquiescent and accepting, proud and elated.

Alongside artworks by these “art laborers,” the exhibition presents some
examples from a long list of works made by more seasoned Israeli women artists
over the years as precedents for the work ethos of members of the Studio of Her
Own. Among the veteran artists, Nechama Goldman is a pseudonym of male artist
Ken Goldman, who chose this alias for his works dealing with feminine themes. The
spirit of Marcel Duchamp’s alter ego, Rrose Sélavy, hangs in the air, urging her fellow

artists “come out and look on!”
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women artists who examine their gender, religious and artistic identity. This threefold

combination — womanhood, religiosity, and art — is replete with contradictions,
tensions, and prohibitions that these women artists deal with, undermine, dissect,
waive, as they try to search ways to reconcile to and come to terms with, or outwit
and protest against them.

The call “tseno ureno” is open-ended. It also implies a demand to come out of
the inverted comas and show, namely, to replace them with an exclamation mark:
tseno ureno! Is it the call of the male author of the book, the (only) liturgical text
for women since its publication in the 16th century? Or, in contemporary context,
is it an appeal of women directed at women, at themselves? Is it a battle cry, a call
for self-empowerment: come/break out of your restricting closet, see the world
outside and show your own world, fearlessly, proudly, assertively, defiantly, or with
new interpretation? No doubt, the meaning of these “coming out and looking on”
is different from that of the biblical verse that had inspired the title of the book:
“come out, and look, you daughters of Zion. Look on King Solomon wearing a
crown, the crown with which his mother crowned him on the day of his wedding,
the day his heart rejoiced” (Song of Songs, 3:11). In Solomon’s song, the women
are called to come out and admire the king with a thousand wives, the man with the
largest harem in the Bible. For the contemporary “daughters of Zion” (the artists
participating in the exhibition), their color-dipped brushes signify and redefine the
materials of their lives and their singular religious, artistic and gender identity. Their
canvases, photographic papers, video screens are new means for having their voice
heard, clearly and loudly: “come out and look on.” These coming out and looking
on derive not only from male canonical texts, but also from new female visual texts
(as well as female commentary on male sacred texts), namely: coming out, looking
on, and renewing. From now on, each work of art means coming out: each looking
on — evidencing.

In Prayer Rug 3, 2003, Ruth Kastenbaum Ben-Dov stands in her paint — soiled
clothes in front of a prayer rug/parochet holding a brush in her hand. The rug is
inscribed with the words “know before whom you stand.” The unified message of
the painting can be summed up in one image of an art laborer who's also an emissary
of the congregation. Painting as vocation and prayer.

The members of a Studio of Her Own, some of whom participate in this
exhibition, are art laborers whose art is both their vocation and their prayer. For

them, painting is an artistic act, an act of faith and (women’s) empowerment. Each
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Coming Out and Showing

Introductory Notes to “Tseno Ureno” Exhibition: Israeli Women

Artists Reflect on their Religious and Gender Identity

Haim Maor

Steve Reich, a Jewish-American composer, wrote his musical piece Come Qut in 1966.
Reich was asked by Truman Nelson, a civil rights activist, to compose the piece for
a benefit for the retrial of six young African-American men, who were arrested and
convicted for a murder committed during the Harlem riot of 1964, although only one
of them was responsible for it. Truman gave Reich a collection of tapes containing
eyewitness testimonies. Sampling the voices, Reich chose to use that of Daniel Hamm,
a nineteen-year-old boy, who was involved in the riots, but took no part in the murder.

At the beginning of the piece, Hamm says, “I had to, like, open the bruise up, and
let some of the bruise blood come out to show them.” His explanation alludes to his
puncturing a bruise to convince the police that he had been beaten while in jail. Steve
Reich isolated the words “come out to show them” and re-recorded them on two
synchronized channels. However, due to phase shifting, the two continually looped
voices split into four and then eight voices until the text becomes an unintelligible
heartrending whimper, an outcry. It is an outcry beyond words. The emotional effect
of the sounds/vowels transforms it, with poignantly horrifying precision, into a human
outraged clamor. Taken out of its news context, the repeated sentence becomes a total
and universal statement on the concept of “coming out” and on the act of seeing as
evidencing. Pointing at the bruises turns them into stigmata, the hallmark of a victim.

In 1975, I heard this piece for the first time at contemporary music-listening
meetings held at Rafli Lavie’s home, then an art teacher at HaMidrasha College of
Art Teachers. This work (like those of Philip Glass, Luciano Berio, John Cage, and
others) opened me to new powerful musical worlds and moved me tremendously.
As it turns out, the piece has not lost its vitality after all these years and is still relevant
today, when young African-American men are required to open up their bruises and
let them bleed in order to mark them as stigmata and themselves as victims.

I remembered this piece while thinking about the Yiddish phrase tseno ureno

(come outand look on), the title of an exhibition presenting works by religious Israeli
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Yael Horn Danino, The Virgin Mary, 2014, bubble jet printed photograph, 120x80
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