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Michael and Neta Elkayam, Daughter, 2013, C-print, 40x60
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Etti Abergel, Thicket, mixed media, ready-made, strings, 35x35x40, artist's collection
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Noam Edry, Alia, 2014, video, 30 min., artist's collection
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Sagie Azoulay, 29 Raziel st. Jaffa Clock Square, 2011, Video, 22 min.
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1NKRiI1 NDIX ,65x65 ,N7i7 7V 100N ,1995 ,M7TNi 7172 ,D777X 780N
Michael Elkayam, Wheel of Fortune, 1995, tempera on parchment, 65x65, artist's collection
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TIINRI NDIX ,35%35 ,YV 7V 777M{7X ,2012 ,i11"IN ,0"{77X YD1
Neta Elkayam, Hnina, 2012, acrylic on wood, 35x35, artist's collection



MK NDIX ,90x90 ,'TX71j7 ,2010 ,1T'D1Q , 071411 [T'X
Eitan Buganim, Poseidon, 2010, collage, 90x90, artist's collection
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David Benarroch, Yerba Buena, 2014, installation ,two ready-made water
containers, wood, water drops, mint, 60x35, artist's collection
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MK NDIX ,105X75 ,V1X DI7XT1,1997 ,(AXWi1 721 11UNi1) MK Y1IX TINN YW 71 1'XN
Meir Gal, Nine Out of Four Hundred (The West and all the Rest), 1997,
color print, 105x75, artist's collection
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Nine Out of Four Hundred: (The West and the Rest) / Meir Gal

Since the establishment of Israel we have heard mostly from and about its European (Ashkenazi)
Jews. Numerous books and articles have depicted the State of Israel as a country which has
successfully managed to bring together people of different ethnic origins. Unfortunately, these
publications have created a perception that is far from the realities non-Ashkenazi groups have
had to endure. Mizrahim (Jews of Asian and African origins, and Arab Jews, commonly referred
to as Sephardim) who have written extensively about the discrimination against Mizrahim
in Israel and who have documented the history of Mizrahi resistance have been censored and
criticized. To this day, Mizrahi activists in Israel are marginalized and often excluded from
public positions and funding,

The official textbooks on the history of the Jewish people used in Israeli schools are dedicated
almost exclusively to the history of European Jewry. For decades the Ministry of Education
systematically deleted the history of Jews who came from the Middle East, Asia, and Africa.
These books helped establish a consciousness that the history of the Jewish people took place in
Eastern Europe and that Mizrahim have no history worthy of remembering. The origins of this
policy date back to the mid 1800’s to the Ashkenazi treatment of the Mizrahi diaspora prior to
the establishment of the State of Israel. Both Jewish European communities as well as the Jewish
Eastern European leadership in Palestine (and later in Israel), categorized non-European Jews as
backward and primitive. Cautionary measures in the form of selective immigration policies were
enacted in the 1950’s in order to reduce the “dangerous Levantine influence” of non-European
cultures on the new Israeli entity.

Mizrahim historically suffered no contradiction between being a Jew and an Arab
simultaneously. The advent of Zionism and the establishment of the Israeli State drove a wedge
between Mizrahim and their origins, and replaced their Jewish - Arab identity with a new Israeli
identity based on European ideals as well as hatred of the Arab world. From the moment of their
arrival in Israel, Mizrahim were forced to deny their Jewish-Arab identity which they had held
for centuries in Arab countries and in Palestine. The inevitable outcome was an irreconcilable
Mizrahi denial of its own past which gradually evolved into self-hatred. The severe racial conflict
within Israel, its resulting class division as well as its impact on the Israeli-Palestinian conflict, is
absent from most discourse on Middle Eastern history and politics.

The book shown in the photograph is the official textbook of the history of the Jewish people
in recent generations that was used by high school students (including myself) in the 1970’s.
The nine pages I'm holding are the only pages in the book that discuss non-European Jewish
history. Hence the title: Nine Out of Four Hundred (The West and the Rest). My intention is
to put an end to the speculative character of the argument whether or not Mizrahim have been

discriminated in Israel. Today the Ministry of Education continues to erase the history of its non
European Jews despite the fact that they comprise more than half of the Israeli population. This
is only one example of how the State of Israel continues to minoritize its non-European majority.
(New York, 1997)
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Eli Dor-Cohen, "Demons' Tower," 2014, mixed media,

statue: 488x300x180, video performance: 7 min.
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1NR NDIX 120120 , 71 7V 1AW ,2011 703,111 i7"X
Eric Vanounou, Camel, 2011, oil on canvas, 120x120, artist's collection
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MK NDIX ,35%50 ,NA 7V 1"T NDAT1,2011 171 T IR'T 7R'T
Jack Jano, Portrait, 2011, ink print on tin, 35x50, artist's collection
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1'IX 771 ,.0 7712 71M172 T2 TR ,220%480 ,L'NTN 7V 1NW ,2012 710D ,i1T01D DN
Miriam Cabessa, Blue, 2012, oil on masonite, 220x480, courtesy of Julie M. Gallery, Tel Aviv
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TINR NDIX {77 8 ,IX"T'1,2007 ,721¥ 11 D17W ,1wN1 71w
Shuli Nachshon, Shalom Rav Shuvech (Welcome upon your Return), 2007,
video, 8 min.,, artist's collection
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TI'INXI NDIX ,80X100 , 71 7V 1NY ,2013 ,0717V ,'XTID 11N
Merav Sudaey, Arabs, 2013, oil on canvas, 80x100, artist's collection
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117'w110N"7'N 1 7111 DIN 7Y 1T 197 ,2011 ,0W X77 '"N1'0 17
INRI1 NUIX ,77X34x34 ,0'117V {7'DD70 770 7Y
Koby Sibony, Untitled, 2011, manual 1 millimeter metal wire bending and a
combination of plastic castaways, 77x34x34, artist's collection
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DN NDIX ,64x56 ,1X'N ,2013 ,NDW 7V "IW1 21T 1IN 7X'T
Jacques Fhima, Married Couple on Carpet, 2013, installation, 64x56, private collection
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1211 1112712 IL'DNITIX ADIX ,25x25 ,T1 7V |NW 2013 ,JIT1NNAN 101" [Ny
Shimon Pinto, Necklace, 2013, oil on canvas, 25x25,
Ben-Gurion University of the NegeV's collection
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TIMNX DX ,TN77 3:00 ,1X"T'1,2010 ,TT1 ,]W1W 7D
Tal Shoshan, Badad (Alone), 2010, video, 3:00 min., artist's collection
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INXRI1 NUIX ,67X100 ,iTTANY7 DTl ,"70""T D17'X ,2005 ,OX'7X DIA7X ,]INNY 12N
Micha Simhon, Albert Elias, 2005, digital photograph, Lambada print, 67x100, artist's collection

IRRI1 NDIX ,67X100 ,i1TAN7 DATA 707477 D17'Y ,2010 ,(*1277Y |XTID) XX ,]INNY 710N
Micha Simhon, Iman (Susanne Shaharabani), 2010, digital
photograph, Lambada print, 67x100, artist's collection 58
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TI'INXRIT NUIX ,210X150 ,011i7 7V 1NW1 D'M11 11,2013 179X )07 7
Lihi Turjeman, Africa, 2013, chalk, graphite and oil on canvas, 210x150, artist's collection
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Born in 1961 in Casablanca, Morocco, Eric Vanounou immigrated to Israel in 1966. He is an
autodidact artist.

Lives and works in Kfar Saba.
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In their book, Mille plateaux, Gilles Deleuze and Félix Guattari borrow the botanical
term "rhizome" to metaphorically describe social and other systems that evolve in a
non-linear and non-hierarchical manner. The rhizome model refers to the even
spread of rootstalks of certain plants such as grass. Due to the even distribution of

nutrients, each part of the plant can continue the process of spreading individually.

Lihi Turjeman was born in 1985 in Petach Tikva, Israel.
Studies: 2006-2010 - BFA, Art Department, Bezalel Academy of Art and Design, Jerusalem.

Lives and works in Tel Aviv.

Eric Vanounou: Symbols and Outfits / Adi Levinzon and
Gabriela Cafri

Eric Vanounou's father was a respected businessman in Casablanca, Morocco,
and his grandfather was a poet. At the age of five, he immigrated to Israel with
his family. Today, his artistic pursuits include painting, sculpting, writing and
composing.

In the paintings presented in the exhibition — Codex Mimouna, Camel,
and Joseph's Coat — he critically examines the Moroccan identity emphasizing

the fundamental difference, according to him, between the ways of life and

customs practiced by Jews in Morocco and their modified Israeli version.
Fertility symbols, he remembers from the Mimouna in his childhood, float
over the house space in Codex Mimouna: A fish dusted with flour, dates, fava
beans, decorations made of wheat and fragments of Hellenistic mosaic. In
Camel, the stereotypic cliché of the orientalist animal metamorphoses into an
origami-like paper camel.

Joseph's Coat echoes and moves in the cognitive space spanning between
the coat of biblical Joseph, and the jacket of a concentration camp inmate;
between Felt Suit (1970) by the German artist-shaman Joseph Beuys
(1921-1986), and the decorated gown of Rabbi Ovadia Yosef the spiritual
leader of the ultra-Orthodox Shas party. Vanounou's opulent identity and way
of life are nurtured by different worlds a far cry from the symbols associated
with his ethnic group. As far as he is concerned, the symbols and outfits are

one-dimensional and shallow casings, empty vessels devoid of human spirit.



Warm colors and energetic ornamental patterns camouflage a scene in which a
bearded grandfather places his hands on his granddaughter's head and blesses
her. The end result mixes the Orient and the Occident - religious and secular
traditions, youth and old age — and composes shards of the overt and veiled
images to create a complex, rich and complete portrait of her identity.

In her work Arabs, Sudaey refers to her Moroccan origin and her familial

tradition, mentality and language. The image is based on a photograph of a
group of bearded men clad in traditional clothes taken in a demonstration
in Cairo's AlTahrir Square. The painting alludes to the power and charisma
radiating from her grandfather and his generation, as well as to the blurred
border between Arab and Mizrahi Jewish identity.

Merav Sudaey was born in 1970 in Nahariya.

Studies: 1995 - BFA, Creative Arts, Haifa University; 1999-2000 - Art Teaching Diploma, Beit
Berl College, Kfar Saba; 2002-2005 - Technology and Communication, Communication &
Technology Department, College of Technological Studies, Tel Aviv; 2005-2007 — MFA,
Creative Arts, Haifa University.

Lives and works in Kibbutz Gvat and Tel Aviv.

Lihi Turjeman: Africa / Or Frish

The works of Lihi Turjeman deal with man's wider circles of identity, with the
intricate architecture of the soul. The identity revealed in Turjeman's work has
an evolving and branching multi-directional rhizome-like structure,” without
defined beginning or end. In the past five years, Turjeman has been living
in an abandoned building in Brenner Street, Tel Aviv, where she also creates
her artworks. By means of scraping, plucking, rubbing and other "feminine"
Sisyphean chores, she appropriates the crumbling walls of the historic building to
create something new. In this way, she gives half abstract-half concrete expression
to the real or fantastic African continent, which emerges from her reworking of
the walls onto the canvas. The walls of the building and the artist's interaction
with them, so it seems, are analogous to her Moroccan identity. However they
do not represent a nostalgic aspect, but rather a historic one that brings about

future-oriented transformation.
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Micha Simhon: Makam / Ale Frejman

Micha Simhon, a third-generation Israeli born, was not brought up in a
typical Moroccan house. As an adult, he was introduced to classical Arabic
music by an aunt who used to listen to it at home. This encounter evoked a
childhood memory and inspired a years-long study of the oriental classical
musical culture. Thus Simhon set out to search for the Egyptians and Iraqi
musicians his forefathers used to listen to in Morocco and to locate the
musicians living in Israel, some of whom played in IBA (Israel Broadcasting
Autority) Arabic Orchestra.

In the four color photographs from the Makam series, Simhon opted for
shooting meticulously lit Caravaggesque or Rembrantesque studio portraits
against a black background. Severing the figures from any environmental
or scenic context, he photographed them playing a musical instrument or
singing. Simhon focuses on the musicians’ facial expressions, postures or
hand gestures while playing a musical instrument. He wishes to glorify
and highlight the soul of the musicians as revealed at peak moments of the

musical performance.

Micha Simhon was born in 1963 in Haifa.

Studies: 1988-97 - BA and MA and teaching certificate, the Department of Sociology and
Anthropology, the Hebrew University, Jerusalem; 1998-2001 - Photography, Musrara
School of Photography, Jerusalem.

Lives and works in Tel Aviv

Merav Sudaey: Grandpa's Blessing / Mor Reshef

In the 1960s, the family of Merav Sudaey's mother emigrated from Morocco
to Jerusalem. Merav herself was born in Nahariya and grew up in the shadow
of the first Lebanon War (1982-85). Her paintings draw their inspiration
from observations of her social and national environment as well as from her
personal experiences.

In her Blessings series of paintings, Sudaey burrows into her identity and

its components. The paintings are built of superimposed layers of images.



an alienated, controlled and restrained, antithesis to the emotional overflow of
human bodily and facial gesticulations.

On the background of the floating floral and decorative images, her tempered
recitation of the song's lyrics accompanies the words sang by Zohar Argov:
Alone I am walking with no prayer / Alone, without a future, hope, dream [ ... i

*

Lyrics: Amshi Levine; music: Uzi Melamed.

Tal Shoshan was born in 1969 in Haifa.
Studies: 1994 - graduated from the Department of Jewelry and Fashion Design, Bezalel
Academy of Art and Design, Jerusalem; 1995-1997 —- MFA in performance and scenography,

Wimbledon College of Art, London. Lives and works in Tel Aviv.

Koby Sibony: Mosques and Arabesques Made of
Metal Wire / Yael Gold

Koby Sibony combines metal wires with a variety of other materials to create his
three dimensional applied art, which lies on the seam between product design,
goldsmithery and sculpting.

Conceived as low tech and banal materials, the metal wires, pieces of wood
and plastic refuse receive in his work a "body" and a "face." The exposed wires
are painted and attached to parts of scraps. Sibony metamorphoses the discarded
objects he has been collecting since his childhood into objects of transition,
in between drawings and sculptures. The fine lines draw elaborate geometric-
symmetrical forms that resemble mosques and Moslem art motifs, in the spirit
of the Moroccan arabesques of which he heard from his Casablanca-born father,
who immigrated to Israel in 1964. Reflected in the objects are the decorated East
European china plates he saw at his school mates' homes and Alexander Calder's

series of sculptures made of metal wire, Calder's Circus (1926-31).

Koby Sibony was born in 1982 in Haifa and grew up in Kiryat Motzkin.
Studies: 2011 — graduated from the Industrial Design Department, Bezalel Academy of Art
and Design, Jerusalem.

Lives and works in Kibbutz Lohamei HaGetaot.
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Shimon Pinto: Hot-Sweet Memories / Hila Dahan

Shimon Pinto: "I think that — consciously or unconsciously, or rather in an
unconscious manner that gradually becomes conscious — my works are dealing
with Moroccan-ness. I don't know whether it is Moroccan-ness, or the culture in
which I was raised — parents and family, grandmother and grandfather... It has
aromas, a ring, and hues of its own; it is humorous and aggressive.... the thingsI
had absorbed in my childhood."

Shimon Pinto's paintings are based on his childhood memories of growing up
in a traditional Moroccan family in the town of Arad, surrounded by Moroccan
colors, food, aromas, customs and tales of tzadikim (righteous ones). Amidst all
the hardship and confrontations he had experienced as a sabra with dominant
Moroccan background, he managed to find his own unique language — through art.

Pinto's painting comes from a very naive, intuitive place; one might even say —
a primitivist and infantile-like place. On his canvases, he orders and harmonizes,
here and now, his charged childhood memoriesladen with hot-sweet colorfulness.

The memories are wrapped in a foggy film of magic like fairy tales.

Shimon Pinto was born in 1967 in Arad, Israel.
Studies: 1997-2000 - Center for Visual Arts, Be'er Sheva; History of Art, Ben-Gurion
University of the Negev, Be'er Sheva.

Since 2005 lives and works in Jerusalem.

Tal Shoshan: Alone / Ella Hod

Immigrating to Israel from Morocco at the age of eleven, Tal Shoshan's father
wanted to be a sabra and thus got rid of the characteristics of his country of
origin. Tal Shoshan finds the memories from there in two principal places: At her
grandparents' home and in her father's articulation and accent. Oriental music
was introduced into her home by her younger brother who, as a youngster, liked
listening to Zohar Argov, the "king of Mizrahi music."

Inhervideo Badad (Alone), she deals with the allegedly extreme expression of
emotions that, according to her, is associated with Mizrahiut. Using a minimalist,

stylized-symbolic gesture borrowed from sign language, she attempts to create



carrying a load of brownish, rusty models of Moroccan tombs and houses. Are
those preservation-worthy heritage objects or rather obsolete historical relics?

The answer to this question is left to the viewer.

Jack Jano was born in 1950 in Fez, Morocco. Immigrated to Israel with his family in 1956.
Studies: 1971-1973 - the Department of Art, Bezalel Academy of Art and Design, Jerusalem.

Lives and works in Klil, Israel.

Shuli Nachshon: To the Bird / Nitzan Kalejman

Shuli Nachshon brings to most of her works views and memories of her town of
birth, Essaouira — also known by its Portuguese name of Mogador — including
its characteristic blue and white colors. Growing up — as she herself attests — she
was somewhat alienated from her Moroccan identity and ambivalent about the
Moroccan customs and culture known to her from her grandmother's home. On
the one hand, her grandmother was a dominant and comforting maternal figure in
her life, and she loved her very much; on the other hand, she was ashamed of her
and of what she represented and aspired to be the ultimate sabra. Ambivalence is
a permanent companion of Nachshon, and is also discernible in the video Shalom
Rav Shuvech (Welcome upon Your Return). Nachshon shoots an intimate morning
moment, sharing a cup of coffee with her mother in the kitchen. Nachshon teaches
her mother to sing Hayim Nahman Bialik's poem El Ha'Tzipor (To the Bird). The
poem that represents the longings of an intellectual Ashkenazi man is rendered
in an intonation and with a melody typical of the Moroccan language. The work
highlights the connection between mother and daughter, as well as the differences
between them concerning the Moroccan identity, memories and pronunciation
of the Hebrew language. This dialogue reminds Nachshon of her beloved

grandmother, whose person and house symbolize for her the Moroccan identity.

Shuli Nachshon was born in 1951 in Essaouira, Morocco. Immigrated to Israel with her
family in 1955.

Studies: 1970-1973 - Faculty of Law, the Hebrew University, Jerusalem; 1975-1980 — BA in
psychology, Haifa University; 1982-1986 — Art and philosophy, Haifa University.

Lives and works in Nofit, Israel.
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In Nine out of Four Hundred: The West and the Rest (1997), Gal is seen holding
nine pages from Dr. Shimshon Kirshenbaum's textbook, Toldot Yisrael BaDorot

HaAcharonim (Jewish History in Recent Generations). These are the only
pages that refer to Mizrahi Jews in the 400-page book. By holding the book pages
in front of his face, Gal halves his face indicating the split identity imposed on
Mizrahi Jews in Israel. The hoisting of the book into mid-air and the dramatic
lighting reference paintings of David with Goliath's severed head. Gal may be
said to decapitate the Ashkenazi hegemony, avenging the wrong done by the
Ashkenazi powerful Goliath to the Mizrahi David.

Meir Gal was born in 1958 in Givat Shaul, Jerusalem. Studied art in Europe in the 1980s
before immigrating to the USA. He is an artist, lecturer and screenwriter. Teaches

photography, art theory and politics at the City University of New York.

Jack Jano: Portrait of the Artist as a Righteous Person
/ Yael Gold

Jack Jano defines himself as an Israeli-Jewish artist creating contemporary
art rooted in Jewish sources. His work combines both religious and secular
aspects, which together produce a new complex entity. Drawing its inspiration
from the world of Jewish tradition and mysticism, his work blurs the borders
between esthetic and magic objects. His art vacillates between a search for the

self and understanding the occult, between serious dedication to his messages

and humorous self-irony. Thus, for example, in his Righteous of the Generation
series of photographs, he appears dressed up as various Moroccan rabbis, either
identifying or mocking their iconic personae.

Jano uses Hebrew letters as sculptural objects both in his two- and three-
dimensional works to quote whole and partial verses from the Jewish Holy
Scriptures. The forms and colors of tombs of the righteous or Moroccan
synagogues transform under his hands into sculptures made of rusty crumbling
iron, glass, worn-out books and the melted wax of memorial candles. All these
reunite and join together into a sculptural layout that is meant to revive the
different components and endow them with contemporary religious and artistic

validity. The sculpture shown in the exhibition is an old iron wheelbarrow



Multidisciplinary artist and musician Neta Elkayam was born in 1980 in the town of Netivot.
Studies: 2001-2005 — Art department, Kaye Academic College, Be'er Sheva; 2006-2007 -
postgraduate studies, Kalisher School of Art, Tel Aviv; 2007-2008 - P.A.P School of
Performance Art, Tel Aviv.

Lives and works in Katamon neighborhood, Jerusalem.

Jacques Fhima: Shards of Imagined History / Yael Gold

Jacques Fhima is an artist, collector, filmmaker, archivist and the owner of rich and
unique collection of comics, movie posters, films, old cameras and projectors. In
his research work, Fhima studies and interprets visual images. In constructing his
personal installations, he uses items from his private collection as raw materials
or ready-mades. He is a "builder of memories,” which he documents in order
to understand "the historical" by assembling different elements into a personal
mosaic that brings together autobiographical roots with general sources. His
works document life in an imagined past that is meant to search and complete
the shards of the experiences, emotions and memories he missed as a child, as a

person. By rebuilding his lost past, he tries to understand the present.

Jacques Fhima was born in 1959 in Paris, France, to a family that immigrated to Israel from
Morocco and then left for France. He immigrated to Israel in 1995.

Studies: 1979 - rue Forment Art School, Paris; 1980 - studied cinematography at the
Sorbonne, Paris.

Lives and works in Sho'eva, Israel.

Meir Gal: Nine out of Four Hundred: The West and
the Rest / Roni Tzoreff and Yafit Elon

Meir Gal's main body of works examines conceptually and visually the exclusion
or concealment of the Mizrahi history and identity by the hegemonic Ashkenazi-
Zionist history and culture. His conceptual photographic, performance and site-
specific works betray an influence of American conceptual art and of British and

French theoreticians.
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Michael Elkayam was born in 1954 in Tinghir, Morocco. Immigrated with his family to Israel
in 1956, and grew up in Netivot.
Studies: 1983-1984 - Department of Art, Bezalel Academy of Art and Design, Jerusalem.

Lives and works in Netivot.

Neta Elkayam: Thread of Gold / Maya Peleg and Noa Dayan

Expressing her identity conflict as a Moroccan-Jewish-Israeli woman,
multidisciplinary artist Neta Elkayam processes her experiences as a young
girl growing up in the town of Netivot and as an adult whose trip to Morocco
has changed her life and her conception of the power of North African women
and female singers.

Recently, Elkayam writes and performs songs, inspired by Moroccan
poetry of her grandparents' generation who did not find their place in Israel.
The person of her grandmother, who hailed from Tinghir and died when
Neta was 19, has accompanied her over the years and played a major role in
her process of maturing and in the formation of her dialogue with her own
Moroccan identity. The latter is part and parcel of her identity in general, of
her family album: "My present is their black-and-white photos."

As Elkayam was articulating her own relations with Jewish art, she found
the answer in her parental home. Together with her father, Judaica artist
Michael Elkayam, who also participates in this exhibition, she mounted
the exhibit Thread of Gold (2013) at Kibbutz Be'eri's art gallery. Thread of
Gold was the product of two year-long artistic dialogue that expressed the
intergenerational encounter and its reflection in the works of both father
and daughter, opposite each other and side by side. Her installation shown
here is a site-specific version of their encounter. It consists of self-portraits,
alms boxes with social messages and paintings with familial iconography
decorated by the father, as well as video works and assisted ready-mades.
Some of the works were made in collaboration by both father and daughter,
each painting on the other's work. The connection through paint brushes,
images and familial iconography creates a word-transcending flow, a thread

of gold that links together this father-daughter love.



the form of components from her familial tradition and heritage and memories of
her grandmother's childhood in her hometown of Tétouan in northern Morocco.
Grandma Aliya, who so far hasn't had the chance to write down her own life
story or display her craft, is documented by her granddaughter in a prolonged
visual journey that records different facets of her ceaseless, lively activity:
cooking, embroidering, sewing, knitting, writing poems and recycling objects.
The video serves as a conduit for the dialogue between Noam Edry, a famous
contemporary artist, and her grandmother, an anonymous craftswoman,
whose work has never been exhibited. The unique editing of the video allows
Noam Edry to select the aspects of her grandmother's life she wants to reveal or
conceal in order to "draw” her singular personality. Her choices unveil not only

components of her grandmother's identity and character, but also her own.

Noam Edry was born in 1982 in Kibbutz Ramat Yohanan.
Studies: 2001-2005 - BFA, Bezalel Academy of Art and Design, Jerusalem; 2009-2011 - MFA
(summa cum laude), Goldsmiths University of London.

Lives and works in Tel Aviv.

Michael Elkayam: Traditional Symbols / Galit Cherniyakov
and Yafit Alon

At the age of two, Michael Elkayam immigrated with his family from Morocco
to Israel. The family then settled in Netivot. Elkayam absorbed the Moroccan
culture at home from his parents, his grandfather and his grandmother, who
raised him and his brothers.

The lion's part of his artistic work is dedicated to writing and illustrating
ketubot and Passover haggadot and making mezuzot and other Jewish ritual
objectsin the spirit ofhis familial tradition. Most of his naive works are executed
in tempera on parchment. They resemble medieval illustrated manuscripts as
well as Mozarabic art. The objects are replete with ornaments, Jewish sacred
symbols and stylized images of animals and vegetation.

Some of his works shown in the exhibition were made in collaboration
with his daughter, Neta Elkayam, in the framework of their joint project,
Thread of Gold (2013).
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I cried bitterly, laughed to tears

and desalinated sea water in the Far East.
I was doped with this wonderful drug, the drug of invention.

I called blacks "vilde khayes" and "dreks"

and dressed scouts in service uniforms.

I plundered. Trampled. Bombarded. Beat up.
Blasphemed. Desecrated. Shattered. Chopped.
Sailed in the wide sea of identities

and injected my organs with delusional passions.
In the Fez Ghetto, in the alleys of Marrakesh,

I paid baksheesh in cash.

I paid the piper, so I called the tune.
I became addicted to this wonderful drug, the drug of addiction.

Eli Dor-Cohen was born in 1952 in Haifa to a family that immigrated to France from the town
of Fez in Morocco before immigrating to Israel in 1951.

Studies: 1977 - graduated from Bezalel Academy of Art and Design, Jerusalem.

A painter, sculptor and director since 1977. One of Israel's pioneering practitioners of
visual theater. 26 of his projects were exhibited at the Akko and Israel festivals, the Tel Aviv
Museum of Art, and the Israel Museum. Awarded First Prize and citations at the 1985 and
1988 Akko festival and Second Prize at the 1987 Israel Festival. Two of his sculptural works,

Mei Or and History of the Fringe were installed in Be'er Sheva in 2013.

Lives and works in Lehavim, Israel, and Stuttgart, Germany.

Noam Edl‘y: Grandma Aliya / Nitzan Kalejman

In the last decade, Noam Edry has been using video to document her grandmother
Aliya Edry, a strong woman, who plays a dominant role in the life of her family
in general and that of her granddaughter in particular. As she herself attests, their
relation is close and intimate, both spiritually and mentally. The person of grandma

Aliya infiltrates into the personal-everyday and artistic identities of Noam Edry in



Most of all, I became addicted to this wonderful drug, the drug of invention.

Iinstalled a system to blind the retina,

laid anti-personnel mines in social class surrounding,
reduced the level of oxygen for passersby,

increased the level of nitrogen in painful gutters,
strangled the muse of all poets

and enlarged the vocabulary of wannabe machos.

It's a good thing I became addicted to this wonderful drug, the drug

of invention.

I set up demonstrations' forecast station,

ordered to arrest robust girls,

proposed to establish paper political parties,
forbade mourning in villages and cities,

brought from the Diaspora Zion-obsessed people

and transfused synthetic blue blood units.

And above all, I became addicted to this wonderful drug, the drug of invention.

I assumed the identity of a devil,

married an adorned virgin proselyte,
laundered spotless refugees

and whitewashed the northern of Africa,
replaced the knife of the "Moroccan-knife"
with Polish slingshot made in China

And filled with inspiration, I became addicted to this wonderful drug, the

drug of invention.

I screwed heads of mannequins
unto corrupted pride ridden bureaucrats,
reinstated the crowns of lost faces

and turned an elderly man into a handsome boy,
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40. what remains is memory,
fear, and art.
but even with a yellow patch,

iamstill a humanbeing.*

*  Pinchas Cohen Gan, "Orphan's Kaddish," in These are the Names, 1992, pp. VI-X.

Pinchas Cohen Gan was born in 1942 in Meknés, Morocco. Immigrated to Israel with his
family in 1949.

Studies: 1970 - graduated from Brzalel Academy of Art and Design, Jerusalem; 1971 - studied
at the Central School of Art, London; 1973 - BFA and BA in history of art and sociology, the
Hebrew University, Jerusalem; 1977 - MFA in arts, Columbia University, New York.

Awarded the Israel Prize for painting in 2008.

Lives and works in Tel Aviv.

Eli Dor-Cohen: Tower of Devils / Eli Dor-Cohen and
Daniel Edri-Madar

The Tower of Devils performance tells the story of the evolution of a new myth,
growing up in Israel's backyard and cultural margins. The Drug of Invention -

performance combined with sculptural object and a video work — will be

performed at the opening of the exhibition.
Wonderful Drug / Eli Dor-Cohen
I became addicted to this wonderful drug, the drug of invention.

Iinvented foam for quelling riots,

hit cooing pigeons, bull's eye,

made rubber charges for cracking roofs,
pumped out gas from Arugot river,
planted hallucinogenic magic mushrooms

and plucked my consciousness to end the problems.



Pinchas Cohen Gan: Professional Migrant / Yafit Elon

Pinchas Cohen Gan's unique artistic language places man in the center — any
man — made as in the form of a silhouette or paper cut-out of his own image. As part
of his prolific, pioneering work which is complex and riddled with contradictions,
Cohen Gan has published several limited editions of artist's books.

In these books, two of which — And These are the Names, 1992 and Remaking

History, 1994 — are shown in the exhibition, he deals, among other themes, with
his identity and Moroccan origins, Orientalism and processing history. Using
photographed images, succinct drawings and theoretical and personal texts, he
refers to the structured nature of concepts of space and identity, based on a central

experience of his own biography — the experience of uprooting and "refugeeness."

Pinchas Cohen Gan:

2. iwasborn in Africa, iwasborn in morocco, iwasborn in meknes,
iwasborn into french culture.
iwasborn in the third world, iwasborn a jew — possessing

french culture, iwasborn a humanbeing.

[.]

@

at age five immigrated for the first time.
at age six, immigrated for the second time.
at age five istopped being an ordinary person and became
a professional migrant.
8. iarrived in israel with myparents,
because they were jews.
here they were told they were citizens
but of second class.
26. iinvest and idont attain.
im a silhouette of myself.
my heart shrinks.
mybody breaks.

[.]
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Jerusalem; 1999-2000 - Carnegie Mellon University, Pittsburgh, Pennsylvania; 2002-2004 -
MFA, film and video studies, Columbia College, Chicago, lllinois.

Lives and works in Tel Aviv.

Miriam Cabessa: The Body Remembers, Color Signifies
/ Nitzan Kalejman

Miriam Cabessa likens her art making to the work done by a "Moroccan
housemaid" with her cleaning utensils, the floor squeegee and rag. In her
own work, these implements have become "dirtying tools" with which she
paints a surface soaked with color. Her works can be read, among others, as
a feminist critique of the status of women, who according to the traditional
gender-based division of labor are responsible for cleaning the house, as well
as of clichés such as "'no one cleans better than a Moroccan maid."

In the video documenting the process of making the painting shown in the
exhibition, Cabessa wallows in the blue paint covering its surface, crawling
from side to side, and "dirties" it by making diagonal and circular movements
with paint-soaked mop. One can discern the traces of Cabessa's movements
during the videotaped performance in the finished painting, which brings to
mind expressionist abstract art.

Another possible reading of the performance and the painting, which Cabessa
does not subscribe to, lies in the identification of a hidden Moroccan aspect: the
painting's blue color is characteristic of many Moroccan cities, including Cabessa's
city of birth, Casablanca. The circular repetitive movements may reference
Moslem decorative elements and arabesques. Couldn't they represent the artist's
"inner self," the colorfulness of her childhood landscape, the blue water and white
sands of Casablanca beach? Couldn't these be the vague primary memories from

her original home that her body remembers and the color signifies?

Miriam Cabessa was born in 1966 in Casablanca, Morocco. Immigrated with her family to
Israel in 1969.

Studies: 1988-1989 - Kalisher College of Art, Tel Aviv; 1990-1992 - Ha'Midrasha College
of Art, Ramat-Ha'Sharon, Israel; 1997-1998 - Cultural Studies at Camera Obscura, Tel Aviv.

Lives and works in New York City.



And maybe the Yerba Buena, or vav1 in Hebrew/Arabic (literally: moving-
moving), alludes to the wandering of the consciousness between "here" and
"there," like in the poem of Sami Shalom Chetrit: “I'm a moving-moving Jew
/ Having arrived yesterday, tomorrow I'll be gone / [...] / Moving-moving
twirling-twirling / Neither earthbound, nor hovering / [...] / Let me pass

through / I need some air.”

*  See “Moving-Moving Jew;” in: Sami Shalom Chetrit, Jews, Poems: 2003-2007,
Binyamina: Nahar Books, 2008 [Hebrew].

David Benarroch was born in 1982 in Petah Tikva, Israel.
Studies: 2006-2010 - the Department of Visual Communication, Bezalel Academy of Art
and Design, Jerusalem.

Lives and works in Be'er Sheva.

Eitan Buganim: Poseidon / Yevgeniya Ivko

Eitan Buganim is a multi-media artist, combining video, drawing, painting,
photography, writing and collages in his work. In many of his works, he
deals with family life and with his hometown of Dimona, alongside abstract
images. In his current body of works, he often deconstructs and reconstructs
old collages images. This iconoclastic deconstruction is a free process
unbounded by any rules.

The collages from the series Poseidon shown in the exhibition present
Eitan Buganim's sheared, ripped face in mid-sea, enclosed by a circle of
boats. The image lends itself to ambivalent readings: Is it Odysseus during
his odyssey, or is it a drowning man calling out for help before sinking into
the deep sea? In addition to the universal, mythological contexts, there is in
these works encoded political metaphors pertaining to questions of migration
and immigration, Morocco, the artist's family, the desire for freedom and his

ability or inability to satisfy it.

Eitan Buganim was born in 1974 in Dimona, Israel.

Studies: 1997-2001 — BFA, the Department of Art, Bezalel Academy of Art and Design,
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and Yizhak Azoulay are still there, selling and involved in the business
of Mizrahi music. In front of the sensitive and empathic camera of their
kindred artist, they are reminiscing about days past. The camera focuses
on the interior of the store and the faces of the brothers, revealing painful
human moments. The father and uncle speak of absorption hardships of
the Mizrahi music in Israeli society, and the repressed returns. Through
the camera of Sagie, an unknown chapter in the history of Israeli music is

revealed.

Sagie Azoulay was born in 1979 in Jaffa.
Studies: 2008-2012 — BFA, Bezalel Academy of Art and Design, Jerusalem; 2012-2014 - MFA,
Bezalel Academy of Art and Design.

Lives and works in Jaffa.

David Benarroch: Yerba Buena / Or Frish

David Benarroch is a sculptor and installation and new media artist. His works
deal, among other, with the morphology of everyday objects, taken out of their
utilitarian context and recomposed in a way that endows them with new -
artistic — identity. His parents hail from political entities that no longer exist —
his father from the international city of Tangier, and his mother from Spanish
Morocco. Thus Benarroch's Moroccan identity differs from the typical one
nurtured by newcomers from former French Morocco.

In his work Yerba Buena (Spanish: Mentha), Benarroch constructs his
vantage point on the Moroccan identity using mineral water ceramic pots
and flowerpot with Mentha plant. The plant, known to him from his parents’
house, is watered by drops dripping from the containers. Together, the two
identical ceramic pots and the flowerpot represent an intimate family. The
familial image is installed in a bizarre, freakish way: Hanging in mid-air,
foreign, uprooted, out of place. Another layer of the work oscillates between
fantasy and reality: The vegetative, artificial image decorating the ceramic
pots and the plant itself; the white ceramic of the pots, which are used today to
store and transport water, referencing the white North African city, the jewel

of the Moroccan "heaven."



Etti Abergel: Snarl / Yevgeniya Ivko

From the beginning of her artistic career, Etti Abergel has been building
bridges between past memories and the present, linking the Moroccan home in
which she was raised and the outer Israeli world - the landscapes of the Valley
of Jezreel and her hometown of Tivon.

Her works relate to cross-breeding and linking objects with the surreal
contexts she creates. Etti Abergel shies from the obvious and prefers to delve
into the spiritual and the recesses of the mind. She examines herself and
her surroundings binding together personal conflicts with abstract cosmic
narratives.

In her installation shown in the exhibition, a blue plastic basket hangs from
the wall with a snarl of threads dangling from it. These entangled knots and
contexts represent her inner, exposed and vulnerable conflict that overflows
from within outwards, refusing to be contained; resolved — unresolved; closed -

opened - closed.

Etti Abergel was born in 1960 in Tivon. Her parents immigrated to Israel from Morocco (her
mother from Fez and her father from Marrakesh).

Studies: 1981-1985 - BFA, the Department of Art, Bezalel Academy of Art and Design,
Jerusalem; 1996-1998 - Postgraduate Program, Bezalel Academy of Art and Design,
Jerusalem; 2003-2004 - MFA, Bezalel Academy of Art and Design in association with the
Hebrew University, Jerusalem.

Lives and works in Jerusalem and Tivon.

Sagie Azoulay: 29 Raziel St., Jaffa Clock Square

/ Dana Svahjman

Sagie Azoulay's video, 29 Raziel St., Jaffa Clock Square (2011), focuses on his

father's and uncle’s small unique record store. In the 1950s, the Azoulay brothers,

who immigrated from Marrakesh to Israel in 1948, were the first to discover and
record Mizrahi singers: Jo Amar, Aris San, Tzlilei Ha'Ud, and others.
The store has been there for over half a century and it seems as if time

has come to a halt. The vinyl records were replaced with CDs, but David
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The visibility and invisibility of the face of the Other, the Mizrahi, are
indicative of the state of affairs in Israel, where two conflicting tendencies co-
exist: On the one hand, the ability to see; and on the other hand, the inability
to see. Israeli society is swamped with visual images, through which it can
absorb and internalize the personality and images of the different. Artists
using visual means attest to the gap existing between images the eye has grown
used or educated to see and those from which it has diverted its gaze. These
artists challenge the eyes of the Israeli viewer by confronting him or her with
the divide and rupture and with the rich and multifaceted Moroccan culture

in all its glory and splendor.



The face motif reoccurs in many of the exhibition's works. The face serves
as a meaningful image of identity and its acceptance or non-acceptance by
Israeli society. I want to demonstrate this argument by delving into three
works, or three approaches:

Micha Simhon chose to commemorate, in his series of photos Makam,
the figures of twelve instrumentalists and vocalists of Arab music. He took a
portrait photograph of each musician while playing or singing in his studio.
Simhon compels the viewer to look straight forward at the face of a music
that was excluded from Israel's official repertoire. His use of dramatic lighting
and chiaroscuro effects creates a picture that references baroque paintings of
saints. These artistic means enable him to glorify the musicians and introduce
them into the artistic canon, by creating for them a novel stage.

Other artists opt to present divided or fragmented faces. This choice adds
to their works an edge of protest. A clear example for this can be seen in Meir
Gal's Nine Out of Four Hundred (The West and the Rest). Gal photographs
himself holding a history book, which promotes the official position of the

Israeli establishment. The book divides his face into two. The divided face
(and the nine pages — out of the book's 400 — dedicated to Jews of the Orient)
illustrates the rupture of the Mizrahi identity whose history and narrative was
excluded/erased from the collective memory.

In two photographs of Michael Elkayam's and his daughter Neta
Elkayam's joint project, Thread of Gold, their faces are masked, hidden from
the viewer's gaze. Neta Elkayam photographs the face of her father peeking
from behind a simple curtain, like the one used to separate the women's
section in an Orthodox synagogue. In the second photo, Michael Elkayam
covers his daughter's face with mostly blue decorations that reference
traditional Moroccan art. In both photos, the act of hiding the face represents
an intention to hide one's identity out of shame or fear. Nevertheless, it also
ties the artists to their origins, to a past they are attracted to, which also

nurtures their identity and works of art in the present.
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Internalizing the Face: On the Visibility and
Invisibility of the Face of the Other

Roni Tzoreff

We call the way in which the Other presents him- or herself, while deviating
from my inner concept of the Other: a Face. This way does not mean that
he or she should be seen as a theme under my gaze and be interpreted as
a gamut of qualities that create a picture. The Other’s face continuously
deconstructs and breaks the plastic picture it leaves with me. It does not

reveal itself through these qualities, but rather kath auto expresses itself.!

Emmanuel Levinas's philosophy asks us to look at the face of the Other, the
stranger and foreigner, and to listen to its outcry. According to Levinas, the
unveiled face of the Other exposes the onlooker and compels him or her to
comply with its outcry. Our ability to look at the Other's face is bound to
lead us to a reformed world. In many of the works shown in Broken Beads:
Contemporary Artists on their Moroccan Identity, the faces of the artists or the
people they portray are seen either looking straight forward at the viewers, or
intentionally and consciously hidden. The face serves as a weapon or a means
of communication. Here, it becomes a medium for changing the viewer's
consciousness, by making him or her look at a new, complex, variegated,
three dimensional and rich human image, instead of seeing the habitual, one
dimensional, stereotypical image of the "Moroccan."

The works in the exhibition deal with split Mizrahi identity and oscillate
between a nostalgic gaze directed at the home and the past and a gaze directed
at the future in an attempt to assemble the shards into coherent identity. Some
of the works level pungent criticism at the establishment that has denied
the existence of Mizrahi identity, offering instead an intricate mosaic of new

hybridized identities.



and real, with enchanting, antipodal, snow-covered and desert landscapes,
mountains and plains, traditional, organic and ecological and global post-
modern architectures. Morocco is the complex and exotic jewel of the Moslem
Mediterranean crown. There one can find traces of the aromas of Black Africa,
relics of the Roman Empire, scars of the French colonialism, memories of the
terror of the Third Reich and its exterminatory mechanisms, and the trappings
of modern constitutional monarchy. All of these and much more combine to
produce young artistic scene (within and without Morocco), the richness of
which lies in its complexity, in its novel, fractal applications that are nurtured
by the myriad possibilities offered by Morocco.

The Israeli-Jewish application, our exhibition's subject matter, is one of
them. The Moslem applications, within and without Morocco (in the USA
and Europe), are beyond the scope of this exhibition, and will perhaps be
dealt with at a later date.

1 Erez Biton, "Takzir Siha" (Conversation Summary), in: idem, Sefer Hana'na (The
Book of Mentha), Tel Aviv: Eked Publishing House, 1979, p. 64 [Hebrew].
Frantz Fanon, Black Skin, White Masks, London: Pluto Press, 1986, pp. 18-36.

3 Mois Bearroch, "Bein LeBein, Hatavech," (In Between, the Center), in: idem, Sfat
HaYam (Language of The Sea), Haifa: Pardes Publishing House, 2013, p. 45 [Hebrew].

4 S.Keshetand K. Alon (eds.), Shovrot Kirot: Omaniot Mizrahiot A'chshaviot BeYisrael
(Breaking Walls: contemporary Mizrahi feminist artists), published by Achoti (Sister)
for Women in Israel, 2013.

S In his speech at the first symposium of the Elyashar Center, "North African Jewry
Then and Now," Ben-Gurion University of the Negev, December 11,2013. The second
symposium, "We are Broken Beads: Conference of Moroccan Jewry" — a collaboration

between the Elyashar Center for Studies in Sepharadi and Oriental Jewish Heritage
and the Department of the Arts of Ben-Gurion University of the Negev — will be held
on May 11, 2014 simultaneously with the opening of the "Broken Beads" exhibition
(co-producers: Prof. Haviva Pedaya, Prof. Haim Maor, and Dr. Ktzia Alon).

6  See: Etti Abergel: Installation Diary, 2007, in:
http://galeriemezzanin.com/artists/etti-abergel/texts/abergel_ifergan/.

7  Gannit Ankori, "In the realms of Sorrow," in:

http://galeriemezzanin.com/artists/etti-abergel/texts/abergel ankori/.
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casserole looks and tastes differently from that of the Tunisian, Algerian, Libyan,
or Egyptian Jews. Their vegetables differ in quantity and variety. Their rice or
cuscus are cooked and spiced differently. Add to it the tastes acquired from side
dishes — such as religious faith and familial tradition; personal and family stories,
histories and myths; male, female, or LGBT gazes; outlooks of first, second, or
third generation immigrants — and here you have a complete and variegated
meal. And this meal may or may not include nostalgia, memories, nightmares,
yearnings, fables and inventions, legends and historical heritage, coherent
history and biographical splinters, esprit de corps or accumulated shame and
humiliation, eloquent and stuttering voices, simple and translated voices. Just
like the Moroccan bazaars, all of this is fascinating and dizzyingly colorful.
*

In ancient and early modern history, Morocco was considered a coveted,
backward, marked and dangerous place at the uttermost West, the last frontier
before the great unknown that lies beyond the Atlas range of mountains. Still
coveted by contemporary artists all over the world, it is the ideal place for
visiting, painting, traveling and drawing inspiration. A preferred destination
since the great artistic journey of the 17th and 18th centuries, Morocco was a
source of inspiration also for 19th and 20th centuries’ artists such as Eugene
Delacroix, Henri Matisse, Paul Klee, Vassily Kandinsky and many others.
Their real or imaginary travels led them there and, having absorbed the place's
colors, textures, materials, imagery, flavors, and intoxicating scents, they used
them to enrich (Western) art. Morocco is the epitome of the dangerous,
enchanted "Orient," a bowshot away from Europe. And indeed, these artists
went out to "hunt” it with their eyes, coming back with travel diaries, drawings,
objects-souvenirs, and colorful embroidered textiles bought in the bazaars of
Fez and Marrakesh. Upon returning to Europe, they used these mementos to
replenish and renew their works, or as a setting for their nude models.

Today, too, Morocco is the East and the West (the Maghreb, the Arabic

word for "west") at the foot of "dark” mountains - close by and distant, mythic



experience to a contemporary time and place. [...] The protest aspect,
which is contained in my works, arises, perhaps, from the need not to
just represent my ‘other-ness,” but to live it, to restore the conflicts while

remaining loyal to their origins without re-shaping or processing them.®

Prof. Gannit Ankori summarized it succinctly as the intertwining of "vague
fragments of distinct recollections."”
*
Broken Beads: Contemporary Artists on their Moroccan Identity wishes
to further sharpen and focus the move that was launched by exhibitions
curated by Shula Keshet, Tal Ben Zvi, and others. These pioneering
exhibitions attempted to present the Mizrahi voice as one more voice in
Israeli polyphonic society. At the time, this denied or enfeebled voice was
demanding the legitimization and equal recognition of all Mizrahi artists,
of the Mizrahi voice in general. After more than a decade down the line, now
that this voice has permeated into and accepted by mainstream Israeli art, a
more individualized move is needed. It's time to replace the generalization
"Mizrahi voice” with the different voices of various individuals, whose
biographical details combine into disparate, singular and unique blends that
do not comply with standardized categorization ("Mizrahim," "Westerns,"
"ultra-Orthodox," "Kibbutznikim," etc.). The works and style of Shimon
Pinto or Neta Elkayam, for example, are different. However, the works of
both artists are covered with similar thin, overt or covert, layer of common
patina. This accrued patina is the outcome of living in families of Moroccan
origin. This exhibition wishes to highlight the common and the different
aspects that enrich Israeli art rather than flatten the Mizrahi voice so that it
could fit into preconceived shallow molds and archetypal recipes.
*
The Moroccan "clan” was chosen as a test case from all the Jewish Mizrahi

or North African communities. To use a culinary analogy, Moroccan Jewish
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In their 2013 book Breaking Walls,* authors Shula Keshet, Ktzia Alon
and Haviva Pedaya unveiled the scope and richness of the traits of female
Mizrahi voice in contemporary Israeli visual art. In recent years, similar traits
are also discernible in Israeli literature, poetry, cinema, and music. Scholars
such as Ktzia Alon and Yochai Oppenheimer, among others, study and
reveal them in their publications. With a fresh eye, one can notice the inter-
generational change, the different weight ascribed to the various elements and
characteristics of Israeli identity (the artist's and his or her family's country
of origin, Jewishness and Israeliness, gender, place of residence in Israel or
abroad, his or her exile by choice or by coercion, by resolution or elusion).

Generally speaking, Mizrahi immigrant artists sought to assimilate into the
Israeli-sabra-Ashkenazi melting pot and their works tended to be rather Israeli-
secular-collective-"Ashkenazi" or universal — much more Western-international
than those of their Israeli-born counterparts. In many cases, they consciously and
willingly opted for mechanisms of deliberate forgetfulness/denial/concealment/
repression/imitation and assimilation. Their submission to these mechanisms
was by no means dedicated only from above, by an authoritative establishment.

Younger artists, on the other hand, speak differently. Second and third
generation immigrant artists express themselves differently than their
predecessors. They say out loud: "I'm 'Morocco knife. What are you going to
do about it?"

It is a fundamental and meaningful inter-generational change, as indicated
by author Uziel Hazan: "We moved from the stage of shame, through the stage
of acceptance, to the stage of pride."

Etti Abergel, one of the artists participating in the exhibition, put it thus:

The journey is an attempt to write autobiographical history in
material [...] The attempt to find form for an overloaded labyrinthine
narrative, to succeed in building a visual body and presence for interior

unexpressed experiences and emotions, to tie [...] archetypal historical



A male author can aptly convey a woman's psyche and voice, and vice
versa. A white female author can successfully represent the voice of a black
man, a plantation slave, and vice versa.

*

The Curatorial Course of Ben-Gurion University's Department of the Arts
began in 2000. The Course's first exhibition — Molds of Their Homeland:
Symbols of Identity in the Works of Asam Abu-Shakra and Tsibi Geva — defined
one of the central themes with which our later exhibitions were about to deal:
Identity traits of "other" artists, of "other" voices in Israeli art. In their works
these artists express the richness and complexity of living between and in two
or more worlds as well as present an alternative "Israeliness,” different from
that of the established mainstream.

Other group exhibitions (COSMOPOLImmigrant, 2004; Embroideries,
2007; Souvenirs, 2008; I Am a Romanian: The Bucharest — Tel Aviv Route,
2011) and one person exhibitions I have curated at the University's gallery
(of artists such as Farid Abu Shakra, 2003, Khader Oshah, 2007, Natalia
Zourabova, 2010, Ruth Kastenbaum Ben-Dov and Dafna Nissim and Neta
Elkayam, 2011, and Shimon Pinto, 2014) have also reflected this agenda that
was neither articulated in advance nor predetermined. In retrospect, it reveals
itself as a leitmotif in my curatorial activity. This theme also emerged in the
exhibitions I have put together as an independent curator: Kol Ha'Kavod:
Human Dignity and representation of the "Other” in Contemporary Israeli Art,
1998, The Voice of Ishmael, 2002, Other Voices: the Works of Sara Nissim, 2010.

The present exhibition continues in this line offering a stage for the growing
and evolving phenomenon of artists who express their Mizrahiut as a major feature
of their identity. This phenomenon have already been presented in the pioneering
exhibitions of curator Shula Keshet — Sister: Mizrahi Women Artists in Israel, the
Jerusalem Artists' House, 2000, and Mizrahiyot, Ami Steinitz Contemporary Art
Gallery, Tel Aviv, 2000. Later, other such exhibitions were held at mainstream

display spaces, for example, the aforementioned Mother Tongue.
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The artists participating in the exhibition represent the all gamut of these
options. They are equipped with different modes of expressing the range of
reactions and the prolific possibilities offered by life of an immigrant or his/
her offspring.

x
"When you chop wood, chips fly" (folk saying)

Immigrants (from Morocco and elsewhere) and especially their
descendants replenish their memory cells with accumulated experiences
of their new surroundings, society, language, clothing, food, and culture.
From this synthesis a complex/complicated identity is born - the identity
of broken beads.

These broken beads have a life of their own, tales of their own, and unique
modes of expression.

*
In the catalogue of the Mother Tongue exhibition (Museum of Art, Ein Harod,
2002), mentioning that she is an Ashkenazi Jew, curator Tal Ben Zvi conceded
in retrospect that a Mizrahi curator would have made a better job representing
Mizrahi Jews.

In the Fasatin exhibition catalogue (2006), I mentioned that a Moslem-
Palestinian researcher might have read the exhibition's works differently
from an Askenazi-Israeli researcher and that I only temporarily stand for a
spokesperson until such a time that Palestinian curators-scholars will take
it upon themselves to do this job.

However, one may opt for an alternative, contrary approach: Do
not field anthropologists or ethnographers studying different "other”
cultures, foreign to them, read these culturesbetter precisely because they
are observers rather than participants? To be sure, their interpretations
are sometimes misguided or lacking, but more often than not their
successors reread the data, correct their predecessors' conclusions and

offer a new understanding.



Fanon is talking about the black man'’s state of mind and about the use of
verbal languages within repressive milieu. The exhibition's artists adopt various
visual languages to represent the state of consciousness of first and second
generation immigrants from Morocco. This state of consciousness is rooted in
an existence of "broken beads" and is presently motivated by a need for change,

sublimation or repair, as well as for formally articulating the trauma.

Poet Mois Benarroch aptly summarizes this state of conscious:
[...] still don't really know how to be an Israeli
And probably
Will never know
I'll stay in between
Lost in diasporic mechanisms of survival
And lacking
The Israeli toughening

Mechanisms.?

Each chip, each molecule, each shard can choose from among several optional
states of consciousness: a captive state of seclusion and isolation from both
worlds; a split state of existence in divided worlds; a desirable state of enjoying
the best of both by assimilation and integration in the new surroundings
withoutrelinquishingtherepositorystoredinthe cellars of one's consciousness;
afictive state of compensation by holding on to a bygone past and entrenching
and wallowing in its real or fabricated "relics" and memories.

Sometimes, they choose to live between two (or more) worlds;
sometimes — to enjoy both worlds; sometimes — to disassociate themselves
and withdraw into the lost fantasy or illusion of their former world that no
longer exists in reality feeding on "relics” and "traces” from "there"; and at
other times they prefer to disperse and spread into the new world in order

to enrich-change it.
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acknowledges and respects silence, inarticulateness, and stammering; the
latent and the repressed; irony and self-referential humor; the gushing, but
also the restraint and partial satisfaction; fluent speech as well as the charm
of the hybrid lapses of an immigrant. All these modes are legitimate as far as
these artists are concerned, since this is the language of felled chips that fly
in the wind; of the broken beads that are hidden in the dark corners of one's
house or come to occupy the center stage where their shards shine brightly.

In his book Black Skin, White Masks, Frantz Fanon writes:

Every colonized people - in other words, every people in whose soul an
inferiority complex has been created by the death and burial of its local
cultural originality - finds itself face to face with the language of the
civilizing nation; that is, with the culture of the mother country. [...] Sartre
begins Orphée Noir thus: “What then did you expect when you unbound
the gag that had muted those black mouths? That they would chant your
praises? Did you think that when those heads that our fathers had forcibly
bowed down to the ground were raised again, you would found adoration
in their eyes?” [...] After all that has just been said, it will be understood that
the first impulse of the black man is to say no to those who attempt to build
a definition of him. It is understandable that the first action of the black man
is a reaction, and, since the Negro is appraised in terms of the extent of his
assimilation, it is also understandable why the newcomer expresses himself
only in French. It is because he wants to emphasize the rupture that has
now occurred. He is incarnating a new type of man that he imposes on his
associates and his family. And so his old mother can no longer understand
him when he talks to her about his duds, the family’s crummy joint, the
dump... all of it, of course, tricked out with the appropriate accent. [...]
When a Negro talks of Marx, the first reaction is always the same: “"We have
brought you up to our level and now you turn against your benefactors.

Ingrates! Obviously nothing can be expected of you.”*



Broken Beads: Contemporary Artists on Their
Moroccan Identity

Haim Maor

The exhibition borrowed its title from Erez Biton's poem "Something about

a Frenzy," which was included in his first published book, Moroccan Offering

(1976). There, this pioneer of Israeli Mizrahi poetry wrote: "You who threw
us into the cradles / rocked us in all the ruins / do us this only favor / let us be
/ we are broken beads."

In our 2013-14 curatorial course, we dedicated quite a long time to
finding a fitting title for the exhibition. Agonizing over the right title, we

rejected our first choice "Ana min alMaghrib,"*

a quote from another poem
by Biton,' as we were seeking words that would summarize rather than
mark, reference rather than define, set limits rather than stigmatize. We were
extremely careful not to enter the mine field that is still the Israeli semantic
field surrounding the words "Morocco" and "Moroccans.” We wanted
to lend an ear to charged and painful words concerning discrimination
without resorting to the orientalist, colonialist, romanticizing, exoticizing,
stereotyping, deriding and mocking white European hegemonic jargon.
This, mostly French, terminology is foreign to the discourse this exhibition
wishes to develop. It belongs to the vocabulary of the former ruler, occupier,
the culturally and religiously predicator and molder. It isn't the vocabulary
and language of current or former natives.

The visual language of the artists participating in the exhibition, all
of whom are immigrants from Morocco or their descendents, is neither
euphemistic nor folkloristic. It is complex and intricate, variegated, rich and

direct. It is not interested in being politically or grammatically correct. It also

*  Arabic: "I'm from the Maghrib."
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