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Mouth, 1998, woolen blanket, fabric, paper, plywood, d.: 50
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Eye-Mouth, 1998, woolen blanket, fabric, paper, plywood, d.: 25, private collection
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Not the Dead, 1992, acrylic and newspaper clipping on canvas, 70x50
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41x30,71 7V 1NY ,1940 M1'1D1 ,WNW-Y17N 117 1'XN
Meir Levavi, Pioneer-Sun, ca. 1940, oil on canvas, 41X30
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29x35,71 7V |NW ,1940 M11'101 U112 Y17N 117 1'XN
Meir Levavi, Pioneer Kneeling, ca. 1940, oil on canvas, 29x35
30x26 , 717V AW ,1940 TM11'101 ,WNIY17N '117 1'XN

Meir Levavi, Pioneer-Cypress, ca. 1940, oil on canvas, 30x26
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,1995 ,(*117 1"NN W "W1N1 Y170 M1i7vi) 1Y
50X40 ,T1 7V i7'77X1 11
Eye (After Meir Levavi's “Pioneer-Cypress"), 1995,

paper and acrylic on canvas, 50x40
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D10 NDIX ,40%X30 , 71 7V NANVA 17100 ,1994 ,1# fIXT7N 7W D™1'W
A Pioneer Woman's Eyes #1,1994, mixed media on canvas, 40x30,

private collection
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40x30,71 7V NANYN 117100 ,1994 24 AIX17N YW D™ I'W

A Pioneer Woman's Eyes #2,1994, mixed media on canvas, 40x30




40x50 ,T1 7V TIAVN 117100 ,1994 ,3# AIX17N 7w D™ I'W 32

A Pioneer Woman'’s Eyes #3,1994, mixed media on canvas, 40x50
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50x40 717V TIA1VN f17'120,1994 ,Wi7 N7*1N1 D*X17n

Pioneers and a Bale of Straw, 1994, mixed media on canvas, 50X40




30x40,7210N D17X¥7,1997 1A 34
1929 V{7177 n1"7Vil TV1 i1'AN1N Y117 *TO"N :D17¥711
Body, 1997, manipulated photograph, 30x40

In the photograph: the founders of Kibbutz Merhavia, 1929
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;1964 ,71"1NN Y117 ,11 712 ,'337 71Ty o0
(137 TIT ;'R TTTATY) 1965 71NN Y117 N30V TIXII7 (7NDY

right: 11-year-old Idit Levavi, Kibbutz Merhavia, 1964 ;
left: the Arava group, Kibbutz Merhavia, 1965 (Idit Levavi standing on the right)
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50X40 ,71 7V TI11VYN 11j7'10D ,1994 AWK 17

The Heart of Refuse, 1994, mixed media on canvas, 50X40




MMIWVLIRT ONP DX KIBX WHRY MWY MWK TORn
TIONWT MMIVIRT TMAR OMYRT MTMONT MW 5w 1wpRILIeRm
A?¥7D 02T nmIn Y ;whan YW nnbnnm NN qT X5 manwni
Sw nreba by mooa 1k M7 navw L a%K 0@om aw ey yiap
MyRwn 0o NYTIN I 0™ P T vIpum Napya whan
Y5 n5157 AN N orpn M35 nwiarm NNyt KA
w51 NIon ,NWHMNM KX2A3 1225 N TIYW 0MAT 9K AR Sarnad
NS 0IXRS WaRn M TANAW 120 1K MM MW 15 923 7NNl
DY .mMMB AYIND DA KOK MR YAND pa XY 091va YW TminT N
NI DX woi1? pEon KIM ,MYRWAT Y o A Swomrpn v
NI M .7 y1%7m7a KOX [1I0MKA 1210 K 47010785 Navnw waern
Mynwnm nrann nx

AT 71918377 [N DIYIY K23 1225 2077 KA SW 907 MW 101
D137 pMIYIT ¥ DA “INTTR” NR ARTTPNR XA DM T mrTp
TA5W ,PMURMIT NNA SW D1MRNT DMWY DWINN 1723 1KY 19005
72ynw WD DR YOAY WPl MAYna md DN 0MnTT 120w Sy
AMna MM AMPRTT OpaY SMnn NNk nImava Sax .ovwieb
BT ITIVOM ATNNT NMAMNA DY Sy Mpn Syw Nyt 1Tvon
,907TT MIWA FINIR 1BV YK DWW DMIONT DpImn 12w 9on pynd
MIINKT Y ,/DIpyY” Y 1T 1713 KN anDw ) — Dybw 9K
RIT 0¥ TI07T NX AWHRNIT RIT 1T MU .0T72V91 DMK prImT? NIWoHXnN
MMV DMK N5 TV DX N7MI5UM N8 1Ay WX
AWDHIT AMNT 5w MYTHRIMLTL YR KT 1TV KA 125 Ny Sw
NaKS Prayn RIT LTI TNIRD MIDIR IR D NI O3 M0 0a X
9NN 1TTILOA NYY RIT AWRN N1 71717 07950 12 PRW YN 1K
Sw S1mn nx 5955wh A5 qWweKnm  MINKT OY WK SR opaid
MY M pRT AR

42

5w nbn by x4
NRYNT DWW whan
nuNaMIK Sw omoon
0™MBOT NRYIT 191
JonKRn 5wy
,N7MAYIT FTLIDNAMIRT
.35 MY ,2008



43

mA7X¥"1 Nn'1h N1vadNnn

MR DIPA RIT NUAART YW NIWIRT FOYHT N3 1N Yav DY yani
LMIRINAM MMM NV DAY ANPIRD TV TPhNn 117K YAy N
DIPIT OV 19T ,807T MW NIWKIA ,APIMNA . mM1n M wya KOK
MW 5 MK NIAMP L NINDRTNIT,OR%pn 0190 a1 YW vwom o
NEWY ,MIYAWAT NNAMn T7AYE T2, NaanaT Sw o oSinan 1,90
.07TIN831 MDY N N1amm

XA YW MmnD MR YIDAY YAy SN 200070 MUY NPWRIA
N7 5w yayi - nwyn poanio 24 5Ty pmint mownit ,1mIeni
Wwp Ny Sw STnn mmwn Sw n%onn gun Swo i oron
AMMA N2 WM oys 93 nanann A v Swonmnanm annnm
IR KXY ,onyyn Pmannt obnnn oMnTn .opnwnl 9w Mo
nmy KSR MBI O N N Swonwan mnnaan
mown T2 wagn 531, W DTUpnnw Yy aow 10inn non
MIKI¥RN Y 0K K 79K — 090 N0, wnw ,a%p Ipm vayn v
,07%21% NpIBNN N2 DMWY YI13p TIpBN ORYHNn K21 Ay1ap Ny
QWY onn oS wp mvian jivinb aYpn  msyanb nivawnn
725 1K1 IO 72 PR . INA NpSYY po1mi 1pm o neab oA
Konnm 5w My oy wr .omnx Sw opnwinn ommp Swoanan
MIPMNT N2 1AW P18 IR LT PV TN 90T N1IWA DX
JMIRDANT K23 1225 5w Ny wr nINKT 0Rwa A aaowm
IR MILIRT TANT YW IRMA - (KO, NMAVNT MY

NMMYIPA 131N SwnS aKkax Ma% Ny Swoorhioen mayn
TN L(RIDW 53 NAVIR 2009 DYDY Y1) Hwnd oK v
MYTINA PI27p1 A¥13p ,NBMwn 75”7 131MYNA X Ib T Avmi
Y127pa M nmin SwomyrOxKIvpRa Nya? Dmbyn L nbxawn
YN0V 02 DMDIPIPT DIWPTIAIRT 7K DAY 01D TR
D777 03I (Y5 DMWD) MK AT YR prnme omoym
JIWOYY IR — IWIM NR O'WD OiT 1Y 202



STI'7RAWT TIVTIND Y12'71 X137 — TIAMWN 11'7” f1211VYN1 1¥'0,2005 , 71971 1Th 44

TNINKYT 1'IX 771 [IXTIN 11INT N TNINKT7 17OwIIN mi7n 11l

Inside-Out Room, 2005, installation at the exhibition “Togetherness: The ‘Group
and the Kibbutz in Collective Israeli Consciousness,” Helena Rubinstein Pavilion
for Contemporary Art, Tel Aviv Museum of Art
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40x30 717V 1NV ,1999 7

Wall, 1999, oil on canvas, 40x30
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50%x45 717V 1NV ,1999 A7
Hanger, 1999, oil on canvas, 50x45




40Xx50,71'7V 1NV ,1999 ,wnwi A

Fruit in the Sun, 1999, oil on canvas, 40x50
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50%60 ,71'7V |NY 2008 , T1N1 117N
Pink Window, 2008, oil on canvas, 50x60




50%40,717V |NY ,2000 ,7NW OV 1*11n

Leader in a Dress, 2000, oil on canvas, 50X40
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50x40 , 717V |NW ,2000 Y%7 D1
Summer Day, 2000, 0il on canvas, 50X40



40x30,71 7V |NY ,2000 ,0"71Nd D'N12 DY N1an
Towel with Blue Flowers, 2000, oil on canvas, 40X30
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1DIA NDIX ,40X30 ,T1 7V 1MW ,1999 ,7¥1 N1an
Towel and Shadow, 1999, oil on canvas, 40X30, private collection




40%30,717V JNW 2001 ,'7aT1 N1an
Towel and Flag, 2001, oil on canvas, 40%X30
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40%30,717V |NY ,2007 ,fINTTX N1DN N1IN

Red Kitchen Towel, 2007, oil on canvas, 40x30
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80%60,717V |N¥ ,1999 ,71T171 N1VN N1AN

Pink Kitchen Towel, 1999, oil on canvas, 80x60
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80x60 717V 0¥ ,1999 ,0"21VU1 NAVA NIAN

Kitchen Towel and Branches, 1999, oil on canvas, 80X60




80x60,717V |NW ,1999 ,IX11YN N1VN 71N

Checked Kitchen Towel, 1999, oil on canvas, 80x60
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oil on canvas,

Kitchen Towel 11 Yellow, 1999,
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40%30,717V |NW ,2001 ,71117AN V1IN 11TN1 N1an

Towel and Chest with Four Drawers, 2001, oil on canvas, 40X30




40x30,71'7V 1Y 2000 ,0'D0 W

Two Stripes, 2000, oil on canvas, 40X30
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65 40x40, 717V 1NY 2001 MYNY NI

Two Suns, 2001, oil on canvas, 40x40




30x30,717V |NW,1999 719191 WNW

Inside-Out Sun, 1999, oil on canvas, 30X30
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67 80x60 ,T1 7V |NY 2005 7191971 WNWI1 D*711'W
Inside-Out Sun and Spikes, 2005, oil on canvas, 80x60
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50x60 ,71 7V DY ,2000 Zion=11"X 68

Zion=11"¥, 2000, oil on canvas, 50X60
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60x50 ,T1 7V |NY ,2005 W
Gate, 2005, oil on canvas, 60X50




30%40,717V 1NV ,1999 i7" NN
Empty Mirror, 1999, oil on canvas, 30x40
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30%40,71'7V |NY 2003 , JINT11D N'77
Untitled, 2003, oil on canvas, 30x40
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40x40 717V 1NY 2004 AW

Gate, 2004, oil on canvas, 40X40
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1DIA NDIX ,40X30 ,T1 7V 1MW ,2008 77X *TIW1 N1VN 11N
Kitchen Towel and Two Scars, 2008, oil on canvas, 40x30, private collection




40x30,71'7V |NY 2007 ,T{7'7¥1 WNW
Sun and Scar, 2007, oil on canvas, 40x30
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40x30,71'7V |NY ,2007 ,WNW

Sun, 2007, oil on canvas, 40X30
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30%25,71 7V |NY ,2008 ,JINT11D N77
Untitled, 2008, oil on canvas, 30x25




60x50 ,71 7V |N¥ ,2008 ,O1TX 71N NAVA N1in
Red-Blue Kitchen Towel, 2008, oil on canvas, 60x50
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80%60 ,71 7V 1NW ,2009 ,17*NdN 111NN 171 NIV M2AN "N

Two Kitchen Towels and a Bouquet of Sea Holly, 2009, oil on canvas, 80x60




85.5x95 ,T1 7V 1MW ,2010 (1IN FIVIXN) FNID N77
Untitled (Fingers of Light), 2010, oil on canvas, 85.5X95
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108x98 ,T1 7V 1NV ,2010 (7132 {7VX) MAD X7Y

Untitled (Scream in the Landscape), 2010, oil on canvas, 108x98
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85.5x95 , 717V 1N ,2010 ,7"1NIN 1¥N1 717N XD™D
Throne at Merhavia, 2010, oil on canvas, 85.5X95
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120%x40 ,71 7V 1NY ,2010 JIATND N77
Untitled, 2010, oil on canvas, 120x40




X2 100x30 , 717V 1MW ,2010 ,3# ,2# ,1# DDX
Barn #1, #2, #3, 2010, oil on canvas, 100x30 each
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40x30,71 7V |NY 2006 ,IN7NM 1;7V°
Jacob Wrestling the Angel, 2006, oil on canvas, 40x30
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89 80X90,71 7V |NW 2009 ,f1"1NN 1XN1 IN7NM 1;7V°
Jacob Wrestling the Angel at Merhavia, 2009, oil on canvas, 80X90




25x25,T17V |NY ,2010 ,Ti7'7Y
Scar, 2010, oil on canvas, 25x25
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50x40 717V 1NW 2009 (oval) Ix7nm 1;7v"

Jacob Wrestling the Angel (oval), 2009, oil on canvas, 50x40
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2009 —

20I0 —

“Kibbutz Time: The Dining Room as
an Allegory,” The Dining Hall, Kibbutz
Yifat, Israel (curator: Michal

Shachnai Jacoby)

“Something Inside the White,” The Art
Gallery, Nazareth, Israel (curator: Farid
Abu Shakra; cat.)

“Painting Camp 2009,” Contemporary
Art Stations—Ironi Ramla Gallery
and New Horizons Gallery, Ofakim
(curators: Avishay Ayal, Khen Shish,
David Wakstein; film)

“Muses in the Valley,” The Museum of
Pioneer Settlement, Educational Center
for Settlement in the Jezreel Valley,
Kibbutz Yifat, Israel (curator: Michal
Shachnai Jacoby)

“Haifa, Israel — Plovdiv, Bulgaria, 2010:
Israeli Artists in the Pygmalion House,”
Televizia Europa Building Gallery,
Plovdiv, Bulgaria (curator: Shirley
Meshulam)

Curatorial Work

1997 —

2000-2004 —

2001 —

“Yonit Kadosh: Stratum,”

The Jerusalem Artists' House

Graduates’ Exhibition, The Art Institute,
Oranim Academic College of Education,
Kiryat Tivon, Israel

“Sheik Abrek: An Artistic View of

the Myth of Alexander Zaid and the
Period,” The Art Gallery, Memorial
Center, Kiryat Tivon, Israel

(co-curator: Esther Reshef)

Miscellaneous Projects

2003-2005 —

2005 —

Awards

2010 —

Production manager, 7%e 198os in

Israeli Art: A Series of Filmed Interviews
with 43 Israeli Artists Talking about their
Work, Oranim Academic College, Kiryat
Tivon, Israel (curator and editor of the
series: David Wakstein)

Participated in the documentary

The Children’s House (script and director:
Tami Feingold) following the exhibition

“Togetherness”

Creativity Encouragement Award, Israel

Ministry of Culture and Sport



2004

2011

“The Way of the Works,” Goren Art
Gallery, The Max Stern Academic
College of Emek Yezreel, Israel (curator:
Yehuda Yatziv and students)

“Hour of Elucidation,” Museum of Art,

Ein Harod (curator: Yaniv Shapira)

Selected Group Exhibitions

1981 — “Young Artists,” Shenar Gallery,

1982

1985

1987

1991

1994

1995

1997

Tel Aviv

“Young Artists,” The Kibbutz Art
Gallery, Tel Aviv

“The 12th Young Artists Biennial,” Paris
(curator: Mordechai Omer; cat.)
“Frontline,” Museum of Art, Ein Harod,
Israel

(curator: Galia Bar Or; cat.)
“Painting—Quotation—Painting,” The
Museum of Israeli Art, Ramat Gan,
Israel (curator: Sorin Heller; cat.)

“The Secret of the Minimalistic Palette,”
traveling exhibition, Omanut La’am
(curators: Dalia Levin, Ada Naamani;
cat.)

“A Form of Speech,” Art Focus, The Art
Gallery, Memorial Center, Kiryat Tivon,
Israel (cat.)

“In View of the Other: In the Wake of
Rabin’s Assassination,” Ilaniya, Israel
“Artist Selects Artist,” Haifa Museum of
Art (curator: Miriam Tovia Boneh)

“In Memory of Avi Hurvitz,”

The Art Gallery, Kibbutz

Lohamei Hagetaot, Israel

1998

2004

2005

2007

2008

124

“Private Icons,” Pyramida Center for
Contemporary Art, Haifa

(curator: Anat Gatenio; cat.)

“Shabbat in the Kibbutz,” Uri and Rami
Nehushtan Museum, Kibbutz Ashdot
Yaacov Meuchad, Israel (curator: Tali
Tamir; cat.)

“The 1980s in Israeli Art,” the Gallery of
Israeli Art, Oranim Academic College of
Education, Kiryat Tivon, Israel

(curator: David Wakstein; short film)
“Togetherness: The ‘Group’and

the Kibbutz in Collective Israeli
Consciousness,” Helena Rubinstein
Pavilion for Contemporary Art,

Tel Aviv Museum of Art

(curator: Tali Tamir; cat.)

“Teachers,” Contemporary Art
Stations—Ironi Ramla Gallery and New
Horizons Gallery, Ofakim, Israel

(short film)

“Sunspot on the Wall: Idit Levavi
Gabbai / Yehoshua Grossbard,” The Art
Gallery, Kibbutz Lohamei Hagetaot,
Israel (curator: Noa Melamed; cat.)
“Etching: Winter 2008 Project,” The Art
Gallery, Memorial Center, Kiryat Tivon,
Israel (curator: Tali Cohen Garbuz)
“Encounter: Idit Levavi Gabbai /
Yehoshua Grossbard,” The Kibbutz

Art Gallery, Tel Aviv (curators: Noa
Melamed, Yaniv Shapira)



125

Idit Levavi Gabbai

Born in Kibbutz Merhavia, 1953

Lives and works in Kiryat Tivon, Israel

197371975

1976-1980

Since 1980

Since 1986

1987-1990, 2000-2005

2001-20I0

Since 2000

Studied physical education, Wingate
Institute, Netanya, Israel

B.Ed. in art, Oranim Teachers Seminary,
Kiryat Tivon, Israel

Teaches art, Haemek Hama’aravi High
School, Kibbutz Yifat, Israel

Teaches art at the Art Institute,

Oranim Academic College of Education,
Kiryat Tivon, Israel

Head of the Art Studies program, the
Art Institute, Oranim Academic College
of Education, Kiryat Tivon, Israel
Director of the Gallery of Israeli Art,
Oranim Academic College of Education,
Kiryat Tivon, Israel

(curator: David Wakstein)

Co-editor of Kav Natui—A Review of
Literature and Art, Oranim Academic
College of Education, Kiryat Tivon,

Israel

One-Person Exhibitions

1980 — “Paintings,” Sof Hasdera Gallery,

Tel Aviv

1981 — “New Works,” The Art Gallery, Kibbutz

Cabri, Israel (curator: Ofra Raif)

1982 — “Paintings,” Ahad Ha’am go Gallery,

Tel Aviv

1983

1984

1986

1991

1994

1995

1997

1998

1999

2000

“Thirst,” Haifa Museum of Art
(curator: Sorin Heller)
“Paintings,” The Art Gallery, Kibbutz
Lohamei Hagetaot, Israel

(curator: Avi Hurvitz)

“Two Tears,” Meimad Gallery, Tel Aviv
(curator: Tuvia Avraham)

“A Heater for Winter, a Fan for
Summer,” The Art Gallery, Memorial
Center, Kiryat Tivon, Israel

(curator: Esther Reshef)

“My Lover’s Back,” Tova Osman

Art Gallery, Tel Aviv

“My Lover’s Back,” The Art Gallery,
Kibbutz Lohamei Hagetaot, Isracl
(curator: Noa Melamed)

“Two Series,” The Art Gallery,
Kibbutz Rosh Hanikra, Israel
(curator: Rivka Sinai)

“A Pioneer Woman's Eyes,”

The Kibbutz Art Gallery, Tel Aviv
(curator: Tali Tamir)

“Anani Bamerhav Ya,” Beit Shturman
Museum, Kibbutz Ein Harod,

Israel (cat.)

“Over the Lesson,” the Gallery of Israeli
Art, Oranim Academic College of
Education, Kiryat Tivon, Israel (curators:
David Wakstein and students; cat.)
“Ursa Major,” Sara Levi Gallery,

Tel Aviv (curator: Esther Reshef)
“New Works,” The Art Gallery,
Kibbutz Cabri, Israel (curator: Drora
Dekel; cat.)
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provided by the objects in the sculptural installations. In painting, the
way in and out does not go through the “Inside-Out Room.” It is all
or nothing which is laid on the painterly surface. The compositions
indeed generally preserve a hierarchy of order and symmetry, but the
repetition of images always occurs through difference, refining the
work and expanding the inner space. The yearning for painting is
no longer a mere yearning to dub the voice, it is yearning per se. At
this point, when a person is self-conscious, aware of her needs and
legitimizes them, without external approval, without the “pioneer
woman’s eyes” supervising Idit, she is no longer torn between poles,
but rather moves in the space between them.

“I left the kibbutz, but it never left me,” Idit repeated time and
again in our conversations. Does she carry it as an inner space to
which to yearn, or, perhaps, as an overload, an unbearably heavy
baggage? The intimacy in life and in painting is no longer an escape
from reality, seclusion, withdrawal or anti-social egotism, as it was
interpreted in collective education. It is a leaning back, knowing that
one is protected. This bodily gesture is difficult to perform before the

excess burden is unloaded.
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as emptying and projection outward, in recent years Levavi Gabbai’s
work contains fulfillment, condensation, impregnation, hence—a
creation of the intimate dimension in art.

Levavi Gabbai’s sculptural installations—as those featured
in the group exhibition “Kibbutz Time: The Dining Room as an
Allegory” (Kibbutz Yifat, 2009, curator: Michal Shachnai Jacoby),
and especially the installation Inside-Out Room presented in the
exhibition “Togetherness”—touch upon the actualization of the
experience of childhood in the kibbutz as an internal image. In these
installations, the concrete objects undergo transformation, drawing
away from the linear temporal axis (as belonging to the past) to
become images in the space of art. They encounter our senses—here
and now.

Inside-Out Room is a metaphor for bare existence which does not
lack an inner focal point. A dark space is concealed and folded in a
focus of great, all-encompassing light. Outside are the materials of
reality; inside—the ciphered secrets rendered present through the
materials of reality. The utilitarian language is predominantly used
outside, but the individual hangers in the upper, nonfunctional row
already indicate a deviation from it. Inside—the sky blue generates a
watery, celestial, dreamy space. We are allowed to enter the intimate
space, the realms of consciousness. And then, as expected, nothing
speaks the language of origin, but rather an intimate inner dialogue.
The transformation of interior into exterior, however, has become a
string of meaning with images suspended therefrom. It is a beautified
nightmare which calls for voyeurism, yet kicks the voyeur. The same
dance of attracting and distancing also occurs in the materials and
their quality: a pleasant material versus a prickly one, blinding versus
impervious, clean versus dirty, presence versus absence.

In her paintings the artist must depict the figurative dimension
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enabling her to refine the dance of drawing and distancing, revealing

and concealing.
Introversion and Art

The contact with color while conceiving the artist’s personal palette
is highly intimate. Color no longer functions as an external icon
stemming from reality materials; it becomes an internal image.
Initially, in the early 1980s, the green paintings were an abstract sign
of landscape, agricultural machinery, animals-machines, victims.
They were replaced, in the 1990s, by the blues of the towels, the work
clothes, the checked notebook, the notebook covers, pencils, and
buttons.

In the early 2000s color began to emerge as an intrinsic image of
the blinding, flattening, and erasing light. Industrial Superlac vanilla-
yellow 24—the color of the children’s house, flesh tone, sky blue, the
mustard hue of bales of straw. The inner picture of the Merhavia yard
has been constituted, each time anew, within the gradually restored
lyrical space. The images have begun to be sorted by themselves, not
as the bearers of the official biography of a graduate of the generic,
kibbutz children’s house, but as her own, private, childhood home,
existing anew in the present, in every encounter between painterly
surface, color, and line. Hanger, sun, towel, shelf—these no longer
result from a fixed external reality, nor do they fulfill a fixed role. At
times, the towel is deconstructed into ropes, the checks into floor
tiles, the hanger into a face, the bales of straw into bouquets, the
corn into seeds, the seeds into buttons, and the dotted line into a scar
and a signature. There is no longer defiance and no dubbing of the
muted voices of others. There is a gradually filling painterly world. If

in the 1990s there was mainly accusation or outlet which functioned
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by Dana Amir in her book On Lyricism of the Soul (2008), following
Winnicott and Wilfred R. Bion, are inseparably intertwined; they are
crucial to human creativity and the most vital existential capacities:
the ability to know, to mourn, to love. These are the very things
which Levavi Gabbai has sought, marked and kneaded in her work
for more then fifteen years. Amir holds that the lyrical dimension
enables a person to live his experience in the world not only as
forward motion, but also as inward motion. The temporal existential
axis is supplemented by the axis of meaning, which furnishes the soul
with the personal experience of “being an individual person beyond
the individual details.” This is not about storage, but a “rescue.”
Lyricism generates the string of meaning.

From the late 1990s Levavi Gabbai has been taking this twofold
movement, forward and inward. At times, she precedes the “advance”
before the depth is created to contain it. In such instances the sense of
organized planes of a theatrical stage, layer upon layer, is heightened.
The images are then lain as in a heap, and it is hard to extract the
individual as a whole from mere details. In other works, however,
the inner dialogue takes shape in the studio space; in the works on
the walls, on the floor, in the sketchbooks. The studio transforms into
a receptacle where the different contents, those which flooded her
in the 1990s, are held, those which previously, as noted by Shmuel
Golan, had to be “uprooted,” and now art enables to keep and
process them. It is the studio that makes for the continuous element;
it is the studio that has physically and metaphorically accumulated
Levavi Gabbai’s private, artistic, and intimate history. The studio is
a type of territorialization of the psychic sphere. It is both internal
and external to her, but equally intimate. It furnishes the artist with
confidence in a process which contains no great purpose other than

itself. In the studio the inner dialogue with art begins to take shape,
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herself in order to extract her own words and touch upon them, since
only thereafter will her own images emerge.

Through the collapse into the “heart of refuse,” at a critical
temporal intersection—in-between mourning over the father who
passed away, on the one hand, and the birth of her first daughter and
the encounter with the experience of motherhood and an unfamiliar
intimacy, on the other—a marking of a body (still the great, collective
body) began to emerge. It began hesitatingly through the towel,
through the word: eye, mouth. Marking and blocking through the
external, affirming gaze, Sonya’s gaze. The intimate speech in the first
person singular waited, somewhere, to be born. It lingered, taking
detours, searching in archives and caring for the forgotten artistic
estate of her grandfather, Meir Levavi, the pioneer-painter, one of
the founders of Merhavia.

The separate “self-I” must be constructed in measured steps,
drawing near and away, in order for the inner image of the present-
absent to be born. The “kibbutz discourse” of Levavi Gabbai’s
generation, which developed in the 1970s and 1980s, was largely
conducted in public, masculine language, albeit critical of the kibbutz
losing its values.” Levavi Gabbai, in contrast, sought an intimate-
emotional actualization of that discourse, namely—its transformation
into a subject which simultaneously contains past and present. In
particular, she strove to give voice in the discourse to the women in
the kibbutz—to the mute women, on the one hand, and to those
speaking voicelessly, on the other.s

The intimate dimension may thus allow for the integrative and
interactive existence of the two elements found in the intimate
experience: the constantly changing, evolving and developing
element of the soul, alongside the experience of the world as

continuous, constant, and expected. These two elements, as asserted
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exercise it after having had to do without it both in life (in the kibbutz)
and during the period of artistic training (in the 1970s and 1980s, when
abstract and conceptual art reigned supreme in the art schools in
Israel). Intimacy requires room in one’s soul. Room must be made for
it. The functional language, as manifested in everyday life and in the
use of conceptual artistic strategies, could furnish the artist with tools
to enable her survival. But in order for intimacy to be realized and not
remain a mere accusation or confession, one must stick to dialogue
and foster one’s interlocutor and the situation that will enable us to
“be present before ourselves during the experience of exposure.”™
To what other does one turn, when in one’s early childhood
experience there were multiple “others,” none of whom was a
significant other, because all were “abstract parents” How does one
practice intimate interpersonal subjectivity in front of the canvas? The
experience of intimate contact comes through the word, the text, and
the ritual, which were the symbolical ground on which Levavi Gabbai
was raised. Images of intimacy drawn out of written words. Avoth
Yeshurun’s unraveled poetry and the identification with a borrowed
biography made her realize that introversion is required—even if the
interior is still too narrow to contain, and even if it involves an inner
image of something still nonexistent as an artistic setting. Childhood
in the kibbutz as an absent-yet-present experience becomes an exile
in Levavi Gabbai’s work. The inner exile, the inner childhood home,
is a realm of yearning, and as such—it sets the work in motion each
time anew. The exile can be a potential space, to paraphrase D.W.
Winnicott’s perception of the necessary conditions for mental and
emotional development of the self.” Unlike Winnicott’s model,
which contains an absent-present mother, however, in the case of
Levavi Gabbai, the kibbutz, and especially the group, are the absent-

present “womb”; she must sustain this absence-presence within
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Intimacy, Lyrical Space, and Art

The word “intimacy” has no synonym in Hebrew. The most
approximate equivalent is “closeness” (4irva), but it fails to cover
the full scope of the intimate experience. Intimacy involves an
emotional link between people, a link of an open, honest dialogue
and of involvement and openness. Intimacy is “a voyage into our soul
in the company of another person.” An essential part of intimacy
is dialogue. Talking and contact are conditions for conducting the
current of intimacy. But in order to sustain such a dialogue, sharing
and exposure on the concrete, mundane level are not enough, as they
merely serve to transfer information and fulfill social needs. Such
were the texts in the caregiver’s language in the children’s house:
functional, purposeful, extremely quotidian. Such were most of the
texts which appeared on Levavi-Gabbai’s towel pieces: a collection
of everyday details which sought a poetic place in her image-text.

An intimate dialogue implies future continuity. It gives us the
confidence that the bond will not be abruptly cut short. According
to Smadar Gonen, “intimacy is an affinity with the future as well
as openness toward the past.” The past is immersed in us and
accompanies us daily. It is the mutual construction of the aspects
of childhood and adolescence and the remodeling of the events of
our life together with the interlocutor that generate intimacy. Levavi
Gabbai’s works in the 199os still lacked all expression of intimacy, a
dialogic quality. They contained a yearning for dialogue and contact.
They conveyed a willingness to touch The Heart of Refuse, as the title
of her 1993 work. Most of all, however, they contained an experience
of confession, an outlet, and accusation. They served as substitutes
for intimacy.

It is hard to come to intimacy from the outside. It is hard to
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of them, fosters and encourages the desirable traits and virtues, and
criticizes and uproots the negative ones.” The group organizes the
children’s lives from morning till night, day after day. “There is no
aspect of life which remains hidden from pedagogical supervision,
there is no fissure through which one may escape...”.®

Such totality of the group may interfere with the children’s
existence as differentiated individuals. The totality generates a nearly
involuntary affiliation, which is built-in, imprinted as a trademark, as
a label. The long johns, which appear anomalous to us today, were a
part of an inventory of a-sexuality, lack of adornment, and mainly—
unfamiliarity with the necessary boundaries that generate intimacy.
The children’s excessive daily togetherness, inside and outside, in
the showers, in the classroom, in the field, greatly eliminated the
possibility of a private-intimate dimension, even condemned it as
asocial egotism. Since the group was akin to one’s siblings and the
yard was home, it was only natural to wear long johns at home.

Intimate relations sometimes dissolve, and in a group which
lives in excessive intimacy, it is hard to take such disappointments.
It is easier to focus on everyday life than on the essence of the
relationship between group members. According to Smadar Gonen,
the authenticity of intimate relations is opposed to automatic,
practical and mechanical life.” Such life simplifies things, providing
us with readymade answers, and is therefore opposed to intimate
spontaneity. The identity between intimate and private, and hence
also their identification with anything that negates the group
spirit, is of crucial significance in the emotional life of the “alumni”
of collective education, as maintained by the majority of kibbutz
education scholars. The issue of intimacy reveals itself as a crucial

element in the evolution of Idit Levavi Gabbai’s work too.
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Avraham Balaban relates to his personal journey to himself from
the 7th grade in Kibbutz Hulda: “Very late, hesitantly, according to
individual abilities, we began to demarcate boundaries: what am I,
what am I not, which is my voice that speaks my words and which
is borrowed, what has been damaged irreparably and what may yet
be salvaged. These newly-discovered boundaries made it possible to
construct them with greater clarity with other people, and gradually
permitted trust and intimacy.”

Childhood on the Kibbutz: The Kibbutz Yard as Home,
the Kibbutz as a Parent, the Group as a Brotherhood

1965. A girl runs outside to have her picture taken with her
classmates, the Arava class. She is wearing long underwear, a man’s
raiment. Her appearance is slovenly in comparison to the others. A
“nature girl” in long johns and sabots, inside/outside, lower/upper,
boy/girl—are all jumbled. There are no clear boundaries. Referring
to the photograph, Levavi Gabbai wrote: “I grew up like all the
children in Merhavia—in the ‘big yard.” In the unique geography of
our childhood, in the State’s first decade, Israel was the center of the
world, Kibbutz Merhavia in the Jezreel Valley was the center of Israel,
and the ‘big yard’was the center of the center, namely—the navel of
the world. The prevalent expression is a house with a yard,” but we
had mainly a yard, a lot of yard and very little house/home. Indeed,
the yard was the world. A lively world and center bathed in sun.”™
The yard as a home, the kibbutz as a parent, the group as a
mold for absolute equality. According to Shmuel Golan, member of
Kibbutz Mishmar Haemek, an educator and one of the founders
of kibbutz pedagogical ideology, the group is the intimate frame of
life. It “shapes the character of its members, struggles with every one
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Art Gallery, the project roo Kitchen Towels was first presented as an
installation comprised of multiple elements: paintings in varying
dimensions containing different components, like aggregates of body
parts. The works seemed to represent states of aggregation, yet did not
offer the conditions for inclusion which enable the creation of a space
in which every detail/part/member may find its place. As asserted by
Tamir, there was something about them “which oscillated between
rigid organization and chaotic diffusion.” The dichotomies close-
remote, interior-exterior, statement-speech, order-chaos, concision-
excess became a type of aesthetic handwriting marked by the very
kibbutz-ideological regime which Levavi Gabbai endeavored to
decipher. It was a type of destiny, an inter-generational transference,
which the individual cannot contain and process in the sphere of the
creative self, but can only pass on. The granddaughter’s choice of the
founders’identity was stronger than her being her parents’ daughter.
Indeed, it was the kibbutz, as a parent, as a body, and not the nuclear
family, that set the boundaries between interior and exterior in the
artist’s consciousness. The dynamics of distancing and drawing in set
the wheels of Levavi Gabbai’s artistic journey in motion from the
very outset.

Today, from the distance of years and after many conversations
with the artist and prolonged observation of her work, I realize that
these poles—which pulled the individual works and the installation
as awhole—were not only an aesthetic handwriting consolidated into
a language, but also a reflection of the journey toward constructing
the lyrical space in her psyche. That journey demanded restoration of
the intimate dimension, which childhood on the kibbutz was unable
to provide. In the catalogue of the exhibition “Togetherness: The
‘Group’and the Kibbutz in Collective Israeli Consciousness” (Helena

Rubinstein Pavilion for Contemporary Art, 2005, curator: Tali Tamir),
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consciousness seems to have been typical of Levavi Gabbai during
this phase in her work. It is, however, a consciousness borrowed from
the reservoir of figures closest to her, from the depths of her personal
biography, which renders it confusing. Are we faced with an intimate
discourse? Is every biographical reference necessarily charged with
intimacy? Is there an inner realm in which the plot takes place? The
work is formulated in a language of borrowing and combination.
In a process which is read as intuitive, objects, words and images
are meshed together. The images function as words within a text.
We sense the beginning of a narrative which does not evolve. It is
introduced to us as an icon.

Perhaps this is just the opening cue, like a first letter in travel
book chapters, for a plot that will evolve between zoo Kitchen Towels
(since 1995), an installation which debuted in the aforementioned
exhibition, the outcome of a vow taken by the artist to paint on
100 kitchen towels. The vow was simply articulated, but its artistic
implementation turned out to be complex: to collect 100 towels,
to collect 100 words, and to try to connect them intuitively, so that
the link between the conceptual world and female concreteness will
inundate one’s consciousness with new insights. The project continues
to date; it advances and transforms, and in its evolution it is laid bare
in all its intricacy. It is a visual saga extending from towel installations
to paintings in which the towels emerges as images—possibly towels,
possibly prayer shawls. In the exhibition text, Tali Tamir maintained
that it is a “saga symbolically centered on the kitchen as a communal-
female locus [...] It is a ‘body of work,” as we often dub a collection
of works with common inner dynamics.” Tamir further indicated that
the works “endeavor to speak about ‘the body,” they seek a corpus for
themselves, even if such corporeality evades them.™

In the exhibition “A Pioneer Woman’s Eyes” at the Kibbutz
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A Pioneer Woman’s Eyes

In 1995 Idit Levavi Gabbai presented her exhibition “A Pioneer
Woman’s Eyes” at the Kibbutz Art Gallery, Tel Aviv. The title of
the exhibition was adopted from one of the works, which became
a key piece in the artist’s consciousness. Born in Kibbutz Merhavia,
Levavi Gabbai is the granddaughter of Sonya and Meir Levavi,
among the kibbutz founders, and the daughter of the kibbutz’s first
born, Omanyahu Levavi and his sweetheart, Yehudit nee Furst, a
Holocaust refugee who arrived in Merhavia from other realms. 4
Pioneer Woman's Eyes (1994) is a small work executed on a kitchen
towel stretched on a frame. Symmetrical and meticulous, it functions
as a succinct symbolic icon articulating sacred suffering. At the same
time, however, it is a private, idiosyncratic icon which introduces
a riddle to those unversed in the secrets of the ritual. The pioneer
is Sonya, the artist’s grandmother, and “A Pioneer Woman’s Eyes”
is a gaze through a mask, through a barrier inscribed and sketched
according to the pattern of the cloth woven with ascetic blue checks.
Instead of a signature, it bears an inscription in round child-like
handwriting: “Belongs to a pioneer woman.” Hence, the work may
be construed as the work of the pioneer woman, for whom the artist
serves as a mere medium; as an experience external to the artist,
which she simply conveys.

It is uncertain whether the one delivering the message was

also able to decipher it. The attempt to speak from a borrowed



138

grounds, the place in which her identity was shaped, depicting it, for
the first time, as an arena of battle.

Idit Levavi Gabbai’s paintings from the past decade draw
on the reservoir of images, sights, and memories she has created
and collected throughout her artistic career. Against the critical
confrontation which characterized her early works and alongside
her constant engagement with questions of identity and belonging,
her works from recent years open up to new, broad horizons.
Levavi Gabbai’s introduction into the world of her grandmother
and grandfather seems to have had a crucial role in generating
the turning point in her oeuvre. “Ever since I decided to explore,
embrace, and contain the world of my pioneer grandparents in
my own,” she says, “my painting transformed from a painting of a
question into painting of consciousness.” Alongside the exposed,
vulnerable appearance of many of the images populating her work,
her paintings from the past decade introduce a clear voice, conscious

of itself and its surroundings.
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among them the “Big House” and “the barn”, as well as indigenous
Eretz-Israeli flora, bales of straw, and a plow. One of the major
motifs in these works is “Jacob wrestling with the angel.” It draws
on a scene appearing in the upper right corner of Paul Gauguin’s
painting 7he Vision after the Sermon (1888), where it emerges as a
symbolical representation attesting to the artist’s conflicted state of
mind. At the same time, the figure of the angel alludes to the world
of the artist’s grandfather, who used to add the verse “Yet man is
born unto trouble, as the sparks fly upward” (Job s5: 7) at the top
of each page of poetry he wrote. According to Levavi Gabbai, “this
verse encapsulates the essence of the inner struggle caused by his
self-enforced transformation from an artist and an intellectual into
a farming pioneer. It was also due to him that the motif of struggle
evolved in my own painting.”

Levavi Gabbai has created some half a dozen paintings on the
subject since the mid-2000s. In these works she attempts to shift
the center of gravity from the Binding of Isaac myth prevalent in
Israeli art as representative of the “State Generation.” In its stead
she proposes the story of Jacob wrestling with the angel, standing
for the individual’s struggle with his conscience and fate. Jacob came
limped out of the fight, but was granted a new name—TIsrael: “And
he said, Thy name shall be called no more Jacob, but Israel: for as a
prince hast thou power with God and with men, and hast prevailed”
(Genesis 32: 28). The adoption of this motif into her own work seems
to attest to Levavi Gabbai’s identification with the struggles in the
artist’s soul, whether Gauguin or her grandfather. At the same time,
through this motif she wishes to attest to herself. In one of the most
recent works in the series, Jacob Wrestling with the Angel in Merbhavia
(2009), the struggle takes place in the kibbutz where she grew up. In
this painting Levavi Gabbai returns to the “Big Yard,” the Kibbutz
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mind an eclipse of the sun. Levavi Gabbai’s acquaintance with her
grandfather’s “other sun”set in motion an extensive engagement with
this image. In Inside-Out Sun (1999) the round sun is located at the
center of the square canvas whose rays are turned inward, like red
needles. In Inside-Out Sun and Spikes (2005) it appears in the upper
section of the canvas, juxtaposed with an intricate set of images
consisting of grains, hangers and scars, which appear in the painterly
layout as a mirror image. In Two Suns (2001) the rays of the suns
“shine” on either side of the canvas like monumental gearwheels or,
alternatively, like two scars yet to heal. In other works from different
periods, the sun emerges as a verbal image alongside various images,
such as scar, a bale of straw, wheelbarrow, sunflower, and moon.
Representations of contradictory time frames introduce another
novelty to her work: a boundless mental time juxtaposed with
calendar time delineated in frames of days, weeks, and months.
A series of works from 2010 spans objects reminiscent of previous
subject matter explored in her sculptural installations. Calendar
time is illustrated in works which bear the titles Day, Week or Month,
comprising shelves, hangers and towels (Day—one shelf, one hanger,
and one towel; Week—seven shelves, hangers and towels; Monzh—28
shelves, hangers and towels). In other works, the temporal dimension
is represented by rulers in varying dimensions, whose shape draws on
the image of the scar, abstracted into a symmetrical form. In works
from 2010 they are represented as independent sculptural structures
mounted on the top part of the painting. Untitled (Sun Fingers),
Untitled (Scream in the Landscape), and Throne at Merhavia (all three
from 2010) feature such “rulers” in light blue, which function as a
balancing element for the charged expressive outburst underneath.
In the past year Levavi Gabbai’s imagery has been supplemented
with structures from the historical pioneers’ yard in Merhavia,
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her works from a contemporary perspective. Thus, for example, the
various manifestations of the towel, as a cross-section image, attest
to mental and mediumal transformations that occurred in her oeuvre
over the years. In the 1980s, the towel had a conceptual nature—in
a series of green paintings, in its apparitions on notebooks, or in the
form of military towels. In the exhibition “My Lover’s Back” (1994,
Tova Osman Art Gallery, Tel Aviv), the towel was depicted in dark
blue, corresponding with the kibbutz work shirt. Its portrait as an
iconic image was shaped, as aforesaid, in the exhibition “A Pioneer
Woman’s Eyes.” Since the late 199o0s the towel appeared in her
works in combinations which lend themselves to a broad range of
interpretations: In Kitchen Towel 11 Yellow (1999) created during the
one week mourning period (shiva’h) over her mother’s passing, the
checked blue towel extends over the bulk of the painterly surface,
its top part bearing the number 1—the family’s identifying number
in the kibbutz laundry, and its surface features two fleshy pink-red
scars. In the painting Summer Day (2000) the towel is bordered
by the contours of a female figure. In additional works the towel
emerges as a prayer shawl or as a flag (the country’s blue-white
flag, the party’s red flag, or various festive flags) and in a range of
combinations alongside a scar, a hanger, a watermelon, Eretz-Israeli
flora, a shell, and branches.

The change in Levavi Gabbai’s work is also discernible in the
manifold manifestations of the sun. Since the mid-199os it has been
represented in direct affinity with the artist’s renewed encounter
with her grandfather’s art, and specifically with his painting Pioneer-
Sun. Meir Levavi’s sun was round and large (it filled the entire top
half of the canvas), and featured sharp black rays that scorched the
gaze. It was a burning more than warming sun, emitting sparks

more than enlivening, blinding more than illuminating, calling to
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The soul-searching that characterized Levavi Gabbai’s work in the
1990s was replaced, toward the end of the decade, by a new panoramic
view. The transition is evident in her color palette, which has since
been based, primarily, on soft pastel hues. The essentially abstract
painting Wail (2000) consists of an upper section in shabby green
(like hospital green), and a lower part in industrial vanilla-yellow,
connected by two symmetrical color “drippings.” This painting is
based on a visual memory of the children’s house wall next to her
bed, whose neutral plastic paints were intended to prevent staining.
The imaginary “wall,” with its green-yellow colors, serves as an
infrastructure, or ground, for the majority of her paintings from
that period onward. In Fruit in the Sun (1999) this colored surface
accentuates a long dark brown stain at the bottom of the painting,
possibly a carob or a receptacle, counterpointed by a bleeding red
brushstroke at the top. In other works Levavi Gabbai fills the canvas
with intense layers of paint which ostensibly obliterate the memory
of that wall, while at the same time supplementing it with layers of
meaning. In Pink Window (2008), a gray window is delineated on
the yellow-green surface, containing a broad pink brushstroke which
lends the sterile surface the quality of a human, personal touch. In
yet other works, the pink represents wounded physicality—as in the
scar images populating many of her works, or the abstract surfaces
simulating bleeding breasts or nipples. The sky-blue which began to
emerge in her works several years later represents a flat, restrained
expanse, and more concretely—the Eretz Israeli azure sky and light.
Despite the obscure, opaque quality of this color palette, Levavi
Gabbai uses it to invoke sensual and physical dimensions, like a local
“atmosphere” more than a narrative, a concept, or an idea.

A new observation of the artist’s imagery, which draws on the

sights, objects and memories of her childhood, calls for discussion of
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rooted in the world represented by the grandfather. Her identifying,
compassionate gaze is discernible in the painting Eye (1995) which
directly refers to Pioneer-Cypress. The pioneer, the mountain, and the
cypress tree, originally depicted against the backdrop of a gloomy
rocky landscape, are demarcated in Levavi Gabbai’s work within
an oval, like a prenatal impregnated image. The artist “softened” the
background with sensual soft white diametrically opposed to the
somber, stormy gray atmosphere in her grandfather’s painting.

In 1997 Levavi Gabbai was invited to participate in an exhibition
at Beit Shturman Museum, Kibbutz Ein Harod. She decided to
dedicate the exhibition to the artistic estate of her grandfather,
Meir Levavi. The exhibition, “Anani Bamerhav Ya,” highlighted the
uniqueness of the grandfather’s three pioneer paintings” as distinct
from his other paintings, among them landscape depictions and
dozens of portrait drawings of kibbutz members from 1930-1932.

One wall in the exhibition featured her own work.
Later Paintings: Questions and Answers

Since childhood is over and done, all you have left is the observer’s
viewpoint.There’s a wish to provoke a momentary curiosity that stems
from wonder, not knowledge; not as a revelation but rather as the mute
memory of an impression.[...] it is an inaccessible place.The sculpture
Plowed Field with House and Tree, for instance, portrays a landscape that
no longer exists. There is no comfort in it, but the need to sustain it is
of the essence. Memories, they are present when I’'m at work. | would
have liked to speak with my seven-year-old self, when my grandfather
died. But that child is gone.

—Yaacov Dorchin in conversation with Helit Yeshurun?®
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back, and his golden hair pulled around his head like a halo.

From that studio, she remembers the painting Pioneer-Sun,
displayed in one of its corners, which became etched in her memory.
Years later, when she asked about that painting, her mother referred
her to the attic. “It wasn't a real attic. In kibbutz houses the roof is
rather low. You could put things up there that will never be used
or salvaged; in other words, it was a type of gemizah—archiving,
shelving.”There, in a cardboard box, Levavi Gabbai found three dusty
paintings. “I cleaned off the dust and was filled with excitement,”
she recalls. In addition to Pioneer-Sun, she discovered the paintings
Pioneer Kneeling and Pioneer-Cypress—all three were created ca. 1940
and never exhibited before. These direct, frank painterly expressions
unveil the individual’s distress in a manner which was incongruous
with the spirit of the place and the time. The ascetic set of symbols
adopted by Meir Levavi in these works (sun, mountain, cypress,
rock), and the man planted at the heart of each, charge the dialectics
man-place, man-landscape with tension. At that point Levavi Gabbai
was already mature enough to identify with these paintings. Beyond
the sense of empathy they elicited in her, however, these works also
provided evidence of a world theretofore invisible to her, a world
with echoes of another place and another time.

The jolting encounter with her grandfather’s three paintings
prompted Levavi Gabbai to take another vow: to create three
paintings in response to them. “During that period my work in the
studio was informed by a mood of “getting to the bottom of things.”
Declarative actions, such as vow-taking, were more significant to me
than refining my painterly means,” she says. With these acts she also
endeavored to “carry her grandfather on her back” and return him
to the discourse of Israeli art. In this, she may have also wanted to

make up for the extended sense of emotional deficiency which was



145

25

26

Dov Sadan (1902-1989)
was an intellectual

well versed in Yiddish
and Hebrew culture,

a literary scholar, a
publicist, and a member
of the Knesset.

Meir Levavi never
completed this
sculpture. The
unfinished work is
now installed at the
entrance to Merhavia’s

swimming pool.

Israelis. Sonya Stock-Sadan immigrated to Eretz-Israel in 1920, and
in that same year she met Meir Levavi at the “Labor Corps” (Gdud
Ha'avodah). A year later the couple moved to Jerusalem, with the help
of Dov Sadan,” Sonya’s younger brother, who had settled in the city
several years earlier. Meir, who wanted to become an artist, studied
art at the Bezalel School of Arts and Crafts, and for his livelihood
he worked as Boris Schatz’s janitor. Sonya set up a kitchen for the
Bezalel students, and helped Olga Schatz with the house work. After
the birth of their second son, Omanyahu (1925), Sonya wanted to
tulfill her dream and become a pioneer. She joined the group headed
by Meir Yaari which was intended for Merhavia. Her husband stayed
in Jerusalem to complete his art studies, but a year later he gave up
his dream and joined Sonya and the children in the Kibbutz Herzliya
group which founded Kibbutz Merhavia at the Jezreel Valley in 1929.

Levavi Gabbai’s identification with her grandmother’s world, as
manifested in the exhibition “A Pioneer Woman’s Eyes,” opened up
the door for her to a belated encounter with her grandfather, Meir
Levavi, as well. She recalled how as a child, she used to visit her
grandfather on Saturdays in his studio, which was located in one
of the old cowsheds on the way to Givat Hamoreh. In this artist’s
workshop, which he set up for himself toward the end of his life,
Meir Levavi endeavored to return to his true passion from the
Bezalel days. “One of my grandfather’s dreams was to sculpt large-
scale busts of Israel’s first three presidents in basalt from the Jezreel
Valley,” she recalls. “I remember a clay model of President Chaim
Weizmann, with whom he was personally acquainted. He created
it before beginning to chisel out his likeness in basalt.”* She also
recalls her grandfather installing three mirrors so he could depict
himself from three different angles. It is a self-portrait he created

toward the end of his life, where he is seen frontally, his head leaning
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these created a deficiency in familial intimacy in the artist’s adult
consciousness. In her works she peruses her path and reckons with
the kibbutz home, whose togetherness pushed the individual’s
world to the margins and blurred the process of individuation.
Her exhibition “A Pioneer Woman’s Eyes” held at the Kibbutz Art
Gallery, Tel Aviv in 1995, drained the essence of this “reckoning”. The
scores of works featured in it employed (real and painted) kitchen
towels as part of a vow taken by the artist to write 100 words on 100
kitchen towels. This body of work was also perceived as a homage
to her grandmother, Sonya, and symbolized women’s place and
presence in the pioneering kibbutz enterprise.

The curator, Tali Tamir, described the exhibition as oscillating
symbolically around the kitchen as a female-collective focal point:
“The journey taken by Levavi into the consciousness of her pioneer
grandmother is not only a penetrating journey into the past; she also
tries to penetrate and touch upon hidden, forgotten places in her
grandmother’s private world.” Yael Guilat, in turn, wonders: “Is this
awork of the pioneer woman, for whom Idit serves as a mere medium?
An experience external to herwhich she merely conveys; isita nostalgic
gesture? Is there a dialogue here between two women about destiny
and place?” Indeed, Levavi Gabbai’s tracing of her grandmother
turns out to be an attempt not only to fathom her experience as a
pioneer, but also to trace the story of her life, which may open the
door to her family roots. “I set out to seek the ‘narrative,’ the ‘story of
my life’ and ‘my family’—both the private and the collective,” Levavi
Gabbai wrote later, adding: “My childhood imprints were permeated
with elimination of the Jewish/familial past.”

The stories of Sonya and Meir Levavi, as recounted by their
granddaughter, form a vital background for observation of her

works, just as they are crucial in understanding generations of native-
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notable spiritual effect,” Sanford Sivitz Shaman wrote.” Concurrent
with their being meditative, he further maintained, Grossbard’s
paintings contain a dimension of conservatism and timelessness,
beyond trendiness. Levavi Gabbai described her first encounter with
Grossbard’s painting, in a small exhibition of his works staged in
Tivon in 1987 as a moment of profound insight. “In Grossbard’s
painting I discovered for the first time how an entire life can exist
on a 15x10 cm canvas.” A joint exhibition of Grossbard and Levavi
Gabbai was staged in 2008,** emphasizing the intimate point of view
and the notion of ‘home’ at the core of their work as consisting of

building materials and emotion.
A Pioneer Woman’s Eyes, an Artist’s Hands

“What'’s up there, in the attic?” | had once asked my father.“Nothing. It’s
empty,” he answered, turning away. “Rats,” my mother laughed. | didn’t
ask anymore. | knew that they wanted to hide the truth from me, as
they hid from me that they didn’t believe in God. When my mother
wanted to light the fire on the Sabbath, she whispered to my father
that he should take me out so that | shouldn’t see. | pretended not to
understand, but | didn’t forget it. Later | cried behind the hut. | knew
they would be punished. Dozens of times a day | used to look at the
attic, which whispered mysterious secrets.”

— Aharon Megged, Fortunes of a Fool?'

The overcrowding in that “first person plural” existence (almost
without any “first person singular”) marked Levavi Gabbai’s
childhood and adolescence years in Merhavia. Collective education
in Hashomer Hatzair kibbutzim was based on separation from

the adult world, hence from the parents’ and family home. All
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poetry. Lines from his poem “The Great Wheel at the Przedmiescie
Watermill,”” which she photographed and attached to her 1993 work
We Were Children, seem to validate her own feelings of “mental-
spiritual exile” and her private “memory labor.” Yeshurun’s last book
of poems, Adon Menuha (‘Master of Rest, 1990), sounded his farewell
with the world, whose witnesses gradually depart, a sense which
culminated in the poem “Not the Dead.” Levavi Gabbai glued a
newspaper clipping with this poem to the center of her work Noz the
Dead (1992) created in homage of Yeshurun. In a 2008 etching she
revisited this poem, adopting from it the phrase “the dead praise not
the Lord” which she imprinted on either side of a kitchen towel and
a hanger.

The painters who interested Levavi Gabbai were precisely those
whose work sustained a dimension of intimacy, incongruous to
the mainstream of Israeli art. Such was the painting of Yehoshua
Grossbard, who was born in Poland in 1920, immigrated to Eretz-
Israel in 1939, and settled in Haifa. The move to 1940s Eretz-Israel
confronted him with a new existential and painterly reality: “It was a
long time before I could feel the fine coloration returned by the sun
in its warmth,” Grossbard wrote in his memoirs. He replaced the
somber European light with the blinding Israeli sun, and the rural
European landscape with the alleys of Wadi Salib, Wadi Nisnas, and
Haifa’s lower town. Building facades, windows, and balconies on the
one hand, and intimate still life compositions, on the other, were
depicted on small canvases which sketched a soft, restrained reality.

Grossbard’s paintings were typified by pastel coloration
consisting of light hues of yellow, orange, pink, sky blue, and green,
which charged his paintings with a dimension of locality and
spirituality. “Obviously employing significant quantities of white in

his colors, Grossbard’s simple palette helps to achieve an unusually
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maintain the discipline and a meticulous daily routine, and the
“language of the teachers/educators” at school and the councilors in
Hashomer Hatzair youth movement—a high, broad-minded
language saturated with ideology. The missing language was the
intimate language of feelings, quandaries and dilemmas developing
between a parent and a child, between mother and daughter. In 1993
Levavi Gabbai created a series of stamps in the studio bearing the
words: “eye,” “mouth,” “body,” “sun,” “beautiful,” “paper,” and
“undershirt”—which articulated the linguistic and physical sphere of
her childhood. These words were assimilated in her works from those
years in varying combinations—a visual use intended to illustrate
their limited purpose.

Against the backdrop of this linguistic preoccupation, one may
construe the role reserved to poetry in Levavi Gabbai’s world, as an
echo of inner idioms, mindsets, and moods. In a conversation with
poet Moshe Yitzhaki centered on the relationship between visual art
and verbal art, she said in reply to his question: “I come to poetry
very ‘clean.’ I want ‘nothing’ of it. All I want is to be near it, I want
it to reveal itself to me. I don't come to it as a ‘professional,” unlike
visual art in which I am involved in a more intricate, complicated
manner— art/teaching’ etc. At a certain period of my work in the
studio, poetry began to interest me as a ‘state of mind.’I looked at the
poems, the poets. I felt as though they approached themselves and
the world differently. The words seemed to me like powerful signs
and keys. Matter and anti-matter.”s

In 1988 Levavi Gabbai was introduced to Aharon Shabtai’s
poem Kibburz,® which seems to have legitimized her engagement
with the kibbutz as a source of childhood experiences as well as
childhood distress, inhibitions, and emotional deficiencies. Another

pole of yearning, memory and pain was found in Avoth Yeshurun’s
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the period,” they wrote. “Israeli society turns out to be a multifarious
society where the unified, mainly ideological, concept of the ‘place’
appears more and more archaic, and in its stead—the ‘small’ places,
which are unique in their own way, in their language, their way of life
and their politics, take prominence, asking to be articulated.” As a
young artist, Levavi Gabbai complied with the spirit and challenges
of the time. Her style was expressive, intuitive and impulsive. She
employed diverse artistic means (sculpture, painting, print, collage,
and readymade) and responded to pressing current affairs such as the
Lebanon War. The post-conceptual approach and the belief in the
individual’s intuition and inventiveness were congruent with her own
expectations at the time, furnishing her with an artistic foothold.
Among the identity quests and discoveries which characterized
Israeli art in those years, the engagement with the “other”—especially
the Arab, Mizrahi, and gendered other—was also prevalent.s These
inclinations were manifested in the art criticism at Oranim, in
which—Levavi Gabbai recalls—the Arab students were asked why
they did not bring in their own culture. “As a kibbutz-born woman,
no one ever asked me why I don't bring in the kibbutz discourse or
collective education.” The widespread engagement with the “other”
gave rise to Levavi Gabbai’s engagement with her kibbutz upbringing,
triggering reconsideration of signs and symbols from the kibbutz
universe. Levavi Gabbai was one of the first artists to introduce the
kibbutz into the discourse of Israeli art as a biographical element and
as part of a critical process of self-consciousness. For her, it was an
artistic tactic also intended to bring feelings and sentiments denied
or repressed for many years to the surface. One of the concrete
manifestations of this was reexamination of the “childhood language,”
which was, she says, reduced to two major spheres: “the caregiver’s

language”™—a mechanical and functional language intended to
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The two teachers who influenced her during her studies were
Michael Gross and Yaacov Dorchin. Gross’s influence was evident
mainly in his ascetic minimalist strokes inspired by Japanese Zen
drawing.® Levavi Gabbai’s encounter with his work exposed her to a
meditative-spiritual approach, as she articulated in words written in
his memory, describing the way in which he approached the paper or
the canvas “with both awe and momentum, as if he had to overcome
some ancient taboo or prohibition.” Unlike Gross, Dorchin “threw
us straight into the pits,” she says. His poetic, existential world view
was manifested in those years in a large series of drawings depicting
“torn angels” and others, which echoed the struggle between matter
and spirit. His rusty iron sculptures also surrender a tension between
the tough massive material and the poetic sculptural approach.

'The 1980s in Israeli art, the years in which Levavi Gabbai began
operating as an artist, were characterized by a search for authentic
artistic expression underlain by a quest for local identity. In the
1982 exhibition “Here and Now” curated by Yigal Zalmona at the
Israel Museum, Jerusalem, he presented the changes in local art
as a response to the global crisis of modernism, using concepts
such as “expressionism,” “back to painting,” “pluralism,” “death of
modernism,” and “the end of ideology in art.” The exhibition “A
Turning Point” (The Tel Aviv Museum, 1981) featured 12 painters
who shared an attempt to constitute a new painterly language.
According to the curator of the exhibition, Sarah Breitberg-Semel,
“If we do not define these last few years as transitional, they may
seem to mark a generation bereft of a language.” This social-artistic
atmosphere drew largely on the qualities of the “Israeli place” and
the “Israeli present”™—two notions introduced by Zali Gurevitch in
a 1991 essay in which they set out to define the uniqueness of the

Israeli reality in those years. “One of the rules of the place is the time,
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/ We'll change forthwith the old conditions / And spurn the dust
to win the prize.” Levavi Gabbai was imprinted with the norms
and “laws” of collective education and the need to “align” with the
demands of the collective, which often left no room beyond them.

Like all the children in Merhavia, Levavi Gabbai grew up in the
“big yard” of the kibbutz, which they regarded as the center of the
world: “In the unique geography of our childhood, during the State’s
first decade, Israel was the center of the world, Kibbutz Merhavia in
the Jezreel Valley was the center of Israel, and the big yard was the
center of the center, namely—the navel of the world.” During her
adolescence Levavi Gabbai excelled in sports, volleyball in particular,
following her father, Omanyahu Levavi, who was a player and coach
of Israel’s volleyball team. As an “outstanding athlete” she was even
sent by the kibbutz to study physical education at the Wingate
Institute. After completing her service in the IDF at 22, she left her
kibbutz home. It was only three years later, however, when she finally
felt free of the expectations of her parents and the close milieu, that
she decided to devote herself to art studies—the first independent
decision she ever made in her life, as she puts it.

Levavi Gabbai’s artistic initiation at the Oranim Teachers
Seminary in 1976-1980 was accompanied by a sense of a late
beginning. She was one of the few students who intended to actually
become an artist, despite the distinctive pedagogical orientation of
the art studies at Oranim in those years. “Having arrived in art late,
I felt an urgency to say something. I had no time to sit, practice with
the brush, and give myself an orderly academic education. [...] The
Yom Kippur War was in the background and things had to be said, so
I skipped orderly education to reach the fire. To reach direct speech.

I think what characterized me as an art student at the time was that

I followed the fire.””
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blindness to sobriety. Levavi Gabbai’s work also touches upon the
inevitable rite of passage involved in the transition from the sun-
bathed childhood world to the dark, shady realms of adulthood.
Entire sections in her oeuvre were dedicated to perusal of this
traumatic transition and its implications on her life. Her works from
recent years devise a unique syntax originating in patterns of body
and soul, form and feeling, memory and consciousness. The “hour
of elucidation” embodied in the current exhibition also inheres an
aspect of tikkun (correction, rectification, healing)—an “elucidation”
in the sense of an understanding and a late acceptance which also

enables the opening of new directions.
From Small Place to Big Place

There is a basic duality in the Jewish and Israeli notion of place
(makom). On the one hand, there is the ‘small place, the neighborhood
or town, the family, the language, the social network, and the entire
set of feelings and images relating to the concrete place. On the other
hand, there is the ‘big place, ‘the land, which is an idea.

— ltamar Levy, “The Big Place and the Small Place™

“I was born in Kibbutz Merhavia,” Levavi Gabbai (born 1953)
declares at the beginning of a conversation documented in a short
film, and her voice fuses empathy with pain. Levavi Gabbai belongs
to the generation of native-born Israelis, which were intended to be
essentially different from their parents’ generation: natural oftspring
of their homeland, without the mental and emotional complexes
typical of the diasporal Jew. As evidence she quotes from the first
verse of the “Internationale,” words etched in her memory ever since:

“Now away with all your superstitions / Servile masses arise, arise!
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Questions and Answers

Idit Levavi Gabbai’s exhibition at the Museum of Art, Ein Harod,
offers an in-depth view of the artist’s works from the past decade. True
understanding of this body of painterly work requires familiarity with
earlier chapters in her oeuvre, which reveal her artistic development as
based on “questions and answers™ troubling her, essentially pertaining
to biographical and collective identity. “I am second generation
Israeli-born,” says the artist. “My grandfather and grandmother were
among the founders of Kibbutz Merhavia, and my father was the
kibbutz’s first child. My family story began from a zero point, from
the ‘New Man.”I was taught that salvation is in the future and not
in the past; that it is based on hopes rather than memories. In my
childhood home in the kibbutz memories were not given legitimacy.
I grew up in a type of void, a consciousness vacuum.”

My discussion of Levavi Gabbai’s later paintings will deviate
from their customary identification with notions of kibbutz, group,
and family. Levavi Gabbai’s introduction to her grandparents’ world
exposed her to new realms of consciousness previously unfamiliar,
following which her painting “opened” to new dimensions. Levavi
Gabbai’s art forms links with various Israeli artists, especially
those whose work emphasizes the spiritual dimension. Her love of
Hebrew poetry and its incorporation into her own artwork, expand
the “reading” options in her work. The small anthology of poems
included in this volume (in Hebrew) may be regarded as independent
commentary on Levavi Gabbai’s entire painterly oeuvre.

The title of the exhibition, “Hour of Elucidation,” was taken
from Yair Hurvitz’s eponymous poem,* where the poet describes the

transition from the innocence of youth to mature alertness, from



155



156

of a specific society. The process crystallizing in her work in recent
years, presented in the current exhibition under the title “Hour of
Elucidation,” attests to maturing and reconciliation. Levavi Gabbai
brings together two discrete circles: remembrance and the memory
or remnant. The azure and ocher have long replaced the phosphorous
green and bright red of her early works. The unresolved hybrid forms,
which emerged at the outset of her practice and took on the structure
of a repeated pattern, accumulated meaning as a personal language
which projects on the collective.

In the midst of all these, the space of Merhavia, in circles of internal
associations, formed a heraldic, quasi-iconic array, concurrently
embedding interior and exterior, an element of conceptualization and
sublimation which emerges from the depth of the personal-intimate.
To quote Levavi Gabbai’s own words in the film accompanying the
exhibition (directed and edited by Michal Shachnai Jacoby): “This
narrative which I began to dare touching upon is a source of vast
profusion. The profusion within me belongs to Merhavia. ... To
begin to contain their story within the construction of my story, to

realize that they are a type of content within me.”
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History’s Hairy-Chested—the title of one of her works from 1983—
attests to an ongoing attempt to fuse feeling and experience etched
in the memory of the body and soul, while confronting a perception
of duration charged with an accumulating meaning and shaped as
history. Phosphorous green and vivid red starred in her early works,
which incorporated objects such as a funnel, bed springs, and a
hanger. The titles of the works echoed physical sensitivity and passion,
e.g. Thirst (1983). In the following years Levavi Gabbai brought her
childhood realms in Kibbutz Merhavia to front stage, conducting a
dialogue with the complex personal story of her family as a collective
story which has become a key narrative in kibbutz society and in
Israeli consciousness (in various exhibitions perceptively curated by
Tali Tamir and others). Her works took their place in the critical
discourse, which proposed new, relevant options to examine the
personal and local narrative: the price paid by the individual in a
recruited collective society, the status of women, and the difficulty in
constructing an intimate space in the company of many. The essays
in this catalogue—by curator Yaniv Shapira and scholar Dr. Yael
Guilat, Head of the Art Institute at Oranim Academic College of
Education—relate to the formative biographical junction underlying
Levavi Gabbai’s work, shedding light on her profound affinity
with the consciousness of the place and time from two different
perspectives.

Indeed, the uniqueness of Levavi Gabbai’s art lies in the
systematic, long and stratified process and in the moving directness
with which she introduces two concurrent levels: On the one hand,
a system of signs which strives to capture, with painterly means, an
echo of speech, touch, and gesture. On the other hand, a structure
of meaning and content arranged in a simplified pattern, like a

totem, generating a symbolical, even metaphysical link to the life



Galia Bar Or

158

Foreword

The catalogue Hour of Elucidation accompanies Idit Levavi Gabbai’s
one-person exhibition at the Museum of Art, Ein Harod (Winter
2o11), curated by Yaniv Shapira, who has been following and
researching the artist’s work in recent years. “Idit Levavi explores
materiality and its syntax with sensitivity and sophistication,” Pinchas
Cohen Gan described Levavi Gabbai’s work in 1985, when she
participated in a group exhibition of young artists, “Frontline” at the
Museum of Art, Ein Harod. Cohen Gan concluded his catalogue
essay with words which seem to encapsulate the ongoing practice of
this artist for the past 30 years of art making and art instruction: “The
survival of us all here is dependent on the quiet, ongoing spiritual
and mental work and activity of each and every one of us.”

Cohen Gan’s observations are true of Levavi Gabbai’s entire
oeuvre. She creates with sensitivity and sophistication, out of
attentiveness to materiality and its syntax—the personal as well as
the collective. Her retrospective gaze traces that which simmers and
sizzles beneath the story of the time. It hovers above the image and
on the margins of the word, seeking situations and conditions which
may convey the mental impression of that which is not bound by
unequivocal ideology and language. From the outset of her career
Levavi Gabbai has combined sculpture in painting, pieces of plywood
in metallic elements, word-image-object, an upper view and a lower,
frontal view in a single painting. The sensitive weaving of elements
introduced that which is between the lines, endeavoring to awaken
dormant memory worlds, to kindle picture fragments, splinters of
life, a tweak of pain, the distress of missing, contemplation, wonder

and a sensitivity to beauty.



Acknowledgements

I would like to extend my gratitude to all
those who contributed to the production of
the exhibition and book: to Dr. Galia Bar Or,
Director and Chief Curator of the Museum
of Art, Ein Harod, for the partnership and
trust, and to all my friends and colleagues at
the Museum, my artistic home: Ayala Bessor,
Michal Slant, Yon Nano, Ayala Oppenheimer,
Mor Tabenkin, Dvora Liss, Rachel Lester,
Rachel Zaidel, Rachel Atkin, Shoshan
Medina, Ofri Gardi Cohen, and Anava Nor.
Thanks are also due to Michal Shachnai
Jacoby who produced, directed, and edited
the exhibition film, and to photographer
Omri Lior; to all those who kindly loaned
works for the exhibition; and to Neomi Geva
and Roi Halevi of Bickels Café.

Heartfelt thanks to Dr. Yael Guilat, Head
of the Art Institute at Oranim Academic
College of Education, for her essay which
sheds light on the biographical basis of Levavi
Gabbai’s work; to Prof David Wakstein who
kindly agreed to open his film archive to me;
to the poets and the copyright holders for the
poems included in the book. Special thanks to
Moshe Mirsky, the catalogue designer, for his

faithful assistance and creative collaboration;

to Avraham Hay for his generosity and
for the outstanding photographs; to Orna
Yehudaioft, the Hebrew copy editor, for
her insightful comments; and to Daria
Kassovsky, the English translator, for the
fruitful collaboration. I would also like to
thank the many artists who contributed to
the realization of the project.

Last but not least, I wish to thank
Idit Levavi Gabbai for many, edifying
conversations in which she recounted family
anecdotes and stories about the place, and

exposed her rich, multifaceted artistic world.

Yaniv Shapira



Galia Bar Or

Yaniv Shapira

Yael Guilat

Contents

158
Foreword

154
Questions and Answers

137
An Artist in Long Johns

Childhood in the Kibbutz and the Question
of Intimacy in Idit Levavi Gabbai’s Oeuvre

125

Biographical Notes

92
Paintings 1999-2010

Pagination follows the Hebrew order, from right to left



Museum of Art, Ein Harod
Director and Chief Curator: Galia Bar Or

The catalogue is published in conjunction

with the exhibition
Idit Levavi Gabbai: Hour of Elucidation

January — April 201

Exhibition

Curator: Yaniv Shapira

Administration and registration: Ayala Oppenheimer
Administration: Ayala Bessor, Rachel Lester
Framing: Eyal Sabach

Catalogue

Editor: Yaniv Shapira

Editor of selected poems: Idit Levavi Gabbai
Graphic design and production: Moshe Mirsky
Hebrew text editing: Orna Yehudaioft

English translation: Daria Kassovsky
Photographs: Avraham Hay

Photograph conversion: Artscan, Ramat Gan
Pre-press and printing: Offset A.B. Ltd., Tel Aviv
Binding: Shachaf Bindery Ltd., Holon

Measurements are given in centimeters, height x width

© 2011 by Idit Levavi Gabbai
and the Museum of Art, Ein Harod

On the cover:

Moon in the Window (detail), 1999, oil on canvas, 30x40

The catalogue was made possible
through the support of:

&

The Creativity Encouragement Award,
Culture Administration, Department of Plastic Arts,
Israel Ministry of Culture and Sport

DNINF 0

q12'nY AnTaND AY9Inn e
Oranim Academic College of Education,
Kiryat Tivon

Israeli artists



Idit Levavi Gabbai Hour of Elucidation

Museum of Art, Ein Harod



This book is dedicated to my family
and to all my friends—artists, scholars, teachers, students,

and interlocutors—who seek their path in this land



Idit Levavi Gabbai: Hour of Elucidation



