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|dit Levavi Gabbai, Kitchen Towel with Branches, 1999
QOil on canvas 50x70

1 Ronit Agassi, Three Moons, 2022
Mixed media on aluminum caps,
diameter 16 each one

197 MIAA DA B R 2 Ronit Agassi, Security Pin, 2017

36X57X43 ,NIXINI XY 7Y NN Mixed media on paper, 30x38
Drora Dominy, Eyebrow Horizon, 1997 3 Ronit Agassi, Security, 2017
Formica on wood and mirrors, 43X57 X36 Mixed media on wood, 30x163
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idit Levavii Gabbai, One Day (Barn # 3 # 2 # 1), 2010, oil on canvas 30x100x3
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The grain barn in the Merchavia Courtyard
Photography: Mort Shrem
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1940 - The volleyball court in the center of the

large courtyard in Kibbutz Merchavia.
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Drora Domini, Braid and Tower #2, 2025, photo collage, 56x105
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Bare Feet, a look at the exhibition, Kiryat Tivon Israeli Art Gallery, 2025
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Bare Feet, a look at the exhibition, Kiryat Tivon Israeli Art Gallery, 2025
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Drora Domini, Group Game, 2025, aluminum relief on wood, paint. 250X183
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Ronit Agassi, Watchtower, 2023, Mixed media on seashell
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Ronit Agassi, Children's Games, detail from the installation Submarine in the Valley, 2025
Pieter Bruegel print/drawing and Rorschach panel treated and embroidered with red thread.

22



102X NN
FTXIA NY7'71¥
avmn

2025

2# Dan

Ronit Agassi
Submarine in
the Valley
stabilizer
2025

Look #2




2190 NLYN 7Y N2TIYN N{P'12D,2025 FTRIA N771¥ 2¥'MDNN D19 ,NI¥D ,'0IX NN
Ronit Agassi, Parachute, detail from the installation Submarine in the Valley, 2025, Mixed media on a sponge surface
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Ronit Agassi, detail from the installation Submarine in the Valley, 2010, leaves pierced with a needle
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Ronit Agassi, Weeping Willows,
Detail from the installation
Submarine in the Valley, 2025
Mixed media on wooden shoe molds
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|dit Levavi Gabbai
Slippery Wall, 2025
Mixed media on a wall
407X185
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Idit Levavi Gabbai

Detail from a Slippery Wall
Map of the Attacks 7.10.23
Kibbutz Be'eri 2025

Qil on canvas 70x60
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|dit Levavi Gabbai

Detail of a Slippery Wall of the
Courtyard of Kibbutz Merchavia
1912

According to a Diagram by Architect
Alexander Baerwald

Qil on canvas 70x60
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|dit Levavi Gabbai, detail with flags from Slippery Wall, 2025
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|dit Levavi Gabbai, Father Wall - Mother Wall, Mixed media,Diptychon 385x140
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The three artists return from a joint trip to Berlin,
April 2010
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in the 1970s - Photo by Ezra Tzamri
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These three early examples mark milestones in the long
and divergent development of Dominey, Levavi Gabbai and
Agassi, who became senior figures in contemporary Israeli
art. From here, one can deepen the insights regarding the
works in the exhibition Bare Feet. Dominey continues to treat
the athletic body and potent, youthful femininity operating
efficiently in sports spaces; Levavi Gabbai marks the square
yard of Merchavia, raising the Father Walland Mother Wall as
a substitute for the lost Eros of the intimate family; and Agassi
attempts to gather the floating portrait into a private hiding-
niche she marked for herself in childhood - the Submarine
in the Wadi (Wadi — Arabic for valley, a word "adopted" by
the Hebrew language) — an attempt to find protection from
the overflowing presence of the group and the power of the
expansive space. All of these, always and in every situation
marked here, occur in external spaces, in a kind of perspectival
reversal: the open space invades the interior, and the interior
escapes into the open space outside.

Dr. Tali Tamir / Curator and Historian of israeli Art /
December 2024

'P02I7P'W IP'Y DI7'X 19710 BAN ,60-N NIV N'ANN X1}
Kibbutz Merchavia 1960s — Winter view Photography by Shiko Shiklovsky
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sexuality was akin to incest: "Relations between men and
women were theoretically hidden, and any public manifestation
of them was considered inappropriate".> Meir Ya'ari himself,
whose heavy shadow loomed over the entire group life,
declared that the intimate family unit threatened the commune
and harmed collective life. Biale disputed this, claiming that
"Ya'ari does not, in fact, distinguish between sexual union
with a woman and the union with one's comrades". Biale's
decisive conclusion was that the closeness between group
members was, therefore, "first and foremost an eroticism of
youth culture, rather than a doctrine of free love between
men and women".%

Boaz Neumann, in his book Land and Desire, also testifies
to the conversion of sexual Eros into a longing for the soil of
the Land of Israel, expressed through an ecstatic arousal of
all five senses: "The Land of Israel is the soil for which the
pioneers yearn" he stated, describing how the pioneers would
lie on the ground, cupping the earth in their hands, smelling
its scent, and even tasting it with their tongues. The plowing
of the first furrow in the nation's soil was depicted as the
deflowering of a beloved woman, and the time spent in the
valley and the mountains of the Galilee was characterized
as a sublime experience of 'yearning for the expanse' and
everything inhabiting it — from stones and plants to birds and
animals. "The first cooperative, they named Merchavia",”
Neumann quoted one of the pioneers, pointing to the link
between the biblical name - Merchavia, which means 'space
of God' - and the 'euphoria of the expanse' that enveloped
everything.

5 |bid, 256

6 Ibid, 244

7 Neumann, Land and Desire, Am Oved, 2009, p. 50

8 Tali Tamir, The Eyes of a Pioneer, Curatorial Statement, Ha'Kibbutz Gallery,
Tel Aviv, May 1995

The channeling of desire toward the land and labor, accompanied
by the attempt to establish equality between the work of men
and women, yielded an erotic sublimation; in order to contain
this sublimation in a measured and supervised manner, it was
necessary to dim the physical differences between women
and men, and to conceal the female contours behind aprons
and oversized work clothes. In the series Eyes of a Pioneer
(in the female form) (1995), Idit Levavi Gabbai examined the
figure of her grandmother, Sonia Levavi — one of the founding
members of Kibbutz Merchavia — against the backdrop of
the gray, checkered fabric of the aprons and towels in the
kibbutz kitchen.

"Why ‘Eyes of a Pioneer' and not 'Sonia’s Eyes?" Levavi
Gabbai was asked following her exhibition at the Kibbutz
Gallery. "It is a verbal provocation hinting at the problematic
tension between the private and the collective [...] at the
difficulty of distinguishing between the concept of parents
and family and the group as a whole, as a single family that,
through its great power, dims the nuclear family unit".®

What was the nature of the personal relationship between Sonia
and Meir Levavi, their granddaughter asked with curiosity. Can
anything be learned about them from the gaze of the 'woman-
pioneer'? Even then, Levavi Gabbai sought to reconstruct,
from within the ascetic pioneer mentality, the erotic-bodily
dimension of her grandmother's hidden femininity. Following
an archival photograph showing a group of women, kitchen
workers photographed from behind — the uniform cross of
their aprons stretched across their backs and enveloping
their waists — Levavi Gabbai developed an inventory of form
and color related to the aesthetics of the kibbutz kitchen
and the practice of enveloping and camouflaging the female
body. Was there an alert and erotic physical sensation, Levavi
gabbai asks, juxtaposing an image of a nude woman reading
a book, taken from a 19th-century book of erotic postcards
published by the German press - Taschen. In the postcard,

the female nude body is exposed and liberated, self-indulgent
and free from any pioneer discipline. Could this also be the
nudity of a Socialist pioneer?

Personal diaries of female pioneers abound with expressions
of distress over the lack of privacy, the necessity of having to
share the couple's living quarters with a third tenant ("Primus”),?
and the breached transparency of the tent or the thin-walled
wooden shack, which stifled erotic relations and drove them
underground, into the tension of suppressed desire.

In the installation Horizon-Eyebrows (1995) — first exhibited
in Facing the Mountain at Givat Haviva (1994) and later in
Togetherness, the 'Group' and the Kibbutz in Collective Israeli
Consciousness (2005) at the Tel Aviv Museum of Art — Drora
Dominey used undershirts as individual representations,
dressing them over archival cardboard boxes labeled
"Container for Storing a Kibbutz Model". These archival boxes
were stacked in orderly rows of uniform bodies, identical in
shape and circumference, with one exception: a cutout of a
braid was added to boxes with white undershirts, rendering
them feminine, while boxes without braids wore male work
undershirts in military khaki. The uniform, functional and
anonymous archival container represented both genders
indiscriminately, erasing any possibility for the fermentation
of desire or sexual tension: the ordered collective body is
"squared" into the brown box, obeying its unity.

Dominey's installation also included a child's bed that had
become a garden bed of cauliflowers and small animals,
replacing the child's body with agricultural yield and expressing
the childhood assimilation into the world of nature, flora,
and fauna. A pair of thick, tangled black eyebrows — those
of Stalin or Ya'ari — overlooked the installation from above,

9 Primus - a cooking burner with three legs which turned into a metaphor for
common habitation of a couple plus another member of the group.

as if supervising the proper order of kibbutz life, gazing
toward a distant utopian horizon, blind to the close details,
needed attention. Dominey's early experience as a young
volleyball player — a dominant sport in the Hashomer Hatzair
kibbutzim — inspired another group of works expressing the
robust, youthful physical ethos of kibbutz education. All of
this unfolds in Dominey's installations under the sun light, in
the open expanse.

Ronit Agassi centered much of her early work on a unique
technique involving large green leaves of the Bauhinia tree,
into which she pricked scenes of kibbutz life and soldiers'
routines with a needle, letting the light go through. Agassi's
choice of the leaves as a botanical substrate instead of
traditional artistic canvases testifies to the intimate comfort
she feels with organic, landscape materials. In the installation
You Were Like Them That Dream (Togetherness, the 'Group'
and the Kibbutz in Collective Israeli Consciousness 2005),
Agassi expressed a critical stance toward the status of private
identity and the cult of labor in kibbutz society, yet she did
not abandon the dimension of space and nature in which
kibbutz life is intertwined. In this work, Agassi summoned
the ghosts of Merchavia members from her childhood,
identifying them not by their names but by their roles in
the kibbutz economy: the poultry man, the dairyman, the
goose-raiser, the field hand, the orchard manager... thus, she
emphasized the agricultural-botanical-zoological envelope
that shrouded kibbutz life, eclipsing individual identity. In
her work, the perforated body loses its sense of volume
and fullness, dissolved by the power of the light passing
through it. The row of leaf-perforated portraits floats in water
bowls — each isolated, devoid of affinity, desire, or gender
markers — while only the horizontal silhouette of the Gilboa
ridge shelters them from above, positioned at the 'altar site'
of the cathedral-like structure.
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Bare Feet in the Expanse
Tali Tamir

"Physical prowess, youth, nature and secularism - these
are the four foundations that construct the New Jew in
the kibbutz society"

David Biale, Eros and the Jews

Yehefot — Hebrew for "Bare Feet" in the female form —is the
title of the exhibition featuring Ronit Agassi, Drora Dominey
and Idit Levavi Gabbai, three artists born in Kibbutz Merchavia,
in Jezreel Valley — immediately throws one into a somatic
memory: walking barefoot on the scorching pavements of
the kibbutz in the summer, on the damp lawns in the winter,
on prickly dirt paths: a mixture of sensations, temperatures,
tingles and pains absorbed through exposed skin, climbing
upward and stimulate the entire body. The soles of the feet
touching the earth are the direct sensory organ connecting
the body to the place in an unmediated fashion.

The pioneers of the Galilee and the Jezreel Valley intentionally
went out to work and to guard barefoot, in order to "intensify
the sense of connection to the soil of the Land of Israel"! as
Boaz Neumann noted in his book Land and Desire in Early
Zionism, quoting Rachel Yanait, who testified that: "every
footstep on the land of Israel gladdened her and awakened
dormant fibers in her body and soul".?

Early Israeli art associated the act of walking barefoot with
the local Arab population, framing their bare footedness
as a signifier of their status as the natural and primordial
children of the land. A close look at the figure of the Arab in

1 Boaz Naumann, Land and Desire in Early Zionism, Am Oved, Sifriyat
Hapoalim, 2009, p. 33
2 lpid., Ibid.

Israeli painting of the 1920s and 30s — in the works of Rubin,
Gutman, Paldi, Shemi, and others — reveals that their feet are
always bare and their bodies are close to the ground: sitting,
leaning, or resting on low stools while smoking a hookah —
the body of the Palestinian Arab is perpetually proximal to
the earth, and their bare feet maintain direct contact with it,
without mediation. In this sense to be bare foot entails to
be a "native", to be organically and fully connected, without
consciousness, without question, with no doubt, as a natural
and innate trait. This coveted essence was transferred to the
kibbutz children, the 'Sabras', who were native-born — those
whose very birth bore witness to the success of the Zionist
revolution and the rooting of the 'Exilic Jew' in his old-new
land. These 'children of the future', children of the 'second
day of the revolution', born into the glaring light, the paved
path and the green lawn, walked bare foot not only due to
their ascetic, anti-bourgeois education but as a testimony
and a sign of their indigeneity. When Yohanan Simon painted
Children of Tomorrow in 1951, he depicted them barefoot
and kneeling on the ground, much like the fresh saplings
they were planting.

Questions of body and physicality emerge early in the works
of Agassi, Dominey and Levavi Gabbai, each in her own way
and language. Their encounter is not immediately perceived
through visible patterns and forms but is rather hidden in
deeply rooted contents that seeped into their work from
the ethos, landscape, and collective environment of their
childhood kibbutz. As daughters and granddaughters of
the founding generation of Merchavia — the kibbutz of Meir
Ya'ari, the charismatic leader of Hashomer Hatzair, whose
authoritative figure was present daily in their childhood — it is
justified to see their work as a litmus test for these primary
residues and to observe through them the Zionist conflict
between the "Body of the Nation" and the "Body of the
Individual": "In [Zionist] national thought", argued historian

David Biale, who researched the connection between
the Jews and Eros along history, and dedicated a special
chapter to the Zionist body in Eretz Yisrael, "the individual
body became a microcosm of the political body. Creating
a new image for the Jewish body became a symbol for the
creation of a new Jewish nation".2 The rehabilitation of the
Jewish body and its cultivation into a masculine, healthy, and
muscular physique was a central goal of Zionism, as Michael
Gluzman also argued in The Zionist Bodly, which unfolds
the discourse of the body in Hebrew literature. The kibbutz
space, as a site of agricultural labor and continuous physical
activity, was a primary arena for realizing this bodily goal and
proudly displaying it as an ideal. Accordingly, Biale listed the
four essential elements he identified in the education of the
successor generation: physical prowess, youth, nature, and
secularism — elements present directly or covertly, poetically
or ironically, optimistically or melancholically, in the work of
Agassi, Dominey and Levavi Gabbai.

The 1950s —the decade of the artists' childhood and the first
decade of the newly established state — already enjoyed a
relative sense of security regarding location and belonging. Yet
the question of the body in kibbutz society was inextricably
linked to the question of the common group (Kvutsain Hebrew)
and the nature of dependency between the individual and the
collective. The communal body was subject to the egalitarian
ideal and the ethos of the group; as such, it was barred from
any individualistic, solo performance, detached from the chain
of bodies alike and equal to it; this is a multi-headed collective
body, functioning as part of a cluster of entities that replicate
from all its sides and are reflected within it.

The body in the early kibbutz space was not encased in the
protective envelope of a domestic interior, but was rather

3 David Biale, Eros and the Jews, Am Oved, Ofakim Library, 1994, p. 234
4 lbid, 258

tamed to surrender to the structural orientation of the kibbutz
space, to the grid of its paths and to the daily route between
its central institutions. It was synchronized with the landscape
objects surrounding it and measured against the proportions
of the kibbutz yard, the children's house, the 'Great Lawn',
the fields, the vastness of the valley, the mountains and the
wind; the ideal of physical prowess and the spirit of youth —
which Biale identified as the two supreme values in kibbutz
education — demanded a fit and functional body, while
developing skills of labor, athleticism, and courage.

Finally, there is the question of the body as a sexual and
gendered identity: the egalitarian and functional kibbutz
ideal blurred and dimmed erotic gender identity in favor
of cultivating the general working mechanism. Sexuality in
communal kibbutz life was pushed to the narrow periphery
of private life, argued Biale, who was particularly interested
in the study of sexuality within the Hashomer Hatzair culture.
The excess of proximity and intimacy within the group forced
the personal body to suppress its sexual expressions and
gestures, shrinking them into a clandestine, disguised existence.

Despite the revolutionary spirit that blew among the pioneers
of the early Aliot (waves of Jewish immigration to Eretz-Israel/
Palestine during 1924-1904), who sought to bask in the lap
of sexual freedom and liberation from the yoke of bourgeois
marriage, parallel psychological mechanisms of restraint and
defense were created, mainly centered on the sublimation
of sexual desire into the service of the nation: "This ascetic-
puritanical trend in Zionism was, undoubtedly, the result of
a national ideal of self-sacrifice, which was an integral part
of a pioneering philosophy calling for the renunciation of all
present pleasures for the sake of a utopian future"4, wrote
Biale. The collective group was perceived as a substitute for
the family — a sort of solidary band of brothers and sisters
— and therefore, any overt expression of desire or exposed
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Installation at the exhibition "Togetherness: The 'Group' and the Kibbutz in Collective Israeli Consciousness*
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On the shared walls Dominey presents earlier works; her
language is lean and precise. In her works motifs that combine
modern sculpture formalism with kibbutz pioneering myths
are apparent: wooden sculptures echo a little bit of the
architecture of the huge grain silos that were present in the
kibbutzim. In the work “Braid and Tower 2#"- a braid hanging
from the top of the bullet-punctured water tower of kibbutz
Be'erot Yitzhak, located in the south of Israel, which in 1948
was in the front line against the Egyptian army.

The water tower of kibbutz Be'erot Yitzhak together with those
of Kibbutz Negba and Kibbutz Yad Mordechai became the
joining site between the symbols of the Hityashvut HaOvedet
to a site of heroism and sacrifice.

Images of undershirts and braids appear in her works also
as part of her dealing with the collective structuring of the
human body; and also with the image of the eyebrows — the
eyebrows of Stalin, whose portrait she remembers from
childhood in Merchavia, hanging on the wall of the kibbutz
dining room, like watching from above upon all that is taking
place, in a utopian gaze, full of pathos.

"Submarine in the Valley" is how Ronit Agassi named the
installation she created in the smallest space of the gallery.
Inside, between the walls of the 'submarine’, detached from
the world outside, just like the kibbutz of those days which
surrounded itself with fences as protection from the outside
world, a mysterious world is whispering, hustling and bustling.
Or maybe there is a yearning for a protected place of her

2 A play on the term "Homa U'Migdal” which in English refers to the
Tower and Stockade Settlements, that were established starting in
1936, before the state of Israel was founded, and were created overnight
with the aim of demonstrating presence and control over the land
(which was legally purchased) by settling it overnight. The word stockade
(or wall) in Hebrew is Homa and the word braid in Hebrew is 7sama:
"Homa U'Migaal' — "Tsama U'Migdal

own, a private territory, because in the kibbutz everything is
S0 exposed and open to everyone. From her childhood in the
kibbutz she remembers mainly the difficulties that accompanied
her in the children's house, in the communal child-rearing
—a memory of crowdedness and lack of a private space,
memories of no room for emotion and the duty to function
uniformly in a mode dictated from 'above'. The inspiration
for this installation is the memories from the black chimney
shaft in the children's house, a hideaway place she would
run to with her friend in search of some privacy, where she
could hide and watch others without being seen, to get lost
and escape from the blinding light of the kibbutz.

Hanging on the black walls in the dark space of the installation
are delicate drawings in which the views of the valleys
surrounding nearby Givat HaMoreh and the kibbutz, where she
used to walk with her father "searching for the wind for flying
the kites", as she describes it. Her works are characterized
with fragility, everything is on the verge of collapse, hanging
by a thread. Her activity is repetitive — she pokes holes, she
embroiders, she inserts and she draws, hiding images in
planes of pain.

Ronit Agassi works in series — series of actions, series of
works, series of images or substrates. The individual work
serves the whole. The cluster is more important than the single
unit —just as it was in the kibbutz. In her work, as in that of
her colleagues, the lexicon of recurring imagery contains both
collective and personal images — the girl, the dancer, the tent,
the tower, the soldiers — all carrying associations that move
between the personal and the collective.

The last time that all three artists exhibited together was
in the group exhibition "Togetherness, the 'Group' and the
Kibbutz in Collective Israeli Consciousness" (2005) curated
by Tali Tamir.

That exhibition brought to the forefront a new voice in the
midst of the profound transformation the kibbutz movement
underwent in the 1980s and 1990s.

Artists raised and matured within the kibbutz educational
framework began to look from the outside, to question, to
wonder and to ask about "the system"”, about the place of
their upbringing.

It is interesting today, roughly twenty years after that exhibition
and after the events of October 7th, which brought the kibbutz
back into the forefront of Israeli discourse, to examine the
gaze of these three women artists toward the place of their
upbringing, which is a recurring thread in their work throughout
the years: what has been gathered and ripened? What has
changed or been renewed in light of unfolding events? And
how do these perspectives and expressions connect to the
broader, larger Israeli story?

Michal Shachnai, Gallery Curator, January 2025
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Bare Feet
Michal Shachnai

Three artists: Ronit Agassi, Drora Dominey and Idit Levavi-
Gabbai, shared a childhood in Kibbutz Merchavia —a modest
and ascetic childhood in the kibbutz of the early days of the
state, a childhood striving toward the creation of a new human
being who would find fulfillment within the framework of the
collective and embody in their person the essence of the
Israeli ethos. All three are active artists in their seventies. Each
one has carved her own unique path in the Israeli art world
and built a long and significant artistic career. Their shared
biographic background, as well as their shared engagement
in art, formed a close and long-lasting friendship.

Although all three left the kibbutz in and around their early
twenties, Merchavia is very present in their artwork — themes
and motifs connected to the pioneering ethos in general,
and to Merchavia in particular, began appearing in their work
already in the mid1990s. In their work one finds references — in
varying degrees and intensities — to their early childhood: to
"The Courtyard" or "The Large Courtyard" (kibbutz language
for the area within the kibbutz, especially the center of it, and
its public buildings, where different activities of the community
took place, where kibbutz life happened) in which they were
born and raised and where they wandered barefoot, the place
that raised, shaped and formed them.

" grew up like all the children of Merchavia —in the 'Big Yard"",
says ldit Levavi-Gabbai, "in the unique geography of our
childhood, in the first decade of the state, Israel is the center

1 "HaHityashvout HaOvedet" is the Hebrew name for the Cooperative
Agricultural Rural Settlements Organization which was responsible
for creating cooperative agricultural settlements along the borders
and all over rural Israel (moshavim and kibbutzim), before and after the
foundation of the state of Israel.

of the universe, and Kibbutz Merchavia in the Jezreel valley
is the center of Israel, and the Large Courtyard of Merchavia
is the center of the center — in other words, it is the navel of
the world". (Levavi-Gabbai, 2009).*

In 1929, a group of members of Hashomer HaTzair youth
movement, led by Meir ya'ari, settled in the Jezreel valley and
founded Kibbutz Merchavia. This kibbutz became one of the
symbols of the HaHityashvout HaOvedet." It was one of the
corner stones of the Hashomer HaTzair youth movement
and of the kibbutz movement as a whole — a place from
which leaders, intellectuals, cultural figures, and many artists
emerged, as well as a publishing house - "Sifriyat HaPoalim".

To grow up in a kibbutz like Merchavia in the 1950s is, to a
certain extent, to be born into a utopia, inside a fulfilled ideal,
inside a human laboratory, perhaps one of the largest of its
kind — in which ideas were tested on the ground of actual
life: communal child-rearing, the children's house, the shared
economy and equality.

The artists' new bodies of work, created especially for the
exhibition, are presented in personal spaces, alongside earlier
works of theirs, displayed together on shared walls. This
curatorial concept proposes a new collaborative model suited
to our time — a collective space alongside private spaces.

This exhibition seeks to examine the shared upbringing of the
three artists, and how, in their works, their unique childhood
—a childhood very few in the world have experienced — finds
expression. Here one may trace the ways in which the artists
formulate an artistic language that responds to the cultural
and ideological models which shaped them — the ways in
which women artists grapple with the laws of the fathers.

* From: Idit Levavi Gabbai, "The Silence of the Children — or — Portrait
of the Artist in Gatkes" (Long johns in Yiddish); March 2009. The full
text appears in the artist's website

The artist Idit Levavi-Gabbai presents three new wall works
in the exhibition. The work Slippery Wall was painted directly
on the gallery wall, referencing a period of approximately one
hundred years — beginning with an early mention and drawing
of the "Merchavia Courtyard" from 1912, which appears at the
center of the wall piece, and ending with new motifs referring
to the present moment and to what is now unfolding in Israeli
society and reality in the wake of the October 7th events (the
courtyard of kibbutz Be'eri).

"The kibbutz yard — the place of birth, the womb from which
we emerged, the Large Courtyard is inside the body, inside
the heart", says the artist. The kibbutz courtyard, which had
received much criticism within Israeli society about its protected
and insular character, has been breached since October 7th.

Two additional walls — Father Wall — Mother Wall — are
"nocturnal”, dark walls, guiding the viewer toward the kingdom
of night — the kingdom of dreams, the subconscious, yearnings,
and memories of an intimate-personal-bodily nature.

In the Father Wall, Levavi-Gabbai continues the motif of the
barn, which has appeared frequently in her work — piled up
bales of hay, seemingly burned, made by 3D printing, and
among them — a shofar and a moon. In the Mother Wall,
gray bundles of wool are stacked one atop the other, from
which work-socks hang down. These works are symmetrical,
functioning as icons — concise and symbolic; the gendered
division between mother and father is present: the father —
responsible for working the land and developing the spirit;
the mother, knitting and unraveling, responsible for emotional
support and human warmth.

In Levavi-Gabbai's early works that are exhibited on the shared
wall, repetitive motifs appear, such as: undershirts, kitchen
towels, bales of hay, the barn, Marchavia's courtyard, cloths'
hanging devices or the sun. These, in her works, are breaking

free from the kibbutz-related content and turn into part of
her cultural-visual DNA, part of the building blocks of her
work. She turns them into private icons, religious-like icons,
that relate to the kibbutz and maintain the tension between
sacred and secular, between mundane and eternal. The
color palate in her painting is formulated out of her childhood
memories in Merchavia: the industrial paint "Vanilla-Yellow
24" —the paint of the walls in the children's houses, the pink
of the body, the light blue of the sky and the gold-like ochre
of the bales of hay.

The new works presented in the exhibition by Drora Dominey
refer to a major part of her life as a teenager in the kibbutz:
being an outstanding volleyball player in the local Team as
well as in the Israeli National Volleyball Team. Excelling in
sports in Merchavia of her childhood was revered by the
community and a source of communal pride, especially in
the field of volleyball — a field that in Israel was dominated
for many years by kibbutzim founded by Hashomer Hatsair
movement, like Merchavia was. The volleyball court was
located inside the Large Courtyard of Merchavia and the
games that took place there were the central event. Being
a team sport, volleyball demonstrated perfectly the socialist
ideology of excellence being achieved by celebrating team
effort and not individual effort.

In the relief piece "Group Game" that echoes in its artistic
language reliefs that were created on walls of communal
buildings in the different kibbutzes at that time, a few women
volleyball players are forming a circle together, their hands
raised up in a sign of victory, representing female comradery.
In another work, made upon a mobile coulisse, (like ones used
for decorating the dining room for holidays) many images are
shown with wounded or bandaged body parts, a sort of a
glimpse into the personal price of the devotion to the team
and to team sports.
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